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FOREWORD

The ten thousand year old Indian culture is not only the oldest living culture in the world, but also it is
the only culture that has maintained a continuous link with its hoary past. From the pre-Harappan period and
perhaps from an even earlier period of cave art to the art, religion and culture of Hindu, Buddhist and Jain
periods and the ennobling scriptures like the Vedas, the product of oral tradition, the Tamil songs, the paintings
and sculptures in the caves and later in structural monuments is one continuous organic link. Indian society
today still practises many of the customs described in its literature and depicted in visual form as paintings and
sculptures.

South India is a cradle of civilisation. Civilisation existed here more than 10,000- 15,000 years before
the present. Its highly advanced civilisation has produced its famous temples. These serve as repositories of
architecture, art and culture. The sculptures, bronzes, paintings and the murals in the temples show by their
highly stylised features that they are the flowers and fruits of this highly evolved civilisation.

The Government Museum, Chennai is one of the great museums of the world. It stands second in India
in terms of its size and its collection. It is the second oldest museum in India having been started in 1851 AD.
Documentation of the collections is an important work of the Department of Museums as a purveyor of
knowledge in addition to entertaining and educating the public. The Government Museum, Chennai has a
tradition of original and path breaking publications to its credit. Some of the notable Indologists like
Dr. George Bidie, Dr. Edger Thurston, Dr. F. H. Gravely, Dr. A. Aiyyappan, T. N. Ramachandran,
C. Sivaramamurti and others worked in this Museum and wrote books. These have become standard reference
material in their respective fields.

Dr. R. Kannan has headed the Department of Museums from 1999 onwards for several time spans.
He also headed the Department of Archaeology concurrently on and off. He has conserved and restored many
monuments and temples. He has also created several galleries and refurbished several old galleries in the
Government Museum, Chennai and other museums. He has written several books and monographs touching
almost all the aspects of South Indian Archaeology earlier. He is one of the few officers of the Indian
Administrative Service who is an administrator turned Archaeological Conservator-cum-Museologist.
He currently works as Additional Chief Secretary, Tourism, Culture and Religious Endowments department in
the secretariat while holding additional charge of the Department of Museums, the latter being his labour of

love.



When [ was the Secretary for the Tamil Development, Culture and Religious Endowments Department
in 2001 AD, I felt that it would create synergy if the Departments of Archaeology and Museums were merged.
This is the position in many other states like Andhra Pradesh etc. Also, the then incumbent of the post of
Commissioner of Museums, Dr.R.Kannan, Ph.D., IAS had acquired considerable technical expertise in his
field. Therefore, it would be better if he was also given charge of archaeology, where a lot of work for
conservation of monuments had to be done. Accordingly, I issued a government order merging the two
departments of archaeology and museums in Tamil Nadu for the first time and making Dr Kannan, Ph.D.,
I. A. S. the Commissioner of the combined two departments vide G.O. Ms. No. 238 T.D.C. Department dated
1.10.2001, though he had started working as Commissioner in Charge from 1.7.2001 itself.

I am happy to note that the decision paid off. After 1961, when the State Department and archaeology
was formed it was only in 2002 that work of conservation by the department itself was taken up. This decision
in 2001 resulted in conservation of many monuments given up for lost for the first time in the history of the State
Department of Archaeology. He has also done outreach activities in archaeological conservation by writing the
archaeological prescription for the kumbhabhishekam (a temple ritual of conservation and cleaning performed
usually once in 12 years) of the Ramaswamy Temple at Kumbakonam under instructions of the then
Commissioner for Hindu Religious and Charitable Endowments, Thiru M.A.Gowri Shankar, IAS (Retd) and
Sri Naganathaswamy Temple at Manambadi Village, Kumbakonam Taluk at the request of the then Collector
of Tanjore district, Thiru Kosalram, IAS. The temple was about to be demolished for road widening. He is
providentially the Secretary of the combined departments of Tourism, Culture and Religious Endowments.
He stepped in to get it declared as a State Protected Monument under the Tamil Nadu Ancient and Historical
Monument and Archaeological Sites and Remains Act, 1966 (Tamil Nadu Act 25 of 1966) in 2014. He also
took similar steps for protecting a wayside heritage mandapa in Virudhunagar district used by travellers for rest
during the ancient days like the Sarais of North India. The Ramaswamy Temple is the best conserved among the
temples at Kumbakonam for whom kumbhabhishekam was performed during the period.

The 151" Anniversary celebrations of the Government Museum, Chennai in 2003 A.D. was the
summum bonum for the museum in the last fifty years. He was praised for his work in his public address by His
Excellency Dr A.P.J.Abdul Kalam, the then President of India. The Hon'ble Chief Minister Selvi J Jayalalithaa
was the prime mover for the refurbishment of galleries, conservation of the museum, theatre and other heritage
buildings. The entire credit for transforming a 19" Century museum into a 21" Century museum must go to her
vision backed by the necessary financial and administrative support. The vision was translated into reality by
Dr.R.Kannan, I.A.S. and his team.

The Bronze gallery of the Government Museum, Chennai is world renowned. This was refurbished
and the galleries on three floors were created entirely by Dr. R.Kannan, [.A.S. in 2003. After 1961, when the
State Department of Archaeology was formed, it was only in 2002 that the work of conservation by the
department itself was taken up during his tenure. Conservation Archaeology was pioneered in the State

Department during this time.
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It would be difficult to believe that a person could handle the drought of the century in 2002-2003 as
Commissioner of Agriculture and later as Agriculture Production Commissioner cum Secretary, Agriculture
and Commissioner of Agriculture with aplomb and simultaneously look after the massive work of renovation
and modernisation of the galleries of the Government Museum, Chennai to make it fit for the 151" Anniversary
celebrations and the visit of Dr Kalam, the then President of India, the Governor of Tamil Nadu and
the Hon. Chief Minister, Selvi J Jayalalithaa, while taking up the conservation and restoration of monuments in
the archaeology department for the first time. He also wrote many books on Museology and Archaeology in
this period, which were released by the then President of India on 19.6.2003 at the 151" anniversary
celebrations in the presence of the Hon. Chief Minister, Selvi J Jayalalithaa, who received the first copies.
He has by now conserved and restored nearly 100 monuments and temples.

His technical work and publications have been internationally recognised by his being made an invited
Board Member of the Association of International Museums of History at Paris, France, one of three from Asia.
Dr. Kannan has written several important books and monographs earlier. These are listed in the list of
publications in this book. His work in conserving and restoring the Government Museum, Chennai has been
praised by His Excellency, the President of India, Dr.A.P.J.Abdul Kalam and also commended internationally.

Dr Kannan has also done outreach activities in archaeological conservation. He has been and is a
consultant who has conserved the artefacts of the Madras Government Eye Hospital, portraits of the Surgeons-
General of the Madras Presidency in the Government General Hospital, portraits of the former Principals of
the Madras Christian College, heritage buildings of the Postal Department, several statues, headquarters
building of the Southern Railway (old Madras and Southern Mahratta Railway), Madras High Court etc.
He has done pioneering work by conserving and renovating the Danish fort at Tranquebar, Manora Tower at
Pattukottai, the giant granary at Papanasam (all in erstwhile undivided Thanjavur District), Sivan Temple at
Sivapuram near Sriperumbudur, the Tirumalai Naik Mahal, Madurai and many important monuments, which
he has covered in his book 'Manual on Conservation and Restoration of Monuments - Proceedings of an
Administrator turned Conservation Archaeologist cum Museologist', 2007'. The Vittala Temple at
Vittalapuram near Kalpakkam just off the East Coast Road is an example of innovation in conservation. This is
the first time that Public-Private partnership has been used to make a ruined temple look like a new XVI
Century one without deviating even an inch from conservation norms. It has taken time back to 1521 AD.

He has pioneered the use of power tools in conservation in India. He has personally used them to
remove the Amaravati sculptures embedded in the walls of the Government Museum, Chennai in 1870 which
had started absorbing salinity and moisture due to rise in levels of surrounding areas. This was done in
2001 AD, after alapse of 130 years, when no one dared to touch them. He has saved them for posterity.

Dr. R.Kannan is a versatile personality who is probably the only person in the last century and so far in
this century to have written books on Archaeology, Museums, Agriculture and Cooperation, Modern Cadastral
Survey using electronic instruments (a first for India), Participatory Rural Approach, Vigilance Handbook,
religious books by translating from Sanskrit to English etc. Documentation is second nature to him. He is an

academician par excellence who turns also an administrator, equally adeptly when called upon to do so.
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But Dr.Kannan has absorbed so much and so fast that he has been able to write books on each subject;
not of the indifferent quality one associates with persons who hold out as experts in different fields, but
masterpieces, which have been acclaimed as a rich storehouse of knowledge for future generations and
scholars. 'He is not a Jack of all trades but master of none; he is master of all trades which he has dealt with'.

He is a person who documents meticulously like the I.C.S. administrators of yester years. This is
probably due to his long tenure of more than seven years at the Government Museum, Chennai and also in the
Department of Archaeology in various capacities. Despite long years of government service and being in the
evening years of his service, he has kept his sensitivity as fresh as a youngster and also his enthusiasm
tempered with realism and experience alive. He manages to work as an administrator and technical expert
inspecting monuments, galleries of museums etc and supervising the archaeological engineering and
technical museological work during the day while becoming a scribe in the night burning midnight oil. This
time he has been in charge of the secretariat department of Tourism, Culture and Religious Endowments and in
additional charge of the Museums Department while writing this book. A lot of fresh policy initiatives in art,
culture, archaeology, museums and Hindu religious institutions characterise this period. Conservation and
restoration of heritage structures pending for many years like the National Art Gallery, Mukhyachaleswara
Temple, Eraniel Palace, Srirangam 1000 Pillar Mandapa excavation and conservation, the seven tier rampart
walls of Srirangam are some of them. He is also editing a book on the reorganised Amaravati Gallery,
'Compilation on Amaravati Sculptures and the Conservation and Reorganisation of the Amaravati Gallery'.
He started the work of removing the sculptures in 2001 AD that were embedded in the walls of the museum
circa 1880 AD. He has displayed the enthusiasm of the young IAS probationer even as he approaches sixty
years and retirement. He climbs hills, temple Gopuras etc in the hot sun for conservation. The keen eye for
detail and a sardonic English sense of humour characterise his style of writing. He is an academician par
excellence who turns also an administrator, equally adeptly when called upon to do so.

He claims that the results achieved by the department are due to the Participatory Approach (PRA)
methods used by him. As the PRA facilitator, he has led from the front. This approach creates a free synergistic
work atmosphere. But since it involves total transparency, it is very difficult to practice in a government
scenario. He has toured all parts of the state and remote parts of the country. He seldom goes abroad since it
involves a lot of sanctions. However, his visits to London and China have proved useful for his work.

Dr. Kannan first visited Tiruppudaimarudur in 2004. He has persevered and brought out this work ably
assisted by Dr. R. Balasubramanian, Curator. “The Tiruppudaimarudur Murals and Wood Carvings” is
brought out now as the publication of this prestigious institution by Dr. R. Kannan. The sthalapuranas and
historical events are depicted in the murals and wood carvings in the five tiers of the main Gopura of the
'Narumpoonathaswami temple, Tiruppudaimarudur' (Sphutarjuna in Sanskrit). The murals have been
deciphered and placed in their legendary or historical contexts and explained. There are about 150 mural
painting panels and 110 wood carving panels. The details of each and every mural depicted has been elucidated
in this work. The temple itself is a veritable murals museum. This book is a documentation of the First
K.Lakshminarayanan Endowment Lecture delivered on 24.01.2014 by Dr. R. Kannan IAS in the
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Centenary Exhibition Hall of the Government Museum, Chennai. I presided over the Endowment Lecture.
Justice Ratnavel Pandian sat, watched the slide show photographs with explanations and listened with rapt
attention for more than two hours despite his indifferent health and advanced age. This shows his passion for
the temple and praised Dr.Kannan's work. During the lecture, I referred to his career starting when he was an
IAS Probationer in 1981 and I was his Deputy Director and Course Director in the Lal Bahadur Shastri
National Academy of Administration. I stated that we the faculty consisting of officers used to discuss about
each and every probationer. My colleagues and I felt that he was too thin skinned for government service.
He converted postings like Commissioner of Museums with not even minimal facilities given to him in 1999 AD
into an opportunity par excellence and got international recognition. Most officers given such postings
become extremely unhappy and even demens. I am happy that he has recently been promoted to the grade of
Chief Secretary. His continuing as the Additional Chief Secretary, Tourism, Culture and Religious
Endowments Department will be useful for generations to come in terms of conserved and restored temples
and monuments.

I am happy that with luck and encouragement, he has been able to make original landmark
contributions. Such contributions are to my knowledge very rare in the history of government service.

He has written about 30 books on Agriculture, Religious works, Cooperation, Survey and Land
Records, Computerisation, Archaeology and Museums, translation of Sanskrit prayers into English with
annotation etc.

He has also edited and written articles in the Journal of the Government Museum, Chennai, the Annual
Journals of the Museums Association of India and presented papers in absentia in the 6" and 7" Colloquium the
Association of International Museums of History at Lahti, Finland and Brazil in 2002 and 2004.

I am happy to know that the Rajagopura containing the murals and wood carvings is to be conserved
and restored to its old splendour.

Incidentally, I feel I hold the world record for the number of forewords written by any single person.
I'have written forewords for many books, which Dr.R.Kannan has written. The number of forewords written by
me would easily cross the two dozen mark.

I compliment Dr.Kannan for this prolific output which is an efflorescence of Government Museum,

Chennai. [ am sure that this book will be a valuable reference book in its field in the years to come.

T o
Ry ==
Chennai é’c"’"" s
22.04.2014 (S.Ramakrishnan)
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PREFACE

India has a ten thousand year old culture. It is the oldest culture in the world. It is the only culture that
has survived the onslaught of time and many invasions but is still living. From the rock art in the caves which
are dated before even the pre- Harappan civilisation (Mehrgarh Dilji Kot phase circa 8000 BC and the same
phase recently discovered in 2003-04 in Bhiranna, Haryana in the Saraswati River area) to the present day is
one grand continuum. Highly stylised couture, sculptures, temples and monuments characterise India even
from the Mauryan Era circa 300 BC. Rock art of red ochre and white ochre are seen from hoary antiquity in
Bhimbetka near Bhopal and Vellerikombai in the forests near Kotagiri in the Nilgiris in Tamil Nadu. Paintings
of vegetable and mineral dyes have evolved around the early Christian Era. The Ajanta and Ellora paintings
near Aurangabad circa mainly 7-9" Centuries AD and Chittannavasal in Pudukottai circa 9" Century AD are

the leading species of this genre.

The physical evidence of the ancient Indian culture is the rock and cave art, exquisite sculptures,
temples and archaeological monuments that we see today. Archaeology has mainly three branches, epigraphy,
iconography and conservation. Caring for the ancient monuments and keeping them in a proper state of repair
is the prime duty of every Indian. This ensures that we do not cut the umbilical cord with our hoary past.
The work of preserving our past falls under Conservation Archaeology mainly dealing with ancient

monuments which could be Stupas, temples, mausoleums, forts, towers and other structures.

Conservation is preservation using traditional methods and modern methods like chemical
conservation of paintings in addition to vegetable and mineral dyes which are the mainstay. Chemicals are used
only where absolutely necessary to preserve the ancient monuments, paintings, manuscripts etc on an as is
where is basis i.e. the status quo. Restoration is applying the mind of the archaeologist, referring to past records
like old photographs, paintings, descriptions in historical documents like travelogues of writers and of course,
projecting the mind of the present day archaeologist into the mind of the past sculptor or painter to restore it to
its original position. This involves some additions, which are in the nature of filling in of the gaps. However, it
is not a licence to create an entirely new structure or painting as is commonly misunderstood. There is a strict
code of conduct for the Conservationist - Archaeologist and Conservation- Archaeology. This is according to
UNESCO norms and the Venice Charter, 1964.
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I have conserved nearly 40 monuments and temples as Commissioner of Archaeology and Museums in
2001-2002. I was Commissioner of Museums from 1999-2004; the merged post of Commissioner of
Archaeology and Museums in 2001-2002 and additional charge for Archaeology in some spells till 2003. I was
given the order to restore two Tanjore paintings in the Madurai Meenakshi Temple by the Special
Commissioner of Hindu Religious and Charitable Endowments Department, Thiru T.R.Srinivasan [.A.S.
The two paintings have as their theme the Divine Wedding of Goddess Meenakshi and her divine coronation.
They were restored by a team consisting of Chemists of the State Archaeology and Museums Department, art

teachers and students trained in Tanjore panel paintings. Gold rakes were used.

I am happy to have pioneered the use of power tools in conservation in India. I personally operated the
drill cum- chipper etcin2001 AD and used them to remove the Amaravati sculptures embedded in the walls of
the Government Museum, Chennai circa 1880 AD. The same power tools were used in Tiruppudaimarudur by
Curator, Dr. Balasubramanian, whom I trained in 2001-2004 in the use of power tools. The sculptures have
been re-displayed in the reorganised and refurbished Amaravati Gallery. The work continued when I returned
as Special Commissioner of Museums in 2006-2007. The work was completed in 2014 by him. The Amaravati
Gallery was recently opened to the public by the Hon'ble Chief Minister Selvi J Jayalalithaa on 26.07.2014.

I returned as Commissioner of Museums in charge in addition to my regular post of Principal Secretary,
Tourism, Culture and Religious Endowments, Government of Tamil Nadu from April - June 2013 and again
from December 2013 (upgraded in the grade of Chief Secretary as Additional Chief Secretary from February,
2014)till date.

Our first introduction to Tiruppudaimarudur was on 01.04. 2004, when the Hon. Justice S. Ratnavel
Pandian (Retd. Supreme Court of India) invited us to the temple to document and restore the mural paintings
on the inner walls of the Rajagopura. Our party consisted of : Dr.R.Kannan, Commissioner of Museums,
Thiru K.Lakshminarayanan, Assistant Director of Museums, Thiru. R.Balasubramanian, Curator,

Thiru. Govindaraj, Curator and Thiru. G.Ramesh, Photographer.

At that time, Thiru Lakshminarayanan was the senior archaeology expert in the Department of
Museums. Thiru R.Balasubramanian was his junior. Now, Thiru Balasubramanian who is himself retiring in

December, 2014 is the expert. Sadly, Thiru Lakshminarayanan passed away in 2004.

Since 2004, I have been visiting the temple and the nearby Gajendra Varada Temple at Athazhanallur
almost every year. It is only now that the efforts to document have fructified as the First Lakshminaryanan
Endowment Lecture delivered by me on 24.01.2014. It was fittingly presided over by Thiru S. Ramakrishnan
IAS (Retd), the Secretary of the Culture Department who thought that I would deliver by creating synergy if
the State Departments of Archaeology and Museums were combined. He issued the Government Order in
June, 2001. He is a person who can rightly be described as a great man. He has been the boss first in Culture
and later as Chief Secretary Grade Secretary, Food And Cooperation Department, when [ was the Registrar of

Cooperative Societies in 2004-2006. Incidentally, I wrote two books, one of them being the landmark book,
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Centenary of the Cooperative Movement in Tamil Nadu with special reference to the year 2004-05

documenting the history of the cooperative movement.

The lecture on Tiruppudaimarudur Murals was attended among others by Justice Ratnavel Pandian,
who despite his indifferent health and age sat through for nearly two hours. He greatly appreciated the work
done as excellent.

The present main post of Additional Chief Secretary of the secretariat department with combined
charge of Tourism, Culture (Departments of Museums, Archaeology, Art and Culture) and Religious
Endowments (Hindu Religious and Charitable Endowments - HR & CE) has enabled the use of the synergy
created for conserving and restoring temples in accordance with archaeological norms for the first time in the
state. There are nearly 39000 temples and religious endowments in the state. Being the Commissioner of
Tourism and Managing Director, Tamil Nadu Tourism Development Corporation (in additional charge ) from

2.6.2014 has further cemented the synergy. Of course, the last may not be for a long duration.

The efforts at conservation of the temple are still on. The most recent Kumbhabishekam was on
14.07.2013 at which I was present. In fact, when some poles were stuck into the murals through the rala-
koshtas (windows) in each tier of the Gopura, | physically personally removed them to save the paintings. It is
hoped that the physical conservation of the Raja Gopura to the limited extent necessary to plug
leakage will be over soon. Work has started based on my archaeological prescription and that of
Thiru K.T. Narasimhan, Consultant Archaeologist of the Government of Tamil Nadu (see Annexures).
Chemical conservation of the paintings and wood work based on the opinion of the expert committee led by
the near octogenarian chemical conservationist Thiru Veeraraghavan, Deputy Superintending Archaeological
Chemist, (Retd.), ASI is also set to start. It will be in full swing after the physical conservation is over. It is
conceived as a five year project but I hope it will be over in three years given the full support of the
government. We will be able to present the photographs of the conserved and restored paintings (wherever

possible), wood work and Raja Gopura, once the work is over.

Thiru R. Balasubramanian, Curator is the joint author of this book. He has been an invaluable help in
doing the research and assembling the information from the sources pointed out by me and on his own. He has
worked in the nights poring over the photographs to decode them. He made many visits to gather information.
For instance, when I pointed out the old descriptive labels on the paintings circa 16" Century AD, he had to
make a visit to take fresh photographs so that the labels would also be visible. He was asked to use his skill and
knowledge to remove the cement layers on the wooden floors in the five tiers of the Rajagopura of
Tiruppudaimarudur temple. This work was completed in four days without any vibration to the ancient

structure in March, 2014. The wooden floor has now emerged.

Thiru Ramesh, the photographer has done invaluable work with a cheerful countenance. He must have

climbed up the musty tiers many times and taken photographs at impossible angles. The visual evidence is the
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corner stone of this book. He has taken photographs in 2004, 2007 and 2013. We have used the best

photographs since as is natural there has been a lot of deterioration of the murals since 2004.

The work was not without its funny aspect. Once my wife had to climb the five tiers to take dictation as
I deciphered the episodes in the paintings and the figures in the wood carving based on visuals and reinforced

by the descriptive labels! It is a tough life to be with an archaeology researcher, even as his spouse.
Tiruppudaimarudur Temple

The village Tiruppudaimarudur is about 7 Kilometres to the north of the town of Viravanallur in the
Ambasamudram Taluk of Tirunelveli District, Tamil Nadu. The Siva temple of this village is called as
Narumpoonathar temple and is situated at the confluence of two rivers Tamraparni and Ghatana Nadi. Local

people believe this spot as the confluence of five rivers.

Narambunathar Siva temple stands facing east. The earliest structure of this temple goes back to the
age of early Pandyas (Circa 8 - 9" Century AD). The temple was later expanded by the imperial Cholas and
later Pandyas (10 - 13" Century AD) with various additions. Cheran Mahadevi, the nearby town appears to
have been the second capital of the Travancore (Venad) kings during the period of Chera Udaya Marthanda
Varma. Another branch of the Venad kings had Kalakkad another nearby town as their capital.
Tiruppudaimarudur seems to have been an important outpost with military significance for Maharajas starting
from Chera Udaya Marthanda Varma till the end of the dynasty. Later it fell to the British during Travancore
rule. King Rama Varma co-regent of Bhutalavira Udaya Martanda Varma Circa 1537 AD appears to have
given it its present form with prakara mandapas, additional sculptures etc. The work was continuous from the
14" Century AD till the 17" Century AD. A temple those days functioned as the seat of administration and

treasury with even a garrison being quartered there. The outer mandapas in the courtyard served as barracks.

The main gopuram has five tiers. Each tier has a central pillared aisle with free space on either side. The
first tier measures about 11 metres long and 4 metres broad. The next three tiers are in decreasing sizes with the
last fifth tier having a Sala top (some call it barrel vault with reinforcement by wooden beams). It is the
smallest tier. It is called as Chitra Gopura since it has paintings. The last fifth tier having a curved V shaped top
is what is called in Tamil as Sala type. The roofis reinforced with wooden beams and cross members. Some call

itbarrel vault type roof.

These five tiers contain excellent mural paintings and exquisite woodcarvings assignable to
Vijayanagar (14" - 16" Century AD) and Nayak (16" -17" Century AD) periods. The actual work appears to
have been done by the Travancore artisans under the orders of the Venad Kings. The walls as well as the capital
of wooden pillars of the aisle and beams have been decorated with paintings and carvings. These paintings
illustrate scenes from the Sthala Purana, Tiruppudaimarudur Purana, Madurai Tiruvilaiyadal Purana,
Periya Purana, Valli Thirumanam, Ramayana and Mahabharata. Besides the puranic themes, secular scenes
of socio-economical events of Vijayanagar period are also vividly painted. Even figures of Portuguese, Arabs

and Chinese as seen at Hampi and other Vijayanagar period paintings are depicted here.
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Red, thick yellow, green, violet and white colour pigments using vegetable and mineral dyes have been

used for these paintings. Green and red predominate.

The paintings and wood carvings have been photo documented by Thiru Ramesh of our museum.
The paintings have been identified as Fresco-Secco after comparison with Sitfannavasal and other sites. This is
borne out by scientific analysis by the Indira Gandhi Centre for Atomic Research, Kalpakkam.
Thiru Veeraraghavan felt that it was tempera. This might be in a few select places where the paintings might
have been retouched later. The paintings in several places have labels in Tamil script of the 16" - 18" Centuries

AD explaining the paintings. This is an unusual feature found here.

Modern vandals have tried to write their names on these exquisite pieces of art or carve them on the
wood. The wooden structures especially on the fifth tier (apsidal) themselves are in danger of decay and
destruction. It is a national and international duty to preserve these rare pieces of art for posterity for which the

Government Museum, Chennai and its staff are giving their technical know- how as part of outreach activity.

The work started with an Announcement by the Hon. Chief Minister Selvi J Jayalalithaa in the
Legislative Assembly in 2013 for Suchindram Thanumalayaswami Temple and other temples where there
were such murals. The Government Order of 2013 merging the related departments of Tourism, Art and
Culture, Archaeology, Museums and Hindu Religious and Charitable Endowments at the Secretariat level
created the synergy necessary to evolve and execute such a conservation project involving several agencies;
most of all the related departments have to pull in the same direction. The Suchindram temple has similar
paintings and wood work to that of Tiruppudaimarudur, which are in a much better state of preservation. As an
offshoot, this temple has been taken up. The work in Suchindram on similar lines is being done apace.

Dr. Balasubramanian and [ hope to document that work also may be after our retirement.

The Hon'ble Chief Minister Selvi J Jayalalithaa herself has given a statement under Rule 110 in the
Legislative assembly that the work will be carried out at a cost of Rs.1.42 Crores. This shows the importance
given to heritage preservation, culture and this work.

In 2007, I have written a book 'Manual on Conservation and Restoration - Proceedings of an
Administrator turned Conservation Archaeologist cum Museologist'. This is a reference book for all
monuments secular and religious in South India. In that book, which mostly covers physical conservation,
there is an exhaustive chapter on chemical conservation with practical examples of the work done, both in-situ
and outreach.

I have given archaeological notes of inspection for the physical conservation of Tiruppudaimarudur
temple on 8.6.2013 followed up by Thiru Narasimhan on 7.1.2014. The report of the Chemical Conservation
Expert Committee was given on 14.03.2014 (See Annexure IV) . The detailed note by Thiru K.T.Narasimhan
focusses on the Gopura containing the paintings at the Mahadwara (main entrance) of this temple.
Thiru Narasimhan has been appointed as the Archaeological Consultant of the Government of Tamil Nadu in
2013.
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The Hindu Religious and Charitable Endowments Department headed by the Commissioner,
Thiru P. Dhanapal has been showing keen interest in this conservation work which is a first for them. There are
several temples which have such paintings of the Vijayanagara era. There are in rare cases Chola period
paintings also in the about 39000 temples and institutions under the control of the Hindu Religious and
Charitable Endowments (HR & CE) Department. It is proposed to take up in addition to Suchindram and
Tiruppudaimarudur, the Varadaraja Swamy temple in Kancheepuram which also has murals. This is the first
phase. The line department viz. the HR & CE Department has to continue with such sustained zeal, not usually
found in India in the future.

This conservation work is a monumental work since a lot of damage by way of water, vandalism,
flaking and peeling of the paintings has occurred. Similarly, the woodwork is also being conserved. Limited
restoration of the paintings is being done in accordance with the archaeological principles as enshrined in the
Venice Charter 1964 and Vienna Memorandum of UNESCO 1972.

The field of conservation archaeology is a minefield strewn with the careers of many an archaeologist
and archaeological engineer. This is true especially in India where inaction is not a problem in public service,
but action, which leads to a problem like the collapse of a pillar, or roof cries for a scapegoat; a scalp has to be
sacrificed. Luckily, there have been no failures so far. My scalp and of those who associated with me has been
safe so far.

The Government Museum, Chennai where I served in several spells from 1999-2004, 2006-2007,
April-June 2013 and again from December 2013 till date (in charge - the main post was Principal Secretary and
now Additional Chief Secretary , Tourism, Culture and Religious Endowments) has a record of excellent
publications of pioneering value in the fields of art, archaeology, numismatics, zoology, geology, botany,
anthropology etc . These publications have been documented in the Web Site of the Government Museum,
Chennai, a site praised by the President of India, Dr.A.P.J.Abdul Kalam during the 151" Year celebrations in

2003. The site is rated as one of the best in the world of museums still after nearly 15 years.

Like the old British India hands, I have repeated my usual modus operandi of recording happenings on
the model of the British I.C.S. administrators.

In all my work I use the methodology of the Participatory Approach (Participatory Rural Appraisal in
jargon). Sharing is the characteristic of the PRA Approach as contrasted with hoarding as in the Normal
Approach. I have tried to share what I have learned. This book is meant as a 'learning from experience' material
for all those involved in the conservation movement of our ancient heritage - academicians, architects,

engineers, archaeologists, museologists, students and historians of the future.

The foreword has been written by Thiru S.Ramakrishnan. I.A.S. (Retd.), the Chief Information
Commissioner of Tamil Nadu (Retd.). He has written the forewords for many of my books. When the first ever

International Conference held by the Government Museum, Chennai in 2001 was in difficulties since the
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chief guest, the first civil servant of the state did not want to come for personal reasons, he came in
unannounced and sat on the last row. This gave a morale boost that went a long way in ensuring its success.
When there was praise from the President of India himself for this writer for the work done in the museum on
the occasion of the 151" Anniversary, the great man was nowhere to be seen. He was like what
Dr.Abdul Kalam, the President of India has recorded in Wings of Fire of Dr. Brahm Prakash, who was at hand
when there were difficulties and receded into the background to allow the subordinate to bask in glory when

there was success. We all need role models who inspire.

George Santayana, the great philosopher stated, “When experience is not retained as among savages,
infancy is perpetual. Those who cannot remember the past are condemned to repeat it”. This is how history
repeats itself. This is truer of India than any other country as our history shows. It is also said that much of
Indian history is undocumented or very poorly documented, so much so that Indians are supposed to have very

poor historical sense. This publication is aimed at averting such criticism and problems for future generations.

I hope that this publication, which contains a lot of technical details will be of use to the conservation

movement of our ancient heritage, academicians, architects, engineers, archaeologists, museologists, students

and historians of the future.
WL" *

21-03-2014 (Dr.R.Kannan, Ph.D.,1.A.S.)
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This book 1is the redaction of the First K. Lakshminarayanan Endowment Lecture delivered by
Dr.R. Kannan, Ph.D., [.A.S., Principal Secretary, Tourism, Culture, Religious Endowment and Commissioner
of Museum (in-charge) on 24-01-2014 at the Centenary Exhibition Hall presided by
Thiru S. Ramakrishnan, [.A.S., (Retired) former Chief Information Commissioner of Tamil Nadu in the
presence of Justice. S. Rathnavel Pandian (Retired) Supreme Court of India, Thiru S.Dhanapal,
Commissioner, Hindu Religious & Charitable Endowments Department, Additional Commissioners of the
HR and CE department, Thiru K.T.Narasimhan, Retired Superintending Archaeologist, Archaeological

Survey ofIndia, Chennai Circle and other scholars and public.

Dr. R. Kannan, IAS delivers the Endowment Lecture

Thiru S. Ramakrishnan, IAS (R) delivers the presidential address
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3 EL A view of the distinguished audience - Justice Ratnavel Pandian
Justice Ratnavel Pandian flanked by Dr. R. Balasubramanian - third from extreme left in the front row, Thiru Ramakrishnan, IAS
and Dr. R. Kannan, IAS and Thiru K. T. Narasimhan, next to him are seen
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Tribute to (Late) Thiru K. Lakshminarayanan, Assistant Director of Museums (Retd.)

Dr. R.Kannan, 1.A.S. *

Thiru K. Lakshminarayanan born on 06.09.1946 joined
the Department of Museums as Assistant Curator in 1968 after
completing M.A.(History) in Pachaiyappa's College, Madras.
He was promoted as the Curator of the Government Museum,
Pudukottai and subsequently transferred to the Government
Museum, Salem. He came back to the Madras Government
Museum in 1999 (Government Museum, Chennai) as Curator
for Education. He was promoted finally as Assistant Director
(Technical) in October 2001. He passed away on 17.8.2004 after
a briefillness due to Hepatitis B. The illness it was surmised was
due to the reappearance of Hepatitis- A that he had in the 1970s
as Hepatitis- B in 2006. The doctors could not diagnosis any

other cause.

I was with him till the last even though he retired on
31.05.2004 and I handed over charge of the Department of

Dr. R. Kannan, Ph.D., IAS., Tvl K. Lakshminarayanan,
inspecting the murals in the Third Tier (2004)  Museums on 19.6.2004, which I held as Additional Charge of

Department of Museums in addition to the post of Agricultural Production Commissioner and Secretary to

Government, Agriculture Department, Government of Tamil Nadu from which I was transferred as Registrar
of Co-operative Societies.

I used to attend on him during his illness both in his quarters and at the hospital whenever time

permitted, which was quite frequent.

The qualities of head and heart of Thiru K. Lakshminarayanan if described would read like panegyric.
Every human being has defects but in Lakshminarayanan's case even if there were any, they were not
noticeable.

His spiritual journey is very interesting. He started as an atheist in his student days. He actively
campaigned for the DMK during the 1967 General Elections. In his last days, he became a believer in
Hinduism and a Vishnu Sahasranamam cassette rendered by the late Smt. M.S. Subbulakshmi was played

when his body was laid in his residence at my instance.

He had a deep knowledge of Hinduism and Iconography as it was his calling, though he was an atheist.
I would not be guilty of exaggeration if [ were to state that from 1999 till 2004 when I was closely associated
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with him, I found him a ready source of knowledge on Philosophy, Architecture and Iconography. He was one

of'the greatest scholars of Hindu, Jain and Buddhist Iconographies in the world.

When I used to goad him to write books at the frantic pace at which administrators are called upon to
deliver the goods, he would say that he would relax and write after his retirement. Alas, he did not survive
retirement by more than a couple of months. At that time, I told him that there was no point in having

accumulating so much knowledge if it was not shared and made available to the world.

I did not realise that what was the output of those five years at my goading would be the only output that
he would share with the world. In retrospect, | am glad that  made him give off his knowledge, which I put into
British English while questioning him all the time so that the output would be of the highest quality. We have
written several books jointly and individually in the period 1999-2004. The 151" Anniversary of the
Government Museum, Chennai was celebrated on 19.6.2003. Nearly thirty books and brochures written by
me with his assistance were released by the then President of India, His Excellency Dr.A.P.J.Abdul Kalam in
the presence of Governor, His Excellency Thiru Ramamohan Rao and Hon. Chief Minister of Tamil Nadu,

SelviJ.Jayalalithaa.

He was a Museologist par- excellence. He was a great help to me in re-organising the Bronze Gallery
with the latest technology; Octanorm of Germany type showcases, some patterned on Click of England along
with Computer Aided Design enabled a massive refurbishment and reorganisation within a short period of five
months. This was a command performance for the 151" Anniversary Celebrations at which the President of
India, Dr. A. P. J. Abdul Kalam was the chief guest. : =
He worked almost single handed on the new gallery, An
Exposition on the Progress of Industries and Handicrafts
of Tamil Nadu which was set up at the instance of the

President.

His Excellency, the President of India
Dr. A.P.J. Abdul Kalam was also known to him due to his
association with the Tamil language. At the time of 151"
anniversary, Dr. Kalam took a photo in front of the
Nataraja in the Cosmic Diorama showcase with
his personal camera. He interacted personally with
Thiru K. Lakshminarayanan for a couple of minutes. But at
no point of time did Thiru K. Lakshminarayanan let it be
known till the moment the President himself talked to him,
that he knew the President earlier. This was the epitome of

humility and learning, a hallmark of'the true scholar.

He has written several books from 1999 till 2004.
“Salem City and an Ethno History” was published in 1999

Dr. R. Kannan, Ph.D., IAS., and TvI K. Lakshminarayanan
inspecting the murals in the Fourth Tier (2004)
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co-authored with two others. A book in Tamilon “é UJ ef ®kht £1 eha j f ®& hy A%g§f Y ” (Naik
Period Sculptures of Virudhunagar District) was written on the occasion of the opening of the Virudhunagar
District Museum in 2002. He was an authority on Jainism. He did much of the research work for the two books
written jointly by us. He also wrote abook “nr y « kht £1 j nf h£i | f Y ”(Forts of Salem) in Tamil in
2000.

I still recall when he had put up the skeleton for the book 'Manual on the Bronzes in the Government
Museum, Chennai' that we would sit in front of the computer at my residence at 10 0' Clock in the night
correcting and referring for the questions that [ used to ask on the bronzes. The typological descriptions and the
concepts behind the iconography would take long to debate and then be put down in script. Even now, I can
visualise him sitting next to me while I sit on the computer typing away, answering my questions referring
with several books while munching vadas and drinking a cup of tea, which we mutually shared brought in by

my wife and served by her.

The following books were written by him co-authored with me:
1. “A Guide to The Exposition on the Progress of Industries and Handicrafts of Tamil Nadu”
2. Iconography ofthe Jain Images in the Government Museum, Chennai (Madras)

3. Bulletin of the Chennai (Madras) Government Museum “Iconography of the Jain Images in the

Districts of Tamil Nadu (Covering the Museums of the Departments of Archaeology and Museums)

He had a great collection of books which
are now in the Muhammadan Public Library,
No.1, Triplicane High Road, Triplicane, ;__"
Chennai-600 005 to which they were given by 1
his closest friend Advocate Mr. Mohammed
Sheriff.

A condolence meeting was held on
30.6.2006 after I re-joined the museum on
14.6.2006. An Endowment Lecture in his
memory was supposed to be instituted by His g

Excellency, Thiru. Sumit Nakandala, Deputy

High Commissioner of Sri Lanka and his wife

. . Dr. R. Kannan, Ph.D., IAS., Tvl K. Lakshminarayanan, R. Balasubramanian
Mrs. Dammika Nakandala in the presence of and Govindraj inspecting the Sala roof in the Fifth Tier (2004)

Thiru. K. T.Narasimhan, Superintending Archaeologist, Archaeological Survey of India. Finally, the lecture
was funded by the Maharajah Educational Trust, Erode by Thiru Paramasiva Gounder. The endowment took
off in 2014 after one more round of my taking over as Commissioner of Museums. I was Commissioner in
1999-2004 (first in full charge and then full additional charge), Special Commissioner in 2006-2007

(2" round), Principal Secretary (changed nomenclature for Special Commissioner grade) to Government,
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Tourism, Culture and Religious Endowments Department, Fort St. George and in additional charge of
Museums from April 2013 to June 2013 and finally at present Additional Chief Secretary, Tourism, Culture and
Religious Endowments Department, Fort St. George and in additional charge of Museums from 1.12.2013 till
date.

Thiru Lakshminarayanan had no desire for money or power. Even those who benefited by him and still
harmed him, he would forgive. He would do them good. This, I came to realise on more than one occasion.
He would be calm and unperturbed in the many situations when all those around him were at the height of

fluster.
For his epitaph, I would suggest

'Herein lies a man who embodied the qualities of humility and humanity;

he was a realised soul - Svayam Siddha'.

* Additional Chief Secretary, Tourism, Culture and Religious Endowments Department, Fort &. George and
in additional charge of Commissioner of Museums, Government Museum, Chennai-8
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Chapter I

TIRUPPUDAIMARUDUR (SPHUTARJUNAM-Sanskrit)

Tiruppudaimarudur is a small village situated in
Ambasamudram taluk of the Tirunelveli District,
on the southern bank of the Tamraparni River. The present
temple structure dedicated to Lord Siva,
Sri Narumpoonathaswami (Sphutarjuna) and Goddess
Rudraksha Gomati Ambal, is of early Chola, later Pandyan
times, later expanded during the Vijayanagar period and
Naik period with magnificently decorated gopuras. Since
the area was under the Venad rulers, they have directed the
actual work. The earliest inscriptional reference is in the
Velvikkudi Copper Plate which records the victory of
Kochchadaiyan Ranadheeran (670 - 710 AD) over Ay Vel
(Venad ruler). Kochchadaiyan, the Pandya king belongs to
the 7"- 8" Century AD. The Linga idol of Lord Siva may be
4 of the early Pandya period or even before. The idol of the
=4 Goddess is Swayambhu (i.e. natural not by human hands).

It has a lot of undulations on the surface. The Sthala Purana

attests to this. It states that Lord Siva ordered Viswakarma,

Dr. R. Kannan, Ph.D., IAS., Tvi K. Lakshminarayanan and R. Balasubramanian
standing before The Tiruppudaimarudur Narumpoonathaswami Temple (2004)  the celestial architect to make an idol of Goddess Uma from

the Gomati region of the Himalayas. She was brought by Adi Manu from there to Tiruppudaimarudur. The

Gomti or Gomati River is a tributary of the Ganges River. According to Hindu mythology, the river is the
daughter of Sage Vashista. The idol appears to be of Himalayan granite stone and looks like Rudrakshas bound
together. The Gomti originates from Gomat Taal which is also known as Fulhaar jheel, near Madho Tanda,
Pilibhit, India. It extends 900 km (560 miles) through Uttar Pradesh and meets the Ganges River near Saidpur,
Kaithi in Ghazipur.

Our first introduction to Tiruppudaimarudur was on 01.04. 2004, when the Hon. Justice S. Ratnavel
Pandian (Retd. of the Supreme Court of India) invited us to the temple to document and restore the mural
paintings on the inner walls of the Rajagopura. Our party consisted of : Dr. R.Kannan, Commissioner of
Museums (myself), Thiru K. Lakshminarayanan, Assistant Director of Museums, Thiru R.Balasubramanian,

Curator, Thiru Govindaraj, Curator and Thiru G.Ramesh, Photographer.

Since then, the first author, Dr. Kannan has been visiting the temple and the nearby Gajendra Varada
Temple at Athazhanallur almost every year. It is only now that the efforts to document have fructified as the
First Lakshminarayanan Endowment Lecture delivered by him on24.01.2014.
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The temple has exquisite murals and teak wood
carving badly in need of conservation and where

i neededrestoration.

The efforts at conservation of the temple are still
on. The most recent Kumbhabishekam was on
14.07.2013 at which the first author (Dr. Kannan)
was present (Photo). In fact, when some poles were
stuck into the murals through the rala-koshtas
I (windows) in each tier, the first author physically

personally removed them to save the paintings. It is

seen in the background - 15.07.2013

hoped that the physical and chemical conservation will be over in three to five years. The Raja Gopura is being
conserved to the extent necessary to plug leakage. Itis hoped that we would be able to present the photographs

of'the conserved and restored paintings (where possible) and wood work carving as an addendum to this book.

The photographs of the Raja Gopura, important idols like the emerald Nataraja ensemble, Raja

Gopura and the paintings themselves are given in this book.

A bird's eye view of Tiruppudaimarudur and
Narumpoonathaswami temple (Sphutarjunam)

The village Tiruppudaimarudur is about
7 K.M. to the north of the town of Veeravanallur in
the Ambasamudram Taluk of Tirunelveli District,
Tamil Nadu. The Siva temple of this village is called
as Narambunatha Swamy temple and is situated at
the confluence of two rivers Tamraparni and

Ghatana Nadi. Local people believe this spot as the

confluence of five rivers, Karayar, Servalar,
| e . 1 Ghatana, Chittar and Tamraparni. We visited the
Dr. R. Kannan, f-"h. D:,‘ IAS., 7"vl K. Lakshmiqarayanan, R. Bglasubramanian temple in 2004 at the instance of Justice Ratnavel
and Govindraj inspecting the murals in the Second Tier (2004)

Pandian (Retd) of the Supreme Court of India.

In 2004, Thiru Lakshminarayanan passed away soon after retirement. We have been visiting the temple off and
on. The project to restore the murals got a fillip in 2013 when I was again given the post of Principal Secretary,
Tourism, Culture & Religious Endowments. The K. Lakshminarayanan Endowment Lecture was instituted by
M/S Maharajah Educational Trust, Erode whose Chairman is Thiru Paramasiva Gounder. I(Dr. Kannan) have

written a eulogy on the late Thiru K. Lakshminarayanan.



Narambunathar (Narambunatha) Siva temple stands facing east. The origin of the present structure of
this temple goes back to the age of early Pandyas (Circa 8"- 9" Century AD). The temple was later expanded by
the imperial Cholas and later Pandyas (10" - 13" Century AD) with various additions. The Venad kings were
the local rulers under the over lordship of the later Pandays, Vijayanagara and Naik rulers. They were the ones
who actually expanded and renovated the temple especially after the advent of Naik rule. The temple town
now a village appears to have been an important centre of the Travancore (Venad) kings and an outpost of the
Kalakkad branch of the Venad dynasty. Vira Kodai Sri Aditya Varma (1468 - 1484 AD) established his

capital at Kallidaikurichi near Tiruppudaimarudur.

Maharaja Rama Varma appears to have restored the temple. He was called Veera Rama Marthanda
Varma. He ruled circa 1537 - 1550 AD as co-regent of Sri Bhutala Vira Udaya Marthanda Varma
(712-725 Malayalam Erai.e. Kollam Era).

To trace the history has been a difficult task, since the names of the Venad kings have names that repeat.
Bhutalavira Sri Vira Udaya Marthanda Varma made Kalakkad as his capital. Since Tiruppudaimarudur is the
outpost of Kalakkad, this deduction is the only logical one (Nagam Aiya, 1906, pp.295 -297). There is another
King Rama Varma 1724 - 1728 AD (Shungoonny Menon, P, 1878, p. 108), but he could not have constructed
the temple or improved it since he himself was under

constant threat and warfare with Etru Veettil Pillaimar.

The Venad rulers from the 14" Century AD onwards 5=
appear to have given it its present form with prakara geaegtesdy
mandapas, additional sculptures etc. The much later King :
Rama Varma (1724 - 1728 AD) was succeeded by his
nephew, the famous Udaya Marthanda Varma, the founder
of the Travancore Kingdom (1728 - 1758 AD). Cheran
Mahadevi was the capital of the Venad Kingdom for some
time (Shungoonny Menon, 1878, pp. 108 - 121).

A temple those days functioned as the seat of
administration with even warriors being quartered there.
The outer mandapas in the courtyard served as barracks.
The main gopuram has five tiers (Pancha Tala). Each tier F5
(Tala) has a central pillared aisle with free space on either |

side. The first tier measures about 11 metres long and 4

metres broad. The next three tiers are in decreasing sizes

— '
with the last fifth tier having an apsidal top. It is the = : :
Dr. R. Kannan, Ph.D., IAS., Tvl K. Lakshminarayanan and
R. Balasubramanian standing before The Tiruppudaimarudur
Naarumpoonatha Swami Temple (2004)

smallest tier. It is called as Chitra Gopura since it has
paintings.

These five tiers contain excellent mural paintings and exquisite wood carvings assignable to
Vijayanagar (14" - 16" Century AD) and Nayak (16" - 17" Century AD) periods. Much of the actual work

3



Dr. R. Kannan, Ph.D., IAS., Tvl K. Lakshminarayanan, R. Balasubramanian
and Govindraj inspecting the murals in the Third Tier (2004)

appears to have been done by the Venad artisans under the orders of the Venad Kings. The walls as well as the
wooden pillars of the aisles and beams have been decorated with paintings. In some cases, the carved capitals
of the pillars have also got paintings. These paintings illustrate scenes from Tiruppudaimarudur Purana,
Madurai Tiruvilaiyadal Purana, Periya Purana, Valli Thirumanam, Ramayana and Mahabharata. Besides
the puranic themes, secular scenes of political and socio-economic events of the Vijayanagar period are also
vividly painted. Even figures of Portuguese, Arabs and Chinese as seen at Hampi are depicted here. The horse

trade is given prominence.

From the period of Deva Raya circa 1443 AD, the Vijayanagar rulers to overcome their weakness in
cavalry against the Muslim Bahmani Sultans, kept Mohammedan cavalrymen and gave them quarters in
Vijayanagar itself. They swore allegiance to the copy of a Qoran kept at the feet of the Emperor, since they
could not directly be loyal to the infidel (A History of Vijayanagar The never to be forgotten Empire by
B.Suryanarain Row, 1905, AES reprint 1993; pp.286 - 288). We have referred to old books for information.
'Sources of Vijayanagar history' by S.Krishnaswamy Ayyangar, Professor of Indian History & Archaeology,
University of Madras, (1919) is a valuable source. It contains the inscriptions, always an authentic source.
‘A Forgotten Empire (Vijayanagar)' by Robert Sewell, ICS 1900 AES Reprint 2009; p.72) - is another

original source.



It is written by Firishtah (from Sewell, R.) that the councillors of Deva Raya II felt that the horses of the
Deccan were lean and inferior. The bowmen also were inferior to the Mussalmans. Therefore, he ordered the
Mussalmans to be employed as seen above. There are many murals in which the import of Arab horses and
trade is shown. Paes, Nuniz, Federici, Sassetti, Couto, Portugese and European chroniclers recorded the
greatness of Vijayanagar. Paes calls it Bisnaga. Couto writes that the Portuguese lost heavily due to the decline
of Vijayanagar, since their trade in Arab horses, arms, velvets, satins etc was gone after the fall of Vijayanagar.
This made the Portuguese lose to Spain and England in the battle for supremacy in India. Kayal, a nearby port
of Tiruppudaimarudur in present Thoothukudi district was also a centre of Arab horse import (Rajayyan, K,
2005, p.139).

Red, thick yellow, green, violet and white colour pigments using vegetable and mineral dyes have been
used for these paintings. Red and Green predominate in the Kerala style murals to which provenance
Tiruppudaimarudur belongs. Red indicates Arjuna while Green denotes Krishna or Rama. In terms of gunas,
red indicates Rajas, a state of mind of kings, Brahma (i.e. they have ego, good and bad) and Green that of
Sattwa, the highest state of serenity in which Siva and Vishnu alone are there. Black indicates Asuras or Tamas
(laziness, greed, jealousy etc). The descriptive labels of the paintings have been written in old Tamil
handwritten script below many of the panels. This is a first that we have come across. Some labels do not
tally with the murals. Where it is not written, writing what is painted becomes informed conjecture,
usually found in Indian history. Hence, there are many versions of history in India.

The paintings and wood carvings have been photo documented by Thiru Ramesh of our museum.

Modern vandals have tried to write their names on these exquisite pieces of art or carve them on the
wood. The wooden structures especially on the fifth tier (apsidal) are in danger of decay and destruction. It is
our national and international duty to preserve these rare pieces of art for posterity for which the Government
Museum, Chennai and its staff including the authors have given their technical know- how as part of their
outreach activity.

A committee of experts for conservation, physical and chemical has been set up by Government of
Tamil Nadu under orders of the Honourable Chief Minister Selvi J Jayalalithaa. Thiru K.T. Narasimhan,
Retired Superintending Archaeologist, Archaeological Survey of India has been appointed by the Tamil Nadu
Government as Archaeological Consultant for conservation of heritage structures including temples under the
control of the Hindu Religious & Charitable Endowments Department and State Archaeology Department. His
services are also used by the Public Works Department for their landmark heritage buildings like Rajaji Hall
etc. Notes of inspection by this author followed up by those of Thiru K.T. Narasimhan for physical
conservation have been given (See Annexures). The Chemical Conservation Committee has also given a
project report for conservation and restoration of the murals and wood work. The carving is not damaged but
the wood is. After the work is completed, we should be able to view the conserved and restored (where
absolutely necessary only) paintings and wood carvings in their full glory. An addendum to this volume of
photographs after conservation will be published for the benefit of India and the world, may be after the

retirement of myself and Thiru Balasubramanian, Curator, God willing.
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A few books have been written in English and Tamil have been written on Tiruppudaimarudur. They
deal with the history, mythology (Sthala Purana) and social history based on the inscription, local tales,
sculptures, paintings and wood carvings. We have referred to them. They do not deal with almost all aspects,
which we have attempted to do. Many concentrate on temple rituals, customs and rituals. The books have been

adumbrated in the Bibliography section.
Post Script:

The Honourable Chief Minister Selvi J Jayalalithaa made an announcement on 12/08/2014 under Rule
110 on the floor of the Tamil Nadu Legislative Assembly that these paintings will be conserved at a cost of
Rs. 1.42 Crores. This is the green signal for this monumental work. G.O. Ms. No. 236 (RE-5.1) dated
24/09/2014 Tourism, Culture and Religious Endowments Department has been issued to start the work based

on the announcement.



Statue of devotee near Mahadwara - front and back view

The statue at the entrance is identified as that of a devotee. He is in tribhanga pose (bent in three places).
He has no sacred thread (yajnopavita). A ruler stands stiff even when he is portrayed in prayer pose.
Tamburans, the rulers of Kerala wear the sacred thread. The statue before the 1995 kumbhabishekam was
placed along with the Saivite quartet, Appar, Sundarar, Tirujnanasambandhar and Manikkavachakar. Its

present placement appears inappropriate.

Statue of devotee near Mahadwara - front and back view



Statue of the Chieftain (ruler) at Athazha Nallur Temple Front Mandapa

The stiff pose of the ruler is seen in this projected figure from the pillar in the front mandapa at Athazha
Nallur temple, which is the neighbouring temple. The time period of the mandapa is coeval with that of

the front mandapa of Tiruppudaimarudur temple. The tribhanga pose is absent, which bears out our

contention.

The stiff pose of the ruler is seen in this The stiff pose of the another ruler (Nayak /

projected figure from the pillar in the front Venad) is seen in this projected figure from the

mandapa at AthazhaNallur temple. pillar in the front mandapa at Athazha Nallur
temple.



Nataraja with Vyagrapada, Patanjali and Karaikkkal Ammaiyar - emerald ensemble covered with sandal wood paste
to keep them cool; prevent cracks in the idols




Environmental Protection and flood warning

The monkey on the mandapa on the bank of the river which also contains inscriptions (see photo in
Chapter - 111, p.41-42 ) signifies the Maximum Safe Flood Water Level. If the water in the river Tamraparni
rises beyond this there will be inundation of the village and farm lands. This is a system that pre-dates
British India. It shows that even during the Nayak (Venad) period itself, Indians had early flood warning

system. This also served to protect the environment.

Dr. R.Kannan, I.A.S., is standing before the mandapa on the banks of the river Tamraparni at Tiruppudaimarudur.
The flood warning monkey sculpture is seen at an angle of 10 O'clock from his head.

o\
o) S 5k

Close-up of monkey sculpture
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Outer entrance to the Tiruppudaimarudur temple

Thereisno Raja gopura inthe outerentrancetothe Tiruppudaimarudur temple. Tall carved pillars open
to the sky have been erected. They have a base of about 10 feet height from the ground level adjoining the
pillar openings. This is a stylistic feature of late Pandya period temples. This canbe seen in Tiruveragam

near Madurai, Tiruvennainallur, Villupuram districtetc.

Front view of the entrance

Rear view of the entrance
11



CHAPTER 11
INTRODUCTION TO INDIAN PAINTING AND MURAL TRADITION

Indian painting has a very long tradition and history in Indian art. The earliest Indian paintings were
the rock paintings of pre-historic times, the Petroglyphs and Petrographs as found in places like Bhimbetka,
(Seetha Cave, Perumukkal) some of them from before 5500 BC. India's Buddhist literature is replete with
examples of texts which describe palaces, barracks of the army and the aristocratic class embellished with
paintings, but the paintings of the Ajanta Caves are the most significant of the few survivals. Smaller scale
painting on manuscripts was probably also practised in this period, though the earliest survivals are from the
medieval period. Mughal painting represented a fusion of the Persian miniature with older Indian traditions.
From the 17" Century AD, the Mughal style was diffused across Indian princely courts of all religions, each
developing a local style. Company school paintings were made for British clients under the British Raj, which

h

from the 19" Century also introduced art schools along Western lines, leading to modern Indian painting,

which is increasingly returning to its Indian roots.

Indian paintings provide an aesthetic continuum that extends from early civilisation to the present day.
From being essentially religious in purpose in the beginning, Indian painting has evolved over the years to

become a fusion of various cultures and traditions.

Shadangas of Indian painting

Around the 1" Century BC, the Shadanga or Six Limbs of Indian Painting were evolved; a series of
canons laying down the main principles of the art. Vatsyayana, who lived during the third century AD,

enumerates these in his Kamasutra having extracted them from still more ancient works.
These 'Six Limbs' have been translated as follows:

1 Rupabheda -The knowledge of appearances.

2 Pramanam -Correct perception, measure and structure.

3 Bhava -Showing feelings on forms.

4. Lavanya Yojanam -Infusion of grace, artistic representation.

5 Sadrisyam -Similitude.

6. Varnikabhanga -Artistic manner of using the brush and colours.

The subsequent development of painting by the Buddhists indicates that these ' Six Limbs ' were put
into practice by Indian artists, and are the basic principles on which their art was founded.
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Genres of Indian painting

Indian paintings can be broadly classified as murals and miniatures. Murals are large works executed
on the walls of solid structures, as in the Ajanta Caves and the Kailasanatha temple, Kanchipuram,
Suchindram Thanumalaya Perumal, Tiruppudaimarudur etc. They are rarely Tempera and mostly

Fresco-Secco, miniatures are painted on scrolls, palm leaves, bhoj-patra and even on paper in later days.

TEXTS ON PAINTING - INDIAN PAINTING

The technique and process of painting, the colours, the tools, the conventions and canons of art
criticism are the theme of texts on painting. The Chitrasutra in the Vishnudharmottara is the one standard text
in India. Most of the other books of the medieval period, like the Abhilashitartachintamani,
Sivatatvaratnakara, Silparatna, Naradasilpa, Sarasvatisilpa, Prajapatisilpa are from South India. It is very
difficult to lay hands on them.

The oldest text which has come down to us today is the Chitrasutra (7" C AD) in the
Vishnudharmottara. 1t is probably the same as that mentioned by Damodaragupta in his Kuttanimata as
that mentioned by connoisseurs of art;

Bharatavisakhiladattilav ?k ?ayurvedacitrasiitre?u /
patracchedavidhane bhramakarma?i pustasiidasastre?u // D Ku?? 124 //

atodyavadanavidhau n?te gite ca kausala? tasya? /

International diacritical marks placed on the verse are for ease of pronunciation. It may thus be seen
that painting was one of the many arts and sciences like music, dance, medicine, etc., each with a standard
book written on it by a specialist.

The Chitrasutra in the Vishnudharmottara has the most valuable material on the classifications of
pictures, painting materials, merits and defects in painting as well as practical hints very useful to painters.

The Vishnudharmottara covers several subjects like dance, music, prosody, grammar, architecture,
sculpture, etc. Painting is also included therein. There is a great stress laid on the close relationship among fine
arts like dance, music and art. It gives a classification of painting into satya- natural, vainika - lyrical, nagara -
sophisticated, and misra - mixed. The origin of art is attributed to the sage Narayana who created Urvasi, the
beautiful celestial nymph, by drawing a beautiful figure on his thigh. This explains the origin of drawing.
Narayana taught this to Visvakarma, who successfully interpreted the entire theme of the universe by
imitating itin art.

The Vishnudharmottara describes five types of men, hamsa, bhadra, malavya, ruchaka and sasaka,
and corresponding types of women. There are five types of Rajayogas in astrology with the same names. They
are described as five types of great men. Varieties of hair like kuntala (long and fine), dakshinavarta (curling
to right), taranga (wavy), varidhara (straight and flowing), jutatasara (curled and abundant) are enumerated.
Shapes of eyes are described like chapakriti (bow-shaped), utpalpatrabha (blue-lotus hue), matsyodara
(fish-like), padmapatranibha (lotus-petal like) and sanakriti (globular). The iconography of gods is
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discussed. In this context the different sthanas or poses like rijvagata (derived from the straight), anriju (the
non-straight), sachikrita (with a bent body), sama (thoroughly bending), ardhavilochana (with half eyes),
parsvagata (side view literally derived from the side), parivritta (cheek-turned), prishthagatta the back
view (lit. derived from the back), parivritta (turned round position) are described. Then the principles of
kshayavriddhi or foreshortening are explained. The text then proceeds to describe bhittisamskara or the
preparation of the wall for painting. Primary and secondary colours are enumerated, as also their preparation
and application.

The classification of pictures as satya, vainika, nagara and misra comes next. There are three types of
vartana or shading in a picture recognised; patraja (cross lines), airika - (stumping) and binduja - (dots).
The next topic for discussion is merits and blemishes in pictures. This and the subsequent exposition of the
philosophy of painting including propriety in painting, the number of rasas (taste, sentiment, feeling,
emotion, pathos, affection, passion, disposition) that can be portrayed in pictures, with illustrations for each,

constitute, as it were, the rhetoric/ expression of art.

Indian Painting

The Samaranganasutradhara is another text on art by the Paramara king Bhoja, but its main theme
is architecture. It contains a small section on painting, especially from the point of view of rasas (taste,
sentiment, feeling, emotion, pathos, affection, passion, disposition) to be portrayed in pictures. Navarasas are
usually referred to, but Bharata's Natya Sastra refers only to eight rasas. The Abhilashitarthachintamani by
King Somesvara of the Western Chalukya dynasty of the twelfth century AD, has an interesting chapter on
painting. Painting is described in the context of the decoration of the natyamandapa (Dancing Hall). The
preparation of the wall, (bhittisamskara), is first taken up. Vajralepa for mixing colours is discussed next. The
number of colours, the brushes, their variations and other art materials like tulika (powder), lekhini (writing-
reed), vartika (writing quill) are mentioned. Light-and-shade effects produced by colours and their
combinations, application of gold-burnishing, etc., are discussed. 'Shilparatna' classifies the paintings as
'rasa chitra' (wet paintings made using some sort of paste) and 'dhuli chitra' (powdered paintings). Rasa
chitra is almost always drawn using some tool like a brush, a stick or a piece of cloth . The variety of poses, the
preparation of forms of icons, varieties of painting like rasikachitra, dhulichitra (Powder-painting, familiar
to Bengali ladies as Alpona, was applied as temporary coating of powdered colours on a beautiful piece of
ground), bhavachitra (portrait expressing feelings), viddhachitra and aviddachitra are all discussed in this

text.

Manasollasa describes the types of chitras which are enumerated in the following verse:-

'Bhavachitram tad-akhyatam chittakautukakarakam
Sad-uchchair-varnakair-lekhyam dhulichitram vidur-budhah
Supramanam tatha viddham-aviddham bhavachitrakam

Rasadhuligatam proktam Manasollasapustake’
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Which means - “The bhavachitras are known to arouse emotion in the chitta. The wise know that
dhulichitras are painted in pure and bright colours. The (paintings) made according to proper (canonical)
measurements (supramanam) are called viddha, whereas bhavachitra is aviddha and so are the rasa and

dhuli (chitras) (Shrigondekar, G.K.,1939)

The Sivatatvaratnakara, the seventeenth century text closely follows the Abilashitarthachintamani.
Text on Painting

The Silparatna, a sixteenth century text by Srikumara, has a section on painting styled chitralakshana
(qualities of good painting). It gives a threefold classification of chitra into chitra (figure in the round),
ardhachitra (relief work) and chitrabhasa (painting). Five primary colours, i.e. white, yellow, red, black and
blue, are recognised. Varieties of vartikas (or brushes), varieties of pose, modes of light and shade, mixing of
colours, application of gold and its burnishing are explained. This text gives a classification of pictures into
rasachitra and dhulichitra (Powder-painting, familiar to Bengali ladies as Alpona, was applied as temporary
coating of powdered colours on a beautiful piece of ground). This rasa is nothing but the bhavachitra of the

Abhilashitarthachintamani.

