
BRONZF,S OF

SOUTH INT}IA

BY
P.R.SRINT\TASAI\I

Government llltrsenms Nladras
Government of Tamil Nadu





BULLETIN 
OF THE 

MADRAS GOVERNMENT MUSEUM 
EDITED BY THE SUPERINTENDENT 

BRONZES OF SOUTH INDIA 

By 

P.R. SRINIVASAN, M.A., 

Former Curator for Art and Archaeology, Madras Museum and now 
Assistant Superintendent for Epigraphy, Archaeological 

Survey of India, Ootacamund 

NEW SERIES - General Section, Vol. VIII. 

© 
COMMISSIONER OF MUSEUMS 

Government of Tamil Nadu 
1994 

Printed at Pandian Offset, M adras-4 
On behalf of the Commissioner of Museums 



First Edition 1963 

Revised Edition 1994 

Price: Rs. 



TO 

Dr. SARVEPALLI RADHAKRISHNAN, 
PRESIDENT OF INDIA 

This work is dedicated as a mark of profound 
respect and esteem 

BY 

P.R. SRINIVASAN 



ACKNOWLEDGEMENT 

we are grateful to the Archaeological Survey of India, Government of 

India the British Museum, London, the Victoria and Albert Museum, 

London, the Metropolitan . Museum of Art, New York, and the 

Philadelphia Museum of Art, Pennsylvania, U.S.A., for some of the 

photographs illustrated in this volume. We have reproduced here a few 

illustrations from South Indian Bronzes by O.C.Gangoly, th~ Journal of 

Indian Society of Oriental Art, Calcutta, Vol. VI, the History of Deccan, 

edited by G .Yazdani, ~nd theArt of I ndianAsia by H.Zimmm-. Our thanks 

are due to the publishers of these hooks also. 

S.T. SATYAMURTI, 
Superintendent, 

Government Museum, Madras. 



AUTHOR'S PREFACE 

The subject treated in this volume Viz. the art of South Indian Bronzes is a 

fascinating one. But, owing to the lack of authentic evidence regarding the dates of 

most of the examples of the art and to the consequent necessity of depending on style 

for an estimate of the works of this art, the number of publications on it has been 

small and sporadic. After Dr. A.K. Coomaraswamy's Colombo Museum Bronzes the 

only other major work on the subject was Mr. O.C. Gangoly's South Indian Bronzes, 

which remained for a long time a main source book. Then, the Madras Museum, which 

possesses the largest and richest collection of original specimens of the art, published 

its famous Catalogue of South Indian Hindu Metal Images by Dr. F .R. Gravely and 

Mr. T.N. Ramachandran. In it an earnest attempt was made, for the first time, to treat 

the subject in a scientific manner. The chief contribution of its authors was a detailed 

typological study of a large number of actual examples of the art. This paved the way 

for a better appreciation of the development of the art. As a consequence, subsequently 

a few valuable articles and books on the subject came to be written containing more 

specific information on the vexed problem of date of the bronzes and on the artistic 

qualities of many an individual item. Among them mention must be made of the 

chapter on bronze in The Art of India and Pakistan published by the Royal Academy 

of Arts, London, the Madras Museum bulletin on The Nagapattinam and 

other Buddhist Bronzes by Mr. T.N. Ramachandran and The Indian Bronzes by 

Mr. C. Sivaramamurthi. 

Even then, there have continued to exist diffic!llties in the way of a proper 

appreciation of the art and ajust evaluation of individual specimens. With a view to 

remove at least some of the impediments in this respect and to set forth a connected 

account of development of the art through the ages, I undertook in 1957 a systematic 

study of the subject. This required firstly a close examination of all the bronzes in the 

collection of the Madras Museum as well as careful survey of a large number of bronzes 

available in several temples of South India but are not easily and readily accessible for 

an examination by all. Accordingly, this volume contains illustrations of a number of . 

bronzes which are still in their original places and which are published here for the 

first time. Then the results of this study required to be checked, however limited in 

its scope the checking may be, with the results of the examination of stone sculptures 

occuring in a number of datable temples. This has enabled, in a remarkable manner, 



the fixing of reasonably precise dates for a good number of bronzes. Moreover, it was 

also possible, by this means, to distinguish amongst a host of specimens, examples 

belonging to a number of regional schools and local traditions which were not 

previously noticed by any. Owing to the fact that the known items of bronzes form only 

an insignificantly small number compared to the vast collections that exist in the 

innumberable temples and institutions scattered all over South India, my conclusions 

bearing on the above mentioned aspects of the art, which are based mostly on a close 

examination of a large number of known examples, are subject to correction in the 

light offuture researches. Yet, I have ventured to put them forth here, in more or less 

clear and precise terms, with a view to remove the ambiguity and indecision that 

prevail in this field of study which, like any other scientific pursuit, does not yield 

satisfactory results without sustained efforts at scientific analysis and intelligent 

corelation of the data. My purpose was chiefly a critical review of the art through the 

ages consisting of a detailed examination of individual items or groups of specimens 

of each period and of stringing the resultant essays into a whole. I have, therefore, 

simply touched upon the subject of the technique of making bronzes. Likewise 

discussion on the iconography of the bronzes is limited to such cases as required 

elucidation. 

I could finalise the manuscript only in August, 1961. The delay in the completion 

of this work was to some extent due to may appointment first in May, 1959 as Special 

Officet and tb~n in October, 1960 as Assistant Superintendent for Epigraphy in the 

EpigraphicaI Branch at Ootacamund, both in the Archaeological Survey of India. 

In the earlier stages of my study, I was warmly encouraged by Dr.A. Aiyappan, the 

then Superintendent of the Madras Museum, and I express my gratitude to him for 

this. From the begining Dr.S.T. Satyamur.ti, the present Superintendent of the same 

institution, evinced a keen interest in the expeditious completion of the work and 

extended to me his generous help and kind cooperation for which I am grateful to him. 

Madras Egmore, 

26-4-1963. P.R. SRINIVASAN 
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BRONZES OF SOUTH INDIA 

by 

P. R. SRINIVASAN, M. A. 

INTRODUCTION 

A healthy change of attitude is discernible in the scholars of the West pursuing 

Inc:iological studies. Its is especially noticeable in their works on Indian Art, and the 

scholars in this field have begun not only to interpret Indian works of art, which were 

once considered to be difficult of understanding, in appreciative terms but also have 

tried to bring out of the significance underlying them. This may be attributed to the 

deep study of the scholars ofthe ideas, symbols and technique on which the creations 

of art are based as well as to their sympathetic approach to the various problems that 

exist in the field. The volumnious literature on Indian Art by western authors 

produced in recent years abundantly testify to this fact. Though the modern writers 

on the subject are generally in agreement with the views of such savants as Dr. A.K. 

Coomaraswami, Mr. E.B. Havell, Sir John Marshall, Drs. A. Foucher, J.Ph. Vogel, 

V. A. Smith, R. D. Banerji and Gravely, and Messrs. O.C. Gangoly, T. N. Ramachandran 

and C. SivaraI\lamurti, yet there are some scholars who still seem to cling to the age

old but out-moded theory that all that is best in Indian Art is derived from outside 

India. There are others who are sceptical about the dates assigned to some well 

known specimens ofurt. As instances of these views we may cite the following. 

Writing about the famous bronze figurine of a dancing girl from Harappa, Prof. K. de. 

B. Codrington one of the joint authors of The Art of India andPaldstan, says, ((The cire 

perdue bronze figure of a dancing girl from Harappa is more mannered and, indeed, 

sophisticated, both in vision and technique. The plastIc qualities of the wax underlying 

the form of the cast metal is here sacrificed for a high finish which suggests sculpture 

rather than mo-delling. Sculpture, however, is rare in the Indus valley and it is, 

perphaps, worth observing that it is not common in Mesopotamia", (p.9). The same 

author has this to say about the two torsos from Harappa," ... (they) must be regrded 

as problematic .... cannot be of early date - indeed, cannot be pre-Hellenistic", (p.9). 

But there are others, who are equally well~informed and learned, like Dr. Stella 

Kramrisch and Dr. H. Zimmer. In her recent book, The Art of India, Traditions of 
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Indian sculpture, Painting and Architecture 1 Dr. Kramrisch says about the same 

torsos as follows: "Molq;a (Release) is not itself the absolute. It is the realisation of 

the Absolute within one's own living body, a mature communion which some attain 

and of which all are aware in some degree, even though their time has not yet come. 

Those who would reach it must'endure a discipline,,Jor the living, breathing human 

body is the place where mo~a is realised. It is thus that the body is represented in 

Indian art and its scale taken as a model in Indian architecture. Thousands of years 

before they are given verbal expression in the Veda (the scripture) 2 and in Wstu§nstra 

and Silpa-sastra (the text books on the arts) the traditions ofIndia were embodied in 

the form ofIndian art (eg., the two torsos from Harappa)". Again on page 2 she says: 

"In the second halfofthe third millennium B.C. Indian art had passed a zenith (PI. I, 

Figs. 1, 3, 4) in the large towns of the Indus valley". 

That Dr. Zimmer is also of.the same opinion is evident from the following :-

~'And finaHy, the beast of the figures on the Indus seals, as well as the few 

statuettes preserved by us, are distinguished by a feeling for form and a boldness of 

treatment unequalled in the contemporary glyptic art of the neighbouring civilizations 

of Elam, Mesopotamia and Egypt"3. Hardly any comment is necessary on these 

divergent views and the readers may draw their own conclusions from them. 

Notwithstanding these divergent views, it is a fact that an increasing awareness 

of the meaning and purpose of the works of art of India characterises the writing of 

many a renowned scholar of modern times. Of the various branches oflndian art, the 

bronzes of South Illdia form an important one. A considerable literature with a 

variety of views on various aspects of the Indian bronzes in general is now available; 

and South Indian bronzes in particular "have not only been regarded as works of art 

but also as objects of religious veneration. Indian images have now assumed 

archaeological and inconographic importance; their aesthetic yalue appeals to a large 

degree as we11."4 Writing specially about South Indian metal images, in their world 

famous Catalogue, the learned authors, Dr. F.H. Gravely and Mr. TN Ramachandran 

say: "All such images as has been pointed out, are religious in purpose. With a few 

1. The Phaidon Press Ltd., 5, Cromwell Place, London S.W.7. (l954),p. 1. 

2. Italics' is ours 

3. H. Zimmer, The Art ofIndian asia, P. 36 

4. T.N. Ramachandran, The Nagapattin"lm and other Buddhist bronzes in the Madras Museum, 
Author's preface, p.l 
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exceptions they are designed to remind worshippers of the Divine, conceived byHindu 

philosophy as the Impersonal Absolute and by Hindu Bhakti (devotion) as the Lord 

and Divine Lover of believers. In the last images something of both these aspects 

finds expression, often rendering them difficult of appreciation by those unfamiliar 

with Hindu feelings. In addition to this, every image must conform to the pattern laid 

down for it by tradition. The answer of the Madras Museum collection to this question 

of the artistic value of Hindu images can best, we think, be indicated by. drawing 

attention to the well known Natarl1ja image from Tiruvelangac}u (Fig. 164), Vishl;lU, 

etc., and Hanuman (Fig. 98) ...... For (figures like that of Hanumlin) will illustrate the 

way in which Hindu artists have succeeded in giving expression to true artistic feeling 

even through such apparently unpromising traditional forms"l. Similar views about 

the Sup~l'ior merits ofthe bronzes of South India have been expressed by many others 

also2• That these bronzes in certain respects are even superior'to the bronzes of North 

India is well recognised. For exapmle, Mr. John Irwin says, "The style of the medievel 

South Indian bronzes differs from those of the North mainly owing to the Chola 

craftsman's freer adaptation of style to technique. In North India, as already 

mentioned, style in bronze work seldom departs far from the conventions already 

established in stone sculpture."s' 

This statement brings out Glearly the fact that while in North India the bronze 

worker was imitatig the stone carver, in the Sguth he was independent of the stone 

carver. Hence, the creations of South Indian bronzes have turned out to be examples 

of sculpture and are not merely specimens of carftsmanship. It is, however, necessary 

here to bear in mind this, that, in India the stone carver and the bronze worker are 

traditionally one and the same person; and therefore, the features of his productions 

in stone do appear in those metal. Probably in the North he concentrated more on the 

stone works than on the metal images, whereas both were given equal prominence in 

South India perhaps with slightly greater emphasis on metal figures owing to their 

extreme popularity. 

Apart from their superioF workmanship, the bronzes of South India are considered 

to be excellent from the point of view of 'technique'. The process of casting employed 

1. F.H. Gravely and T.N. Ramachandran, Catalogue of Hindu, Metal Images in the Madras 
Government Museum, P.1 Hereafter this book will be referred to simply as Catalogue. 

2. Archaeology in India, P. 145. 
3. • The Art of India and PakistcUl, p: 67 
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by the craJtsmen (sthapatis) is known as eire perdue an ancient method employed by 

the Chinese and the Greeks. The eire perdue or 'lost-wax' process, is so called from the 

fact that the wax model which served as the core of operat,ion was lost or drained out 

before the actual casting took place. The subject was just modelled in wal,{, then 

coated with clay. Next the wax was melted out leaving a mould behind, into which 

liquid metal was poured to cast a solid image. But if a hollow image was intended, the 

eubject would be first modelled in clay and then the core was coated with wax, and the 

wax inturn covered with a negative of clay. This was used for casting after the wax 

was drained out by heating. With the former single method have been produced the 

masterpieces of Sou th Indian Bronzes 1. This method is called the ''master technique''\!. 

Thus, after the casting of an image, its mould is destroyed, with the result that no two 

specimens of South IndianlPronzes are alike even if they are by one and the same 

hand. The making of images in this process is indeed laborious-. But the importance 

of this method cannot be overestimated when it is realised that each item is 

characterised by a rare individuality of its ,own. 

The excellence of the bronzes produced in this technique over those produced by 

another method employed in Europe is brought out clearly by no less person than Mr. 

Hadaway when he says'" The eire perdue 'process which is commonly, it might be said 

almost universally, used for either simple or intricate work, in India, usually produces, 

when manipulated in Western countries, a spongy and unsound castmg almost. 

impossible to work upon successfully and finish properly ......... In the West, when this 

process is used the object is to oQtain a casting which requires as little as finishing as 

possible, b~t it is always at the expense of the soundness of the whole mass, for to 

obtain the delicacy of the original wax model so fine an earth. must be used that it 

allows no general ventilation of the mould ... This finishing which the European hopes 

to avoid (but always at the expense of the soundness of the casting)by the eire perdue 

process is, in India, taken as a matter of course''S. 

Such an important branch ofIndian art as South Indian bronzes has not received 

a compreh~n$it~ treatment, which it richly deserves at the hands of scholars. To 

this day the pioneering works of such scholars as Dr. 'A K Coomaraswamy, 

1. T.N. Ramachandran, op. cit., p. ix. 
2. The.Art of India al,d Pakista.n, p. 9 

3. Illrtstra.tions of Metal Works if' Bra..'Is (u,d Copper, mostlyBoltth [ndia.. p. 9. 
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Mr. o.c. Gangoly, Mr. W.S. Hadaway and Mr. V.A. Smith remain the only authorities 

on the subject. But since the publication by the Madras Museum, the Catalogue of 

Hindu Metal Images, by Dr. F.H. Gravely and Mr. T.N. Ramachandran it has 

superseded all others of its kind not only because of its high standard but also by the 

meticulous manner of treatment of the matter. Though it deals with Hidnu metal 

images, the conclusions arrived at by the authors in respect of bronzes of this category 

of any particular period are more or less applicable to other categories of bronzes , both 

religious and secular, also of the same period. Between 1932, when that Catalogue 

was published, and today much water has flowed under the bridge. Not only do we 

now possess more material than was available in 1932 in the Madras Museum itself, 

as it has acquired during these years a large number of bronzes from treastlre-trove 

finds, but we have also had opportunities to know and study in detail a vast number 

of metal images, Hindu, Buddhists and Jain which are either under worship in 

various temples of South India or stored up there, being duplicates. A number of 

publications treating of South Indian bronzes have also been published in recent 

years including the long-awaited Madras Museum Bulletin on the Niigapafficuzm and 

other Buddhist Bronzes by Mr. T.N. Ramachandran. This is again the only recent 

attempt at a comprehensive treatment of another group of Souph Indian bronzes 

because such books as The Art of India and Pakistan, The Art of Indian Asia and 

Archaeol?8Y in bidia and journals like Lalit Kala have treated the subject ollly in 

parts. A perusal of this literature will show a variety of shades of opinion in regard to 

the evaluation of artistic qualities and iconography of many an individual example of 

bronzes as well as to its archaeological worth. 

Archaeology, in other words, the dating of bronzes h~ especially evoked a lot of 

interest amongst prospective owners of them as well as the scholars. This aspect of 

the bronzes has, however, not to our knowledge been satisfactorily dealt with. The 

chief impediment in tltis regard is the paucity of bronzes that can be accurately or 

even approximately dated eit4er _by meanso"f dated or datable inscriptions in them or 

by means of datable finds associated with them. Thiswas responsible for the extreme 

cauti~.n with which the authors of the ;Catalogue have handled this aspect of the 

subject. They say with reference to-early bronzes, ''We, therefore, feel that to refer to 

these images simply as Chela would be apt to mislead, both by implying more than 

can be proved regarding them and as appearing to exclude others of Chola origin but 

1e88distinctively of this type. Instead, we propose to distinguish them as images of 
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Chola type, a phrase which we think accurately describes them."l Owing to the same 

reas~ii.they have stated, more or less categorically, that" No Pallava images seem, 

however, yet to be known in metal".2 Apparently, Mr. T.N. Ramachandran seems 

even now to hold on to this view that no Pallava metal images exist, as is evident from 

his careful avoidance of calling any example of bronzes from Nagapattipam and other 

places as 'Pallava', not even those which he hfmselfwould date as belonging to the 8th 

century A.D.s, in spite of the fact that South India was then undoubtedly dominated 

by the Pallavas.There is, however, a single exception i.e., the Simhanada (or 

Lokesvara) in the tnaharajalila\pose (Fig.49) which he calls as of late Pallava type4 • 

He is not alone in this regard and seems to echo Mr. John Irwin's view on the matter. 

Mr. Irwin in his article on bronzes quoted already, after affirming that Pallava images 

are rare, gives 7th - 8th century A.D. as the date of one or two bronzes and assigns a 

few otherS to the, ninth century'l. Thi~ is done at a time when a number of inscribed 

bronzes, especially of the Nagapattinam hoard, are known. But recently, in Lalit 

Kala No.7 an article has appeared dealiJ:J,gwith some early bronzes assigned to the 

early Pallava period. 

In regardto the identification of certain individual images there seems-to persist 

notions which ought to have been changed with the knowledge ofthe subject that we 

now possess. For instance, even such a discerning author as Dr.Stella Kramris_ch , 

continues to identify the figure on Plate 150 of her recent book, The Art of India (The 

Phaidon Press L~d., London, 1954) as 'Goddess playing cyJlibals' and explaining it 

further as 'the image is that of an attendant of the Goddess Kali in accordance with 

similar earlier identification of it. H. Zimmer's book The Art of Indian Asia (1954) also 

calls the figure Kril[ (vide Fig. 422 of the book). In fact, the image represents, neither 
- I 

any goddess nor any attendant of Goddess Kali 6. It is simply an image of the Saiva 

woman saint Karaikk-aJ Ammaiyar, who is well known for her severe austerities and 

bhajan in order to have the beatific vision of Lord :=;iva's dancing. 

1. Catalogue, pp. 33, 34. 

2. Ibid., p. 14, n6te 2. 
" 

3. T.N. Ramachandran,op cit., p. 31. 

4. Ibid., p. 53. 
-

5. The Art of India and Pakistan, p. 67 

6: Dr. S. Kramrisch has since corrected this mistake, in a recent volume of Artibus Asiae. But 
Benjamin Rowland in his book Art and Archi~ecture of India, 127 A, calls it is again as Kali. 
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Besides these, there is also the very curious view according to which the earliest 

bronzes of South India are not only likened to similar ones of the Gupta times from 

North India, but are also said to be inspired by the Gupta traditions of art. "The 

earliest known South Indian bronzes .... are distinctly Northern and Gupta in style ... 

"The supp~edly Gupta bronzes bear little relation to the rockcut figures at 

Dalavanur, Mogal~apuram and Mabibalipuram"l. This view is apparently akin to 

the more well kn9wn vi,ew according to which a number of aspects of Indian art 

especially those of the examplee or art belonging'to a few centuries before and after 

Christ are claimed·to have been inspired by traditions of Clasical and Persian art. 

Both the views are correct in a limit.,d way. True,.in olden days civilized countries of 

the world have always been touch with one another, as they are even now, and there 

was therefore, mutual exchange not only of material good but also of spiritual, 

religious and cultural ideas. But the borrowed material or idea is put to use according 

to the tastes and requirements of the country concerned. If this is true of the world, 

in a vast country like India where, through there is a basic unity of culture, there exist 

a number of superficial variations of it in the different regions, the impact of one such 

variant form of a particular region on that of another is naturally marked. But ~ven 

this impact is seen in many instances to stop at a superficial level due to the assertion 

of the local genuis. This is what has happened in the realm ofl.ndian art too. Coming 

to the subject, though the earliest examples of South Indian bronzes are superficially 

akin to ~h05e of North Inida, they have unmistakable imprint of the regional 

traditions of art as will be sh9wn below. Ip. ,rder to get at the basis as well as to 

understand the development of the artistic ~raditions of South Ind,ia in so far as they 

pertain to the art of bronzes, in the light of the quite a considerable quantity of 

material available now, compared to that which was available earlier, it is necessary 

to examine the known examples of the art closely. This was proposed by the present 

writer to be done while doing the work of bringing up-to-date, the Catalogue of Hindu 

Mf:tallmages in the Madras Museum on which he has been engaged for some time 

now. This study, the~fore, may be said to be preliminary to that and here it is 

proposed to trace the development of the art through the ages, touching upon the 

salient and characteristic points of a few select specimens belonging to each period. 

Even now the number of accurately datable bronzes' is very small, only a single 

specimen (Fig. 102) being added to the·alreadYknown two.2 But, with the publication 

1. John Irwin, op. Cit., p. 67. 

2. Catalogue, pp. 34, 38,112 
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of the Madras Museum Bulletin on the NagapiJ,t(i1}ORt and other Buddhist Bronzes, 

details of good many inscribed bronzes are known, together with their· approximate 

dates based on thepalaeography ortheir inscriptions. This is really of great help in 

fixing up broadly the stylistic variations of the several groups of bronzes belonging to 

various pe,riods. Morever, there is the vast number of bronzes acquired during the 

past thirty years and odd by the Madras Museum and those in the temples also, a 

study of which, in the light of facts known from the previous groups of bronzes, 

remarkably aids the tracing of the history of the art. Thus, we have to depend mostly 

on the stylistic details of bronzes, corroborated partly by the inscriptions, for our 

conclusions regarding the dating of individual items. That this method is fraught 

with difficulties and it should therefore, be employed with great 'caution was the 

considered opinion of Mr. Hadaway, which has been fully endorsed by Dr. Gravely and 

Mr. Ramachandran. As the passage on this matter is of interest it is quoted in extenso 

here. Mr. Hadaway says, "it is not a simple matter to compare the metal with the 

stone· images of known date; and to deduct from similarities of treatment, details, or 

ornament, a corresponding similarity in age. It requires not only much intuitive 

artistic insight, but also, what is extremely rare a thorough knowledge of both stone 

working and metal working and the differeces in technique of the two combined in a 

single individual. Certainly no one who has yet written on this subject has possessed 

this unique combination of knowledge. Taking into account the imitative propensities 

oflildian craftsmen and their delight in working one material in a manner best suited 

to another, it is evident that copies of details, of stone rendered in metal, or of metal 

rendered in stone are to them often a comparatively simple matter. It thus becomes 

evident that details of ornamental treatment are by no means a safe guide to age and 

we may find images of modern times with all the characteristics of work of the 10th 

century or earlier, in either stone or metal. It is a common mistakeamoiig modern 

critics to rely to the extent that they do on superficial similarities of treatment or 

detail .... I do not hesitate to say that there have been no authentic data brought 

forward' by which one could date one of these images with accuracy. Hitherto, the 

dating of the South Indian iinages has been fancy or speculation which could be 

considered in no other light than as guess-work pure and simple"l. To this stringent 

criticism in regard to the dating of South Indian bronzes on stylistic grounds by critics, 

the reply of the authors of the Catalogue is as follows :-

1. Hadaway etc., op. cit as quoted in the Madras Museum Catalogue, p. 21. 
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''This we believe to be as true as it is severe. But although we cannot claim to 

possess any of the special knowledge required to facilitate the enquiry, let alone its 

unique combination, we feel that it would be wrong to let pass the opportunity 

afforded by the comparative study of so unusually extensive a collection as that of the 

Madras Museum, without some enquiry into possible indications of date". 1 

This was the view of the authors expressed more than a quarter ora century ago. 

Its soundness or otherwise should have been proved by now, in the light of the great 

strides that researches on this subject too have taken in the meantime and of the 

availability now of almost double the quantity of material. 

That it has stood the test.oftime against the view of Mr. Hadaway will be evident 

in the following pages. With the knowledge of the subject that we now possess it may 

even be said that Mr. Hadaway was not quite correct in his statement that examples 

of the art of modern times might possess characteritics of those of ancient times and 

vice versa. It is contradictory to hiw ows admirable estimate of the distinctiveness of 

the technique, quoted above CpA) by means of which, as has been already said, no two 

images with identical features albeit they are by the same hand, can be expected to be 

produced, unless the workmen resorted to copying which does not at all seem to have 

obtained in this field, as is kn~wn from the close examination of over twelve hundred 

specimens of bronzes. Even Mr. Hadaway's prescription of qualifications for a critic of 

the bronzes does not seem to be quite sound. For though 'intuitive artistic insight' is 

essential for estimating the merits and date of bronzes, the other qualifications he has 

stated, may not be absolutely essential, although any day persons with a unique 

combination of those qualifications will be better than others who lack one or the other 

of them. To estimate the date of a South Indian bronze, or for that matter any work 

ofIndian art, a critic should have a thorough knowledge of its archaeological setting 

and iconographic speciality. In other words, he should be completely familiar with the . , 

development of the formal and decorative. details of examples of figures and other 

motifs occurring in stone sculptures or paintings or coins belonging to various periods 

of a .locality and should also be well versed in thesilpa texts. 

With such an equipment a student of the subject will no doubt he able tojudge the 

date of a bronze within reasonable limits of accuracy. Dr. Gravely and Mr. Ramachandran 

illustrate the same point in this passage : " To take a parallel from South Indian 

temple architecture: though corbels in the simple. style charcteristics of the Early 
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Chola period have been freely used ever since, as they still are today (doubtl~s often 

for reasons of economy), they are not thereby invariably deprived of all value as 

indications of possible antiquity; and when considered in conjunction with the size 

and importance, of the temple as well as with other decorative details they sometimes 

provide a most helpful clue to age, even though this cannot amount to proof." And we, 

therefore, beg to differ from Mr. Hadaway whose view is quoted in full above (pp. 7-

8). Thus the importance of the evidence of style and workmanship ofa piece of art, in 

regard to its date is also considerable; and in the case of bronzes we have to depend 

mostly on this evidence. 