The Naradasilpa has two chapters. One deals with the chitrasala and the other with
Chitralankritirachanavidhi. The former describes art galleries, while the latter gives a classification of
pictures like bhaumika - related to the floor, kudyaka - the wall and urdhvaka - the ceiling. The first
corresponds to the Rasachitra and Dhulichitra of the Abhilashitartha Chintamani which is the same as the
temporary decoration on the floor like kolam, rangoli and alopana; the painting on the wall is a mural
decoration; the third is almost the same, except that it is on the ceiling. Pictorial themes and their appropriate

location are also a topic of discussion.
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CHAPTER III

OVERVIEW OF THE TEMPLE OF TIRUPPUDAIMARUDUR (SPHUTARJUNAM -
SANSKRIT) ITS HISTORY AND ITS ART TREASURES

Tiruppudaimarudur is a small village situated in Ambasamudram taluk of the Tirunelveli District, on
the southern bank of the Tamraparni River. The present temple structure dedicated to Lord Siva,
Sri Narumpoonathaswami (Sphutarjuna) and Goddess Rudraksha Gomati Ambal, is of early Chola, later
Pandyan times, later expanded during the Vijayanagar periods with magnificently decorated gopuras. The
earliest inscriptional reference is in the Velvikkudi Copper Plate which records the victory of Kochchadaiyan
(670 - 710 AD) over Ay Vel (Venad ruler). Another version gives Kochchadaiyan Ranadheeran as having
reigned from 710 - 735 AD. He was a Pandya king. We may state that Kochchadaiyan, the Pandya king
belongs to the 7"- 8" Century AD. The idols may be of the early Pandya period or even before. However, the
idols of Lord Siva and Goddess Gomati Ambal may be of the early Pandya period circa 5" - 6" Century AD just
after the Kalabhra period or even earlier to the Kalabhra period circa 2™ - 3" Century AD.

The Mahadvara (gateway tower) has five tiers, each one consisting of a teak-wood pillared hall with a
beautifully carved wooden ceiling and walls completely covered with exquisite paintings. All the tiers can be
reached by a flight of steps. Each tier consisting of the principal longitudinal are flanked in the centre by two
pillared aisles of breadth less than the length (like a narrowing parralelogram) provided with a window. The
first floor is 11 metres long and 4 metres broad, and the dimensions of each floor decrease gradually from the
first to the fifth floor, the last of which is constructed with a sala roof.

Inside the rooms are dark as there are only two windows to allow light in; this shortage of light explains
why these paintings are well preserved, though vandalised.

The wooden structures, pillars and lintels and the coiffured ceilings are made of wood (South Indian
teak).

We are not sure of the technique practised by the local artists for painting the murals. It must be the
same technique as used in Kerala temples like Sri Padmanabha Swamy Temple, Trivandrum etc. From the
broken fragments, we can see that the brick walls are covered with a layer of lime plaster on which colour
pigment is applied. The lime plaster measures 2 to 3 millimetres (mm) thickness on which smooth plasters of
0.5 mm thick paint film is applied thereon. Apparently the technique used is that of fresco-secco i.e., mixing the
pigments with limewater and applying it on the semi-dry plaster on the wall. However, in some places they
have been retouched in later years giving the impression of tempera. This is borne out by analysis of the Indira
Gandhi Centre for Atomic Research, Kalpakkam (see Annexure I1I).

The paintings do not bear the name of the artists. They have descriptive labels in old Tamil script in
some cases which enables us to decipher them easily. For the rest, informed conjecture has to be done for

decoding what they convey as is usual in Indian history. Some labels are misleading.
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The painted panels

In each tier, all the walls are completely covered with paintings. Each panel is divided into
three or four long distinct strips with a continuous series of pictures illustrating various episodes.
Insome ofthem, a demarcating line is made between the different episodes. At the top of the panels,
thereis afrieze of stylised peacocks in the firstand second tiers; of doves or ducks and flowers in the
thirdtier; and ofdeerinthe fourth tier. In the fifth tier, where they are notdamaged, there are ducks on
top and floral decorations at the bottom ofthe panels. The bottom has a wider border decorated with
floral designs and ornamental motifs. In the third and fourth tiers below some of the episodes, Tamil
labels are found conveying the essence of the episode in a colloquial and brief form. Below several

panels,thenamesoftheepisodespaintedare givenin Tamil scriptof 16-18 Centuries AD.

Sthalapuranam: (History of the Temple)
Purana Period
First Purana

Indra, Brahma, Vishnu and other Devas (deities) were humiliated and harassed by the asuras
(demons). They planned to hide themselves for some time. They wanted to have a hiding place where they
could worship also. They requested Lord Siva to show them a place which is equal to Kasi. Siva asked
Brahma to throw his Danda (staff) in the River Ganges and told him to follow it. He said that wherever it
stops that is the place for worship. Accordingly, Brahma threw his Danda in the Ganges and sat on his vehicle
(vahana) hamsa (swan), Vishnu on his mount Garuda (eagle) and followed the Danda. It went to the ocean
and further travelled upstream and stood at the confluence of Tamraparni with four other rivers. It was
installed there and Brahma, Vishnu and the Devas started worshipping. This is the place where the present
temple stands today. Since in this sthala, the Trimurtis are present, this place (Temple) is one of the important

kshetras (divine places).

Second Purnana

Saunaka and other Rishis wanted to worship Lord Siva in the Sriparvata (nearby hill) which is
surrounded by a forest on a Sivaratri (night dedicated to worship of Siva), which is a very auspicious day to do
special puja. They along with Veda Vyasa (who redacted the four Vedas) and his disciple Suta (a Rishi)
worshipped the Lord.

Third Purana

Devendra once seated in his Indrasabha witnessed the Dance of Rambha. He was so absorbed in the
programme that he did not see the coming of his Guru Brhaspati. Brhasapti got wild and went out. Because
of'this act Indra lost his power. Since his own Guru left him Indra made Viswarupa, son of Twashttra, the
king of asuras as his Guru. The asuras planned to use this to their advantage and requested Viswarupa to

favour them. He started a yaga (fire sacrifice) in which he offered powers to the Asuras. Knowing this due to
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his occult powers, Indra cut off all the three heads of Viswarupa and the three heads became three birds and
flew out. Because of his heinous act, Indra was afflicted with Brahmahatti Dosha (sin of killing a Brahmin).
At this time Twashttra also started a yaga to annihilate Indra. Vrittrasura was created from this Yaga and he
fought with Indra. Indra lost the battle. With the advice of Brahma, Indra got the Spinal cord of Dadichi
(a Rishi) and Maya (the divine architect) made Vajrayudha (thunderbolt weapon). With it Indra killed
Vrittasura. Indra was afflicted with the sins of all these killings. He went and worshipped in many places to
wash off the sins committed. When he reached this place and was bathing in the ghat behind this temple he got
rid of his Brahmahatti Dosha. Hence, this ghat is called as “Surendra Moksha Tirtha” (sacred water that
redeemed Indra, thekingofthe Devas).

Indrani, wife of Indra went to many places in search of her husband Indra and threw white Jamun
seeds but it started flowering only in Tiruppudaimarudur. She felt that this was the place fit for worshipping.
She started doing puja and she got back her husband. Even today this white Jamun tree (Syzygium cumini)

stands witness to this act behind the temple.
Fourth Purana

Adi Manu (First Manu), son of Adi Brahma (First Brahma) went to the places wherein Svayambhu
Lingas (naturally/spontaneously manifesting Linga) were installed and started worshipping them. When he
came to this sthala, he saw Parvati, Lakshmi and Sarasvati worshiping a Linga under the Maruda tree
(Terminalia arjuna). He rushed to worship. But when he approached they disappeared and Adi Manu took
his sword and thrust into the tree to hold it in place while he tried to cut off his head. Blood was oozing out from
the place where the sword was thrust. He was asked to stop the act and Lord Siva gave Darshan (manifested)
to him. Further, Adi Manu wanted to build a temple there and the Lord asked him to find out the Svayambhu
Linga (in the tree) and place it in the temple. We could see the image of Adi Manu in the Manimandapa in the
Amman sannidhi. The Swayambhu Linga manifested from the cleft in the tree-thrust itself out i.e. sphuta.

Hence the name Sphuta Arjuna from the tree and the manner of manifestation.

Third in the series of Arjuna Sthalas

There are three Arjuna Sthalas for Lord Siva. In the north, it is Mallikarjuna at Srisailam (one of the
12 Jyotirlingas) in Andhra Pradesh. In the middle, it is Madhyarjunam at Tiruvidaimarudur near
Kumbakonam (where Advaita was shown as the true doctrine to Adi Sankara by Siva thrusting out his hand
stating “Advaitam Satyam”). In the south, it is Sphutarjuna or Tiruppudaimarudur. The sacred tree (Sthala

Vriksha) in all three places is the Arjuna tree (Terminalia arjuna) or Marudu in Tamil.
Historical Period

Events connected with Karuvur (Karur) Siddhar circa 985 - 1014 AD (regnal years of King Raja Raja
Chola) whose Guru he was.
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When Karur Siddha visited many temples and came to the northern bank of the River Tamraparni,
he saw the Siva Temple. The river was in flood. He started shouting “Narumpoonatha’ and the Lord slanted to
his left side to hear him. He requested the Lord to stop the inundation of the river and the Lord granted the boon.
From then on the Lord was called as “Narumpoonathar”. There were many flowers with pleasant smell.

Hence, he was called Narumpoonathar.

Temple rebuilt by the Venad Rulers circa 1400 AD

This temple became dilapidated due to efflux of time and the Lord started residing in the Maruda tree.
The Venad King Veera Udaya Marthanda Varma alias Chera Udaya Marthanda Varma (1383 - 1444 AD),
who ruled over Kalakkad came to this place for hunting. He used to reside in his Cheran Mahadevi palace.
He saw a deer (the Lord) running. He took his bow and shot an arrow to kill the deer. But the deer vanished and
the arrow pierced the Maruda tree and blood started oozing. The king did not know what to do. He stood before
the tree, when an astral voice was heard. It asked the King to seek fora Linga with a cut wound under the tree.
Further the voice asked him to build a temple in that place for the Svayambhu Linga which he did. Since the

Linga thrustout forcefully fromthe Arjuna tree,itwasnamed Sphutarjuna.

Speciality of Tirthas
The River Tamraparni is flowing here as uttaravahini (north-south like North Indian rivers instead of

East - West as peninsular rivers do). Hence it is considered as equal to the Ganga. There are 41 Theerthams

mentioned in the Tiruppudaimarudur Purana, which is the Sthala Purana (history based on mythology, legend

and historical events of the temple). Of these, we have been able to identify 15 Theerthams here.

1. Chakra Theertham - This is near the Tiruvalanchuzhi temple.

2. Vishnu Theertham - This is south of the steps leading to the Taumraparni River from Gajendra Varada
Temple (behind the temple).

3. Singha (simha) Theertham - This theertham is located on the north side of the Vishnu Theertham. The
actual place where Lord Narasimha's pillar (Sannidhyam) prevailed is now shifted due to floods to the
pillar in the mandapam which is behind the Gajendra varadar temple. The sattai sathtuthal (covering
with sandal paste) ceremony is now done here.

4. Agastya Theertham - Located further north ofthe Simha Theertham near the Agastyar Temple.

5. Ghatana Sangama Theertham - Atthe confluence of Ghatana nadi .

This Theertham is located just before the merging point of Tamraparni and Ghatana rivers.

6. Paisacha Mochana Theertham - Located in the south side of the bathing ghat behind the
Narumpoonathar temple; sacred water giving relief from ghosts.
7. Surendra Moksha Theertham - just behind the temple. Located in the centre of the bathing ghat behind

the Narumpoonathar temple. Indira killed Vrittrasura by his vajrayuda and got Brahmahatthi

dosha.The theertham isnamed after Indra who gotrelieved from his Brahmahatthi Dosha.
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8. Karma Theertham - Located on the north side of the bathing ghat behind the Narumpoonathar temple.
The belief is that this Theertham destroys one's karma as Ganga in Varanasi. Out ofthe ten Saiva
Puranas, the Skanda purana has six parts. Brahma Samhitha is one of the six parts in which
the 4" episode (Kshetra Vaibavam Kandam) explains Tiruppudaimarudur as Dakshina Kasi (Kasi of
the South).

9. Goutama Theertham - Located in between Agastyar Theertham and Surendra Moksha Theertham,
beside Sundara Vinayaka Temple at Tiruppudaimarudur.

10. Danda Brahmachari Theertham - Also called Dharmadhara Theertham. This is on the opposite
bank ofthe Karma Theertham; sacred water of unmarried students who carry sticks.

11. Manava Theertham - Located where the river Tamraparni flows towards the East; water for people
1.e. manushyas.

12. Gajendra Moksha Theertham - Attazhanallur, the steps just behind the temple where the Tamraparni

main river runs.

13. Pushpavanesa Theertham - Located behind the Thentirupuvanam Pushpavaneswarar Temple.

14. Manigriva Theertham - Located in Sindhipoonthurai, Tirunelveli near Manimoortheeswara Vinayaka
Temple.

15. Bhairava Theertham - Located in North Ariyanayakipuram.

Historical Ties between Tiruppudaimarudur and Chera country (Cheras, Venad and Travancore)

The often referred to magnum opus books 'History of Travancore - From The Earliest Times' by
P.Shungoonny Menon (first published in 1878 AD) and the Travancore State Manual by Nagam Aiya (1906)
make the close connection between Tiruppudaimarudur and the Chera kingdoms (Ay rulers, Venad, Kalakkad
and Travancore) clear.

‘We find that the Tirunelveli territory near Cheranmahadevi flourished under its then present name
Travancore (1878 AD), and continued as tributary to the Rayers of Vijayanaggur, when Viswanatha Naicker
assumed the Government of Madura' (Shungoonny Menon,P, 1878, p.viii).’

‘Subsequent to the dismemberment of the main part of the Chera kingdom, and the embodying of the
rest with its Southern and Kerala possessions, the designations were, first Sreevalumcode or 'Tiruvarumcode',
abode of prosperity, which name was vulgarized into Thiruvithancode, from which Travancore, the name used
by the English is derived; second Vanavanaud, abridged into Venaud, third, Keralam; fourth, Vanji Desam; and
fifth, Thiru Adi Desam' or 'Thiruvadi Desam' (Shungoonny Menon,P, 1878, p.1)’.

‘Almost all the southern possessions of the Cheras were included in the Travancore dominions till their
conquest by the Madura rulers, and from them by the Carnatic Nabob. Several pagodas in Erode, Coimbatore
and Tinnevelly which were once in the kingdom of Chera have still inscriptions on their granite walls

commemorating the names of Chera, and Travancore kings; and besides, there is still a village called
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“Chera Maha Devi” in the Ambasamudram Talook of the Tinnevelly District, where we see, to the present day,

the site on which the Chera King's palace once stood’.

‘In Chera Maha Devi, Thencasi, Kalacaud, Thrikanankudy, Valliyoor, & c., the Travancore Rajahs
resided up to the seventeenth century, a fact clearly proved by documents and inscriptions (Shungoonny
Menon, P, 1878, p.34)".

‘The antiquity of the appellation “Thiruadi” is seen from a copper plate in the possession of a
Brahman in the village of Chera Maha Devi, one of the old capitals of the Chera King (ibid., Shungoonny
Menon, P, 1878, p.35). This Telugu Brahmin called Kunnadia received a donation from Maharaja Pratap
Rudra of Veloor. He built an anicut (still in existence - called kunnadian channel) across the Thambraverni
river, that with the surplus money he built a sathram at Chera Maha Devi for feeding a certain number of
Brahmans daily(Shungoonny Menon,P, 1878, p.35)".

‘His Highness Chera Udaya Marthanda Vurmah alias Veera Marthanda Varma (Circa MLE. 614
1439 AD, 1383 - 1444 AD)performed the coronation ceremonies, and was styled “Kulasekhara Perumal”.

During the reign of this sovereign all the south-eastern possessions of Travancore on the Tinnevelly
side were regained, and the sovereign often resided at Valliyoor and Chera Maha Devi.

In consequence of the mild and unwarlike disposition of this king, some of the subordinate chiefs in the
East became refractory, and there was constant fighting and latterly, while this sovereign was residing at
Trivandrum, the chief of Rettiapuram invaded Valliyoor, and the king's nephew being defeated in battle
fearing disgrace, committed suicide.

Inthese places, several grants of lands were made by this Kulasekhara Perumal, remain some of which
we have already noticed. Chera Maha Devi was his favourite residence, and consequently, this sovereign was
called Veera Marthanda alias Chera Udaya Marthanda Vurmah (regnal years 1383 - 1444 AD; Shungoonny
Menon,P, 1878, p.94). Another Veera Marthanda Vurmah reigned from 1458 - 1471 AD. But he is not so
famous. Another Udaya Marthanda Vurmah ruled in 712 M.E. (1537 A.D.) who governed the kingdom for a
period of twenty-three years, and died in 735 M.E. (Shungoonny Menon,P, 1878, p.95)’.

Another version states Bhutalavira Sri Vira Udaya Marthanda Varma ruled from 1516 - 1535 AD
(Menon, Sreedhara A, 2007, p.47) . The co-regent of Bhutalavira Sri Vira Udaya Marthanda Varma appears
to be Sri Veera Rama Marthanda Varma who was the senior Tiruvadi of Siraivoy and senior Tirvadi of
Tirupappur. The immediate successor of Bhutalavira Sri Vira Udaya Marthanda Varma was Sri Bhutalavira
Sri Ravi Varma. Another Sri Vira Udaya Marthanda Vurmahruled from 1567 AD for 27 yearsi.e. till 1594 AD.
InM. E. 859 (1684 AD), the then Regent Umayamma Ranee's son Prince Revi Varma was crowned the ruler of
Venad. This king ruled till 1718 AD (893 M.E.) when he died. He was succeeded by Unni Kerala Varma who
died in 1724 AD. He was succeeded by Rama Varma who died in 1728 AD. He was succeeded by the last
Venad ruler Udaya Marthanda Vurmah, who belonged to the Tiruvithancode branch of the family. He was
also the founder of the Travancore kingdom and ruled from 1728 to 1758 AD.

21



It becomes difficult to establish the exact period of the war depicted between the Venad forces and the
Madura forces, but it appears to predate the Travancore period though during the Travancore period also the
Nawab of Carnatic in 1755 AD (Shungoonny Menon,P, 1878, p.95) under Maphuz Khan attacked Travancore
and the army retreated to Aramboly (Aralvoimozhi fort). The year mentioned is 1532 AD from historical
sources for the earlier war. The Kalakkad area lost was subsequently recovered with the help of Puli Thevar

and troops under Captain D' Lanoy in 1755 AD itself. Tiruppudaimarudur was the last outpost of this area.

During the Madurai Sultanate, Venad paid annual tribute and during the Madurai Naicker period (1550
to 1736), yearly tribute was paid by the Travancore kings to a General of the Nayaks of Madurai, who annually
visited the capital Padmanabhapuram. In 1730 AD, one Papu Thamby represented against Maharajah Udaya
Marthanda Varma to the Pandyan i.e. Naik in Trichnopoly against the Maharajah. The Pandya (Naik- Vijaya
Ranga Chokkanatha 1689 - 1732 AD) aggrieved by the sending back of the Trichnopoly army and recent
stoppage tribute sent Alagappa Moodeliar to Udayagiri to enquire. The complaint was dismissed as false.
This shows that Travancore accepted the overlord ship of the Naiks almost till the end when they ceased to rule
in 1736 AD during the regime of Queen Meenakshi (Rajayyan, K, 2005,p.236).

Inscriptions recorded and cited at Narumpoonathaswami temple :

There are sixteen inscriptions available. They are inscribed on the walls of the Swami sannidhi and
Chandikesvara sannidhi, Amman sannidhi, Mahamandapa, Ardhamandapa, Kumbhabisheka inscription near
the main entrance and the stone mandapa on the bank of the river Tamraparni. We have taken photos which we
are showing here.

1. Tirunelveli District Inscriptions Vol. I (2009) - State Archaeology Department - No.194/2005 ; 1490
AD;ARE-410/1916.
Tiruppudaimarudur Village. Seran Madevi Tk, Tirunelveli Dt. Inscribed on the east wall of the Maha
Mandapa of Narumpoonathaswami temple. Kollam 665 (M.E.). in Tamil. Records the endowment of
lands with boundaries donated for food offering and dress offering. Sri Pandara account written by

Narayanan Seedharan (Sridharan).

2. Tirunelveli District Inscriptions Vol. I (2009) - State Archaeology Department No. 195/2005;
Rajajaraja I Chola- 995 AD.
Engraved in Tamizhi script in Tamil language on the East and North walls of Chandikesvara shrine.
Rajaraja Chola 1, Regnal year 10 - 995 AD. It seems to be a sale deed of some land between one
Ambalavanan Niradi of Pidavur Nadu in Chola country and four bhattas (Sivacharyas) from Iyalatti
Mangalam in Pandya Nadu. In South Tamil Nadu, Sivacharyas are also called Bhattars in common
with the priests of Vaishnava temples.

3. Tirunelveli District Inscriptions Vol. T (2009) - State Archaeology Department No. 196/2005;
Maravarman Kulasekhara Pandya 1308 AD.

22



10.

Same Temple. Inscribed in Tamizhi script in Tamil language on the north wall of Ardhamandapa;
North wall of sanctum (central shrine) of Narumpoonathaswami. Later Pandya. Maravarman
Kulasekhara. Regnal year 40-1308 AD. It records the donation of one Veli extent of land to the

Nachiyar (Amman) and the acceptance given by four Bhattars.

Tirunelveli District Inscriptions Vol. T (2009) - State Archaeology Department No. 197/2005;
Sadayavarman Kulasekhara Pandya-1204AD.

Same temple. Engraved in Tamizhi script in Tamil language on the south wall of Amman shrine.
Jatavarman Kulasekhara. Regnal year 14 - 1204 AD. Fragmentary record. Seems to be an appeal
made by the Mavali (Mahabali) Vanathiraya chief to the king for the welfare of the temple.

Tirunelveli District Inscriptions Vol. I (2009) - State Archaeology Department No.198/2005;
1487 AD; ARE 418/1916.

Same Village. Same temple. Recorded on the north wall of the Mahamandapa. Tamil . It seems to be
an assignment given to certain musicians who were serving traditionally in the five Siva temples in the
surroundings. They agreed to accept their kani rights as ever before and discharge their duties
regularly.

Tirunelveli District Inscriptions Vol. I (2009) -  State Archaeology Department No.199/2005;
1876 AD. Same Village. Same temple. Recorded on the eastern wall of Mahamandapa. Tamil. Due
to the heavy damage of'the inscription, the purpose of the record is not traceable.

Tirunelveli District Inscriptions Vol. 1 (2009) - State Archaeology Department No.200/2005; 1487 AD.
Same Village. Same temple Mahamandapa south wall. Tamil. Details of the donated land with
boundaries given for food and garland offerings of the temple. Written by accountant Sundara
Vikraman. There was a village Raja Raja Chaturvedimangalam.

Tirunelveli District Inscriptions Vol. I (2009) - State Archaeology Department No. 201/2005;
Kulasekhara Pandya 1300 AD; ARE-417/1916.

Inscribed in Tamizhi script in Tamil language on the south wall of the Ardhamandapa. Kulasekhara
Pandya. Regnal year 32; Records the donation of 35 Panam (currency) handed over to the Siva
Brahmanas for burning a perpetual lamp.

Tirunelveli District Inscriptions Vol. 1 (2009) - State Archaeology Department No. 202/2005;
Pandyan Maran Sadayan inscription- 9" Century -10" Century AD.

In Vatteluthu script in Tamil language Same temple. Kannimoolai thiruchutru Maligai padikattu
(South western corner prakara steps). Later Pandya Maranchadayan. In his 6" Regnal year. It
records the donation of 25 sheep for supplying ghee to burn a lamp at the God s shrine.

Tirunelveli District Inscriptions Vol. 1 (2009) - State Archaeology Department No.203/2005;
1565AD; ARE-419/1916.
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11.

12.

13.

14.

15.

16.

Same Village. Same temple. Engraved on the north wall of Madappalli. Tamil. The Kollam year 740
(M.E.) and Saka year 1421 does not correspond. This record seems to be a copy of the earlier one.
Reveals the land donation given to a dancing girl.

Tirunelveli District Inscriptions Vol. 1 (2009) - State Archaeology Department No. 204/2005;
Udayamarthanda Varma (Sri Bhutala Vira Udayamarthanda Varma the Venad ruler (with Kalakkad
as capital) - 1537 AD. ARE-419/1916.

Engraved Tamil script in Tamil language on the east wall of the Mahamandapa of the Amman shrine.
Venad King Udayamarthandavarman 1537 AD. It seems to be a life time right (Swandiram) given to
the temple accountant.

Tirunelveli District Inscriptions Vol. I (2009) - State Archaeology Department No.205/2005;
1899 AD. Same village. It is a record of kumbhabishekham ceremony conducted during 1899 AD.
Mentions the erection of new Flag post and a new Siva Linga (not the main deity) at that time. At the

south side of the main entrance.

Tirunelveli District Inscriptions Vol. 1(2009) - State Archaeology Department No.206/2005; Year not

available.
Same village. Engraved on a South side threshold of the Rajagopuram. The inscription is in verse

form. Construction made by the donor from Thondai Mandalam is mentioned.

Tirunelveli District Inscriptions Vol. I State Archaeology Department No.207/2005; 1763 AD. Same
Village. On the floor of the north side stone mandapa onthe bank of the river Tamraparni. Tamil. Itis
stated that during 1763 this stone mandapa was constructed by Rajagopal Somayaji son of Lakshmi
Narashimha Dikshitarand Meenakshi forthe use of Thaippusam day.

Tirunelveli District Inscriptions Vol.1(2009) - State Archaeology Department No.208/2005

Same Village. Engraved on a stone pillar of the south side stone mandapa on the banks of the river
"_16" Century AD. Itis stated that this mandapa was
constructed by Brahma Nayaka Mudali who was the agent (official) of Krishnappa Nayak (Madurai
Nayak).

Tirunelveli District Inscriptions Vol. 1 (2009) - State Archaeology Department No.209/2005;
1695AD; ARE 415/1916.

Same Village. Engraved on the south wall of the Mahamandapa of Narumpoonathaswami temple.

Tamraparni River. King's name not visibile - 15

Tamil. Seems to be a land donation for regular pujas of the temple.
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Locations of the Inscriptions at Narumpoonathaswami Temple
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Digital Estampages of Inscriptions

East wall of Mahamandapa of Narumpoonathaswami temple

SI.No.1 -194/1-2005
ARE -410/1916
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Digital Estampages of Inscriptions

East wall of Mahamandapa of Narumpoonathaswami temple
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Digital Estampages of Inscriptions

East wall of Mahamandapa of Narumpoonathaswami temple

SI.No.1 -194/3 - 2005
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Digital Estampages of Inscriptions

East and North Wall of Chandikesvara shrine
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Digital Estampages of Inscriptions
North wall of Ardhamandapa
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North wall of sanctum (Central Shrine) of Narumpoonathaswami temple
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Digital Estampages of Inscriptions

North wall of sanctum (Central Shrine) of Narumpoonathaswami temple
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Digital Estampages of Inscriptions

South wall of Amman shrine
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Digital Estampages of Inscriptions

East wall of Mahamandapa

Sl. No.6 -199/2005
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South wall of Mahamandapa

SI. No. 7 - 200/2005

Kannimoolai thiruchutru Maligai padikattu (Vatteluthu)
(South western corner prakara steps)
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Digital Estampages of Inscriptions

North wall of Madappalli

Sl. No. 10 - 203 /2005
ARE -419/1916
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East wall of Mahamandapa of the Amman shrine
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Digital Estampages of Inscriptions
Kumbhabishekha Inscription - 1899AD at the South side of the main entrance
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Digital Estampages of Inscriptions
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Digital Estampages of Inscriptions

Inscriptions on a stone pillar of the south
side Stone mandapa on the bank of the river Tamraparni
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South wall of mahamandapa of Narumpoonathaswami temple
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East wall of Mahamandapa of Narumpoonathaswami temple

¥

East and North wall of Chandikesvara shrine
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North wall of Ardhamandapa of the Narumpoonathaswami temple

North wall of sanctum (Central Shrine) of the Narumpoonathaswami temple
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South wall of Mahamandapa of the Amman shrine

North wall of Mahamandapa of the Narumpoonathaswami temple




East wall of Mahamandapa of the Narumpoonathaswami temple
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South wall of Ardhamandapa of the Narumpoonathaswami temple

Kannimoolai thiruchutru Maligai padikattu (Vatteluthu)
(South western corner prakara steps)
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North wall of Madappalli

East wall of Mahamandapa of the Amman shrine
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Kumbhabishekha Inscription -
1899AD at the South side of

the main entrance South side threshold of the Rajagopuram

- .q,.-r‘_n-bh. G oA .

Stone Mandapa on the bank of Tamraparni River



Inscriptions on a stone pillar of the south side Stone mandapa on the bank of the river Tamraparni




Copper Plate Grants

Two copper plate grants not seen earlier but referred to by other writers have been traced in the
Nelliappar Temple, Tirunelveli. They were granted by King Udayamarthanda Varma circa 1695 AD. These
copper plates are kept in the Arulmigu Nellaiappar Temple, Tirunelveli. We reproduce the photographs of the
plates taken by us along with the deciphering. The photographs of the copper plates appear in a book for
the first time.

Tiruppudaimarudur - Copper plate No. 1
This copper plate is kept in the Arulmigu Nellaiappar Temple, Tirunelveli for a long time. The
language and the script of the Copper plate are Tamil.

“ This copper plate was made in the Salivahana sakabdam (saka
era) 1617 (1695 AD), Kollam 871 (1695 AD), on the 11" day of the
Tamil month Aadi, Suklapaksham, Dasami, Guruvaram (Thursday)
with Anusham star.

Madurai Nayak kings Viswanatha Nayaka, Sokkanatha
Nayaka, Rengakrishna Mutthuveerappa Nayaka, Vijayaranga
Sokkanatha  Nayaka and Dalavoy Narasappayyan,
Tiruvenkatanathaiyan, Vadamalaiyappa Pillai, Ananta Padmanabha
Pillai, Attavanai Karanikka Pillaimar and other officers of the

Nayaka Kingdom have dedicated certain lands as Devadana to the

Narumpoonathaswami Temple at Tiruppudaimarudur which are

Dr. Kannan IAS looking at the copper plates
at the Nellaiappar Temple, Tirunelveli

on 18.04.2014. Mudaliar. This was endowed for the conduct of the Daily puja, Monthly

maintained by the Nambimar, Danathar, Talattar and Vira Kerala

festivals, Annual Festivals and the maintenance of the temple.

This copper plate states further that the lands endowed to the temple by the Pandya Kings and later
Vijayanagarkings - Sri Mallikarjuna (1446 - 1465 AD), Virupaksha Deva (1465 - 1485 AD) and Krishna Deva
Raya in Saka 1408 (1486 - 87 AD), Kollam 662 (1487 AD) on the 20" Day of Purattasi is attested by
Sri Vijayarenga Sokkanatha Nayaka. The boundaries of the lands endowed to the temple are clearly
demarcated. The boundaries are stated in the transcript below.

The contents of this copper plate grant are partially engraved on the south wall of the Mahamandapa

ofthe Narumpoonatha Swamy shrine also. (Ref: p. 19 - Inscription No. 200/2005).
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Tiruppudaimarudur - Copper plate No. 2

This copper plate is kept in the Arulmigu Nellaiappar Temple, Tirunelveli for a long time. The language

and the script of the Copper plate are Tamil.

This copper plate was made in the Salivahana sakabdam (saka) 1617 (1695 AD), Kollam 871 (1695
AD), on the 11" day of the Tamil month Aadi, Suklapaksham, Dasami, Guruvaram (Thursday) with Anusham

star.

Madurai Nayaka king Sri Vijayarenga Sokkanatha Nayaka through his officials Dikshathayyan,
Dalavoy Narasayyan, Anavai Rasaiyyan, Tiruvenkitanathayyan, Alagiri Nayakkaraiyan, Vadamalaiappa
Pillai, Venkatadri Naikaraiyyan, Dinasari Venkappaiyan, Ananta Padmanabha Pillai, Attavanai Karanikka
Pillai have endowed certain lands for the conduct of the Daily puja, Monthly festivals, Annual Festivals and the
maintenance of the temple to the Narumpoonatha swami Temple at Tiruppudaimarudur. The endowed land is
to be maintained by the team consisting of Nambimar, Danattar, Talattar and Vira Kerala Mudaliar supervised

by Venkatadri Nayakkariyan, Dinasari Venkappayyan and Ananta Padmanabha Pillai.

In lieu of punjai lands, Sengulam, Punakkulam, Avisekhaberi, and Appinangulam - lluppaikurichi was

given to the Temple for the above said endowment works.

The Telugu inscription appears to be a later interpolation. Photos of the copper plates and transcripts are
below. Engraved on the south wall of the Mahamandapa of Narumpoonathaswami temple. Tamil. Seems to be

aland donation for regular pujas of the temple (Ref': p. 20 - Inscription No. 209/2005).
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Tiruppudaimarudur Copper Plate No. 2- Front
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Tiruppudaimarudur Copper Plate No. 2- back
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Telugu portion deciphered and the gist
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UNIVERSITY OF MADRAS

DEPARTMENT OF TELUGU
MARINA CAMPUS, CHENNAL-600 005,

Dr. MLSAMPATH EUMAR Phone: Tadd4 9541
MLA. (Telugn & Linguistics) M, Phil., Ph.D». el o Q2444075123
Head email: madablushisk & gmail.com
15.5.2014
T
DS Vasanthi
Comimissioner
Department of Archeokogy
Chenni-600 008
Madam,

Sub:  Tehigu Inscription — Reg.

Ak

I have gonc through the Inscription given by you. But the Teligu letters and the
langeage in that inscription are broken, Hence it is ditficult 1o read and 1o understand.
| have shown seme other scholars also, they are also not able to read-1. If T can find it

readable in future, T will inform you.
Thanking you
Yours faithfully

(M.EAMPATH KUMAR)
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The Velvikkudi Copper plates inform that Pandyan Kochchadaiyan Ranadheeran quarrelled with Ayvel, the
Chiefof Podhigai Hills. This battle was held in the 7" Century AD at Tiruppudaimarudur.

Conservation of the temple

Dr. Kannan has given archaeological notes of inspection in his technical capacity as conservation
archaeologist for the conservation and restoration of the temple on 08.06.2013. These are placed in Annexure I.
He again visited the temple on 14.07.2013 for the kumbhabishekam and for taking notes on site on the murals
on 15.01.2014. At that time, all the available names of the murals written on the borders were noted by him
(See photos). Thiru K.T.Narasimhan, Consultant Archaeologist (Retired Superintending Archaeologist,
Archaeological Survey of India, Chennai Circle) of the Government of Tamil Nadu has given a report for the
physical conservation of the Rajagopura where the mural paintings are found on 07.01.2014 (Annexure II)
Analysis of paintings by IGCAR is given in Annexure III. The Committee of Chemical Conservationists
appointed by the Government of Tamil Nadu have given a report for the chemical conservation of the paintings
on 20-03-2014 . The team consists of Thiru Veeraraghavan (Retired Deputy Superintending Archaeologist,
Chemical Conservation Branch) and others. A copy of the Government Order appointing the Committee is
placed along with the inspection report as Annexure IV. Thiru K.T.Narasimhan, (Retired Superintending
Archaeologist, Archaeological Survey of India, Chennai Circle) has been appointed as Consultant
Archaeologist vide Government order appointing him in Annexure V. The teak wood (sap) of the pillars and
wood carvings has dried up due to poor maintenance for the past 200 years. It has to be rejuvenated with teak oil
and other polyurethane coating and preserved. Rejuvenating an exterior teak surface is the application of a
dressing or sealer to retain for as long as possible the appearance of the freshly prepared wood. This is also

proposed to be done shortly.

History of the present small village of Tiruppudaimarudur

The present small village was once a thriving settlement with Agraharams, streets where nobles lived,
soldiers quarters, merchants and farmers. It was the outpost of the Venad kingdom in the middle ages. One
Venad king, Udaya Marthanda Varma even had the neighbouring Cheran Mahadevi as his capital and his
palace there, where he resided. The branch of the Venad kings who ruled from Kalakkad used this as their last
fort. The nearby Athazhanallur Gajendra Varada Temple houses a Narasimha in his pillar form on the banks of
the Tamraparni. He is the earlier family deity (Kula Devata) for several families including that of the author
(Dr. Kannan) who migrated from this area to Nanjanad (present Kanyakumari District). The villages could be
Harikesanallur, Veeravanallur, Athazhanallur, Kalladaikurichi, Tiruvannapuram, Ervadi, Cheran Mahadevi
etc. They were generals and chieftains in the army of King Udaya Marthanda Varma, the founder of the
Travancore dynasty and kingdom, though they were Brahmins. They were clansmen of Rama Iyen (Iyer)
Dalavoy, the Prime Minister cum Commander in Chief of King Udaya Marthanda Varma (1729 - 1758 AD),
who ably assisted him and played a key role in expanding Travancore state from Tiruppudaimarudurto Alwaye,

then one of the largest kingdoms in British India. Rama Iyen hailed from Ervadi in Tirunelveli District
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(Nagam Aiya, 1906). The affection of the King for Rama Iyen is narrated by Shungoonny Menon in his History
of Travancore From the Earliest Times (Shungoonny Menon,P, 1878, p.174) when he states that the King
started brooding after the death of Rama Iyen and died the following year in 1758 AD. Even now more than
3000 people from 18 villages come to Tiruppudaimarudur from Sankarankoil to celebrate Thai Poosam

festival in the month of Tamil Thai (15" January to 15" February) every year.

The name Udaya Marthanda Varma is repeated several times since the name of the grand uncle is
given to the grand nephew who assumes rulership as per the Marumakkatayam (matriarchal succession
sister's son is the successor) of Travancore. Hence, we have to go by circumstantial evidence to fix on the
correct period. Therefore, based on the material above, we have identified the period for King Udaya
Marthanda Varma as 1537 AD (Venad period) and not the 18" Century AD (Travancore period).

The temple was renovated in 1995 AD due to the efforts of Justice Ratnavel Pandian by the Priyamvada Birla
Trust in the presence of Sri Jayendra Saraswathi Swami as per the instructions of the Kanchi Paramacharya
Sri Chandrasekhara Saraswati, 68" Peetadhipathi. Since then, regular Kumbhabishekams have taken place

though the income of the temple is meagre, despite the large area of lands endowed.

Tiruppudaimarudur Murals
A brief account of the painted panels in the five Tiers of the Rajagopura is dealt sequentially.

Range of Themes Depicted

The scenes portray an array of secular and religious themes. Many of the religious episodes are taken from the

Tiruvilaiyadal puranam and Sthalapuranams.




Tier-1

The depictions of religious themes form the main objective of the unknown artists. They represent the scenes
of worship on the east wall. The miracles of the Saint Tirujnanasambandar in Madurai are portrayed on the
west wall. Scenes represent how he was carried in a palanquin, the fire on his mutt, where he stayed outskirts
of Madurai, how he cured the mysterious stomach ailment of the King Pandya Maravarman Arikesari
(640 - 670 AD) alias Koon Pandya, how he won the contest over fire (Analvadam) and water (Punalvadam)

and how the Jains were impaled. Some scenes of the horses etc which are non-religious are also depicted.

Tier- 11

Tier- 11

Almost all the panels are secular. The one on the north wall represents the arrival of a stable-ship carrying
horses, a large and neat and tidy painting illustrating the horse trade carried on in the Arabian Sea, between the
Vijayanagar rulers and Arabs with Portuguese ships and intermediates. Several march pasts of the army are
shown in which foot-soldiers, cavalry and elephant brigades are on the march on the east wall. The portrayal of
ceremonial scenes with high officials receiving the visiting peers and dignitaries are exquisite. The battle

scenes where horsemen fighting and foot-soldiers arrayed are shown on the west wall.
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Tier-111
Tier- I11

Panels are exclusively painted on  religious themes in the third tier. On the north wall,
the ten incarnations (Dasavataras) of Vishnu are portrayed, as well as Vishnu as
Sri Anantapadmanabha on his primordial serpent couch. This shows the hold of Venad / Travancore since
Tiruppudaimarudur fell under the Venad / Travancore Kingdom till it was annexed by the British. The ruler of
Travancore, King Udaya Marthanda Varma (regnal years 1729 - 1758 AD) made the deity the tutelary deity of
Travancore and himself ruled as servant (Sri Padmanabha Dasa). Even earlier, the Venad rulers had great
veneration for Sri Padmanabha Swamy, the greatest deity in Trivandrum. To the east, the episodes of winning
the hands of Kayarkanni (the incarnation of Parvati), of the sale of bangles, of the rubies and the slain black

elephant stated in the Tiruvilaiyadal puranam are depicted. Sixty-four sports of Lord Siva were enacted in
Madurai.

Tier-1V
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Tier-1V

Most of the scenes painted in the fourth tier are of religious ones. On the northern wall, floral designs are
shown. The birth of Valli, her upbringing and various activities of the hunters are depicted on the east wall.
In the southern half of the hall, scenes from the sthalapurana of Tiruppudaimarudur and the daily chores of
ascetics are shown. In the west, figures of gods and goddesses with floral design margins are seen. Karur
Thevar visiting the Narumpoonathaswami Temple is superbly portrayed especially where Karur Thevar and
the seven divine mothers cross the river Tamraparni which was in spate.

Tier-V

Tier-V

In the fifth tier, which has sala roofing, most of the paintings are obliterated. This tier has the figures of
Ardhanareeswara, Dwarapalaka, Dancing Kali, Subrahmanya etc. There are no wood carvings. There are

floral decorations on the woodenroofand wooden kumbhas.
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TIER - |

Narumpoonathaswami Temple - Tiruppudaimarudur

Diagramatic sketch of the Interior of the Rajagopura Mural Panel's Height - 79"

Scale 1: 50 approx.

Stairs to Tier - |

Stairs to Tier - I

North

P - Panel
R - Row
S - Scene

B Square Pillar

1 Wood-carving
[ Mural Panel

Panel - 1 Paimel 2 Panel- 3,4 & 6 Papel - 7 Panel - 8 Palnel -9 Panel - 14 | Panel -11,15 & 16
I T 1 | I 1 |7 1
R-| - ) _ Flon_-al _ _ _ _ ~
Rl Rl Rl RI-I R- R-III RI- \Y RII R III R IIII Design RII R I|| RI Il I R - II RI 1l Rl Rl Rl
Panel - 5
o S-| S-l |=—S-I S-1 IPanel - 10 & 13 S-l |=S-I S-l
S-lI S II S II S II S-ll Sl S-ll S-ll S-lI S-ll S || S || S || Panel - 12
S-lll S-llI S-llI S-llI R-| R-Il S-llI R-1 S-lll S-lll |_I—||
R-I R-ll R-lll R-IV




Mural Paintings of Tier - |

A List of the Mural Panels

Panel - 1 : The Mohammadan warriors

Panel - 2 : Manikkavachakar Episode

Tiruvilaiyadal Purana (T.P.No.59) - Sivatransforms
jackals into horses and takes them to the king

Panel - 3 : Ravana
Panel - 4 : Kumbhakarna

Panel - 5 : Lakshmana
Panel - 6 : Rama on Hanuman’s shoulders

Panel - 7 : Episodes from Tiruvilaiyadal Purana
Miraculous curing of the King Maravarman Arikesari by
the Saint Tirujnanasambandar (T.P. No. 62);
Impalement of the Jain Monks (T.P. No. 63)

Panel - 8 : Floral Panel

Panel - 9 : Sthalapuranas of Nellaiappar,
Jambukeswaram and Sphutarjuna Temples

Panel - 10 : Dakshinamurti
Panel - 11 : Sages

Panel - 12 : Temple Scene

Panel - 13 : Visvarupa of Vamana

Panel - 14 : Arjuna Pasupatastra Episode

Panel - 15 : Urvasi; Lord Siva granting Pasupatastra;
Sword fight between Lord Siva and Arjuna

Panel - 16 : Daily chores of Rishis



TIRUPPUDAIMARUDUR MURALS TIER-I

Tier -1 : A side view of the panels -

Three rows of the murals are shown on the left of the pillar and four rows
on the right of the pillar.
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TIRUPPUDAIMARUDUR MURALS TIER-I

Row -1
Row - 11
Row - III
Tier-I, Panel - 1 Tier-1, Panel - 1, Rows - L, II, I1I
Close-up of the three Mohammadan warriors on horses

rows to left of the pillar 81



Tier-1, Panel - 2 : Manikkavachakar Episode

Tiruvilaiyadal Purana (T.P.No.59) - Siva transforms jackals into horses and takes them to the king

Row - I11




Tier-1, Panel - 2 : Manikkavachakar Episode

Tiruvilaiyadal Purana (T.P.No.59) - Siva transforms jackals into horses and takes them to the king
Row-1 ene - - . _ ) ___Scene - III

| . Portion

' " hidden

=, Lig by the
pillar

Portion
hidden
by the
pillar

Scene - 11 | Scene - IIT |
Scene - 1 | Scene - I1 “ Scene - IIT |

Portion
hidden
by the
pillar

Portion
hidden
by the
pillar

| Row -1V Scene - I | | Scene - 11 | | Scene - ITT ' |
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TIRUPPUDAIMARUDUR MURALS TIER-I

Tier-1, Panel - 2 : Manikkavachakar Episode (T. P. No. 59)

Row -1

Scene -1

Scene -III

Scene -1

Scene -11

Scene - 111
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TIRUPPUDAIMARUDUR MURALS TIER-I

Tier-1, Panel - 2 : Manikkavachakar Episode (T. P. No. 59)
Row - II1

Scene -1

Scene -11

Scene -1III

Scene -1 Scene -11

Scene .- 111
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TIRUPPUDAIMARUDUR MURALS TIER-I

Tier-1, Panel - 3 : Ravana

Tier-1, Panel - 4 : Kumbhakarna
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TIRUPPUDAIMARUDUR MURALS TIER-I

Tier-1, Panel - 6 : Rama on Hanuman’s
shoulders

Tier-1, Panel -5: Lakshmana

Ettumanoor Temple Nataraja mural painting
(Accession No. 1/2014 of Contemporary Art Section,
Government Museum, Chennai)
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Tier - I, Panel - 7 : Episodes from Tiruvilaiyadal Purana - Miraculous curing of the King Maravarman Arikesari by
the Saint Tirujnanasambandar (T. P. No. 62); Impalement of the Jain Monks (T.P.No. 63)

| i ¥ 5 a1 o *] L
— — B : § : R o - ey

Row -1

Row - 11

Row - III

Before Pillar Bifurcation After Pillar Bifurcation
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Tier -1, Panel - 7 : Episodes from Tiruvilaiyadal Purana - Miraculous curing of the King Maravarman Arikesari by
the Saint Tirujnanasambandar (T. P. No. 62); Impalement of the Jain Monks (T.P.No. 63)

| Row -1 Scene - I | | Scene - IT | |

Scene - 111 |

Row - IT Scene - I ) | | Scene - I1 |

| Row - ITI Scene - I | | Scene - II |

Before Pillar Bifurcation 89 After Pillar Bifurcation



TIRUPPUDAIMARUDUR MURALS TIER-1

Tier-1, Panel -7 : Episodes from Tiruvilaiyadal Purana (T.P. No. 62 - 63)

Row -1
' F = THNEENARVALR R LI LT
i:r'uir- | II'!LE AL vavay
ALl ¥
; i ST ;
L -0 £ 50 -
). ' (4]
-ﬂ e [ ]
: Y
§ /]

Scene - 1 : King Maravarman Arikesari (Koon Pandya) in council

Scene - II :Tirujnanasambandar in a palanquin

: - - - o | —

o ]
]
L

Scene - II1 : Jains setting fire to the Mandapa of Tirujnanasambandar’s mutt
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TIRUPPUDAIMARUDUR MURALS TIER-I

Tier-1, Panel -7 : Episodes from Tiruvilaiyadal Purana (T.P. No. 62 - 63)

Row - IT

Row - 111
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TIRUPPUDAIMARUDUR MURALS TIER-I

Tier-1, Panel - 8 : Floral Panel
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Tier-1, Panel -9 : Sthalapuranas of Nellaiappar, Jambukeswaram and Sphutarjuna Temples

Row -1

Row - 111

There are three rows of painting in this panel. There is a peacock row above and floral depiction at the bottom.
Awooden pillar is seen in between the scenes.
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Tier-1, Panel -9 : Sthalapuranas of Nellaiappar, Jambukeswaram and Sphutarjuna Temples

|R0w -1 Scene-1 | | Scene - 11

| Row - 111 Scene - 1 | Scene - I1

Before Pillar Bifurcation After Pillar Bifurcation
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Tier-1, Panel -9 : Sthalapuranas of Nellaiappar, Jambukeswaram and Sphutarjuna Temples

Row -1

Scene - I1
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Tier-1, Panel -9 : Sthalapuranas of Nellaiappar, Jambukeswaram and Sphutarjuna Temples

Row - 11

Scene - I1

96



Tier-1, Panel -9 : Sthalapuranas of Nellaiappar, Jambukeswaram and Sphutarjuna Temples
Row - 111

Scene - II - Extreme right discoloured
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TIRUPPUDAIMARUDUR MURALS TIER-I

Row - I
Row - 11
Tier-1, Panel - 10 : Close-up of Sages
worshipping Dakshinamurti (Siva)
Row - 111

Tier - I, Panel -11 : Sages
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TIRUPPUDAIMARUDUR MURALS TIER-I

Row -1

Row - 11

Row -1V

Tier-1, Panel -13 : Visvarupa of Vamana

Tier-1, Panel -12 : Temple Scene
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Tier-1, Panel - 14 : Arjuna Pasupatastra Episode




Tier-1, Panel - 14 : Arjuna Pasupatastra Episode

| Row -1 Scene - 1 |

Row - 11 Scene - I
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TIRUPPUDAIMARUDUR MURALS TIER-I
Tier-1, Panel - 14 : Arjuna Pasupatastra Episode

Row -1

Scene - 1

Scene - I1

Row - 11

Scene - 111
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TIRUPPUDAIMARUDUR MURALS TIER-I
Tier-1, Panel - 14 : Arjuna Pasupatastra Episode

Row - IIT

Scene - 111
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TIRUPPUDAIMARUDUR MURALS TIER-I
Tier-1, Panel - 15

Row - II1 : Sword fight Between
Lord Siva and Arjuna




TIRUPPUDAIMARUDUR MURALS TIER-I

Tier-1, Panel - 16 : Daily chores of Rishis

Row -1

Row - 11

Row - I1I

[i
L

Before Pillar Bifurcation After Pillar Bifurcation



TIRUPPUDAIMARUDUR MURALS TIER-1

Tier-1, Panel - 16 : Daily chores of Rishis

Row - I1I
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MURAL PAINTINGS OF TIER -1

Tier-1, Panel - 1 : The Mohammadan warriors : Three scenes are shown on the left wherein the

Mohammadanwarriorsare seenmounted onwell decorated horses.

Tier-I,Panel - 1,Row-1:The Mohammadan warriorisseenmounted onhishorse withaswordonhis
right hand and holding the reins of the horse by his left hand. The horse is well decorated with saddle
etc. The typical headgear of the soldier and the beard on his chin clearly states that he is one of the
Mohammadan warriors employed in the Vijayanagara cavalry. Another decorated horse is
following. The movement of the first horse is indicated by its hind leg slightly lifted up. The

backgroundcolourisredandthehorseispaintedinbrown. Theupper garmentofthesoldieris white.

Tier-I,Panel - 1,Row -II: The Mohammadan warrior is seen mounted on his horse with a pike on
his right hand and holding the reins of the horse by his left hand. The horse is well decorated with
saddle etc. Heisportrayedas similar to the above. He is one of the Mohammadan warriors employed
inthe Vijayanagara cavalry. The background colour is yellow and the horse is painted in brown. The

upper garmentofthesoldieris white.

Tier-I,Panel - 1,Row - IIl: The Mohammadan warrioris seen mounted on his horse with a sword
on his right hand and holding the reins of the horse by his left hand. The horse is well decorated with
saddle etc. The headgear of the soldier and the beard on his chin shows that he is one of the
Mohammadan warriorsemployedinthe Vijayanagara cavalry. Thebackgroundcolourisslightblack
andthe horseispainted in white. The upper garmentofthe soldieris white. Another decorated horseis

comingbehind.

Tier-1, Panel - 2 : Manikkavachakar Episode
Tiruvilaiyadal Purana (T.P.No.59) - Siva transforms jackals into horses and
takes them to the king.

The fourrows ofthe paneltotherightofthepillararedealt within Tier-I, Panel-2. Inthekey pictures,
thehiddenportionsbehindthe woodenpillarsareshownbyprojected bracketssignifyingagap.

Tier-1, Panel - 2, Row-1, Scene -1

Inthe firstscene fivesoldiersarestandingontheleftside oftheking. Thethirdsoldier fromtheleftisa
body guard holding a shield and a sword. Two more soldiers are standing near the king. The King is
seated on alow seat. Three soldiers are standing on his right side. The third soldier is wearing ared

coloured tunic.
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TIRUPPUDAIMARUDUR MURALS TIER-I

Tier-1, Panel - 2, Row-1, Scene -11

Two soldiers and a third partially obscured are standing on the left side of the king. The second is a
body guardholdingashieldandasword. Akingisseatedonathrone. The KingmaybeKing Varaguna

Pandya of Madurai. Twosoldiersarestandingonhisrightside.
Tier-1, Panel - 2, Row-1, Scene -III

Amanisstanding near the king who is seated on a low seat. The king is profusely ornamented. His left
legiscrossedovertherightlegwhichishangingdown.Adignitaryisstandinginfrontofthekinginthe
attitude ofreceivinga hara which the kingis holding in his right hand. His headdress clearly shows
thatheis adignitary. Another manis standing behind him. He is keeping his right hand near his mouth
inthe attitude of supplication. Heis wearing a checked lower garment and sportingan angavastra on
his left shoulder. Another man standing behind him is also portrayed in a similar pose. But he is

wearingablacklower garmentonthehip.

Tier-1, Panel - 2, Row-1I

Story:

Young Manikkavachakar, who lived in the middle of the Ninth Century AD, was a remarkable figure
and a great devotee of Lord Siva. He was the trusted minister of King of Madurai. The King sent
Manikkavachakar, with a large sum of money, to purchase the best horses for his cavalry. En route at
Tirupperundurai (present Avudaiyar Koil, Pudukottai District), Manikkavachakar met and came
under the spell ofa great guru (none other than Siva himselfin disguise) who completely changed his
life. Totally forgetting the King's order, Manikkavachakar used the money given to him by the king to
construct a Siva temple at Tirupperundurai. This scene is depicted here in the first and second rows.
Manikkavachakar comesback onlytobechided by theking. He praysto Lord Siva who converts foxes
into horses and satisfies the king. But the horses become foxes again. The king realises that
Manikkavachakaris a great saint. The last scene shows Manikkavachakar asa Saivite sainthaving

givenuphispostof Ministeror Dewan.

Tier-1, Panel - 2, Row-1I, Scene -1

In the first scene three persons are receiving Manikkavachakar who is being carried on a palanquin.
Twobearersarecarryingthepalanquinontheirshoulders.

Tier-1, Panel - 2, Row-1I, Scene -1I

Two persons are carrying boxes ontheir heads and following the palanquin. Two persons are carrying

the palanquin. Amusical party consisting of a double sided drum beater and apipe blower are going in
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TIRUPPUDAIMARUDUR MURALS TIER-I

front of the palanquin heralding the arrival of Manikkavachakar. The entire troupe is heading

towardsatemple. Thereisatreeandatemplepartially obscuredsignifying Tirupperundurai temple.
Tier-1, Panel - 2, Row-1I, Scene -1II

Apageboyisholdinganumbrellaover the head of the King. He is sporting a tuft on his forehead. The
Kingisstandingand watchingthe personscarryingboxes. Heiskeepinghisrighthand on his hip while
hislefthandishangingdown.Amanisshownblowingawindpipeneartheking. Heisholdingthe wind
pipe on his right hand while his left hand is placed on his left thigh. Above this scene two persons are
carrying a load (box) on their shoulders tied to a bamboo stick. Another one is carrying a box on his
head. Anothertwo persons are carrying aload (box) ontheirshoulderstied toabamboo stick. Another

personiscarryingaboxonhishead.

Tier-I, Panel - 2, Row-1II, Scene -1

Two persons are standing. The first one is sporting a tuft behind his head. His hands are portrayed in
anjali mudra. The second one is wearing a conical cap on his head. He is receiving the prasada
(temple offering) in his left hand. He is sporting a moustache. A bhattar is shown near the ardha
mandapa offering the prasada.A garbhagriha isshownaftertheardhamandapa. A sthalavriksha

isshown.
Tier-I, Panel - 2, Row-III, Scene -1I

Two persons are carrying boxes with money on their head. Four persons are carrying the palanquin on

theirshouldersinwhich Manikkavachakar isseated.
Tier-I, Panel - 2, Row-III, Scene -1III

Amanwearingaconicalcapisstanding. Twopersonsarestanding. The firstoneisholdinghishandsin
Anjalimudra overhishead. Thenextonesportingacaponhisheadisportrayedasholdinghishandsin
Anjalimudra.Apriestlikepersonisseatedunderatreeholdinghisrighthandintheattitude ofupadesa
mudra and his left hand is kept on his left thigh. Four persons holding a palm leaf manuscript in their
righthands and keeping lefthands on their left thigh. These two may be Lord Siva and his disciplesin
disguisetotest Manikkavachakar. Thepersonwearingaredcaponhisheadstandingnearthepriestis

Manikkavachakar.
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Tier-1, Panel - 2, Row-1V, Scene -1

A siddha is standing near the seated king. The siddha is saying something to the king. The king is
holding hisright handinvitarka mudra (arguingposture). Two personsare standing onthe left side
of the king. The first person is also holding his right hand in vitarka mudra (arguing posture).

Thesecondoneisholdingaswordandaredcolouredshieldinhishands.
Tier-I, Panel-2, Row-1V, Scene -1I

Two persons are to the left oftheking. One ofthem with beard and headgearisstanding near the king
on his left side. The king is seated on a seat holding his left hand in vitarka mudra (arguing posture).

Thelastoneisabodyguardholdingashieldandaswordinhishands.
Tier-1, Panel - 2, Row-1V, Scene -1II

A person is standing with his hair on his head tied in the fashion of a bun. Next a king is shown.
Apersonisshownarguing withtheking (handin Vitarka mudra). Nexttohimarefivepersons. Nexta
bhattar 1s worshipping a linga in the garbhagriha of a temple. These scenes may portray the

constructionofthetempleat Tirupperundurai (presentAvudaiyar Koil, Pudukottai District).

Tier-1, Panel - 3 : Ravana

Ravana 1s depicted with his ten heads and carrying a bow and arrow and all other weapons in his
twenty hands on the battle field. He is standing on his chariot. Most of the details of this painting are

damaged. Beinganasura hiscolourispaintedasblack.

Tier-1, Panel - 4 : Kumbhakarna

Kumbhakarna, Ravana's brother is ready to fight. He is standing ready on a chariot with bow and

sheathbehindhisbody. Kumbhakarna isdepictedbefittinghisstatureasanasura.

Tier-I, Panel - 5 : Lakshmana

Here Lakshmana is shown standing with bow and arrow on the first row with a sheath on his back.

Heisalsoheavily ornamented.

Inthesecondrow a man, (Vibhishana) holding a square shield in his lefthand and a sword in his right
hand and a monkey (Prince Angada) holding a square shield in his left hand and a sword in its right
hand are shownbelow who are ferociously looking atTier-I, Panel-6 Ramaon Hanuman's shoulders
and moving in the direction in which their master is moving. Vibhishana is identified by his flamed

kirita.Angada isidentifiedbyhiskiritamakuta.
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Tier-1, Panel - 6 : Rama on Hanuman’s shoulders

Rama with hisbow and arrow seated on the back ofhis mount Hanuman who is shown carrying Rama.
The colour of Rama should be blue. But he is depicted in emerald green here. This is characteristic of
Chera school of painting. The headgear and ornaments are typical of Nayaka period. The
channavira (anornament consisting of 3 chains with a central leaflike pendant) and udarabandha
(a band of silk or gold thread worn on the stomach) are stressed. The Ettumanoor Temple has two
mural paintings on the inside of the Mahadwara of the main Gopura. The Government Museum,
Chennai has a copy of one painting, Nataraja in its collection. Mahavishnu 1is depicted in green

colour(AccessionNo. 1/2014 of Contemporary Art Section)

The Tiruvilaiyadal Puranam in Tamil it is said, is based on a Sanskrit work

‘Halasya Mahatmyam’.

Note on the Tiruvilaiyadal Puranam (pronounced Tiruvilaiyaadal Puraanam)

The earliest version of the Tiruvilaiyaadal Puraanam was written by Perumpattrappuliyur Nampi
based onthe Sanskrit work ' Sarasaamuchchya'asection ofthe Uttara Mahaa Puraanam. Itis called
'Tiruaalavaayamudaiyar Tiruvilaiyaadal Puraanam’. This is not easily datable but may be much
earlier to even 1000 AD. The most important version which is now popular and widely accepted is
Paranjothi Munivar's work 'Tiruvilaiyaadal Puraanam' written in the 16" Century AD. This is the
most illustrious translation of the Sanskrit text, Halasya Mahatmyam (pronounced Haalaasya
Mahaatmyam) , a part of the Isha Samhita of the Skanda Puraanam. The current order of the 64
legendary sports of Lord Siva is based on the order in Halasya Mahatmyam which is translated into
Tamilinthe Paranjothi Munivarversion. Thisisthesettled versionand even Nampi's work has gone

into oblivion.
- (Jeyachandrun, A.V. (1985))

Tier-I1, Panel - 7 : Episodes from Tiruvilaiyadal Purana (T.P. No. 62 - 63)

Miraculous curing of the King Maravarman Arikesari by the Saint Tirujnanasambandar
(T.P.No. 62);

Impalement of the Jain Monks (T. P. No. 63)

Therearethreerowsinthispanel

Mythological Story

In the 7" Century AD, the Jain monks with their tantric power converted the King Maravarman

Arikesari, Koon Pandya from Saivism to Jainism.Queen Mangaiyarkarasi Nachiyar understood
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the situation and brought Tirujnanasambandar, the great Saivite Nayanmar from the Chola

kingdom, throughthe minister Kulachirayar, whowasanardentfollowerof Saivism.
Tier-I, Panel - 7, Row-1I, Scene-1I

Here three Jain monks are shown as half-clad, one ofthemis seated onamancha (atype of lower seat)
with a bunch of flowers in his left hand. Jain monks are portrayed under a canopy. The background
colourisred. Thekingisseated with his leftleg kept down (Veerasana) while he is arguing with his
queenwhoisseenstandinginreverence beforehim. Tirujnanasambandar isseenseatedonaseat. The
king and queen are bedecked with jewels befitting their stature. Tirujnanasambandar's hair is
knotted on the top of his head and he keeps his left hand on his left thigh and showing his right hand in

abhayamudra.
Tier-I, Panel - 7, Row-1, Scene-1I

Three devotees are wearing saffron coloured lower garments below the hip. They are keeping their
hands in Anjali as a mark of respect. They are standing before Tirujnanasambandar in a palanquin
(hangingcouch). Twopalanquinbearerscarry Tirujnanasambandar inapalanquin(hangingcouch).
Behind them are seen two musicians playing their musical instruments. The first one is having a pipe

andthesecondoneisblowingawindinstrumentcalled “Kombu” inTamil.

The narratives are powerfully portrayed. To stress the situation the background colour is chosen as

red.
Tier-1, Panel - 7, Row-1I, Scene-I1II

Two persons are wearing a saffron coloured lower garment, one is standing with his left hand
portrayed in wonder. Two musicians are seen playing their wind pipes and three other devotees are
seen standing before Tirujnanasambandar in reverence. An attendant is standing behind him.
Tirujnanasambandar isseenseated withina mandapa. The mutt wasransacked and seton fire by the

mischievousJainmonks. The fireisshownatthe cornerofthe mandapa inwhichheisseenseated.

Tier-I, Panel - 7, Row-1I
Story:

Sensing the situation Tirujnanasambandar immediately sang a padikam (Tamil verses in praise of
Lord Siva)onfireandreturned the fire tothe persons who causedit. The firereturned back and entered
into the stomach ofthe king and caused great pain. The Jain monks tried to cure the disease of the King

by their chants, but to no avail. The queen requested Tirujnanasambandar to cure the king and
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introduced him to the King. He immediately sang “Mandiramavatu neeru” padikam (Tiruneetru
padikam) and gave the king Vibhuti (sacred ash)asprasada, (offering) which the King took and was
completely cured. The Jain monks wanted to contest with Tirujnanasambandar. This powerful scene
ispaintedasthesecondrow here. Refusingtoconcede defeat, the Jains suggested thattheirrespective
faiths be tested by observing the effect on certain scriptural writings when consigned to the flames.