The authors of the Catalogue have based their classifications of images into types 

on this basis. BuVthey seem to have limited the scope of their examination to some 

of the details only e.g., the position of chakra and its embellishments in Vishpu 
. .., . 

images, the karan~amaku!a in sri and Bhii the vaj[-bandha and the necklace. The 

last item has been examined by them in great detaii, with special z:eference to the 

necklace of the Natesas from Velaiikappi and Tiruvalanga9u. The long necklace of 

the last bronze has apparently given them some trouble which we tliink, with due 
, 

deference to the learned authors, is more imaginary than real. The long hara can be , 
seen in almost all the images of the various aspects of S iva, in stone and metal, 

especially in those belonging to early periods. It seems to be intended as a special 
, -

characteristic of Siva, and perhaps serves as a coulJ.terpart of the long yajnopavita 

reachi~g to the right foot, of the Vishtlu bronzes. That their analysis requires further 

examination is also evident from the extent from the fact that they have passed by the 

difference in workmanship between the figure and its loose Padmasana of the same 

Natesa. Apparently the padmasana is very ornate and it seems to have a substitute 

of late Vijayanagar times, for an earlier asana 1. It is, therefore, found necessary to 

examine every specimen of bronzes completely, from foot to crown, Plidiidike:linta, 

both front and back as well as sides. It will be found that in. several bronzes the details 

of their back view are more helpful in fixing their date than those of their front view. 

Hence, the illustrations of back views in profusion. Here an attempt is made on these 

lines, to, assess the worth of the bronzes from the points of view of archaeology and 

art. We do not for a moment think that we possess all the qualifications necessary Cor 

such a task. Nor do we lay claim to any originality, except perhaps for treating the 

1. Siva Nataroja, the Cosmic Dancer. in Roopa-Lekha Vol. XXVI. 2, where attention has been drawn 
to this f~ture by the writer. 
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subject, in a single book, in a chronological order. The indebtedness of ours to schol~rs 

who have worked in this field will be evident at every page. 

The bronzes of South India, so far known, belong to various periOds and localities 

and a best classification, for purposes of scientific study, of them would be according 

to periods with regional subdivisions under each period. 

Amongst those of a particular period from a certain locality are found, side by side, 

also specimens of b~nzes in a style quite different from that of the larger and more 

impressive pieces. They bear the stamp of workmanship ofterracottas usually found 

in the temples even now. So one gets the impression that all such bronzes may have 

been the products of peasant artists. This is, to some extent, true. But a number of 

images of this type e.g., (Fig. 359) have been found along with beautiful bronzes. The 

purpose underlying the making of these pieces remains to be known. The iconographic 

details of several of them are so correct to the texts, that there is very little, doubt 

about the fact that they were also made by the same sthapati who made the larger 

icons. Bronzes of this type are of interest on account of their style, technique, 

decorative details and other features. In short they embody traditions of an age-old 

and vigorous school of art which seems ~ have specialised in modelling clay rather 

than wax which went into the making of bronzes. It is supported by the fact that 

examples in this style are, as a rule small, none of them being taller than a foot or so. 

So, these are dealt with separetely. 

EARLIEST BRONZES 

In the earliest phase oCIndian Culture, namely Harappa Culture, dated to about 

2000 B.C., fine arts including casting of bronze scultpures was in vogue and "even at 

this period the eire perdue method of cast.ing was skillfully p~~ctised in Indian soil, as 

may be seen from the small bull ..... and the well-known figure of a nude dancing girl 

from the same site"l. After this period, bronzes come to light, in North India only from 

about the 2nd century A.D. i.e.,.Kushan period e.g., the decorative figures in the round 

on the lid and the bas-reliefs on the receptacle of the Kaniskha casket from Shah-jiki

Dheri 2. More and more specimens begin to appear from a still later period and the 

1. John Irwin, op. cit.,. p. 6E)' 
2. A.K. Coomar:aswaYt H.I.I.A. PI. XXIV, Fig. 89 



12 Bulletin, Madras Government Museum [N.S., G.S., VIII, 

• figures of the Buddha from various sites in Gandhara are the e~rIiest of their kind!. 

Subsequent, history of the art of bronzes in the North is very interesting because 

though it reached the zenith of its development during the Gupta period, yet it 

continued to show vigour and was widely practised during the Pala and Sena periods 

also, and was responsible for inspiring the bronze workers of Nepal and Tibet; and 

there its impression is unmistakably seen in the early bronzes and its spirit continues 

to linger in the modern ones also. But the examples of North Indian bronzes, it must 

be noted, have a distinctive 'flavour', if this term is permitted to be used, which is quite 

different from that'ofbronzes of South India the history of which seems to date from 

a far more ancient period, as is probably borne out by the following. 

Till recently, the existence of 'Bronze Age' in South India was not recognised by 

scholars ofIndian arehaeology. But the excavations ofHyderabad have given a lie to 

this as they resulted in the discovery of a few significant bronze implements too, 

including weapons of war .. This evidence proves beyond doubt that the people of this 

part also knew, from prehistoric times -.how long ago is, however, not precisely known 

- the science of metallurgy as well as the art of making useful things out of refined 

metal and alloy of metals. Secondly, amongst the antiquities from the Iron Age 

cremation site of Adichanalliir in the Tirunelveli District of Madras State, there are 

a number of bronze articles which are very interesting in more than one way. Mr. A. 

Rea, the excavator of the site says: ''There are no implements or weapons in bronze, 

all articles in this metal being vessels of varied shape, personal ornaments, such as 

rings, bangles and bracelets or ornaments which have been attached to the bases and 

lids of vases, such as buffaloes with wide curved horns. The domestic animals 

Fig. 1 represented in bronze, are the buffalo, goat or sheep and cock; and the wild animals 

tiger, antelope and elephant. There are also representations of flying birds. There are 

sieves in bronze in the form of perforated cups fitted into small basins, the metal of 

these cups being extremely thin, and the basins only a little thicker. The perforations 

in the cup are in the form of dots arranged in a variety of designs, chiefly concentric 
1. The Art of India and Pakistan, pI. 20 No. 126. The date (3rd -4th Century A.D.) ~ven to it seems 

well-founded and the date of 1st-2nd century A.d. given to "the early small figures from Taxila" by 
Mr. T.N. Ramachandran, (NiigapattitUJm and other Buddhist Bronzes, Author's' Preface, p. vi), if 
he means by the 'the figures from Taxila' the same ones from 'various sites in Gandhara' referred 
to by Mr. Irwin ,cannot be accepted. The attempt of Mr. John Irwin (p~ 66) to relate it to the Bud4ha 
figures from Dhanesar Khera, on the basis of[particularly in'treatment of drapery'] is in vain. For, 
between them, there is apparen,tly a vast difference boih in conception and execution. 

2. Annual Report of the Archaelogical Department, of~.E.H. The Nizam's Dominions for 1937-40 
(Calcutta, 1942), pp. 22~24, quoted in the article bn Copper Hoards from the Gangetic Basin and 
a Review of the p{oblem, in Ancient India, No.7, pp. 20-39. 

, 
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circles around the bottom, and concentric semi-circles sometimes interlacing around 

the rim."! Such a rare group of objects naturally evoked admiration from the 

discoverer who goes into raptures, rightly, we think, over the skill of the ancient 

people (apparently of South India) in working bronze thus, "the people of those days 

appear to have been skilful in moulding pottery, in casting or working metals ..... The 

bronzes exhibit a high degree of skill in workmanship and man,ipulation of the metal, 

while the same may be said of the iron implements.''2 

But unfortunately as yet no satisfactory date has been assigned to these antiquities. 

However, to us there seems to be a similarity of conception of design and technique 

between the lids from Adichanalltrr and the liQ of the Kanishka casket (about 2nd 

century A.D.) fromShah-ji-ki-Dheri,. referred to above (p.10), in spite of the fact that 

there is a lot of difference between them; the Kanishka casket is realistic and refined 

while the AdichanaUur specimens are schematic and probably symbolic. Can this be 

taken to give us any idea of comparative dates between these? 

More interesting than these bronze lids is the crude figurine of a goddess (?)8 also 

of bronze4, found here. But, of course, it has not come from scientifically excavated 

stratum and hence its date too is doubtful. Yet is is true that its style is very much 

akin to that of many a terra-cotta figurine belonging to the last centuries B.C. 

Although this cannot, be taken as the basis for purposes of dating, qevertheless, there 

is a possibility, however remote it may be, of its serving as a clue to it. In the present , 
context, the importance of this figurine lies in the fact that the people had also 

attempted making of bronze images of (?) deities. 

Before proceeding further, another important example of bronze work which 

formed one of a group of pow Is found amongst the antiquities'OfIron Age burial sites Fig. 2 

in the Nilgiris. The date of this is also puzzling. Mr. Breeks the discoverer ofthis says 

about this vase, "At 1, a beautiful bronze vase (NoJCLIV) inverted. It is very solid, in 

shape, a long oval, on a stand, and is chased outside and'i~ the centre pattern, inside 

representing the lotus or Padma. The ornament is done by hand, and shows slight 

irregularities, but the workmanship is excellentY' Recently Dr. A. Aiyappan, had 

.. 
1. A. Rea, Ca.taloglte of the Prehistoric Antiques from AdichcumalliU' cu~d. Perumbair, p.4. 

? Ibid,., p. 6. 
3. It has not been catalogued by A. Rea and it is exhibited in the Madras Museum with a label 

mentioning that it is from Adichanallur. 

4. O.C. Ganglory, SOllth Indicu~ Bronzes, Fig. 17. 
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occasion to examine it in the context of a brief review of the ~ulture of the Todas of 

Nilgiris2. The learned author has pointed out the close similarity of design and style 

that exists between this bowl and a gold bowl from Ur graves dated to about 2500 B.C. 

and has rightly not, on that account, come to any conclusions on the date of the former. 

But to examine its desi~s closely and compare them with their probable models or 

precursors or descendants does not seem to De without advantage though it be merely 

an iota. The bowl has a full-blown lily design with a lily-stalk carrying buds on either 

side at its bottom inside, and a full-bloWn lotus design at the bottom outside. There 

are also lotus petal designs carved on the side~ on its exterior. The workmanship of 

these patterns .when compared with that of lotus and lily patterns occuring in 

sculptures from Jaggayyapeta and those of the earliest phase of AmadivatT will be 

found to reveal a remarkable affinity between them, in design and delineation. The 

facts that the naturalism of these desgins is missing from similar designs of later 

periods and that there is-especially the paucity oflater-day bronze works with designs 

chara(;!terised by the same features, afford some sort of a basis for arriving at a 

tentative dating of the bowl in question. At any rate, the somewhat identical style 

between the designs of this bowl and those of the earliest scultpures of South India, 

may be taken to suggest that they ate examples of works of art of common traditions; 

and even if the bowl be taken to be later than the scultpures, it does not seem to be far" 

removed from them.3 

Another group of objects that may be examined here are the cast coins of copper. 

They may not be strictly relevant to the present context. But, as they are also 

products of similar technology and have designs of workmanship similar to those of 

sculptures i'n bronze with which we are concerned most here, they may be considered 

to have also a bearing on the subject. A great majority of them are reporterd to have 

been found in places of the ancient PaI}dyan territory. They are, therefore, said to be 

issues of the FaI}dyan dynasty of hoary antiquity. The date of the coins is, however, 

impossible to be fixed with any amount of certainity as none of them have any legends 

on them; nor have they been found in association with any datable objects. Here, 

therefore, there is the necessity to have recourseto the style i,n which the designs on 

1. J.W. Breeks, An Account of the Primitive Tribes and monuments of the Nilgiris, India Office, 
London (1873), p. 74, PI. XLI, Fig. 1, and PI. XLII, Fig. a. 

2. Possible Sumerian Survillals in To£i(L Ritual, Introduction, pI. x~ Fig. 1. 

3 .. Regarding the probable date of the Nilgiris Antiquities in General Mr.G.N. pas of the DeccanCollese 
Research Institute, Poona, has after a through and careful examination oCa variety of factors has 
come to almost the same conclusion indepently. 
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them are executed, for purposes of arriving at a reasonable date for the coins. Unlike 

in the case of the Nilgiri bronze bowl and the Adichan~llur bronzes discussed above, 

where even an approximate dating of them is beset with difficultiefi, the large number 

of designs on these coins being similar to the designs found ()n some classes of the 

Sitavahana dynasty of the Andhra country of more or less known date, the evidence 

afforded by these coins is really valuable. There are coins with designs such as the 

ashta-maiigala (mirror, full-vase, svastika etc.) in combination with figures of elephants; 

other with designs ofchaitya; and yet oth~rs with figures of tree-in-railing and horse l • Fig. 3 

A close study of these designs will reveal a remarkable identity of workmanship 

between them and those of the coins of the ;Satavahanikings2 .. It must be stated here 

that such a highly-finished symbols and designs are characteristic not only of coins of 

the early centuries of the Christian ~ra but also of sculptures"ofthe same period; and 

these do not recur either in the same manner in which they are delineated here or in 

a similar context, in the subsequent periods. If this is accept,ed theri these coins too 

may be said to belong to that early .period. This deduction which is of course quite 

tentative and subject to correction in the light of sufficiently valid future researches, 

gives a clue regarding the stage of development of the art of working in metal at such 

an early period. The elephants of the coins are fiJ}e examples of bas-relief works and 

compare favourbaly with even such magnificient representations as the elephant Fig. 4 

Nalagiri in the oft-illustrated works, coming as 'they do from important centres of 

Tamil-nacj., show clearly not only the capacity of~he coin-makers but also indicate, in 

an unmistakable fashion, the great potentialitie,~ of the metal-workers of South India 

who, in the subsequent periods, produced outstanding specimens of bronzes. 

- . 
ANDHRA-PALLAVA BRONZES 

Thus it is evident that the history of the art of bronzes of South India dates back 

to a very ancient period although precisely dated specimens of great antiquity have 

not as yet been known. All along we have been dealing with examples of metal work 
not exactly of the order of the metal figures, but allied to them only: in cer~ain respects. 

. ' 

Hereafter we will deal mainly with the latter class offigures. Even here, except in a 

few instances, the dating is a problem; but as mentioned above, an earnest attempt is 

. 1. For some of these coins see Transactions of the Archaological SOCiety of South India, 1(1955), PI.3._ 
Figs.16, 17 17A, and 17B. 

2. Compare the elephant of the coin of the king Apilaka, in early History of the Ahdhra Country by 
K. Gopalachari, pp.39-41, Pl.IV, Fig.2. 
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mad~ to solve this with the help of the few extant datable examples of bronzes and 

with the help of a close study of the evolution of the style in which the bronzes of the 

various perjods are done. This requires a close study of the development of the various 

details of this category of bronzes are undoubtedly those from Buddhapid 1 and 

Amarivati.2 From the latter place .only four fragmentary bronzes were obtained. But 

the number of bronzes found at the fonner place was large and they included 

specimens of votive stiipas also. It will be useful to reproduce here the statement of 

Mr. Boswell who noticed these bronzes for the first time. He says: ''There are also a 

number of copper Buddhist figures in the Library at Bizwa-da. These were found 

buried at Buddhiival}i in the Repalli Tal~qua -a place which retains traces ofits origin 

in its name. There are three images of Buddha, olie seated under a triple umbrellaS, 

two standing with the head surrounded by a wheel or circle4• There are also two,copper 

shrines15 of which the images are wanting. Besides these, there are a number of ~pper 

images of which images of the Buddhist saints, varying in size from one to two feet in 
- ' 

height. -These are beautifully executed, and might bear comparison with Grecian or 
" . 

Roman figures for symmetry and design. Most of the figures have the caste thread6, 

, and the folds of the dresses, are very gracefully represented. Each figure formerly 

stood on a pedestal of its own, but I am informed that, as these pedestals bore certain 

characters, probably the names of the saints, they were sent to Madras to be 

deciphered. They have never, however, been returned. I presume they are in the 

Government Central Museum.? I would recommend bringing the figures and these 

pedestals together again. Each figure has a spike below the feet to fit into the 

pedestal. The features are finely cut, the hair is woolly, and the holes of the. ears 

unnaturally extended and pendant. In. one 'ofthe images the"eyes are of silver. The 

• 
1. J.B08eweU, Indian Antiquary, 1, P. 153; R. Sewell, Journal of the Royal Asiatic Society (or 1895, 

pp. 617-37, with 4 plates 

2. T.N. Ramachandran, op.cit., opp. 59-60 pl.XXII, Figs.1-4. 

3. Obviously not a correct descriptionas only a .Jain Tirthankara figure has a triple umprella. 
4. This probably means the curls of hair on the head of the Buddha figures. 

5. Probably votive stllPas. 

6. ~hi~ is only the thick h:m of the upper garment that is seen across the body of the figures, not the 
castethread (yajliopcullta). 

7. Whereabou~ of these, even to this day, are unknown. It is very unfortunate indeed. For, it they, 
811 has been mentioned, bore inscriptions, their value, especially for purposes of dating would be 
immense. Cf. J.R.A.S. for 1895, p. 618, for similar opinion of R. Sewell. 
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positions are very natural, easy, and graceful."l This was written in 1870 and 
, / 

published in 1872. In 1895, Mr. Sewell, while noticing a few images of this find ~ays: 

"The images noted by Mr. Boswell consisted of entire figures, and I saw none but these 

when first stationed at Bezwada early in 1875. One day, however, I was informed 

that in the workshops of the Public Works Department at that place there were a 

. number of broken pieces of bronze lying about .... :.. I found that they consisted of 

speCimens similar to those already at the iittle museum or library. This led to a search 

being made and in the end I succeeded in resCuing several baskets full of images, 

heads, arms, feet, dagobas, bases, and oth~r fragments, mostly belonging to the 

Buddhist period, all of which had for sQJlle years lain condemned as old and useless 

metal. It was said that they had formed part of the Buddhapid find, and they were 

placed by me in the library alongwith the others. In 1879, I brought to England the 
. . 

pieces forming the present collection - a sm~ll fraction of those which I had rescued2• 

These long quotations are in1;.ended, to show not only the large number of bronzes 

found at Bud~hapad but also their variety which prove unmistakably the flourishing 

nature of the art at the time these bronzes were made. It is not known what became 

of the bronzes left over at Bezwada by Mr. Sewell. Fortunately the bronzes which he 

carried to England were noticed by him with illustrations. 

The affinity of the style of those bronzes to the styles in which the standing 

Buddha in the Boston Museum, illustrated by A.K. Coomaraswamy in Fig. 159 in his 

H.I.IA., the seated Buddha in the Colombo Museum (ibid., Fig. 296), and the 

standing Buddha from Don-duong, (ibid., Fig.342), is so close as to suggest that their 

traditions had a common origin. Dr. Coomaraswamy's dates for them are 5th century, 

5th or 6th century and 3rd century, respectively. On the analogy of the Boston and 

Buddhapad bronzes3, Mr. T.N. Ramachandran has dated the four bro,nzes from 

Amaravati between 3rd and 6th centuries A.D. When Mr. John Irwin declares the 

Andhra images as 'supposedly Gupta4', be may be taken to agree to their dates being 

somewhere between 4th and 7th centuries A.D. This is the consensus of opinion of 

scholars regarding the date of the bronzes belonging to subsequent periods were 

obtained from this area, the bulk of South Indian bronzes oflater periods hailing from 

Tamilnad, and that too from the Chola territory. The reason for the paucity of bronzes 

1. J. Boswell, loe.cit. 

2. R. Sewell, op. cit., pp. 618-19. 

3. T.N. Ramachandran, op. cit., pp. 59-60 

4. The Art of India and Pakistan, p. 67. 
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from Andhradesa of later periods is not known. Obviously there was lack of popular 

and royal patronage to this art then. This fac~raises the question, namely, who was 

responsible for the large number of early bronzes? _ 

Accordingto South Indian history, the Andhras were ruling in the Krishna valley 

till the early decades of the 3rd century A.D. Then the region became a bone of 

contention between a number of royal dynasties such as the Ikshvikus of , -

NigiIjunako1Jpa, the Brihatphalayanas and the Salankiyanas. But that the 

region comprising the modern Nellore, Guntur and Bellary districts was under the 

rule ofte dynasty called the Pallavas duringt1l.e 3rd,-4th and 5th centuries is borne 

out by a few significant copper plate inscriptions obtained from such places as 

Mayidavolu, Hirahadahalli, Omgodu and DarsP. The. kings and queens who issued 
,,). . 

these grants are said to have had their capital at K§iichIpuram" Surprisingly enough 

no inscriptio~ of any of these early royal personages has been known from places in 

and around the present KinchI, although a majority of them refer to it as'the capital 

of the Kings. Some ofthe birudas of the Kings seem to be in the Telugu language. 

Owing: to these and o~her reasons, this dynasty is said to have had its original home 

in Andhradesa. A great majority of the members of this dynasty were followers of 

Brahmanism. Some of the inscriptions give information about the grants of lands 

made by the kings and queens to temples dedicated to deities, like VishQu2• Thus 

temple worship, like the earlier sti1pa worship, was actively encouraged by the 

members of this dynasty. Some of its members are, however, said to have had 

leanings towards Buddhism also. When the rituals in the Brahmanical temples 

became elaborate, the Buddhist shrines too probably followed suit. -One of the 

essential requisites of worship was perhaps images that could-be handled easily and 

kept pure and bright by cleaning and washing them everyday. Images in stone were 
not quite convenient for~is practice. Hence the necessity for malting images in 

bronze. Talent and skill in making bronzes though, as mentioned above, inherent-in 

theartisaris of this part of India, required sufficient patronage and a congenial 

~ atmosphere to flower. Members of this early Pallava dynasty being accustomed to 

this method of worship maybe said to have provided the necessary fillip to the art of 
--

making bronzes. Those members of the dynasty with Buddbmt leanings may have 

been responsible for the creation of the vast number of bronzes in question. Even if 

they cannot be credited with this that they were directly responsible for this, yet there 

is little doubt that during the period to which the bronzes are assigned unanimously, 
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by all, it was this dynasty that seems to have had sway over a wide area including not 

only a part of the Andhrade~a but also the capital.o,fthe Satavahana kings, namely 

Dhanyakataka, and therefore, these bronzes ~~y legitimately be said to be products 

of the period when this dynasty reigned· suprEm~~ her~. As h~ been mentioned 

already, this early dynasty had greater connections with the Andhradesa than with 

the Tamilnad proper. The members of this dynastllllay therefore, be called, for. the 

sake of convenience, the Andhra-Pallavas. Accordipgly, bronzes under discussion ,. 

may also be called the Andhra-Pallava bronzes. 

The examples of bronzes of the Andhra-Pallava period that are available for 

study, are the four fragmentary ones from Amanivatt:-and the three complete figures, ;" 

three heads and a pedestal from Buddhapad (or Buddhavani) illustrated on paltes 1 

and 2 accompanying the article by Mr. R. Sewell referred to aboves. Most of them are 

images of the Buddha. On account of the technique in which they are done, each is 

distinctly different from the other. From the manner in whcih the drapery is worked, 

they can be divided into three groups namely, the headless ·figure l from AmaravatI Fig. 5 

showing the garment as folded, the. folds being suggested by thick bulging out 

schematic lines; the damaged Buddha 2 (Fig. 6) also from Amaravat1 of which the 

drapery is shovVn with folds suggested byincised parallel lines;' and the restS (Figs. 

7,8,9) of which the clothes, which are diaphanous in character, cling to the body. 

Apparently they are not productsbf a single hand; nor do all of them belong to the 

same age. These differences in treatment of drapery CQupled with the distinct 

difference of artistic qualities of the bronzes give a clue to settle, more or less 

defini tely, the date of each of them and their chronological ordeF' Though the headless_ 

bronze figure (Fig.5) from Amaravati has the sanghati covering the body, leaving 

right shoulder bare, and has wave-like lines and folds arranged as in the stone 

Buddhas from Mathura, Amaravati, and Anuradhapura, its affinities to the Buddhas 

from Amaravati4, NagaIjunakonda5 and Vidyadharapuram6, are closer than to the 

1. T.N. Ramachandran, op. cit:, Pl. XXII, Fig. 3 

2. Ibid., PI. XII, Figs. 1.4, R. Sewell, op.cit., PI. 1. Figs 1-3 

3. T.N. Ramachandran, op.cit., p.60. 

4. P.R. Srinivasan, op. cit., Fig. 6 

5. A.f<. Coomc;raswamy, H.I.I.A., Figs. 138, 139, . 
6. A..H. Longhurst, TheBuddhistAntiquitiesofNtlIfllrjunakof.uJa, Pl. Vlb; P.R. stinivasan, Buddhist 

Sti%pas and Images in The Story of Buddhism with special reference to South India, Fig. 5; aJtd T.N. 
Ramacha.ndrcl1l, NiigiirjunakopcJa (1938), Pl. XN A. 

7. P.R. Srinivasan, op.cit., Fig. 6 .. 
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others not merely in the workmanship of the drapery but in all other respects too. 

Like the latter, this figure is erect, fully frontal in view, and rigid in posture. Added 

to these, its back is somewhat flat like its counterparts. The only differences between 

them relate to material and size. Thus artistically this figure may be said to be 

archaic while the other bronzes are not only less archaic but also shows signs of 

classical workmanship. Supposing, it is argued, that for purposes of dating, only a 

comparison between sculptures in the same material would be more valid than 

between works in different materials, such a thing is also possible here. Except for the 

lack of head, the bronze in question is more or less identical in all respects with the 

bronze Buddha from Don-duong, Campa, belonging to the Museum of E.F.E.O. at 

Hanoi. 1 Only difference that may be observed between them is that in the Campa 

image the lines of the drapery are not so thick as they are in the Amaravati specimen 

and that this feature of the former is more akin to that of the marble Buddhas from 

Amaravati etc., referred to above. Dr. A.K. Coomaraswamy assigns the marble 

Buddhas form Amaravati to the end of 'second or very early third century A.D.'2 and 

the Campa bronze to the third century A.D.s Here owing to the fact that examples.of 

bronzes have been found to be at least a century later than the stone SCUlptures of 

comparable style, the Campa bronze may be slightly later, and it may the~efore, be 

assigned, say, to the beginning of the 4th Century 4. Allowing a margin of about half 

a century between this and the Amara.vati bronze under study the latter may be 

assigned to the second half of the 4th century A.D. 

Fig. 6 To a slightly later period, then, should belong the next bronze also from AmaravatIII• 

Not only the drapery but its slightly evolved modelling also is indicative of this date. 

Though broken below the stomach, the absence of the curvature of the right side here, 

which is conspicuous by its presence in the bronzes discussed above, is clearly seen, 

There are also the prominent ushT}1sha and curls of hair. The facial features sug~t 

a matter-or-fact character rather than contemplation. The ahhaya pose of the right 

hand is clearly a departure from the vyakhylinarmudrii of the previous two bronzes. 

1. A.K Coomaraswamy, op.cit., p. 197, Fig. 342. 
2. I.bid., pp. 70, 71, 239. 
3. Ibid., pp. 197~ 252 
4. Dr. CoomarasWamy doubts jfit may t>e Indian o'r ceylon' in origin . Owing to its close similarity 

to the Amartvat! marble and bronze Buddhas, most probably it too hails from the Krishna valley. 
5. T.N. Ramachan~n, op, cit PI. XXD, Fig. 2. :-
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On the whole though its style, including the samabhanga posture, ~nerally corresponds 

to that of the other two, the trends of deviation are more marked here. On account of 

these, this may be assigned to about 400 A.D.I In view of the striking similarity that 

exists between this and the seated Buddha of the Colombo Museum, the latter may be Fig. 7 

dated to the same period.2 The head from Amaravatl with prominent ush1]Zsha 

showing curls in the shape of globuless shows features very. ,much akin to those 

manner of treatment of this head does not seem to' approach anywhere near the 

marvelous bronze form Sultanganj. Hence, Mr. T.N. Ramachandran's categorical 

statement, "Head remarkably similar to Sultanganj Gupta Buddha. Dated 5th-6th 

Century A.D." is difficult to appreciate. 