TheJainpalm-leafwasburnttoashes, but Tirujnanasambandar's palm-leavesremainedintact.
Tier-1, Panel - 7, Row-1II, Scene-1I

Aspittoonbearerisholdingaspittoonvesselinhislefthandabovethehead ofthebody guardholdinga
redcolouredshieldandaswordinhishandsstandingbefore himisportrayed. Anotherperson wearing
awhitecolouredlower garmentand sportingan angavastra onhisrightshoulderisstanding. His left
handisportrayedintheattitude of sucimudra. Heisholdingsomethinginhisrighthand. Twopersons
wearing a turban like headgear holding their left hands near their mouth in reverence are standing.
The one standing near the king is holding a sword in his right hand. The sharp edge of the sword is
planted onthe ground. (Thissceneisnotvisibleclearlyasthewoodenpillariscoveringit). Thekingis
standing with hisusual ornaments and keeping hisrighthand on hisrighthipand holding his left hand
insucimudra. One person wearing asaffroncoloured lower garmentisstandingnexttotheking. Heis
wearing a rudraksha bead mala on his head. His hands are portrayed in Anjali mudra. Another
personisstanding before himis portrayedin Anjali mudra. The hairon his head is arranged like a bun.
Tirujnanasambandarisholding amanuscriptinhisrighthand standing on asquare padmasana. He is
havingaladle inhislefthandtopourgheeonthefire. The fireiskeptonalow pedestal whichisred hot
withitstonguesrisingabove. The firstJainmonkisholdingamanuscriptinhisrighthandandaboutto
throw it on the fire. He is holding a ladle in his left hand to pour ghee on the fire. The monk standing
near him is holding a danda (the two pronged stick usually used by monks ; they keep their hand
resting on it while they meditate) leaning on his left shoulder. Two other monks standing on the
extreme end before pillar bifurcation are showing vismaya mudra in their right hands. This is the

scenewherethe firetestcontestheldisportrayed.
Tier-1I, Panel - 7, Row-1II, Scene-1I
Story

Refusing to concede defeat the Jains invited Tirujnanasambandar to a contest of superiority by
water (Punal Vadam). Both threw the jain and Saivite palm leaf manuscripts into the river Vaigai
while the Saivite manuscripts floated upstream, the Jaina ones were swept away again.

Tirujnanasambandar won. Theplacewherethey were foundis Tiruveragam onthe Vaigai.
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Description of the Scene

Two persons of high status are standing with their left hands in suci mudra. They are holding a stick

ontheirrightshoulders. Five Jain monks arestandingbeforethem.

Tier-I, Panel - 7, Row-1III, Scene-1I

One body guard with ashield and asword is standing on the extreme left. Another personis holdinga
palm leaf manuscript in his right hand and showing vismaya mudra (wonder attitude) by his left
hand is standing near the king. (This scene is not visible clearly as the wooden pillar is covering
it).King Maravarman Arikesari,koon Pandya of Maduraistanding with hisrighthand kepton his
righthipandportraying vitarka mudra (arguing)byhislefthand. Anotherpersonmaybeanoble,is
standing before him. His hands are portrayed in the attitude of inviting the king to witness the water
test contest to the bank of the Vaigai River. Beyond him four men wearing saffron coloured lower
garments are standing. The first and the second persons are blowing wind pipes. The third one is
standing in anjali. The fourth one is holding a ceremonial umbrella on the head of
Tirujnanasambandar, who is throwing the manuscript in the running water. Two monks are
witnessing the Jaina scroll being rapidly swept away by the running waters of Vaigai, while
Tirujnanasambandar's floated against the current and was recovered upstream. The fourth person
standing at the extreme right is holding his hands in Anjali mudra above his head. A Sivalinga 1is

seenattheextremeend.

Tier-1, Panel - 7, Row-1III, Scene-1I

Here in this scene after the contest was over all the Jain monks were put on the “Kazhumaram”
(impaling tree trunk). The King, third from left, and minister, second from leftare approachingto see
their ordersare obeyed. Anattendantis followingthem. Four monksare seenupside down with their
heads,handsandlegs are hanging down while their stomachis pierced through. Atthe extreme right,
one monk is shown in squatting position with his hands thrown up. Five monks are carrying the pikes
on their shoulders. This painted scene clearly shows that the Jains were impaled as per the wager

theyhadenteredintowith Tirujnanasambandar.

Tier-1I, Panel - 8 - Floral Panel

Togiverelieftotheonlooker, herethisentirenorthernsideispaintedasfloral design.
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Tier-1, Panel -9 : Sthalapuranas of Nellaiappar, Jambukeswaram and Sphutarjuna

Temples

Therearethreerowsinthispanelinbetweenthescenesawoodenpillarbifurcate.
Tier-1, Panel - 9,Row-1, Scene-1I

Three percussionists are beating drums. The first and the second one are beating the double sided
drum while the third oneisusing amusical instrument called 'jambatalam' (bigcymbals). Awoman
of high status is standing in a mandapa with ashort man havinga rudraksha bead chain on his
chest. Twomenwearingsaffroncoloured dhotisare portrayedintheattitude of worship. Abhattaris
showing deepharati to the deity Linga (Siva) in the garbhagriha (garbhagraha). Nandi is facing
Siva as Linga.Three persons are standing on the other side and worshipping the Lord. The first one
from the garbhagriha is small in stature and he is wearing a sacred thread on his trunk and a saffron
colouredlower garment. Heis sportingatuftbehind hishead. The nextto himmay beanoblesince he
issporting alonghat with a festoon on hishead. He is also wearing a saffron coloured dhoti. The man
on the extreme right in the scene is also wearing a saffron coloured dhoti and he is sporting a tuft in
frontofhishead.

Tier-1, Panel-9,Row-1, Scene-I1I

The First row shows the Nellaiappar-Gandhimati Temple with the Seven note producing musical
pillars (sapta swara) and its sthalavriksha- Bamboo (Dendrocalamus strictus - Solid Bamboo).
The Sapta Swara pillarscanbeseenin Nellaippar templeevennow. Aflagstaff(dvajasthambha)
inbetweentwo coconuttreesisshown. The Rajagopura ofthe Nellaiappar-Gandhimati Templeis
shown. A percussionist is beating the double sided drum. A dancer is dancing in a natyamandapa
(dancing hall). Next to this scene Nandi is shown under a mandapa opposite to Linga (Siva)
within a garbhagriha. A bhattar is showing deepaharathi to the shrine. A coconut tree is shown in
between the shrines. Another bhattar is showing deepaharati to the Gandhimathi Ambal shrine.
Thesthalavriksha-Bambooisshownatthe extremeright.

Tier-1, Panel - 9,Row-1II, Scene-1

Three persons are standing with their hands in anjali mudra. The person from the extreme left is in
smallstatureand heisdepicted assportingasaffroncoloured dhoti. Hisheadiscovered withatypeof
hat made of cloth. To his left a noble is standing. He is wearing a silk lower garment befitting his
stature. The haironhisheadisarrangedinabun fashion. Kurumpala tree (Artocarpus heterophyllus
-Jack fruittree)isshowninbetweenthe second and the third man. Thethird oneis wearingadifferent
dhoti. Heissportingadifferenthaircoveronhishead. Thereisa mandapa inwhich Nandi isshown.
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A bhattar is showingdeepaharati. A Saivite religious pontiffisstanding with hishandsin anjali.
Heissportingatuftonhishead. Abamboo staff withasaffroncoloured piece ofclothtiedtothetopis
leaningonhisleftshoulder. Heiswearinga rudraksha bead malaonhischest. Heisaccompanied by
hisattendant. Aladyofhighstatusisshownstandingundera mandapa andworshipping Nandi. Two
percussionists are beating double sided drums in the extreme right near the pillar separation. Such
pontiffsareusually Sankaracharyas. Thismaybe Pradosha worshipsince linga isnotvisible.

Tier-1I, Panel - 9,Row-1I, Scene-II

A bali peetah (sacrifice pedestal in which rice is offered) and a flag staff (dvajasthambha) are
shown in between two Kurumpala - Jack fruit trees. A percussionistis beating a double sided drum
under a mandapa. Two dancers are shown under a mandapa worshipping the Lord. A bhattar is
showing deepaharati. A noble and his attendant are shown worshipping on the other side of the
Garbhagriha.Thenobleiswearingaheaddresstypical ofthe Vijayanagara dynasty. Nexttohimthe
sthalavriksha Kurumpala - is depicted on a pedestal. Next to this scene three priests are standing
before the garbhagriha of the Ambal shrine. Kurumpala - tree is the sthalavriksha of
Tirukkuttralam temple. The presidingdeity lord Siva iscalled as Kuttralanatharandthe Ambal, his
consort, mother Parvati is called as Kuzhalvoi Mozhiammai (Sri Venu vaak vahini).
Kurumpalaveesar, sung in Tevaram was composed by Tirujnanasambandar. (Mandiramavatu
Neeru). Themonkeysareplayingonthe Kurumpala tree andrivernearthe mountain, whichbecomes
six Sivalingas andthe worship at the temple are shown next. This scene is depicted at the extreme
rightofthe 2™ Row.

Tier-1, Panel - 9,Row-1III, Scene-1I

The row here (above the floral decoration row) shows the worship at Tiruvanaikkaval
(Jambukeswaram) temple. A percussionist is beating a double sided drum while a gong beater is
beating his gongto his left. Two devotees are standingundera mandapa. Atall queenis shownnext.
The firstoneissmallinstatureandissportingakondaitypeofhairdoonhishead. Thepersonstanding
next to him is having tuft behind his head. Both seem to be singing. Two other persons are standing
under an adjoining mandapa. Another one is standing with a bell in his left hand. A bhattar is
showingdeepaharati tothedeityinthe garbhagriha. Three personsare standing fromthe extreme
right of the Row worshipping the Lord. The temple is identified based on the sthalavriksha - jambu -

Naaval-(Syzygium cumini).
Tier-1, Panel - 9,Row-1III, Scene-1I

A flagstaff (dvajasthambha)is shown. Three persons are standing under a mandapa. The vimana
and the garbhagriha are shown. Next to this scene a percussionist is shown as beating his double

sided drum under a mandapa. Three persons are worshipping under a mandapa. A bhattar is
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showing deepaharati to the Ambal shrine. Further right to the shrine two persons are worshipping
the Ambal. Four musicians are depicted as playing their instruments at the extreme right of the row
after a Jambu tree - Syzygium cumini (naaval- Tamil). Two musicians in the extreme right are
blowing their wind pipes. The musician next to themis beating the 'kaitalam'(cymbals) instrument.

The firstonenearthetreeisbeatingadoublesided drum. This partisobscured.

Tier-1, Panel - 10 : Dakshinamurti

Onaclose examinationitis found that Sanakadi (Sanaka, Sanatana, Sanandana and Sanatkumara)
rishis are worshipping Dakshinamurti seated under a banyan tree on the skin of a tiger. He has four
hands. The upper right hand is holding an axe and the upper left hand holding a deer (facing Siva).
The lower right hand is portrayed in the attitude of abhaya (protection) and the left hand is thrown
down.Heisseatedonahillock. Four rishis areseatedbefore him.Two other rishis arestandingata
distance and are worshipping Dakshinamurti. They are keeping their hands in anjali above their
head.One rishi isseatednearhimisholdingapalm-leafmanuscriptinhislefthandand writing with
a stylus. There is a label in the manuscript which reads as “na...ththa...n...nama”. We could not
decipherwhatitdenotes. Anotheroneisseatednearthefirstsage. Twoother rishis areseatedbelow.
One is showing vitarka mudra (arguing posture) and the other one writing with a stylus on a palm
leaf. Indian tradition accords a special reverence to the Guru or the teacher. Dakshinamurti, in the
Hindu system of belief is regarded as the ultimate Guru - the embodiment of knowledge and the
destroyerofignorance (asrepresented by the demonofignorance being crushed under the feet of the
deity). The Jnana Mudra isinterpretedinthis way:- The thumb denotesthe God and the index finger
denotes the man. The other three fingers stand for the three congenital impurities of man viz.
arrogance, illusion and bad deeds of the past births. When man detaches himself from these
impurities, he reaches God. Another interpretation is that the other three fingers denote the three
states of life: Jagruti (Fully awake through sensesand mind), Swapna (Sleep state - When the mind
is awake) and Sushupti (True-self - When the senses and mind go into soul - Atma). The Abhaya
Mudra, a gesture with the hand lifted above thigh with palm facing out, fingers pointing, is
interpreted as showering His grace upon His students viz. Sanakadi (Sanaka, Sanatana, Sanandana
and Sanatkumara) rishis. Manickkavachakar saw Dakshinamurti with the above four rishis in

Avudaiyarkoil (Tirupperundurai).

Tier-1I, Panel - 11: Sages

There are three rows in this panel. The top row is damaged. In the second row two Sages are seen
worshipping. The first sage is holding his hands in anjali mudra. Abamboo stick in which a piece of
saffron cloth tied in the end is seen leaning his left shoulder. The right one is seated holding his right

hand in the attitude of learning mudra. In the third row again two sages are worshipping. The first
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sageis showinghisright hand in the attitude of tarjani mudra. The second oneis holding a palm leaf
manuscript in his left hand and right hand his portrayed in attitude of adana mudra. All the sages are

facing Dakshinamurti of theearlierpanel.

Tier-1, Panel - 12 : Temple Scene

In the first two rows, temple scenes are depicted. In the first row, a percussionist, a dancer and two
bhattars,one showing deepaharathitothe Linga aredepicted. Anobleisinthe extreme right with
handsinanjali.Inthesecondrow, the Ambal and Siva shrines areshown.Two personswithhands
in anjali mudra to the extreme right are seen. Trees (Arjuna) are shown. This appears to be
Sphutarjunam (Tiruppudaimarudur). In the third row, the scene of Mahabali and Vamana are
depicted. Vamana isshownhere with hisumbrellaleaning onhisrightshoulderandlifting hisleftleg
and keepingitonthe palms ofKing Mahabali. Hebeingabrahmachari,the sacred thread is shown on
hischestandhepointshislefthandabovein sucimudra.King Mahabali's attendantis standing witha
fly whisk on the right side wondering. King Mahabali 1is shown bent down in reverence before

Vamana.

Inthe fourth row, twodogs fightingisshown.

Tier-1, Panel - 13 : Visvarupa of Vamana

Vamana tookvisvarupa andkeepshisfootonthehead of Mahabali. Heisshownas Trivikrama with
all his attributes- Discus, Conch, Bow and Sword and bestows his benevolence on Mahabali. The

paintingisdamaged.

Tier-1, Panel - 14 : Arjuna Pasupatastra Episode
Tier-1, Panel - 14, Row-1, Scene-1I

Atemple tank with fish is shown. A coconut tree is shown. A gopura with its base is shown. Seven
pillarsdenoting sapta swaras areshown. Nexttothisabalipeetah inbetweentwo coconuttreesare
depicted. A flag staff (dvajasthambha) in between two coconut trees is shown. Three priests are
worshipping a Linga ina garbhagriha. The first two priests are depicted in Anjali mudra. All the
three are having atop knot on their heads. The third one is performing deepaharati. Beyond, a person
is worshipping the deity. A bamboo tree is shown. After the bamboo tree two musicians are playing
their musical instruments. The first one is blowing a wind pipe and the next one is playing a double

sideddrum. Bamboosignifies Nellaiappar temple.
Tier-1, Panel - 14, Row-1, Scene-II

Two persons of high status painted in black wear their lower garment with pleats arranged at the
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centre in front, secured by means of a waist band wrapped around their hips. The first one is holding
hishandsin anjali abovehishead. Thesecondone fromleftisholdingabow inhisrightshoulderand
holding his hands in anjali mudra near his chest. He is Arjuna. A tree with branches is shown.
Devendra wearing thelower garment with pleats arranged atthe centre in front, secured by means of
awaist band wrapped around is seated ona high stool, keeping his left hand on his hip and showing
vitarka mudra inhisright hand. Three devas are shown as standing behind Devendra holding their
righthands before their mouth in supplication. All of them are wearing the lower garment with pleats
arranged at the centre in front, secured by means of a waist band wrapped around. They are holding
bowsintheirleftshoulders.

Tier-1I, Panel - 14, Row-1I, Scene-1I
Story:

This scenereminds us that Arjuna,one ofthe Pandava brothers, wanted to geta weapon with which
he could not be defeated by anybody on earth. During their incognito sojourn (ajnatavasa), he
approached Devendra to getideas to fulfil his dream. Devendra advised himto do penance on Lord
Siva.Healonecouldgivehim 'Pasupatastra’ (divineweapon), whichalone could fulfilhisdream.

Description of the Scene

A Saivite temple vimana with garbhagriha is depicted here. A musician with a moustache on his
face is playing his double sided drum. An assistant priest with a tuft behind his head is holding a
ceremonial chatra (umbrella) whichare showntothedeityin pujas. Heis wearingasacredthread on
his chest. The main priest is showing deepaharati to the deity. He has a tuft in the front of his head
(Kerala- Namboodiri style). Heiswearingasaffroncolouredlower garmentwith pleats arranged at
the centre in front, secured by means of a waist band wrapped around. A sacred tree is shown behind.
Atreenearawaterbody with fishisshownbeyond.

Tier-1, Panel - 14, Row-1I, Scene-1I
A balipeetah andatreeareshown.A garbhagriha with vimana and mukhamandapa areshown.

Apercussionistis playing a double sided drum. A danceris dancingunder the mandapa. A bhattar is
showing deepaharati tothedeity, Linga atthesanctumsanctorum (garbhagriha). Another musical
partyisshownbeyond. The firstoneisplayinga taala instrument. Thesecondoneisplayingadouble
sideddrum. Thethird one (small figure)isplayingawindpipe.

Tier-1I, Panel - 14, Row-1I, Scene-III

Arjuna wenttothe foresttoachieve his goal. ATigerandaDeerare runningaway onseeing him. This

sceneisdepicted.
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Tier-1, Panel - 14, Row-1III, Scene-1I

A bhattar is showing deepaharati to the deity, Linga atthe garbhagriha.A vimana is shown
above the garbhagriha. Beyond the garbhagriha, a bali peetah 1is depicted. A sacred tree is
depicted. A Flagstaff (dvajasthamba) is also depicted.

Tier-1, Panel - 14, Row-1III, Scene-II

Apercussionistis playing a double sided drum. Two men ofhigh status are worshipping. A dancer is
dancing under the mandapa. A bhattar is showing deepaharati to the deity, Ambal atthe sanctum

sanctorum (garbhagriha).Atreeandawaterbodyaredepictedbeyond.
Tier-1, Panel - 14, Row-1II, Scene-III
Story:

Due to unbearable anger, during his penance due to the trouble given by a wild boar, Arjuna killed it
withanarrow. Siva wanted to testthe patience of Arjuna andtook the formofahunter with Parvatias
the hunter's wife carrying Muruga on her hip, came down and started teasing him that it was Siva
disguised asahunter whokilled the boar. Hence, the hunted boar mustbe giventothe Lordindisguise.
Arjuna disputed this. Due to this wordy duel, Arjuna could not continue his penance and his anger

knewnoboundsandhestarted fighting with the hunter.

Firstthey started fighting withbow and arrow. Sivatook the upperhandin the battle though Arjuna is

wellknown forhisarchery.
Descriptionof the Scene

Arjuna approached Daumya Maharishi and after taking his blessings, he starts the penance.
He worshipped Agni and invoked his blessings. He created a Yagnya (sacred fire). In its centre, he
kept a lemon and placed a needle on top of it. He stood with his toe on the needle and started his
penance. He was standing with his right leg bent and spread his hair and keeping his hands in Anjali
(hands folded in prayer pose) above his head. This scene is depicted here. Since he is doing severe
penance he is painted in black. A wild boar is shown with an arrow piercing its neck is shown below
Arjuna. A hunter (Lord Siva in disguise) and a hunter woman with a child (Goddess Parvati with
Skanda on her left hip in disguise) is shown. A fight between the hunter (Lord Siva in disguise) and

Arjuna (portrayedinblackcolour)withcurvedsticksisdepicted hereatthe extremeend.
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Tier-1, Panel - 15,Row-1 : Urvasi

Urvasi is staring at Arjuna. She is standing under a tree. After getting Pasupatastra, Arjuna is
invited to Indra sabha by Devendra. The painter correlates that scene here. He incurs the curse of

Urvasi,whodesiredhim, but herefusedstatingthatshewaslikeamothertohim.

Tier-I, Panel - 15,Row-1I : Lord Siva granting Pasupatastra

Pleased with his penance, Lord Siva showed him his true form. He isriding his vehicle Nandi with
Parvati onhis leftside. He granted him “Pasupatastra”. This story is painted here in these panels.

Inthispicture,theboongrantingsceneisdepicted.

Tier-1, Panel - 15,Row-1III : Sword fight between Lord Siva and Arjuna

Arjuna and Siva started fighting with sword. Even in this fight Siva won. Finally, they took to
wrestlingand Siva tossed Arjuna withhisleftlegandnotknowingwhattodo, Arjuna inhisagony

calledthe Lordtosavehim.Inthispicture,theswordfightisdepicted.

Theworkofthe Art historianismadedifficultduetojumbledsequenceofthepaintings.

Tier-1I, Panel - 16 : Dailychoresof Rishis
Therearethreerowsofpaintings.

First Row: A rishi isseatedwitha danda inhisright hand. The haironhisheadiscovered witha
cloth in the form of a jatabhara fashion. Thereis wooden pillar in between two panels with floral

depictions. Another rishi isseatedwitha danda inhisrighthand. Heiswearingasacredthread.
Second Row: Similar rishis areportrayed withtheir dandas in their left hands.

Third Row : Similar to the above in all respects except that they have their dandas in their right
hands.
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Post Script related to Manikkavachakar Episode : Tier-1, Panel - 2

Manikkavachagar is one of the Saivite quartet. He wrote 'Tiruvachagam'. While most
historians place him in the 9" Century AD, there is another theory that he belongs to the
3" Century AD. As evidence in literature, the verses of Appar of 6" - 7" Century AD,
one of the quartet is cited. Appar describes the episode of foxes becoming horses and
vice-versa. T. Ponnambalam Pillai says that Tiruperunthurai is Tirupunithura near
Cochin. He cites Tiruvachagam as his justification, which describes a port town.
K.G. Sesha Aiyar claims it as Vaikom. He cites Malayalam words in Tiruvachagam in
support. Both writers mention reconversion of early Syrian Christians by
Manikkavachagar. 1ltoop and Rev. Thomas Whitehouse quote Mosheim, a historian to
state that the re-converts back to Hinduism were called Manigramakars
(Manigramakars) and their settlement as Mani Gramam. Arimardana Pandya is the
63" King after Kulesha Pandya and is a Sangam period Pandya as per the chronology
of James Henry Nelson and not Varaguna 11 as identified by many historians. It is

possible that there were two Manikkavachagars also.
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Narumpoonathaswami Temple - Tiruppudaimarudur
Mural Panel’s Height - 82”

Diagramatic sketch of the Interior of the Rajagopura
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Mural Paintings of Tier - Il
A List of the Mural Panels

Panel - 1 : Horse rider; Panel - 9 : North bound homeward march
Bull rider and Musical Party; of the Vijayanagar army

Elephant rider . .
Panel - 10 : Commanders visiting Narumpoonathaswami;

Panel - 2 : Episode of War between Sellappa, Commanders riding their horses ...;

the rebel Naik and Chinna Tirumala, Commanders worshipping Narumpoonathaswami
the Vijayanagar King
Panel - 11 : Vijayanagara commander riding on an elephant;
Vijayanagara commander riding on a horse;

Panel - 3 : Narasimha piercing the stomach of Vijayanagara commanders

Hiranyakasipu;

Prahlada and Hiranyakasipu Panel - 12 : Arrival of Tenkasi Pandya King, Srivallabha
Panel - 4: Il_\ll’;ar;é:,SiZ(l;aSipLgrcing the stomach of Panel - 13 : Achyuta Raya marrying the Pandyan Princess

Asurays P Achyuta Raya, Salukkaraju and Pandya King

Achyuta Raya presenting gifts to Pandya dignitaries

Panel - 5 : Ganesa

Sages and Adhikaranandi Panel - 14 : Victorious army of Vijayagar headed by Chinna Tirumala

reaches Trichy where the King Achyuta Deva Raya is
Panel - 6 : Nataraja and Sivakamasundari camped.

Panel - 7 : Return of the Victorious Vijayanagar Panel - 15 : Foot soldiers

Imperial army to Hampi .
Panel - 16 : Vijayanagar army scenes

Panel - 8 : Stable-ship



Tier -II : Episode of War between Sellappa, rebel Naik and Chinna Tirumala, the Vijayanagar King
- 180 degree view

Three rows of the panel. Above them Hamsas (swans) with their long plumes are portrayed.

126



TIRUPPUDAIMARUDUR MURALS TIER-II
Tier - II, Panel - 1

Row -1 :
Horse rider

Row - 11 :
Bull rider and
musical party

Row - III :
Elephant rider
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Tier -1I, Panel - 2 : Episode of War between Sellappa, the rebel Naik and Chinna Tirumala, the Vijayanagar King

| i T, . T—

Row - II1




Tier -II, Panel - 2 : Episode of War between Sellappa, the rebel Naik and Chinna Tirumala, the Vijayanagar King

| Row -1 Scene - I | | Scene - I1 |

Portion
hidden
by the
pillar

Portion
hidden
by the
pillar

| Row - 11 Scene - I obscured " Scene - I1 |

Scene - 11

Portion
hidden
by the
pillar
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Tier-1I, Panel - 2 : Episode of War between Sellappa (Chellappa),
the rebel Naik and Chinna Tirumala, the Vijayanagar King

Row -1, Scene -1 : Chellappa in council

Row - I, (Scene - I1, inset & hidden from view) : A Noble on an elephant with soldiers
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Tier-1I, Panel - 2 : Episode of War between Sellappa,
the rebel Naik and Chinna Tirumala, the Vijayanagar King

Scene - 1: Obscured Scene - 11 : Battle Scene

Row - III

Scene - 1: Viswanatha Nayaka purchasing
horses from Portuguese merchant

Scene - Il : Viswanatha Nayaka purchasing
horses from Portuguese merchant - right extreme discoloured may be due to sunlight
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Tier-1I, Panel - 3, Row -1 : Narasimha piercing the stomach of Hiranyakasipu
Row - I1: Prahlada and Hiranyakasipu
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Tier-1I, Panel - 4, Row - I : Narasimha piercing Tier-1I, Panel - 5, Row -1 : Ganesa;
the stomach of Hiranyakasipu; Row - I1 : Sages and Adhikaranandi
Row -1I1: Two Asuras
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Tier-I1, Panel - 6 : Nataraja and Sivakamasundari (latter on wood)
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Tier-1I, Panel - 7 : Return of the Victorious Vijayanagar Imperial army to Hampi




Tier-1I, Panel - 7 : Return of the Victorious Vijayanagar Imperial army to Hampi

Row -1 Scene -1 | | cene -1I

=

Row -1I Scene -1 Scene - 11

Row - II1 Scene -1 Scene - 11

Before Pillar Bifurcation After Pillar Bifurcation
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Tier-1I, Panel -7 : Return of the Victorious Vijayanagar Imperial army to Hampi

Row -1, Scene - I: Marching of Army ( hidden)

and the Tiruvadi (Venad ) King, Udaya Marthanda Varma (main)

= TSR ]

Row-1, Scene - II : Marching of Army
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Tier-II, Panel -7 : Return of the Victorious Vijayanagar Imperial army to Hampi

Row- 11, Scene -1 : Battle Scene

Row-1I, Scene -1I : Battle Scene
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Tier-1I, Panel -7 : Return of the Victorious Vijayanagar Imperial army to Hampi

Row-II1I, Scene - I: Marching of Army

Row- II1I, Scene -I1 : Marching of Army
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Tier-1I, Panel - 8 : Stable-Ship
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Tier-1I, Panel - 8 : Stable-Ship

Scene - II : Horse Trainer

Scene - I1II : Stable-Ship and Disembarkation of horses

Horse Trainer Scene - V : Horse Trainer




Tier-I1, Panel - 9 : North bound homeward march of the Vijayanagar army




Tier-I1, Panel - 9 : North bound homeward march of the Vijayanagar army

Scene -1 | | Scene - 11

Row - 111 Scene -1 Scene - 11

Before Pillar Bifurcation After Pillar Bifurcation
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Tier-1I, Panel - 9 : North bound homeward march of the Vijayanagar army

Row - I, Scene - I : North bound homeward march
after winning the battle by the Vijayanagar army
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Row - II, Scene - I : North bound homeward march
after winning the battle by the Vijayanagar army

e
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Tier-1I, Panel - 9 : North bound homeward march of the Vijayanagar army
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Row - II1, Scene - II : Horse riders are returning (after pillar bifurcation)
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Tier-1I, Panel - 10

. i L
— - -2

Row - III: Commanders are worshipping Narumpoonathaswami
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Tier-11, Panel - 11

Row-1:
Vijayanagara commander
riding on an elephant

Row-1I:

Vijayanagara

commander riding on a horse
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Row -1

Tier-II, Panel - 11,

Row - Il : Vijayanagara commanders

: Row - III

Tier-II, Panel - 12 : Arrival of
Tenkasi Pandya King, Srivallabha
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Tier-11, Panel - 13

Achyuta Raya, Salukkaraju Chinna Tirumala and
Pandya king Srivallabha
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Row -II1: Achyuta Deva Raya (Achyuta Raya ) presenting gifts to the Pandya dignitaries
151




Tier-I1, Panel - 14 : Scenes of the Victorious army of Vijayanagar
headed by Chinna Tirumala reaching Trichy where the King Achyuta Deva Raya is camped
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Tier-I1, Panel - 14 : Scenes of the Victorious army of Vijayanagar
headed by Chinna Tirumala reaching Trichy where the King Achyuta Deva Raya is camped

| Row -1 Scene - 1 | | Scene - I1 |

Scene - 1 | Scene - I1 |
| Row - IIT Scene - I " Scene - 11 |
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Tier-I1, Panel - 14 : Scenes of the Victorious army of Vijayanagar
headed by Chinna Tirumala reaching Trichy where the King Achyuta Deva Raya is camped.

Row -1

Row - II

Scene - I (including hidden portion - in the extreme left)
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Tier-II, Panel - 14 : Scenes of the Victorious army of Vijayanagar
headed by Chinna Tirumala reaching Trichy where the King Achyuta Deva Raya is camped.

Scene - 11

Row - I1I

Scene - I (hidden portion)
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Tier-11I, Panel - 15

Row -1

Row - I1I

Tier-I1, Panel - 15 : Close-up of Row - I, II and III
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Tier-1I, Panel - 16 : Vijayanagar army scenes

Row -1V

Before Pillar Bifurcation After Pillar Bifurcation

157



TIRUPPUDAIMARUDUR MURALS TIER-II

Tier-11, Panel - 16 : Vijayanagar army scenes




MURAL PAINTINGS OF TIER- 11

The importance of the Arab Horse trade for the Vijayanagar Empire, the Portuguese and the
Arabs

Excerpts from books written more than a hundred years ago in the picturesque language of colonial
India have been reproduced below since we do not want to spoil their effect by re-writing in modern

English. Nopointre-inventingthe wheel.
Military Strength of Vijayanagar

In his book, A History of Vijayanagar -The Never to be Forgotten Empire By B. Suryanarain Row
(firstpublished 1905), he statesas follows:

“A sasana datedS.1353 (AD 1431)onaslabclosetotheinner Gopuraofanoldtemplein Nandalur

recordsagrantby Deva Raya of Vijayanagar.” ThisshowsthehistoricaltimeperiodofDevaRayall.
Turing nowtoFerista, the followinginformationmaybe gathered:

“Alla-ud-deen's first act was to dispatch his brother Mohomed Khan with a powerful army against
Deva Raya of Bijanagar, who was alleged to have withheld his tribute for five years, and to have
refused to pay his arrears. They laid waste the country in such a ferocious manner that the Raya ina
shorttime was glad to make peace by giving 20 elephants, alarge sum of money, and 200 female slaves

skilledinmusicanddancing,besidesavaluablepresentto Mohomed Khan”.

Aboutthe year AD 1442, Deva Rayabeganto consider very seriously his positioninrelation with his
powerful neighbour at Gulburga. He called a general council of his nobles and principal Brahmin
advisers, and observed to them, that as his country of the Karnatic far exceeded the territories of the
house of Bahmini and as his forcesandreserves were greater than those ofits Princes, he asked them
to find out the causes for Mussalman successes and the defeats of the Hindus. Some ascribed the
defeats to the superiority of the Mussalman cavalry onaccountofthe goodbreed oftheir horses, as
against the ill-bred country mounts of the Carnatic; others said that the Sultans always kept a large
bodyofexcellentarchersintheirservice, while there were only a few inthe service ofthe Ray. After
an examination of the causes, Deva Raya gave orders for the entertainment of Mussalmans in his
service, allotted them jagirs, built mosques for their use in the city of Bijanagar, and commanded

thatnooneshouldmolesttheminthe exercise oftheirreligion.”
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“He ordered a copy of the Khoran to be placed near his throne on arich desk, so that the Mahomedans

mightperformtheceremonyofobeisanceinhispresencewithoutviolatingtheirreligiouscodes.

Hemadeallthe Hindu soldiers to learnthe discipline ofthe bow, inwhich he and his officers used such
exertions, that in course of time he had 2,000 Mussalmans and 60,000 Hindu archers, well skilled in

theuseofthebowsandarrows,besides 80,000 horseand 200,000 footarmed with pikesandlances.

Ruins of mosques may be seen even now by the traveller to Bijanagar. Ithasalready been shown that
the Rayas of Vijayanagar were thoroughly tolerant in religious matters, and dealt with different
sections ofthe huge population, subjectto their sway, inamanner, that wouldreflect greatcreditupon

themostenlightened monarchsofthe presentday.

Deva Ray 11 seems to have been specially gifted with political tact and when he learnt that the
entertainment of Mussalmans into hisarmy would giveitefficiency and tone, he wentto the length of
even sacrificing his royal dignity as an emperor, by allowing the Mussalmans to practice their
religious rites unmolested and even condescended to waive his right to the royal salute by the
Mussalman servantsbyallowingthemtoshowtheirrespecttoacopyofthe “khoran” whichheplaced
infrontofhisthrone”. (Row, B.Suryanarain,1993,p.286-287).

This is also corroborated in the famous book 'A Forgotten Empire (Vijayanagar) - A Contribution to
the History of India ' by Robert Sewell I.C.S., then Collector of Bellary (first published 1900 AD).

Hewrites quoting other contemporary chroniclers.

“About the year 1442 Deva Raya began to consider more seriously his situation in relation to his

powerfulneighbour at Kulbarga.

He called a general council of his nobility and principal brahmins, observing to them that as his
country of Carnatic in extent, population, and revenue far exceeded the territories of the house of
Bahmenee; and in like manner his army was far more numerous, he wished therefore to explore the
cause ofthe mussulmauns' successes, and his beingreduced to pay them tribute. Some said.. .that
the superiority ofthe mussulmauns arose fromtwo circumstances: one, all theirhorses beingstrong,
and able to bear more fatigue than the weak, lean animals of Carnatic; the other, a great body of
excellent archers always kept up by the sultans of the house of Bahmenee, of whom the Roy had but

fewinhisarmy”.

“Deo Roy upon this gave orders for the entertainment of mussulmauns in his service, allotted the
jaghires,erectedamosque fortheiruseinthecityof Beejanuggur,and commandedthatnooneshould

molesttheminthe exercise oftheirreligion. Healsoordereda koraun tobeplacedbeforehisthrone,
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on a rich desk, that the mussulmauns might perform the ceremony of obeisance in his presence,
without sinning against their laws. He also made all the Hindoo soldiers learn the discipline of the
bow;inwhichheandhisofficersusedsuchexertions, thathehadatlengthtwothousand mussulmauns
and sixty thousand Hindoos, well skilled in archery, besides eighty thousand horse and two hundred

thousand foot,armedintheusualmannerwith pikesandlances”.(Sewell, Robert,1900,p.72)

Two inscriptions at Conjeeveram, dated respectively in 1532 AD and 1533 AD, imply that at that
period King Achyuta reduced the country about Tinnevelly; but apparently he was not present in
person, and nothing further is known regarding this expedition. (Sewell, Robert, 1900, p.167). This

episodeisdepictedinthepaintings.

To the Portuguese, the change (fall of Vijayanagar in 1565 AD) was of vital importance. Federici
(Sewell,Robert,1900,p.210) has leftusthe followingnote on their trade with Vijayanagar, whichwe

extractfrom “Purchas's Pilgrims:”-

“The Merchandize that went every year from Goa to Bezeneger were Arabian Horses, Velvets,
Damaskes, and Sattens, Armesine of Portugall, and pieces of China, Saffron, and Scarletts; and from
Bezeneger they had in Turkie for their commodities, Jewels and Pagodas, which be Ducats of
Gold; the Apparel that they use in Bezeneger is Velvet, Satten, Damaske, Scarlet, or white Bumbast

cloth,accordingtotheestateoftheperson, withlong Hatsontheirheadscalled Colae, &c.”.

Sassetti (Sewell, Robert, 1900, p.210), who was in India from 1578 AD to 1588 AD, confirms the

othersastoPortugueselossoftradeontheruinofthecity:-

“The traffic was so large that is impossible to imagine it; the place was immensely large; and it was
inhabited by people rich, not with richness like ours, but with richness like that of the Crassi and the
othersofthoseolddays... andsuchmerchandise! Diamonds, rubies, pearls... andbesidesallthatthe
horsetrade. Thatalone producedrevenueinthe city (Goa) of 120 to 150 thousand ducats, whichnow

reachesonlysixthousand.”
Couto (Sewell, Robert,1900,p.210) tellsthesamestory:

'By this destruction of the kingdom of Bisnaga, India and our State were much shaken; for the bulk of
thetradeundertaken by all was forthiskingdom, to whichthey carried horses, velvets, satinsand other
sorts of merchandize, by which they made great profits; and the Custom House of Goa suffered much
inits Revenue, so that from that day till now the inhabitants of Goabegan to live less well; forbaizes

and fine cloths were a trade of great importance for Persia and Portugal, and it then languished, and
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the gold pagodas, of which every year more than 500,000 were laden in the ships of the kingdom, were

thenworth 7% Tangas, andto-dayareworth 11’2, andsimilarlyeverykindofcoin'.
Story of the Murals

Sellappa Saluva Nayak, the Governor of Cholamandalam, Tumbichi Nayaka of Paramakudi and
Udaya Marthanda Varma of Venad (1516 - 1535 AD) formed an alliance against Vijayanagar.
Sellappa supported Achyuta Raya against Rama Rayatobecome the Emperor. Butaftersucceeding
tothethrone, Achyuta settledthedifferences withhisrival Rama Rayaandignored Sellappa. Enraged
at this, Sellappa turned arebel. Defeated by the imperial forces, he fled southward and supported by
Venad, occupied Tenkasi from the Pandyas. Sri Vallabha, the Pandyan king, appealed to Achyuta
Raya for protection. Accordingly, the Raya marched to Tiruvannamalai and directed military
operations against the rebel powers. Taking command of the army Chinna Tirumala defeated the
Venad forces at Aralvaimozhi in 1532 AD, restored Sri Vallabha to the Pandyan throne (Tenkasi
territorytowhichthekingdomhadshrunk)and forced Sellappa and Tumbichi Nayak tosurrender.

The grateful Sri Vallabha gave his daughter in marriage to Achyuta Raya (Rajayyan, K, 2005,
p.170).

Thedescriptionsinthepanelsare fromLefttoRightexceptwherespecificallyindicated.

Tier-1I,Panel - 1,Row-1I : Horse rider

A horseriderissittingonthebedecked horse withhislefthand holdingthereinsandholdingaswordin
hisright hand. A groom is holding the reins in front. The horse rider is wearing a turban covering his
haircombedinadouble knot with broad strips hanging over the sides and close-fitting loin-cloths; has
earornament,alargenecklet,ahara (longnecklace),valayas (bangles)inforearmsand bahuvalayas

(anarmletwornontheupperarm). Awatervesselisalsoseennearthe groom.

Tier-II,Panel - 1,Row-1II : Bullrider and Musical Party

A person is riding a bedecked bull with paraphernalia. Three musicians are playing the musical
instruments atthe top; one onthe leftcorneris playing the Murasu or Nagara (drum);the centre oneis
playingawind-pipeandanotheratthecornerisplayingthe curved wind-pipe. The musicianatthe front
isseenplayingadholak (apercussioninstrument). Thebullrideriswearingaturban coveringhis hair
combed inadouble knot with broad strips hanging over the sides and close-fitting loin-cloths; has ear

ornament,alargeneckletandahara (longnecklace),valayas (bangles)inforearmsand bahuvalayas
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(an armlet worn on the upper arm). The musicians also wear turbans covering their head. This scene
indicates that the bull rider is going to a battle. He is a drum beater to enthuse the army announcing a

war andbattle.
Tier-II,Panel - 1,Row-1II : Elephant rider

The elephant rider is shown bare-breasted, a turban covering the hair, which is combed in a double
knotandheld withaclose-fitting cloth. He mustobviously beamemberofaspecialunitsince he wears
alargenecklet made oftwo beaded strings and double valayas on his upper and forearms. He holds an
ankusa (goad) which is kept on the temple of the elephant. The movement of the elephant is depicted
sincethe fore-legandhindlegarelifted up.

Tier-1I, Panel - 2 : Episode of War between Sellappa (Chellappa), rebel Naik and
ChinnaTirumala, the Vijayanagar King

Tier-1II,Panel - 2,Row-1, Scene- I

Thepersonseatedunderacanopyonadecorated seat with hisrightlegkeptovertheleft,iskeepinghis
left palm on his knee and right hand in his hip. He sports a beautiful headgear. He is wearing ear
ornaments, kantti (ornamenttiedclosetotheneck), katakas (typeofbracelets)etc. Heisidentifiedas
Chellappa (Sellappa). The painting is damaged. To his immediate left is the Olai Nayagam, saying
something. Hishandisin upadesa mudra. The second personontheleftisthe bodyguard with shield.
Thefirstpersonfromtheleftinthepictureisthespittoonbearer withspittoon forbetelleaves. Theyare
under a canopy. In front of the chief, the first person is saying something which is being listened to by
thepersonwithhishand onhismouth. Behindare personswith tallhatsonhorses. Theyare Portuguese
horse traders. Two warriors holding a sword in their right hands and holding the reins of the bedecked

horsesonwhichtheyareridingare following.
Tier-1I, Panel - 2, Row-1, Scene- 11

An elephant with its rider is following them at the end. There are four soldiers standing behind him.
A pike man with a pike in his left hand, three bowmen with their bows hanging on their left shoulders

areseen. Thisisahorsetradescene. Thissceneishiddenbehind the woodenpillar.
Historical Episode:

Achyuta Deva Raya's two brothers-in-law, Salakkaraju Periya Tirumala and Salakkaraju Chinna

Tirumala,engineered ariftbetween himand Chellappa alias Saluva Narasingha Nayaka.Chellappa
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was the “mahamandalesvara” of Thanjavur, Nagapattinam, Bhuvanagiri and Tirukovilur areas
during the rule of Krishnadeva Raya, the predecessor of Achyuta Deva Raya. So there were three
rebellions against Achyuta Deva Raya, one each on the banks of the rivers Cauvery, Vaigai and
Tamraparani (Stein, Burton, 1989). The frequent conflicts between the two houses created disorder
intheland. While the Pandyas of Tenkasi acceptedtheoverlordshipofVijayanagara,the Pandyasof
Kayattar allied themselves with the rebel powers. In the south-western region the chiefs of
Travancore (Venad in that period), referred to as Pancha Tiruvadis, not only warred against each
other but also committed aggressions on the Pandya Country eastward. The Raja of Venad in South
Travancore, occupied a large part of Tenkasi and established a Second Capital at Kalakkad. As a
result, the Rayasof Vijayanagara couldnotforlongasserttheirauthority inthe Far South (Kumaran,
R,2014,p.4).

Tier-1I,Panel - 2, Row-1I,Scene-1I

Thisrow istotally obscured due to deterioration and passage of time. Though the painting is obscured
we could surmise that this is a battle scene since we deduce that an archer is seen at the extreme left

aiminghisarrowonsomebody.

Tier-1I,Panel - 2,Row-1II, Scene II (FromLefttoRight)

Nexttohimapikeisseen. Belowthemasoldier withalarge shieldandaswordis seen. Afterthisscene
the hind leg of an elephant is seen. A soldier with a shield is also seen. Part of an elephant is seen.
A soldier with a sword is seen near the trunk of the elephant. Three bowmen are seen above. Three
horsemen are riding the horses. The first one from left is seeing back and thrusting a pike on a foot
soldierwhoispiercingthelegofthehorsethatheisridingwithapike. Anothersoldierwithashieldand

swordisseen. Thethirdandlasthorseriderisfightingwithtwosoldierswiththeirpikes.

Tier-II,Panel - 2,Row-1II, Scene-I (FromLefttoRight)

A spittoon bearer is seen holding the spittoon in his raised left hand. A body guard with ared coloured
shield and sword is standing. Another man is standing with his left hand in tarjani mudra. Two
persons holding their left hand near their mouth and holding a sword in their right hand are standing.
The Nayaka chiefisseenseatedunderacanopyonadecoratedseat. Heisseenleaningonthe cushion
(bolster) with his left leg kept on his right leg. He wears a conical cap called * Colae’. His left palm is
kept on the knee. He wears highly decorated makuta (headgear) whichisred in colour. It is covered
with a green cloth, the end of which is hanging on his shoulder. He is profusely ornamented. He has a
moustache. He is adorned with ear ornaments. He has armlets, anklets etc. His forehead is marked

withasacredmark. Asmalltowelisplacedonaringwhichishanging fromthe end ofthecanopy.
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Tier-II,Panel - 2, Row-III, Scene-II (FromLefttoRight)

A groupofthree Portuguese horsemen, led by theirchiefon foot, make their way towards the Kingwho
has granted them audience. They wear broad-brimmed hats with pointed tops, tight-fitting, long-
sleeved tunics without collars; close fitting trousers, cloth belts tied around the waist with a fine knot,
with their two ends hanging in front and footwear. They all carry long swords in sheaths attached to
their waist belts. Their chief (first from left) is pointing at something. The last horse is held by its
groom standing underit. Anattendant(second from left), smallin frame is seen carrying a box on his
head. This may be construed as a giftto the King. Butinthe episode earlier also an attendant carrying a
box onhis headisdepicted. Buthe was carrying cash. (Manikkavachakar series of paintings).(Tier I-

Panel-2,Scene-II). Attheextremeright,asoldierhavingaswordraisedinhisrighthand.
Historical Episode:

This painting is also damaged. Some identify the seated figure as Tumbachi Nayaka,representative
of Vijayanagar in Paramakudi for south Tamil country purchasing horses from a Portuguese
merchant, but this cannot be the case since he isarebel of Vijayanagar. This is likely to be the Nayaka
of Madurai, Viswanatha Nayaka since Kayal (near Tiruchendur)was alsoahorse importing portor
the Vijayanagar King himself who ruled at that time viz Achyuta Raya; since, the main horse trade
took placeonlyin Vijayanagar asdescribed by Robert Sewell quoting Couto, Sassetti, Nuniz, Paes

and otherchroniclers.

Hindu Mythology

During his fourth incarnation, Varaha, Vishnu killed Hiranyaksha, brother of Hiranyakasipu.
Hiranyakasipu wanted to avenge this act of Vishnu. He did severe penance and pleased Brahma, the
creator. Brahma offered to him to fulfil anything he wanted. Hiranyakasipu asked for a tricky boon
that he should not die either on earth or space; norin fire or in water; neither during the day or at night;
neither inside nor outside the palace; by a human, animal or God; neither by inanimate or animate
being. Brahma granted this boon. With this boon, Hiranyakasipu became fearless of death and
caused havoc to the population. He ordered thateveryone should utter hisname only and not Vishnu's.
However his son Prahlada (a great devotee of Vishnu) refused to do so. Repeated tortures did not
bother Prahlada. Once, Hiranyakasipu asked Prahlada whether his God present in the pillar.
Prahlada affirmed that God was present. Hiranyakasipu broke the pillar and Narasimha (man-lion
form of Vishnu)emerged andkilled Hiranyakasipu.He came outat twilight (neither day nor night);
on the threshold of his palace (neither inside nor outside); used his claws to tear the entrails of
Hiranyakasipu (neither inanimate nor animate); keeps him on his lap (neither earth nor space). Thus
theboonwasmadeineffective.
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Tier-II, Panel - 3, Row-1 : Narasimha piercing the stomach of Hiranyakasipu
Aperson(Prahlada) withalargestudinhis rightearisseenonthe woodenpillar(extremeright).

Narasimha is piercing the stomach of Hiranyakasipu keeping him on his lap and removing the
entrails with his two hands. In this painting he is endowed with eight hands carrying all his attributes.
The left leg and two of his lower hands are clutching Hiranyakasipu. He is having a conical kirita
makuta (conical crown) on his head. He is painted in emerald green (Chera school of art). The
onlookers below in Row Il are seeing him awe struck. An animal is looking at Narasimha. It may be a
jackal, since from the blood oozing out of the tearing of the body may emerge more asuras. To avoid
this, the jackal is seen waiting to drink the blood. Narasimha is portrayed here with eight hands. His
lowermostrighthandis holding the head of Hiranyakasipu andthelowermostlefthandisholdinghis
legs. The next pair of hands are shown as piercing the stomach of Hiranyakasipu. The next pair of
hands is shown in Vismaya Mudra (pose of wonder). Of the next pair (i.e. the pair just below the top),
one hand on the right of the deity is holding a discus, while the other hand is obliterated. The topmost
pairisdepictedholdingtheentrailsof Hiranyakasipu.

Tier-II, Panel - 3, Row Il : Prahlada and Hiranyakasipu

Below Prahlada (extreme left) and Hiranyakasipu seated next to him are seen. Hiranyakasipu is
pointing atthe pillar (partition) and asking if Vishnu is present inthe pillar. Inthe nextscene, Vishnu

emerges fromthepillaras Narasimha and kicks Hiranyakasipu (partially obscured).

Tier-11, Panel - 4, Row-1 : Narasimha piercing the stomach of Hiranyakasipu

Again, the first panel here is depicting the episode of piercing and removing the entrails of

Hiranyakasipu. Here two of Narasimha's lower hands are shown as clutching him.

Tier-I1, Panel - 4, Row-1I : Asuras

Beneath, two asuras are shown with fangs and carrying a sheathed sword and shield respectively.

Theyhave flamesontheir kiritas toshowthattheyare Asuras.

Tier-1I, Panel - 5, Row-1 : Ganesa

Inthe firstpanel, Ganesa isseatedonahighrise padmasana withhisusualattributes describedbelow.
Heisseated withhiseyes fixed onthenextpanelinwhich Nataraja isdancing. Heishaving fourhands
-theupperrighthandisholdinganaxe symbolising cutting the bond ofattachment; he is holdingapasa

or noose in his upper left hand. His lower right hand holds the broken tusk-representing the sacrifice
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necessary for pursuit of learning and wisdom while the lower left hand holds modaka (ball of sweet
rice) symbolising moksha (liberation). The trunkis twisted to the leftand tasting the modaka (ball

of sweetrice).

Tier-1I,Panel - 5,Row-1II : Sages and Adhikaranandi

Thelower panel represents two sages worshipping Nataraja and Adhikaranandi,the latter with four
hands. All are seen enjoying the dance of Siva. Both the sages are seen holding their hands in Anjali
above their head. Nandi with four hands holds axe and antelope in his upper right and left hands; the
lower hands are portrayedin Anjalimudra. A gana (goblin) withapotbelly and shortlegsandhands

isseenholdingthepillarnearhiminwonder.

Tier-II,Panel - 6 : Nataraja and Sivakamasundari

According to Amsumadbhedagama, the image of Nataraja should be sculptured according to the
Uttama-dasa-tala measurement. Inthispanel, the fronthandisportrayedinthe abhaya (protection)
pose, the top of the middle finger is just touching the hikka sutra (sutrai.e. measuring thread of'the
base of the neck which passes through the lower orb). On the forearm of this hand there is a sarpa-
valaya (inthe formofacoiledserpentbangle onthe forearm)orbhujangavalaya(alsoacoiledserpent
inthe formofabangle)issometimes shown. Thebackrighthandisholdingthe damaru (kettle drum).
Therightlegis slightly bent and placed upon the back of the Apasmarapurusha (personified form of
ignorance) and the knee reaches the nabhisutra (the sutra of the navel which passes through the
waist). Theleftlegisliftedup,somewhatturnedtowardstherightlegandkeptacrossit. Ontheheadof
Siva jatamakuta (matted hairinthe formofacrown)isadorned with flower garlands, datura (Datura
stramonium) and arka (Calotropis procera) flowers, a snake, jewelled ornaments, a grinning human
skull and the crescent moontied ontheleftside. Fromthis jatamakuta issueoneitherside five, six or
seven jatas (spread matted hair)andstandeitherhorizontally orarrangedinacircle. ThebodyofSiva
isadorned with a yajnopavita (sacredthread), urassutra (achestband), rings onall fingers except
the middle ones and on all toes except the middle one and anklets on the ankles. The face is smeared
with saffron paste and the rest of the body with ashes. The garment is made of tiger's skin. All the
ganas are usually portrayed above him playing various musical instruments. Patanjali and
Vyagrapada are seen near Nataraja on his left side witnessing the dance. Surya and Chandra are
portrayed in small circles above Nataraja. Sages and ganas are shown below enjoying the dance.
Especially inthis panel, the woman Saint Karaikkal Ammaiyarisportrayedina frail framesingingin
ecstasy with cymbals in both her hands. To Nataraja's left, Sivakamasundari, his consort is

portrayed with all her usual ornaments on the wooden pillar.
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Tier -1I, Panel - 7: Return of the Victorious Vijayanagar Imperial Army to
Hampi

Therearethreerowsinthispanel. Abovethem, Hamsas (swans)withtheirlongplumesare portrayed.

Awoodenpillarisbifurcatingthescenes.
Tier-II,Panel - 7,Row-1I, Scene - I (Fromlefttoright)

The first part to the extreme left is partially hidden. Three bowmen are standing with their bows
hanging on their right shoulders and holding the arrows in their raised left hands. Three foot soldiers
holding their shields and swords are depicted. Nexttothem afootsoldieris holdingthe sword in his
righthandand holdinghisshieldinhisraised lefthand. Amanholdingaspouted watervessel hungona
cloth tied to its mouth on his right shoulder is standing. Next to him is a spittoon bearer holding the
spittoon on his raised left hand and holding a sword in his right hand. A body guard holding a red
coloured shield and a sword is standing. The entire first panel depicts the meeting of Vijayanagara
commanders and the Tiruvadi (Venad) king, Udaya Marthanda Varma (1532 AD). In the main
scene,aspittoonbearer,abody guardandacourtier withhishand onmouthtoshow obeisanceare seen.
A small figure below is that of a betel leaf bearer. The one next to the man with betel leaves is behind
him. He is portrayed as a man with white headgear, haras (garlands) on his chest, kankanas (a type of
braceletwornbynobles)inhishands. Heholds hisswordinhisrighthand. The Tiruvadi (Venad) king
Udaya Marthanda Varma (circal532AD)isseatedunderacanopywithhisrighthandonhisrighthip
and lefthand onhisleftknee onahighraised pedestal with hisrightlegkept firmly onthe floorand left
legonit(Veerasana). He wears a highly decorated red headgear. It is covered with a cloth, the end of
whichishangingonhisshoulder. Heis profusely ornamented. He has amoustache. He isadorned with
ear ornaments. He has armlets, anklets etc. The person, small in stature standing before the king is
called “Olai Nayagam”. His hair is arranged in a kondai (hair bun) fashion. He is wearing
ornaments. Heisholdingastylusinhisrighthand and also along manuscript whichheisreading. Heis
wearing a simple lower garment. Next to him are three tall dignitaries with long ropi (hat - called
‘Colae’) like headgear. From the headgear it could be surmised that these three members are
Vijayanagar Salakkaraju Chinna Tirumala's emissaries. All are wearing ornaments befitting their
stature. All are wearing full sleeved shirts. The first one is having a red colour shirt with a green
angavastra crossingoveritwhile the middle one is with a white shirtandred colour angavastra and
the last one with green shirt and white angavastra respectively. The lower garments indicate their
stature. The first one is keeping his lefthand near his mouth and looks asif conveying a message to the
king; his right hand is in upadesa mudra (teaching posture). The other two are also portrayed with

theirrighthandsin Upadesamudra.
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Tier-II,Panel -7,Row-1, Scene-II (Fromlefttoright)

In a continuation of the above scene, following them are two foot soldiers with a lance and chamara
(fly whisk) respectively who are standing. Next to them is a mahout who is holding the trunk of the
elephant with his left hand and keeping his left leg on the right foot of the elephant as if he is
controlling it. Chains are seen wound on the hind leg and at the back of the elephant. Behind itare seen
two caparisoned horses, one is white and the other being brown. Two riders are seen near them with
whips. The man standing at the right end, holding a chamara (fly whisk) on his left shoulder is

conveyingsomethingbecausehisrighthandisintheattitude ofpointing.

These scenesindicate thatatreatyis beingarrived atbetweenthe Vijayanagara commandersand the

Tiruvadi (Venad) king. Horsesand Elephantsarenotshownbehindthe Tiruvadi (Venad) King.

Tier-II,Panel - 7,Row-1I, Scene-1I

The long scene in the middle shows the war between Vijayanagara forces on the one side and
Chellappa, Tumbichi Nayaka and the Tiruvadi (Venad) army -the battle scene. Four horsemen are
ridingtheir fullybedeckedhorses.

Tier-II,Panel - 7,Row-1I, Scene-II (Fromlefttoright)

Sixhorsemenareridingtheir fullybedecked horses. Thehind part of thefirsthorsealoneisshown.

Tier-1I,Panel -7,Row-1II, Scene-I

Foursoldiers with swords and shields are standing on the toprow (partially hidden). Fourbowmen are
holding their bows on their left shoulders and holding the arrows in their right hands. Below, two foot
soldiers withshieldand swordand foursoldiers withpikesareseen. Aboveanarcheraimingatahorse
rider is depicted. A horseman is holding the reins of the horse by his left hand fighting the other
horseman behind with alance in his right hand. Below four pike men are seen. Two elephantriders are

followingthem.
Tier-1I,Panel -7,Row-1III, Scene-1II

Twoelephantridersandtwohorsemenareshown. The firstelephantrideriswearingagreentunicanda
white angavastra onhisleft shoulder. An attendantis sitting behind him with a pike in his left hand.
The other elephant rider is wearing a white tunic and a saffron coloured angavastra on his left
shoulder. An attendant is sitting behind him with a pike in his left hand. Two horsemen are following
the elephants. The first horse rider is holding a whip in his right hand, while the second horseman is

holdingaswordinhisrighthand. Theelephantriderswear ‘Colae’.

169



TIRUPPUDAIMARUDUR MURALS TIER-II

Tier-II,Panel - 8, Scene-1 : Stable-ship

There was aneed for horses in South India and from one ofthe firsttier paintings we come to know that
Portuguese merchants were selling Arab horses to South Indian dynasties. Such horses have to be
trained. Here we are seeing one such event in which the Arab trainer trains the horse, which is without
stirrups. The trainer mounted onthe horseis wearingared coloured tight fitting trouser and tunic, with
awhipinhisrighthand. The personstandingbelow and holding thereins with hisrighthandis wearing

agreentunicandtrouser. Thehatispeculiar.
Tier-1I,Panel - 8, Scene-1I

Hereagain,weareseeingonesucheventinwhichthe Arabtrainertrainsthe horse. The trainermounted
onthehorsewhichiswithoutastirrup,iswearingagreen coloured tight fittingtrouserand tunic, witha
whipinhisrighthand. The personstanding below and holding the reins with hisrighthand is wearing a

redtunicandtrouser. The hatis peculiar.
Tier-1I,Panel - 8, Scene-I1I

This large painting shows a ship carrying horses, with a boat anchored in the harbour, along a quay
where horses are being disembarked. Representations of ancient boats and ships are rare in South
India. This stable ship attests to maritime trade. The hull has alarge beam in proportionto the length;
both trunk and sternpost slant outward at an angle from the keel. The trunk has a projecting piece of
wood; from the brow to the stern, it forms a geometric pattern with vertical, horizontal and oblique

lines.

The entire wall space is divided into two portions and the bottom area is painted as the sea with its
waves. Abigshipis painted with its mastand oars while on the other sideis asmall boat, whichisused
totransportthe materialsbroughtbytheshiptothecoast. Asailorisseenstandingonthemast. Another
sailoringreenclothesalsohasashotgun. Heisseatedonthesternattherightextreme.Fivesailorsare
walking on the deck of the ship. All of them are wearing tunics and close fitting trousers. They wear a
typeofheadgear. Their cloth turbans are folded lengthwise and are twisted in the form ofarope around
a kulab (asortofapointedskullcap); this costumeisevidently Muslim. We can deduce thatthese men
are either Arab or Persian sailors. Two men are seen holding pikes and one in the left corneris havinga
shotgun. On the right corner, a sailor in green coloured tunic and trousers is holding the ropes. Behind
him another sailor in red tunic and trouser is holding a shotgun. Below them are seen six horses and a

groom. Thehorsesare withbridlesand otherembellishments.

Here in the first row are shown two horses without embellishments that are being brought out.

The horses are reined and brought out. Three men in tight trousers and tunics are walking with them.
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The first man is seen wearing a green tunic and tight fitting trouser. He is holding the reins in his right
hand while the other manis also doing the same. He is portrayed inred tunic and trousers. The last one
inthe corneris portrayed in green tunic and a trouser has a sheath in his belt tied to the right hip. In the
secondrow, threetrainersare giving training to the horseson whichthey are mounted. The firstand the
last one are portrayed in white tunics and trousers while the middle one is in red. The colour of the
centre horse is brown while other two are somewhat white. Below these panels a boat is sailing in the
sea in which conches and fish are portrayed. Inside the boat, two turbaned men are seen. Their cloth
turbans, folded lengthwise, and twisted in the form of a rope around a kulab (a sort of a pointed
skullcap); this costume is evidently Muslim. We can deduce that these men are either Arab or Persian
sailors. They are portrayed as having an argument or discussion with the other three men inside the
boatwhohaveoars. Itisclearthatthesailorsarearguing withlocallascars ornative soldiersregarding

disembarkationofthehorses.
Tier-II,Panel - 8, Scene-1V

An Arab trainer trains the horse without stirrups. The trainer mounted on the horse is wearing a red
coloured tight fitting trouser and tunic with a whip in his right hand. The person standing and holding

thereinswithhisrighthandis wearingagreentunicandtrouser. Thehatispeculiar.
Tier-1I,Panel - 8, Scene-V

Another Arab trainer trains the horse. The trainer mounted on the horse without stirrups is wearing a
green coloured tight fitting trouser and tunic with a whip in his right hand. The person standing below
and holding the reins with his right hand is wearing a red tunic and trouser. The hat is peculiar. The

paneliscontinuousonbothsidesofthepillar.

Tier-II,Panel - 9 : North bound homeward march of the Vijayanagar army
Tier-1I,Panel - 9,Row-1I, Scene-1I

Northbound homeward march after winning the battle by the Vijayanagar armyisportrayed here. In
thisrow, the movementofthe armyis shown. Acommanderisleadingthe march past,ridingahorsein
front and the Vijayanagar standard is being lifted up above his head. Following him, seven foot
soldiers with flags are marching past. Two swordsmen with shields are seen in the march past. Six
swordsmen with shields are marching. Nextto them, apalanquinisbeing carried. Palanquins were the
usual vehicles in which persons of distinction were carried. They consisted of bodywork suspended
fromacurvedbamboo frame. Therichnessofdecorationordegree ofcomfortcorrespondstothesocial

status of the traveller. The palanquin under study now consists of a rectangular seat, suspended at all
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four corners from abent bamboo pole, carried by four men; two in the front and two at the back; it is
made comfortable with quilt and bolsters and embellished with cloth bands and thread work. A long
handle is suspended inside so that the traveller if need be can balance himself. The man in front
touching the palanquin pole may be the chief of the bearers since he alone has a dagger on his hip. The
traveller seated in the palanquin keeping his hand on the bentrightleg, adorned with ablack headgear
may be Salukkaraju Chinna Tirumala. One bowman is following the palanquin. Five soldiers with

shieldsandafigurewithhisrighthandin sucimudra areseentotheextremeright.