Next in point of time comes the bronze4 • from Buddhapad. Here, the drapery Fig. 8 

do.es not clearly show the lines as in the above example, but that it is now slightly 

lighter than the drapery of the above mentioned figures is easily seen from the way 

the depression around the waist is iridicatect.. From now onwardS it becomes an 

invariable feature in the bronzes representing the Buddha. Further, in this bronze 

the end of the upper garment that hangs down from the left arm shows a slight wave, 

indicating the flow of the cloth, whereas till the last example it hangs down in a 

straight line. Here, however, the tradition of depicting the Buddha in sarna-bhq;"ga 

posture is continued. Other significant improvements in the details noticed here are 

the slanting position of the ahhaya-hasta the Ohuya-varada pose of the left hand, 

slightly swollen up shoulder suggesting inherent power and the subdued treatment of 

the hair and the ushT}isha on the head. More interestisg than these is the detail 

namely the u17}a on the forehead. This is seen for the first time but is only sketchy. 

Above all the facial features of this bronze suggest amazement. These changes 

indicate the gradual development of the style of art from archaic to classical. This 

bronze may be dated to early 5th century A.D. 

This leads on to the br-onze Buddha from AmadwatifJ • Here, the drapery has Fig. 9 

become definitely transparent, the depression around the waist is more pronounced, 

1. Ibid., p. 59, where instead ora definite statement in the matter the author says, 'The cranial 
protuberance (u8htri8ha) is as in Gupta, Buddhapad, Boston specimens ........... : 

2. A.K. ·Coomaraswamy, op. cit., Fig.296. 

3~ T.N. Ramachandran, Op. cit., PI. XXII. 3. 

4. R. Sewell, op. cit., PLI, Fig. 3. 

5. T.N. Ramachandrari., ojl.cil., PI. XXII, Fig. 4. 
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the hanging end of the upper garment is worked wave-like throughout and its end, 

going across the body like a yajnopavita has beceme thick and prominent. In this 

figure one sees for the first time the right hand in varada-mudro while the left hand 

holds the end of the upper garment in a bunch.. Here too,· the hair and the 

protuberance are subdued. The face indicates complete absorption in thinking and 

the treatment of the eyelids suggest a slight down-cast countenance. The portion upto 

the chest is powerfully re.ndered while below it, the portion is slightly disproportionate 

and deJective in modeIling,though slender and smooth., .. Almost all the examples of 

the art examined above are somewhat flat behind while here we have a powerfully, 

though slig!ltly imperfectly, repreJ'ented specimen fully in the round. It may be 

mentioned in passing that the style in which the head and the shoulder are treated 

can be easily understood to be the preCursor of some of the earliest examples of stone 

sculpture of"familnad of a much later period. It is assigned to the 6th century A.D. 

by the learned s~holar Mr. TN Ramachandran2, but it may be placed round about 

500 A.D. 

Fig. 10 An examination of the Buddbapid bronzeS will show its position next to the above 

witb a date of about·the.early6tb ~ntury A.D. That this bronze is slightly more 

evolved than the previous one from Amaravati is easily seen from the manner of 

treatment of the head, namely its comparatively greater down-cast posture and the 

morerefimidworkmanship of the body. However, in general, the face has not been 

properly modeled and chiseled. 

It is tempting to include here, immedi~tely after the above bronze, the beautiful 

bronze BuddhaS now in the Boston Museum. For, in all respects it appears to be a 

perfect specimen of the model of which the bronzes from Amaravatf and Buddhapad 

discussed above are only earlier, ana therefore less perfect, examples, But Dr. 

Coomaraswamy says that "the typically Gupta bronze of figure 159 (i.e., the Buddha 

in question) said to have been found in Burma, is probably of India'n origin.''4 From 
. . 

such characteristics as the prominent U1!W, chubby and smiling features of the face, 

the thick yajliopavita-like end of the upper garment, the powerful rendering of the 

bust and the slender but more graceful modelling which are distinctive of the Andhra-

1. Ibid., p. 59. 

2. R. Sewell, op. cit., PI. I,.Fig.l 

3. A.K. Coomaraswamy, op. cit;, Fig. 159 

4. Ibid., P. 17i. 
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Pallava bronzes discussed above, and which are different from the workmanship of 

the same details found in north Indian bronzes of this kind,. it is quite possible that 

this bronze belongs to India and that too probably to a place in the Krishna valley. 

The ~reatment of the eyes, and of the drapery especially, supports ou~ hypothesis, in 

spite'ofthe similarity observed in the delineation of the curls and th~ fingers of this 

and theBultanganj Buddha, which is but a concomitant factor found nearly in all the 

representations of a particular theme, belonging to the same period. Being the 

product of a time when all over India there was a great cultural awakening, it 

naturally compares well with the best bronzes produced in North India. This bronze 

may be said to be superior, artistically in certa-in respects, to the best Gupta 

masterpieces like the Sultanganj colossus. For, unlike the latter whic!t is gigantic in 

size and in which the treatment of the drapery is some what ornate, factors which 

cannot be said to be absolutely classical, the details of the Buddha under discussion is 

marked' by a rare restraint in the treatment of all its deta:ils, a sine quo non of a 

classical work, the charm of which is enhanced by the slightly emphasized smile. The 

graceful movement of the figure is remarkably suggested by the appropriate 

abhanga pose which, with but a slight inclination to the proper right, makes it a 

superb work of art. A prominent urT}a is met with in this figure, which was absent 

from the other figures examined so far except the Buddhapad one but which becomes 

an inv~riable feature of the bronze Buddhas oft.he subsequent periods. This bronze 

may therefore, be dated to about the end of the 5th century A.D. 

In the light of the foregoing discussion, the last bronze showing a complete Fig. 11 

Buddha from Bhaddhapad I is apparently later than the above as its style is markedly 

advanced. There is an emphasis here on rhythmic sway which is beautifully shown by 

a greater flexion of the body. The bhanga here gives one illusion that the figure is in 

tribhakga. The flowing drapery, as if wafted by a gentle breeze, accentuates this 

illusion, making it almost a reality. The hair and the ltshnisha are not clearly seen. 

But the fully down -cas t face and its sharp fea tures are in contras t to those of the a~ove 

figure. The long nose and the wide eyes 'and the conca ve ears suggest that the sthapati 

is attempting here an experiment at depicting a new mode of modelling. The shoulder 

is still broad but it has become herCl completely fused with the rest of the body, the 

1. R. Se~ll, op.eil., PI. I, Fig. 2. 
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slender and soft treatment of which makes the figure somewhat effeminate. The right 

ann is in varada pose while the hand portion of the left ann is broken and missing. 

The urna is prominent. The legs here are also missing. This bronze may be assigned 

to the first"half of the 6th century A.D. 

Of the three heads fr9m Bhuddhapad 1 the firs t is earlier than the other two. Here 

the hair and the ushnisha are done in the traditional way; the eyes are shown by petal 

like depressions; the eye-brows are indicated by an incised curve; and the nose is 

long, straight and prominent. It may belong therefore, to the middle of th~ 6th 

Century A.D. 

To a slightly later period may be assigned the head with a portion of the right 

shoulder. The·workmanship of the shoulder is rather crude. The absence of curls on 

the head but the presence of fragments on it ofa turban-like headdress suggests that 

itis the head of a Bodhisattva. The treatment of the face is slightly more advanced 

than that of the above head. 

The last head of this series is very interesting both for its developed modelling and 

for certain innovations noticeable in the rendering of some of the features which 

suggest majesty rather than thoughtful character. The curls· are more broad and 

pronounced than those of the other bronzes examined above. Most interesting of the 

details is the ushr-isha which seems to have been done with a central portion shaped 

like a bud which is separated by a depression from the lower portion worked like 

inverted petals of a f1o~er. This is the first instance of this innovation which had a 

chequered developm~nt in the subsequent periods. On account of these details, this 

head may be assigned to the end of the 6th century A.D. 

Ofthe Buddhapid bronzes described by Mr. Sewell, the arms illustrated on Pl.2 

and the votive stupa of P1.3, may be noticed now. Among the arms, there are 

apparently two or three groups. The three arms with hancL5 in vylikhyana-mudra 

obviously broken off (rom three standing Buddha bronzes of the C~mpa Buddha type 

discussed above (p.19) and hence can be imagined to be of great beauty, are distinctly 

earlier than the lola -cum-varada type of hands oiFigs.1 and 3 ofPl.3 of Mr. Sewell's 

paper. The hand of Fig.2 of the same plate being in theabhaya pose with a sli"ght tilt 

---------------------'----------
1. JiJid., Figs. 1,2, 3. 
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tQ.the right as in the case of the hand of the Buddha (Fig.l!.) notice above, belongs to 

th~ same period which lies in between the dates of the other two groups of arms. 

The votive stupa too is interesting from the point of view of the style which is Fig. 13 

simple and beautiful. But here we find that the miniature stilpa type with which ~. 

are familiar in the stupa-slabs of Amaravati, NagiiIjunak0l!c}aand Goli, has been 

much modified. Unlike the stiipa-slabs, there is here the inverted stepped pyramid-

like hartnika, surmounting a high cubical griva. Below it is the~ which is .almost 

a globe. It is found placed Qn a cylindrical medhi which is wider at both ends. Ti)e 

aTJrJa moreover, seems to be supported by a thin cup-shaped design. The prototypes 

of this are the monolithic stiipas found at Sankaram and the b~autiful relic caskets 

of silver, gold and copper and votive stupas of marble found in the excavations at -

NiigiIjunakolJc}a by Mr. A.H. Longhurst. l This may, therefore, be assigned ~ about 

the 6th century A.D .. From the point of view of the evolution of the Buddhist worship, 

at least in so far as South India is concerned, this affords a clue to the antiquity of the 

practice of making votive stupas and presenting them to the Buddhist temples as 

evidenced by a number of examples from Niigapa~til}-am, 2 of medieval times. 

The pedestal which is obviously a Padmasana over a cy~indrical base with three Fig. 14 

eyes for 'fastening the figure securely in its place' is also interesting. To begin with, 

figures representing the Buddha seem to have been provided with only a simple 

pedestal e.g., the two large marble Buddhas (c. 200 A.D.) from Amaravatis. Even in 

the bas-reliefs of Amarivat1 4 (c. 200 A.D.) and Goli5 (c 200 A.D.) where the Buddha is 

represented, no pedestal is in evidence. But in one of the latest bas-reliefs (c. 250A.D.) 

from AmaravatI6 there is a full~bh)..wn lotus under each foot of the Buddh~. About 

the middle of the 3rd century A.D. 'when a number of large Buddhas were made for 

installing in the Bztddha-grihas at NfigArjunakopcJa, the- sthapatis seem to have 

provided them each with only apadmli8ana. 7 This was the first time, at least so far 

1. Buddhist Antiquities ofN~garajunakov9a(PI. XVI a, h, c, and PI. XVII b, c, d~ e, f. 
2. T.N. Ramachandran, op.cit., PP, ty-58. 
3. A.K. Coomaraswamy, op. cit,., Figs. 137, "138 .. 

4. J. Burgess, The Buddhist Stupas of AmaravatT and Jaggayyapeta, PI. XlVI (1), XLVIII (2); C. 
Sivaramamurti, AmarA'vatT Sculptures in the Madras Government Museum, PI. LXII; Figs 1, 2; 
A.K. Coomaraswamy, opcit., Fig 141. . 

5. T.N. Ramachandran, Buddhist Sculptures from a stUp(l near GoHVitlage, Guntur District, PIs. II, 
III. 

'6. C. Sivaramamurti, op. cit, Pl., LXIII, Fig. 2: b. 
7. T.N. Ramachandran, Nagi~~makol}9a; (1938), PI. XIVA. 
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as South India was concerned, that this motif appeared in this context. It was 

employed in this manner probably to satisfy the deman9s of the developed theology of 

the Mahayana Buddhism. A beautiful representation of such an asana which once 

supported a Buddha is illustrated in Pl.XIV A of Mr. T N Ramachandrans' book 

NligarjunakoT}q,a (1938). This.Iotus iisana alone was used for such figures for some 

time. And the introduction of a support for the lotus in the shape of the cylindrical 

portion of the pedestal in question is tQerefore, a later innovation. There is no means 

now to know as to when actually this new·element was added to the unit of an icon. 

But the finish of the pedestal under discussion being very much similar to that of the 

bronzes examined above, dated to about the 6th century, it may also be assigned to 

the same age. That it is one of the earliest of its kind is evident from the fact that the 

outermost series of petals of the lotus which curve down to give it the shape of a double 

lotus in the later examples, is absent from here, and that the plain cylindrical support 

follows the circular shape of the lotus above; instead of becoming a bhadrasana of 

square or rectangular form as in the case of the later-day bronzes. 

The bronzes examined above are all Buddhist and no bronzes icons of other 

religions or bronzes of secular themes, belon¢ng to this Andhra-Pallava period, have 

been met with. As almost all of them are Buddha images, a study of the evolution of 

the icon from the point of view of art arid iconography has been comparatively easy. 

Tl?-e distinctive characteristics of these bronzes h§ve also been noted under each item, 

which undoubtedly were due to the genius of the sthapatis of the Krishna valley. No 

doubt Buddhism originated in Magadha and spread to other parts of India. But the 

popularisation of the religion was done not by a mass of Buddhists migrating from the 

north to other regions. Only a handful of sincere, devoted and highly capable 

missionaries carried the message of the Master to the nook and corner of India. 

Wherever they went, by means of their powerful personalities and sincerity of 

purpose, they could expect a considerable influence on the people of the locality who 

became followers of the faith. 

In course of time, the· Buddhist settlements in the various localities were 

peopled mostly by monks and nuns hailing from the same lOcalities, and the population 

consisting of north Indians, afterwards, should have become merely a small 

fraction of the immates. Moreover, the number of such religiolu8 men known 

definitely to have ~me from Magadha or North India was probably small. It is 

well known that only after the lapse of considerable time that the propagators of 
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the religions, especially of BuddhiSIfi~ began to use works of art as an instrument 
for propag:ating the religion. ' When this idea caught the imagination of ~he heads 
of the diff~rent regional churches, they being themselves, as mentioned above, 

men of thel localities, entrusted the work of making stiipas and sculptures to the 
reputed Brent or guild ~f sthapatis of the locality or of the neighbouring locality. 
They ,themselves probably stopped after. giving exhaustive schedule of the various 

themes and details that should enter into the projected schemes. And it was those 
sthapatis, whatever their faith was, that carved in stone or bronze the stories and 

motifs according to the technical and artisitic tradit~ons' of their schools. Even in 
such cases where there is evidence to show that the services of expert sculptors 

and architects of other kingdoms or regions were requisitioned to meet the 

great demand of a particular region, the number of such experts should necessarily 

have been small, and they tOD must have depended upon the local schools for 
co-operation in their endeavour, which was perhaps readily forthcoming on account 
of the greatness of the cause. Under such circumstances, the works of the 
experts probably consis,ted of drawing out the plans, sketching the elevatio~s and 

indicating, on broad lines, the position of the various details of either a huge structure 
like a stUpa or a minor element of a work of art like a Buddha sculpture. After these 
works had reached an advanced stage of construction, the experts gave a finishing 

touch here and another there. Had it hot been so, there would not be so much of 

differenCe in details in the execution of one and the same theme e.g. a stupa in 
di£t:erent localities. Thus it is easy to understand the great role played by the local 

sthapatis and when there were amongst them capable men there was hardly any 

necessity for the local people to get experts from other places. 

The above argument, though appears, to be subjective, has been advanced on 
the basis of .sufficient knowledge about the practice in· these matter that obtains 

even now in South India where the traditions of religious art and architecture 
are to this' day continued unbroken. The elaboration of the argument ,was 

considered necessary in order to drive home the prior to the prologoniship of 
the theOry of the Gupta, origin for the bronzes and sculptures of South India 
oC the early medieval period, that their theory is not based on solid grounds. 
FQr, the schools of sthapatis which were respOnsible Cor the creation oC such 
monuments of beauty as the stiIpas of Amari~tr and Nigitjunakonda, could not be 

, thought to have suddenly disappeared from the scene, leaving the vacuum, thus 
created, to be filled'in by sthapatis from the Gupta kingdom oCNorth India, or by 

Bthapatis trained in the Gupta schools 'of art. May be , as has been said above, there 
were a .Cew,adventurous sthapatis who went to Pitaliputra or Sarnath or Mathura 
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and got training, in such traditions of art as were in vogue in those places. Even these 

men with such a training, after their return, had to work in the local atmosphere only, 

which, being usually powerful on account of the fact that it is favoured by a large 

number of adherents, gradually prevailed upon them. Thus it will be clear that the 

works of the art of later periods too, of this region, need not be deemed to have been 
\ 

~nspired by influences of art traditions from other parts. That such specimens were 

really the products oflneal people isabudantly proved by the bronzes ~xamined above. 

All that was common between them and similar known Gupta examples was only the 

theme, their refined treatment being common to all the works produced during the 

period everywhere. In illustration of this the f~llowing may be cited. 

In all th~ Buddhas of the Andhra - Pallava period discussed above, there is not a 

single specimen where the drapery covers the entire body. On the contrary, Buddha 

images from Sultanganj, Mathura and Saraaath which are atributed to the Gupta 

period show the drapery covering the entire body. Secondly the frills noticed at the 

ends of the drapery of these sculptures, are, completely absent from the drapery of the 

bronzes in question!- Thirdly the treatment of the heads and torso of the Anl.aravati ' 

and Buddhapad speciplens are more powerful whereas the style of the Gupta 

specimens is rather effeminate. Fourthly the gestures of the figures of the Andhra

Pallava period are varied! while, they seem to be limited in the case of the Gupta 

specimens. Fifthly, the facial features of the later bronzes from Buddhapad are 

clearly in the style in which sculptures were done at a slightly later period in South 

India, a style which has very little in common with that of the North Indian specimens 

referred to above. Furthermore, while a school of architecture with a distant form of 

vimana can develop of its own accord in the South in contrast to the pure and mixed 

style of northern school, it is difficult to conceive that sculpture which went. hand in 

hand with the temples from the earliest days of wood carving should be an exotic 

borrower in its elements or technique. These and other details are proof positive to 

show that the bronzes have been done by sthapatis of the, region where they were 

found, according to the traditions of art of their schools . 
. : .• ')~~"";, . 

These bron~es are alLadne in the eire perdue method but cast hollow with a core 

of sand instea:d:9f:solid metal. To cast bronzes hollow was definitely cheaper and this 

method appea~'i~ have been used widely during the early periods. Only the bronzes 

1. A number of specimens of later periods from mgapa~titlam have this feature due- to influence 
from Nllanaa etc . 

• 
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produced from about 900 A.D. are solid. Even here, those belonging to temples with 

comparatively meagre resources and the bronz0S of the temples of village deities are 

cast hollow, obviously for re"asons of economy. 

TAMIL-PALLAVA BRONZES 

By about the end of the 6th century A.D. the political darkness that enveloped 

South I.ndia, especially ofTamilnad, receded and abright dawn was ushered in by the 

royal dynasty hEYcided by SithhavishQu Pallava. The liistory of the Andhra-Pallavas 

who had Kafic}llpuram as their headquaters iS,still obscure in many places althou~h 

one thing is abudantly clear that many of the early kings of this dynasty used to 

frequent the Krishna valley. But SimhavishQu and his successors seem to have 

become wedded to their cap)'tal and ihstead of looking to the regions in the north for 

theit activities, they concentrated their attention more and more on the regions, to the 

south of Kafichlpuram, where too lay a wide strip ofland, watered by the KAveri, 

equal in fertility to the Krishna valley and resplendent with scenes of nature of great 

beauty. 1 The people of this region spoke the language of Tamil which was at once 

chaste' and sweet,possessing a hoary past and a wonderful literature. Leaving aside 

gr.adually their Prakritic and Telugu proclivities the kings of this line of the Pallavas, 

mingled freely with the Tamils and absorbed many a salient feature of their culture 

while at the same time chastening them by their own learning, past traditions, 

nobility and unceasing endeavour. It is known that even during the time of 

Mahendravarman I, his sway extended till Tiruchirapalli, if not beyond\it,where he 

not only caused a temple to Siva excavated on the face of the rock but also had a 

Sanskrit inscription with text containing passages in double entendre engraved on it.2 

Since then, inscriptions of Kings of this dynasty began to be found in various places in 

Tamilnad and rarely any of them were known from the Andhradesa. From this time 

onwards bronzes were reported from this region. Thus in every respect,these Pallav'a 

kings became naturalised in Tamilnad, and they may, therefore, be called, agaip. for 

the sake of convenience, as the Tamil-Pallavas in contradistinction the earlier 

Pallavas whom we have called the Andhra-Pallavas. ~he works of art including 

bronzes produced during this period may also be called likewise. 

- . 

1. J>C111ankovil JailUt CopperplCl.te Graltt of Early I'all(wa Period in 'I'rCUtllCldionH of, the Archaeological 
S~iety ofSoltth India, 1958-59. 

2. SOllth Indian Inscriptions, Vol.I,pp. 28-30 
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Almost all the. examples of bronzes examined above are representations of the 

Buddha. The study of the stage of development of the various details of one of them 

when compared with those of another, therefore yielded more or less a definite basis 

for assigning them to more or less definite places in a chronological sequences. This 

was the period when Buddhism continued to be popular with the people. Hence the 

existence of Bronzes representing only the Buddha. But from the end of the 6th 

century A.D. the tables were turned against Buddhism, and once again Brah~anism 

of the Pural)ic form (now popularly known as Hinduism) slowly took its place. The 

sustained efforts of the noble-souled AJ.vars and Nayanmars were mainly responsible 

for this revival. To them the Kings of the Tamil country extended unstinted co

operation~ From the beginning, this religion showed trends of two separate sects, one , , 

of them following Siva as the supreme deity and other following VishQ.u as the Lord 

of all that is seen and unseen. The leaders of one secct vied with those of the other in 

trying to popularise their sectarian tenets. The main line of approach to their was 

through the medium of soul-stirring prayers couched in elegant Tamil that was the 

language of the people. Secondly they tried to elaborate gr.adually the rituals of 

temple workship one of which pertained to~aking images out in procession for the 

benefit of the people in general. Besides, worship of deities dear to their to their heart 

by individuals in their houses began to be popular. These new aspects of the religious 

life of the people naturally began to be popular. These new as pects of the religious life 

pf the people naturally required portable images. Though stone could serve this 
. . . 

. purpose as well, yet glamour and expediency and probably wealth and prosperity 

were responsible for making images in metal. Unlike the Buddhist of the early 

centuries ofthe Christian era, who seem to have restricted their demand to Buddha 
/' 

images alone, in the case of the followers of Vaishl}avism and Saivism, there was 

demand for a variety of images representing the several as pects and llzas of their gods 

and goddesses. This was responsible for the production of countless bronzes in course 

of time. This was not only characteristic of the Hindu worship, of these periods, but 

of the Buddhist too, who in imitation of the Hindus, began to have a highly developed 

pantheon, metallic representations of members of which became an integral item of 

their wOrShip~ The Jainas followed suit. Thus innumerable bronzes ~ere produced 

since this period. Though for ascertaining the relative importance and date of each of . 

these, it would be advaritageous to study them subject-wise as has been done in the 

case of the Buddha Bronze above, here they are studied period-wise. For, the great 

vaf'iety of Bronzes ofa particular' period show, inspite of the difference in the themes 



1994]. Bronzes of South India 31 

represented by them. Certain fundamental characteristic in the execution of details, 

whIch are found to be elaborated, modIfied or changed in later specimens. Such a 

study, we believe, willgive more or less a complete picture of the stage of development 

of art of bronzes during a particular period, ·which is seen to pave the way for its 

further development in the subsequent periods. 

The Tamil-Pallavas ruled ft:om Kiiichlpuram from the end of the 6th century 

A.D.to about 850 A.D. During the early part of this period, a number of temples to , 
Siva and VishQ.u were built. On account of the fact that the religious practices were 

yet simple, no metal images belonging to this early phase have been known. From the 

eightlt century, however, this was changed and bronzes begin to appear sporadically. 

But as has been said above, the authors of the Catalogue have stated that there 

existed no bronzes belonging to this period, and have consequently not assigned the 

SQmAskanda (Fig.SS)1 and the Visl"lapaharana (Fig.S8)2 to any definite period. And 

-arter discussing about the Vishl}u (Fig.25) they have grouped it with a few other 

Vish{fu bronzes which they have assigne4 to the 10th Century A.D.s. But these 

:bronzes along with the others (Figs.,15-20) are some of the earliest of the bronzes so 

far known and their features as will be detailed in the proper context, suggest a date 

for them which is perhaps not removed from the Tamil-Pallava period .. 

Again it must be remembered here that, every one of the bronz~s being a product 

of a separate mould, or a different sthapati or a piece of art, not of a single date, it is 

necessarily different fr.om others in its treatment and it has its own fixed position in 

the history of. the art. So much so, the bronzes discussed here are dealt with 

individually as far as possible, in a chronological order, with a summary, at the end, 

of the results of our study giving the common characteristics. that are constantly 

associated with all the bronzes of each period. Another important reason which made· 

the authors of the Madra8 Museum Catalogue to say that there existed no Pallava \ 

bronzes, was perhaps that no inscriptions of this period refer to any bronzes, n01" are 

there bronzes with inscriptions referring to this .period, whereas in each'of the 

subsequent periods there are inscriptions referring to brofizes4 ·and there are also.a 

few inscribed bronzes. These are of course difficultie&whic_h are insuperable especially 

1. Catalogue, p.107 
2. Ibid., p. 108. 

3. Ibid., p. 26 
4. S~;ith indiaJl Inscriptions, Vol. II, Introduction, pp. 30, 33. 
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in a scientific study of the kind attempted here. But as we have said at the outset, in 

the absence of any definite clue to the age ora .particular item of bronze, its date may 

have to be fixed approximately with the aid of a compa~ijve study of the details of 

representations either in stone, painting or in any other medium, of the same theme, 

more or less in the style in which the one compared is fashioned. 

Notwithstanding the difficulties, the following pieces of evidence rela"ting to the 

knowledge of the people of this period on manipulating metal and making metal 

images are worth consideration. The famous inscription of Mahendravarman I 

Pallava (c. 600-630 A.D.) from MaQ9agapttu ~ith the purport that the king ca,used to 

be exCavated a shrine to the gods in stone without wood, metal etc., may be taken to 

pl"()ve that the working on metal was fairly known in the early part of the 7th-Centu.ry, 
•. ~ ";t. 

50 as to· 'iN employed in ,the work of building houses etc. That the making of 

bronzes was in vogue during the late 8th century A.D. is known from the fact that 

TirumangafAjavar, one ofthe.last of the Vaishl)ava saints, who belongedtGthis time, 

is said to have raided the Bud~hist vihlira' a~ Nagapa~~i9~mwhich was "full ofimages 

of Buddha including gold ones.'" 

Moreover, as we have already stated, though scholars like Messrs.Ramachandran . 

and Irwin have not mentioned theword Pallava, yet the 7th-8th or 8th-9th century 

dates assigned by them to some of the examples of bronzes they have examipedprove 

the. existence of bronzes belonging to the period by virtue of the fact that it was the 

Pallavas -that were dominant in South India then. And recently other scholars2 have 

begun to call such figures as the Vish8paharava 3 as Pallavas bronzes. 