See Photos from Government Museum, Chennai and others on the Vijayanagar State emblems
taken by the firstauthor. [tshows, the Gandabherunda (amythical strong bird with human form theri-
anthropomorphic form) lifting an elephant calfto show its strength; a sword and a boar (Varaha First
photo).Inmanycases,thesunand moonarealsoshowntoemphasisethattheempirewilllasttill the sun
and moon last. The first author has a few photographs from the walls of the Tiruvannamalai
Arunachaleswara Temple. The second photo shows Sun, Moon and Sword. The third,
Gandabherunda, Pillar and Lion. The fourth shows Rampant Lion, Gandabherunda and Boar. The

fifthshows Malelion, pillar, Gandabherunda,pillarandlioness. Theseare variants oftheemblem.
Tier-1I,Panel - 9,Row-1, Scene-1I

The palanquinunderstudy similartothe oneabove consistsofarectangularseat, suspendedatall four
corners from abentbamboo pole, carried by four men; two in the front and two at the back; itis made
comfortable with quiltand bolsters, and embellished with cloth bands and thread work. Alonghandle
is suspended inside so that the traveller if need be can balance himself. The palanquin is being carried
bytwobearersattheback. The palanquinbearersinthe frontarenotshown. Thetravellerseatedinthe
palanquinkeepinghishand onthe bentrightlegadorned witharounded headgear may beanoble. Heis
wearing a white full sleeved tunic. He is wearing a long hara on his neck. Three bowmen shown
aboveare following the palanquin. Four men are standing who are wearing sharp pointed caps on their
heads. The first man with a white angavastra isholdinga fly whisk on his right shoulder. Above them
are shown four persons standing, two with pikes and two with hands in supplication. Inthe ground row,
the person to the right of the Nayaka has in his right hand an angavastra. Behind him to the left is
standing “Olai Nayagam” (scribe whousedtotravel withthekingtowritetheordersissuedbytheking
during his camps) with a palm-leafin his left hand and stylus in his right hand. Salakkaraju Chinna
Tirumala isseatedonahighasana (seat)withhisrightleghangingdownandleftlegbentandkepton
the seat. His back is supported by arounded cushion (bolster). He is wearing a long cap * Colae’ on his

head. His chestis covered with ared tunic with full sleeves. His lower garment is beautifully worked.
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Photo of Vijayanagar Emblem  No.l
Gandabherunda, a mythical powerful bird carrying an
elephant calf to show its strength; sword planted in the
ground; boar. This is found in the Government
Museum, Chennai.

Photo of Vijayanagar Emblem No.2 Variant
Sun, Moon and sword; Found on the northern
compound wall of the Tiruvannamalai temple.

Photo of Vijayanagar Emblem No.3 variant -
Gandabherunda; a pillar to separate the panels;
a lion. Found on the northern compound wall of
the Tiruvannamalai (TV Malai) temple.

Photo of Vijayanagar Emblem No.4 variant
Pillars separating the panels Lion,
Gandabherunda and Lioness northern wall -
(Tiruvannamalai’) temple.

Photo of Vijayanagar Emblem No.5 Variant Lion,
Lioness and Gandabherunda; Found on the northern
compound wall of the Tiruvannamalai temple.
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He wearsalong hara (garland). Heis ordering something since he raises hisrighthand and is pointing
at something. Three commanders are standing before Chinna Tirumala (right side). The first one is
keeping his right hand near the mouth and others are intently and submissively listening to the orders
of Chinna Tirumala. This scene also depicts that Chinna Tirumala is conveying the message of
victory to Achyuta Deva Raya who is in Srirangam through a messenger. He is ordering the
commanderstotheplaces wheretheyhavetoproceednext. Three personsare depictednexttotheright
who also receive instructions from the Nayaka. A man with a sharp pointed headdress on his head is
standingbehind the commanders (third fromtheextremeright). Hishandsarein Anjali posture. Two
men are standing behind with their hands in Anjali mudra . They are wearing turbans on their head.
Two persons with conical headdress (one partially hidden) with hands in Anjalimudra areseentothe

extremeright.

Tier-1I,Panel - 9,Row-1II, Scene-1 (Fromlefttoright)

In second row, another portion of the marching army is shown. There are four elephants with seven
personsriding onthem. Seven pike men, six with bows are shown. The group isled by two horseriders

oneisingreendressandtheothersportsaredtunicand wearingaturbanonhishead.

Tier-II,Panel -9,Row-1II, Scene-II (Fromlefttoright)

Afterthepillarbifurcationsix cavalrysoldiersare shownasmarchingpast. Thethirdand fourthhorse
riders fromthe leftare sporting beards on their face. Thereisapageholdinganumbrellaafterthe fifth
horseman. Another man below the horse rider is holding a bag on his right shoulder. There is a page
holdinganumbrellaafterthe sixthhorseman. Anothermanbelowthe horseriderisholdingabagonhis
rightshoulder. Three swordsmenwithshieldareseeninthemarchpast. Amanisbeatingadrum fitted
tothebackofabull. Heiswearingapointed headdress. Three horsemen (two partiallyhidden) are seen
beforethem. The firsthorsemanis wearingawhite full sleeved tunic. Behindhimanotherhorsemanis
wearing a red coloured tunic. Above two men with musical instruments are shown. The first one is

blowingawindpipe. Thesecondoneisbeating cymbals.

Tier-1I,Panel - 9,Row-III, Scene-1I

Amanwithapointed headdress holdingapikeinhishandthe end of whichiskeptonthehindlegofthe
elephant. Inthisrow, one black elephantand ared coloured elephantare shown inthe centre. This may
referto Airvata,the elephant of Indra an exaggerationto please therulers. Three persons areriding on
eachelephant, the oneridingnearthe head ofthe elephantbeingthe commanderineachcase. Seatedin
the centreisthe Flagbearerand behind himthe mahoutwithagoad. Thereisaninfantry pike maninthe
extreme left. The commanderonthe centralelephantmaybethe chiefcommanderjudged by thecolour

oftheelephant. Rearofafourthelephantis shownintheextremeright. Thisisfadedand weathered.
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Tier-1I,Panel -9, Row-III,Scene-1I

Six commanders are moving on their horses. The commander who is riding the second horse from the
left differs from the others in his headgear. It depicts five other horse riders with raised swords as if

goingintobattle.

Tier-1I,Panel -10, Row-1I : Commanders visiting Narumpoonathaswami
Threecommanders withattendantsareridingonelephantsto visit Narumpoonathaswami.

The commanders have goads in their hands. Two men are seated on each elephant. The second man
sitting on the first elephant has a pike in his right hand. The commanders themselves appear to do the

mahout'sjob.
Tier-II,Panel -10, Row-II : Commanders riding their horses... (Fromlefttoright)

The centre panel shows commanders riding their horses followed by infantry soldiers. The first

commandercarrieshisswordaloft. Thecentreoneandthelastonearetestingtheirswordsor fighting.
Tier-1I,Panel - 10, Row-III : Commanders worshipping Narumpoonathaswami

Narumpoonathaswami temple is beautifully portrayed here. The pillars, vimana and garbhagriha
are beautifully portrayed. Narumpoonathaswami in the form of a slanted Linga is portrayed on the
pedestal inside the garbhagriha (sanctum sanctorum). A prabhavali is adorning the Linga. The
sthalavriksha (sacred tree) Maruda Tree (Terminalia arjuna) is also painted near the entrance. The
archaka (temple priest) is standing before the temple. The tuft is shown above his head in Venad
Namboodiri style. He is bare breasted except for his sacred thread. He is holding a water vessel in his
left hand. He is wearing a very simple lower garment. He gives rudraksha bead necklace to the first
commander which the commander receives. All the four others are shown in the pose of worshipping

Narumpoonathaswami.

Tier-II,Panel - 11, Row-1 : Vijayanagara commander riding on an elephant

In this panel, the Vijayanagara commander is riding on an elephant. A soldier in front is holding an
umbrella. A man sitting behind the commander on the elephant (attendant) is having a lance in his

hands. Amanbehindtheelephantisholdingaloftavessel.
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Tier-1I,Panel -11, Row-1II : Vijayanagara commander riding on a horse

A Vijayanagara commander is seen riding on a horse. An umbrella is seen in front. A person shown

beneath the horse is as if lying down. Behind them is seen a soldier carrying a pike.
Tier-1I,Panel -11, Row-III : Vijayanagara commanders

AVijayanagara commander (second fromright) is ordering the other commander (first from right),
who is below him in rank. He is seen keeping his left hand near his mouth and intently listening.
Behind the senior commander two others are expressing something. The commander, the one who
orders is wearing a high standing headgear (Colae) to show his high rank. His lower garment is
beautifully portrayed. He is carrying his angavastra the end of whichisbeing heldinhisrighthand.

Heiswalkingwithawoodensandaltypical ofsages.

Tier-1I, Panel -12 : Arrival of the Tenkasi Pandya King, Srivallabha 13" Century AD
Thetopshowsthewoodcarving.

Tier-1I,Panel - 12, Row-1I

Theentire firstrowislost. Onlyaportionoflegaloneisleft.

Tier-1I,Panel - 12, Row-1I

Inthesecondrow, the central portionislost. The portionavailable showsthatthe commanderisriding
anelephantwithagoadinhisrighthand whichiskeptonthetemple oftheelephant. Heisseenwearing
a tunic. A soldier is shown above with sword and shield. An attendant is behind him. Another one
sitting behind is giving betel leaves to the commander. The man going in front of the elephant is
playingamurasu (Drum)keptonthebull. Anothermanisgoingbeforethem.Aportionofthepainting

isattacked by fungus. Itisbeingconservedasstatedabove by chemical conservationexperts.
Tier-1I,Panel -12, Row-1II

Pandya King Srivallabha istravelling byapalanquin. The palanquin consistsof arectangularseat,
suspended by all fourcorners from abentbamboopole, carried by fourmen;twointhe frontandtwo at
the back; itis made comfortable with quilt and bolsters, and embellished with cloth bands and thread
work. Theking is seated with his left leg bent and the right leg slightly bent while keeping his right
hand overit. The Pandya kingis wearingasimple headgear since he has lostto the Tiruvadi (Venad)
King. He is seen wearing pearl ornaments in his chest. He is seen covering his upper portion with a

whitetunicandoveritan angavastra.
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Above this scene a man is playing a nagara (big drum) or Murasu fitted on a bull. Behind them two
musicians are playing an hourglass drum (damaru). A sheep is walking beneath the palanquin. It is

surmisedthatitcouldbethepetanimalofSrivallabha.

Tier-1I,Panel -13

In this three part mural, the events like Achyutaraya marrying the Pandya princess and the

coronationofthe Tenkasi Pandya kingareportrayed.
Tier-II,Panel -13, Row-1I : Achyuta Raya marryingthe Pandyan Princess

The painting portrays Achyuta Raya,who isseenseated onaseatwith hisrightlegbentonhisleftleg
andleaning his back onthe cushionprovided atthe back (Veerasana).As forornaments heis wearinga
long typical Vijayanagara headgear (Colae), long haras, kankanas and valayas on his forehands.
Abeautiful angavastra crosseshistorso.A yogapatta (clothwoundoverthebentlegsjustbelowthe
knee)likeclothisseeninhisbentrightlegandhiship.A yajnopavita (sacredthread)isalsoseeninhis
chest. Thissacredthreadand yogapatta indicatethatthisisthehappyoccasionofawedding,sincethe
Vijayanagara kingswearthesacredthread only onmarriageanddeath ceremonies. Sincethisdoesnot
show death, it is a marriage ceremony. Further the corners of the seat on which he is seated are

festooned withplantaintrees. Amonkeyisseenplayingonthecanopy

One noble (extreme left) is standing in front of him with one hand to his mouth and another hand in
upadesa mudra asifsaying some important fact. The scene behind him (extreme left) is completely
obliterated.

The painting has to be restored. Four persons are standing behind the king. The first one is giving
(betel)pantotheking. Aflywhiskisleaningagainsthisleftshoulderandheisholdingabetelboxinhis
left hand. The next one is holding a spittoon in his right hand. An 'Olai Nayagam' is seen standing
next to him. He is seen writing on a long scroll something (may be the marriage invitation) with his
stylus. Heiswearingadifferenttypeofheadgear. Heis wearingatunic and pearl ornaments. His lower
garment has beautiful embroidery work. A sheath is kept in his waist belt to keep the stylus.
A commander in his full dress befitting his status is saying something which is indicated by his left
hand which is raised slightly above and in suci mudra while his right hand is kept on his right thigh.
Three persons are shown above the level as if in a cloud. The first one has a long moustache and a
kondai. He is holding something in his right hand and his left hand is portrayed as lola hasta (free
hanging hand) as depicted in Devis. The face portion of the next one is obliterated and he is seen

keepingavesselonhishipandthelefthandin /ola (freehanginghand). Thethird oneisholdingabox
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in his right hand and his left hand is kept on his hip. Though they portray vigour as male beings their
bangas (bends) and the stature shows that these are eunuchs. According to Nuniz, emperors of
Vijayanagara dynastyusedtohave innumerable eunuchs for guarding the women in their palace and

theyusedtoaccompanythekingwheneverthey wentforabattle.

Tier-1I,Panel -13, Row-1I : Achyuta Raya, Salukkaraju and Pandya King

Three dignitaries are seen seated on highly decorated seats which are covered with a canopy. Achyuta
Raya is seated at the centre with Salukkaraju Chinna Tirumala on his left and the Pandya king
Srivallabha on his right respectively. The Pandya king is portrayed with his makuta (crown) on his
headandheiswearingheavyornamentsandhislefthandisraisedintheattitude ofsayingsomethingto
Achyuta Raya. On the other side Salukkaraju is holding a palm-leaf manuscript bundle in his right
hand. Below Achyuta Raya, a small man is portrayed who is a chamara (fly whisk) bearer. Another
chamara bearer is standing near the Pandyan King Srivallabha. A man is standing in Anjali (prayer
pose) wearing a full sleeved white tunic near the Pandyan king. His lower garment is portrayed with
checked designs. Following him three others are portrayed. They may belong to the Pandyan
kingdom. The portrayal ofa highly decorated mandapa in which all the three dignitaries are seated
and the Kiritamakuta (crown) onthe head ofthe Pandyan King Srivallabha indicate that this is the

coronation scene of the Pandian King.

Tier-1I, Panel - 13, Row - IIl : Achyuta Raya Presenting gifts to Pandya dignitaries
(RighttoLeft)

Achyuta Deva Raya presenting gifts to the Pandya dignitaries and the return of Pandya King
Srivallabha back to Madurai are portrayed in this panel. Achyuta Deva Raya is seen seated ona
highly decorated throne in the right corner with his right hand holding a silk garment which he is
portrayed in the pose of giving to the person standing before him. The hands of the receiver are
extended as adana hasta (palm extended). Four persons of high status are portrayed in front of him.
The firstisinsupplication while the nexttwo have one hand inupadesa mudra asifgivingadvice and
the last keeps his hand on his mouth in absolute obedience. Next to this scene in the extreme left, the
Pandyan King Srivallabha is shown riding a fully bedecked horse with a whip in his right hand.
Apageboyisholdingaparasolonhishead. Thisshowsthatthe Vijayanagara soldiersaccompany the
Pandyan king in his honour to see him off. Nuniz states that King Achyuta Deva Raya used to

presentcostlysilk shawlstohonourthesoldiers who foughtin wars.
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Tier-I1, Panel - 14 : Victorious army of Vijayanagar headed by Chinna Tirumala
reaches Trichy wherethe King Achyuta Deva Raya iscamped.

This long mural is divided into three rows and the return of Vijayanagar army is portrayed in great

detail. Thereisnopillarbifurcation.
Tier-II,Panel -14, Row-1I, Scene-1 (Fromlefttoright)

A swordsman with shield is moving in front. He is sporting a pointed headdress on his head. Another
manis followinghim. Heisalso wearingasimilarheaddress. The third one on foot,isholdingthe horse
by his left hand looking back at the commander who isriding a caparisoned horse. The commander is
wearingafullsleevedchecked tunic. Aredcoloured angavastra isseenoverhisrightshoulder. Apage
is holding an umbrella behind the horse. Five chauries are shown as held above the soldiers. This

sceneiscoveredbythewoodenpillar.
Tier-1I,Panel -14, Row-1, Scene-II (From left to right)

Three persons are wearing turbans on their heads and the first two from left are holding their hands in
Anjaliposture. The third oneis holding his left hand in supplication near his mouth. The first one is
wearingared coloured full sleeved tunic. Thesecond oneis wearinga greencoloured full sleeved tunic
while the third one is sporting a white coloured full sleeved tunic. The man standing near a decorated
pillarisholdingastickinhisrighthandand wearingawhite coloured full sleeved tunic. Heis wearing a
checked angavastra on his right shoulder. Next, three commanders are standing before the
Vijayanagar king in reverence. Two of the commanders are keeping their angavastra in their hands.
The commandernexttotheking,isattiredinred colour tunic whilethe nextoneis seenin white and the
third one is wearing a tunic with designs. Olai Nayagam is seen standing before the king and
conveyingthemessagereceived. KingAchyuta Deva Raya isseatedonaseatwithhisleftlegbentand
keptontheseatwhilekeepinghisrighthandonthebentrightleg. Heisseatedundera mandapa.Abetel
leaf bearer is standing near the Vijayanagar king. Salukkaraju Chinna Tirumala and another
commander are seated near the Vijayanagar king on seats with their right hand in suci mudra
indicating they are in conversation with the Vijayanagar king. Three persons are standing behind

them.
Tier-II,Panel -14, Row-1II, Scene-1 (From left to right)

Fivebowmenare holding theirbows on theirleftshouldersandthearrowsintheirrighthands depicted
at the top of the row. Below two swordsmen holding their shields and raising their swords in their

right hands are shown. Behind them is a chaurie bearer holding the chaurie on his left shoulder.
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The person leading the palanquin is moving behind them and looking back. The Vijayanagar kingis
seated in the palanquin and leaves the place. The palanquin is a hanging couch with a bamboo pole
bentinanarchprojectingbeforeand behind, whichisbornebytwobearersinfrontandtwo atthe back.
The King is seen seated resting his back on a cushion. Five men are coming behind the palanquin

holdingtheirpikes.

Tier-II,Panel - 14, Row-1II, Scene-1II (From left to right)

Two men ofhigh stature are standing. The firstone is wearing a white coloured full sleeved tunic and
the second one is covering his right hand with his angavastra. Both of them are wearing turbans on
their heads. They are standing near the typical ornamented Vijayanagara wooden pillar. Three
dignitaries are standing before the king. The first one is attired in a black coloured tunic and the next
two are portrayed in the pose of saying something. The first one is keeping his angavastra in his right
forearm in reverence. A man attired in full tunic is seen seated before the king and in the attitude of
saying something indicated by the suci mudra shown.KingAchyuta Deva Rayaisseenseatedona
seat resting his back on a cushion, under a canopy. Five more persons are seen to the left of the king.
This scene may be that of the consultations of the Vijayanagar king, Achyuta Deva Raya with his

ministersand hisreturntothe capital, Hampi. Thisis portrayedinthissecondpanel.

Tier-1I,Panel - 14, Row-1III, Scene-1I (hidden behind the Pillar)

The scene of return of the Vijayanagara army is portrayed here. First the music troupe is led by a
musicianplayinganagara whichissetonthe hump ofabull. Two musicians are playingapairoflarge
cymbals (Brahmatalam). Above them a musician is beating the double-sided drum. Next to him
another musician is beating a gong (this scene is covered by wooden pillar). Following him three
musicians, the first one is playing a drum hung on his neck and the other two are playing wind pipes.
Below, two musicians are playing double sided drums wearing full sleeved white tunics. This music

troupeisheraldingthearrival ofthekingandthearmybacktothepeopleof Hampi,the Capital.

Tier-1I,Panel - 14, Row-1II, Scene-1I

Following the musical troupe, apageis seen carrying a parasol before acommander. Acommanderis
riding a white horse holding a sword in his right hand. A man is also seen having a checked designed
piece of cloth on his left shoulder before the horse rider. Three soldiers are following him. Above, a
spittoonbeareranda chaurie bearerareseen. Nextanothercommanderisseenridingahorse whichis
black in colour wearing a white tunic and lower garment. A page is seen carrying an umbrella behind
him. Another commander is seen riding a brown horse in the same fashion as the earlier two. Another
horserider follows him on another brown horse with hisuplifted right hand. Finally, an elephantrider

with his right hand holding a goad with an attendant behind and another soldier is carrying a pike,
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the pole of which is leaning against his right shoulder are portrayed. Two soldiers are following the
elephant with pikes and one of them is inducing the elephant to go faster by touching the leg of the
elephantwiththetipofhispike.

Tier-1I,Panel - 15 : Footsoldiers
Thispanel is dividedintothreerows.
Tier-1I,Panel - 15, Row-1

Twosoldiersare shownstanding with their swords keptontheirhips. They wearsimple pointed capson

theirheads. Theirlower garmentsare alsosimple. Theiruppertorsoisbare.

Tier-I1,Panel - 15, Row-1II

Asoldierisinsimilar garments. Heholds aswordinhisrighthandleaningagainsthisleftshoulder.
Tier-I1,Panel - 15, Row-III

Two soldiers with pikes are portrayed in the third panel. The second one is portrayed with a vastra

(cloth) slungacrossonhistorso.

Tier-II,Panel - 16 :Vijayanagar army scenes

Inthispanelthereare fourrows withawooden pillarinthe centre. Thereturnofthe Vijayanagar army

isportrayedintheserows. Butthe paintingiscontinuousacrosseachrow.
Tier-1I,Panel - 16, Row-1

Thisrow portraysthe Vijayanagar kingseated onaseatwithhisleftlegbentandkeptontheseatwhile
therightlegisbentalittle up and hisright hand is shown resting on it. The soldier standing before him
gives advice. The manstanding behind the king (betel leafbearer)isseen witharoll ofbetel leavesin
his lifted right hand and betel leaves in his left hand. The panel to the right of the pillar shows two
attendants. The first one is holding a spittoon and another one is holding a water vessel in their lifted

righthands.
A seated Ganesa figure is shown in between the paintings in the first panel as a painting on wood and

floraldecorationsontherest.
Tier-II,Panel - 16, Row-1I

Two commanders are seen conversing with each other. First two commanders are shown discussing

with each other. A betel leaf bearer is shown as small in stature behind them. Next, a third person is
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hearing what they are telling with his right hand kept near his mouth in reverence. He is wearing a
turban on his head. The panel after the pillar portrays a commander seated on a seat and another

commander hearinghim.
Tier-I1, Panel - 16, Row - III

An elephantis seen bending its hind legs to facilitate the commander with a goad in his left hand and
placing his lifted right leg on the bent hind leg of the elephant. This is to facilitate the commander to
mount it. After the pillar, a commander is seen riding a caparisoned horse holding a sword in his right
hand whileholdingthereinsby hislefthand.

Tier-1I, Panel - 16, Row -1V

The last row shows a noble seated in a palanquin and leaving the place. It is a hanging couch with a
bamboobent pole.Itisbornebyabearerinfrontandback. Thenobleisseenseatedresting hisbackon
a cushion. On the right two men of stature are portrayed as receiving the dignitary coming in the
palanquin. The paintings done on the wooden panels in between are obliterated in most of the cases.

Butitissurprisingly fine here.
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Narumpoonathaswami Temple - Tiruppudaimarudur

Diagramatic sketch of the Interior of the Rajagopura
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Mural Paintings of Tier - Il
A List of the Mural Panels

Panel - 1 : Tiruppudaimarudur Sthalapurana - Panel - 8 : Singing bards and Dikpalakas
Alayam Kaan Padalam

Tiruvilaiyadal Puranam (T.P. No. 21 - Story of o .
stone elephant eating cane) Panel - 9 : Singing bards and Dikpalakas

I-10: The R | of th i fl - Sthal. f
Panel - 2 : Sundaramurthy Nayanar Episode Panel - 10 e Removal of the Crime of Indra alapurana o

Tiruvilaiyadal Purana (T. P. No. 52 - Giving purse to Tiruppudaimarudur and Tiruvilalyadal Purana
Darumi) (T. P. No. 1 and 3)
T. P. No. 26 - Forgiving a sinning Brahmin boy
T. P. No. 2 - Removal of the curse of Airavata
Panel - 3 : Sthalapurana T. P. No. 4 - “mummulaiudan Tatakai pirantatu

Panel - 11 : Episodes from Tiruvilaiyadal Purana

Panel - 4 : Episode of Sphutarjunam (sthalapurana); T. P. No. 5 - The wedding of Tadatakai

Tiruvilaiyadal Purana (T. P. No. 52, 53 - and 56); T. P. No. 6 - God's Dance in Silver Hall

T. P. No. 52 - Giving purse to Darumi; T. P.No. 7 - The Insatiable Dwarf Gundodaran
T. P. No. 53 - Nakkeeran episode; T.P. No. 8 - Ganga at the command of God,
T. P. No. 56 - Idaikkadar episode. produced water in River Vaigai

Panel - 5 : Seshasayana Vishnu

Panel - 6 : Rama killing Vali;
Incarnations of Vishnu

Panel - 7 : Episodes from Tiruvilaiyadal Purana
T. P. No. 57 - Lord Siva winning the hand of Parvati;
T. P. No. 32 - Siva selling bracelets;
T. P. No. 17 - Siva selling rubies;
T. P. No. 22 - Victory over Jains
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Tier-1I1, Panel - 1 : Tiruppudaimarudur Sthalapurana - Alayam Kaan Padalam

Row -1

Scene - 11
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Tier-111, Panel - 1 : Tiruppudaimarudur Sthalapurana - Alayam Kaan Padalam

Row - III

Scéne -1

Scene - 111
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Tier -1I1, Panel - 2 : Sundaramurthy Nayanar episode

Tiruvilaiyadal Purana (T.P.No.52 - Giving purse to Darumi)

Row -1

Row - 11

Row - III

Row - IV
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Tier-111, Panel - 3 : Sthalapurana

. Row-1

Row -1

Row - II

Row - II1 ““.....Vattiraasan, Mala Keralaraasan”

and “Maganatharaasan”
Row - III

Row - III
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Tier -II1, Panel - 4 : Episodes of Sphutarjunam (sthalapurana); Tiruvilaiyadal Purana (T. P. No. 52, 53 and 56)
T. P. No. 52 - Giving purse to Darumi ; T. P. No. 53 - Nakkeeran episode; T. P. No. 56 - Idaikkadar episode
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Tier -II1, Panel - 4 : Episodes of Sphutarjunam (sthalapurana); Tiruvilaiyadal Purana (T. P. No. 52, 53 and 56)
T. P. No. 52 - Giving purse to Darumi ; T. P. No. 53 - Nakkeeran episode; T. P. No. 56 - Idaikkadar episode
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Panel - 4 : Episodes of Sphutarjunam (sthalapurana)

Row -1

Scene - VI Scene - VII
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Panel - 4 : Episodes of Sphutarjunam (sthalapurana); Tiruvilaiyadal Purana
Row -II

Scene -1V

Scene -V
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Panel - 4 : Episodes of Sphutarjunam (sthalapurana)
Row 111

Scene -1

Scene - 11

The label on the bottom may read as :
Katrina kala- - - -(?)

Scene -1V

= 1

Scen -V
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Panel - 4 : Episodes of Tiruvilaiyadal Purana
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Tier-1I1, Panel - 5 : Seshasayana Vishnu
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Tier-1I1, Panel - 6, Row - I : Rama Kkilling Vali; Rows - I and III - Incarnations of Vishnu




Tier-1I1, Panel - 7 : Episodes from Tiruvilaiyadal Purana - Episode of Lord Siva winning the hand of
Parvati - (T.P.No. 57); Siva selling bracelets (T.P. No. 32); Siva selling rubies (T.P. No. 17);
Victory over Jains (T.P. No. 22) - stories continue on both sides of the pillar; some jumble
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Tier-111, Panel - 7 : Episodes from Tiruvilaiyadal Purana - Episode of Lord Siva winning the hand of Parvati - (T.P.No. 57);
Siva selling bracelets ('T.P. No. 32); Siva selling rubies (T.P. No. 17); Victory over Jains (T.P. No. 22)
- stories continue on both sides of the pillar; some jumble

Row | Scene - I ” Scene - I1 || Scene - III | | Scene - IV |

| Scene - IV |
| Scene - IV |
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| Row - IV Scene - I || Scene - IT | | Scene - ITI |

Before Pillar Bifurcation 201 After Pillar Bifurcation
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Tier-I11, Panel - 7 : Episodes from Tiruvilaiyadal Purana

Row -1

Row - II

Scene - I Scene - I1

Scene - 111 Scene - IV - discoloured
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Tier-1I1, Panel - 7 : Episodes from Tiruvilaiyadal Purana

Row - III

. |

Scene - I

Scene - 111




TIRUPPUDAIMARUDUR MURALS TIER-III
Tier-111, Panel - 7 : Episodes from Tiruvilaiyadal Purana
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Row - II : Close-up view of Scene - II
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Tier-111, Panel - 8 : Singing bards and Dikpalakas

Row -1

Row - III
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and Dikpalaka

9 : Singing bards

, Panel

111

Tier-

e
3
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Row - 11

Row - 111

Row - IV
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Tier-I11, Panel - 10 : The Removal of the Crime of Indra - Sthalapurana of Tiruppudaimarudur and
Tiruvilaiyadal Purana (T.P. No. 1. and 3); Forgiving a sinning Brahmin boy (T. P. No. 26);
Removal of the curse of Airavata (T. P. No. 2); “mummaulai Tatakai pirantatu” ( T. P. No. 4)

Row -1

Row - I1

Row - III

Row - IV
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Tier-IIL, Panel - 10 : The Removal of the Crime of Indra - Sthalapurana of Tiruppudaimarudur and
Tiruvilaiyadal Purana (T.P. No. 1. and 3); Forgiving a sinning Brahmin boy (T. P. No. 26);
Removal of the curse of Airavata (T. P. No. 2); “mummulai Tatakai pirantatu” ( T. P. No. 4)
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Tier-I11, Panel - 10 : Episodes from Tiruvilaiyadal Purana

Row -1

Scene - I : “Indiran vempazhitheera kayilayithile ponathu”

Scene - II : “sokkanathan Tiruvilaiyadal”.

Scene - IV

Scene - 111 : “Indiran bhumiyile kadambavanam vandadu”
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Tier-I11, Panel - 10 : Episodes from Tiruvilaiyadal Purana

Row - 11

Scene - 1 : “Indiran Devivalokathil vimanam konduvandadu”

Scene - IIl : “Settiyar Pandiyanukku sonnathu”

210



TIRUPPUDAIMARUDUR MURALS TIER-III

Tier-111, Panel - 10 : Episodes from Tiruvilaiyadal Purana

Row - 111

Close-up view : “Ayilavadam sapakkaruppuneengi vellaianadu”
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Tier-1I1, Panel - 10 : Episodes from Tiruvilaiyadal Purana

Scene - 1

Scene - 11 : Label reads “mummulai Tatakai pirantatu”
should be read as “mummulaiudan Tatakai pirantatu”.
Episode from Tiruvilaiyadal Purana ( T. P. 4).

Scene - II1 : “Abhishekam vaithtthathu”
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Tier-1I1, Panel - 10 : Episodes from Tiruvilaiyadal Purana

Scene - IV : “Orumulai maranjathu” (left extreme enlarged)
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Tier-11I, Panel - 11 : Episode from Tiruvilaiyadal Purana
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Tier-111, Panel - 11 : Episode from Tiruvilaiyadal Purana

Row - I, Scene - 1 Scene - I_I_

| - Row -II, Scene - I | | Scene - 11 |
| Row - III, Scene - 1 | | Scen -1I |

b AN g 1
VT T e
Lo L e 5

| Row - IV, Scene - I | Scene-11 |




TIRUPPUDAIMARUDUR MURALS TIER-III

Tier-1I1, Panel - 11 : Episode from Tiruvilaiyadal Purana

Row - I, Scene -1 : Episode from
Tiruvilaiyadal Purana- (T.P.No.5) -
eeereeens Tatakaiyarai Viva (ham,).........

Row - 11, Scene -1 : -
Episode from Tiruvilaiyadal Purana
(T.P.No. 6) -

“Patanjalikku Tirunatanam seithathu”

Row - 11, Scene - I : Episode from
Tiruvilaiyadal Purana (T.P. No. 5)
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Tier-1I1, Panel - 11 : Episode from Tiruvilaiyadal Purana

Tiruvilaiyadal Purana (T.P. No. 7) -
“ KundodaranukkuVa....”.

Row - 111, Scene - II : Episode from
Tiruvilaiyadal Purana
(T.P. No.7)- “ kundodiran”

Row -1V, Scene - I : Episode from
Tiruvilaiyadal Purana (T.P. No. 8)

Row -1V, Scene - 11 :

217



MURAL PAINTINGS OF TIER- II1

Tier-111, Panel - 1 : (Sthalapurana- Tiruppudaimarudur Purana - Alayam Kaann
Padalam).

Thispanelhas fourrows.

Tier-1II,Panel-1, Row-1I, Scene-1I

Awaterbody withatreeisdepicted. Lord Sivaisholdingan axe and antelope inhisupperrightand left
hands. He is shown as washing his hair in the water. Similarly Goddess Parvati is washing her
hair in the water. A tree is shown behind. A palm tree is shown next. A man and a woman are shown as
washing their hair in the water. A tree is depicted after the woman. They may be Adi-Manu
(Svayambhuva) and his wife Satarupa arriving at Tiruppudaimarudur where Siva and Parvati

manifestedthemselvesearlier.

Tier-1I1,Panel - 1, Row-1, Scene-II

One femaleattendant (extremeleft)isstandingnearthe mandapa inwhichaqueenlike figure (maybe
Adi-Manu's wife) is seated with her child in her arms. Another attendant is portrayed in the attitude of
saying something. A childis walkingand another one is crawling. The crawling child is very much like
the crawling Krishna bronzes of Vijayanagar period. This shows the child is growing up. A male
chauriebearerisshownandanobleorakingiscrowningthe otheronewhoisseatedonaseat. This may
be Adi-Manu crowning his son Sundara Manu. Another chaurie bearer is waving the chaurie.
A maruda treeisshown. Sundara Manu isdepicted as worshipping Lord Siva who is portrayed with

hisusual attributes with Parvati as Umasahita.

Tier-II1I,Panel - 1, Row-1II, Scene-1I

A saivite saint wearing a saffron colour lower garment and sporting rudraksha bead hara on his
neck is standing before the Ambal sannidhi. His hands are portrayed in anjali mudra posture.
A bhattar isshown. Heisholdinga flower garland in hisrighthand and a water vessel in his left hand.
He is wearing a sacred thread. Following this, there is another shrine in which the Linga is depicted.
This shrine is flanked by elephant sculptures (front portion of elephants) on either side. A bhattar is
shown as offering something to the deity. Heis portrayed as holding a water vessel in his lefthand. The
flag postofthe templeis shown. Acoconuttreeis shown after the flagpost. Apersonofhighstatureis
worshipping the linga. Aking is seated on a seat leaning on a bolster under a mandapa. The queen is

standingbefore theking.

218



TIRUPPUDAIMARUDUR MURALS TIER-III

Tier-1I1,Panel - 1, Row-1I, Scene-II

A Queenisportrayedasseatedundera mandapa holdingachildbyherrighthand. A childisseated on
her right thigh. One female attendant is standing under the mandapa. Another female attendant is
standingnearthe mandapa and givingsomethingwhichisnotclear,tothe queenwhoisextendingher

lefthandtoreceivethe same.

Tier-1I1,Panel -1, Row-1I, Scene-III

Abody guard holding a large shield and a sword is standing. A musician holding a double sided small
drum (damaru) in his right hand is standing next to him. A noble is standing to the right of the king.
Akingis seated on alow seat, keeping his left leg over the right leg which is hanging down. The right
foot is planted on a foot rest. His left hand is kept on his left knee. The right hand is resting on the
backrest of the seat. He is holding a sword in his right hand. Three ladies are shown above them
portraying their hands in anjali mudra. A small child is standing near the foot of the king holding a
flower bunch in his right hand. Two men are standing beyond the child in anjali mudra and slightly

bent,showingtheirreverencetotheking.

Tier-1I1,Panel -1,Row-1III, Scene-1I

Amanisstanding underatreeattheextremeleft. The bhattar standingnearthe garbhagriha of the
Ambal isholdingaflower garland in hisrighthand and a water vessel in his lefthand under the mukha
mandapa. A tree is shown near the mandapa. Another shrine of Lord Siva as Linga flanked by
elephant figures (frontside) on eitherside isdepicted. A bhattaris standingundera mukha mandapa

holdinghisrighthandintheattitude ofofferingsomething. Atreeisshownnearthe mandapa.

Tier-1I1,Panel - 1, Row-III, Scene-II

A chaurie bearerholdinga chaurie inhisrighthandisstanding. Anotherpersonisstandingnearhim.
Akingis seatedundera mandapa onalow seat. Anobleisstanding before the king holding his right
hand near his mouth in supplication and a dancer or a musician is shown as holding an ektar musical
instrument in the hands. The dancer or a musician may be a eunuch since the portrayal is very

feminine.
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Tier-1I1,Panel - 1, Row-III, Scene-III

Twonoble women are seated undera mandapa. Bothofthem arekeepingtheirlefthandsinthe pose of
vismaya (wonder). A person is seated on a low seat holding a snake by its neck by his right hand and
holding the body by his left hand. A small bag is hanging under his left shoulder. A woman holding a
childonherrighthipisstandingbehind him (maybehiswife). Hemaybeasnake charmer.

Tier-1I1,Panel - 1, Row-1III, Scene-1V

Twonoblewomenare seatedundera mandapa. Thereisabowl full of eatablesinbetweenthem. Aman
is keeping his left hand on his left thigh and his right hand is portrayed in the attitude of holding
something. Abard (tall figure)isshown asdancing and singing with ektar musical instrumentin his
raised left hand and holding a bowl full of eatables in his right hand. The bard may be a eunuch since
portrayal is very feminine. Next to this scene a woman is portrayed as standing on the threshold of her
house and watching the scene. Pots are kept one over the other in two rows. This scene reminds us of
the monthly utsava (festival) of the temple. It may be portrayed here. Normally during festival
seasons, thekingsandnoblesusedto visitthe temples and witness the bards singingand dancinginthe

streets.

Tier-1I1,Panel - 1, Row-1V, Scene-1

A snake charmer is playing a magudi (A musical instrument used by snake charmers. (Refer -Wood
Carving TierI - W.C.22). Asnake is shown. Below this scene a vendorisholdingacoveredtray on his
head. Ashrineof Ambal isdepicted.A bhattarisholdingaflowergarlandinhisrighthandandawater

vesselinhislefthand. He isstandingbeforethedeity. Atreeisshownnearthe bhattar.

Tier-II1,Panel - 1, Row-1V, Scene II

Story: (Tiruvilaiyadal Puranam T.P.No.21)- Story of stone elephant eating cane

A Siddha was camping in a temple at Madurai. The king wanted to meet the siddha. But the siddha
wanted the king to come and meet him. The king came with hisretinue to meet the siddha. Atthe time a
villager brought a sugar-cane and the king, expressing his doubt whether he was really a siddha. The

king said pointing to a stone elephant sculptured on the tower of the temple, "If you can make that

elephant eat this sugar-cane, then I shall admit that you can do all things, and must be our god
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Sundareswara." On this request being made the Siddha glanced a side look at the elephant, which
immediately gave signs of life; took the proffered sugar-cane from the hands of the king and ate it,
and not being content with that, took the garland of pearls from the king's neck, and put it into his
mouth. While the peons were busy in attempting to scare the elephant, the king fell at the feet of the
Siddha, worshipping him; who then looked again at the elephant, which immediately restored the
stringof pearls tothe king. The Pandya thenreceived many gifts fromthe Siddha;and after causing
his son, Vikrama Pandya, to be crowned, he (Abhishega Pandya) attained the lotus-feet of the god;
(thatis,hedied).

Description of the Scene

Apersonhavingatufton his head and holding a dried bottle gourd vessel (for storing liquid items) in
his right hand is standing near the tree. He has a white angavastra covering the right shoulder.
Abody guardisstandingnextis holdingashieldandaswordinhishands. A kingisstandingholding
hishandsin anjalimudra.A saint,(Lord Siva himselfasasiddha)isshownnearthemholdingastaff
in his right hand. He is portrayed as nearly naked except covering his genitals with a small piece of
cloth (kaupinaloincloth). A Siddha is shownabovethem holding his handsinAnjali (hands folded
in prayer pose). A Siva shrine is depicted which all are worshipping. The shrine is flanked by
elephant stone sculptures on either side. The stone elephant near the siddha is portrayed as holding a

bunchofsugarcane, whichitiseating. Thisrefersto Tiruvilaiyadal Purana(T.P.No.21).
Tier-1I1,Panel - 1, Row-1V, Scene-III

A Siddha 1is seated under a mandapa holding a staff in his right hand in Veerasana posture.
A yogapatta is wound around his hip and the bent left leg. His left hand is kept on his left knee.
An attendant is standing behind him wearing a saffron lower garment. The king standing before him
andhisrighthandisportrayedintheattitude ofarguing. Apersonhavingatuftonhisheadand wearing
a rudraksha bead hara onhischestisstandingbehindtheking(Abhishega Pandya).Hisrighthand
isportrayedin vismaya (wonder)posture. Hemaybethe minister. Abody guardholdingashield and
aswordis standing behind him. Another person wearing asaffronundergarmentand holding a vessel
inhisraised right hand is standing. Another person holding a piece of clothin hisraised right hand, is

standingbehindhim. Heiswearingachecked patternlower garment.
Tier-II1,Panel - 1, Row-1V, Scene-1V

A siddha wearing a piece of saffron cloth covering his genitals (kaupina) and holding his hands

above his head in anjali mudra is standing before the shrine of Lord Siva in the form of a linga.
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Theshrineisflankedbyelephantstonesculpturesonboththesides. Thetrunk ofelephantsculpture on
thesideis extended holdinga hara oftheking. Asiddha isportrayed above holding his hands above
hishead in anjali mudra. Akingis standing with his hands in anjali mudra. Abody guard with shield
and sword is standing behind the king. Two persons are standing behind the body guard. The Siddha
(Lord Sundareswara) hasprobablymergedinthe Linga.

Tier-1I1,Panel - 2 : Sundaramurthy Nayanar Episode
Thereare fourrowsinthispanel.
Tier-I11,Panel - 2, Row-1I

This panel depicts the episode of Sundaramurthy Nayanar and Cheraman Perumal of
Tiruvanchikalam travellingto Kailasa. Sundarar isseated onawhite Elephant. Hislefthandiskept
on the goad which is planted on the temple of the elephant. Cheraman Perumal travels on his own

horseto Kailasa. Heisseatedonhiscaparisonedhorseholdingthereinsbyhislefthand.
Tier-I1I1,Panel - 2, Row-1I

Sundarar is coming from the Chola country after completing visits and pujas in many Siva temples
and moves on to Avinashi, Coimbatore district in Chera country. A bhattar is standing under an
umbrella. A king, Sundarar and another bhattar are seenbehind. The lastone fromrightisholding
anumbrella. Sundararis always portrayed like aking, since he dressed up like one - Sundarar means

beautifulone; he wasbroughtupbyakingthougha brahmin boyby birth.
Tier-1I1,Panel - 2, Row-II1

At that time, an upanayana (sacred thread wearing ceremony) festival was being conducted in one
house and the people in the other house were crying since their child was devoured by a crocodile
living in the pond nearby. Sundarar sanga Tirupadigam (Tamil hymn) on Siva and requested Him to
givebackthedevouredchild. Pleased with hisdevotion, Sivabroughtback the childtolife. Thisscene
is depicted in the second and third rows. A child is shown standing in the mouth of the crocodile.
Sundarar is shown singing Tiruppadigam on Siva and the child is shown coming out alive from the
mouth of'the crocodile. Sivais shownunder the parasol as a tall figure. A lady may be the mother, is

shownnext.
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Tier-III,Panel - 2, Row-1V

Episodefrom Tiruvilaiyadal Purana (T.P. No. 52)
Story:
The God gave to Darumi a Purse of Gold

Shenbaga Pandya had adoubtwhetherthe smell ofthe hair ofhis queen was natural or artificial due to
the flowers worn by her. He posed this question to the Tamil Sangam poets and announced areward of
1000 gold coins for the poet who would solve this. Darumi a poor man prayed to Lord Siva who gave
him a poem to answer the doubt of the king. Darumi went with this poem to the court. He was
challenged by Nakkeerar, the poetlaureate. Heran back to Siva. Siva accompanied him to the court.
Inthe court, Siva waschallengedby Nakkeerarevenafterheshowedhisthirdeyetoreveal hisidentity.
There upon, Siva senthim flyinginto the Golden Lotus Tank (Potramarai Kulam) in the temple with a
burning sensation all over his body. Nakkeerar and the King fell at the feet of Siva and begged

forgiveness.
Description of the Scene

Darumi, the poor poet was given a purse full of gold coins by the Pandya king, Shenbaga Maran
Pandya accordingtothe Tiruvilaiyadal Purana. The Pandya kingisshown as seated ona wickerand
giving a pearl necklace to Darumi, the poor poet, which hereceives. The king's left hand is kept on his
leftlap. The chaurie bearerisstanding behind the kingand abody guardisstandingbehind him witha
broadshieldand swordinhishands.

Tier-111,Panel -3 : Sthalapurana

Therearethreerowsinthispanel

Tier-III,Panel - 3, Row-1I

Karuvur Siddhar is shown as discussing with Brahma. (A label in old Tamil Script given in Tier-1V,
Panel - 5, Row III, Scene III ) which has to be referred to show that it is Karuvur (Karur) Siddhar.
Siddhars areknowntohavebeenimmortal. They cantranscendtime and space. However historically,
he lived during the period of Raja Raja 1, the great Chola King, i.e. 11" Century AD. Brahma is

depicted here with three heads, the fourthisnotvisible. Heis seenseated onan asana (seat); hisright
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leg hangs down and the left leg is lifted up and kept on the seat as if in utkutikasana. A yogapatta is
wound around his bent left leg and his hip as in the case of yogis. Karuvur Siddhar is also shown as
seated on aseat. Hisright leg hangs down and his leftleg is folded and kept on the seat. He is wearing a
saffron coloured lower garmentand also an upper garment. His head is covered with a headgear, which
isalsoofthe same colour, while Brahma has the usual paraphernaliabefitting his stature and is holding

his yogadanda (sacredstaff)inhisrightupperhand.

Tier-III, Panel -3, Row-1I

Three kings namely, Vattiraasan, mala keralarasan and Maganatharasan are worshipping a stand
with paddy grain on lotus in Kerala style. They are all seen attired in their royal dress. A label in old
Tamil givenintheborderreadsas:-“.....Vattiraasan,Mala Keralaraasan” and” “Maganatharaasan”.
Vattiraasan may meankingofaplaceonahill since Vattialso means way toahillin Malayalam. There
isaplace in modern Trivandrum called Vatti. “Maganatharaasan’ is a proper name. Many Telugu as
well as Tamil Brahmins use Maganatha to denote Lord Siva intheir names. Itis a name of Lord Siva.
Thelineage of Venad kingsshowsthatthereareseveralkings whohavethetitle'Kerala'. Cheracountry
is also called Mala Nadu meaning hilly country. The nearest kings to the period of the murals are Vira
Kerala Martanda Varma (1383), and Veera Ravi Kerala Varma Kulasekhara Perumal (1504 -1528).
The Tamil script may mention one of them as 'mala keralarasan'. The former appears to be closerto the

date ofreconstructionofthetemple. Thesethreekingshave cometoworship.
Tier-II1,Panel - 3, Row-I1II

Musiciansare shownplayingtheirrespectiveinstruments heraldingthearrival of Narumpoonathar.

Tier -III, Panel - 4 : Episodes of Sphutarjunam  (sthalapurana),
Tiruvilaiyadal purana : T. P. No. 52 - Giving purse to Darumi; T. P. No. 53 - Nakkeeran
episode and T.P.No. 56 -Idaikkadar episode.

This panel also has four rows with episodes of Sphutarjunam (sthalapurana). The relief rows are the

rowofdovesatthetopandfloraldecorationsatthebottom.
Tier-III,Panel - 4, Row-1, Scene-1I

Karuvur Siddhar is sitting on top of a boulder with a kamandala (water spout) by his side. His left
hand is kept on his thigh while his right hand is in upadesa mudra. Two Gandharvas facing to the left

with a veena typestringinstrumentarestandingbeforetheSiddhar.
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Tier-III,Panel - 4, Row-1, Scene-1II

Two Gandharvas facingrightaresingingbefore Sphutarjuna Linga whichhasemerged fromthetree
as shown by the shoots around. This Linga is distinguished from the boulder seen above by its huge

size. Theyareholding ektar type gandharva veenas intheirhands.

Tier-III,Panel - 4, Row-1, Scene-III

Karuvur Siddhar isdoing pooja tothe Linga with hisrighthand, maybe holdinga flower, while his
lefthandisonhisthigh. After the Linga, another Gandharva issingingandprayingtothe Linga.

Tier-III,Panel - 4, Row-1, Scene-1V

Karuvur Siddhar is seated on a boulder in meditation with his right hand placed on the yogadanda
whichall sagesusually carry; hisright hand is counting the beads. His kamadalu isplaced onanother
boulder near him. Nextto this scene, the Lord Ayyappa isseated. Ayogapatta is wound between his

bentleftlegwhichiskeptontheseatandhiship. Hisrightleghangsdown.

Tier-III,Panel - 4, Row-1, Scene-V

In this scene, a mirror is kept in the centre of the mandapa. The mirror represents the palace at

Pandalam, thebirthplaceof Lord Ayyappa. Itshouldbean Aranmula mirror, handcrafted.

Tier-III,Panel - 4, Row-1I, Scene-VI

Theking, Pandala Rajaisbeingaskedtobringtiger'smilkbythe queenwhoisseatedonarectangular
seatinamandapa. Therighthand of the queen is portrayed in the Vitarka mudra. An attendantis seen

ontheextreme right.

Tier-III,Panel - 4, Row-1, Scene-VII

The Lord Ayyappa isseated. A yogapatta is wound between his bent leftleg which is kept on the seat
and his hip. His right leg hangs down. Two Chamara bearers are shown above him. To the right, two

persons, the first one is having a peculiar hair dress and the other one is painted black while his lower

garmentissaffron. They are worshipinghim. Thelatter’s hairisarrangedinabunandthetop knotcan
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be seen (asinthe case of Namboodiri or Tampuran). One short figure may be Malikapurattu Amman,
his beloved is shown standing with hands in anjali before Lord Ayyappa and Pandala Raja, his
earthly father is seen requesting him to come back to the palace. In the extreme right, another person

attiredalmostsimilarly tothepersonwithhairinabunisseen.

Tier-III,Panel - 4, Row-1I, Scene-1I

A saivite saint wearing a rudraksha bead mala on his chest is worshipping the Ambal shrine.
Abhattarisdoing pujatothedeity underthe mukha mandapa. Another bhattarisstanding outside the
mandapa holding a flower basket in his right hand. Two siddhas are worshipping the shrines from
above. A linga shrine is depicted. A bhattar is standing under a mukha mandapa. A Maruda tree

(Terminalia arjuna)isshown. A dvajasthambha (FlagPost)isdepicted.

Tier-III,Panel - 4, Row-1I, Scene-1II

A balipeetah isseenunderatree. Adevotee carryingthe brahmadanda onhisheadisseen goingto

theentranceofthetemple. Thetemple withits gopura isdepicted.

Tier-III,Panel - 4, Row-1II, Scene-III

Attherightend, beforethe pillarbifurcation, thekingisseenseated onahighstoollike asana withhis
right leg crossed on the left, which is planted firmly on a tripod of which only two legs are shown.
He wears a checked lower garment and a Kiritamakuta (crown) adorns his head. All ornaments
befitting royalty are shown. Hisrighthand is portrayed in the pose of suci i.e.,pointingor explaining
somethingto the persons standing before him. The person wearingared lower garmentis the betel leaf
bearer shown as a dwarf. The other two are dignitaries and are shown as tall and showing reverence to
the king and intently listening to the king. A spittoon bearer is holding a spittoon in his upraised right

handafterthewoodenpillar.

Tier-III,Panel - 4, Row-1II, Scene-IV (T.P. No.52)

Darumi, the poetis depicted in the mandapa atthe left. A seated king is shown discussing with his
three ministers about the smell of the hair of his queen under a mandapa. Next a small statured man,

Darumi,wearing asaffroncoloured dhotiisworshippingSiva. Sivaisseatedwithhisleftlegbentand

keptonthe padmasana overarectangular bhadrasana.Hisrightlegishanging down. Heis holding
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his usual attributes (parasu and mriga - axe and antelope) in his two upper hands while his lower

handsareportraying abhaya and varada respectively.

Tier-III,Panel - 4, Row-1I, Scene-V

A king is seated with Nakkeerar, the poet in a mandapa. He is discussing with Siva about the poem
written by Siva. In the next scene, Nakkeerar is seen thrown away. Rishis are also shown as
worshipping Siva. After realising his mistake and getting pardoned by Siva, Nakkeerar is
worshipping from Potramarai Kulam(goldenlotuspond)with lotus flowers. Thisisadepictionfrom
the Tiruvilaiyadal Purana. The story is of Darumi,the poor man to help whom Siva wrote a poem.
Theheadgearofthe kingiscontemporary Vijayanagar ‘Colae’ - the painters have transposed current

idiom on an ancient story.

Thestoryexpandedisasfollows: Tiruvilaiyadalpurana (T.P. No. 52 and 53)

Once the Pandyan king had a doubt as to whether the scent from a woman's (his queen's) hair was
natural or artificial. He announced a prize of 1000 gold coins for anyone to resolve his doubt. A poor
poetnamed Darumi prayed to Lord Siva to make him get the award. The Lord gave a poem to the poet
and asked himto takeittothe King. When this poem wasreadinthe court,the Poet Laureate Nakkeerar
found faultwithitand stoppedthe Pandyan king from givingtheprize. Darumi was griefstrickenand
he again appealed to the Lord. He said he was not worried for not receiving the prize but he could not

bearanyone finding faultwiththe Lord'spoems.

There upon, Lord Siva himself came to the court and challenged Nakkeerar. But Nakkeerar was not
moved. Though Lord Siva asked him if the hair of Gnanapoongodai, the consort of Lord
Kalathinathar (Lord Siva of Sri Kalahasti), whom Nakkeerar worshipped did not have a natural
scent, the undaunted Nakkeerar asserted that it was not so. Siva opened the third eye in his forehead
(Netrikkan) which emitted fire and looked at Nakkeerar to show the poet who he was. Even then,
Nakkeerar persisted in his statement. As he could not bear the scorching heat emanating from the
divineeye he jumpedintothe water ofthe Golden Lotus Tank. Thenattherequestofthe otherpoets, the
Lord took Nakkeerar out of the tank, forgave him and made him study under 'Agasthiar', the Tamil

Sage. Thisstoryisverypopular.

Tier-III,Panel-4, Row-III, Scene-1I

Nandikesvara is depicted inthe form of Adhikaranandi holding axe and antelope in his upper hands

while his lower hands are portrayed in Anjali. Uma Sahita (Siva with Parvati or Uma) seated on a
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padmasanaoverarectangularbhadrapithaisbeing worshipped by akingand queen, maybe Indra and
Indrani. A water body is shown which may be the Surendra Moksha Theertha (see Sthalapurana,
p.30). Four persons are shown worshipping who appear to be Devas who are in the clouds. The figures
ofthe Devasareshownabovethehip.

Tier-III, Panel - 4, Row-1II, Scene-II

A sage wearing saffron coloured lower garment is shown standing before a Maruda tree
(Terminalia arjuna). Anoval shaped Linga isshownemerging fromthe Maruda tree (Sphutarjuna).
Anothersagetotherightsideofthe Linga isshownseatedonahillockwithhisleftlegbentandkeptup
and the right leg hangs down keeping his left hand on the knee of the bent left leg. A water vessel
(kamandalu) is placed before him. A yogapatta is wound around his left leg and his hip. He is seated
under the Maruda tree. He appears to be Karuvur Siddhar. Another sage to therightside in full garb is
worshippingthe semi-circularstone asaninsetcoming outofthe Maruda treei.e.Sphutarjuna (Siva,
see Sthalapurana in Chapter-1). Alabelinindistinct Teluguscriptonthe bottom may readas: Katrina
kala----(?).

Tier-III, Panel - 4, Row-III, Scene-III

Lord Siva as Umasahita is seated with his usual attributes, axe and antelope in his upper two hands;
abhaya (protection) and varada (boon bestowing) in his lower right and left hands. His right leg is
hanging down while his left leg is folded and kept on the seat. Uma, his spouse is seated on the same
bhadrasana (Lower pedestal) with her right leg folded and kept on the seat and her left leg is hanging
down. Her left hand is kept on the seat and her right hand is portrayed as holding a flower. Siva is
worshippedbyAdhikaranandi and Chandikesvara shown onthe rightside.

Tier-III, Panel - 4, Row-III, Scene-1V

A Siva shrine is depicted. A bhattar is showing deepaharati (lamp ceremony) to the deity in his right
handandholdingabellinhislefthand. Anobleis worshipping Siva.

Tier-III, Panel - 4, Row-III, Scene-V

Two nobles are seated in a mandapa discussing. The first one wearing a conical cap (Colae) on his

head,isholdinghisrighthandintheattitudeof tarjani whilethe otheronewearingaturbanonhishead
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andalongharaonhischestisintheattitude of chin mudra. Another oneisseated onapedestal, undera
marudatree nearby also discussing with them. He is holding his left hand on the left thigh and his right
hand is portrayed in the pose of tarjani (the projected forefinger pointing upwards in a threatening

manner). Hemaybesuperiortothemjudgedbythesizeofthe depiction.

Tier-III,Panel - 4, Row-1V

Tiruvilaiyadal Purana (T. P. No. 56)

Story:

Kulesa Pandya (Some identify the ruler as Kulasekara Pandya and others as Ugra Peruvaludi)
ruling Maduraiatthe time of Idaikkadar was aneruditescholar. Idaikkadar ashisnameimplies was
a shepherd. He was the one who averted a famine by re-arranging the Navagrahas who came to visit
and test him and caused a downpour during the Tamil year 'Vegudanya'. He is called Idaikattan in
Malayalam. The king was also a poet and member of the Tamil Sangam. To praise the king, Tamil poet
Idaikkadar, a close friend of eminent poet Kabilar, wentto his palace and praised him with a verse.
Theking wasindifferenttothe visitor. Pained by the king's indifference, Idaikkadar went to the temple
of Meenakshi Sundareswara inMaduraiand complainedto Lord Siva aboutthe King. Hethenleftthe

temple and went northward angrily.

The Lord also came out and went with Goddess Meenakshi along with Idaikkadar. They went to a
temple south of the River Vaigai. He granted darshan to Idaikkadar and promised to teach alesson to
Pandya king. Next morning, when devotees came for the morning darshan of Lord Thiru Palli
Ezhuchi darshan (to wake up the Lord from divine sleep) in Tamil they were shocked that the
Sivalinga was missing and informed the king. The King rushed to the temple and begged the Lord to
tell him why He left the temple with Mother Uma Devi. Avoicesaid thatthe Lordleftthe place asthe
king had humiliated poet Idaikkadar. Meanwhile, some devotees rushed to the king stating that Siva
and Parvati were in the temple south of River Vaigai. Pandya rushed tothe temple near Simhakkal
and implored the Lord praying for pardon. Pleased with the appeal of the King, Lord said that Thiru
Alavai (Meenakshi Sundareswara Temple) was supreme; the Linga of Adi-Chokkanatha near
Simhakkal was worshipped by Kubera. Since then this place is called Uthara Alavai. The temple is
knownasAdhi Chokkanathar Koil andthePlace Vada Alavai.
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Tier-III,Panel - 4, Row IV, Scene-1I

A pastoral scene is depicted. A shepherd holding a vessel with a handle (Thooku in Tamil) in his left
hand and a staffin his right hand is seen grazing sheep under a tree. Three sheep and aram are clearly
seen. He is shown as half-clad. His headgear is also very simple. We identify him as Idaikkadar, the

holyshepherdandagreatSiddhar.

Tier-I11,Panel - 4, Row-1V, Scene-11

A mandapa isshowninwhich Sivaisseenseatedona padmasana (lotusshapedseat)with fourhands
carrying hisusual attributes and ornaments. Idaikkadar totheleftofSivaisshownascomplainingto
him. Idaikkadar isseenseated beside himholdingastaffleaningonhisrightshoulder. Hisrighthand
isshownin tarjani indicatingassayingsomethingto Lord Siva. Somenoblesare seated before Sivain
the mandapa. They are also saying something to Siva. The first and the third of the five persons seated
before Siva may be ministers. They are arguing since their hands are in Tarjani mudra. The dress of
the firstone isrich. There are two persons next, who note down the details of what the firstnoble says

onapalmleafwithastylus. Theministers wearcontemporary Vijayanagar Colae.

Tier-1I1,Panel - 4, Row-1V, Scene-III

Intheextremeleft,apersonseatedinbetweenthe twomandapas whomaybetheking. Hisrighthandis
alsoin Tarjani mudra. His lefthand is on his thigh. A person wearing saffron coloured under garment
and angavastra on his left shoulder holding his right hand in the attitude of chin mudra is standing
behind the king. The person with red lower garment is also having his right hand in Tarjani mudra.
Aperson having his hair spread out gazing upward is seated under a mandapa in padmasana position.
Heis Idaikkadar who is in trance in Padmasana posture. Siva musthave been portrayed in the pillar.

Three rishis areworshipping. Theyareseatedundera mandapa.

Tier-III,Panel - 4, Row-1V, Scene-1V

In the next scene, a person with a big staff (Idaikkadar) to the right of the king and another person
(Kapilar,thepoet) whoistotheleftofthekingaretalkingtothekingwhoisseatedonaseatkeepinghis

lefthandonhislefthip. Two chaurie bearersareseenabove.

Tier-II1,Panel - 4, Row-1V, Scene-V

This scene is also similar to the earlier one with nobles talking to the king, the first whose hands are in

Tarjanimudra andthenextinanjalimudra. Asaresultoftheirdiscussions,thekingistakingachaurie
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inhishand and wavingitin front of a water body with fish in it. This signifies that Siva has come in the

river. Thisisthetemple onthebankoftheriver Vaigai where Lord Sivamanifested himself.

Tier-III,Panel - 5 : Seshasayana Vishnu

Seshasayana Vishnu is portrayed as lying on his serpent couch which has five hoods above his head,
with two hands: holding a lotus flower in his left hand and his right hand is hanging down. A lotus
flowerisspringingoutfromhisnavelinwhichathreeheaded Brahma isseenseatedcross-legged(the
fourthisnotseen).Jaya and Vijaya,thedoorkeepersareportrayedabove. Conchand Chakra arealso
portrayed above. Sri Devi is portrayed seated near his head with her usual embellishments while
Bhu Devi is seated near his feet in the same manner. The ocean is indicated by the presence of fish,
tortoise and conch in between them. This is the indication that Vishnu is portrayed in his primordial
sleep (Yoganidra). Brahma is also portrayed in dhyana (meditation) posture. Lord Vishnu is in

Anantasayana.

Tier-1I1,Panel - 6

Three rows are shown in this panel after the row containing the painting of a crane and corbels of

pillars.
Tier-II1,Panel - 6,Row-1 : Rama killing Vali

Sugreeva testing Rama's prowess is depicted here. Sugreeva is portrayed as standing with his left
hand near his mouth in supplication behind a tree. Rama is seen seated on a hillock with his right leg
crossed over his left leg which is planted on the floor testing the sharpness of the arrow which he is
carrying in his hands. His bow is hanging on his left shoulder. Rama is painted in emerald green.
Lakshmana with his right hand near his mouth and carrying a bow in his left shoulder is standing
behind Rama. Hanuman, small in stature, is seen seated with his left leg bent and kept on the ground
while hislegisslightlyhangingout. Histailisalmostencirclingthetree. Hislefthand iskeptonthe left
footof Rama whilehisrighthandisportrayedintheattitude oftouchingtherighttoeinsupplication.

Rama isabouttosendanarrowthatpiercesseventreestoshowhisprowess.
Tier-1I1,Panel - 6,Row-1II : Incarnations of Vishnu

The incarnations of Vishnu starting from Matsya, Kurma, Varaha, Narasimha areportrayed here.
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Tier-111,Panel - 6, Row-1III : Incarnations of Vishnu

The third row shows the rest of the incarnations like Vamana, Parasurama, Balarama, Krishna and

Kalki (horsefacedwithswordtodestroyevildoers).

Tier-111,Panel-7: Episodesfrom Tiruvilaiyadal Purana
Lord Siva winning the hand of Parvati (T. P. No. 57); Siva selling bracelets
(T.P.No.32); Siva selling rubies(T.P.No.17);Victory over Jains(T.P.No.22)

There are four rows in this panel.
Tier-1I1,Panel - 7,Row-1, Scene-1I

Siva is shown seated on a lotus pedestal on a square bhadrasana (rectangular base) with his usual
attributes. A water body (Tamraparni River) with fish is shown. A person is bending and offering

worshipto Siva fromthe otherbankoftheriver.

Tier-III,Panel - 7,Row-1, Scene-1II

A high dignitary (2" from left) is seated in a mandapa with hisright hand in tarjani mudra. A person
(1" fromleft)is standing before him. The woman seated atthe edge ofthe mandapa isholdingababy.
Her hair style is peculiar. An attendant is standing behind the mandapa holding a baby in her hands
(2" fromright).

Tier-1I1,Panel - 7,Row-1, Scene-III

Awaterbody (Tamraparni River)isshown, with fish, saw fishanda makara withasnoutresembling
a truck of an elephant (mythical). A holy man with a staff (may be Lord Siva) is seated on a high
pedestal. Heis wearingapiece ofclothuptothekneeswithoneendhangingin front; hehasaturban;his

beardissharp. Therestofthepaintingonthe woodenpillarisobliterated.

Tier-1I1,Panel - 7,Row-1, Scene-1V
Story (Tiruvilaiyadal Puranam No.57)

Episode of Lord Siva winning the hand of Parvati:('kayarkkanni')

In the firstrow, scenes from the 'Tiruvilaiyadal Purana' are portrayed. A makara fish was giving big
trouble to the fisher folk by tearing their nets and preventing them from catching fish. The chief of
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the fishermen gotso desperate that he announced thathe would give his own daughter “kayarkanni’in
marriage tothe personwho could catchthe makara. Lord Siva tookthe form ofafishermanand fought
with the makara fish to getthe hand of'kayarkkanni',the daughter of the fisher folk chief. Hetooka
big fishingnetand wenttothe sea. He came along withthe chiefofthe Siva Ganastohelphimcatchthe

makaraportrayedasanoldman. Thissceneisportrayed hereindetail.

Description of the Scene

A fisherman in Arab style couture is standing keeping a dagger in his left hip. He is wearing a black
colouredtuniccoveringhisentirebody. Abigfishingnetisshowninwhichthe'makara'(atypeoffish),
which is giving trouble to the fisher folk was caught. Lord Siva asa fishermanis pullingtherope of
the netto bring the 'makara'to the shore. He is assisted by the others. This scene is portrayed here. The
chiefofthe Siva Ganas i1sdepicted asthe old manbentandholdingastick. Hisrighthandis portrayed
in tarjani mudra. Two of the four persons on the top wear Arab type couture. This show the painters
have gone back and forth in time. They are wearing tunics covering their entire body. The chiefofthe
Siva Ganas as an old man is standing before the fisher folk chief and asking for the hand of
'kayarkkanni' on behalf of Lord Siva. The fisher folk chiefis standing before the chief of the Ganas.

Apersonisstandingbehindhim.Anotherpersonwearingahatisportrayedabove.
Tier-III,Panel - 7,Row-1, Scene-V

The nextscene is discontinuous with this story as can be seen from the right orientation of the figures.
The usual line to show discontinuity is missing making the interpretation for the art historian more
difficult. Ithastoberelatedto Scene - Il1of Row - I1and Scene - IV of Row - I1I. Two women are wailing
overthedeath ofthe husband (shownin Scene -1V ofRow-11I) and two women onthe laps ofthe women
at the right and left extreme of the mandapa have fainted. The woman at the left extreme is holding a
spouted water vessel in her lefthand and keeping herrighthand on the forehead of the fainted woman.
The water is torevive the fainted women. The next scene is described in Scene - 111, Row- 11. The Sati

episodeisdepictedasthreeseparate smallscenesinthreeplaces.
Tier-1I1,Panel - 7,Row-1I, Scene-1I

Thisscenerelatestothe previousscene, Scene-I1VofRow-1.Itshowsthe marriagesceneofthestoryof
Sivamarrying Parvatiincarnated as fisher folk girl. Onthe extreme left,the Kayarkkanni isentering
apalacewithalampinherrighthandandsomethinginherlefthand. Sheisseenenteringthepalacewith

her auspicious right foot planted on the threshold. A marriage ceremony is being celebrated.
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The couple are showing theirhands and aman, may be the Kayarkkanni's father (fisher folk chief), is
pouring water in their palms to solemnise kanyadana. Musicians are playing different musical
instruments. The lower two are playing hourglass shaped instruments while the three in the halfcircle

aboveareplayingcymbals,conchandagong. Allwerehappy.

Tier-III,Panel - 7,Row-1I, Scene-1II

Tiruvilaiyadal Puranam Story: Siva selling bracelets (T. P. No. 32)

The wives of a large number of rishis nearly eight thousand were condemned to be born at Madurai,
owing to the curse of their husbands for a mistake committed during a previous birth, which involved

Lord Siva.He,atthattimecollectedalarge quantity ofbracelets fromthemintheirpreviousbirth.

He came to sell those bracelets in the streets of Madurai in the present birth (time); all the women
crowdedto getapairofthesebracelets. These onwearingimmediately fell offagainastheyhaddonein
the previous birth. Hence, thisincident was discovered to be asacred amusement of the god, one ofthe

64 sportsofLord SivainMadurainarratedinthe Tiruvilaiyadal Purana.

Description of the Scene

Lord Siva is shown walking near the corner of the painting carrying bracelets in a rope on his right
shoulder holding a danda. The Danda is leaning on his right shoulder. Two men and a woman are
standing undera mandapa and viewingthe bracelets. Lord Siva in disguise as a bracelet merchantis
sittingonaseatin padmasana posture and putting the braceletsinthe hands ofwoman. There are four
womenonhisleftandoneisstandingbehindhimextendingherlefthandto getthebracelets. Therestof

thepaintingonthewoodenpillarisobliterated.
Tier-111,Panel - 7,Row-1II, Scene-III
Purananauru 246:Sati by Perungoppendu,wife of Bhutha Pandya

When the Pandyan King Bhutha Pandya died,his wife Perungoppendu wantedto commit Sati. But
all the Tamil scholars and ministers tried to preventher from entering the fire. She criticised every one
assemblednearandthenenteredthe funeral pyre. She told themthatthe fireislike acool lotus pond for
her. Her statement in the crematorium was reported verbatim in her poem in Sangam literature. There

isapoemMadura Kanchi by Mangudi Marudanar.
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Three pregnant women are standing. The centre one is standing with her hands thrown up. Fire is
shownonbothhersides. Thissceneisasequencetothe otheronethatistofollow. Sinceherhusbandis
killedina hunting, she was aboutto commitsati. Two pregnantwomen are worshipping Lord Siva as
Vrishabharuda, who appeared beforethemand gave solace. NextSiva as Vrishabharuda (mounted on
his vehicle bull (Rishabha) is shown. The pregnant woman who committed sati was given moksha by

Vrishabharuda Sivasinceherhusband whowaskilled whilehuntinghad alreadyreached Sivaloka.

Thesequelisin Row- III, Scene -1V

Different Story - That it is a different story is depicted by a wavy line in this row and this

pattern is followed in Row-III, Scene-1V

Tier-II1,Panel - 7, Row-1II, Scene-1V

Acaparisonedhorseisdepicted. AnothersuchhorseisshownandArabhorsetrainerisholdingitby his
right hand and holding a whip in his left hand. A king is seen seated in the center on a wicker seat
holdinghislefthand on hisleftknee. Asmallmanisholdingtheking'sright footby hishands. Apike
man and an archer are seen above. A noble is standing before the king in supplication and his right

handisin Tarjanimudra. Threeelephantsarestandingattherightend.
Tier-111,Panel - 7, Row-1III, Scene-1I

The King is depicted as marching on an elephant. An attendant is seated behind the king. He is

accompaniedbytwomen. Apageisholdinganumbrellaoverthehead ofthemarchingking.
Tier-1I1,Panel - 7, Row-1III, Scene-II

The Kingisreturning withtwonobles after worshipingthe Ambal (probablyin Tiruppudaimarudur).
A garbhagriha with Ambal is shown. A bhattar is standing facing the other side. Two nobles are
standing before the bhattar. Another garbhagriha with Lord Siva as Linga is shown. A bhattar is
shown. Theking is prostrating before the garbhagriha. Another noble is standing with his hands in

anjali postureneartheking. Thissceneisfadedandveryunclear.
Tier-II1,Panel - 7, Row-I1II, Scene-III

Three soldiersare standing. The firsttwo are bowmen holding theirbows in theirleft hands. The body
guard (3" fromleft) holdingashieldandswordisstandingnearthe mandapa. Akingisseated onaseat

under a mandapa. Two attendants are standing near him. Another body guard holding a shield and
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swordisstandingnearthe mandapa. Aspittoonbearerholdingthespittooninhisrighthandisstanding
behindhim. A person, whose handis shownin Tarjani mudra totheleftoftheking (3™ fromrightofthe

scene).
Tier-1I1,Panel - 7, Row-1III, Scene-1V

Apregnant woman is shown as seated under a canopy placing her lefthand on her head. Asoldier (may
be herhusband)isshownas fallen down from the horse which he wasriding while he went for hunting.
He appears to have been taken as a prey by a cheetah. Above this scene a hound and a cheetah with its
cubareshownas facingeachother. Afootsoldierbehindthemisaimingatthe cheetah withapikeinhis
hands advancing to the cheetah to fight or to threaten. Justabove this panel, in another scene (Tier-II1,
Panel - 7, Row II, Scene - III) this pregnant woman is shown as entering the pyre while two other

pregnantwomenare watching.

Tier-II1, Panel - 7, Row-1V, Scene-1I

Tiruvilaiyadal Purana Story: T.P. No. 17- Storyof Siva selling rubies (Manickam)

While Vira-Pandya ruled, the queen was without offspring; until, by performing penance to the god,
the queen gave birth to ason. Afterwards the king, while hunting, was slain by a tiger; at that time the
eldestofthe concubines, thinkingthistobethe favourabletime, stolethecrownandroyaljewels. After
the grief of the ministers for the death of the king had somewhat subsided, they found the crown
missing, and considering this to be the stratagem of an enemy, they were embarrassed how to proceed.
The god Sundareswara then came as a merchant (chetty) and offered nine very valuable jewels for
sale,explainingthatthey were oncethebodyof Vala-asura. This giant, by performing penanceto Siva,
hadacquiredthe powerto conquerthe Devas; oneday when Indra offered togive hima gift, hejeered
at the king of demi-gods, as a conquered person offering gifts to the conqueror, and himself offered a
gift to Indra; Indra begged Vala - Asura to burn himself, in the shape of a cow, in a sacrifice which
Indra was doing. He did so; when, according to a former promise of Siva, different parts of the cow's
body became inestimable jewels of different kinds and colours. The properties of these jewels were
explained by the merchant; who gave them into the hands of the ministers; said, "Thank the god Siva"
and disappeared. They took the jewels,had acrown made, and with it crowned the young king, naming
him Abhisheka Pandya (anointed). He recovered also the jewels which had been lost; and joyfully

reignedoverthekingdom.

Description of the Scene

The queenis seated holding her baby in her left hand and keeping the baby on her left lap. She has two

attendants. The lower garment comes to the ankles; itis wrapped around the waist and both of its ends
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are tucked up below the navel after forming a large knot in front; it is further secured with simple and
elaborate waist bands or girdles (Saree worn in old traditional style). Next the king is seated on alow
seat. Heiskeepinghisrighthand onthe bolsterbehind him. Heisrepresented bare-breasted, wearinga
lower garment made of a long cloth wrapped around the waist, gathered in front, and then passed
between the legs and tucked behind (Panchakachcham). 1t is held in place by an ornamental cloth
decorated with hangings that form geometrical curves over the thighs. He is wearing a medium sized
cap with a conical top slightly curved. An attendant is standing. A betel leafbearer is standing behind
the king carrying a roll of betel leaves to be given to him. A holy man is seated under the mandapa

facing theKing. Heiswearingasaffroncolouredlower garment(dhoti).

Tier-1I1,Panel - 7, Row-1V, Scene-1I

Lord Siva took the form of a ruby merchant and carrying a pouch is seated in a mandapa (2™ from
right). He is wearing a peculiar headgear and a long chain in his neck. His bracelets and armlets are
noteworthy. They are very valuable, but he is wearing them since he is a ruby merchant. The red
checkedlowergarmentismade ofsilk. Twoothersare viewingthe gems (nava-ratnas-nine gemsused
by Hindus as per astrology) seated in the mandapa along with him. An attendant (extreme left) is
carrying a bag full of gems. A wooden pillar is bifurcating the continuation of the scene. Some

portions ofthepaintingsmighthavebeenlostduetopassageoftime.

Next to the pillar, three nobles, (one may be a minister) are standing under a mandapa. The last one is
shown as worshipping the linga intheshrine. Heis holding a pouch containing the gems given by the
merchant. Thisisthe continuation ofthe earlier scene where Lord Siva as aruby merchant was giving
gems to the ministers. The mandapa isflanked by two elephantcarvings. A chaurie bearerisholding
achaurie (fly whisk)inhisrighthandisshownabovenearthe vimana ofthe mandapa. The painting
onthe wooden pillaris obliterated. After the pillar, the ministers praying to Sundareswara is shown.

Theremainingpartofthestoryistobeunderstood.

Tier-III,Panel-7, Row-1V, Scene-III

Destruction of Jainism and Buddhism (Tiruvilaiyadal Purana - Episode T. P. No.22)
That it is adifferent story - depicted by a wavy line.
Story

The episode where Lord Siva came to earth to annihilate the power of the samanar (Jains). A Chola
king in Kanchi, a Jain, orders Jain preachers to perform a black magic sacrifice to cause death of the
Pandya; as a result, a huge elephant was created by materialisation. It was directed to the south to

kill Vikrama Pandian. The Pandya prayed to Lord Somasundara, the Siva deity at Madurai.
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Lord Somasundara ordered him to build a hut on stilts usually found in forests called Atta Salai at
Anaimalai (Elephant Hill) near Madurai. Here, Lord Siva is portrayed as an archer and is shown
killing the elephant with his arrow which is stuck in its trunk as stated in the Purana from the Atta

Salai.The Samanars areshownashalf-cladwithshavenheads. The Pandya was saved.

Description of the Scene

Thekingisseatedonalowseat. Anobleisstandingbeforetheking. The Jainmonks aresendingablack
elephant. They are shown as halfclad. Twoaboveareshownasalmostnaked exceptthattheir genitals
are covered with a piece of cloth. Next, Lord Siva is portrayed as an archer and is shown killing the
elephant with his arrow which is stuck in its trunk as stated in the Purana from the Atta Salai. The
Pandyan Kingisstanding behind Lord Siva. Abody guard withashieldandaswordis standing behind
theking.

Tier-II1, Panel - 8 : Singingbards and Dikpalakas

Thereare fourrowsinthispanel.

Tier-II1,Panel - 8, Row-1I

Inthe firstrow,ablackpantherandacheetah encounteringahoundisdepicted.

Tier-II1,Panel - 8, Row-1I

Bardsaresinging with musical instruments. Allmusicians have a kondai (bun) overtheirheadsandare

heavily ornamented.

Tier-1I1,Panel - 8, Row-III &IV

These portray the visit of Dikpalakas (Though there are eight Ashta Dik Palakas here we see four
Yama on buffalo, Agni on ram, Varuna on crocodile and Vayu on deer) to Narumpoonathaswami on

theirrespective mounts.

Tier-1I1,Panel - 9 : Singing bards and Dikpalakas
Thereare fourrowsinthispanel.
Row-1I :Inthefirstrowone goatandoneramaredepicted.

Row-1II: Apersonin anjali postureisstanding. Anotherperson(anoble) withalongcaponhishead
and wearing rudraksha bead mala is standing. Two more persons are standing. The next portion is

obliterated.
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Row -III: Three bards are singing with musical instruments. All musicians have a kondai (bun)over
theirheads and are heavily ornamented. The firstone is holdingarattle in hisright hand and lifting his
leftlegupasifdancing. Thesecondoneisagongbeater. Thethirdoneisalsoholdingarattleinhisright
handandhisleftlegisliftedup.

Row -1V :Threepersonsarestanding. The firstone is wearing along cap on his head. The second one
maybealady. Sheisidentifiedbyherplaitedhaironherhead. Sheisholdinganektar inherrighthand.

Thethirdoneiswearingalongcaponhisheadandholdinganektar inhisrighthand.

Tier-1I1, Panel - 10 : The Removal of the Crime of Indra - Sthalapurana of
Tiruppudaimarudur and Tiruvilaiyadal Purana (T.P. No. 1. and 3); Forgiving a
sinning Brahmin boy (T. P. No. 26); Removal of the curse of Airavata (T.P.No.?2);
“mummulaiudan Tatakai pirantatu” (T.P.No. 4)

The Removal of the Crime of Indra (T.P.No. 1and3)

Story:

Indra, the king of celestials was engrossed in enjoying the dance of celestial nymphs in his celestial
world (Deva Loka), when his Guru (spiritual preceptor) Brahaspati came to see him; Indra was so
absorbed in this pleasure that he did not pay proper attention to the Guru nor rise to salute him.
Brahaspati departed in great anger; and in consequence of Indra's indifferent attitude to his Guru, he
hadtoloseallhisprosperityandalsothe sympathyofhis Guru. Havingnolongerhis former preceptor,
Indra took a three-headed giant, (asura) for his preceptor, the son of Twashtta (the chief of the
Asuras), Viswarupa. The asuras induced Viswarupa to perform a sacrifice (yaga) to destroy Indra.
Indra learnt to his consternation that the new guru proposed to destroy the demi-gods (Devas -
celestials) and favour his own clan, the Asuras. Therefore, Indra killed him whereby he incurred the
sinof Brahmahatti (crime ofkillinga Brahman or guru). The father ofthe asura, Twashtta would not
allowthisacttogounrevenged. He performeda Yagnam (fireritual sacrifice), from which Vrittrasura
came forth, whomheorderedtokill /ndra immediately:thelatterstruck the asura, butfindingthathe
couldnotkillhim, hid himselfinalotus flower. He then wentto Brahma and enquired why he could not
kill the asura; he was told thathis weapon had become powerless; buthe was directed to aplace where
anold Brahmin Rishi named Dadichi hadlongbeenperformingpenance, and was advised to take his
spine, which would be the powerful weapon thathe sought. The old Brahmin Rishi gladly gave up his
life and Indra, taking his spine fashioned itinto aweapon, the famous Vajrayudha. With ithe killed the
asura, whereby the Brahmahatti was doubled; and in consequence of its burden, Indra again

concealedhimselfinalotus flower.

Thecelestials werenow left withouttheirking,and Nakusha, an earthly monarch, who in order to take

Indra's place (Indra is a post like President; there were several Indras in several time periods) had
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performed a hundred yagas ('sathamaghan'), became entitled to take the place of Indra. Accordingly
he sent word to Indrani, the consort of Indra, that he was coming, directing her to prepare to receive
him. On this message being communicated, she went in consternation to the guru, Brahaspati, to ask
his advice, who directed her to sanction the coming of Nakusha in the palanquin of Indra, but to be
borne by the seven rishis (this was to bring about the downfall of Nakusha). While Nakusha was thus
going, owing to his hurry, he exclaimed to the rishis, "Sarpasarpa", which means both quick and a
serpent. The rishis beingdispleased, putdownthe palanquin, and pronounced onhimacurse "thathe
should become a serpent”; in which shape he fell down again to the earth. A Council being held of
Brahaspati, Agastya and other sages, it was recommended that Indra in order to the remove his sins
should godowntotheearth, visitthesacredplaces,andbatheintherivers. Thishedid, withoutfinding
relief till he came to Tiruppudaimarudur. Here, he bathed inthe Surendra Moksha Theertham and

gotrelief.
Tier-II1,Panel -10, Row-1, Scene-1I

A sage is worshipping. Adhikaranandi is standing near Mount Kailasa. Lord Siva is seated on a
hillock with hisusual attributes. Skanda isstandingnear. Parvati isseatedonaboulder. Herlefthand
is kept on the boulder. Two Rishis are worshipping the Lord from above the cloud. Indra is
worshipping Lord Siva. Airavata, the white elephant and mount of Indra is standing behind Indra.
Alabel in old Tamil script under the painting says “Indiran vempazhitheera kayilayithile ponathu”

(Indrawentto Kailasa to getridofhissin).
Tier-III,Panel -10, Row-1I, Scene-1II

Twotreesare shown. Alabelinold Tamil scriptunderthe painting says “Sokkanathan Tiruvilaiyadal”
(the sport of Sokkanatha of the Lord of Madurai). The story given in the Tiruvilaiyadal Purana
No.26is the nearest that we could correlate. Siva shows path of salvation to a wretched brahmin boy
guilty of incest with his own mother and of patricide. Lord Siva and Parvati came as a hunter couple.
He asked the wretched brahmin boy to do certain duties to absolve him of his sin. This story is
deduced fromthelabelbeneath.

Tier-II1,Panel -10, Row-1, Scene-III

A shepherd holding a stick in his right hand and holding the rope tied to the neck of a dog which is
following him is looking at the horse rider. The horse rider is holding a spear in his right hand. He is
wearing a white tunic. Another soldieris shownholdingaspearinhisrighthand. They are depicted as

Pandya warriorsin Vijayanagar attire.Inthenextscene, Indra with Vajrayudha and Sakthi Ayudha
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isseenmounted onhiselephant. Airavata isholdingsome flowersinits trunk. Inthenextscene, Indra

isshownworshipping Lord Siva manifested fromthe Maruda tree.

Indraisstandingbefore Lord Siva as Linga.Hislowerhandsareportrayedinanjalimudra. Ganesais
seated in front of the Linga. A label in old Tamil script under the painting says “Indiran bhumiyile

kadambavanam vandadu” (Indra cametokadambavana intheearth).

Tier-1I1,Panel -10, Row-1, Scene-1V

Indra isgoingbacktoIndra loka onhismount Airavata.

Tier-1I1,Panel - 10, Row-1I

The Removal of the Curseonthe whiteelephant Tiruvilaiyadal Purana - (T.P. No.2)

Durvasa-Maharishi wasonce worshipping Siva inhis Linga formin Kasi, thesacredcity of Hindus
inthe formofLight(jyoti). Lord Siva pleased withhisdevotionmadealotus flower ofgoldenhue fall
from his hairlock. This was caughtby Sage Durvasa. The sage wentto Amaravati, the capital of Indra
Loka(landof Indra i.e.land ofcelestials inanotherspace-timedimension). Durvasa presenteditto
Indra. Indra wasthenriding on his white elephant, Airavata. Indra took it nonchalantly in one hand
and putitonthe head ofthe elephant. The animal threw it down, and trampled it under foot. For doing
so Durvasa pronounced a curse, to the effect, "That it should become a wild elephant of the woods";
but as the animal implored mercy, the period of punishment was limited to a hundred years. The
elephant came to the forest of Kadamba (Anthocephalus indicus) trees after 100 years. Kadamba
treesaresupposedtobeholy. IttookbathinaGolden Lotustankthere. Afterthebath,itregaineditsold

lustreand formasawhiteelephant.

There was a Sivalinga in the forest. The elephant poured water over the lingam (abhishekam) and
worshippedit. Lord Somsundara manifestedhimselfpleased withitsdevotion. Heasked whatboonit
desired. It desired to be like the Ashta Dik Gajas (elephants guarding the eight directions) and be the
ninth gaja. The Lord blessed it to be again Indra's vahana (mount) which is a higher status. The
elephant established a Linga called Indreswara in that spot and worshipped the Linga. Indra sent his

Devastotracetheelephantandtookitbackto/ndra Loka andmadeithismount.

Tier-II1,Panel -10, Row-1II, Scene-1I

A deer is looking back at a cheetah which is chasing the deer. A small shrine with vimana is shown
next within which a linga is shown. Itis flanked by elephant sculptures in the adhishtana portion.
Indra is worshipping the Linga. His mount Airavata is standing behind him. Three trees are
shown behind the elephant. A label in old Tamil script which is faded under the painting says
“Indiran Devivalokathilvimanamkonduvandadu” (Indrabrought Vimana from Indraloka).
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Tier-1I1,Panel -10, Row-1I, Scene-1I

Two sages are standing before the shrine worshipping the linga. The firstone is holding his hands in
anjali postureabovehishead. The second oneis holding hishandsin anjali nearhischest. Alingais
shown within a mandapa. There are elephant carvings in the adhishtana portion of the mandapa.
Indrais worshipping the linga. He is showing deepaharati inhislowerrighthand. Trees are shown

behindIndra. Alabelinold Tamilscriptunderthe paintingsays “poosiththathu” (worshipped).
Tier-II1,Panel - 10, Row-1I, Scene-III

A person is standing holding his hands in anjali posture before the king. A king is seated under a
mandapa. A short person is standing before the king holding his right hand in tarjani posture.
A spittoon bearer holding the spittoon in his raised right hand is standing. Another personis holding
his right hand near his mouth in supplication. This is painted on the wooden portion. A bodyguard
holding a large shield and sword is standing behind him. A shrub and a tree are shown at the extreme
end. A label in old Tamil script under the painting says “Settiyar Pandiyanukku sonnathu” meaning
Chettiar told Pandya. Probably the Chettiar tells the king that he saw Indra worshipping at

Tiruppudaimarudur.
Tier-II1,Panel -10, Row-1III, Scene-1I

Two sages are standing before the /inga shrine and worshipping. The firstone is holding his hands in

anjali posturenearhischest. Heiswearingasaffroncoloured lower garment.

The second one is taller than the former is holding his hands in anjali posture above his head. His
lower garment is a kaupina covering his genitals. A coconut tree is shown. A Pandyan King is
depictedastouchingthe vimana oftheshrinewithalingainsidethemandapa. Twoelephantcarvings
are seen in the adhishtana portion of the mandapa. A person wearing a saffron coloured lower
garment is standing behind the king. A musician holding a double sided kettle drum (damaru) in his
raised right hand is standing behind the person wearing saffron dress. A person holding a parasol is
standing behind the musician. The King's body guard is standing behind the man holding the parasol
with a large shield and sword in his hands. Two trees are shown behind the bodyguard. Alabelinold
Tamil script under the painting says “ Pandian Vimanathai Niruthinadu” (Pandya installed a

Vimana).
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Tier-1I1,Panel -10, Row-III,Scene-1I

Alotuspondisshown.Fishandcrocodileareshowninthetank. Awhiteelephant(Airavata)isplucking
a lotus flower from the tank by its trunk is shown. A tree is shown near the tank. Airavata is going
towards the shrine oflinga withthelotus flowerinitstrunk. Twotreesareshown. A Mandapa witha
linga insideisshown. Airavataisshownasworshippingattheextremeend. Alabelinold Tamilscript
under the painting says “Ayilavadam sapakkaruppu neengi vellaianadu” (Airavata (Indra’s mount)

regainedits whitecolourafterthe expiationofitssinafterthe worship).
Tier-1I1,Panel - 10, Row-1V, Scene-1

Five chamaras are shown above. A spittoon bearer is holding the spittoon in his raised left hand.
Abodyguard holding a large shield and sword is going before him. A page holding a parasol is going
behind Indra. Indraisriding a white elephant keeping his left hand on an ankusa planted on the temple
ofthe elephant. This elephant is having four tusks. Thisis a feature of Airavata. An attendant is sitting
behindtheking. Anotherparasolisshownneartheking. Atreeisshownbeforethe elephant. Thekingis
having four hands with vajrayudha and sakti. The onlyjarring note is the spittoon bearer-the painters

imagined Indra liketheirownking.

Tier-1I1,Panel -10, Row-1V, Scene-I11

Story of Tatakai

Episodefrom Tiruvilaiyadal Purana (T.P. No. 4) “mummulaiudan Tatakaipirantatu”

Malayadwaja Pandya had no children. He appealed to Lord Siva and a female child three years old
bedecked with ornaments was born from the flames of the sacrifice. He took the child and gave to
Kanchanamalai, his chief queen. On close examination she found the child had three breasts. The
foster-parents heard an astral voice thattold them thatat the time ofthe marriage of the child and when

shemeetsthepersondestinedtomarry her, thethirdbreastwould disappear.
Description of the Scene

A mandapa in which the queen with a child is seated. An attendant is standing at the corner of the
mandapa with a small vessel in her left hand. A small towel is kept on ring above. A coconut tree is
shown near the mandapa. The birth of Tatakai is depicted with a label in Tamil script of late 15-16"
Centuries AD. Thelabel reads “mummulai Tatakai pirantatu” it should be read as “mummulaiudan

Tatakai pirantatu”.(Tatakaipirattiar bornwiththreebreasts).
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Tier-1I1,Panel -10, Row-1V, Scene-III

Inthis scene, the child is crowned as Princess of Madurai. The king is placing the crown onthe head of
Tatakai Piratti.Apersonholdingadoubleedgedstickleaningonhisleftshoulderisstanding. Abunch
of palmleafmanuscriptis keptinhisleftarmpit. Achamara bearerisshownabove. Acoconuttreeis
shown beyond. The label in old Tamil script under the painting says, “Abhishekam vaithtthathu”

whichwhentranslated means crowned with sacred waters of variousriversofIndia.
Tier-1I1,Panel -10, Row-1V, Scene-1V

Abodyguard holding a shield and a sword in his raised left hand is shown. A page holding a parasol is
goingbehindthehorse. Tatakai Piratti isridingacaparisonedhorsewithaswordinherrighthandand
holding thereins by her lefthand. Five chamaras are shownabove. Aswordsmanholdingaswordin
his right hand and a shield in his left hand is charging a sivagana holding a trident in his hands.
ASivagana blowingaconchandanotherblowingawindpipeareshownabove. Lord Siva isridingthe
white elephant with four tusks i.e. Airavata, the mount of Indra, may be on loan with his lower right
handholdingaswordandkeepinglefthand onhisleftthigh. A Sivagana holdingaparasolisstanding
behind the elephant. Another parasol is shown near him above. A tree is shown. The label in old Tamil
scriptunderthe paintingsays “Kayilayanatharoda mummulai tatakaiyarpor” (means Tadatakaiborn
withthree breastsengaged in war with Lord of Mount Kailasa (Siva). Asmall manholdingashield and
a slightly curved sword is coming behind the Sivagana. Tatakai Piratti riding a caparisoned horse
holding thereins by her lefthand and aspike in herrighthand is shown. Behind her Lord Siva is shown
with hisusual attributes seated on the Airavata. A sivaganaisholding a parasol behind him. The label
in old Tamil script under the painting says “orumulai maranjathu”( means - disappearance of one
breast).

Panel - 11 : Episodes from Tiruvilaiyadal Purana (T. P. No. 5 to 8)
Tier-III,Panel-11,Row-1, Scene-1: Episodefrom Tiruvilaiyadal Purana (T.P.No.5)
The wedding of Tadatakai

Story:

Tadatakai (orinvincible)wasruling, her foster-mother wanted herto getmarried; shereplied thatshe
would fight with neighbouring kings to discover who among them could be her match. In the process
she went Kailasa and her third breast disappeared. She came back and told her foster-mother to

arrange hermarriage with Siva (Somasundara) whichshedid.
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Description of the Scene

In this panel, the marriage of Somasundara and Tadatakai is depicted. A dwarfish gana is standing
near Somasundara. Somasundara isstanding with his usual attributes and ornaments extending his
lower lefthand toreceive the right hand of Tadatakai who is fully bedecked with bridal dress. In front
Ganesa is seated on a pedestal and a perpetual lamp is kept on a pedestal. Next to Tadatakai is
Malayadvaja Pandyan, the earthly father, holding a spouted water vessel in his hands and pouring

water fromitonthehandsofSomasundara and Tadatakai.Hislower garmentisnoteworthy.

His minister is standing in all reverence behind him. The label in old Tamil script under the painting

says“....a... TatakaiyaraiViva(ham)......... ”(Marriageof Tadatakai).
Tier-1II,Panel - 11,Row-1, Scene-1I

The queen and her maid of aroyal entourage and their female attendants are depicted realistically in

thispanel.

Theirclothing differsinquality accordingtothe social status ofthe person; queens and womenrelated
to the royal family wear garments with more attractive designs and colours than their female

attendants.

Generally, the females do not have any covering for the upper part of their bodies. The lower garment
comesclosetotheankles;itiswrappedaroundthe waistand bothits endsare tuckedupbelowthenavel
after formingaloop-knotinfront;itis furthersecured withsimple and elaborate waistbands or girdles
-inother words, the dressusually the women used to wearinthe last few centuries. They have a variety

ofhairstyles; heretheirhairiscoiledandrolledintoabuntied witharibbon.
Tier-1II,Panel - 11,Row-1I, Scene-I : Episode from Tiruvilaiyadal Purana (T.P.No. 6)
God's Dance in Silver Hall:

After the marriage, the Gods, rishis and others who were assembled about to feast, preparatory to
which they all bathed in Potramarai tank (the tank of golden lotus) when certain of the visiting rishis

said “unlessweseethe Goddancewewillnoteat”. Accordingly,the Goddancedinthe Silver Hall.

In this panel, the cosmic dance of Nataraja isbeing witnessed by Patanjali. Usually, Vyagrapada 1is

alsodepicted, whoisabsenthere. Nataraja withall hisusual paraphernaliaisdancing with his spouse
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Sivakami standingnexttohimunderacanopy. Nearthem atempleisalsodepictedinwhichaLinga is
shown. The label in old Tamil script under the painting says “patanjalikku Tirunatanam seithathu”

(Lord Siva performedhiscosmicdance for Patanjali).

Pancha Sabhas are Chidambara Kshetram Sri Natarajar - Swarna Sabha (Golden Hall), Madurai
Somasundareswar Meenakshi Kshetram Rajatha Sabha (Silver Hall), Nellaiappar Kshetram
Tamra Sabha (Copper Hall), Thiruvalangadu Kshetram SriVadaranyeswarar - Ratna Sabha (Hall
ofGems), Sri Kutralathunathar Kshetram - Chitra Sabha (Hallofpictures).

Tier-III,Panel -11,Row-1I, Scene-1II : Episodefrom Tiruvilaiyadal Purana (T.P.No.5)

Inthispanel, Lord Vishnu isseated onapadmasana (lotus pedestal) overabhadrasana with hisusual
attributesand ornaments. Hislowertwohandsare foldedasifinprayer(anjali pose). Heis witnessing
the celestial marriage of Somasundara with Meenakshi (Tadatakai). Next to him is the standing
image of Adhikaranandi witnessing his master's wedding. He has four hands, the top two hold the axe

and antelope, whilethe lowertwohandsarein anjali pose. Theirgazeisfixedonthepanelnearthem.
Tier-1II,Panel - 11,Row-1II, Scene-1 : Episodefrom Tiruvilaiyadal Purana (T.P.No.7)
The Insatiable Dwarf Gundodaran :

After the marriage feast was over, the chamberlain came to Meenakshi (Tadatakai) and reported that
vastquantity of food was leftover. Meenakshi wentto Somasundara and asked himto arrange people
to eatthe food. He ordered Gundodara, his dwarf gana to come and eat. Gudodaran ate everything

buthishungerwasnotsatiated.

This scene is the continuation of the earlier wedding scene. Here the Sivaganas with various musical
instruments are depicted above. Somasundara with all his usual attributes seated on a high
padmasana is depicted as talking to Gundodhara. Next to that Somasundara is standing on a
padmasana with his paraphernalia witnessing Gundodhara consuming eatables with ease. The label

2

inold Tamilscriptunderthe paintingsays “ KundodaranukkuVa....”.
Tier-III,Panel - 11, Row-1III, Scene-11: Episodefrom Tiruvilaiyadal Purana (T.P. No.7)

In this scene, Gundodhara is concentrating on consuming the left over eatables prepared for the feast
of Meenakshi kalyanam. A large bowl with eatables is placed before him. Above him Meenakshi
(Tatatakai) and her earthly mother, the Pandyan Queen are depicted as wondering how he could
feverishly consume all the eatables. Their wonder is depicted as their hands are portrayed in vismaya

symbol. Alabelinold Tamil scriptisseenontheborderwhichreadsas“kundodiran™.
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Tier-III,Panel - 11,Row-1V,Scene-1 : Episodefrom Tiruvilaiyadal Purana (T.P.No. 8)
Ganga at the command of God, produced water in River Vaigai :

As the hunger of dwarf gana Gundodara was insatiable, the God commanded the Earth Goddess to
supply him food. Accordingly four holes appeared out of which food spontaneously arose which
Gundodara ate.Hethencomplained ofthirst. Watercontainedintanksand wells wasdrawntoquench
the thirst. Finally Siva ordered Ganga to produce waterin River Vaigai, which alone could quench his
thirst.

Somasundara isstandingbefore Gundodhara whoisdrinking water from Vaigai Rivertoquenchhis
thirst. This is also the continuation ofthe Meenakshi Wedding. Lord Siva ordered Ganga to flow into

River Vaigai toquenchthethirstof Gundodaran whichwasotherwisenotsatiable.
Tier-1I1,Panel - 11,Row-1V, Scene-1I

Floraldepictionsand waterbodiesare shown.
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Mural Paintings of Tier - IV

A List of the Mural Panels

Ganesa;

Rishi;

Goddess Parvati, worshipping the Linga;
Rishi

Various accounts of the Tiruppudaimarudur
Sthalapurana

Two ascetics;
Venugopala playing flute

Two ascetics;
A dwarfish yaksha

Tiruppudaimarudur Sthalapurana

Floral depictions

Panel - 7 : Episode of Murugan and Valli wedding

Panel - 8 : An asura

Panel - 9 : Manmatha

Panel - 10 : Gajalakshmi

Panel - 11 : Tiruppudaimarudur Sthalapurana

Panel - 12 : Daily chores of the ascetics
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Tier-1V, Panel - 1, Row - I1 : Rishi
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Tier- 1V, Panel - 1, Row - III : Goddess Parvati
is worshipping the Linga

Tier-1V, Panel - 1, Row -1V : Rishi
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Tier- IV, Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana - 180 degree view

Row - III




Tier- IV, Panel - 2 : Close-up - Various Accounts of the Tiruppudaimarudur Sthalapurana
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Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana

Row -1

Scene - I1

“Talapuravenadiyil Indiranai Marudatthi Vanda Tiruvullam vandathu™

Scene - 111 Scene -1V
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Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana

Row - 11

Scene - 11

Scene - I11
“vittunu poosiththathu”

Scene -1V

Scene -V
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Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana

Row - 111

Scene - 111 Scene -1V
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Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana
Scene - I

Row -1V

Scene - 11

Scene - 111
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Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana

i ¥
::.: e ""Il,.-'

Row - 11, Scene - II1 : “vittunu poosiththathu” (inscribed portion - close-up)
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Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana

Row - 111, Scene - II : “theivakkanniyal....” (inscribed portion - close-up)
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Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana

Row - 1V, Scene - 11 : “Aadi Manu darisathathu” (inscribed portion - close-up)

Row - IV, Scene - IIl : “Rasavum mandirimarum kootina avatama” (inscribed portion - close-up)
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Panel -3

Row -1: Two ascetics

Row - 11 : Venugopala playing flute
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Row -1: Two ascetics

Row - I1 : A dwarfish yaksha
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Tier-1V, Panel - 5 : Tiruppudaimarudur Sthalapurana
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Tier-1V, Panel - 5 : Tiruppudaimarudur Sthalapurana

Row -1 Scene - I | | Scene - II | | Scene - III |

Row -1V Scene -1

Before Pillar Bifurcation After Pillar Bifurcation
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Panel - 5 : Tiruppudaimarudur Sthalapurana

Row -1
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Panel - 5 : Tiruppudaimarudur Sthalapurana

Row - 11

Scene - I : The king worships

Row - I1I

e _..-........'._..._ - A" , 3 W = aon [s oA -
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Panel - 5: Tiruppudaimarudur Sthalapurana

Row -1V

Scene-1:

Shrine of Narumpoonatha and
Gomathi Ambal across the river

Tamraparni

Scene - II : Sages worshiping at the temple
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Tier -1V, Panel - 6 : Floral depictions

Fﬁ.h el S

Sl

" L |
& ks

pw....ﬁ.- "

1
i
-

-

Mg

|
b

i ...1
! e huHHHEanHthFHFHHHEnHHT -

TR R {
SO S G
DO QOGO
Bk BRI %
| phalsmt b R R
i I.-H.uda__...n...-mq..uh.. . i Ll

“,

AU

 m m

P o T = - o i el L e,
= | ......- [ Y ¥ Yo i -.-...H.MM-L!&...HLJ.. 11{““-...:-14. T L -rwh‘wq.“uunu..-..‘q. T




Tier-1V, Panel - 7 : Episode of Murugan and Valli wedding- Continuous story on both sides of the pillar bifurcation




Tier-1V, Panel - 7 : Episode of Murugan and Valli wedding- Continuous story on both sides of the pillar bifurcation

Row -1 Scene - I | | Scene - II
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| Row - IT Scene - I o | a Scene - 11

|R0w - III Scene -1 Scene - IT

Row 11V Scene - I

Scene - 11

Before Pillar Bifurcation After Pillar Bifurcation
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Panel - 7 : Episode of Murugan and Valli wedding

Row -1
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Scene -1

Scene - I1

Row - 11

Scene -1

Scene - 11

273



TIRUPPUDAIMARUDUR MURALS TIER-IV.

Panel - 7 : Episode of Murugan and Valli wedding

Row - I1I

Scene -1

Scene - I1

Row -1V

Scene -1

Scene - 11
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Tier -1V, Panel - 8 : An asura Tier -1V, Panel -9 : Manmatha

Tier -1V, Panel - 10 : Gajalakshmi




Tier-1V, Panel - 11 : Tiruppudaimarudur Sthalapurana

Row - III




Tier-1V, Panel - 11 : Tiruppudaimarudur Sthalapurana

Row -1 Scene - I | | Scene - 1T ” Scene - 111

|Row-I Scene - I o || | Scene - II || Scene - IIT

Row - IIT Scene - 1 Scene - II

Row - IV Scene - I | | Scene - 11
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Panel - 11 : Tiruppudaimarudur Sthalapurana

Row -1

Scene - 111
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Panel - 11 : Tiruppudaimarudur Sthalapurana

Row - IIT

Scene - I1

Row - IV

Scene - 11
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Panel - 11 : Tiruppudaimarudur Sthalapurana

Row - I, Scene -1
“Tiruppudaimaruduril puranam’.
( portion hidden by the pillar)
(inscribed portion - close-up)

Row -1, Scene - II : “ Deivendiran”
(inscribed portion - close-up)

Row - I, Scene - I1I :
“ indiranthorru”
(inscribed portion - close-up)
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Panel - 11 : Tiruppudaimarudur Sthalapurana

nmrime e
&

“Fu
-.-r-{" ,

ST i

Row - I, Scene - II : “indiran vajrayudham vittathu” (inscrib

ed portion - close-up)
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Row - II, Scene - III : “ vriththirasuran sepam” (hidden portion : inscribed portion - close-up)
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Panel - 11 : Tiruppudaimarudur Sthalapurana

e =

k S s il
Row - II1, Scene - I : Vriththirasuran pattu Vizhunthathu” (inscribed portion - close-up)

Row - 1V, Scene - II : “biramamuththiyar thosham pokka rishikalidam kettathu”
(inscribed portion - close-up)
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Scene -1 Scene - 11

Row -1

Row - 11

Row - III

Row - IV

Tier-1V, Panel - 12 : Daily chores of the ascetics
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Tier-1V, Panel - 12 : Daily chores of the ascetics

Row - IL, Scene - I : “Indiranum Rishigalum Scene - 11
Brahmavidathile sendrathu”

Row - III, Scene -1: “Brahmavum Rishigalum Scene - II
Indiranum Vittunuvidathile ponathu”

Row -1V, Scene -1 : “Vittunuvum, Brahmavum Scene - I1
Rishigalum Indiranum kayilayam ponathu” 284



MURAL PAINTINGS OF TIER- IV

Tier- IV, Panel - 1

There are four rows in this panel. In the IV" Tier, running fawns are depicted continuously above the

rowsofscenes.
Tier- IV, Panel - 1, Row - I : Ganesa

Ganesa is depicted with his usual attributes - (pasa and ankusa) gazing at the opposite mural. He is
portrayed as seated on a double padmasana (lotus pedestal) over a rectangular bhadrasana (square

seat).
Tier- IV, Panel - 1, Row - I1 : Rishi

An ascetic with his hands in Anjali mudra is depicted. The hair on his head is arranged - rolled and
strapped in the middle by a band of his own hair as locks. The upper part of his body is left uncovered.
He is wearing a lower garment with pleats at the centre in front, secured by a waist band wrapped
around the hips. Heis sportingan angavastra whichisshownasanornamentmore thanasacloth. He
wears the sacred thread on his torso. He is also depicted as gazing at the opposite mural. Both Ganesa

andtheasceticare gazingatthemural oppositetothem. See- Tier- IV,Panel-2,180degreeview.
Tier- IV, Panel - 1, Row - III : Goddess Parvati, worshipping the Linga

Goddess Parvati is worshipping the Linga. Her right hand is portrayed as if offering flowers while
the left hand carries flowers. She wears kiritamakuta (crown) on her head and keyuras (shoulder or
forearm ornament), kankanas ((a type of bracelet)), haras (garlands), a long pearl chain etc. Her
lower garmentis elaborately worked with stripe designs. Sheis wearingalower garment with pleats at
the centre in front, secured by a waist band wrapped around the hips. She wears anklets and

padasaras(anklets)inherfeet.
Tier- IV, Panel - 1, Row - IV : Rishi

Depictionofanascetic. The haironhisheadisarrangedasrolled and strapped inthe middle by aband

of locks. The upper part of his body is left uncovered. He is wearing a lower garment with pleats at

285



TIRUPPUDAIMARUDUR MURALS TIER-IV.

the centre in front, secured by a waist band wrapped around the hips. He holds a staff (Danda),
characteristic of ascetics, in his right hand and his left hand is portrayed in vismaya or wonder
mudra.(The middle fingers are bent while thumb and little fingers are slightly away and index finger

liftedup pointingtothesky.) Thestaffismade of bamboo.

Tier- IV, Panel - 2 : Various Accounts of the Tiruppudaimarudur Sthalapurana

There are fourrows in this panel. All the rows contain various accounts of the sthalapurana. Atthe top
ofalltherows, astylizedrowofdeer isshown. The paintingis damaged. Alltherowsinthescene-Iof

eachrowontheleftextremeshowapartially obliterated figure.

Story : Sthalapurana

Indra, Brahma, Vishnu and other Devas (deities) humiliated and harassed by the asuras (demons)
plannedto hide themselves for some time. They wanted to have aplace to hide themselves where they
could also worship. They requested Lord Siva to show them aplace whichis equal to Kasi. Siva asked
Brahmato throw his Danda (staff)intheriver Ganga andtold himto follow it. He said that wherever
itstopsthatistheplacefitforworship. Accordingly, Brahma threwhisdanda inthe Ganga andsaton
his vehicle (vahana) hamsa (swan), Vishnu on his mount Garuda (eagle) and followed the Danda.
Itwenttothe confluence ofthe ocean with Tamraparni riverandtravelled furtherupstreamand stood
atthe confluence of Tamraparni with Ghatana Nadi. It wasinstalled there. Brahma, Vishnu andthe
Devas started worshipping the Danda as Siva. This is the place where the present temple stands
today. Since in this sthala, the Trimurtis are present, this place (Temple) is one of the important

kshetras (divineplaces). Lateron Indra worshipped heretogetridof hissins-brahmahatti.
Tier- IV, Panel - 2, Row - I, Scene - I

A Rishi, two Devas, a gandharva and Adhikaranandi are standing before a maruda tree in anjali
posture. The gandharva is holding a gandharva veena which looks like an ektar leaning on his right

shoulderwithhisrighthand.
Tier- IV, Panel - 2, Row - I, Scene - 11

TwoRishis,threedevas,a gandharva holdinginhisrighthanda gandharvaveenawhichlookslikean
ektar leaningonhisrightshoulderand Adhikaranandi arestandingbeforea maruda tree. Lord Siva
has manifested as Sphutarjuna from the maruda tree. Alabel in old Tamil script below this scene
reads as “Talapuravenadiyil Indiranai Marudatthi Vanda Tiruvullam vandathu”. This appears to
mean that Indra came to this Maruda forest where after his worship, Lord Siva (Tiruvullam)
appeared. The Lord blessed him. Atthi refersto Atthivanapadalam of sthalapurana, which states

theabovestory. 286
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Tier-1V,Panel-2,Row-1, Scene-III

Indra is worshipping Sphutarjuna witha deva standingtohisrightside. /ndraisholding sakti and
vajra in his upper right and left hands respectively. Lord Siva as Sphutarjuna emerging from the

maruda treeisdepicted here.
Tier- IV, Panel - 2, Row - I, Scene - IV

A Rishi is seated under the maruda tree while Indra is standing and watching the river in which the
brahmadanda is floating and reaching the shore. A sage is standing, holding his wet hair by his left
hand. In the extreme right another sage is also seen standing in the same posture. See also Panel - 2,

Row- II, Scene-1Vwhere brahmadanda isshownclearly.
Tier- IV, Panel - 2, Row - II, Scene - I

Lord Siva manifested in human form within the Linga from the maruda tree. The Linga came forth
from the maruda tree. Seated Vishnu is worshipping the Lord Siva as Sphutarjuna. He is offering a
flower to the deity with his lower right hand. The lower left palm is extended in the attitude of adana
hasta (extended hand toreceive boons). Indra andadeva are worshipping Lord Siva.A rishi (sage)
standing next to the deva is worshipping. A label in old Tamil script below this scene which

readsas: “vittunu poosiththathu” (Vishnu worshipped the Lord Siva here).
Tier-1V,Panel - 2, Row-1II, Scene-I1I

Indra is standing before Vishnu accompanied by a deva to his right side. Vishnu is seated on a
bhadrasana holding his usual attributes discus and conch in his upper right and left hands
respectively. Two sages are standing reverentially before seated Vishnu. A label in old Tamil script
below this scene which reads as: “brahmamutti neengi vittunuvai namarkarittathu” (After

brahmahatti dosha wasremoved, Indra worshipping Vishnu).
Tier-1V,Panel - 2, Row-1II, Scene-III

Vishnu is seated and worshipping the Sphutarjuna. A deva is standing to his left side worshipping.
A label in old Tamil script below this scene which reads as: “vittunu poosiththathu” (Vishnu

worshipped Lord Siva here).
Tier-1V,Panel - 2, Row-1II, Scene-1V

Brahma is worshipping the Linga that has manifested from the maruda tree as Sphutarjuna.

Brahma 1s usually shown with four heads, one each for the four Vedas, but here only three are seen.
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Heisholdingan akshamala (garland of strungbeads) inhisupperrighthand and a kamandala (water
pot with a spout) in his upper left hand. A rishi is holding his danda in his left hand. He is holding a
flower garland in his right hand. Brahma had installed the brahmadanda on apedestal within a

waterbody. Fish are shown in the water body.
Tier-1V,Panel - 2, Row-1II, Scene-V:(hiddenbythewoodenpillar)

Brahma is shown with three heads. The fourth is hidden from view. He is standing near the river
holding the brahmadanda retrieved fromitin his lower hands. He is holding an akshamala (garland

of strungbeads)inhisupperrighthandandakamandala (waterpotwithaspout)inhisupperlefthand.
Tier-1V,Panel - 2, Row-1II, Scene-1I

Lakshmi, Bhu Devi and Sarasvati (Vageesvari) are worshiping a Linga under the Maruda tree
(Terminalia arjuna).Alabelinold Tamilscriptbelow thisscene whichreadsas: “Ilachumibhumadevi
vayesori poosiththathu” (Lakshmi, Bhu Devi and Sarasvati (Vageesvari - Vayesori in the label)

worshipped). Lakshmi isshownpartially obliterated-onlyapartofthehandsisseen.
Tier-1V,Panel - 2, Row-III, Scene-1I

Four celestial damsels of devaloka are plucking flowers from the flowering plants. They are having
flower baskets in their left hands. A label in old Tamil script below this scene which reads as:

“theivakkanniyal....” (Goddesses...).
Tier-1V,Panel - 2, Row-1III, Scene-III

The Chera King is standing before the arjuna tree. He is looking at the celestial damsels plucking
flowers from the flowering plants. A small statured man having his hair in a tuft behind his head is
standing. A body guard holding a round shield and a sword is standing. A spittoon bearer is holding a
spittoon in his right hand and a water pot tied in a piece of cloth kept in his left shoulder, the end of
whichheisholdinginhislefthand. Thespittoonbearer testifies tothe Vijayanagar period. Fromthis
weconcludethatitisthe Chera kingandnot Adi - Manu aswronglylabelled-probably later.

Tier-1V,Panel - 2, Row-III, Scene-1V

Afullybedecked horseis walking. Asoldierisholdingitsreins. Apersonis walking with his stick kept
on his right shoulder horizontally and holding its end in his right hand. He is pulling a dog by his left
hand.
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Tier-1V,Panel - 2, Row-1V, Scene-1I

Lord Siva as Linga is being worshipped by the Goddesses. This is deduced from a label in old Tamil
script below which reads as “theivakkaniyal theivalokathukku ponathu” (Goddesses going to
Devaloka).After the worship, theyleft for Devaloka.

Tier-1V,Panel - 2, Row-1V, Scene-1I
Historical Episode:

This temple became dilapidated due to passage of time. The Lord started residing in the Maruda tree
after leaving the Garbhagriha. The Venad King Chera Udaya Marthanda Varma (1383 - 1444 AD),
whoruledover Kalakkad cametothisplace forhunting. Hesawadeer(the Lord) running. Hetook his
bow and shot an arrow to kill the deer. But the deer vanished and the arrow pierced the Maruda tree
and blood started oozing. The king did not know what to do. He stood before the tree, when an astral
voice was heard. It asked the King to seek fora Linga with a cut wound under the tree. Further the

voiceaskedhimtobuildatempleinthatplace forthe Svayambhu Linga,whichhedid.

This temple might have been reconstructed later into its present form. We identify the king as
Bhutalavira Sri Veera Rama Marthanda Varma (co-regent circa 1537 AD). He seems to have
reconstructed and built the Rajagopura since the concept came into Tamil country only after the
period of King Krishna Deva Raya (circa 1516 AD), (Gravely, Re 2002). He built the first such one
without koshta sculptures in Tiruvannamalai. The idol wrongly labelled as Rama Varma at the
mukhamandapa 1isthat ofaworshipper. He has a moustache but does not have the kirita makuta. The
bodyisintribhanga pose, which is the characteristic (see photo) of a devotee who bends low before
the lord. The statue originally kept along with the three Appar, Sambandar and Sundarar has been
wrongly removed and placed herein 1995 accordingto locals. He hasno sacred thread characteristic

of the Tamburans (thehighestcasteamongtheruling kshatriyas of Kerala).

Description of the Scene

Adeerisstandingunderamaruda tree gazingata Linga.Aadi Manu isworshippingthe Linga.This
is deduced from a label below in old Tamil script which reads as “Aadi Manu darisathathu” (Aadi
Manuvisualised. However, from the above episode we deduce thekingas the CherakingandnotAadi
Manu. The label seems to be of a later date then the painting). His retinue is standing behind him.
A small statured man wearing a white angavastra on his left shoulder is standing behind the Chera
king. Abodyguard holding a shield and a sword is standing behind him. A spittoon bearer is standing
behind thebodyguard. Heisholdingaspittooninhisraisedrighthand and awater vesseltiedtoapiece
ofclothhungtotheleftshoulder,theendofwhichheisholdingbyhislefthand.
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Tier-1V,Panel - 2,Row-1V, Scene-III

In this scene, Chera Veera Marthanda is seated on a small seat. He is discussing with his ministers.
A small statured man wearing a white angavastra on his left shoulder is standing behind the king.
Abodyguardholding ashield and aswordis standing behind him. A spittoon bearer is standing behind
thebodyguard. Heisholdingaspittooninhisraisedrighthand and awater vesseltiedtoapieceofcloth
hung to the left shoulder, the end of which he is holding by his left hand. This is deduced from a label
belowinold Tamil script whichreads as “Rasavum mandirimarum kootina avatama”.Thisshowsthe
discussiontorebuildthetemple. Abowmanholdingabow onhisleftshoulderandanindistinctweapon

inhisraisedrighthand.

Tier -1V, Panel - 3
There are two rows in this panel.
Tier -1V, Panel - 3, Row - I : Two ascetics

Two ascetics, the first one is seated on high seat cross-legged and holding a danda in his left hand
while keeping his right hand on his bent elbow. The other one is standing behind him holding a danda
in his right hand and the left hand is kept on his side. The upper part of the body of the second ascetic
alone is leftuncovered. Otherwise they are wearing a lower garment with pleats at the centre in front,
secured by a waist band wrapped around the hips. The seated ascetic alone wears an angavastra. He is

sportingmatted haironhishead. Bothofthemare depictedunderamarudatree-(Terminalia arjuna).
Tier -1V, Panel - 3, Row - II : Venugopala playing flute

Depiction of Venugopala playing his flute in this scene. Venugopala is standing with his legs crossed
and carrying the flute in his hands. He is depicted as if he is playing it. He is sporting a beautiful kesa-
makutaonhisheadandtheusual ornaments on hisbody. Hislower garmentisbeautifully worked with
frills. Asnakeis shown to hisrightand a small animal is also shown above the hood. Alady is shown on
his left side. Due to his soulful rendering of music from his flute, she lost consciousness of herself
(body consciousness became one with the divine) and her lower garment is shown as slipping down
fromherhips. Herrighthandis portrayed as wondering atthe music while herlefthandis shownas lola
hasta (free hanging hand). A calfis shown below her. The snake also lost its body consciousness and

becamedocile.
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Tier -1V, Panel - 4
There are two rows in this panel.
Tier -1V, Panel - 4, Row - I : Two ascetics

Depiction of two ascetics who are shown as standing. The head gear of the first one is arranged as
rolled and strapped inthe middle by aband oflocks. The upper partofhisbodyisleftuncovered. Heis
wearing alower garment with pleats atthe centre in front, secured by a waistband wrapped around the
hips. He holds a flag staff, the characteristic ofascetics, in hisrighthand and his lefthand is portrayed
ascarryingawater-vesselcalled “kindi”. Ithasabulbousbodyandnarrow mouthattopandaspouted
chutenearthebellyofthevessel. Thesecondoneisalsodepicted inthe same mannerasthe firstascetic

exceptingthe matted hairontheheadandtheupperpartiscovered withasaffroncolouredangavastra.
Tier -1V, Panel - 4, Row - II : A dwarfish yaksha

Adwarfish yaksha like figureisstandingunderthemaruda treecarryingabrahmadanda inhisright
hand and fixing his gaze on the tree. His tresses are arranged like a fan on his head neatly. He wears
patrakundala (earornaments)onhisears. Healsowearsrowsofnecklacesand all other ornaments of

ayaksha.

Tier -1V, Panel - 5 : Tiruppudaimarudur (Sthalapuranam)

There are fourrows inthis panel. All rows contain various accounts of the sthalapurana.Atthetop of
the rows floral decorations are shown. The entire panel shows the Kalakkad ruler Veera
Marthanda's experience with the Lord. This is the Sthalapurana story of Lord Siva comingasadeer

and manifestingas Sphutarjuna seenabove.
Tier -1V, Panel - 5, Row - I, Scene - I

A person of high stature (extreme left) is standing before a small shrine of Lord Siva as Linga ina
garbhagriha.Abhattarisofferingthe prasada (offering)tothekinginhisrighthand. Heisholdinga
water vesselin his lefthand. The Chera kingisstanding before asmallshrineofLord Siva as Linga
in a garbhagriha. Achaurie bearerisstanding behind withachaurieinhislefthand. Hisrighthand
isportrayedintheattitude ofrarjani. The haironhis headis collected behind hishead. Abody guard of
the Kingis standing behind him. He is holdinga shield in his lefthand and carrying a sword in his right
hand. Thehaironhisheadisarrangedlikeabunontopofhishead. Another chaurie bearerisstanding
behind the body guard holding the chaurie inhisleft hand. The hair on his head is collected behind
andtied withapieceofcloth. Heisholdingaspittooninhisrighthand. Apersonholdingaswordinhis

raisedrighthand is standing behind him. The hair on his head is collected behind and tied with a piece
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of cloth. A label in old Tamil script is given on the border. It reads thus-“Aadi Manu porkoil
kandathu” (Aadi Manu built the golden temple. 'kandathu' has to be interpreted as built; it is old
Tamil of Tirunelveli area). However, we interpret it as the Chera king, since the entourage is not of
the Purana period but of Vijayanagar period in which the Chera king lived. But it could also be

transpositionoftheidiomofthe Purana periodbythepaintersasseenearlier.
Tier -1V, Panel - 5, Row - I, Scene - 11

Apersonisstanding before theking. The Kingisseated onasmallseat. Hisleftlegis bentand kepton
the seat. His right leg is hanging down. His left hand is kept on the left knee. His right hand is in the
attitude of tarjani (ordering) posture. Apersonisstanding near the king. Hisright hand is portrayed
in the attitude of upadesa mudra (saying something). The body guard of the King is standing. He is
holdingashieldinhislefthandand carryingaswordinhisrighthand. Thehaironhisheadisarranged
like a bun on top of his head. A tree is shown. A soldier is standing with a sword in his right hand,
planted on his right foot. He is carrying a water vessel tied in a piece of cloth, the end of which he is

holdinginhislefthand. The vesselrestsonhisleftshoulder.
Tier -1V, Panel - 5, Row - I, Scene - III

Agarbhagriha withAmbal is shown. Avimana isseenabovethe garbhagriha. A mukha mandapa
is seen before the garbhagriha in which a bhattar is showing deepaharati. A maruda tree is seen
after the mandapa. A garbhagriha with Linga is shown. A vimana is seen above the garbhagriha.
A mukhamandapa is seen before the garbhagriha in which a bhattar is showing deepaharati to the
deity. Amaruda treeisseennearthemandapa.A Pothi(Nambudiri-templepriest)isstandingbefore
the king holding a water vessel in his left hand. He is offering flowers to the King. The king is
receiving the flower in his right hand. Kulasekhara Perumal (His Highness Chera Udaya
Marthanda Vurmah alias Veera Marthanda Varma (Circa M.E. 614 - 1439 AD, 1383 - 1444 AD)
performed the coronation ceremonies, and was styled “Kulasekhara Perumal”.) is standing before
the temple. A chaurie bearer is standing behind him holding the chaurie in his left hand. His right
hand is portrayed in the attitude of upadesa mudra. This scene is deduced through the label in old

3

Tamil script given in the border. It reads as-“ silaiyinale koil kandatu saindira kulasekharar”

(Kulasekharaofthe Chandra Vamsabuiltthetemple). The Chera andthe Pandyakingsclaimedtobe
ofthelunardynasty (Chandra Kula) whilethe Cholasclaimedtobeofthesolardynasty (Suryakuka).

Tier -1V, Panel - 5, Row - II, Scene - I : The King worships

A Maruda tree is shown. A shrine of the Ambal is shown in a mandapa. A coconut tree is shown.
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A Linga shrineisshown. A dvajasthamba (flagpost)isshown. A Pothi isofferingthe prasadato
the King. The King's retinue is standing behind the king. Nambudiris perform poojas in Kerala
temples. Sincethisisaborderarea, itappears that bhattars were allowed to do so when the king did not

personally worship or Nambudiris did not come.
Tier -1V, Panel - 5, Row - II, Scene - II : King in procession

Abodyguardofthe Kingisholdingashieldinhisrighthand. Thehaironhisheadisarrangedlikeabun
ontopofhishead.A chaurie bearerholdinga chaurie inhisrighthandismovingnext. Hislefthandis
raised above and portraying vitarka mudra. Palanquin bearers are carrying the King in a palanquin.
A chatra (umbrella) bearer is moving before the palanquin holding the chatra in his right hand. Two
soldiers are going before him. A drum beater who is beating the drum with his right hand is moving in

the frontheraldingthe movementoftheretinue.

Tier -1V, Panel - 5, Row - 111, Scene -1 : “Chandrakulasekharar” (Saindrakulasekharar)

Abody guard ofthe Kingisholdingashield and swordinhisrighthand. Heis standing. The hair onhis
headisarrangedlikeabunontopofhishead. Apersonwithhishaironhisheadliftedupinatuftasinthe
case of a namboodiri is standing behind the mandapa. King Kulasekhara is seated on a rectangular
seat. Abolsteris keptbehind him. Hisrightlegis planted firmly on the ground and his leftlegis kepton
hisrightleg. His left hand is kept on his left knee. Asmall boy is standing before him. A coconut tree is
shownbeyondhim. Fourpersonsare standingbehind the tree. The paintingis very muchdamaged. The
details could not be ascertained. A label in old Tamil script is written below the King which reads as
“Chandrakulasekharar”. The Venad kings claimed to belong to the lunar dynasty like the Pandyas to
whom they were closely linked. Kulasekhara Perumal isatitle assumedby all Chera monarchs after

Cheraman Perumalcirca7" Century AD.
Tier -1V, Panel - 5, Row - III, Scene - I1 : “Olamendru Sanjathu - Karuvur Thevar”

The shrine of Ambal is shown. A bhattar is standing before the goddess in the attitude of doing puja.
A Nandi isportrayed behind him. A coconut tree is shown. The Linga shrine is shown. A bhattar is
standing before the goddess in the attitude of doing puja. A Nandi is portrayed behind him. A coconut
tree is shown. A balipeetah and dvajasthambha are shown. Two coconuttrees are shown. A label in
old Tamilis written below whichreads thus- “olamendru sanjathu” (Lingainclines on hearingthe loud

invocationof Karuvurar).'Olam' herehastobetranslatedas'Invocationtothe Lord'.
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Mythological Story :

Karuvur Siddhar went to many sthalas (temples) and worshipped. While he was coming near the
Northernbank ofthe Tamraparni riverhe saw atemple onthe southernside. Theriver wasinspate. He
shouted atthe Lord eventhough he didnotknow the name as “Narumpoonatha”. There were flowers in
the Kadambavana, which made him say the words Lord Narumpoo (sweet smelling flowers); E.g.
karpooramnaarumo? Kamalappoonaarumo? is a line from Andal's Pasuram - poem - meaning will
camphor smell sweet, will lotus flower smell sweet).The Linga inclined on hearing the loud

invocation of Karuvurar.'Olamendrusanjathu’'. Awaterbody with fishisshown- theriver.