Yet the number of bronzes, known so far, that can be assigRedlothis period is very 

s~ll, hardly exceeding a dozen. Of these a majority are representations ofVlsh9U, 

a few are or S iva and one or two Buddhist. As will be shown presently, somehow QI" 

other some of the bronzes of the former category appear to be the earliest amongst 

them. 
, 

The Vishl}u as SrInivisa4 seems to have features which necessitate its study, 

now. It is said to come from Perunto~~m in the Mayavaram region of the Tanjore 

1. T.N. Ramachandran, op. cit., p. 47. 

2. Mr. Karl,Khandalavala, Marg, IV, No.4, p.19 
3. Catalogue, p. lOB. F. H. Gravoely and C. Sivaramamurti, IUllst,.otiol&s of Indian &ulpture I1&OfJtly 

Southern, PI. XXX. 
4. LalitKali No.7, PI. VIla. 
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District. It is an example of sthCuuika image in the sam~bhanga posture which 

should be rigid. Here however, the .rigidity. is relieved to some extant by such 

appendages as the dangling ku1!4alas. the flexible arms; the flowingyqinopav1ta, the 

realistic bows on either side and the broad,' swaying loop of thttu~aiiya tied to the 

waist. There is a kinta which is tapering and topped by an inverted cup-like part 

havi:ng in its centre as lightly projecting stud.· The crown is ornamentd in a simple 

manner and at its bottom is the fillet going round'the head. The face is longish with 

features suggesting smile and adbhuta iIr, the countenance. There are makar~ 

ku'!4al'as in the ears~The folds in the neck probably answers the description of"vishl}u 

as kambugriva. A broad ka1}th1 (necklet) studded with big geam and fringed below 

with tassels of pearls adrons the neck. there is neither a mark nor a figure, 
, - -representing Srivatsa on the right 'chest; A ribbon-like yqinopavita, with pearls 

stitched to it and with a clasp, is seen and it goes over the right fore-ann. Two slendre 

thread-like strings branch ofT form this yqiliopavita at the clasp. The smaller one is 

above and it course of the follows the course of the main strand. The other is long and 

it first drops vertically to the waist, then takes a curve to the right, tlien drops down 

vertically in between the legs and at the. place just above the right ankle where the 

lower garment ends, it takes a turn to the right. At this point it has a big bead with 

a smaller spacer on either side, then it goes back (fig.16)and is carried up along the 

right thigh and when it has reached the hip it is shown going up vertically till it 

reaches the back of theneck.A broad udara-bandha with a prominent gem is seen on 

the stomach. The shoulders are thick so as to make room for another arm to spring 

from each. Upto the elbow the arm is thick because two arms are seen to be joined 

there. From the side of each elbow starts a forearm, which is treated smoothly curving 

as though it is made of rubber or plastic, the emblem held by its hand touching the 

shoulder. The discus in the right hand parallel to the sagittal plane of the body with 

probably a flame em either side of its rim and one from its apex. The conch in the left 

hand is probably sinistral and has three. flames in the same posi tions as in the discus. 

In both the emblems no flame is fOl.tnd- in the centre. The lower right hand is h~ld 

almost perpendicular to the straight line of the body and, is in varad~mudro, with 

probably a small lotus on the palm. The left h~lDd is placed on the hip. The arms are 

decorated with tasselled keyuras and a pair of valayas adorn the wri~ts. The part 

1. Lalit KJda No. VII a. 
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belo~ naval shows slight bulging suggesting a graceful fold. The IQwer garment 

whi~h reaChes.to the ankJes, has a thick fold at its lower,end. Where its two vertical 

end$- meet between the ankles there is a hem, and there is a vertical band-like thing 

betW'een the legs, which is tucked up on the left side of the waist with a broad 

projecting end. That the garment is striped is indicated by a series of double lines of 

simple workmanship runing paralled to one another. A simple waist-band with a 

kati-sutra consisting of a symmetrically shown thick loop on either side is also seen. 

T-he,uttarlya (upper garment) is tied round the waist in the fo~ of a threefold sash 

above and a single sash falling below, in the form of nearly three-fourth of a circle. 

Hanging from the lowest fold of the former is the long end of a sash seen on each leg, 

widely separated from each other. There is a beautiful bow on either side form which· 

hangs an end of the uttaiiya, of which the tip is triangular in shape. No piidCl8arCl8 

or anklets adorn the ankles. The pedestal on which thj5figure stood is missing. 

Fig. 16 Now let us describe the back side of the bronze. A broad I ira1-cakra composed of 

long and narrow petals not bound by anything and with a tassel hanging gracefully 

from its centre is fixed to the crown of which only the top is seen from this side., Below 

on the back of the neck are seen seven strands of hair falling in beautiful but thick 

curls. Just below the d iraJ -cakra there seems to be another row pf such curly strands . 

ofh~ir; but it is not clear. The gemsetyajnopavIta is clearly seen here. There are two , . 
bands Qn the waist, the upper smallet o~e being the regular band, while the lower 

thicker one being that. of the uttanya. The bow ornaments and the hanging ends are 

noteworthy. The workmanship of the lower garment is simple. The position above 

waist is mor~ rounded in modelling than that below the waist, which is somewhat flat. 

The two arms on either side are joined one over the other in the manner of terracotta 

work and the smooth and deep curve that each upper arm takes is easily seen from 

this side. 

From the artisitc point of view, this bronze would have been a fine specimen if its 

is divested of the heavy drapery and heavier ornaments. But considering the small 

size of the figure, the enormity of details and their clear execution, it is apparent that 

the sthapati who did this was not new to his job, although he seems to have been 

obsessed with the ideas of treatme.nt that seems to be more suited to large sculptures 

in stone. An9ther interesting thin'g about this piece is 'that between it and the bronze . . ~ .... 
head of the Buddha discussed last above·there is a l?rgnificant difference in workmanship 

although some similarity in ~he treatment of their faces is noticeable. 
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As we have presumed this to be the earliest of the bronzes of the Tamil-Pallava 
'; 

period, it is now necessary to fix itschronologic~l position which will become then the 

basis for the study of the eumples of subsequent periods. its kirita compared witb 

those of all other bronze vishQu figures noticed hear as well as illustrated in"tbe 

catalogue and other publications, is very simple. The prominent projecting surmounting 

the kiritas of all other images, is only indcated here. Let us examine the <iepiction of 

this feature in theVishl~lU.sculptures ofMahnbalipuram and Kaiichfpuram, which are 

said to date from the period 650-750 A.D. The kiri1as is high and conical and the stud

like final is conspicuous by its absence from the VishQus namely the one! in the 

Trimiirti cave, the Trivikrama2 in the VarihamaQ9apa, the one3 in the small shrine 

found admist the magnificent Arjuna's Penance sculptures, from Mah'ibalipurem 

and that4 from KI),mavilaIigai, all dating from before 700 A.D. Nor does it find a place 

on the kiilta of Vishl}u5 occurring in the Lingodbhava panel of the KailaSanitha 

temple of Kaiichlpuram, of which the date lies between 700 and 720 A.D. 

The reason for the absence of this stud from the Kintas of the above mentioned 

VishIJus may be the following. It has been recognised by all, that the earliest art 

traditions of South India, as represented by the famous sculptures of Amaravat1 and 

other places in, the Andhradesa, were continued unbroken here and that their 

influence was great in the earliest sculptures of the Pallava period. In the Buddhist 

sculptures the· deity ,with a crown (Kintin) was Sakka or Indra, and the crown is 

shown,like a short cylindrical cap". Later op when Brahminism was revived, Sakka 

along with the devas was given his usual position in the Brahminical pantheon, and 
,!I:; . 

the crown, the special attribute ofIndra was transfered to Vishl~lU'one of whose names 

is Upendra. When this crown came to be depicted on the head ofVishv.u, it lost its 

original shape and became gradually elongated. Thus in'this form it is seen in the 

early Tamil-Pallava sculptures mentioned above. Hence naturally, the stud on top of 

it, is absent from them. 

But its slow emerg~nce is seen in the Vishl}u, also an early sculptures but 

definitely later than those examined above, illustrated on Plate n of Guide to the 

1. A.H. Longhurst, PallavcLArchitect"re, Vol. II, PI. IX. 

2. Ibid., PI. XXI h. 

3. Ibici., Pl. XXX b. 
4. Ihid., Vol. I, PI. Vb. 

5. Ibid., Vol III, PI. VI a. 

6. C. Sivaramamurti, AmClJ'Clvat['Scltlptltl'es iu the Madras MlUwllm, PI. XXXII, 3 a. 
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Archaeological Galleries of the Madras Mu.seum. as well as in the Vishpu1 from 

Satyamangalam to be found in the Hindu Sculptures Gallery of the Madras Museum. 

While the fonner may be taken to be stylistically eithe~ contemporaneous with or 

somewhat earlier than the bronze under discussion, the latter, on account of its 

details being more envolved than -those of the bronzes, is certainly later than it. 

Anyway the position of the bronze is somewhere between these two. 

The second important detail the style of\Vhich gives a clue to the age of the bronze 

is theyqiliopavita. Unlike the ki.nta which is a speicalCeatures ofVishl}u alone, this 

is common to icons of several other deities. In one of the earliest sculptures of the time 

ofMahendravannan I, namely' the magnificent.(!angidhara panel from Tiruchirappalli, , 
the figure ofS iva, has this in the fonn of a thick ribbon going over the right arm. Even 

in the case ofVishtlus from Mahabalipuram and KiiichTpuram mentioned above, the 

same type ofyajiiopavlta is seen. But it must be mentioned here that though the thick 

variety of it is seen, as a rule, associated with the chief figures, different varieties of 

sacred thread are foun..d used for the various other figures occuring in one and the 
. , 
same <;omposition as e.g., the Gangadhara panel from Tiruchirappalli, the Seshasayin 

panel from Mah~balipuram and the Lingodbhava panel from KiiichTpuram. In the 

Madras Museum stone Vish\lu, it has become studded with gems or pearls and is not 

'shown going over the right ann. In none of the figures~ of the former groups, is there 

the two other subsidiary threads while its presence is indicated in the Madras 

Museum Vishl}u. This shows t~t upto the time of this Vishl}u this has not come into 

vogue in the Tamil country. The Satyamangalam Vishl}u figurementiond above 

shows not only the thick variety ofyajnopavita going over the right arm buyt also the 

subsidiary th~ads too, the lower subsidiary thread, which is long, goes inside the 

drapery and. emerges out at the right ankle and then is seen at the back side only 

above thewaist. But in the bronze under examination this is seen outside, going over 

. the garment· instead of being covered by it. That this is not a new element introduced 

by the sthapatis of the Tamil Pallava period and that they were simply continuing an 

ancient So"uth Indian tradition will be easy to understand when we know that this 

kind of yqjij.opavlta was not only common in the early Qhalukyan sculptures from 

Bidimi,~'bi;l'~lso from Amaravatis and Nagarjunakopoa:' Especially noteworthy is 
~,~,.f;,. 

the fact that in,.,these early sculptures too, the long subsidiary thread goes over the 

1. See for a sketch of it i.Il C. Sivaramamurti's GeographiNtl (lmi Chronological I<'aclors in ImJiClJ' 
Iconography in Ancient India, No.6, p. 26, Fig. 11. 

2. R.D. Banerji, BCJ87I'elie/B of fjudami (M.A.S.I., No. 25), PIs. III a, b; IX a; XIV b; XVII a; etc. 
3. C. Sivaramamurti, Ope cit., pI. VIII, 25, 30 (sketches), PI. LXI. 
4. T.N. Ramachandran, NOgaljllml.kO~,\la, (1938), (M.A.S.L. No.71), PI. XXXVII B. 
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lower garment.' Hence ~he depiction of its as going underneath the garment is 

undoubtedly a later innovation. So, it is clear that the bronze under discussion is no 

doubt one of the ea~liest whEtre th~ ancient tradition is continued, because in almost 

all the figures of Vish\lu of the subsequent periods the thread goes underneath the 

garment. Another thing about the yOjiUipavUa is t\le claSp, over the ehest, which is 

simple. As it develops gradually into an ornate clasp in later figures, its simple style 

here indicates an early date for the bronZe. 

Thirdly, the style of the lower garment though more eyolved than the lower, 

garment of Vish\lu figures ~rom MabibalipuraJIl and, Kiiich1puram in ~hat it is 

, depicted as striped, yet its comparative sim~licity is easily known when, it is compared 

with the lower garment of the Satyamangalain Vish\lu,and other bronze Vishpus to 

be noticed below and those mustra~ in the Catalogue. In these, the orna~ness of 

the garment is probably due to the fact that the ~thapatis were interested in depicting 

beautifuliy the p1tambara (Yellow silk) which is special to VishQu. 

Fourthly ~ the facial features of the bronze are more or less akin to 'those ofVishpu 

sculptures from Mahabalipuram and KAiicrupuram although they are a bit pronounced 

here. But in all these the face is rather elongate than in the later bronzes to be 

described below~ 'The modelling of the torsoe is powerful as in the stoqe sculptures and 

has not reached the stage of being slender and cylindrical in form which characterises 

later images. The t~atment Qfthe limbs, too, is according to earlier traditions. The 

mOst interesting item of the treatment is the peculiar manner of showing the curving 

of the upper arms, a feature which by its absence from later' figures clearly suggests 

an early date for this figure. 

Of the other details, the one that seems to us to be of a clinching nature is the 

treatment olthe hair. As described above.~he curly strands are thick and there seems 

to be only ,one row of them here. Quite interestingly enough, in all the bronzes 

, representing this and other themes, which we thick to be later, there are usually two 

or more rows of tbese curly strands of· hair; and slowly they become thinner and 

thinner, Similarly the,lirc&-cakra too is in its. simplest fOrin; and its transfqrmation 

into an actual cakra with rim etc., ver.y similar iQ.workmanship)to the cakra held in . 

the right hand ofVishpu, is seen in almost all the later bronzes ofVish\lu. The method 
'. . .. 

of showing tbe branching ofT of the arms is· also quite archaic in this figure,.because 
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unlike in other vishnus, the upper arms here start from the shoulder and the vertical 

demarcation between the upper and· the lower arms is clear. ' 

The other points of workmanship namely the treat'kent of the bows, ornaments 

and the flames on the discus and the conch~ on which the authors of the Catalogue 

. have dwelt at length, are also interesting here. The bows on either side of the figure 

as well as the smaller'bows of the Katisiltra are done in a naturalistic manner and the 

folds are thick ,compared to the bows of later Vis~l]us. The bands of sash are also 

likewise thick, broad and closely running. The median loop is the broadest in this, and , . 

above all the two pairs of tassels one on each leg of this figure, are more ·widely 

separated than in other examples. The festoons are conspicuous by thier absence. 