Another label in this panel which was seen reads as “ Tamraparni oduthu. Maruda maram. Sivan
katchi” (Meaning- Lord Siva manifested as Sphutarjuna from a maruda tree near the river
Tamraparni). This has been recorded by Mrs. Seetha Kannan, wife of Dr. R. Kannan, then Principal
Secretary to Government. He dictated the label and recorded it on their visit to the temple on
17-01-2014. Thisisnownotseen. Ithastoberestored.

Tier -1V, Panel - 5, Row - 111, Scene - II1 : “karuvurthevar kura”

Ariver is flowing in which fish and a crocodile is shown. Near the river Ganesa is shown as seated
under a tree looking at the Siva Linga in a shrine under the Maruda tree across the river. A bhattar is
showing deepaharati inhisrighthandandholdingabellinhislefthand. Karuvur Siddharis shownas
standing behind Ganesa. A label in old Tamil script below which reads thus- “ karuvurthevar kura”
('Karuvur Thevar says'; Thevar here means Deva or Siddha). This means Karuvur Thevar 1is

teachinghowtodothepuja.

Tier -1V, Panel - 5, Row - 1V, Scene - I : Karuvur Thevar and Saptamatrikas

An Ambal divine shrine and a Linga shrines with Ambal shrine are shown with a dvajasthamba in
front. Karuvur Thevar and seven divine mothers (Saptamatrikas) visiting Narumpoonathaswami is
shown next. All the seven devis and Karuvur Thevar are shown within the water body. This episode is
taken from the sthalapurana. Karuvur Siddhar went to many sthalas and worshipped. While he was
comingnearthe Northernbank of Tamraparni riverhesaw atempleonthesouthernside. Theriverwas
in spate. He shouted at the Lord even though he did not know the name as “Narumpoonatha”.
In fact, the Lord was named after the word with which Karuvurar hailed the Lord. The water
body had given way to them. A label in old T7amil script below which reads thus
“Karuvurthevarum.....narumpoovai therisiththal” (Karuvur Thevar and .... having darshan of
Narumpoo (swami).(Siddhars areimmortal. They cantranscend time and space. Howeverhistorically,

helivedduringthe periodofRaja Raja I, the great Chola King,i.e.11" CenturyAD.)
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Tier -1V, Panel - 5, Row - IV, Scene - II : Sages worshipping at the temple :

A Linga and Ganesa under a banyan tree are shown as being worshipped by two persons, aman and a
woman. The Ambal shrineand Linga shrinesareshownwitha dvajasthamba infront. Asagewithhis
danda (staff)leaningonhisleftshoulderisshownworshippingthe shrines. Another sage with his hair

spreadisworshippingtheshrinesin anjalimudra abovehishead.

Tier -1V, Panel - 6 : Floral depictions

There is a continuous floral depiction in this panel with a pillar bifurcation.

Tier-1V, Panel - 7 : Episode of Murugan and Valli wedding

There are four rows in this painting. The entire episode is drawn from mythology. The wedding of

Valli with Murugan is depicted at length.
Tier -1V, Panel - 7, Row - I, Scene - I

Three hunters carryingtheirbowsintheirrighthandsare presentingsomethingto theirsister Valli who
is standing in a high mandapa (Paran) which has steps to reach the top. Some attendants are shown as
standing and seated behind. Two of the attendants are shown as seated on ahighbenchand a fire is kept
inbetweenthem. Thelastonebehind themisshownpoundingmilletinapestle and pounder. Acoupleis

shownenjoyingona swinginamandapa whichisbehindthelady whoispoundingthemillet.
Tier -1V, Panel - 7, Row - I, Scene - 11

Three hunters are shown carrying their bows on their left shoulders. The last one is conveying
something to the second hunter. In the next scene, the hunter chiefand his attendant are looking at the
rearing of the female child by the wife of hunter chief. She is lowering the child to the bed. Adeeranda

hareareseenattheend.
Tier -1V, Panel - 7, Row - II, Scene - 1

Ahuntedanimal isbeing carriedonapolebytwohuntersontheirrightshoulderswhilethey carry their
bows in their left shoulders. One of the three hunters is carrying an axe to cut down the tree. He is
rushingbeforethe others while another hunterisseenhuggingthe tree and requesting themto spare the
tree which is being witnessed by two persons seated on the high pedestal (Paran). Lord Muruga,

depictedasamendicantiswanderingneartheparan.
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Tier -1V, Panel - 7, Row - II, Scene - 11

Atreeisshown. Three huntersare standing withtheirbows ontheirshoulders. Valli makesacomplaint

thatamendicantistroublingher. The paintingisobscured duetodeteriorationand passage oftime.
Tier -1V, Panel - 7, Row - III, Scene - 1

Thearrivalof Muruga asanoldmantowinthehandof Valli isdepicted. Valli isstandingunderatree.
Lord Muruga asanold manholdingastickinhisrighthandisapproachingher. Thelefthand of Valli
is depicted in tarjani posture. A woman is seated under a tree holding a cup in her left hand and a
eatable in her right hand. The old man holding a stick in his right hand and extending his left hand to
receive eatable given by Valli seated onaparan. Sheisholdingacupinherlefthand and giving some
eatable in her right hand to the old man. Valli makes a complaint that a mendicant is troubling her.

Muruga tookaterrible formandthethreehuntersarerunningback.

Tier -1V, Panel - 7, Row - III, Scene - 11

Muruga is standing as a youth. Valli is standing on the paran. Two hunters are killing an animal with
their pikes. A monkey is shown on a tree. A hunter is aiming at something with his bow and arrow.
Arishi like person (old man) is sitting with his staff. Lord Muruga issitting with his left hand
restingona danda.Ajack fruittreeisshowninthe end. The paintingis partially obliterated. Ithastobe

restored. Thisistoshowthat the old manisLord Muruga.
Tier -1V, Panel - 7, Row - IV, Scene - I

Muruga asanoldmanischidedby Valli. Muruga requested his brother Ganesatohelp himto winthe
hand of Valli. Inthe nextscene, Ganesatook the form ofan elephantand uproots atree. The elephantis
carrying the uprooted tree in its trunk and running towards Valli. Valli is frightened. Muruga took his

real formandorderstheelephanttostop. Hisrighthandisportrayedasin abhaya.
Tier -1V, Panel - 7, Row - 1V, Scene - 11

Valli is standing. Four hunters are standing reverentially before Ganesa with their bows hanging on
theirrightshoulders. Thelastsceneisthedepictionofthe married couple with garlands and the hunter

chiefunderacanopy. Alady withastandinglampisalsoshown.

Tier -1V, Panel -8 : An asura

An asura isdepictedhere. Heiscarryingasnakeinhislefthandand somethinginhisrighthand which
isnotclearexcepthisbenthand. Itisclearthatheisanasura sincethefingernailsarelong. Hisfaceand

bodyshowtheclassic Kerala styledepictionofAsuras. Thepaintingispartiallyobliterated.
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Tier -1V, Panel - 9 : Manmatha

Manmatha is depicted here with his usual cane bow in his left hand and an arrow in his right hand

with its head down. Painting is partially obliterated. Rati is not seen.

Tier -1V, Panel - 10 : Gajalakshmi

Gajalakshmi panelis depicted here. The elephants with their trunks raised alone are visible. Both of

themarewelldecorated. Goddess Lakshmi is in the centre. The paintingispartially obliterated.

Tier-1V,Panel-11:Tiruppudaimarudur (Sthalapurana)

There are four rows in this panel. The paintings in the First row and half of the Second Row are

completelyobscured duetoagingandvandalism.
Sthalapurana - Stories
Episode-1

Saunaka and other Rishis wanted to worship Lord Siva in the Sriparvata which is surrounded by
forest on a Sivaratri which isavery auspicious day to do special puja. They along with Veda Vyasa

andhisdisciple Suta worshipped the Lord.
Episode-2

Devendra onceseatedinhis Indra sabha witnessedthe Dance of Rambha. He was so obsessed with
the programme that he did not see his Guru's presence and his Guru got wild and went out. Because of
this bad behaviour Indra lost his power. Since Guru left him Indra appointed Viswarupa, son of
Twashtta, the king of asuras as his Guru. The asuras planned to use this to their advantage and
requested Viswarupa to favour them. He started a yaga in which he offered favours to asuras.
Knowingthis fromhisoccultpowers, Indracutoffall the threeheads of Viswarupa andthethree heads
became three birds and flew out; because of his heinous act Indra was afflicted with Brahmahatti
Dosha. At this time Twashtta also started a sacrifice to annihilate Indra. Vriddhikasura was created
from this Yaga and he fought with Indra and Indra lost the battle. With the advice of Brahma, Indra
gotthe spinal cord of Dadichi and Maya made Vajrayudha with that and Indra killed Vriddhikasura.
Indra was afflicted with the sins of all these and went and worshipped in many places to ward off the
sins committed. When he reached this place and was bathing in the ghatbehind this temple he gotrid of
his Brahmahatti Dosha.Fromthattime,this ghatiscalledas“Surendra Moksha Tirtha”.
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Episode-3

Indrani, wife of Indra went to several places in search of her husband Indra. In this place, she threw
white berry seeds and itstarted flowering in Tiruppudaimarudur. She feltthatthis wasthe place fit for
worshipping. She started doing puja and she got back her husband. Even today this white berry tree

Naaval (Syzygium cumini)stands witnesstothisactbehindthetemple.

Tier-1V,Panel - 11,Row-1,Scene-1 :Tiruppudaimaruduril Puranam

Story: Thesthalapurana storyisnarratedin ChapterIIl-Fourth Purana - Story of Adi Manu.
Thepaintingisalmostobscured.

Two horses are moving. The first horse rider is shown as raising his sword in his right hand. He is
holding the reins by his left hand. A soldier with shield is seen beneath the horse. The second horse
riderisholdinga chaurie (fly whisk)inhisrighthand whileheisholdingthereins by hislefthand. The
firsthorserideriswearingawhitetunic. Thesecondrideriswearingastripedtunic. Alabelbeneaththis
scene in old Tamil script which reads as: “Tiruppudaimaruduril puranam” (means the Purana of
Tiruppudaimarudur). From the label we deduce that this scene relates to the sthalapurana of
Tiruppudaimarudur. Howeveronlyinthe visible parttherelationshipisclear. Theridersare portrayed
in Arab style. The painter hasused contemporary image for an ancient story. The above partis partly
hidden. In the part that is seen, we see Indra on his elephant fighting with Vriddhikasura on his

chariot.
Tier-IV,Panel -11,Row-1,Scene-11

The rest of the painting is not clear. This is a battle scene. All the devas are standing with sword and

shieldintheirhands.Alabelinold Tamil scriptreadsas: “Deivendiran” (Devendran-Indra).
Tier-IV,Panel-11,Row-1,Scene III
Sthalapurana - Story

After his Gurulefthim, Indra appointed Viswarupa, son of Twashtta, the king of asuras as his Guru.
The Asuras usedthistorequest Viswarupa to favourthem. He starteda yagna to favourthe asuras.
Knowing this due to his occult powers, Indra cut off all the three heads of Viswarupa and the three
heads became three birds and flew out. Because of his heinous act Indra was afflicted with
Brahmahatti Dosha. Atthistime Twashtta also started asacrifice to annihilate Indra. Vriddhikasura

wascreated fromthis Yagna andhe foughtwith/ndraandlostthebattle.
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Description of the Scene

In this scene, partly obscured. Vriddhikasura on a chariot is depicted. Indra is on his elephant
Airavata. Another label in old Tamil script which reads as* indiran thorru” (Indra thotru - 1ost) from
which we could get the information that the scene relates to the battle with Vriddhikasura , which

Indralost.
Tier-1V,Panel -11,Row-11, Scene-1I

Not clear due to deterioration and passage of time. Third from extreme left - A rishi is standing in
anjali pose with hands above his head. Airavata is seen. Inthe extreme left - the partial view ofa
personseen. Next, a person with aconical mitreis seen. Adevais seen with hands in anjali mudranear
hischest,above Airavata. Next, Indrais with Sakthi ayudha and Vajrayudhainhisupperhands while
his lower hands are in anjali before Siva seated on a pedestal. One hand is in tarjani. Jata makuta is

seen. Two rishis with danda areseenattheextremerightofthescene.
Tier-1V,Panel -11,Row-1II, Scene-1I

Indrais mounted on his Airavata marched to abattle. A battle scene is clearly depicted. Airavata, the
mount of Indra is standing. There is a person with a parasol behind Indra. There is a soldier with a
shield behind Indra. Four bowmen are seen. Indra is standing on a pedestal with Vajrayudha in his
hands. The label in old Tamil script below reads as “indiran vajrayudham vittathu” (Indra

discharged vajrayudha).

Tier-I1V,Panel -11,Row-1II, Scene-III

Four bowmen are seen in the extreme left. Above them, five standard bearers or chamara bearers are
seenabovethe hip. Next, three rishis areseenabovethehip.Below, Airavata isstanding. Next, Indra
withhisbowboltedwith Vajrayudha isseen. Heisaimingthe weaponat Vriddhikaasurawhoisshown
next. Vriddhrasura (in Sanskrit it is Vriddhikasura) is seated on a seat (partially seen). A priest like
personisstandingonhisrightsideshowinga dhupakkal (incenseburner)inhislefthandandholdinga
bellinhisrighthand.

His torso is covered with a checked angavastra. His sacred thread is shown above the angavastra.
Anotherpriestisstandingtotheleftside of Vriddhikasura holdingakindiinhisrighthand. Achamara
beareris standing behind him holding the chamara in his right hand. The label below old Tamil script
reads as “vriththirasuran sepam” (means prayer japam probably for his yagna). This shows
Vriddhikasura praying before battle. Three Asuras heads alone and two persons are seen next to

Vriddhikasura.Afterthepillar,apartofthetemplelikestructureisseen.
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Tier-IV,Panel -11,Row-1III,Scene-1I

In the extreme left two bowmen are seen. Next, Airavata is seen. Indra got the Spinal cord of Dadichi
and Maya made Vajrayudha with that and Indra killed Vriddhikasura (seated) with the Vajrayudha.
Several asuras are depicted as wailing over the death of Vriddhikasura. Vriddhikasura is shown as
lyingdown. Thelabel belowthissceneold Tamil scriptreads as “Vriththirasuranpattu Vizhunthathu”
(means- Vritithrasura had fallendownduetothehitof Vajrayudha). Vriddhikasura isshowninthree
poses, seated, thenstanding and fighting and finally fallendown dead. His general isdepicted standing

indismay. Attheextremerightanotherasura isshown.
Tier-1V,Panel - 11,Row-III, Scene-1II

The Asura above the hip and another Asura are seen. Next, Vriddhikasura's general is standing amidst

Asura.Atreeisseen. TwomoreAsurasarestandingattheextremerightnearthe pillar.
Tier-1V,Panel - 11,Row-1V, Scene-1I

Three rishis are standing. The first two are in anjali posture. The third one is holding his hands in
anjaliabovehishead. Next,two ladies are standing with hair with bun (Kondai) ontheirheads. Indrais
standing with his upper hands in anjali. His lower hands are placed one on top of the other. (dhyana
mudra). A coconut tree is seen between the rishis and ladies. A rishi in tarjani mudra is advising
Indra. Another rishi is standing under the tree (may be Arjuna tree) with hands in anjali. The label
below old Tamil script reads as “indiranukku biramamuththiyar dosham” (Indra is afflicted with
Brahmahatti Dosha).

Tier-IV,Panel -11,Row-1V, Scene-II

A sage is standing keeping his hands joined above his head. He is wearing a simple loin cloth. Two
devasandanotherpersonare standing before him. Next/ndraisseenseated onasmall pedestalundera
tree. Hislowerrighthandiskeptonhiship. Hislowerlefthandisportrayedinvitarka mudra (arguing
posture). Indra is wearing a checked garment. A rishi (sage) is standing keeping his hands joined
above his head. Two devas are standing behind the rishi. The label below in old Tamil script read as
“biramamuththiyar thosham pokka rishikalidam kettathu” (Indra is enquiring the ways to get rid off
the Brahmahatti Dosha from the rishis). Next, two sages are seated under a tree on a lower pedestal.
Twodevas arestandingbeforethem.Atthe extremeright, threestandingrishis areseen. Three rishis,

thetwoseatedonesandthelastonestandingatthe extremerightarehaving danda.
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Tier-1V,Panel - 12 : Daily chores of the ascetics
Dailychoresoftheasceticsaredepictedinthispanel. Thetopandbottomrowsare fordecoration.
Tier-1V, Panel - 12, Row - I, Scene -1

Two ascetics are progressing with a homa (sacrifice).Alabel in old Tamil scriptis given in the border

whichreadsas“Rishiganangiramam”.(Rishis inavillage).
Tier-1V, Panel - 12, Row - I, Scene - 11

Two ascetics are walking.

Tier-1V, Panel - 12, Row - I1, Scene - I

The Guru is seated on a high raised seat while the disciple is bending his back and touching his feet in
reverence. The kindi (the water vessel with a beak to pour water out) is kept on the pedestal. Alabel in
old Tamil script is given in the border which reads as “Indiranum Rishigalum Brahmavidathile

sendrathu”.(Indra and Rishis went to Brahma)”.

Tier-1V, Panel - 12, Row - II, Scene - II
Anasceticiswalkingwithhisstaffinhisrighthandanda kindi inhislefthand.
Tier-1V, Panel - 12, Row - III, Scene - I

Anasceticis washinghis hairinthe running water while the other one is standing with his hands raised
above hishead in Anjali. Alabel in old Tamil scriptis given in the border which reads as “Brahmavum
Rishigalum Indiranum Vittunuvidathile ponathu”. (Brahma, Rishis and Indra went to Vishnu for

advice).
Tier-1V, Panel - 12, Row - III, Scene - I1

An asceticis wearing his saffron coloured dhoti. His staff (Danda) is leaning on the wall and his kindi

iskeptdown.
Tier-1V, Panel - 12, Row - IV, Scene - I

An ascetic is shown giving argya (offering water) in the river and the other one is shown seated in
utkutikasana fashion on a pedestal. A label in old Tamil script is given in the border which reads as
“Vittunuvum, Brahmavum Rishigalum Indiranum kayilayam ponathu”. (Brahma, Rishis and Indra

wentto Kailasa).
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TIRUPPUDAIMARUDUR MURALS TIER-IV.

Tier-1V, Panel - 12, Row -1V, Scene - I1

Anascetic is walking with his hair spread and his saffron dhoti which is washed and kept on his head,

theendsofwhichheisholdingwithhishandsasifheisdryingit.

The labels in old Tamil do not correlate with the scenes in the paintings in some cases. They appear to
have been written later. They appear to transpose the sthalapurana into the paintings more by

imaginationthanjustifiedbytheactualdepiction.
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MURAL PAINTINGS OF

TIER -V

Page Numbers

Panel photos 306 - 314

Descriptive Text pages 315 - 317
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TIER -V

North

Narumpoonathaswami Temple - Tiruppudaimarudur

Diagramatic sketch of the Interior of the Rajagopura

Window

Stairs to
Tier - V

View of the

vertical Portion

Mural Panel’s Height - 48”

Scale 1: 50 approx.

B Square Pillar

[ Wood-carving
2 Mural Panel

View of the
vertical Portion

Window

Panel - 13, 14,15 & 16

Panel - 21, 22, 23 & 24

Panel-1,2,3&4 Panel-5,6,7 &8 Panel - 9, 10, 11 &12 Panel - 17, 18, 19 & 20
1 | 1 |
R-I R-1I R-1 R-| R-I R-1I
Panel - 25 : Top of the Northern window

Panel - 26 : Top of the Southern window




*Panel - 1
*Panel - 2
*Panel - 3
*Panel - 4
*Panel - 5
*Panel - 6
*Panel - 7
*Panel - 8
*Panel - 9
Panel - 10 :
Panel - 11 :
Panel - 12 :
Panel - 13 :
Panel - 14 :

Mural Paintings of Tier -V

A List of the Mural Panels

Narayanan and Urdhvatandava

Bhadrakali and Ardhanarisvara

Subrahmanya

Muchukunda Chakravarti worshipping Lord Siva

Kumari Bhagavathi

* Obliterated mural panels

*Panel - 15
*Panel - 16
*Panel - 17
*Panel - 18
*Panel - 19
*Panel - 20
*Panel - 21
*Panel - 22
Panel - 23 :
*Panel - 24
*Panel - 25
*Panel - 26

Mahishasuramardini and Tripurasundari



TIRUPPUDAIMARUDUR MURALS TIER-V

Tier -V : Over all view with Sala roof

Sala roof - closer view
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TIRUPPUDAIMARUDUR MURALS TIER-V

Panel -1

Panel - 2
307



TIRUPPUDAIMARUDUR MURALS TIER-V

Panel - 4 Panel -5
308



TIRUPPUDAIMARUDUR MURALS TIER-V

Panel - 6

Panel -7
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TIRUPPUDAIMARUDUR MURALS TIER-V

Panel - 8 Panel - 9

Panel - 10 : “Narayanan and Urdhvatandava”

Nataraja, Melapperumballam,
Thanjavur District. Accession.
Number. 40-1/36 Government
Museum,Chennai
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TIRUPPUDAIMARUDUR MURALS TIER-V

Panel - 12 : Subrahmanya Panel - 13 : Muchukunda Chakravarti
worshipping Lord Siva

{;ﬁm » I e iy ; Panel - 14 : Kumari Bhagavathi
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TIRUPPUDAIMARUDUR MURALS TIER-V

Panel - 15

Panel - 16 Panel -17 Panel - 18

312



TIRUPPUDAIMARUDUR MURALS TIER-V

Panel - 19 Panel - 20

Panel - 22

Panel - 21
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TIRUPPUDAIMARUDUR MURALS TIER-V

: Mahishasuramardini and Tripurasundari

Panel - 25

Panel - 24 Panel - 26




MURAL PAINTINGS OF TIER-V

The salaroof of teak wood rafters supports the bricks of the arched roof in the top fifth and final tier.

Limemortarisused. Itisingood condition. Thereare floral designs painted ontherafters.
Tier-V,Panels-1,2,3,4, : Obliterated
Tier-V,Panel-5: Rishi - partlyobliterated

Tier-V, Panels - 6,7,8 : Obliterated - However in panel - 8, the head of a person with turban and

holdingastaffispartially seen.
Tier-V,Panel-9: Dvarapalaka-partlyobliterated
Tier-V,Panel-10: Narayanan and Urdhvatandava

Mostofthepaintingsinthispanelarevandalised. Thelabelintherightsideinold Tamilscriptisintact
which reads as “ Narayanan and Urdhvatandava”. A Siva Ganaisblowing a conch and muyalaka
(apasmarapurusha)isshownwith hisheadraisedup while Siva as Nataraja hasplantedhislegonthe
back of muyalaka. A Deva is seen seated on the left side of Nataraja beating the pot drum
(kudamuzha). There is an icon in the Government Museum, Chennai documented in the Manual on
Bronzes by Dr. R. Kannan IAS that is similar (Melapperumballam, Thanjavur District. Accession.
Number. 40-1/36- displayed in the left side showcase no.3 of the mezzanine floor in the bronze

gallery.) See Photo.
Tier-V,Panel - 11: Bhadrakali and Ardhanarisvara

Bhadrakali is depicted on the left side of the panel with her attributes sula (Trident) and kettle drum
(Damaru). She is shown as dancing since herright leg is lifted up. Amusicianis beating the drum on
her left side. Ardhanarisvara (half man-half woman androgynous form of Lord Siva) is depicted on
the right side of the panel. Ardhanarisvara is worshipped by ascetics in saffron dresses. This is
Ananda Tandava as in Chidambaram. The label in the right side in old Tamil script is intact which
reads as “Bhaddirakali” and the right as “Aththanarissuram” meaning Bhadrakali and

Ardhanarisvara.Refer Tiruppudaimarudur Purana Nadampuri Padalam - Stanza18.

315



TIRUPPUDAIMARUDUR MURALS TIER-V

Tier-V,Panel -12 : Subrahmanya

The face and beak ofthe peacockisallthat is availableinthelowerportionofthe panel painting. Itis
clear that the central figure is Subrahmanya, holding his attribute double prong (Sakti) in his upper
right hand. Some persons confuse itas Sani Bhagawan. Since the bird has plumes, itis identified asa
peacock. Four devotees are shown. The upper right and left devotees are shown with Anjali hasta;
the lower right devotee is depicted as holding the chatra or umbrella over the head and the lower left
devoteeisshownaswavingthe chamara orfly whisk. All the four devotees are shown as wearingthe
sacred thread on their bodies and their lower garments befit that of the persons doing puja in the
temple (Priests are called Bhattars even in Siva temples in Venad country even now in present

Tirunelveli area).
Tier-V,Panel - 13 : Muchukunda Chakravarti

Siva is shown as seated on a lotus pedestal with his usual attributes and he is being worshipped by a
demi-god may be Indra on his right side. The Emperor King Muchukunda Chakravarti (who as per
legend had amonkey face to show aperiod whenthe humanrace was probably evolving fromthe apes;
remote antiquity memories are found in Hinduism in India) is standing worshipping on his right side.
These tales may be useful to modern scientists. They are being used by USA based ones butrarely by

ourown. Thebottomportionisdefaced.
Tier-V,Panel - 14: Kumari Bhagavathi (Sthalapurana of Kanyakumari).

Sivaisportrayed here with hisusual attributes likeaxe ontherightupperhandandthedeerintheupper
left hand respectively. But the painting is vandalised. His lower right hand should be in abhaya
(protection granting) pose while both the lower hands are not clear since most of the painting is faded
or vandalized. On the other side there is a label in old Tamil script reads as “Kumari Bhagavathi”.
A lion,the mountofthe Deviisdepicted. We could visualize Bhagavathiis performing penance since
her leftlegis shown as lifted up. This depicts Kanyakumari who does penance (tapas) by standing on
onelegonaneedleto gainpowerstokill Banasura.Sheremained unmarriedsince only anunmarried
girl could kill him as per the only lacuna in the various boons for immortality that he had got. She got

marriedat Suchindram toLord Siva. Atthetop, floraldecorationisseen.Partly obliterated.

Panel - 15- Vishnu is depicted with chakra in his upper right hand and shankha (not clear) in his

upperlefthand. Aboarsignifying Varaha Avatara isatthebottom (leftextreme). Therestisunclear.

Tier-V,Panels-16,17,18,19,20, 21 : Obliterated.
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TIRUPPUDAIMARUDUR MURALS TIER-V

Tier-V, Panel - 22 : At the left bottom, a small palm tree is seen. Some boulders with may be
Subrahmanya seated on the boulders, signifying a hill is seen. His mount, the peacock is seen next.
Muruga (Subrahmanya) isdepicted ontopofhillsusually. Inthiscase,itcouldbe Palani or Kumaran

koil in Kanyakumari District.
Tier-V,Panel - 23 : Mahishasuramardini and Tripurasundari
Thispanel hasthreescenes.

The first figure is standing. It is of a Goddess depicted in green colour. We can infer that it should be
Meenakshi,the Goddess of Madurai. Atthe centre of the panel, Goddess Tripurasundari isportrayed.
On the right side, it is Mahishasuramardini since she is holding the sula (the trident shaped weapon
also used by Siva), her attribute in her hands. There is a label in in old Tamil script reads as
“Vittunu..... Tripurasundari”’. The meaning may be Vishnu Durga / Mahishasuramardini.

Thedescriptivelabelshavebeenwritteninold Tamilhandwrittenscriptbelow many ofthe panels.

Tier-V,Panels - 24,25,26 : Obliterated
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CHAPTER IX
INDIAN WOOD CARVING IN GENERAL

All works of art are expressions through different media and materials. The material itselfis
both an aid and a barrier to its satisfactory rendering. Woodcarving is one of the decorative arts.
Decorative artis defined as “art which isconcerned with decoration of objects which are themselves
notnecessarily beautiful. Decorative art may concern itself with the treatment of architectural units,
furniture, textiles orany other object which the humanbeing feels, should notonly be useful butalso
beautiful. Hence the object should be both useful and beautiful, butifitis ofaesthetic point, thenitis
no longer decorative art, but falls into the category what is known as fine arts” (Birdwood, George,
1880, pp.216-230). Woodcarving is one of the ancient crafts in India. They reflect the state of human

society.

In India, as in other countries, the artists have never failed to emphasize the quality of their
medium and employed various techniques that are suitable to varied materials. The artists, by their
familiarity with the materialandlongexperience and constant practiceinhandlingitattained mastery

overit.

Despiteits perishable nature, ithas beenamostimportant craftinalmostall parts of India, and
especially in South India through the ages. Though the ancient specimens of wood have not survived
duetotheravagesoftimeandclimate, we have sporadic literary evidences abouttheuse of wood. The
primary reason for selecting wood is due to the ease for carving. More than this, wood was easily

availableandlighttohandle. In SouthIndia, wood wasusedalongwith othermaterialslike stucco.

LITERARYEVIDENCE

Early Sanskrit and Tamil Literature throw ample light on the art of wood carving. In the Rig
Veda' we find mention of the carpenter, e.g. takshan and tvashtr. In addition to the carpenter who was
employed to make vessels of wood and household furniture, the Ratakara made rathas (Chariots).
The Rig Veda’ also refers to wooden buckets and large wooden sacrificial ladles’. The Sukla Yajur

Veda and Atharva Veda also refer to wooden artefacts manufactured by the wood cutters. The Sukla

1. ?ig Veda (IX.112-1) - Max Mueller, 1869.
2. Rig(Rg) Veda (X.101.7) - Max Mueller, 1869.
3. Rig(1.84.18;1110.6;1. 144.1) - Max Mueller, 1869.
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Yajur Veda' refers to a large wooden soma reservoir called drona-kalasa, afour cornered sacrificial
cup and thrones of Khadirawood’. InAtairva Veda, we find mention of Yiipas’. Mention is also made of

seats of Audumbarawood’.

The Grihya Siutrasrefertothearticlesmade by the carpenters which were needed for sacrificial
purposes, such as ladles (Srukh, sruva, dhruva). The Asvalayana Grihya Siitra® refers to Patri’,
agnihotravahavani, darbi, upabhrta (a type of ladle), sphaya (Sword) etc., Panini refers to the

carpenterby the term Taksha and mentions thathe played animportantroleintherural economy'’.

The Ramayanarefers to specialised carpenters'' and the manufacture of boxes (petika)' and of
artificial hills (models for childrento play) made of wood". Italsorefers to the images ofbirds, horses,
serpents and of Goddess Lakshmi with her elephants carved on the aerial chariot of Ravana'. In the
Kamasutra of Vatsyayana, wood carving (Takshanam) is mentioned as one of the sixty four arts".
Mudrarakshasaof Visakhadatta' mentions that Chanakyamobilized all the carpenters of Pataliputra
topreparethe palaceandthecity gates fortheentry of Chandraguptaduringthetime ofhiscoronation.

Theyarealsoreferredtoasdecoratingthepalacesand gateswithbeautiful carvings.

AccordingtoAgamas and Silpasastras, four heavenly architects, Visvakarma, Maya, Tvashtra
and Manu sprang from the four faces of Brahma. Their sons are called Stapati, Siutragrahin, Vardhaki
and Taksharespectively. The Stapatiis called the ChiefArchitect. Sitragrahinistheexpertindrawing
and heisthe guide of Vardhakiand Takshaka. Vardhakiis anexpertindesign and painting. Takshaka is

anexpertincarpentry.

4. Sukla Yajur Veda (VII. 29; VIII. 42; XIX. 27) - Max Mueller, 1869.

5. Sukla Yajur Veda (VII1. 33: X. 26) - Max Mueller, 1869.

6. Atarva Veda Sacrificial Posts VII. 30: XII1.1.33: X11.3.33. - Max Mueller, 1869.
7. Aitareya Aranyakal.1.2.4.10. - Keith, Arthur Berriedale, (1909)

8. Asvalayana Grhya SutralV.3.5.6- Oldenberg, Dr. H. (1886)

9. Asvalayana Grhya Sutra.1V.3.4.10 - Oldenberg, Dr. H. (1886)

10. Panini.V.4.95;111.1.76;111.3.80 - Vasu, Sirisa Chandra,(1897)

11. Ramayana Ayodhyakanda 83“ Sarga - Griffith, R. T.H. (1870-1874)

12. Ramayana Ayodhyakanda36,37 Sargas. - Griffith, R.T.H. (1870-1874)
13. Sundarakanda- 6" Sarga. - Griffith, R. T.H. (1870-1874)

14. Sundarakanda 7" Sarga. - Griffith, R. T.H. (1870-1874)

15. Kama Sutra - Ch.II1.P.23. - Vatsyayana (2009)

16. Mudrarakshasa- Act1l.P.56 - Dhruva, (1923)
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References in early Buddhist literature to skilled carpenters engaged in carving wood and
constructing wooden buildings suggestthat carpentry attained ahigh degree of perfection during this

period'’.
In Tamil literature, we have a lot of references to the use of wood. Taccan in Tamil is a

corruption of the Sanskrit word Taksha. Sangam literature refer to him as Takkan. It comes from the
root 'tak'to chip - Takkan. Ilampooranarinhis commentary on Tolkappiyam saysthatderivation ofthe
word Taccan is functional. Tirukkural has a reference to Chariot. Ahananuru and Purananuru have
numerous references to chariots. In Perumbanatruppadai of Pattupattu collection Kadiyanur
Uttiramkannanar refers to wooden cars with carvings which were driven by young boys; and in

Nedunalvadaiwehear of a cotmadeofivory.

SELECTIONOF WOOD:
In a few puranic and agamic texts, details regarding the mode of selection of wood for

ceremonies are elaborately given. Dr. Jithendranath Banerjee in his “ Development of Hindu
Iconography” has dealt at length about this. Mention may be made of Varahamihira's Brhatsamhita,
Visnudharmottara and Bhavishyapurana which deal with various ceremonies for procuring wood for
images etc.. Chapter 58 of Brhatsamhita affirms that the Stapati should choose an auspicious day for
entering the forest for procuring the wood and enumerates a list of trees which he should avoid. This
includes “trees which grow in cremation ground, by the side of the roads, near the temples, or on ant-
hills, inthe gardens and hermitages, chaitya or Stala Vrikshas, those growing by the confluence ofthe
river, or which are planted by human hand, extremely bent ones, trees grown very close to other trees
or overgrown with creepers. Trees struck by lightning or broken by storms, falling by themselves or
damaged by elephants, dried or burnt trees or those on which bees make their hives”. It further
clarifies that “wood for carving reliefs should be chosen on the basis of four fold divisions of the
society. The images to be set up by the Brahmins are to be made of deodar, chandana, sami and
madhuka;thosetobemadebythe Kshatriyasshouldbeofarishta, ashvatta, khadira, bilva andjivaka,
simdhuka and syandana etc., After the selection the carpenter should mark off all the trunk ofthe tree
and different sections of the image he desires to carve. It also further states that the sculptor should

pray to many minor gods like manes, Rakshasas, Nagas, Suras, Ganas, Vinayakas and propitiate the

17. Jataka 11 18; 1V 153,159.
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tree with offerings before cutting the trunk”. Then it also gives from which direction the sculptor
should start cutting. He should start from north-east corner and proceed on the right side with the blade

ofhisaxecoated withhoney andbutter.

Visnudharmottara also gives such details in procuring wood in the Chapter on Devalayarta

Daruparikshanam.

ARCHAEOLOGICAL EVIDENCE
Historians have noted that the palaces of the great Maurya King Chandragupta at Pataliputra

which surpassed in splendour the royal residences of the Susa and Ekbatana were all made of wood.
The antiquity of wood is further established by excavations of the Maurya period carried out by the
Archaeological Survey of India which has unearthed remains of wood structures erected on a number
of massive teak wood platforms'. Recent discoveries and studies have revealed that the principal
image of worship in the central cell of the temple was carved of wood in South India until as late as
seventh century AD. Of many significant finds in the excavations at Nagarjunakonda are the remains
of the brick shrine Astabhujaswami assignable tothe 3" -4" Century AD anda lime stone slab witha
noteworthy slot for the insertion of the base of awooden carving . The Astabhujaswami was carved in
audumbarawood (figwood). Thiswood is the preferred material in many agamas and shilpa texts post

15" CenturyAD.
Till the first half of the 7" Century AD, i.e., the days of the famous Pallava rulers, Mahendra

Varmanland Narasimha Varman]l, eitherawoodenreliefsetontheplatformagainstthebackwall,ora
stucco image was the main object of veneration which is evident from early Tamil literature. Later on
stonereplaced this medium. Sri K.R.Srinivasan while writing onthe Pallava Cave Temples says that,
“eventoday many of the great temples have their principal deities in worship in the garbhagrha made
of stuccoe.g. The Ranganatha in Srirangam, the Anantapadmanabha is made with small Salagrama
stones bound with paste in Tiruvananthapuram called Kadusarkkarayogam or of wood e.g., in the
Vishnu Temple at Tirukkoilur and the earlierimage of Attivaradan ofthe Varadarajaswamiof Kanchi,
whichiskeptinsidethetanktobetakenoutperiodicallyevery40-60years. Kadu Sarkkara Yogamhasa

tree part as the skeleton. The trees used are sandalwood, Deodar and Karunjali (Acaia Catechu).

18. Annual Report, ASI 1912-13 p.76.
19. IndianArchaeology, AReview 1958-59,p.8
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The six ingredients of the mixture are 3 parts of Kundrikkam (Boswelliz Serrata), 5 parts of Gulgulu
(Commiphora Mukal),onepartofjaggery, eightparts of Chenchalyam (resinofShorea Robusta) and
3 parts of kavi earth (red lumber stone or red ochre). “Mahendra and Mamalla could not, therefore,
make the principal images in the sanctum of their temples, in stone, even as bas-reliefs on the wall. As
such, allthesecavetempleshave empty shrines with tell-taletrace of the original painted image on the
wall, or with small platforms for brick and stucco images on the hind wall, or with square or
rectangular depressions onthe hind wall of the sanctum for the insertion of carved wooden plaques” ™.
Wood was largely used for construction of shrines and other structures. This is evident from an
inscription of Mahendra Varman at Mandakapattu in South Arcot Dt., The Sanskrit inscription says

King Vichitrachitta( atitle of Mahendra Varman) constructed atemple for the first time for the Hindu

Trinity of Gods withouttheuse ofusual constructional materialslike brick, timber, metaland mortar.

“Etadanishtakam-a-druma(m-a-to)-ham-asudham(vicitraci)ttenanirmapitam- nrpe(na)

Brahma—E—svara_Visnu—Laksitayatcmam”21

AlberuniinIndicaspeaksofafamous gemstudded Suryaimage of wood widely worshipped in
Kandahar or Peshawar. This image was later destroyed after the advent of Islam. This shows clearly
that wood was used largely for temple architecture. With the advent of stone for architecture and
sculpture, the wood carver transferred his skill for aesthetic pleasure. Most of the large temples of the
Siva and Vishnu in Tamil Country have wooden cars which are otherwise mobile shrines. “The God of
the temple moved out like a monarch in processions (utsavas) with all his temple paraphernalia
transferred to a wooden counterpart (wooden car), the ratha which in shape simulated the stone
vimana over the garbhagriha and the variety of stone sculpture and imagery also changed into the

medium ofwoodandcametobe fixedup onallthe ratha's sides™”.

“In Cholainscriptions we hear of temple cars, the broadening of roads for their movement and
the making of donation for conducting car festivals. In a tropical country with a humid climate a
wooden car will hardly last for more than two hundred years and especially so when it is kept on a
roadside freely exposed to destructive agencies like white ants and rats. This accounts for the total

absence of any wooden carving which could be indisputably assigned to the period before the

20. Journal of the Madras University, ”Some aspects of Religion as revised by Early
Monuments and Literature of the South” Vol. XXXII, No.1 ( Sec .A. Humanities,
1960,P.141). South Indian Wood Carving: V.R.Mani.

21. EpigraphicaIndica XVII, pp.14-17;
22. South Indian Inscription XII. No. 12.
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17" Century at the most”.” But this is not fully true as evidenced by the wooden idol of Trivikrama

(Dehaleeswara)inTirukkoilur.

Wood Carvings of SouthIndia,occupiedanuniqueplaceinthesphere ofdecorativeart. Sincea
temple car is the most important among the vahanas, artists bestowed their attention in decorating
them with finely carved scenes fromepics and puranas.

The Manasara, a treatise on architecture deals in a chapter titled 'Rathalaksana Vidhana'
regarding the construction of a temple car. It also mentions the kind of wood to be used for making
different parts of the car. Generally Illuppai (Bassia Saphotacaec) is invariably used. Usually the
temple car has five layers from bottom to top. They are known as Upapitam (Below basement),
Adhistanam (Basement), Nadhakam (just above basement), Devasanam (base for deity) and

Simhasanam (thethroneofthedeity). Allthesepartswillhaveexquisitecarvings.

22.South Indian Inscription XII. No. 12.
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d - CHAPTER - X
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WOOD CARVINGS IN THE GOPURA OF THE NARUMPOONATHASWAMI =
(SPHUTARJUNA) TEMPLE, TIRUPPUDAIMARUDUR
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Most of the wood carving is in bas relief but a few are | , __--

in the round. Three dimensional is described as 'in the Wt

round'in archaeological jargon.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1

W.C. Tier-1- 3

W.C. Tier-1 - 4
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WOOD CARVINGS OF TIER - 1

W.C. Tier-I1-1-Three foot soldiers are killing a leopard with their spears. They are wearing simple

headdress. Theupperpartoftheirbodyisnaked. Theyare wearingsimplelower garments.

W.C. Tier-I - 2 - Two dancers and a musician are shown here. In the left corner, a female dancer is
dancing while in the right corner, the male dancer is depicted with Garuda mask. The musician is
playing an instrument consisting of alarge circular frame over which the skin ofan animal is fixed on
one side; it is played with bare hands. (The most common class is the tribal folk daff (also dafli or
dappu) which includes the ghera (Rajasthan), tappattai, tappate / tappata in the south, the chengu
(Orissa).Other frame drumsinclude the simplest sooryapirai andthe chandrapirai ofthesouth;the

khanjari (ofthenorth)or kanjira (ofthesouth).

W.C.Tier-1-3-Ahorseriderisriding ahorse which is fully decked, with his sword in his right hand
andholdingthereinwithhislefthand. Hisleft footiskeptonthestirrup.

W.C.TierI-4-Four Rishis aredepictedinthiscarving. (LtoR) The firstoneis seated crosslegged
with a manuscriptin his left palm and a stylus in his right hand as if writing. The second one is seated
keeping his right hand on his danda (staff) and looking at something kept on a small stool. The third
oneis seated with his hands in Anjali. The fourth one is seated with his left palm on his left thigh and

hisrighthandisintheposeof teaching.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-1 -5

W.C. Tier-1- 6

W.C. Tier-I -7

W.C. Tier-I - 8
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C.Tier-1-5 - Adancingsceneisdepicted.(LtoR)Thefirstoneisamusicianplayinganinstrument
consisting of a large circular frame over which the skin is fixed; it is played with bare hands. Three
dancersaredancinginvariousposesinthemiddlewhilethelastoneisasingerwhosingsandkeepinga
one stringed instrument Ektar. This is a simple folk instrument. It may be the oldest stringed
instrument in the Indian subcontinent. The ektar is described in ancient Sanskrit texts as the
ekatantrivina, literally the "one stringed lute". It is leaning on his left shoulder. All the dancers are

welldressedandthe musicianandthesingerarewearingasimpleheadgear.

W.C.Tier-1-6 - Inthiswoodcarving, (LtoR)weseethree Portuguese soldiers wearing close fitting
trousers, long-sleeved tunics withoutcollars. They are wearing clothbeltstied around their waist with
a fine knot, with two broad ends hanging in the front. Two of them have a dagger tied to the belt and
carry handguns on their shoulders. The third one is keeping his hands on the sword, the sharp end of
which is kept down. All the three are seen arguing with their leader who is seen seated on a chair. His
right leg is kept on the chair while his left leg is hanging down. The sole of his left foot is fixed on a

footrest.

W.C. Tier-1-7 - Aleopard is depicted as relaxing. A lion is running with its tail twisted. One paw is

outstretched.

W.C.Tier-I-8-Abardisseensingingwithcymbals inhishands.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-1-9

W.C. Tier-I- 10

W.C. Tier-1 - 11

W.C. Tier-I - 12
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-1-9-(LtoR)Asage withhis legs like a tiger holding a staff across his head and a soldier
with aclubinhisright hand. He is seen wielding his club across his head while his left hand is kept on
his left leg which is slightly bent. The sage may be identified as Purushamruga and the soldier as
Bhima. Bhima ischased by Purushamruga.Referthe storyin Mahabharata - see W.C.Tier-1-29
and II-4 below.

W.C. Tier-1-10-This wood carving shows the infantrymen paid minute attention to the training of
their bodies and are practising with their swords. Here two skilful swordsmen (centre) actively
engage in attack and defence. Two other infantrymen are witnessing the practice keenly, holding

theirswordsintheirrightandlefthandsrespectivelyatthe ends.

W.C. Tier-I - 11 - There are several panels of dancers - Male and female dancers are carved on the
wooden pillar faces. Here one such sceneis depicted. Two female dancers (centre andright) are with
their hairoiled and combed inaknot. They are wearing lower garments wrapped around the legs, with
a full cloth hanging in front. They are seen wearing breast bands or a kind of decorated piece of cloth
and shoulder scarves. They are fully decked with ornaments on their neck, arms and feet. A musician
(extreme left) is playing aninstrument consisting ofalarge circular frame over which the skin s fixed

ononeside;itisplayed withbare hands.

W.C.Tier-I1-12 -Two Rishis aredepicted here. The firstoneisstandingholdinga kindi inhisright
hand and raising his left hand above his head. The other one may be his guru, seated on a pedestal with
his left leg folded and kept on his seat and hanging his right leg down. His right hand is portrayed in
upadesa mudra (teachingposture)andholdinghis danda (staff)inhislefthand. The flagappearsto

besquaresimilartothoseofthe Vaishnava saints.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-1 - 13

W.C. Tier-1 - 14

W.C. Tier-I - 15

W.C. Tier-I - 16
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-1-13-Ahunterisseenshootinganarrow andkillinga deer which is shown standing on its
hindlegs. The hunterisholdinghisbowinhislefthandandhisrighthandisportrayedintheattitude of

shootinganarrow. The face ofthe hunterisunfortunately mutilated.

W.C. Tier-I - 14 - A Dancing scene is depicted here. (L to R) A musician is playing an instrument
consisting of a large circular frame over which the skin is fixed on one side; it is played with bare
hands. A singer is seen next to him standing with a single stringed instrument. She is holding the
instrument in her right hand and her left hand is raised above. Male and female dancers are dancing

nexttothem.

W.C.Tier-1-15 - A hamsa birdisstandingbehinda yali withitsplumes.Itisabracketfigure.

W.C.Tier-1-16 - Here four rishis aredepicted. Two rishis atthe extreme ends are standing with
their hands in Anjali. They are holding the danda (staff) on their right and left shoulders
respectively. The second one from left is seated cross legged. He is holding a manuscript in his left
palm. Hisrighthandiskeptonhisrightthigh. The Rishinexttohimisalsoseated cross-legged and his
right hand is in the attitude of upadesa (teaching posture). His left hand is kept on his left thigh,
slightly differentfromasimilarpanelabove (W.C. Tier-1-4).
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 17 W.C. Tier-I - 18

W.C. Tier-I- 19

W.C. Tier-I - 20
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-1-17 - Abird-trapperiscarvedasbentand holdingthe chickinhisrighthand and luringa
crane. He has a net bag hanging on his right shoulder. He is wearing a simple lower garment. He is
wearing a cloth belt tied around his waist with a fine knot, with two broad ends hanging in the front.

Asmalldaggeristiedtothebelt. Hishairiscombedupwardsandtied withaband ofcloth.

W.C. Tier-1-18 - Afootsoldieriscarved with asword in his right hand and a shield in his left hand.
Heiswearingaknotted turban onhishead. Heis wearing a simple lower garment. He is wearinga cloth
belttied around his waist with a fine knot, with two broad ends hanging in the front. The pose seems to

be from kalaripayattu,themartial artof Kerala.

W.C.Tier-I-19 - A dancingsceneiscarved. Amusicianisplayinganinstrumentconsistingofalarge
circular frame overwhichtheskinis fixedononeside;itisplayed withbare hands. Nexttohimafemale
dancer in the attire of Kathakkali dancers is dancing. She is holding a scarf in her right hand. She is
wearing patrakundalas inherears. Herhairislikea kesapasa (flatbraid). Abard(female)iscarved

nexttoherholdingasinglestringed instrumentwithherlefthand.

W.C. Tier-I1-20-Amusicianis playing an instrument consisting of a large circular frame over which
the skinis fixed on one side; it is played with bare hands. He is wearing a simple lower garment. He is
wearing a cloth belt tied around his waist with a fine knot, with two broad ends hanging in the front.

Heiswearingaknottedturbanonhishead.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 21

W.C. Tier-I - 22

W.C. Tier-I - 23
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I1-21 - Dancing Troupe consisting of two musicians, a dancer and a singer is depicted in
this carving. (L to R) The first musician is playing an instrument consisting of a large circular frame
over which the skin is fixed on one side; it is played with bare hands. He is wearing a simple lower
garment. Heis wearingacloth belttied around his waist with a fine knot, with two broad ends hanging
in the front. He is wearing a knotted turban on his head. The dancer is depicted next to him. He is
wearing makuta (crown) on his head. He has a bow and arrow. He sports a beard. He appears to
portray the role of a king. His lower garment is pleated in the front. Another musician is playing a
drum. Both the musicians have peculiar moustaches. A female singer is standing next to him. Her hair

iswelloiledandcombedinthe dhammilla (bun)fashion.

W.C.Tier-1-22 - Asnakecharmerisdepicted here. Heis seated with hisrightleg folded and kepton
the ground whilehisleftlegisbentandraisedup withthetoesalonetouchingthe ground. Heisholding
and playing a magudi (A musical instrument used by snake charmers. It is called Punji in North
India. A bottle gourd attached to a double cane pipe is cut in reeds. While one of the pipes gives the
basic tonic, which it produces in a constant drone, the other pipe is able to play the tune. This pipe has
finger holes that can be stopped just as in a flute. The wind that enters is blown out through the other
end of the bottle gourd. Its sound is melancholy and is normally tuned to the Punnagavarali raga
(tune) of SouthIndian Carnatic music. Thisragaissaidtoattractserpents.). Asnakeiscomingoutof

itsbasketandislookingatthe snake charmer.

W.C. Tier-I - 23 - This is one of the mythological stories from the epic Mahabharata. The story is
depicted in the painting. It is painted in the first tier in detail. (Arjuna'’s penance for begetting
pasupatastra from Lord Siva - Chapter - IV, Tier-1, Panel - 14). (L to R) Rishi Dadichi is standing.
Heisholding his danda (staff) leaning on hisright shoulder. His left hand is portrayed as suci mudra
(pointing something). Next to him, Arjuna is standing on one leg and keeping his hands in anjali
abovehishead. Hishairisdepictedas dishevelled. Adeerisshownbehindhim.Lord Siva inthe guise
of a hunter is standing near him with a bow in his left hand. He is holding an arrow in his right hand.
Parvati (hunter's wife)is standing with her son Muruga inherlefthipandholdingalizard by its tail

inherrighthand.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 25
W.C. Tier-I - 24

W.C. Tier-I - 27

WO, Tier-1 - 26

W.C. Tier-I - 28

Similar headgear (Acc No. 1627/1894 - Anthropology) and
sword (Acc No. 2053/1894 - Anthropology) 340
at the Government Museum, Chennai



TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 24 - A foot soldier is fighting with a leopard. He is wearing a simple lower garment.
He is wearing a cloth belt tied around his waist with a fine knot, with two broad ends hanging in the
front. He is wearing a knotted turban on his head. He is having knife in his lefthand and a dagger in his

righthand withwhichheisattackingtheleopard.

W.C.Tier-1-25 - Lionbracketinwhicha gana figureisholdingaclubinhislefthandandtheright
handiskeptontherighthip. Hishairisarrangedina jatabhara (hairshapedlikeafan)type.

W.C. Tier-I1-26 - Afootsoldier withaswordinhisrighthand and shield in his lefthand is carvedin
thispanel. Heis wearingaclothbelttiedaround hiswaistwith a fineknot, withtwobroadendshanging
inthe front. He is wearing a skull cap with hangings over the sides of the face completely covering the

ears.Seephotoofartefacts fromthe Anthropology Sectionofthe Government Museum, Chennai.

W.C.Tier-1-27 - Footsoldiers are practicing martial drill. The firsttwo soldiers are practising with

sticks (silambattam inTamil). The othertwoarepractisingwithdaggers.

W.C.Tier-1-28 - Lionbracketinwhicha gana figureisholdingthebasewithhisrighthand. Theleft

handiskeptonthelefthip. Hishairisarrangedina jatabhara type.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 29

W.C. Tier-I - 30
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-1-29 - Purushamruga (especially sculptures from more recent centuries, are lions from
the waist down, and fully human from the waist up. Some are depicted as rishis or seers, having a
beard and withtheir hairknotted onthe top oftheirheads). Here heis withaclubinhisrighthand. His

lefthandiskeptonthefloor forsupport.

In South India, the "sphinx" is known as purushamruga (Sanskrit) or purushamirugam (Tamil),
meaning "Human-Beast". Itis found depicted in sculptural art in temples and palaces where it serves
an apotropaic purpose, just as the "sphinxes" in other parts of the ancient world. It is said by the
tradition, totake away thesins ofthedevotees when they enteratemple andtoward offevilin general.
It is therefore often found in a strategic position on the gopuram or temple gateway, or near the

entrance ofthe Sanctum Sanctorum.

Male purushamruga or Indian sphinx guarding the entrance of the Shri Shiva Nataraja temple in

Chidambaram

The purushamruga plays a significant role in daily as well as yearly ritual of South Indian Shaiva
temples. Inthe shodhasha-upakaara (orsixteenhonors)ritual, performedbetweenonetosixtimesat
significantsacred momentsthroughtheday,itdecoratesoneofthe lampsofthe diparadhana orlamp
ceremony.Andinseveraltemplesthe purushamruga isalsooneofthevahana orvehiclesofthedeity

duringtheprocessionsofthe Brahmotsava or festival.

In Kanya Kumari district, in the southernmost tip of the Indian subcontinent, during the night of
Shivaratri,devotees run 75 kilometres while visiting and worshiping at twelve Shiva temples. This
Shiva Ottam (or Run for Shiva) is performed in commemoration of the story of the race between the

Sphinxand Bhima,one ofthe heroesoftheepic Mahabharata (Wikipaedia).

W.C. Tier-I1-30-Akingisdepicted holdingabow in hislefthand and an arrow in hisright hand. The

tipofthearrowiskeptdowntouchingtheearth. Heiswearinga kiritamakuta (Crown)onhishead.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 32

W.C. Tier-I - 33

W.C. Tier-I - 35
W.C. Tier-I - 34
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C.Tier-1-31-Inthiscarving(LtoR)akingisseatedonhisseatwithhisrightleghangingdownand
his leftleg crossed over theright leg. He is resting his back on the bolster behind by keeping his right
hand overit. He is wearing a long sleeved tunic without collar. He is wearing a conical mitre (Colae).
A dignitary is standing before him in supplication. His right hand is kept near his mouth and his left
hand is hanging down. He is slightly bent and hearing what the king says. He is also wearing a long
sleeved tunic without collar. Another dignitary in the same costume is standing behind with asword in
hislefthand. The fourthoneisstandingholdingaspearonhisleftshoulder. A kindi (watervessel with

abulbousbodyandtubularwaterchute)andabetelleavesboxarekeptundertheseatoftheking.

W.C. Tier-I-32 - Lion bracket with two monkeys behind. The second monkey is seated, holding a
fruitinits palms andtastingit. The first monkey is standing keeping its hand on the head ofthe second

monkey.

W.C.Tier-1-33-Tworishis areworshipping Lord Siva intheformof a Linga.The rishi standingin
the left sideis holding a deepaharati (athree tier pyramid shaped lamps lit with wicks) in his right
hand. This worship is performed at fixed times during the day called Kaala Pooja. The other rishi is

showninAnjali pose.The danda (staff)isleaningonhisleftshoulder.

W.C. Tier-I - 34 - Two rishis are shown in this carving. The first one is standing. His hands are in
Anjaliposture. The danda (staff) isleaning against his right shoulder. The second rishi isseatedona
pedestal. He has amanuscriptin his left palm and his right hand is portrayed in the attitude of upadesa

mudra (teachingposture).

W.C. Tier-I - 35 - The kathakali dancers are dancing here. The first one from the left may be a bard
singingsongs. Thesecondonehasascarfinhislefthand. The third prominentdancerhasabottle gourd

typemusical percussioninstrument. The thirdand fourth figureshave onehandraised.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 36 W.C. Tier-I - 37

W.C. Tier-I - 38 W.C. Tier-I - 39

W.C. Tier-I - 40
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-1-36-Lionbracketwithahumanfigurebehind, keepinghislefthandasifheisholdingthe
base.Hisrighthandiskeptonhisrightthigh.

W.C.Tier-I-37-Ahighdignitaryiscarved here. Heis wearingaconical crown (karandamakuta)on

hishead.Heis fullyornamented. Heisholdingabowinhislefthandandanarrowinhisrighthand.

W.C. Tier-1-38-Herealsoanarcherisdepicted. Heiswearingaconical kiritamakuta (Crown)onhis
head. Heisholdingabow inhislefthand. He is pulling an arrow with ease using only two fingers from

thesheathathisback.

W.C. Tier-1 - 39 - The kathakali dancers are dancing here. (L to R) The first musician is playing an
instrument consisting ofalarge circular frame over whichthe skinis fixed ononeside;itis played with
barehands. Heis wearingasimple lower garment. Heis wearingaclothbelttiedaround his waist witha

fineknot, withtwobroadendshanginginthe front. Heiswearingaknotted turbanonhishead.

The central figureisa kathakali dancer. Sheiswearingalower garment wrapped round thelegs, with
pleats hanging in front. She wears breast bands or a kind of decorated piece of cloth and shoulder
scarves. Sheis fully decked with ornaments on the neck, arms and feet befitting the role she is playing.
The third is a man wearing a long sleeved tunic without collar. He is wearing a simple lower garment.
He is wearing a cloth belt tied around his waist with a fine knot, with two broad ends hanging in the

front. Hewears aknotted turbanonhishead.

W.C.Tier-1-40-Lionbracketwithamonkeylooking behind.Itwearsahat.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 41

W.C. Tier-1 - 42 W.C. Tier-I - 43

W.C. Tier-1 - 44 W.C. Tier-I - 45
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C.Tier-1-41-Subjugation of Kaliya isdepicted here. Krishnaisportrayed as achild dancingon
the body of Kaliya, serpent king, holding its tail with his left hand. Usually Kaliya will be
represented as afive hooded snake over which Krishna will be dancing with his right foot planted on
the hood. Here in this carving the snake is portrayed as coiled within which Krishna is depicted as

dancing.

W.C.Tier-1-42-Fourdeersaredepictedwithasinglehead. Theskillofthewoodcarverisproved.

W.C.Tier-1-43-Floraldepiction-twolotusescarved.

W.C.Tier-1-44-Martialdancershavingvarioustypesofarmsareportrayed.

W.C.Tier-1-45-Lotus stylised- Floraldepiction

W.C. Tier-I - 46 - Three foot soldiers are killing a leopard with their spear and swords. They are
wearing a simple headdress. The upper part of their body is naked. They are wearing a simple lower
garment. They wearaclothbelttied around their waist witha fine knot, withtwo broad ends hangingin
the front. Thetwo ontheleftare wearing mitres while the one on extreme right wears hair tied in a tuft

likea Tampuran (Keralamaleroyal).

W.C.Tier-1-47-Martial dance (kalari payattu)isdepictedinthiscarving. Shieldand swordareseen

inthehandsoftwodancerswhilethethirdwearsa mridangam.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 46

W.C. Tier-I - 48 W.C. Tier-I - 49 W.C. Tier-I - 50
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C.Tier-1-48 - Adancerandasingeraredepictedinthiscarving. The female singeris singing with

ektar instrumentlyingonherrightshoulder.

W.C.Tier-1-49-Depictionofmaleand femaledancersdancing.

W.C.Tier-1-50-Depictionofafemaledancer.

W.C.Tier-1-51-Maleandfemale kathakali dancersdancing.

W.C. Tier-1-52-Devi as Rajajeswari seated on arectangular pedestal with herrightleg bent and
kept on the seat. Her left leg is hanging down. Her left hand is kept on the handle of the seat. She is
holding abow made of sugarcane. Two rishis are standing on either side of her. The rishi standing on
her right is portrayed as holding his hands in anjali. The rishi standing on her left side is holding a
danda inhislefthand. Hisrighthandisportrayedin Vismaya.

W.C. Tier-1-53-Devi as Durga (withoutthe usual attributes) is portrayed as seated onadeer. Sheis
holding a flowerinherrighthand. Sheisidentified as Durga since sheis knownas “Paikalaippavai”
in early Sangam literature and her vehicle is deer. Two rishis are standing in the attitude of
worshipping her. The rishi standing on herright side isshown asholding his handsinanjali above

hishead. Theotherrishi isholdinghishandsinanjali.

W.C. Tier-1-54-DeviSarasvati isseated onarectangular pedestal. Her leftlegis bentand kepton
theseat. Herrightlegishangingdown. Sheisholdingher Vinainherhands. Tworishis are portrayed

as standing on either side of the goddess. Theyareholdingtheirhandsinanjali abovetheirhead.
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—

W.C. Tier-I - 51 W.C. Tier-I - 52

W.C. Tier-I - 53

W.C. Tier-I - 54
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W.C.Tier-1-55-Thisdesignshowsapairof Naga headsatthetopandbottom withasquare andlotus

inthecentre. Thereisasquaredesignlikea kolam inthemiddle.

Mundaneexplanation

The kolams depicteitheronesnakeorseveral gracefully coiledserpents. Theirtailsareentwinedintoa
skilful maze. It resembles the sikkukolam made up with one or several continuous lines intersecting
themselves forming knots. Certain local beliefs see in these uninterrupted delineations an efficient
charmagainstmalevolent forces and evil eye. Temple sculptures formed by aunique or several never-
ending lines which crisscross themselves develop sometimes into complex and recurring patterns.
The meeting points of the entwined lines are knots. (Tadvalkar, N, 2012). Nagas are symbols of
fertility (Ferguson, 1878),(Vogel,J.PH, 1926;reprint1998).

Knots display mixed messages; they represent constraints, complications or union of two beings, a

sociallinkoracosmic link.

The geometrical figures such as the point, straight line, circle, triangle and square, have a symbolic
value inrepresenting the basic energies of the universe. They can be combined in increasing complex
figures to represent particular forces or qualities embodied in some aspect of creation, evolution or
dissolution. Aknotis acomplex symbol embracing several important meanings mainly related to the
idea oftightly closed link. There are two types of knots and bonds. (a) those which are beneficentand a
protection against wild animals, illness and sorcery and against demons and death and (b) those
employed as a form of 'attack' against human enemies. The first type applies to the knots drawn in
rangoli, especially in the kolams of Tamil Nadu. Granthi or the endless knot is one of the
ashtamangala symbols of Buddhism. These patterns are frequently found in temples of South India

likethe gopura wallsofthe Siva templeatAcharapakkamvillageabout 100 kmssouthofMadras.
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W.C. Tier-I - 55
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Higherphilosophical Explanation

Thelowestpanelinthe pillarnearthe Adhishtana isusually longerthantheother twopartsinathree
partpillar. Thedesigns shown inthispanelandthetwobeloware commontoJainism, Buddhismand

Hinduism. Thisiscalled nagabandhakushasana withlotusandnaga headsatthetopandbottom.

The naga seat isprescribed forpenance.

W.C.Tier-1-56-Thedesignhasnobeginningandend;itisaperfectsquare.

This is a pure Kushasana - seat made of kusha grass. (Kusha - Sanskrit for the sacred grass.
(Desmostachya bipinnata) - a grass with long pointed stalks used in India at certain religious
ceremonies, commonly called darbha by Brahmins. Itisa kolam with no ends i.e. a maze at the

mundanelevel. Thissignifies protection from evil as a Kolam.

W.C. Tier-1-57-Thedesignhasnobeginningandend andisaperfectsquare. Ithasalotus flowerin
the centre. Thisis also atype of Kushasana with alotus inthe centre. The Bhagavat Gita Canto 6
Verse No.11 prescribes this seat for those doing penance. The seat has three layers; firstis Kusha
grasstokeepawayinsectsetcand makeitpure; nextdeerskinsothatthesharp grasswillnotpiercethe
skin; the top layer is of cloth usually cotton so that it is soft. The lotus in the centre signifies the
concentration of the mind since the lotus bud does not let anything to go in. Also, the thousand
petalled lotus - the Sahasrara, or white lotus, is located either at or slightly above the top of the head.

Whenthe Kundalinishakti risestothislevel, universal consciousnessisachieved.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-I

W.C. Tier-I - 56

W.C. Tier-I - 57
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-II

W.C. Tier-1I - 2

W.C. Tier-11 - 4

W.C. Tier-II - 3
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WOOD CARVINGS TIER-II

W.C.Tier-II-1-Coifferedceilingand mural painting panel, second tier. The details of painted panels

areavailableinthecatalogueinthe mural paintingssection (Chapter-V) ofthisbook.

W.C.Tier-II - 2-Martialdancers;thefigureontherightisabard withan Ektar musical instrument.

W.C.Tier-1I - 3-Goddess SriLakshmiisdepictedasseatedonapedestal. Shehaslotusflowersinher
upper hands; her lower leftis portrayed as varada (boonbestowing) and lower rightisinthe attitude
of abhaya (protection). She is wearing a simple kiritamakuta on her head and patrakundalas in her

ears. Shewearsshouldertassels, threerowsofnecklaces.

W.C. Tier-II - 4 Bhima went to the north to invite the Purushamruga to attend his brother
Yudhishthira's coronation at the Vedic Rajasuyayagna (sacrifice). The Purushamruga challenged
Bhima. He had to run ahead of the Purushamriga so as not to disturb its devotion for Shiva. The
Purushamruga would eat Bhima if he caught him. But the Purushamriga was Manovega as fast as
Manas or thought and in spite of Bhima's strength soon began to overtake him. Lord Krishna who had
foreseenthishad given Bhima twelvelingas andtoldhimtothrowoneoverhisshoulderwheneverthe
Purushamruga came too close. As Bhima threw linga after linga over his shoulder they turned into
Shiva temples. The Purushamruga stopped to offer worship to Shiva every time a temple appeared
before him, butstill he gained on Bhima. As Bhima crossed the boundaries of the kingdom with one
leg the Purushamruga caught him and claimed his life. Yudhishthira gave a judgment that half of
Bhima's body belonged to the Purushamruga. Impressed with Yudhisthira's sense of dharma, or
justice, the Purushamruga gaveup hisclaimandattended the Rajasuya.Inthispanelthe figure onthe
leftislike Hanuman;the centre figure is Purushamruga andthe oneontherightis Bhima.Both Bhima
and Hanuman are sons of Vayu - Vayu Putras. Hanuman is shown aiding Bhima. Hanuman belongs to
the Ramayana world period Treta Yuga while Bhima belongs to a subsequent world period

DwaparaYuga. Hanuman hasabellinhislefthandandprobablyaboughinhisrighthand.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-II

W.C. Tier-11 - 6

W.C. Tier-1I - 8
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C. Tier-1I - 5 - Ahorse rider is riding a fully decked horse with his left hand holding the reins and
sword in hisrighthand. Heis fighting with a footsoldier. Asword is hanging in a cloth belttied to his
hip with its sheath. A foot soldier is fighting with a sword in his right hand and holding a shield in his

lefthand. Another footsoldieris fightingbeneathwithaswordandshield.

W.C. Tier-II- 6 - Asage (may be Agastya since heisshortandhasapotbelly)isdepicted as walking
with his danda (staff) in his right hand which is leaning against his right shoulder. He is holding a

watervesselinhislefthand.

W.C.Tier-I1-7-Twosagesareseendiscussinginthispanel. The first sageisstanding with his hands
in anjali above his head. The second sage is seated with his right leg hanging down and his left leg
folded and keptonthe seat. Heisholdingamanuscriptinhisrightpalmand keeps hislefthand on his

leftthigh (maybe Saunakaandhis Guru Veda Vyasa asperSthalapurana).

W.C.Tier-II-8-Foursages aredepictedinthispanel. The first one from the leftis standing with his
righthandnearhis mouthinsupplication. The second sageis seated with hisleftleg foldedand kepton
the seat. He is keeping hisright hand on his right thigh and holding a manuscript in his left palm. The
third one is also seated in the same posture as the second one while keeping his left hand on his left
thigh. Hisrighthandisportrayedintheattitude of sucimudra (pointingatsomething). Thelastoneis
standing with his hands in anjali mudra posture. The two middle ones appear to be equals while the

twoattheextremesarethe Sishyas (disciples).
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-II

W.C. Tier-1I - 10

W.C. Tier-1I - 11 W.C. Tier-1I - 12
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C.Tier-11-9-Afemalekathakali dancerisholdingaflower garlandinherhands. Itisportrayedas
thoughsheisofferingthe garlandto adeity. Andal, the great Vaishnava saintwho merged into Vishnu
at Srirangam offered a garland to Vadapatrasayi (Vishnu) at Srivilliputhur. 1t appears Andal is

depictedinKeralastylehere.

W.C. Tier-1I - 10 - Portrayal of three bards singing is depicted in this panel. The first one is a singer
with anektar inhisrighthand. Thesecondoneisadancerholdingadamaru (kettledrum)inhisright
hand and arotating drum tied to a log in his left hand. He is wearing a tight fitting lower garment and
collarless full sleeved tunic. The third one is dancing withastickinhisrighthand whichisplaced on

hisrightknee. Heisholdingarotatingdrumtiedtoaloginhislefthand (figureonextremeright).

W.C. Tier-1II - 11 - Two soldiers are portrayed in this panel as standing. They are wearing a rounded
long cap on their heads. The first soldier is having an arrow in his right hand across his body.
The second one has hisright hand above the head of the other soldier. A sheath is tied behind his right

shoulder.

W.C.Tier-1I-12-Akolattam (stick dance) danceris depicted with Kerala (Venad)stylesticksinher

hands. The Tamil Nadu sticks areshorterandslimmer.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C. Tier-II - 13

W.C. Tier-1I - 14 W.C. Tier-1I - 15

W.C. Tier-II - 16
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C.Tier-11-13-Four rishis(sages)anda femaleattendantaredepictedinthispanel. The firstone
from the left is depicted as holding a pot like article tied to his right shoulder and is blowing a wind
instrumentholdingitinhismouth. Thesecondonehas abagtied tohisleftshoulder.Hislefthandis
shownabove hishead. The third oneis holdinga gong with his lefthand and beating it with a stick in
hisrighthand. The fourth one is holding a flower basket in his left hand and holding his danda in his
rightshoulder. ANandiisseatednearhimwithitsrightlegextended out. Afemale attendantmaybea
devadasi is standing in the extreme corner with poornakumbha (A vessel with water and covered
with a coconut kept amidst mango leaves) to welcome them. From the scene, it can be deduced that

the rishis arevisitinga Siva temple.

W.C. Tier-II - 14 - Two squirrels are worshipping a Linga, the manifestation of Lord Siva. They are
depicted as standing on their hind legs on the avudaiyar (peetah) and clutching the top of the Linga

withtheirforelegs.

W.C. Tier-II - 15 - Amale dancer is depicted in this panel. The clothes twirling depictthe dynamic

equilibriumasinNataraja icons.

W.C. Tier -II - 16 - Trapping of an elephant gone wild (musth) is shown in this panel. It is clearly
shown that the elephantis encircled by foot soldiers with their spears. [tis trying to gore a man with

itstusks. Thisisoneofthe favourite themesof Vijayanagar art.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C. Tier-II - 17

W.C. Tier-1I - 18 W.C. Tier-II - 19

W.C. Tier-1I - 20 W.C. Tier-1I - 21
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C.Tier-1I-17- Ahound (Sippiparai breed keptinthe army in South Tamil Nadu)and aleopardare
showninthis panel. The houndis advancing with its tail coiled above while the leopard is hunching its

backandlookingatthehound.

W.C.Tier-1I1-18 - Adrumbeaterisdepictedhereinthispanel. The turbanandbeard showsemulation

of Muslimstyle.

W.C.Tier-11-19 -Kali isportrayed hereinthis panelasholdingtwo elephantcalves by their trunk in
herhands. Boththeelephantcalvesareliftedabovethe groundlevel. Her hairis fashionedin afanlike

form. Sheiswearing patrakundalas inherears.Sheiswearingalonggarlandaroundherneck.

W.C.Tier-1I-20- Apillartopisshownhere. Thecorbellingisoftheearly Vijayanagar style.

W.C. Tier-II - 21 - An old sage is portrayed as bent and holding his yoga danda (staff) in his left
shoulder and using a stick for walking. His frail body is clearly depicted. A young boy with a
manuscriptinhisrightpalmispointing atsomethinginhislefthand. From his headgear, the tall figure

isidentifiedasasageandnotafarmer.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-II

W.C. W.C.

Tier-1I - 22 Tier-1I - 23
W.C. W.C.
Tier-11 - 24 Tier-1I - 25

W.C.
Tier-1I - 26
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C.Tier-11-22 - A kathakalidancerisdepictedinthis panel withapiece ofclothinhishands. Itis

called Oyilattam in Tamil.

W.C.Tier-11-23 - A dwarfyakshaisportrayed hereinthispanel. Heisseated onapedestal with his
rightlegbentand keptontheseat. Hisrightlegis shownashangingdown (Veerasana). His lefthandis
placedonhisleftthigh while hisrighthandisportrayedinsucimudra. Heissportingalong garland on
hisbody. Above hisrighthand alotus floweris shown. This Yaksha may be construed as Padmanidhi,

sincealotusisportrayedabove him.

W.C. Tier -1I - 24 - An elephant rider is portrayed here. He is keeping the ankusa (goad) on the

temple oftheelephant.

W.C.Tier-1I-25- A footsoldier twisting his moustache with his lefthand and holding a scimitar in
hisrighthand (keptdown).

W.C. Tier-II-26-Afemale danceris dancing with a trident with festoons in her lefthand. Her hair s

doneupinadhammilla (bun)fashion.Itappearstobeaportrayal ofKali.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-II

W.C. Tier-1I - 27 W.C. Tier-II - 28

_——

W.C. Tier-II - 30
370



TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C. Tier- II - 27- A kathakali dancer is shown dancing with his right hand carrying a sword and a

shieldinhislefthand. HismoustacheispeculiarlikeanArabor morelikely Chinese.

W.C. Tier-II - 28 - A female dancer is dancing with her hair done up like flaming hair and holding

tridentspointingdownatanangleinboththehands. Shemaybeperformingas Kali.

W.C. Tier-II - 29 - Ascetics are shown practising their austerities in this panel. From right to left: An
ascetic is performing his argya (offering water) in the river. The upper part of his body is uncovered.
He is wearing the lower garment with pleats at the centre in front, secured by a waist band wrapped
around the hips. Nextto himanotherasceticis walking with his saffron dhotioverhishead, the ends of
whichheisholdingwithhishandsasifdryingit. Heiswearingonly akaupina (simpleloincloth). The
thirdoneis fully dressed likethe firstoneand carryinga kindi (awatervessel withabulbousbody and
alongbeak topourwater)inhislefthand and hisdanda (staff)inhisrighthand. The haironhisheadis
made up like a coil with the tresses arranged on the top, rolled and strapped in the middle by a band of
locks. The fourth one is portrayed similar to the third one. His Danda has a flag, the identification of

hisorder. Thesquareshapeisofthe vaishnavite order. Vijayanagra kings were mostly Vaishnavites.

W.C. Tier-II - 30 - Hunting was an important feature of the life of the rulers and aristocrats. A few
hunting scenes are chiseled with perfection: they are characterised by a vivid portrayal of animal life
and a clear depiction of the violence of the action. One such animal fight scene is depicted here.
Afightbetweenaboarandaramisportrayedinthispanel. Twomenstandingateitherendare watching

andinducingthe fight. Theirheaddressisofthe Kerala Tampuran style.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-II

W.C. Tier-1I - 33 W.C. Tier-1I - 34
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C.Tier-1I-31 - Fourfootsoldiersare marching withtheirrespective weapons. The firsttwo
are bow men with bows hanging on their left shoulders and arrow in their right hands. The third
oneis holding a sword in his right hand while the fourth one is holding both sword and shield in

hishands.

W.C. Tier-II1-32 - Theperson at the farrightin the panel appears to be holding up the bracket.
Totheleftand in frontofthe panela yali figureisseen. Thesetwo areinthe round. Anelephant
rider is riding the elephant. He is keeping the goad on the temple. Two foot soldiers the first

holdingaspearandthesecondisholdinganobjectmaybeaflowerbasketandfollowingit.

W.C. Tier-1I- 33 - Four persons are depicted in this panel as walking. From left to right: The
first one is holding an umbrella in his right hand. The second one is holding a sword in his right
hand. The third one is holding a chamara (fly whisk) in his right shoulder, the left is hanging
down; while the fourthoneiseitherthe dignitary ortheleadingattendant ofthe dignitary whois
leading them. The scene may be construed as the marching of the body guards along with a

dignitary.

W.C. Tier-I1-34 - Acourtsceneiscarvedinthispanel. Four men are shown of which the first
one from the left is depicted as walking. The second one is dancing. The third is holding a
fly whisk on hisleft shoulder with hislefthand, therightispointingupwardinsuci (pronounced
as suchi)mudra. The fourthoneis similarto the third exceptthatheisholdingthe fly whisk in his

righthandand doesnotshow suci mudra.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C. Tier-1I - 36
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-1I

W.C. Tier-1II - 35 - Another marching scene is shown in this panel. From the left: A foot soldier is
holdingashieldinhislefthandandaswordinhisrighthand. Thesecondoneisholding either footrests
orwoodenblocks inhishands. The thirdoneisholdingapottiedtoaclothcarried onhisleftshoulder.

The fourthoneisholdingaloftaspittooninhisrighthand. Thisisalsoasceneof aroyalentourage.

W.C. Tier-II - 36 - One of the pillar carvings in which a bard is shown as holding ektar instrument
above hishead in hisright hand. He is a singer and a dancer. This is in the round. He keeps a club in his

lefthand.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-III

S

W.C. Tier-1I1 - 1

W.C. Tier-1II - 2 W.C. Tier-11I1 - 3

W.C. Tier-111 - 4
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WOOD CARVINGS TIER - III

W.C. Tier-III - 1- The pillared hall in the third tier of the gopura of the Narumpoonathaswami
temple is shown here. The first figure from the left is depicted as holding a club above his head.
The second pillar has floral decorations. The third is the counterpart of the first for balancing the
scene. The wood carving thathangsdownbetween the thighsismissinginthesecond. The ornaments

arealsodifferent especially thethightassels.

W.C.Tier-III - 2 - A hareisdepictedinthispanel.

W.C.Tier-1II - 3 - A lionwithitsrightpawraisedisshowninthispanel.

W.C.Tier-III - 4 - A gallopinghorseisshownasjumpingoveritstrainer. The trainerislyingdown
on the ground with a whip in his right hand. This is to make it jump a long distance to train it to clear

obstacles.

W.C. Tier-III - 5§ - A standing yali smelling a flower creeper in its mouth, holding it with its

forelegs.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-III

W.C. Tier-111 - 8 W.C. Tier-I1I - 9
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-III

W.C.Tier-III - 6 - SimilartoW.C. Tier-I1I-5. However,ithasanother smaller Yali at thebottom.

W.C. Tier -III - 7 - Purushamruga is depicted here with a club in his right hand above his head.
Pleaserefer W.C. Tier-I-29 and others for details.

W.C.Tier-III - 8 - A wolfisportrayedwithitsheadbentdown.

W.C.Tier-III - 9 - A cowandacalfaredepicted here. The calfis drinking milk from the udder. The
cowisfondlingthecalfbylickingitsback.

W.C. Tier-III - 10 - The legs and stomach of a horse are shown. Female figures are silhouetted
againstit. The imagination ofthe artistis noteworthy. He appears to say thatthese dwell inthe horse as
thelegsofthe female formthelegsofthehorse. Inverseofacentaur. Normally, figuresare portrayed on

thebodyof Kamadhenu,theheavenly cow who fulfillsthedesires ofthe worshipper.

W.C.Tier-1II - 11 - A femaledancerisshownastwistinghisbodyandplayingwithcurvedsticks.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-III

W.C. Tier-III - 10

W.C. Tier-III - 11

W.C. Tier-III - 12

382 W.C. Tier-I1I - 13



TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-III

W.C. Tier -III - 12 - A double faced percussion instrument called mridangam is played by a

musician. Themusicalinstrumentis keptonhisthighs whichistiedtohishipwithaclothband

W.C.Tier-III - 13 - A Portuguesesoldierisholdingagun inhislefthandand placingiton hisleft
shoulder. Heisholdingastickinhisrighthand. Heissportingasimplecaponhishead.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-IV

W.C. Tier-1V - 1

W.C. Tier-1V -2

W.C. Tier-1V - 4

W.C. Tier-1V -3
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WOOD CARVINGS TIER IV

W.C.Tier-1V - 1 - A gana (dwarffigure)isholding snakes in his hands. He is shown as squatting
withhisrightlegbentandstandingontherightkneeand plantinghislefttoe onthe ground. Heishaving

fangsinthecornersofhismouth.

W.C.Tier-1V - 2 - A soldierisdepicted here holdingashield in hislefthand and asword in hisright
hand, thetipofwhichiskeptonthe ground. Heisshownastwisting hisbody and planting hisleftlegon

the ground. Hisrightlegisliftedup. Adwarfisseatedbelowhisrightleg; Depicted in the round.

W.C.Tier-1V - 3 - A monkeyintheroundisdepictedasstandingonitshindlegs. Itissportingahat

onitshead.Itisholdingitsbabyinitsrighthip.

W.C.Tier-1V - 4 - A bullfightisdepictedinthispanel. Two female figuresare shownasenjoying
thebull fight.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-IV

W.C. Tier-1V - 5

W.C. Tier-1V -7
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-IV

W.C. Tier- IV -5 - An Arab trainer is training a horse. They are holding whips in their hands.
Adignitaryisseated onseatand watchingthetraining. The carvings below the panel are ofalion witha
man standing behind it. The corbelling on the pillar is of the Vijayanagar period. Lion corbels are

famous fromthe Vijayanagar period onwards.

W.C.Tier-1V - 6 - A wrestlerisdepictedinthiscarving in the round.

W.C.Tier-1V - 7 - Agongbeaterisbeatingametal gongontheleftcorner. Amaledancerisdancing

nexttohim.Amusicianisbeatingasmalldrumnexttohim. Thelastoneisplayingatypeofwindpipe.

W.C.Tier-1V - 8 - A monkeyisstandingonitshindlegsandholdingitsright forelegnearits mouth.

Itiskeepingitsleftpalmontheheadofitsbaby whichisseatedbelow; Carved in the round.

W.C. Tier-I1V -9 - A soldier with his spear is trapping an elephant. Another soldier behind him is
holding a sword in his left hand and a shield on his right hand. The panel below shows floral

decorations.
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-IV

W.C. Tier-1V -9

W.C. Tier-1V - 11 W.C. Tier-1V - 12 W.C. Tier-1V - 13
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TIRUPPUDAIMARUDUR WOOD CARVINGS TIER-IV

W.C.Tier-1V - 10 - A dignitary is seated cross legged on alow seat and watching a man standing
before himinreverence. An elephant is seen walking behind him. Keeping the hand on the mouthisa

signofimplicitobedienceinsouth Tamil Nadu and Kerala.

W.C.Tier-1V - 11 - A kathakkali dancerisstanding withabow inhisrighthand. Heisportraying

theroleof Siva asahunterlookingat Arjuna; Carved in the round.

W.C.Tier-1V - 12 - Arjuna isdepictedasstandingononeleganddoingpenance with hishairspread
to his sides. A boar is shown below him. He is depicted as an ascetic doing penance to invoke the

favourof Lord Siva; Depicted in the round.

W.C.Tier-1V-13- LordSiva asahunterholdingabowinhislefthandandanarrowinhisrighthandis
carved. This partially depicts the episode of Arjuna getting the Pasupatastra from Lord Siva

depictedasapaintinginthe firsttierindetail (Chapter-1V, Tier-I, Panel-14); Carved in the round.
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TIER - v

The tier has no wood carvings except the wooden ribs of the inverted V shaped roof called Sala roof or
barrel vaultedroof by some. Ithassomecarvingsattachedtothecentral woodenbeam. Theylooklike

kumbhapanjaras (seeglossary).
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CHAPTER - XI

CONCLUSION

In this book, we have attempted to present visually almost each and every painting in the five
tiers of the Raja Gopura of Tiruppudaimarudur. We have also presented photographs of the wood
carvings in each tier of the Gopura since the Gopura has a wooden framework. Some pillars are

reallypilasterslikethehorsemenetci.e.nonloadbearing. Some woodenpillarsareloadbearingalso.

The firsttier contains paintings ofreligious episodes and some themes from the ordinary life of
the period. The paintings inthe second tier show the horse trade with Portugal and Arabs, soldiers etc.
The third tier paintings are devoted to religious themes. The fourth tier paintings also show religious
themes. In the fifth tier, deities are depicted. These include presiding deities of other nearby temples

like Kanyakumarietc.

The wood carvings of the different tiers depict the lifestyle, deities, rishis, rulers and also
soldiers ofthatperiodi.e.circa15"-17" Century AD. Thereisnodistinct demarcationinthe depiction
as far as wood carvings are concerned. In the depiction of rishis of an earlier time period,

contemporaryinfluence canbe seen.

The process of conserving the paintings has been started. The cement flooring in all the tiers
introduced in the recent past on the wooden floor has been removed by use of power tools, without
vibration by Curator, Dr.Balasubramanian and his team. [thelped that this writeris in charge ofall the
departments relating to Culture, viz Archaeology, Museums and Hindu Religious and Charitable

Endowmentssothatcoordinationand quickactionbecame easy.

The murals are fresco - secco but where they have been retouched a tempera effect is given.
Before the chemical conservation, physical conservation of the Gopura so that leakages are plugged
by archaeological methods has to be done. The notes for physical conservation written by this author
and followedupindetailby ThiruK.T. Narasimhanarebeingimplemented by the HinduReligiousand
Charitable Endowments Department headed by the Commissioner, Thiru P. Dhanapal. Similarly, the

Chemical conservation based on the expert committee report will be implemented immediately after
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the physical conservation is completed. This is a monumental work since a lot of damage by way of
water, vandalism, flaking and peeling off of the paintings has occurred. Similarly, the woodwork is
also being conserved. Limited restoration of the paintings will be done in accordance with the
archaeological principles as enshrined in the Venice Charter 1964 and Vienna Memorandum of

UNESCO1972.

Thisbook contains anear complete enumeration and explanation ofall the paintings and wood
carvings in the front Rajagopura (Chitra Gopura). The two copper plates being photographed and

decipheredisforthe firsttimeever.

It has been along journey from 2004 with a select band of museologists and photographers in
terms of time and the number of visits. We made many visits to this place almost untouched by the
touristcrowd. Itisasanctuary forbirdsespecially storks. Itisapicturesque place withawindingriver,
trees,ahillasbackdropandthetemplesetagainstit. Thevillagehasaverysmallpopulationlessthana

thousand. Wefeelasifwehavetravelledbackintime.

The conservation work has started. [t will take at least three years to complete, since chemical
conservation of paintings is a slow process. It is hoped that the Government Museum will be able to
present the visual evidence by way of Volume II of this book for the conservation and restoration of
the Rajagopura,the mural paintings and the woodwork. May bethis writer, Dr.Balasubramanian and

thephotographerswillbeabletodosoaftertheirretirementfromservice. Thatisawistful yearning.

'Thewoodsarelovelydarkanddeepbutwehavemilestogobeforewesleep' - RobertFrost

Sanskrit
Uttishthata Jagrataprapyavarannibodhata
Ksurasyadharaduritaduratyayadurgampathah

(Kathopanishad 1.3.14).

(Arise,awakeandstopnottillthe goalisreached. The pathisindeed difficulttocrossandhardtotread,

likethesharpedgeofarazor).

This stanza from the Upanishad is a favourite of Swami Vivekananda, whose 150" year
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celebration has just been completed in February, 2014 by the Department of Culture, Government of

Tamil Nadu.

Post script : The Honourable Chief Minister Selvi J Jayalalithaa made an announcement on
12.08.2014 under Rule 110 on the floor of the Tamil Nadu Legislative Assembly that these paintings

willbeconservedatacostof Rs.1.42 Crores. Thisisthe greensignal forthismonumental work.

Physical conservationandrestoration with traditionalmethodisoveron 1" December,2014in

recordtime. Chemical Conservation and Restoration has started.
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Chapter - XII

Conservation and Restoration work - 2014

PHYSICAL CONSERVATION WORK COMPLETED AND MURAL CONSERVATION
AND RESTORATION WORK - ON GOING

The physical conservation and restoration of the Raja Gopura for leakage etc has been completed in

recordtimeby01.12.2014. Theconservationandrestorationofthe muralshasstarted.
Themethodologyadoptedisnarratedbelow:

Preparation Of Lime Mortar For Construction And Sibbara (Urdu Word For Moghul Polish
Mortar)

Lime Mortarusedinconstructionforconservationofthe Gopura

Slaked carbon free lime powder obtained from lime stone is mixed with coarse sand sieved
thrice using various types of filters in 1:2 ratio and ground in a pug mill by adding jute, ink nut
(myrobalan) and jaggery water. The mixture is kept for minimum of 30 days in a vessel stirred
everyday at least thrice. The stagnant water generated during the process is allowed to remain along
withthe mixture. After 30 days, this mixture isagain ground in the pug mill for the second time before
beingtaken for plastering. The final coatof sibbara plasteringis due after curing the above base coat

(minimum 15 days)
PreparationofSibbara (UrduwordforMoghulPolishmortar)forplastering

Slaked lime powder obtained from Shell lime along with Jaggery water, Ink nut water, Cactus,
Aloe vera, Neelambari (colloquial) {Ecbolium linneanum, Family: Acanthaceae (Ruellia family)},
Sarkaraivalli(Ipomoeareptans),Sarkarakolli(Gymnema or Gymnema sylvestre),leavesof Cannabisindica,
Papaver somniferuminsmall quantities forimparting shine and other herbalsalong with white ofegg (notused
intemples) or Curd and sugar etc., are ground to the required consistency in the pug mill and then sieved into a
tank constructed at the site. Finally, ground shell lime powder is added. This is kept for 30 days prior to

application.
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Traditional Method of Restorationand Conservation of Mural Paintings

Principles and Perspectives

Generally frescoes were painted onthe surface of walls of granite or laterite after they had been
preparedsuitably. Thewalltechnicallyreferredtoasthecarrier was firstgivenaroughplastercoating

withamixtureoflimeandsand. Asecondsmoothercoatingofplasterwasthenappliedoverthefirst.

These two layers of plaster were technically referred to as the ground. A mixture ofresin and

limesolutionwasusedasthebindingmedium fordyes.

The frescoes of Kerala belong to a class known as 'fresco-secco' characterized by its lime
medium techniques. The frescoes of Keralalike those of Kancheepuram and Sittannavasalbelong to
this variety. Here the murals are painted only after the prepared wall is dry, but is moistened to
simulate fresh plaster before application of dyes. The treatise Shilparatnaby (8" Century AD) gives
anaccountofthe Fresco - Secco painting technology indetail. According to this text, a picture should
be painted with appropriate colours, along with proper forms and sentiments and moods and actions
(bhavas). White, yellow, red, black and terre - verte are pointed out in the text as pure colours. There is
another category of murals called the fresco-buono in which the colour pigments are applied on a
partially wet plaster 'ground'. The experts who came to Suchindram insisted that it was tempera
polished with abrush to give a Fresco - Secco like look. This they said was common in some places in

the Keralaregion.

Vishnu Dharmottara Purana (4" or 5" Century AD), Abhilashitartha Chintamani (12"
Century AD) and Shilparatna (16" Century AD) are the three principal texts dealing with Indian
Paintingtechniques(see Chapter-1I). Thesethreetextsareagreedtoalargeextentonthe fourdifferent

phasesforthecompletionofawall painting viz.

(1) preparation of the ground (2) sketching the outline (3) application of colours and lastly (4)
addition of decorative details. The traditional texts followed by the practitioners of Kerala mural art
are the Tantra-samucchaya, the 15" Century treatise on temple architecture and art written by
Narayana; and the Shilparatna, the 16" Century text by Sreekumara. The period between 14" - 16"
Centuries was the golden-age of the traditional mural paintings in Kerala. The wall paintings in

Padmanabhapuram palace (the Ananthasayi painting)are consideredthebestofthisperiod.

The 'Chitralakshana' section of Sri Kumara's Shilparatna had a direct bearing on the style and
techniques of Kerala murals. This section dwells at length on the various aspects of painting like its

definition, suitable themes, the preparation and application of plaster on the wall. The names of

398



primary colours, how to prime the plastered surface, how to sketch the outlines, the preparation of
pigments and brushes, how to picturise the frontal and dorsal stances of figures and so forth are found

therein

The Shilparatna's command that a picture should be painted in appropriate colours along with
proper forms and sentiments or rasas and moods of bhavas and actions seems have been the working

guidelines for Keralamurals.

White, yellow, red, black and Terre verte or syama are mentioned in Shilparatna as pure
colours,besidesthedifferentshadesofthesecolourswerealsoused. Ochre-red, ochre-yellow, white,
bluish green and pure green are the most common colours found in Kerala murals. We also come

across goldenyellow,brown, yellowish-green, greenish-blueand skyblue.

Colour dyes were prepared from vegetable and mineral pigments as well as crude chemicals.
These were extracted using simple methods. White was extracted from lime, black was got from
depositofcarbonsootoflamps,redandyellow dyes were generally extracted from minerals; blue was
obtained from plants and from indigo ferra locally known as neela-amari (neelambari) Malayalam
for (Indigoferatinctoria)and green was prepared fromamineral locallyknownaseravikkara. Some
ancient palm leaf manuscripts on painting mention the use of chemicals like yellow arsenic and
vermillion in the preparation of yellow and red dyes. The juice oflac was alsoused for making deep
red. Theyalsomentiontheapplication oflemon juice or copper sulphate solution over the ground for
softening the alkali of lime before the application of colours. The colours were mixed in wooded
utensils. The water of tender coconuts and gum that exudes from the neem tree where used as binding
media. After the paintings were done, they were brushed over with a mixture of pine resin and oil
which imparted sheen and strength to the pictures. Brushes made of feathers or the fine roots of the
Pandanus were used to apply this resin oil mixture. The Thrikodithanam Murals in Kerala were

paintedusingthistraditional (Refer www.thrikodithanam.org/mural.htm)

The Shilparatna also describes the different types of brushes to be used. Mainly three types
like flat, medium and fine made from animal hairs and grass fibres were used. Flat and medium
brushes were made from the hairs of the ears of calves and the underside of the bellies of goats
respectively. Fine tipped brushes were made either from the thin hairs of the tails of mush rats or the

tipsofgrass.

The Shilparatna advises the use of nine brushes including three of each type for applying the
different shades of one colour. Outlines were sketched not with brushes but with dung crayons.

Thecrayonoutlineswererunoveronthe outside firstwith Ochre-yellow and then with Ochre-red.

The above methods have been and are being used. We present the visuals of the work in the

followingpages.
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Project executed by M/s Apstorbh in Sthanumalaya Swamy Temple,
Suchindram - another temple with murals
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Scaffolding for water tightening - Suchindram
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Pointing of joints to fill-up voids in joints - Tiruppudaimarudur

Before Execution

Filling holes with mixed line mortar

Finished with Sbbara lime mortar mix
(Moghul polish)
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Water Tightening of Gopura (Brahmarandhra portion)

Before Conservation

During application of Ground Lime Mortar
Mix twice with time interval

Finished with Sbbara
(Moghul Polish)

403



Prof. (D.R) KAMAL K. JAIN, Ex. NRLC Lucknow and Prof. N. RAMASWAMY IYER, Conservation
Architect, Secunderabad at site on behalf of M/S Apstorbh
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Mending and plastering of interior steps used to climb the tiers
of the Gopuram

Before Execution

Finishing Second application of
ground lime mortar mix

Finished with Sbbara
(Moghul polish without egg)
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Filling the holes and gaps in the top of the Gopuram

Before Execution

/1

First application of ground lime
mortar mix

Finished with Sbbara
(Moghul polish without egg)




Vegetation growth outer portion

TR S R

Water stagnation in the Top portion
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Damaged Top portion (Cement Mortar)

During Execution

After Execution
with Pure Lime Mortar
(Vegetative)
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Damaged wooden Beam

Before Execution

During Execution

After Execution
Finished with CNSL Oil
(Vegetative)
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Brahmarandhra of Gopuram

Leaking roof first phase of
water tightening

During application of Ground
Lime Mortar Mix twice with time
interval

Finished with Sbbara
(Moghul Polish)
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Another portion of Brahmarandhra

Before Conservation

During application of
Ground Lime Mortar Mix
twice with time interval

Finished with Sbbara
(Moghul Polish)
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Gopura - outer surface with koshta stucco figures - Tiruppudaimarudur

Before Execution

During application of Ground Lime
Mortar Mix twice with time interval

Finished with Sbbara
(Moghul Polish)
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Inner Portion of Sala Roof of Gopura Top Tier

Before conservation Sala Roof in the
top tier (Inside)

Pointing the joints with Lime Mortar Mix
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Preparation of Lime mortar

Lime Mortar Mix under preparation
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Picture showing the door portion and
damaged concealed Rafters
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Damaged planks

Before conservation

During conservation

After conservation
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Gap Between Beam and Capital

Damaged Beam
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Mural Paintings during conservation - Suchindram

Before conservation

During conservation (first stage)

During conservation (second stage)
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Mural Paintings during conservation

Before conservation

During conservation (first stage)

During conservation (second stage)
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Mural painting after conservation
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NATURAL PIGMENTS USED EOR MURAL PAINTING'S

Damage due to Kumbhabishekam - 15.07.2013
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Tiruppudaimarudur Conservation works 2014
Dr. Balasubramanian, Curator - centre

R e : »
Use of Power tools for removing old cement flooring.
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GLOSSARY OF FREQUENTLY USED SANSKRIT AND TAMIL TERMS

Note: Tamil terms are shown as Tamil in brackets; otherwise they may be taken as Sanskrit; certain
termsand wordsarecommontoboth languages.

1.

— = O o0

12.
13.
14.

15.
16.
17.
18.
19.
20.
21.
22.

23.

24.

Abhaya
Abhayamudra

Adanahasta
Adhishtana

Agama

Aiyanar(Tamil)

Ajnatavasa
Akshamala
Alingana
Ambal

Amman (Tamil)

Anal-Vadam (Tamil)
Anandatandava
Anantasayana

Angavastra

Angula

Anjali(Tamil and Sanskrit)
Anjalimudra

Ankusa (Tamil)
Anugrahamurti

Apasmara
Apasmara-purusha (Sanskrit)

Arasu (Tamil)

Ardhamandapa

Open palm pointed upwards in pose granting protection;
Protection

Protection pose usually shown by the right palm pointed
upwards

Extended palmwith fingersslightly bentinward

The part up to basement of a temple; basement. One of the
elements that can be used to identify the period of
constructionofatemple.

Texts of rituals governing South Indian especially Tamil
Nadutemples

A deity who guards villages etc; some believe later
metamorphosed into one of the strands that gave rise to
Lord Aiyappa.

Incognitosojourn

Garland of strungbeads

Embracing

Sanskritfor Parvati or Amman

Consortof Siva—Parvati; female deities who cure diseases
likesmallpoxetc
Provingsuperiority by Fireinarguments
Danceofsupremehappiness

Lord Vishnu sleeping on the serpent in yoga nidra
especiallyin Vaikuntta, hisheavenly abode
Clothwornontheshoulder
Fingerphalanxlength(inchinmoderntimes)
Prayer-poseofworship

Hands foldedinprayerpose

Goad

Godintheiconographic formofabestowerof boons
Demon (personificationofignorance)

Personified form of ignorance - found below the feet of
Nataraja

Peepal (Hindi), Ficus religiosa (Botanical name),
Aswattha or Bodhi tree(Sanskrit)

Half-open hall; a passage, its proportion being relative to
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25.
26.

27.
28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.

41.
42.
43.

44,

45.

46.

47.

48.

49.

50.

51.

52.
53.

Ardhanareeswara
Ardha-Paryankasana

Argya

Arjuna

Arumugam (Tamil)
Asana

Asura

Asuras

Avatar
Bahuvalayas
Bajibandha (Marathilanguage)
Balipeetah

Banga

Bhadrasana
Bhadrasana
Bhairava

Bhakti (Tamil and Sanskrit)
Bhandavadya
Bhattar

Bhikshatana-murti
Bhringipada
Bhujangavalaya
Bhusparsha

Bhuta ganas

Bhutisakti

Bodhisattva

Brahmadanda

Brahmin
Chakra

thatofthe garbhagraha itself. Apartfrombeingusedasa
passage it is also used to keep the articles including food
offeringsonspecial occasions.
Halfman-halfwomanandrogynous formofLord Siva
Seated posture, unlike Padmasana both the feet are not
placed over each other; this is the common seated posture
ofevencommon folkin SouthIndia

Offering water

OneoftheFive Pandavas;tree(see Maruda below)

The godwithsix faces (othernames Muruga, Skanda)
Sittingposture; seat

Demon

Evilcelestialsor Demons

Incarnation

Anarmletwornontheupperarm

Armlet

Sacrificial pedestalonwhichriceisoffered;

Bends

Rectangularbase

Squareseat

A deity manifesting a part of the power of Siva; he guards
the Siva templeusually portrayedwithadogas Vahana
Devotional

(playingonpotdrum- Kudamuzha in Tamil)

Priest in the Vaishnava temple and in Siva temples of
Tirunelveli region

Sagecummendicant—formof Siva

Footornament

Acoiledserpentinthe formofabangle

Touching the earth—amudrain which the hands especially
ofthe Buddhain Dhyana posetouchtheearth.

Ganas of Bhuta — Loka — Land of Spirits; (ganas see
below)

Potential energy; used in Vedas; light becomes knowledge
etc

Buddha had a number of previous births. These are told in
the Jataka tales. He is known as (Buddha elect -
Bodhisattva)

Seven-knotted wandused by Brahma

The priestly caste of Hinduism

Wheel
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54.
55.
56.
57.

58.

59.
60.
61.
62.
63.
64.

65.
66.
67.
68.

69.
70.

71.
72.
73.

74.
75.

76.
77.
78.
79.
80.
81.
82.
83.
84.
85.

Chamara

Chamara-bearers
Chandrasekhara

Channavira

Channavira

Chatra
Chatura
Chaurie
Chinmudra
Chitra
Datfli/dappu

Dakshinamurti
Dakshinavarta
Damaru
Danda

Darshan
Deepaharati

Devaloka
Devas
Devasenapati

Devendra
Dhammilla

Dharmachakra
Dholak
Dhupakkal
Dhyana
Dhyana

Doha
Dvajasthambha
Dwarapalaka
Dwibhanga
Ektar

Fly-whisk

Personswaving fly-whisk

Siva withcrescentmoononhishead

An ornament consisting of three chains with a central leaf
typependantwornonthe front covering the chest

an ornament consisting of 3 chains with a central leaf like
pendant

Umbrella

Squaremudraindance

Fly whisk

SeeJnanamudra

Painting

The most common class is the tribal folk daff (also dafli or
dappu) which includes the ghera (Rajasthan), tappattai,
tappate/tappata inthesouth,thechengu (Orissa)
Sivainhisaspectasaphilosopher- teacher facing South
Curlingtoright

Kettledrum (Alsosee Udukkai below)

The two pronged stick usually used by monks ; they keep
theirhandrestingonitwhilethey meditate

Vision

Showing oil litlamp to the deity; usually consists of rows on
asinglestand

Celestial world

Celestialbeings

The generalissimo of the Devas (celestials); he is
Lord Subrahmanya

Indra

A woman's braided and ornamented hair wound round the
head

Wheelof Dharma or righteousness—usually Buddhist
apercussioninstrument

Incenseburner

Meditative posture

Meditation

Shortsorshortclothi.e.thetraditional dhotitiedup
Flagstaff

Guardattheentranceusually ofthemaindeities

Twobends

A simple folk instrument. It may be the oldest stringed

instrument in the Indian subcontinent. The ektar is
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86.
87.
88.
89.
90.
91.
92.
93.

94.

95.

96.

97.

98.

99.

100.
101.
102.
103.
104.

105.

106.
107.

108.
109.
110.
111.

Gadaand Saranga

Gajahasta

Gana

Ganas

Garbhagriha

Garuda

Gopura

Gramadevata (Gramadevatai)
(inTamil)

Guna

Hamsa
Hara
Idamburi (Tamil)

Jagatmata: pitarau

Jagruti
Jambatalam
Japam

Jata
Jatabhara
Jataka tales

Jatamakuta

Jatas
Jnana Mudra

Jvalakesa
Kaitalam
Kamandala
Kamandalu

described in ancient Sanskrit texts as the ekatantri vina,
literally the "onestringed lute”

Maceandbow

Handheldlikethetrunk ofanelephant (mudra)

Goblin

Demi-godswhoareinattendanceon Lord Siva;
Sanctum-sanctorumofatemple

Vishnu’s vahana ormount-half kite and half man

A temple tower

Villagedeities

State of mind; usually three states; also attribute or type of
behaviour-Sattva, Rajas and Tamas (Below)

Swan (Vahana of Brahma)

Longnecklace

Conch with whorls rising to the left and coiling in a
clockwise direction; Vamavarta ("left-turned" as viewed
withtheapertureuppermost)

Father and mother of the world — usually Parvati and
Parameswara

Fullyawakethroughsensesand mind

Bigcymbals

Prayer

Matted hair

Matted hair

Buddha had a number of previous births. These are told in
the Jataka tales. He is known as (Buddha elect -
Bodhisattva). This is based on incarnation and
reincarnationtheory.

Matted hair in the form of a crown; Matted hair on the head
tiedintheshapeofaconical crown

Matted hair

The right hand held with the index and the thumb joined
together like a circle while the other three fingers point
upwards commonly seeninall Dakshinamurti sculptures -
Chin mudra.

Hair-dointhe formofflamesontheedge

Cymbals

Waterpotwithaspout

Spouted vessel
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112.
113.
114.

115.
116.

117.
118.
119.

120.
121.
122.
123.
124.
125.
126.

127.
128.
129.
130.

131.
132.
133.

134.

135.
136.
137.
138.

139.
140.
141.
142.

Kantti
Kapala
Karanda-makuta

Kari-hasta
Kartikeya

Karuppan
Kataka
Kataka-mudra

Katakas

Katisutra
Katyavalambita
Katyavalambita mudra
Kaupina

Kayotsarga

Kendi (Tamil, kamandalu
in Sanskrit)
Kesa-bandha
Kesa-makuta

Keyura

Kindi

Kirita
Kiritamakuta
Kirti-mukha

Kolam (Tamil)

Kombu (Tamil)
Kondai (Tamil)
Kriyasakti
Kshatriyasand Vaisyas

Kuchabandha

Kudamuzha (Tamil)

Kumaran (Tamil and Sanskrit)
Kundala

Ornamenttiedclosetotheneck

Skull

The crownisinthe form ofa cone withthe baseatanangle
of 30 degrees pointed towards the apex; this shape is
supposedtoresembletheneckofapeacock

See gajahasta

Siva's son nursed by the six Kartik women (pleiades). Also
known as Skanda, Kumara in Sanskrit and Muruga in
Tamil.

Thedarkone
Asifholdingthestalkofaflower,usuallylotusorlily

Hand in the pose of holding the stalk of a flower, usually
lotusorlily

Typeofbracelets

Threadtiedaround the waist

Keepingthehand onthehip
Theposeofkeepingthehandonthehip

Loincloth

Standingerect-posture

Spoutedvessel

Hair-dointheshapeofabun

Hairarrangedinthe formacrown
Shoulderorforearmornament

Water vessel with a bulbous body and narrow mouth with a
ringontop

Crown

Crownwornonthehead

lion's head signifying glory usually seen in arches and belt
loopsand ornaments

Floralandotherdesignsdrawnin frontofhouses, deities etc
byladiesusingchalkpowderorrice powder
Atypeofwind-pipe

Hairdoneasabun

Kineticenergy

The warrior and business castes - the upper castes of
Hinduism

Breastband
Potdrum;itisamusicalinstrumenttobeplayedon
Theeternal youthandsonofSiva; literally son.
Earornaments
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143.

144.

145.
146.
147.

148.

149.
150.
I51.

152.
153.
154.
155.
156.

157.

158.
159.
160.

Kumbha

Kumbha panjara

Kuntala (hair)
Kurinji (Tamil)
Kushasana

Lakshana

Lalita
Lanchana
Linga (Tamil and Sanskrit)

Lolahasta

Magudi (Tamil)
Mahadwara
Maha-mandalesvara
Maha-purusha-lakshanas

Makara

Makara torana
Makara-kundala
Makuta

A kumbha is atype of pot in India. Traditionally, it is made
by Kumhars, also known as Prajapatis. In the context of
Hindu, Jain and Buddhist mythology, the kumbha
symbolises the womb. It represents fertility, life,
generative power of human beings and sustenance and is
generallyassociated withdevis, particularly Ganga

A niche decorated with avase motiffrom which flowers
orleavesemerge

Longandfinehair

Hilland forestcountry

Seat made of kusha (Desmostachya bipinnata or
Poa cynosuroides) grass

Features or attributes, used in this context to describe the
features prescribed by Silpa-Sastras for deities and
architectural formslike gopuras
Bentsquaremudraindance

Cognisancesymbolusually found onthe pedestal of deities
Is generally fixed on a circular or quadrangular receptacle
on a pedestal known as yoni or parivattom or avudaiyar
(Tamil)

Hand hangingdownloose

A musicalinstrumentusedbysnakecharmers
Gatewayusuallyofatemple

Provincial governor

Marks usually on the physical bodies of Great Beings or
Souls.

Crocodile;seagoatasperJ.H.Dowson (1978) - itappears
to be a cross between a crocodile and a land animal.
Makara (Sanskrit)isasea-creaturein Hindumythology. It
is generally depicted as a half terrestrial animal in the
frontal part,inanimal formsofanelephant, crocodile, stag,
ordeer,andinthehind partasanaquatic animal, in the form
of a fish, shark, Gharial or seal tail. Sometimes, even a
peacocktailisdepicted.

Makara is the vahana (vehicle) of the Ganga - the goddess
of river Ganges (Ganga) and the sea god Varuna.
Makara - Maybeextinctormaybeimagination
Archwiththedecorativecarvingofacrocodile

Earring (ornament)intheshapeofcrocodile

Crown
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161.
162.
163.
164.
165.
166.

167.

168.

169.
170.
171.

172.

173.
174.

175.
176.
177.
178.

179.

180.

181.
182.
183.
184.
185.
186.
187.
188.

Mancha

Mandapa

Mangala Sutra

Manovega

Mantras (Tamiland Sanskrit)
Manu

Maruda (Tamil)

Marumakkatayam (Malayalam)

Mekhalas
Modaka
Moksha

Mridangam

Mruga
Mudra

Mukhamandapa
Mukkudai(Tamil)
MulaNayaka
Murasu(Tamil)orNagara
(Sanskrit)

Murugan (Tamil)

Muyalakan (Tamil)orapasmara
(Sanskrit)

Nabhisutra

Naga

Nagaraja

Natyamandapa

Nayak (Tamil, Telugu)
Nayaka(Tamil, Telugu, Sanskrit)
Nilakanta

Nritta

Atypeoflowerseat

Pillared hall orpavilion

See Tali below

Asfastas Manas or thought; vega-speed

Ritualchantsto God
Atitleaccordedtoaprogenitorofhumanity;thereare many
manus;AdiManuisthefirst Manu.

Tree called Arjuna tree (Sanskrit) - Terminalia arjuna
(botanicalname)

Succession by sister's son (nephew or marumaan - also
Tamil);prevalentbefore 1956in Kerala
Hipornamentusually wornby women

Ballofsweetrice

Liberation of the soul from the cycle of births and deaths
(reincarnation theory common to Hinduism, Buddhism
andJainismandreligionsofIndianorigin)

Two - sided drum played in Carnatic music of southern
India. Itismade of wood inanangular barrel shape, having
anoutlinelikeanelongatedhexagon

Antelope

Signusually shownonthe fingers ofthe hand or sometimes
byposeofthebodyindanceandiconography
Frontpavilion

Tripleumbrella Jainismtodenote Tirthankara
MainDeity (also Tirthankara)

Drum

The most beautifuland the valiant god of the Tamils called

Subrahmanya or Kumara in Sansrit
Demonofignorance

Thesutraofthenavel whichpassesthroughthe waist
Serpent

Cobraconsideredtobethe Kingofserpents
Dancinghall

A mahamandaleswara under Vijayanagar rule
Nayak;alsoheroofaplay; Godaccordingtocontext;
Blueneck (ofLordSiva)afterdrinkingpoison
Dance
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189.
190.
191.
192.
193.
194.
195.
196.
197.
198.
199.
200.
201.

202.
203.

204.
205.
206.
207.

208.
209.
210.

211.
212.
213.
214.
215.

216.

217.

Nrittamurti
OlaiNayagam
Padasara
Padikam
Padmanidhi
Padmapeetah
Padmasana
Pancha
Parasu
Parivaradevata
Pasa
Patrakundala
Patta (Tamil)

Peetah
Poorna-kumbha

Prabha

Prabhavali

Prakara

Prasada(Tamiland Sanskrit)

Puja
PunalVadam (Tamil)
Purana

Rajas

Rishaba
Rishabha Deva
Rishi

Rudraksha (Rudraksham - Tamil)

SaivaAgamas

Saktiayudha

Amasterofdance

Manuscriptwriter

Anklet

Tamil versesinpraiseofLord Siva

Padma"lotus flower” - See shankhanidhi below for nidhi
Lotuspedestal

Meditativeseated postureintheshapeofalotus

Five

Axe

Tutelarydeity

Noose

Ear-ornament; Earringintheshape ofpalmyrahleaf

The base band below the crown; cloth worn around the legs
inYoga;literally a band

Base

Purna Kumbha is an essential part of worship in Hinduism.
Today it is also used in Hindu weddings, temple functions
and other occasions associated with Hindureligion. Purna
Kumbha, literally means a ‘full vessel’ and symbolically it
is asign of plenty. It is also referred as Kalash or Kalasha.
The mouth at the top opening is covered with a coconut
placed amidstmangoleaves

Circular arch

Archabovetheiconordeity
Circumambulatorypatharound aHindutemple

Food offered to the deity and distributed later to the
devotees

Worship

Provingsuperiorityby waterduringarguments
Mythologicallegend with some historical basis or explains
the geographical features ofaplaceusually theareaaround
atemple- see sthala purana

Rajo guna-passion, motion,anger, actionetc

Sacredbull (VahanaofSiva);

Sacredbull (VahanaofSiva);Secondlain Tirthankara
Sage

Sacred seed of the Rudraksha (like rosary) tree
(Elaeocarpus sphaericus)wornby Saivites

Texts of rituals governing temple worship in Saivite
temples

A long rectangular shaped weapon with a triangular end

430



218.

219.
220.
221.

222.
223.

224.
225.

226.
227.
228.
229.

230.
231.

232.

Sala

Samabhanga
Samadhi (Tamiland Sanskrit)
Samharamurtis

Sandhya
Sangam (Tamiland Sanskrit)

SangeethaMandapa
Sanghati

Saptaswara

Sardulas (NorthIndian- Sanskrit)
Sarpa-valaya

Sasikala

Sattva(Satwa)
Shankhanidhi

Siddha(Tamiland Sanskrit)

given by Goddess Parvatito her son Subrahmanya in order
tokillthedemon Surapadma

Roofshapedlike two sides ofa curved triangle; some call it
barrel vaultedbutbarrel vaultcanbeasemi-circle

A standingerect

Trance

Incarnations or Aspects of Gods for Killing evil demons ;
terrifyingaspect

Evening

Society - Here it refers to Tamil Literary Society of poets
whichdeveloped Tamil presided over by the Pandya Kings
There are three Sangams, the first two are considered
Pre-historic and the last historic. Earlier historians used to
date the Third Sangam from 2nd Century BC to 2nd
Century AD. Now, we have evidence to take it nearer to the
traditional history dating of 1000 BC (See Underwater
Archaeology, a paper in the Museum's Journal April 2002
September2002 formore details).

Hallwhere musicconcertsareheld

Upper garment cloth worn in folds by the Buddha and the
Buddhist monks, usually seen in Buddha paintings and
sculptures

Sevenmusicalnotes

Yali (SouthIndian Sanskrit) seebelow

inthe formofacoiledserpentbangleonthe forearm

Phase of the moon usually crescent moon worn by Siva or
Ambal

Light, bliss, goodness, purity and serenity

Inthe contextof Hindumythology, Nidhi, thatis, atreasure,
constituted of nine treasures (nava-nidhi) belonging to
Kubera,the god of wealth. According to the tradition, each
nidhi is personified as having a guardian spirit, and some
tantrikas worship them. The nature and characteristics of
nidhis have remained largely unexplained and have not
been fullyunderstood. shankha"conch”.

In Hinduism, a siddha is "one who is accomplished". It
refers to perfect masters who have achieved a high degree
ofphysicalaswell as spiritual perfection orenlightenment.
Siddha refers to one who has attained paranormal
capabilities.

431



233.

234.
235.
236.

237.
238.

239.
240.

241.

242.
243.
244.
245.
246.

247.
248.
249.
250.
251.
252.

253.
254.

255.
256.
257.

258.
259.

Silpasastras

Simhamukha
Simhasana
Siraschakra(sira-chakra)

Sishya
Skanda

Skandhamala
Sraaddha

Srivatsa

Sthala Purana
Sthalavriksha
Suci(Suchi)mudra
Sukhasana
Sushupti

Svayambhu (Swayambhu)
Swapna

Taala

Tala

Tala-koshta
Tali(Tamil)(Mangala Sutra in
Sanskrit)

Tamas
Tampuran

Tandava Karanas
Taranga
Tarjanimudra

Tengalainamam (Tamil)
Thevaram and Tiruvachagam
(Tamil)

According to beliefs, Siddhas are liberated souls. They
can leave their bodies and return to it at will. They shed
theirbodyatwill. Theyareeternal inspiritform.

Treatises regulating the shapes of sculptures, temple
architectureetc

Faceofthelion

Throne

Hair clip on the back of hair plait; Ornament worn on the
backofthehead

Disciple

The transcendent; shoulder; one of the names of Lord
Muruga-accordingtocontext

Shouldertassels

A ritual conducted on the anniversary of the death of
ancestors;tobedistinguished from Sraddha dedicationin
work etc

Symbolic representation of Goddess Lakshmi often
designedasaninvertedtriangle
Legendsandhistoryofand connected withatemple
Sacredtreeof atemple

Index fingerinthe poseofpointingatsomething
Seatedateaseposture

A state of mind-True-self - When the senses and mind go
into the soul - Atma

Self-manifested orthatwhichiscreatedbyitsownaccord
Sleepstate- Whenthemindisawake and candream
Measurement/cymbal

Tier

Window

Sacredthreadorchaintiedaroundabrideatthe time of
her marriage by the bridegroomto signify the Sacred tie of
marriage

Inertia, darkness, laziness

King or highest caste of Kshatriyas of Kerala - Nairs
wereconsideredsecondinthehierarchyof kshatriyas
Legliftedduringdanceusuallyby Nataraja

Wavy

The projected forefinger pointingupwardsinathreatening
manner

Y shapedasagainstthe Ushapeofthe Vadagalainamam
Tamildevotionalhymnsto Siva
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260.
261.

262.

263.
264.
265.
266.
267.
268.
269.
270.
271.
272.
273.
274.

275.
276.

277.
278.
279.
280.

281.
282.
283.
284.
285.
286.
287.

288.
289.

Thirumanam (Tamil)
Tilak(Tilaka)

Tirthankara

Tirupadigam (Tamil)
Todus (Tamil)
Tomara
Tribhanga
Trinetra
Trisula

Trivali
Udarabandha
Udukkai

Ugra

Uma
Upadesamudra

Upanayana
Upanishads

Upavita
Urassutra
Urna
Usnisa

Utkutika
Utkutikasana
Utsava
Uttama
Uttariya

Uzhavara Padai(Tamil)
Vadagalainamam (Tamil)

Vahana
Vajrayudha

Vivaham (Sanskrit) ; Wedding

Vermillion mark in the centre of the forehead of unmarried
andmarriedladiesandallmen. Nottobeused forwidows.
Jain Saint who has reached the highest state of spiritual
evolution thereareonly24ofthem.

Tamilhymn

Earornaments

Club

Bodybent(flexed)threetimesattheknee, hipandneck
Threeeyes

Trident

Havingthreeripplesorincisionsonthestomach
Abandofsilkorgoldthread wornonthe stomach
Kettledrum

Angry

Goddess; ConsortofSiva

The right hand held with the index and the thumb joined
together like a circle while the other three fingers point
upwards commonly seen in all Dakshinamurthy
sculptures- Chinmudra.

Sacredthread wearing ceremony

(Commentaries on the Vedas) philosophic works in
Sanskrit considered to be some of the most advanced met-
physicalthoughtknowntomankind

Sacredthread

Achestband

Curlofhairbetweentheeyebrowsofthe Buddha

A flame like protuberance on the head of the Buddha, a
symbolofwisdom

Raisingaleg, withtheotherleghangingdown
Raisingaleg, withtheotherleghangingdown

Festival

Markofthe greatest
Clothfoldedaroundthebodyusedasupper garment

Spud

Mark on the forehead in the shape of U usually worn by
Vaishnavas

Vehicleusuallyofthe Godsinthis context

A weapon portrayed as shaped like two trisuls placed one
pointing upward and the other pointing downward; the
weaponoflndra,thechiefofthe Devas-thunderbolt
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290.

2901.
292.
293.
294.
295.
296.
297.

298.

299.
300.

301.
302.
303.
304.

305.
306.
307.

308.
309.

310.
311.
312.

Valampuri conch(Tamil)

Valamsuli Vinayaka (Tamil)
Valayas (Tamil and Sanskrit)
Vamana

Varada

Varaha

Varidhara

Veena

Veerasana

Vel (Tamil)
Vibhuti (Tamil)

Vismayamudra
Vitarkamudra
Yaga

Yagna

Yagnopavita
Yajnopavita
Yaksha

Yakshi
Yali

Yogadanda
Yoganidra
Yogapatta

Conch with whorls rising to the right and coiling in an anti-
clockwisedirectionwhenviewed fromtheapex
Ganesawithhistrunk coiled dextral (totheright)

Bangles

Vishnuinhisincarnationasa shortBrahmin
Openpalmpointeddownwardsinpose granting boons

Boar

Straightand flowing

String cum percussion musical instrumentused in Carnatic
(SouthIndian) music

Seated usually on a pedestal with one leg folded and the
other hanging down. This is distinguished from Sukhasana
bythepresenceofrigidity inthisposture

Thespear

Sacred ash; might of the God; prosperity etc according to
context

Poseofbeing Wonderstruck

Arguingposture

Sacrifice

Ritual sacrifice in which oblations are poured into a sacred
fire. The altar is constructed in accordance with principles
of advanced mathematics and represents a high level of
philosophical thought. The oblations are carried to the
Devas or Gods in the form of spirit or ether. Vedic mantras
arechantedappropriatetoeach Yagna.

Asacredthread

Sacredthread

In Buddhism and Jainism, attendants of the Buddha or
Tirthankaras who are benevolent and guard the main deity
like a Tirthankara ; in Hinduism they are ghouls but have a
philosophical bent like in the Yaksha Prasna episode of
Yudhisthira in Mahabharata. In Jainism, they came to be
worshipped.

Female Yaksha.

Mythical animal yali figure (mythical animal with the face
ofalion and the trunk of an elephant some say they existed
butarenow extinct)

Sacredstaff

Primordial sleep

A band used by great teachers to keep their legs in a
particularposeduringtheiryogapractice
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12.

alterations to the ancient structure should be avoided. The size of the opening will also
be the exactly as provided in the drawing / estimate. A cut lintel may be laid using any
lightweight materials such as Teak, llluppai wood and not by concrete. The reason for

use of wood is to avoid use of heavy weight materials.

The enamel paint applied on the walls of the Ardha Mandapam of the shrine of Goddess
Gomathi should be removed by the procedure already given in my book ‘Manual on
Conservation and Restoration of Monuments’(2007) and earlier notes this year. The iron .
nails fixed on the timber rafters placed above the main idol in the shrines of the God
(Sphutarjuna) and Goddess Gomathi should also be removed. (Sanctums). There

should be no such external puncturing of the wood or walls in the future.

The existing sky light vent provided in the Inner Prakara roof shall be covered by Poly
Carbonate sheet for proper lighting and safety.

The gap that has developed in-between the beams over the stone pillars in North and
West inner Prakara is a natural gap meant for expansion joints. The gap should not be
disturbed.

Further cracks that have developed on the stone pillars below the capital and corbel are
due to one side loading to the pillars, which is due to too much thickness of the
Weathering Course. The excess layer of Weathering Course should be removed.
I-Section mending of the cracks should be done.

Necessary struts should be given using iron props, wooden piece and sand bags to free
the load of the roof granite beams while carrying out rectification works to the stone
pillars. In this regard my inspection notes given at Madurai (Notes of Inspection No.
3/2013 dated 23.03.2013) and notes available on the restoration of the domes in the
Tirumalai Nayak Mahal at Madurai in my book (cited above — ibid) should be followed.

All the pointing work should be done as Recessed Pointing instead of Raised Pointing.

A thin layer of sandal paste is to be applied over face of the Emerald Natarajar idol. This
will prevent cracks due to heat absorption.

The existing wooden structure in the First Tier of Raja Gopuram was inspected. No
enamel painting work should be carried out over the wooden surface and the stucco
figures etc on the outer surface. The wooden members should be chemically treated by
experts using MRF VAPO CURE application. For the Gopura, Yellow or white ochre coat



Annexures

NOTES OF INSPECTION No.8/2013

Inspection Notes given by: Dr. R. Kannan, IAS, Principal Secretary to Government,
Tourism, Culture and Religious Endowments Department.

Place of work: Arulmighu Narumbunatha Swami (Sphutarjuneswara) Tirukoil,
Tiruppudaimarudur, Ambasamudram Taluk, Tirunelveli District.

Date of Inspection: 08.06.2013 A.N

Officers present ::-
1.Thiru. S.Subramanian, Assistant Divisional Engineer HRCE, Tirunelveli.

2. Mr. Ajith, Executive officer, Arulmighu Narumbunatha Swami (Sphutarjunam) Tirukoil,

Tiruppudaimarudur

1. The vegetation that has grown on the top surface of the existing Mottai Gopuram (flat
surface) should be removed using TUFFALO for 30 days or (Tree Killer) Chemical
available at the Tamil Nadu Agricultural University. No other commercial product should
be used for removal of vegetation. After removal of vegetation, weathering course (not
more than 15 cm thick) with Surki lime mortar and pressed tiles should be laid properly
over the top surface.of Mottai Gopuram in front of the temple.

2. The serial Light fittings fixed over the cut stone pillars on both sides of passage to the
temple Sanctum and in front of the Nava Graha Shrine should be removed at once.

3. The existing Bhairava Shrine was inspected .The crack that has developed on the side
wall of the shrine is not due to any structural load. This hair line crack should be mended
with combination mortar. Usually no enclosure is given for “Parivara Devatas”. The wall
is a 19" or 20" Century AD addition. Hence, there is no need for any grill for the opening
in the shrine. A small opening for ventilation can be given. The grills proposed elsewhere

are also similar. There is no need.
New openings and alterations to the ancient structure should not be allowed.

4. The opening should be done through special tools such as the Hammer Drill of BOSCH /

HILT! companies, so that there is no vibration during drilling. New openings and



Thiru K.T.Narasimhan, Retired Superintending Archaeologist, Archaeological Survey of
India in case of doubt.

21. Further instructions given in my inspection notes at Madurai (No.3/2013 dated
23.03.2013) and the book “Manual on Conservation and Restoration of Monuments”
(2007) written by me and published by the Government Museum, Chennai, should be
followed.

22. The other items of work consist of modern structures, their need and restricting their
amount may be decided by the Commissioner of HR & CE to suit the budget.

(Dr.R.Kannan)
Principal Secretary to Government
Tourism, Culture & Religious
Endowments Department
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14,

15.

16.

17.

18.

19.

20.

of Gobi traditional white wash using M/S Four Square water soluble material or similar

quality coating should be done.

Chemical Cleaning of the Temple Structure should be done as per the procedure
mentioned in my book (refer para-5).

Cleaning of the Temple Structure using water jet under pressure or Sand Blasting should
be banned by a Government Order. Any high pressure fluid/granules either sand or
water directed on the delicate granite sculptures will disfigure them. This has happened
in several temples where sand blasting was done. There is no need of any such cleaning
as the public are again going to spread oil. The skin of the granite if removed will lead to
cracks and will lead ultimately to the collapse of the sculpture or wall. (Action:
Commissioner, HR & CE/DS, HR & CE).

All pointing should be done by only in Combination Mortar and use of Cement mortar

should be avoided.

Use of nails on wooden members should be avoided. Action should be taken against

persons doing this.

No enamel painting should be done over the plastered wall / Stone surface. Only
Yellow ochre / Gobi lime should be applied. In this regard, one of the resource is
Thiru S.Ganga Ramasamy Polymer and Paint consultant or any other person identified
by the Government Museum, Chennai may be contacted for better application of
Conservation Chemical techniques. Please refer my notes of inspection No0.3/2013 and

Annexure).

Scraping of decayed lime plastering should be done by power tools such as Hammer
Drill of BOSCH / HILTI. In this regard, please contact Thiru Balasubramanian, Curator,
Archaeology Section, Government Museum for renovation: work, whom | have trained
during the Amaravathi Gallery work in 2001.

Providing new plastering over the core walls of the Vimana should be minimized and it

should be in situ mending as far as possible.

Necessary photos should be taken before and after conservation. Numbering of stone
members for easy identification and to carryout relaying work properly should be done
after Before Photos are taken so that they can be easily re-laid. Please contact



Annexure Il

Inspection Report on ‘Rajagopura’ of Sri Narambunatha Swamy Temple,
Tiruppudaimarudur, By K.T.Narasimhan, Superintending Archaeologist /Conservationist
(Retired) and Consultant Archaeologist to the Government of Tamil Nadu.

As per the direction of the Commissioner, H R & C E department, Chennai, | have
inspected the PanchaTala(Five Tiers) Rajagopura of Sri Narambunatha Swamy temple, at

Tiruppudaimarudur, Ambasamudramtaluk, Tirunelveli district, Tamil Nadu, on 7-1-2014.

During my inspection the following officials of HR&CE Dept. were present :-

1. Shri. K. Kanakasundaram, Executive Officer, Sri Narambunatha Swamy temple,
Tiruppudaimarudur.

2. Shri.Rajkumar, Assistant Executive Engineer, O/o the Joint Commissioner,
Kanyakumari-Devasam Board, Sucheendrum.

This ancient temple is situated at Tiruppudaimarudur, in Ambasamudramtaluk,
Tirunelveli District. It has a beautiful PanchaTala (five tier) Rajagopura of Sankeerna type
(where in stone, brick, wood, and lime is used as core material). Besides, it has excellent
ancient paintings on its interior walls, beams and ceilings. Thus, traditionally such type of
gopuras is known as Chitragopuras. The ancient Pandiya Nadu is very famous for such
chitragopuras. Especially Tirunelveli district is very rich, having such Chitragopuras at
Tiruppudaimarudur, Tirukkurungudi, Sucheendram and Alvar Tirunagari etc.

Here, the said Rajagopura’s ancient paintings are severely damaged due to heavy water
seepage during the rain, heat waves with dust during peak summer and crowning all these
human vandalism in the name of crude conservation and scribing own names as epithet over
the ancient paintings etc., have created an irreparable scar on these painting panels.
Fortunately, now the HR&CE department is taking meticulous care to stop further damage and
to conserve this Chitragopura by undertaking its physical conservation and painting preservation
through chemical conservation. Therefore, keeping this as aim and main purpose, | am going to
identify the existing problems, their root causes as well as their remedial measures here under.



1.

The rain water is splashing into the talas( tiers ) during monsoon due to wind velocity
from east to west through tala- koshtas (tier openings) or vice versa, especially from
the east during north-east monsoon. With the result the entire floors of all talas (tiers)
as well as side walls, where ancient paintings exist are affected. Besides, in the past
all such tala-koshtas (tiers) roof was broken without sensing the consequences. This
was done to replace the rotten wooden planks (floor) and beams. Unfortunately, the
wooden planks were not provided as they were placed earlier, but the created gap
was filled with cement mortar, that too putting like a plumb ball. With the result an
additional and unbearable head load as well as a wide gap too was created. After
this conservation the rain water had started to flow freely all over the floor drenching
the entire roof wooden planks and wooden beams too. This dampness paved the
way to loosen the ancient lime plaster grip over the brick surface and painting
pigment started falling from the base. As on date, it is noticed that at several places
the chunks of old lime mortar had fallen and such patches are filled with cement
mortar. This is the real root cause for the deterioration of the ancient paintings.
Besides, due to super imposed agency (cement mortar) as filling material, the
ancient paintings have developed hair cracks. Therefore, unless the existing leakage
is completely arrested and the Chitragopura’s interior is made leak proof, there is no

point in undertaking ancient paintings preservation through chemical conservation.

Civil conservation should start from the top most tala (fifth tier). Due to non-
availability of scaffolding, it is not possible for me to physically examine the exterior
surface of this gopura, including the kalasa’s base and its Brahmarandra. However,
its interior condition clearly indicates that there may be some hair cracks on the
exterior surface, especially between kudus, Salaé and sthcco figures.’ All sué:h cracks
currently seem to be filled with the recently applied oil enamel paint over the
architectural members during the recent Maha-Kumbhabhishekam. As on date this
fresh oil painting is retaining the dampness to some extent within the core. But, this

will evaporate very shortly once the applied painting starts peeling off.

The Brahmarandra (top unification portion of the gopura) is made of excellent terrace
bricks with pure lime mortar. Even today, the bricks are in good condition (skin is not
damaged). We should start our conservation work from this portion. This interior
portion should be plastered with combination mortar. The mortar ratio should be

1:1:2, so that it will be very smooth after grinding; wherein all the required ingredients

[s]
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11.

should be mixed as per requirement. The plastering should be done brick row wise
i.e. should not cover the brick alignment. The adopted kadaleekarana technique
(construction like plantain leaves) should be followed while plastering the interior
bricks of the brahmarandra portion. Before plastering the existing lime plaster chunks
(deposit remains) have to be removed carefully without damaging the ancient brick

skin. After the said plastering, the leakage will not occur from the top of the gopura.

The existing iron rods with frame as well as the iron diamond shaped mesh should

be removed from all tala-koshtas (tier openings) to reduce the head load.

Aluminium solid pipes with frame of the same material can be fitted for all tala-
koshtas (tier openings). From inner side fibre (brown color) sheet may be fixed.
These doors can be operated from inside and kept open, so as to get required air
and light during normal days. When it rains, all such doors can be closed to prevent
water flow into the tier floors. This arrangement will protect the ancient paintings, as
well as the concealed wooden floors too.

All damaged tala-koshta (tier) openings were conserved with modern bricks that too
inadequately. All such bigger size bricks have got to be replaced with ancient
mediaeval period size bricks, so as to bring uniformity with equal density to the brick
core roof in all floors. The combination mortar has to be used instead of cement
mortar.

The damaged tala (tier) floors should be completely deplastered.

All rotten wooden members are to be replaced with new ones. Wood preservative
may be applied, before laying the floor with combination mortar.

A thin flooring with combination mortar has to be re-laid over the wooden floor in all
tiers as per the original architectural arrangement. For obtaining Moghul polish, pure
lime paste may be applied over the newly laid fioor.

Ochre color dry powder may be mixed while preparing the lime paste, so as to get
the floor and side plain walls to have an ancient look.

The lime base of the ancient paintings has detached slightly from the brick wall on
either side of the wooden pillars, due to dampness as well as dry condition. Due to
that small chunks of lime plaster had fallen. All such patches were plastered with
cement mortar in the past. All such cement packing have to be removed carefully
and re-plastered with pure lime mortar. The vertical gap on either side of the wooden



pillars need very special method of filling with long needle type instrument. The way

of its execution was explained to the officials at the site.

12. All wooden members have to be given wood preservative coat, before painting
them.

13. All side walls of the stair case in all floors need re-plastering with combination mortar

and super imposed lime paste coat to obtain the Moghul polish.

14. The damaged (worn out) steps need necessary repairs.
15. The paksha-kakshas (flanking chambers) of the lower and middle adhishtana

(basement mouldings) level may be provided with granite stone flooring.

16. Minor repairs to the existing wooden doors of the stair case.
17. No electrical wiring should be done as the wood will catch fire. For light, LED
torches can be used. On festival days, LED wire lights with ELCBs alone can be

used.

18. Sunken pointing has to be done up to prastara (kalkaram) level afresh.

The proposed structural and chemical conservation can be executed from top to bottom
floor, each floor at a time. However, the structural conservation should precede the chemical

preservation in all talas (tiers).

07.01.2014 (K.T.Narasimhan)
Superintending Archaeologist/Conservationist.

Copy submitted with respect to the Commissioner H R & C E Department, Chennai, for his kind
perusal and further action.

( K.T.Narasimhan )
Superintending Archaeologist/ Conservationist.



ANNEXURE I

Preliminary Report on the FT-IR spectrum of painting samples from Archaeological
Survey of India, Chennai (the sample was given by Dr.Balasubramanian, curator,
Government Museum, Chennai) by the Indira Gandhi Centre for Atomic Research,
Kalpakkam dated 27-08-2013.

Archeological painting samples in the form of solid pieces were obtained from ASI. One of the
samples was taken up for preliminary investigation using FT- IR spectroscopy under
transmission mode. This sample was divided into three portions. One portion was scraped from
the surface and subjected to FT — IR using KBrpellet . The second portion was extracted with
acetone following the procedure given by Michele R. Derrick etal. " Third portion was
subjected to pyrolysis and then extraction of the sublimed material using acetone . The FT-IR
spectra of these portions are shown in Fig 1, Fig.2 and Fig.3 respectively. It can be seen that
the spectra of all the samples exhibit very good agreement. Using the data from reference 1,
one can conclude that the painting could probably involve usage of some type of binder (may be
gum). This point can be further confirmed if one can resort to detailed investigation using
chromatographic techniques.

In addition, relevant portion of the reference on pyrolysis of samples and FT-IR is appended
below.

Reference:

1) Infrared Spectroscopy in Conservation Science, Michele R. Derrick, Dusan Stulik, and James
M. Landry.

Published by The Getty Conservation institute, (1999).
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Mixture separation by pyrobysis

Pyralysis is useful for the sépararion of small amounts of insoluble
vigaaic materials frons an morgsnic taceix, such as 2 glas-filled epoxy
resin, a low-binder oil paint, or a polyurerhane-consolidared stone. For
manuil pyrofysis, it is best to have at leait ) myg of sample, as the proce:
dure becomes easier as the sample size wcreases. Smaller samples can be
analyzed mamally with carctul maniputation (Humecki 1995a) or wirh
temiperstureontrolled, commerially svailable pyrolysis equipment.

To pyrolyze a sample manuaily, it ss placed as pulverized
chunky ur as'a pile of powder inside = glass aapillary tubg or disposable
glass ppette with an inner diameter.of approximately 1-8 mm. The
sample shoold be ar leasr 1 inch (254 em) from the end of the mbe
Withs the tube beld horizootally with forceps ue plices, the sumple gres
only is placed 1n rhe hor spor of a flame from a Bunsen burner or a
tartanc hghter (Fig. 3.R). Atter the sample praduces smoke, the tnbe is
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heated by the flame. | hese droplets can be sampled with 3 meeal probe
and plased on an IR tramsparent pellet fur aualysis, While a1 st cases
the spectra of pyrolysates will correspond o the parent componnds, i
hest ta prepare prevlysate teferencss tur comparison,
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2830 cm ! tsee Figs. 5.6 and 5.12 tor paraffin and beesway, respec
tively), Conbrmatury hands for waxes are small, sharp doublers ae
1466/1462 cm™? and 730/720 em™" ‘The splitting of rhe bands near

T30 cm~! into a doubler indicates that there are at least Four methylene

groups in the chain. The appearance of the duublets indicates the semi-
crystalline structure of the wax (Ludwiy 1265), Any pure, lang-chain
hydrocarbon will have CH, chaing with CH, muechvl end groups and pre-
stnr a spectrom similar o paraffin wax. Most natural waves also cosain
esters ol higher fatty acids with fatty alcohols Beeswax is composed of
abour 70% higher aliphatic estery, with 13% free wax geids and only
about 12% hydrocarbous (Fig. 5.12). The ester groups account for the
weak C—Q sreerching band ar 1740 cra ! aad for the C Q bands in che
1175 cm™! regiva.

Oilx

Qils, vegetable and animal, consst of glycerol esters of higher fatty acids
wirh even carlom numbers; Lhoir diversity lies in the type and compos-
tion uf the forry ackds (Mills and White 1994), Qils and tars are ubigui-
rous and have been used in wany contexts; in arr objects they are

commonly found ax hinding media in paintings and as residues in archae-
ological samples. While chromatographic procedures are required for the
specific differcneiarion of the latry acid components in oils, IR can readily
identity this elass of materials (Shreve et al, 1950; Barclay 1989; Kosck
and Green 1992), I addition, TR spectroscopy has been successtully used
‘R ospectroyciipy amd uddier trchniques £ examine wav seak aac theie
attached rexnle semnants (Paisa and Serrano 19°0), Othier aurtors lave
nsed & spectrossopy Lo ideatify bowwanx in Egyprian pam:s (Birsrein anc
TuPChipski 1979, o0 a column of a Corman Jiwrch (Rleck and Zieasler
1967, and in samodles excavated in Sudas (Delboargo and Gay 1265).

Jiv a wax spectrum, the Dizny (in groum (meraykoos) iu che
chain proe e w charactessiic ard precowminant sregches ar 2926 and



ANNEXURE IV
STATE: TAMIL NADU DIVISION: TIRUNELVELI DIST
BRANCH:THIRUPUDAIMARUTHUR

NAME OF WORK: CHEMICAL TREATENT & PRESERVATION OF MURAL
PAINTINGS, PAINTED BEAMS & WOODEN STRUCTURES
INSIDE THE CHAMBERS OF RAJAGOPURAM, A/M
NARUMBUNATHASWAMY TEMPLE, THIRUPUDAIMARUTHUR,
DIST. THIRUNEWLVELI, TAMIL NADU.

Report received on 19.03.2014.
TOTAL AREA TO BE TREATED : 1141 SQ.M
REPORT

....Chemical Treatment & Preservation of Mural Paintings, Painted Beams and Wooden
Structures Inside the Chambers of Rajagopuram, A/M  Narumbunathaswamy Temple,
Thirupudaimaruthur, AmbasamudramTaluk, Dist. Thirunelveli, Tamil Nadu.

The 16™ century edifice of A/M Narumbunathaswamy Temple situated on the southern
banks of the river Tamraparani is adorned with a majestic Rajagopuram rising to a height of 75’
as its main gateway to the precincts of the temple. The entire height of the Rajagopuram is
divided into five tiers and each tier is made as a chamber with brick walls on all four sides duly
plastered with lime mortar and the wooden ceiling well decorated with floral motifs is supported
by carved wooden pillars. The walls of the chambers are decorated with beautiful paintings
depicting mythological stories besides floral designs.

Even the wooden beams exhibit paintings of floral designs apart from bracket figures.
On each tier, there are two openings on the east and west to facilitate ventilation and light to
pass through to make the paintings visible. The flooring in all the five chambers is made of
wooden planks over which cement plaster has been laid, which is now found to be partially
damaged.

As such the entire painted surface and the wooden members in all the five chambers are
found to be in a deplorable condition and severe deterioration process has set in resulting in
causing much damage. The entire wooden members and the painted walls are found to be
covered with thick deposits of superficial accretions like dust and dirt apart from cobwebs, wasp
nests and cocoons. This gives an impression of long neglect without caring for the priceless
treasures of yester yore. The painted surface exhibits big patches of white substance, probably
the efflorescence of calcium salts obliterating the original lustrous painted surface. Detachment
of plaster, bulging, flaking of pigments exposing the white ground layer are commonly observed



phenomena on almost all the painted surface in all five chambers. At some places it is noticed
the pain ted plaster has fallen off exposing the brick structure beneath.

Likewise, the wooden members have also suffered lot of damages by way of
deterioration and at places the wood has become spongy exposing the fibrous matrix inside.
Dark brown patches have been observed at many places on the wooden surface. Hardened
dust and dirt materials are found to be settled on the wooden surface causing disfigurement.
Wasp nests and cocoons are also seen adhering to the wooden surface. Near the eastern
ventilator opening, the thick wooden beams had given way exposing the upper floor flooring.
Human vandalism is rampant in all the chambers by way scribbling of names using sharp
edged/tipped tools on the painted surface and as well enamel paint has been used for scribbling
names. The walls of the arched openings on the East and West in each Chamber are found to
be repainted with enamel paint obliterating the original paintings.

The root cause for all the damages and deterioration is the percolation of rain water from
the top and as well through the cracks and crevices behind the stucco figures on the vimana
which bore the brunt of the rain water during monsoon seasons. Such severe damages could
be caused only through copious flow of water constantly making the wood and walls completely
wet for days together. As both wood and plaster are porous they absorbed the water and
retained in their pores inducing physico-chemical process culminating into deterioration process.
As the paintings and the wooden members are inside the chambers there was no scope for
evaporation as air circulation is negligible.

Added to this the exterior of vimana embellished with stucco figures is coated with garish
synthetic emulsions paints which not only clogged the pores of the stucco work but aiso did not
allow quick evaporation even though exposed to atmospheric conditions. In order to attend to
the problems cited above and to bring the paintings and the wooden members to their original
pristine glory, the work involves the following steps:

1. Erection, dismantling and re-erection of scaffolding at different stages of work.

2. Removal of superficial accretions using soft bristled brushes from both painted surface &
wooden members

3. Consolidation of flaking paint layer and pulverized painted surface.
4. Removal of cobwebs, wasp nests ad cocoons
5. Removal of white patches using compress technique from the painted surface.

6. Chemical Treatment for the removal of adherent deposits using organic solvents and
Reagents and brightening up of painted surface.



7. Chemical Treatment for the removal of stubborn accretions and stains using non ionic
Detergents, organic solvents using pack method from the surface of wooden members.

8. Repair of bulges and detached plaster

9. Filling up of the lacunae on the painted surface using traditional plaster ingredients.
10. Filling up of the cracks and fissures in the wooden members using PEG

11. Colour reintegration of loss of pigments on the painted surface

12. Insecticidal and anti termite treatment to the wooden members

13. Consolidation of spongy wooden members with PEG 4000.

14. Application:of preservative coat on the treated paintings and wooden members

15. The scribbling and deep furrowed writings on the paintings are to be filleted with Lime
paste and after drying they should be suitably tinted so as to match with the
surroundings.

16. The Chemical Conservation Process should be started first at the 5™ Floor and that too
first on the Wooden Members as they are worst affected and continued downwards.
Later the Conservation of Paintings can be taken up.

17. It is advisable that the Structural Conservation be completed first and then the Chemical
Conservation can follow which will ensure better results.

The work will be carried out departmentally under the direct supervision of Executive Officer,
Thirupudaimaruthur, Ambasamudram Taluk, District Tirunelveli.

For removal of superficial accretions from the paintings, required no. of skilled labourers have
been provided in the estimate as the work is of delicate nature.

As the work of consolidation of fragile and flaking of paint layers is a highly skilled Nature,
Trained Conservator is required. Provision for such conservator has been made in the estimate
in required Nos.



For removal of adherent layers of deposits that have settled on the painting surface, Organic
solvents and reagents have to be used which requires trained, knowledgeable.

Conservator, Provision for such personnel has been made in the estimate in required Nos.

For repair of bulged plaster, detachment of plaster, strengthening of pulverized and
disintegrated plaster and consolidation of the same and filling the deep furrowed writings and
scribbling suitable no. of Modellers have been provided in the estimate.

For colour reintegration of filleted area and loss of patches of painted area suitable no. of
Artists have been provided in the estimate.

For removal of superficial accretions from the surface of the wooden members suitable no. of
semi skilled laboures have been provide in the estimate.

For removal of adherent and ingrained deposits from the surface of the wooden members
Detergents, Solvents, reagents have to be used for which trained, knowledgeable Conservators
are required. Provision for such personnel has been made in the estimate in sufficient nos.

As the wooden members were subjected to prolonged exposure to moisture by way of rain
water inflow, they would have been attacked by insects, termite and fungus. In order to
eradicate and prevent further onslaught insecticide treatment, anti fungal and anti termite
treatment have to be imparted for which Pest Control agents have to be employed. To meet out
this expenditure a moderate lump sum provision has been made in the estimate.

Due to constant flow of rain water on the surface of the wooden members and subsequent
absorption of water in the fibrous matrix of the wood, the tannin content of the wood has been
lost and some of the wooden members have become spongy which is very well seen on some
of the beams exposing the inner fibrous structure. In such cases the wood has to be
consolidated with PEG 4000. In order to carry out such process suitable no. of carpenters have
been provided in the estimate.

After completion of chemical treatment, finally the wooden members have to be given a
preservative coat. For such purposes required no. of skilled labourers have been provided in
the estimate.

As the decorated wooden ceilings are at heights, scaffolding materials are required to reach the
height. A lump sum provision for such materials in required quantity has been made in the
estimate under Scaffolding Materials.

Chemicals like organic solvents, detergents, consolidants, preservative etc., required for the
work have been provided in the estimate in sufficient quantities under Chemicals.

For keeping the chemicals, solvents, reagents, Preservative solution etc., during the work,
Plastic and enamel wares are required and provision for such items has been made in the
estimate under Minor Cons.Stores.



Materials like cotton absorbent, various types of brushes, tissue paper rolls are required for the
execution of work. Provision for such items has been made in the estimate under Major
consumable Stores.

A lump sum provision has been made in the estimate for Artist, Modeller materials like various
types of Artist brushes, ochre colours, ss needles, scalpel, pallete knife etc under Artist/Modeller
Materials.

For safe keeping of store materials like Chemicals, Solvents, Preservatives, Consumable
materials, Scaffolding materials and for the stay of Technical Staff employed in the work,
Accommodation is required during the entire duration of work and provision for this has been
made in the estimate under Accommodation.

Photo Documentation is essential and must in Conservation Work and it should be carried out
through out conservation process like Before, During and After. Provision for such item has
been in the estimate under Photo Documentation.

As the materials like Chemicals, Solvents, Preservatives, Scaffolding Materials, Consumable
Stores etc., are to be procured from outside market and transported to work site at
Thirupudaimaruthur, a moderate provision for such expenditure has been made in the estimate
under Transportation charge.

...the work will be executed under the able guidance of a Consultant......

(R.VEERARAGHAVAN)
Dy. Suptdg. Archaeological Chemist(Rtd)
Archaeological Survey of India

Consultant
SREE LATHA RAO
Asst. Suptdg. Archaeoligist,

Archaeological Survey of India
K.MOORTHEESWARI,M.A.M,Ed.,B.L., RAJESWARI
Deputy Superinteding Arcaheologist, Deputy Superinteding Arcaheologist,
Archaeological Survey of India Archaeological Survey of India

Chennai Trissur, Kerala

. MADHAVA SARMA V.M. JIJULAL (Mural Artist)
NAVEEN LOKANATHAN
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Annexure V

Abstract

Tourism, Culture and Religious Endowments Department- Hindu Religious and Charitable
Endowments Department - Formation of Archaeological Expert Committee for the Hindu
Religious and Charitable Endowments and Archaeology Department to assist the
Archaeological Consultant Thiru K.T.Narasimhan, the retired Superintending Archaeologist,
Archaeological Survey of India already approved by the Government to restore and preserve
the Heritage Temples with the Government of India Grant under 13" Finance Commission —
orders - Issued.

Tourism, Culture and Religious Endowment(RE 1) Department

G.O. (Ms) No.199 Dated:08.08.2013.
Thiruvalluvar Aandu-2044,
VijayaVarudam, Aadi-23
Read:

1. G.O.Ms.No 171, Tourism, Cuilture and Religious Endowments
(MA2) Department dated 29.06.2013

2. Commissioner of Hindu Religious and Charitable Endowments
Letter No Na.Ka.No. 15119/2010/Y2 dated 09.07.2013 and
18.07.2013

3. Commissioner in-charge, Department of Archaeology Letter No
C1/2309/2013 dated 17.6.2013

ORDER

A sum of Rs 100 crores has been sanctioned for conservation of temple monuments by
Government of India under the Heritage Protection Components Scheme under 13" Finance
Commission, both for State Department of Hindu Religious Charitable Endowments and
Archaeology Departments. There is also a proposal for conducting Kumbhabisekam for 1006
temples under the Hindu Religious Charitable Endowments Department.

2. The Commissioner of Hindu Religious and Charitable Endowments Department in the
letter second read above has stated the following:

(@) Most of the temples under the control of the Hindu Religious & Charitable
Endowments Department are heritage temples built by the erstwhile rulers of Tamil
Nadu namely the Chera, Chola, Pandias and Vijayanagara empires. These temples are
repositories of the Tamil Culture and civilizations for a future generation.



(b) Under the 13" finance commission grant,a sum of Rs 90 crores has been allotted
-from 2011-2012 to 2014-2015 for conservation and restoration of dilapidated heritage
temples.

(c) In G.O.Ms.No 171, Tourism, Culture and Religious Endowments Department dated
29.6.2013,Thiru K.T.Narasimhan has been designated as Archaeological Consultant for
the Departments of Archaeology and Hindu Religious Charitable Endowments for all
conservation and restoration works.

(d) Under the 13" Finance Commission Grants, temples have to be restored or
conserved for two more years in addition to the ongoing schemes, Kumbhabishekam,
etc. They require advice on conservation and restoration on an ongoing basis. It is
therefore necessary to form an expert committee of experts well versed in
Archaeological conservation in addition to the Archaeological Consultant already
appointed by the Government Order first read above, since the volume of work is very
large.

(e) He has stated that the following experts may be considered for appointment as
members of the Expert Committee:

1) (1) Dr. R.Kannan, |.A.S., Principal Secretary to Government, Tourism, Culture and
Religious Endowments Department in his capacity as Conservation Archaeologist and
Museologist. He has conserved several archaeological monuments like Danish Fort,
Tranquebar, Museum Theatre, Egmore etc. He has also written a conservation manual
titted “Manual on Conservation and Restoration of Monuments: Proceeding of an
Administrator turned conservation Archaeologist cum Museologist” in the year 2007.

(2) Dr.S.Vasanthi, Commissioner in charge, Department of Archaeology

(3) Dr. G. Maheswari, Superintending Archaeologist, Archaeological Survey of India,
Chennai Circle, Fort St George, Chennai

(4) Smt.K.Moortheeswari, Deputy Superintending Archaeologist, Archaeological Survey
of India, Chennai Circle, Fort St George, Chennai.

3. The Commissioner of Hindu Religious and Charitable Endowments Department has
also mentioned that for the expert committee members who are working in the State
Government the T.A and D.A will be sanctioned by their regular departments and in respect of
expert committee members who are working in Central Government the Travelling Allowance
and Dearness Allowance will be sanctioned from the funds of the temples concemed for the
inspection. In case the inspecting temple has paucity of funds the same shall be reimbursed
from the temples which have sufficient funds.

4. The Commissioner, Department of Archaeology in her letter third read above has
stated as follows:

(@) In view of the volume of work and the need for obtaining expert opinion from
Archaeologists experienced in the field of conservation and restoration of Archaeological
monuments a proposal is submitted to Government for constituting a panel of officials
designated as Technical Officers with the experience in Archaeological conservation and
restoration of ancient monuments and temples to assist Thiru.K.T.Narasimhan the
retired Superintending Archaeologist, Archaeological Survey of India who has been
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identified as Consultant for both Hindu Religious and Charitable Endowments and
Archaeology Departments.

5. The Commissioner in charge, Department of Archaeology has also recommended the
following Technical Officers for appointing in the Expert Committee:-

(1) Dr. R.Kannan, I.A.S., Principal Secretary to Government, Tourism, Culture
and Religious Endowments Department in his capacity as Conservation
Archaeologist and Museologist. He has conserved several archaeological
monuments like Danish Fort, Tranquebar, Museum Theatre, Egmore etc. He has
refurbished the world famous Bronze Gallery and set up several Galleries in
Government Museum, Chennai. He has documented his experiences in several
books. He has also written a conservation manual titled “Manual on Conservation
and Restoration of Monuments: Proceeding of an Administrator turned
conservation Archaeologist cum Museologist” in the year 2007. He was and is an
active member of many Archaeological and Heritage Societies both nationally
and internationally including ICOM like Museum Association of India,
international Council of Museum of History Paris etc a unit of UNESCO.

(2) Dr.S.Vasanthi, Commissioner in charge of Archaeology.

(3) Dr.G.Maheswari, Superintending Archaeologist, Archaeological Survey of
India, Chennai Circle, Fort St George, Chennai

(4) Smt.K.Moortheeswari, Deputy Superintending Archaeologist, Archaeological
Survey of India, Chennai Circle, Fort St George, Chennai.

6. The Commissioner in charge, Department of Archaeology has also suggested that the
panel of members will assist Thiru K.T.Narasimhan in conserving the monuments of temples
and that the members can act as a team along with Thiru K.T.Narasimhan at his request. They
will also act independently either individually or as a team for those sites not covered by him.
The Panel Officers will provide notes of inspection for conservation and restoration of
Monuments and temples of Hindu Religious and Charitable Endowments Department and the
State Protected Monuments as per Archaeological norms. As they are officials of Central and
State Governments they are eligible for Travelling Allowance and Dearness Allowance
admissible by the respective Governments. The Superintending Archaeologist, Chennai has
indicated that the officials of the Archaeological Survey of India are bound to co-operate and
assist the State Authorities. The Archaeological Survey of India officials have given their
consent letters.

7. The Government after careful examination of the proposal of Commissioner of Hindu
Religious and Charitable Endowments Department and Commissioner of Archaeology have
decided to form an Archaeological Expert Committee comprising the following Members to
assist Thiru.K.T.Narashimhan, Superintending Archaeologist (Retired) to conserve and restore
the monuments of Ancient and Heritage Temples with the grant of 13" Finance Commission.

1) Dr. R.Kannan, |.A.S., Principal Secretary to Government, Tourism, Culture and Religious
Endowments Department in his capacity as Conservation Archaeologist and
Museologist.

2) Dr.S.Vasanthi, Commissioner in charge, Department of Archaeology.
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3) Dr. G.Maheswari, Superintending Archaeologist, Archaeological Survey of India,
Chennai Circle, Fort St George, Chennai

4) Smt. K. Moortheeswari, Deputy Superintending Archaeologist, Archaeological Survey of
India, Chennai Circle, Fort St George, Chennai.

8. The Government direct that the panel of members shall assist Thiru K.T.Narasimhan
in conserving the monuments of temples and that the members can act as a team along with
Thiru K.T.Narasimhan at his request. They shall also act independently either individually or as
a team for those sites not covered by him. The panel Officers shall provide notes of inspection
for conservation and restoration of Monuments and temples of Hindu Religious and Charitable
Endowments and the State Protected Monuments as per Archaeological norms.

9. The State Government Members of the Expert Committee shall claim the Travelling
Allowance and Dearness Allowance from State Funds. In respect of Members of the Expert
Committee working in Central Government the Travelling Allowance and Dearness Allowance
shall be sanctioned from the funds of the temples concerned for the inspection. In case the
inspecting temple has paucity of funds the same shall be reimbursed from the temples which
have sufficient funds.

10. This order issues with the concurrence of Finance Department vide its
U.0.N0.2838/FS/P/2013, dated: 23.07.2013.

(BY ORDER OF THE GOVERNOR)

R.KANNAN
PRINCIPAL SECRETARY TO GOVERNMENT

To
Dr. R. Kannan, I.A.S., Principal Secretary to Government,

Tourism, Culture and Religious Endowments Department, Chennai — 9.
The Commissioner in-charge, Archaeology Department, Chennai-8
The Commissioner of Hindu Religious and Charitable
Endowments Department, Chennai-34
Dr.G.Maheshwari, Superintending Archaeologist,
Archaeological Survey of India, Chennai Circle, Chennai-9
Smt. K.Moortheeswari, Deputy Superintending Archaeologist,
Archaeological Survey of India, Chennai Circle, Chennai-9
Thiru.K.T.Narasimhan, Retired Superintending Archaeologist,
Archaeological Survey of India, Chennai-9
Copy to:
The Special Personal Assistant to Hon’ble Minister for Finance, Chennai-9.
The Special Personal Assistant to Hon’ble Minister School Education,
Sports and Youth Welfare, Chennai-9.
The Private Secretary to Principal Secretary to Government, Tourism, Culture and Religious
Endowments Department, Chennai — 9.



The Deputy Secretary to Government Tourism, Culture and
Religious Endowments (RE) Department, Chennai-9

The Deputy Secretary to Government Tourism, Culture and
Religious Endowments (Culture) Department, Chennai-9

The Finance (TD and |) Department, Chennai-9

Tourism, Culture and Religious Endowments (MA-1)
Department, Chennai-9

Tourism, Culture and Religious Endowments (General)
Department, Chennai-9

SF/SC

// Forwarded by Order //

Section Officer



Abstract

Hindu Religious and Charitable Endowments Department - Formation of Advisory cum
Supervisory (Expert Committee) and Working Committee for the Hindu Religious and Charitable
Endowments to restore the murals — orders - Issued.

Tourism, Culture and Religious Endowment(RE 1) Department

G.0O. (Ms) No.237 Dated:11.10.2013.
Thiruvalluvar Aandu-2044,
Vijaya Varudam, Purattasi-25
Read:

4. Announcement made by the Hon’ble Chief Minister under Rule 110
dated.14.05.2013.

5. Commissioner of Hindu Religious and Charitable Endowments Letter
No Rc.N0.27049/2013/Y2, dated 05.09.2013.

ORDER

The Hon’ble Chief Minister has made the following announcement under Rule 110 on
the floor of the Legislative Assembly on 14.05.2013.

“Big sow  gmflmaousgmn sl @EUUM s &) 26Ter S 50
SlmsCamiosafly 2 srer LT @aflukissT Lo @I Hiseaflsd Curdiu uymofissrh
Haa HHowsm Gs flemid uMUD 2 6TeTg STETLMS TG  SHaUETHSING
Qs meoreuriL(HisTeTg. L5 LIGDLOEmLOLLITGET gaflumBIg 6T QzresSliisgienm
aueIETEmemyDd, Glsrsstius Gemmuislmhg @uie; Gubm GCaHufliued Hiswrisamenyid
Qs Lenipeno g UgIiilSe Lymoflésiu@Ld stsrusns wapFSLsir Clsfalgss
QarerHOmetr.  poDslLwre:  sareflurgfl  wmllb, &SBEMd,  Ymemndle
srapremugamll  Spscamile  gubmo  BmnGasTUTSSe  JemwbgsTT  &eur
RONLEISENET D|S60T LsnLpsnio LIMDTE UgI&6s HLalp&ams GupGlsmeremiu@in”

2. A meeting was held on 19.08.2013 at 11.30 A.M on this subject in the chamber of the
Principal Secretary to Government, Tourism, Culture and Religious Endowments Department.

3. Based on the above, the Commissioner, Hindu Religious and Charitable Endowments
Department in the letter second read above has sent the following proposal:

As the restoration and preservation of murals is an unique and specialized work in
nature after having considered the educational qualification of the individuals in the relevant field
and their experience, in order to do the work with utmost care, it may be considered to
constitute an advisory cum supervisory committee with the following members:-



Advisory cum Supervisory Committee (Expert Committee)
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Mrs. Sreelatha Rao, Assistant Superintending
Archaeological Chemist, ASI, Chennai 600 009

Mr.Veeraragavan, Deputy Superintending
Archaeological Chemist, (Retd.), ASI

Smt.K.Moortheeswari, Deputy Superintending
Archaeologist, Fort Museum ASI, Chennai - 600
009

Dr.L.Rajeswari, Deputy Superintending
Archaeologist Chemist, ASI, Trissur, Kerala

Thiru. Madhava Sharma,Ex. A.S.I Chemical
Conservationist

Additiohal Commissioner (Thiruppani), HR&CE
Department

..Member.

..Member

..Member

..Member

..Member

..Member/

Co-ordinator.

4. As restoration of Murals is an unique and specialized work, it is desirable to form a
working committee consisting of the following persons as they are found to be eligible persons
to do the work.

Mr. Veeraragavan, Deputy Superintending Archaeological Chemist, (Retd.), ASI

List of persons to do the work (Working Committee)

Mr. V. Loganathan, Deputy Superintending Archaeological Chemist, (Retd.), ASI,
No.9285™ Main, 10" Cross E&F Block, Ramakrishna Nagar, Mysore-570022, Karnataka
State.

Thiru Madhava Sarma — Ex. A.S.l. Chemical Conservationist
Thiru Sampath Kumar, Artist Modelier, ASI (on retirement)
Mr. P.B. Naveen

Mr. V.M. Jijulal

5. The honorarium of Thiru Veeraraghavan and other skilled and semi skilled persons
may be fixed as follows:

i) Thiru Veeraraghavan:- Rs.3000/- per day.



ii) Thiru Loganathan:-Rs. 3000/- per day.
iii) Thiru Madhava Sharma:- Rs.2750/- per day.
iv) Thiru SampathKumar :-Rs. 2750/- per day.

6. Also any other experts from the ASI, Departments of Archaeology / Museums (serving
or retired) may also be co-opted and paid on the same ratio adopted in the case of the persons
as stated in para 3.

7. On the invitation of the Additional Commissioner (Thiruppani) Thiru Veeraraghavan,
Thiru Madhava Sarma, Thiru Loganathan and Thiru Sampath Kumar shall make periodical visits
to the work spot and they shoud stay there at least for 3 — 5 days. They will be paid actual
Travelling Allowances (cost of ticket) by the class for which they were eligible, at the time of
retirement by the temple concerned. Similarly, the serving Government servants like
Mr.Jagannathan etc., can also make visits. They will guide the actual workers and also do some
works as demonstration etc on need basis. The expenditure incurred on longer duration of stay
vis-a-vis travel expenses that will be incurred by frequent trips, need for longer duration of stay
etc will be decided in consultation with the expert by the Additional Commissioner (Thiruppani)

8.The honorarium for Thiru Naveen and Thiru Jijulal may be fixed Rs.1750/-per day
apart from actual Travelling Allowance (cost of Ticket by 3 A/C Sleeper class) subject to the
condition that they should stay in the work spot at least for a minimum of 10 days and that they
should go to the work spot on the invitation of the Additional Commissioner (Thiruppani) and
shall submit a report regarding the work done during their stay. They will be paid by the temple
concerned on submission of claims after the work is over for the visit. The claim will be settled
within 10 days.

9. Each Advisory cum Supervisory Committee member may be given one item of work
and not less than 8 hours work for the day may be fixed as eligibility criteria for claim of
consultancy fee. They should utilize their visit to impart indepth training and submit an
inspection report for each visit.

10. If skilled workers with B.Sc., Chemistry as qualification and persons trained in
Chemical conservation in Government Museum and AS| are engaged for this work, they may
be paid Rs.1000/- per day for those with B.Sc. Chemistry qualification alone -and Rs.1200/- per
day for those who underwent training in the Chemical Conservation Course of the Government
Museum, Chennai and got a certificate. For the semi skilled workers, Rs. 500/- per day may be
fixed at present. The remuneration shall be paid from the funds of the temple concerned. They
shall go to work spot on the invitation of Additional Commissioner (Tiruppani) (Member/
Co-ordinator) and shall submit a report regarding the work done during their stay.

11. For the persons specified in para 10, a visit will be usually for 30 days at a time or till
an item or work assigned to them by the Advisory cum Supervisory Committee member in
charge of that work is completed to the satisfaction of the concerned E.O / Committee member.

12. The above honorarium / wages will be subject to such revisions in keeping with the
cost of living, quality of work etc., as shall be decided by the Commissioner in consultation with

Government.

13. In case, the particular temple has paucity of funds the same shall be reimbursed
from the temples which have sufficient funds.



14. The Advisory cum Supervisory Committee will advise both individually and
collectively on need basis as desired by the Principal Secretary to Government, Tourism,
Culture and Religious Endowments Department and the Commissioner Hindu Religious and
Charitable Endowments Department.

15. The State Government members of the Advisory cum Supervisory Committee and
Working Committeeshall claim Travelling Allowance and Dearness Allowance from State funds.
In respect of Members of the Committees working in the Central Government, the Travelling
Allowance and the Dearness Allowance shall be sanctioned from the funds of the Temples
concerned, in case they do not combine it with the work of their respective departments. In
case, the particular Temple has paucity of funds the same shall be reimbursed from the temples
which have sufficient funds.

16. All the non officials should submit their bills to the E.O. of the temple on the day of
departure after each visit or soon after. The claims will be settled within 10 days of their
submission.

17. Each temple is a separate institution. Also, materials will be supplied by each
temple. Only Labour is being paid for; that too on Nominal Muster Roll basis. Hence, the
threshold level of the Transparency of Tenders Act will not be attracted.

18. The Advisory cum Supervisory Committee collectively and severally will advise the
temple authorities / HR&CE officials in the procurement of proper materials like chemicals etc.,
and labour including skilled labour as required for archaeological works.

19. The Advisory Cum Supervisory Committee (collectively or severally) will
approximately estimate the duration of the work and materials required.

20. Chemicals may be purchased to (as per) the quality of chemicals recommended by
the Advisory cum Supervisory Committee.

21. The Advisory Cum Supervisory Committee (collectively or severally) should
demonstrate to the Hindu Religious Charitable Endowments officials and the concerned workers
how the works of conservation / restoration should be carried out according to archaeological
principles.

22. The Commissioner, Hindu Religious and Charitable Endowments Department has
recommended that the Advisory cum Supervisory Committee may be constituted initially for a
period of 2 years and extended depending on the need and performance.

23. The Commissioner, Hindu Religious and Charitable Endowments Department may
propose new experts to the Government both in Advisory cum Supervisory Committee and
working committee whenever the necessity arises in consultation with the Commissioner of
State Archaeological Department and Superintendent Archaeologist, ASI.

24. The estimate for conservation shall be prepared by any member of Advisory /
Supervisory Committee or by the working committee individually.

25. The Commissioner, Hindu Religious and Charitable Endowments Department has
also recommended that the estimate prepared for the work as above shall be scrutinized and
counter signed by the Advisory cum Supervisory Committee to enable the Commissioner,
HR&CE 1o approve the same as per the procedure laid down above. He has also requested
that for those committee members who are in Government service, the consent of the



concerned department may be obtained at Government level if necessary. This has been done
for the A.S.. The others serve only in Tourism, Culture and Religious Endowments
Department.

26. Formulation of the Advisory cum Supervisory Committee and Working Committee in
subject to the condition that the State Government members of the Committee will claim the TA
and DA from State funds and the amount to be spent for the particular year has to be calculated
in advance.

27. The Government after careful examination accept the proposal of the Commissioner
of Hindu Religious and Charitable Endowments Department at para 3-26 above and
Government has also decided to constitute an Advisory cum Supervisory Expert Committee
initially for a period of 2 years and extended depending on the need and performance and also
decided to constitute a Working Committee for a similar term for the Hindu Religious and
Charitable Endowments Department to restore the murals comprising of the following Members:

Advisory cum Supervisory Committee (Expert Committee)

% Mrs. SreelathaRao, Assistant Superintending ..Member.
Archaeological Chemist, ASl, Chennai 600 009

% Mr. Veeraragavan, Deputy Superintending ..Member
Archaeological Chemist, (Retd.), ASI

% Smt.K.Moortheeswari, Deputy Superintending ..Member
Archaeologist, Fort Museum ASI, Chennai - 600
009

< Dr.L.Rajeswari, Deputy Superintending ..Member
Archaeologist Chemist, ASI, Trissur, Kerala

«  Thiru.MadhavaSharma,Ex. A.S.| Chemical ..Member
Conservationist

% Additional Commissioner, (Thiruppani), HR&CE ..Member/
Department

Co-ordinator.

Working Committee

1) Mr. Veeraragavan, Deputy Superintending Archaeological Chemist, (Retd.), ASI

2) Mr. V. Loganathan, Deputy Superintending Archaeological Chemist,(Retd.), ASI,
N0.9285™ Main, 10" Cross E&F Block, Ramakrishna Nagar, Mysore-570022, Karnataka
State.

3) Thiru Madhava Sarma — Ex. A.S.l. Chemical Conservationist
4) Thiru Sampath Kumar, Artist Modeller, ASI (on retirement)



5) Mr. P.B. Naveen
6) Mr. V.M. Jijulal

28. This order issues with the concurrence of Finance Department vide its U.O.
N0.49400,TD& 1/2013, dated:12.09.2013.

(BY ORDER OF THE GOVERNOR)

R.KANNAN
PRINCIPAL SECRETARY TO GOVERNMENT

To

Dr. R. Kannan, I.LA.S., Principal Secretary to Government,

Tourism, Culture and Religious Endowments Department, Chennai — 9.
The Commissioner in-charge, Archaeology Department, Chennai-8
The Commissioner of Hindu Religious and Charitable

Endowments Department, Chennai-34

Dr.G.Maheshwari, Superintending Archaeologist,

Archaeological Survey of India, Chennai Circle, Chennai-9

Smt. K.Moortheeswari, Deputy Superintending Archaeologist,
Archaeological Survey of India, Chennai Circle, Chennai-9

Thiru K. T.Narasimhan, Retired Superintending Archaeologist,
Archaeological Survey of India, Chennai-9

Copy to:

The Special Personal Assistant to Hon’ble Minister for Finance, Chennai-9.
The Special Personal Assistant to Hon’ble Minister School Education,
Sports and Youth Welfare, Chennai-9.

The Private Secretary to Principal Secretary to Government, Tourism, Culture and Religious
Endowments Department, Chennai — 9.

The Deputy Secretary to Government Tourism, Culture and

Religious Endowments (RE) Department, Chennai-9

The Deputy Secretary to Government Tourism, Culture and

Religious Endowments (Culture) Department, Chennai-9

The Finance (TD and I) Department, Chennai-9

Tourism, Culture and Religious Endowments (MA-1)

Department, Chennai-9

Tourism, Culture and Religious Endowments (General)

Department, Chennai-9

SF/SC

/I Forwarded by Order //

Section Officer



Abstract

Tourism, Culture and Religious Endowments Department - Archaeology -
Thiru K. T.Narashimhan, Superintending Archaeologist (Retired), Archaeological Survey of India,
designate as consultant Archaeologist / Conservationist — orders - issued.

Tourism, Culture & Religious Endowments (MA2) Department

G.0.(MS) No.171 Dated:29.06.2013.
Thiruvalluvar Aandu-2044,

Vijaya, Aani-15.
Read:

1. The Commissioner of Archaeology,Chennai-8,Letter No.C1/2309/13, Dated: 2.5.2013.
2. The Commissioner of HR&CE, Chennai-34, Letter No.15119/2010/Y2, dated: 6.5.2013.

*kkkkk

ORDER:

The following Announcement was made by the Hon’ble Minister for School Education,
Sports and Youth Welfare on the floor of Legislative Assembly on 25.4.2013 (Art & Culture

Demand No.29):-

“As ordered by the Hon’ble Chief Minister, the amount of Rs.15.00 Lakhs may be allotted
for an expert in the field of Archaeology, who has retired from the service, possessing



complete and special knowledge and experience in the conservation works of
Archaeology may be appointed as Consultant Archaeologist / Conservationist, as was
done in 2001-2006 by appointing a Retired Archaeologist with experience in
conservation and restoration work of monument in the Department of Archaeology and
HR&CE Department”.

2. To implement the above announcement, the Commissioner of Archaeology has stated
that, a sum of Rs.100 Crores has been allocated under the Heritage protection Component of
the 13" Finance Commission grants works to the Department of Archaeology and Hindu
Religious & Charitable Endowments. Most of the works under Heritage protection relate to
conservation / restoration of archaeological monuments which are between 300 to 1500 years
old. These works have been entrusted to the Public Works Department. But the works of
conservation/ restoration of archaeological monuments are of a special nature anddiffer
fundamentally from modern structural work / building materials with which the PWD is familiar.
They must be done in accordance with the principle of conservation of monuments laid down in
the Venice charter of 1966. There is, therefore, a need for obtaining technical guidance from an
archaeologist to advise the Public Works Department engineers at the time of identification of
works to be taken up, preparation of estimates, method of execution, materials, equipment to be
used and stage by stage during execution of the works whenever any difficulty arises. Any
structure over 100 years old is considered a heritage monument.

3. Evenin 1929, Mr. D.P. Roy Chowdhry of Bengal, the famous sculptor and painter was
appointed by invitation by the then Government of Madras Presidency as the Superintendent of
the School of Arts and Crafts, Madras vide G.O. No.793, dated 2.5.1929. He was also allowed
to take private commissions for execution of art productions and accept remuneration for the
same vide G.O. No.1323, dated 2.8.1929. He was the creator of the famous Triumph of Labour
Statue and the Mahatma Gandhi Statue even now seen on the Marina Beach, Chennai.

4. In the year 2002, Thiru M.G.Chella Pillai, Retired Archaeological Engineer from the
Archaeological Survey of India (ASI) was appointed as consultant for this job based on the
recommendation of Thiru K.T. Narasimhan, the then Superintending Archaeologist,
Archaeological Survey of India. Thiru M.G.Chella Pillai, Retired Archaeological Engineer of the
AS| was accordingly designated as ‘Archaeological Consultant' for the Department of
Archaeology for all conservation/renovation works entrusted by the Department of Archaeology.
This time, Thiru K.T. Narasimhan himself is available since he has retired in 2006.

5. Thiru. K.T. Narasimhan, M.A., PG. Diploma in Archaeology (Archaeological Survey of
India - AS!) and Diploma in Conservation (France), Vyakarana Sahrtya Siromani, Siksha Sastri,
P.O.L., formerly Superintending Archaeologist, Archaeological Survey of India, Fort St George,
Chennai has been identified by the Commissioner of Archaeology (i.c.) as a person suitable for
the job and has recommended that he may be designated as Archaeological consultant for the
Department of Archaeology and Hindu Religious & Charitable Endowments for all the
conservation and restoration works. He has restored and conserved several monuments in
Tamil Nadu, Andhra Pradesh, West Bengal of the Archaeological Survey of India. He has also
set up several Museums for the Archeological Survey of India. He has International experience



in Vietnam and Cambodia, where he was the Team Leader of the Archaeological Survey of
India representing India in the UNESCO delegation and gave advice on Siem Reap and the
Cham monuments in Quang Nam (Da Nang Province, Vietnam — called the Champa civilization
who went from the Chola Empire).

6. He gave advice for the Museum Theatre Conservation, restoration of the bronze
gallery etc., in 2003 for the 151% Year Anniversary Celebrations of the Government Museum.
For the renovation of the Amaravati Gallery in the Government Museum, Chennai he was
invited to serve on the Committee.

7. The Tamil Nadu State Department of Archaeology is protecting 85 monuments
including religious and secular buildings in the State. A sum of Rs. 10.00 Crores was sanctioned
for the conservation of the ritual temple monuments by Government of India under the Heritage
protection Component of the 13" Finance Commission Grants. The following schemes are
proposed to be implemented under Part Il Schemes during the year 20I3-2014 by the
Government in the conservation and providing infrastructure facilities at:-

(1)  Chinnayankulam, Chinnayampettai Village, Chengam Taluk Tiruvannamalai District,
for a sum of Rs 24.00 Lakh.

(2)  Swasthik well at Tiruvellarai in Lalgudi Taluk of Tiruchirapalli District with cost of Rs.
25.00 Lakh. :

(3) Manora at Sarabendrarajapattinam in Pattukottai Taluk of Thanjavur District for Rs
12.00 Lakh.

(4) Mukyachaleswara Temple, Perumukkal, TindivanamTaluk for Rs.1 Crore.

8. The Commissioner of the Hindu Religious and Charitable Endowments Department
has also identified Thiru K.T. Narasimhan as the person that they would like to designate as
Archaeological Consultant for the conservation and restoration of their temples. They have the
major share of works under the 13" Finance Commission besides their own works for temple
Kumbhabishekams and Samprokshanams. The Commissioner considers Thiru K.T.Narasimhan
as a highly experienced and recommended him for designation as Archaeological Consultant.
He has been impressed with his skills and abilities. He has already been nominated as
Consultant for the Sri Rangam Temple Rampart Walls restoration which was approved upto the
level of Hon’ble Chief Minister and issued as G.O.(Ms)No0.93, Tourism, Culture and Religious
Endowments (RE.4) Department, dated 17.05.2013.

9. The Commissioner, HR & CE and the Commissioner of Archaeology also
recommended a fee of Rs. 5000/- per visit excluding TA./D.A. to be paid as consulting fee. The
visits would be on need basis only and at the request of the work executing authorities.

10. Therefore, there is a need for obtaining the consultancy services and expert opinion
from an Archaeologist experienced in the work of conservation and restoration of archaeological
monuments, advice and execute the work according to the Principle of Monuments
conservation. To execute the work which includes the advice on the preparation of




estimates; implementation of the work stage by stage etc., it is proposed to designate
Thiru K.T. Narasimhan, an eminent Archaeologist and expert in conserving the ancient
monuments.

11. The following terms and conditions are to be incorporated in the appointment order
to the consultant Archaeologist / Conservationist based on the recommendations of the Heads
of Departments of Archaeology & Hindu Religious& Charitable Endowments:-

i. Thiru K.T.Narasimhan shall be responsible for guiding the Public Works
Department / Hindu Religious& Charitable Endowments engineers in the
preparation of detailed estimates for monument works proposed or taken up
under the 13th Finance Commission Grant. The Public Works Department is
executing the works for the State Department of Archaeology.

ii. He should guide the Public Works Department / Hindu Religious& Charitable
Endowments engineers in procuring proper materials and labour (including
skilled labour) as required for archaeological works.

iii. He should demonstrate to the Public Works Department / Hindu Religious&
Charitable Endowments engineers and the concerned contractors, how the
works of conservation/ restoration should be carried out according to
archaeological principles:

iv.  His visit to a monument site shall be of not less than one day's duration (8 hours)
in order to be eligible for the consultancy fee of Rs.5,000/- and he should utilize
his visit to impart in-depth training. He should submit an inspection report for
each visit.

v. Transport from his residence to place (to and fro), Boarding and Lodging will be
provided by the respective departments.

vi.  TA/DA will be provided at Central Government rate as for his last drawn Basic
Pay and Grade Pay, where facilities as per para-5 is not given.

vii. He shall make periodical inspections of the various work sites as required and
also whenever requested by the Public Works Department / Hindu Religious&
Charitable Endowments engineers concerned or at the direction of the
Commissioner of Archaeology and Commissioner of Hindu Religious &
Charitable Endowments.

vii. He should inform the Commissioner of Archaeology and Hindu Religious &
Charitable Endowments before he proceeds for inspection and should submit an
inspection report after completion of the inspection marking a copy to the
Executive Engineer, Public Works Department(Buildings) / Hindu Religious&
Charitable Endowments concerned of the respective departments.




ix. He should present his claims on consultancy fee to the Commissioner of
Archaeology and Commissioner of Hindu Religious & Charitable Endowments
concerned Public Works Department Engineer/ Executive Officer., Hindu
Religious & Charitable Endowments.

x. The payment will be made as soon as he submits the Inspection Report
without delay.

xi. ~The Executive Engineers, Public Works Department (Buildings) / Hindu
Religious & Charitable Endowments and the Heads of the respective department
concerned are requested to honour the claims made by Thiru K.T.Narasimhan
subject to the terms and conditions stated above out of the provision made for
the archaeological consultancy charges in their detailed estimates or
departmental provision as the case may be. Where for a minor work, provision
of archaeological consultancy has not been made the payment to
Thiru K.T.Narasimhan may be made out of the petty supervision charges
provision/ departmental provision.

xii. ~ Where transport, Boarding and Lodging is not provided, TA/DA etc., at the rates
available for Central Government employees will be paid for his last drawn Basic
Pay and Grade Pay.

xii. ~ The consultant may be engaged initially for a 2 year period and extended
depending on the need and performance. Further, each and every
monument/temple selected for restoration when entrusted, the number of trips
can be specifically defined to regulate the work in consultation with the
consultant.

xiv.  Each temple is a separate institution which will consult separately as per their
need. It is only the Department of Archaeology which will consult as a single
entity and pay from Government funds. The consultant may at the maximum
have to visit per annum below 200 days i.e. below Rs. 10 lakhs. Therefore, the
threshold level for the Transparency of Tenders Act will not be attracted vide
G.0. No.392, Finance (Salaries) Department, dated 18.08.2009.

12. The Government after careful examination, accord to designate
Thiru K.T.Narasimhan, M.A., PG. Diploma in Archaeology (Archaeological Survey of India) and
Diploma in Conservation (France), Vyakarana Sahrtya Siromani, Siksha Sastri, P.O.L., formerly
Superintending Archaeologist, Archaeological Survey of India, Temple Survey Project (SR),
Fort St George, Chennai as the Consultant Archaeologist / Conservationist for all conservation
and renovation works entrusted by the Department of Culture, (Archaeology and Museums,
etc.) and Hindu Religious & Charitable Endowments of the Government of Tamil Nadu for a




period of two years with the terms and conditions mentioned at para 11 above and to sanction
initially a sum of Rs.10,00,000/- (Rupees Ten Lakhs only) towards the consultancy fee for the
above purpose.

13. The amount sanctioned in Para 12 above may be credited to the following head of
account:-

2205 — 00 Art and Culture — 103 Archaeology — Schemes in the Twelfth Five
Year Plan — [l. State plan JA. Repairs, Renovation and Maintenance of
Monuments etc., and Excavation of Archaeological Sites — 33 Payments for
Professional and Special Services — 02 Remuneration.

(DPC. 2205 00 103 JA 3321)

14. Necessary funds will be provided in the RE/FMA for the year 2013-2014. Pending
provision of funds, the Commissioner of Archaeology is authorised to draw and disburse the
amount sanctioned at Para 12 above in anticipation of funds provided in RE/FMA 2013-2014.
The Commissioner of Archaeology is requested to send necessary proposal for inclusion of the
amount in the RE/FMA 2013-2014 to Government in Finance (Edn-Il) Department, without fail.

15. This order issues with the concurrence of Finance Department, vide its
U.0.No.11/JS (RSM)/2013, Dated:29.06.2013. ASL No. 526 (Five Hundred and Twenty Six).

(BY ORDER OF THE GOVERNOR)

R. KANNAN
PRINCIPAL SECRETARY TO GOVERNMENT

To

The Commissioner,(i/c), Department of Archaeology Chennai - 8.

The Commissioner of Hindu Religious & Charitable Endowments,

Chennai-34.

The Commissioner of Museums, Chennai-8.

The Chief Engineer (Buildings) Public Works Department, Chepauk, Chennai-5.

Thiru K.T.Narasimhan, Superintending Archaeologist (Retired), Archaeological Survey of India
(through the Commissioner of Archaeology)

The Pay and Accounts Officer, Chennai -35.

The Principal Accountant General, Chennai -18.

The Accountant General, Chennai -18.



Copy to:

The Chief Minister’s Office, Chennai-9.
The Senior Personal Assistant, Minister for School Education,
Sports & Youth Welfare, Chennai-9.
The Senior Personal Assistant, Minister for HR & CE, Chennai-9.
The Senior Personal Assistant, Minister for Finance, Chennai-9.
The Finance (Edn.lI/BG-Il) Department, Chennai-9.
The Public Works Department, Chennai-9.
The Private Secretary to Principal Secretary to Government,
Tourism, Culture and Religious Endowments Department, Chennai -9.
All Sections, Tourism, Culture and Religious Endowments Department, Chennai -9.
SF/SC.
// Forwarded by Order //

Section Officer
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(Collector of Erode) in 1991-93, he pioneered the use of PRA in government. Hiz Ph.ID, thexis is on
“lmpact Appraisal of the use of PRA in government run programmes™. He continues to practice and
teach Participatory Learning and Management, Appreciative Inquiry (US Version of PRAJinhis jobs
in diverse departments ranging from public sector industrial wnits, agriculiure, archaeology.
museums and cooperative department, officer under the Central Vigilance Commission, Cadastral
Survey, Land Records, Settlement, Personnel and Administrative Reforms, Higher Education to the
museums department thal he also heads now. Healso sometimes teaches as a labour of love, PRA for
Post Graduate students, He teaches Busimess Communication forMBA students.

Ur.Kannan is internationally known as an cxpert in Archaeology and Museums and has written
more than 40 books and many more articles on these and other subjeets, He was Commissioner of
Archaeology and conserved several ancient monuments and temples as a pioneering effort in 2001 -
2002 and 2003, when he was put in merged charge and additional charge of that department
respectively, He was Commissioner of Museums Irom 1999 1o 2004. He continues that work from
19.2.2013 when he joined this department which has under its fold Hindu Religious and Charitable
Endowments, Archacology, Muscums, Art and Culture Departments,

The author, Dr E. Kannan has held several important pesitions i various capacitics m the
Indian Administrative Service.

During his tenure of olTice as Commissioner ol Agriculture in 2002-03 and as Agricultural
Production Commissioner in 2003-2004, he did commendable work in the field ol agricullure. New
policy initiatives, methods of drought management and their implementation with clear decisions
lakendispassionately inthe manner of'the ICS administrators ol yesteryears were his hallmark. e has
written books on Agriculiure and Cooperation. He introduced the technology of System of Rice
[ntensification in cultivation of paddy, chisel ploughing, organic pestcides, ferlilisers, ferligation,
sollanalysis fromremote location through inlernat etc.



As Repgistrarol Cooperative Societies (2004-2006), hehas wrillen lwoboaoks on Cooperalion.
'‘Centenary ol the Cooperative Movement in Tamil Nadu with special reference to the vear 2004-05'
and "Management of Cooperatives in Tumil Nadu with special reference to the year 20035-2006,
He identified eritical and sirategic areas of cooperative reforms, revitalisation efforts in various
sectors like credil, consumer, marketing, cte, with focus on cooperative principles, policies,
performance and impact to help develop future strategies for holistic and inleprated development of
covperatives,

As rincipal Secretary! Commissioner ol Survey and Settlement he has written twao books on
cadastral survey 'The Tarmil Nado Survey Manual Volume-IV for Elcctronic Survey using GPS
(Global Positioning Systems and Electronic Total stations)' - First Edition in 2010 and Sccond
Revised Bditionin 24002,

DrE. Kannan 15 an epitome of a rare combination of administrative and academic excellence.
a prolific writer, voraciousreaderand aneminentthinker.

e was the First person e starl conservation ofmonuments as Commissioner of Archaeology in
2002, forly one vears after the department was started in 1961, He has also conscrved the Muscum
theatre, other buildings and reorganiscd gallerics inthe Government Muscum, Chennai on a massive
scdle forthe 151st vear celebrations. The experiences of conservation are analvsed and condensed in
the book. 'Manual on the Conservation and restoration of archasolopical monuments in Tamil Nadu
including the Government Museum, Chennai - The Proceedings of an Administrator turned
ConservalionArchacalogist cum Museologist'in 2007, Tnthis tenure also, hehasheenacliveas usual.

A book, 'Compilation on Amaravatl Sculptures and the Conservation and Reorganivation af
the Amaravati Gallery' 15 also being published. He has edited this book compiled by
Dr.k. Balasubramanian, Curator. Government Museum, Chennai on the reorganization and
conservalion ol the Amaravali artefacts in the Amarevard Gallery in the Government Muscum,
Chennai.

Ihe present book about the "Muraly and Wood carving in Tiruppudaimarudue’ is being
published. It brings out after painstaking original research from 2004 onwards the themes and
explanation olthe paintings and wood carving, T'wo copperplates are brought inte public view [urthe
firsttime. [talsoconrains the blueprint for their conservation. Theconservation waork hasstarted.

This book should be useful to gll those invalved 1n the conservation moevemenl of our ancient
heritage, academicians, architects, cngincers, archacologists, museolagists, sludents and histerians
lthe Mulure,

Dr, R. Balasubramanian, M. A, C.L.L.5,, Ph.I},, has been the Curalor for Archaeology Section
ofthe Governmenl Museum. Chennal from 199310 2014, He s currently the Curator ol the Education

mection,
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