Similarly in the case of the flames, there are only three on the cakra and the conch, . 

shown at intervals on their peripheries. No flames are seen to issue out of the ends of 

the axle ofthe cakra. In fact only rarely this feature is seen in bronze Vishl]us e.g., the 

Vish(lu of the Kalyil}asundara group from TiruveJ}.ki<Ju (Fig. 126) and the Vishl}u 

No.2. ofthe Catalogue (Fig. 25). The frequent occurrence of this feature in sculptures 

ofVishqu, Durgi etc., belonging to periods after 750 A.D., or so, seems 00 suggest that 

there has been an artistic convention to use it there only; The positions of the discus 

and the conch also in this figure are akin to those of the same emblems of early figures . 

. From this long discussion of the bronze, the date of the figure seems to be 
• 

definitely later than the time ofRajasimha P~llav'~ (c. 700-720 A.D.). How much later 

is difficult to be ascertained. But this much seems to be most probable namely that 

it is one of the few bronzes of the time of Nandivarman Pallavamalla.For, it was he 

who began to devote special attention to the development of bhakti towards Vishnu. 
. ",,,. - . 

The beautiful Vaikun~happeruumil temple of Kanchi compl,ted ~by him affords 

testimony to this. Though he was at the ~nning equally devoted to Vish\lu and , ., '. . 

S iva, in this later years he seems to have become an ardent devotee of the former 

deity. This may have been. due to the influence exerted over him by the great 

Vaish!lava saint Tirumangai A.lvar, ,!ho has sung in elegant Tamil, beautiful hymns 

in praise of the Lord ofParam~varaviJ}.\lagara (original name ofVaikun~happerumal 

temple), in which he pays a tribute to this king too. Only from this time, the rituals 

relating to the worship in temples began to assume al1 elaborate form as can be known 

from a number of inscriptions of this period. The Vaishl}avites under the leadership 

ofTirumai)g&i AJ.vir got the idea of offering worship to small images of the Lord, made 
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of bronze, from the similar practice of the similar practice of the Buddhists of 

NagapaUil}am, from some of the vihiJras of which Tirumangai A).vAr himself is said to 

have removed gold Buddha iinages. That he knew of the existence of these Buddhist 

images in the viharas at NAgapatti{lam and that he raided them, are not improbable 

because the Alvar hailed from Tiruvali which is not far from mgapaUil}am and t~t 
his zeal for promoting VaishQ.avism was unsurpassed. Probably in and around the 

AJvir's birth place were produced Some of the earliest specimens of bronze VishpuS, 

the bronzes discussed here belonging to this group. That to begin with the bronzes 

were only ofni.iniature size, probably intended for private worship, is known from the 

fact that each of them is hardly more than 10 to 15 em high. 

All these facts go to prove clearly that the bronze under discussion is no doubt one 

of the earliest to be produced during the time of this AJvir or during Nandivarman 

Pallavamalla's reign. .As the practice of worshipping such images might have taken 

sufficient time to evolve after the propagation of this form of worship by the A!var, we 
may not be far wrong if we assign the production of such images to the middle or the 

second half of the 8th century A.D., the present bronze being one of them. The bronze 

represents Snnivisa. 

Next in point of time comes the standingVishQ.u1, also from Peruntottam. Though 

in posture this piece and the previous one are similar, a comparison of the details of 

this with those of the latter reveals the following differences : 

First of all, the kinta al~hough cylindrical in form is more ornate here. The stud 

like projection at its ~op is pronounced. And the top of the kinta is worked like a lotus. 

The face is square rather than oval. Though the features are sharp and expressive of 

joy, they are not so natural as in the previous one; and the eyes are encrusted with 

silver which is quite a novel thing although we have seen it in the head of the Buddha 

(Fig.7) where according to Mr. T NRamachandran the encrustation is· 'a later 

"interpolation'. The makara-kuTJ4alas are not so prominent; on the shoulders are 

shown a small ring of beads, which is a new addition. Unlike the previous bronze here 

the neck is very short\and does not show any folds. A broad kaTJfhl is all that adorns 

the neck. The yajfwpavita is beautifully worked and here the clasp however is not, 

very prominent. And here are also seen the twO subsidiary strands. or these, the 

"1. Lalit Ka.fii No.7, Pl. VII c. 
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lower longer strand, unlike in the previous bronze but quite away from it. Another 

interesting thing about this strand is, unlike in the case ofthe previous image instead 

of going up and joining the neck at back, it joins the main strand. That this has since 

become the norm is amply borne out by the bronzes ofVishl}.ll of later periods. This 

can only mean, therefore, that the sthapati who made this piece was not quite close in 

time to the sthapati of the previous image and that he had fashioned orfollowed a new 

tradition regarding this element which began to be practiced widely ever since. The 

udara-bandha is devoid of the big gem at the centre and has assumed the form of a 

simple pearly band. 

The shoulder is not so powerful and the torso shows a trend that tends to become 

cylindrical. The fold on the stomach shows ofT. An interesting mark is seen on the , ~ 

right chest which stands f6r the Srivatsa, which was absent from the previous one. 

The arms a~ modeled in a manner suggesting strength. There are the keyilras 

without the festoons on the arms and three valayas on each wrist. At the joints of the 

elbows of both the pairs of arms a ~rland like object is seen; a full view of it is seen 

only at the back (Fig.18.). Probably it represents the vanamlila. Its lower portion, in 

front, appears to be a loop with a big bead flanked by a small bead on either side, 

hanging low. Unlike the previous bronze, the fore~arms of the two upper arms' are 

held up vertically. The cakra is missing, but the conch is seen in the left upper band. 

Its workmanship including the flames is clearly of a later date than that of the, above 

bronze. The lower right hand is in varada pose, with a lotus in the centre of the palm. 

The gada is held by the corresponding left hand. 

The lower garment is more ornate. The knot of the kapsutra~oWS-a tendency to 

become something else, and the small bows on its sides are definitely more evolVed 

than those of the previous figure. The same development is seen in the case of the 

bands of sash going round the waist. Between tl~m, there is more space here. Th~ 

curve ofth~ broad loop is slightly less here. The bows on either side are also less ~VY 

and naturalistic than the previous bronze. The heavy lump ofthe hem of the gatment 

below, distinctly seen in the previous image, is absent fIbm this. Here also we see a 

pair of hanging ends of sash and waist band on each leg. Plidasaras are seeri on the 

ankles here, a feature not distinctly seen in the above bronze. 

Now to the back side of the bronze. The I traJ -cakra is definitely more developed 

than that of the above, because here, the central knob is worked like a sunha-muk1!.a 
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from which hangs a strand, and the petals are no longer long and shallow but short 

and thick. That ~his\bronze is definitely more advanced in style in proved by the 

treatment of the curls of hair hanging over the back. In the place of a single row of 

thick curls·of the previous image, here two rows of slender curls are seen. The broad 

dotted parallel bands d~rating the pitiimbara of the icon are distinctly visible from 

this side. A new element not found in the above bronze is seen here. It is the 

projecting fan-like end of the garment tucked up above the waist band. The last but 

very marked difference between the two bronzes is seen in the manner in which the 

second arm is made to spring from the main arm on each side. Here, up to the elbow, 

there is only a single stem and from the elbow starts the second arm, whereas in the 

previous bronze this arm is seen separate right from the shoulder. 

The modelling of the back shows that it is more rounded above the waist than 

b~low it. 

/ -
. From the foregoing it is evident that this is later than the previous Srinivasa. 

On the ground of the marked development of details met with here, this may be later 

than the other by about two generations and its date may, therefore, be round about 

800 A.D. It als~ lacks the pedestal. It represents VishQu. 

The beautiful seated Vishl}u now in the Indian Museum, Cal,cutta, seelJls to Fig. 19 

belong to a slightly later period. It may also hail from the Shiyali-Mayavaram region. 

It is of the asma type and is seated in the sukhlisana pose with left leg bent and kept 

on the padmasana and the right leg hanging down. 

Here the Kirita-is still more ornate and the surmounting knob is very prominent": 

The round face shows sharp features. Like the above discussed figure, it has a short 

neck. KUlJrJalas are not much different from those of the above. The ka,!{hi is neither 

like that of the above nor like that of the one before it. It is set with jewels and has a 

series of beads or pearls at its bottom. Its style and form are in anticipation of the 

kal}!hi of the bronze gilt Maitreya (Fig.28), from Melayu~. YajfwpavvTta is of the same 

type and shows only traces of a clasp. The longer subsidiary strand has become thin. 

Udara-bandha is of the usual type. The torso has assumed a slender cylindrical form 
" -with only a slight suggestion of a fold on the belly. The Srivatsa mark on the right 

chest has become very much pronounced. The shoulders are comparatively weak, and 

have the circular bead ornamentation met with in the above. But an interesting new 

element is seen on the shoulders here. Two strands of curly hair are seen prominently, 



Fig. 20 

42 Bulletin, Madras Government Museum [N.S., G.S., VIII, 

a feature which is absent from the above image but has had since a chequered career. 

The arms too are slender and they are decorated with keyiiras and valayas. The upper 

arms spring from the elbow not in a curve and the distance between them and the 

lower arms is more. Though the discus is inclined towards the face, the conch is held 

vertically, both ofthem reachingupto ~alfthe height of the kinta. A very interesting 

development is noticedin the depiction ofthe flames on the periphery of the emblems, 

there are two flames one at each end of the axle of the discus and a flame at the back 

of the conch, and they are prominent. The lower righthand is in varada pose and the 

corresponding left hand is in CzhuytJrvarada pose. The lower garment bears closely 

engraved parallel lines .. A tassel is seen on the left leg. 

Examining the back side of the figure, the Kirita is very well seen, the $iraS

cakra, though without the simha-mukha knob, shows thick petals; and there is only 

one row of curly strands of hair and they are larger in number than in the previous two 

cases. The other significant details of this piece are the elbows of upper arms showing 

a tendency to become angular; the peculiar manner of their attachment to the main· 

arms, the actual mark of joining being:visible only from its middle, the wide space that 

exists not only between the torso and the arms but also between the main arm and the 

upper arm; the highly worked waist-bands and bows and the -manner of tucking up of 

the end of the cloth. 

Another very interesting additional element seen in this bronze is the padmlisana, 

which is absent from all the bronzes discussed above. Of course, an. example of a 

padmlisana alone, without the Buddha, has been noticed already (above pp.23-24). 

The asana ofthis image is much more evolved than that. While the former is circular 

in forni, here the asana sems to have assumed a slightly ovoid form. 0'11y the upper 

row of petals is seen on a simple circular li3ana in the other ins tance, whereas here the 

<:lear demarcation between the upper and lower asanas suggests an attempt at 

showing the flower as a double one; and the petals of the other one are simple and have 

no demarcating lines either in their periphery or in their centre as in the case of the 

present example. Above all in the Andhra-Pallava padmlisana, there is no trace of 

spikes. Perhaps no prahha was required for the Buddha which stood on it. Here two 

spikes are present and they are thick and prominent. Their attachment to the asana 

is very interesting and shoy.'S an early stage in \he development of this new element. 

While in the later bronzes, the spikes, as a rule, spring from the rectangular 
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bhadrasana here curiously they spring from the padmQ1;ana itself, a workmanship 

which clearly suggests inexperience on the part of the sthapati ofthis bronze. Perhaps 

this pedestal is one oBhe earliest examples of its kind. 

From the point of view of art, this bron~e is definitely a better specimen than the· 

other two examined above. The yaj fiopavita.and other decorative details are no longer 

heavy. The squattish character of the modelling seen in the previous examples has 

obviously yielded placce to slimness and a certain amount of refinement of treatment 

characterises it. But there is still the rigidity of posture and archaism of treatment of 

the legs, emblems, garment and the mudrlis of the hand. Nevertheless, it is one of 

the fine specimens of art of the Tamil-Pallava period, and its date may be about the 

beginning of the 9th century A.D. It represents VishI}u as Varadaraja (?), an 

identification suggeted by the varada pose of both the lower hands. 

The bronzes that have been discussed above!, and the one discussed below (Fig. 

30) are small in size and are known to hail from Peruntottam near IDiverippiimpattir.uun 

in the Tanjore District. Their- style in general and the workmanship of their details 

in particular are such as to make us state painly that we are ourselves sceptical about 

their genuineness in the real sense of the term. The reason for dealing with them here 

and giving them priority over the others:that follow, would by pow have been clear,· 

namely their sheer style. They apparently have all the characteristics of SCUlptures 

of the period to which they are assigned, the dating in every one of the cases to be 

taken cum grano salis. SOJIle new details noticed in them but not found in stone 

seultpure representing the same theme, of the period, may be said to be due either to 

the persistence of still earlier traditions or to the innovations brought about by 

expediency and evolution of the art. On these grounds, it is unlikely that these 

bronzes are spurious. At any rate as their details are found to afford a basis forthe 

study of the bronzes to be dealt with below, these may be taken to be amongst the 

earliest examples of the art of bronzes of the Tamil-Pallava period till some definite 

reasons are known to the contrary. As all of them are more or less in the same style, 

it seems probable that it ·was the deltaic area of the Tanjore District that supported . 

the art during this period in the same manner as the Krishna valley did during earlier 

1. Mr. Karl Kh~ndalavala is right when he assigns these three images to the second halfofthe 8th 
centuJ:Y A.D.(Marg, Vol.IV) No. 4,p 19), and we have tried to be more precise, after a detailed 
examination. He is correct when he says that the other (Probably he means our Fig. 30), one is later 
(ibid). 
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periods. The fact that Buddha images existed in the viharas of Nagapa.Uil}am in the 

8th century A.D., lends support to this hypothesis. Moreover the discovery of 

innume~ble magnificent specimens of bronzes as treature-trove finds from various 

places, andthe presence of numerous examples in the countless temples of the Dis trict 

speak volumes about the development of t):le art to unpreceJidented heights through 
. . 

the ages in this regio~.They are, therefore, proof positive to show that the art 

flourished her~ more vigorously than in any other part of South India. 

Particulars of provenance etc., of the bronzes~ will be dealt with hereafter are 

known except for a ~ew. Someofthem ~lo?gto places outside TaDjore District proper 

but within Tamilnid. This is highly suggestive of the fact that the art was widespread 

in Tamilnad, though its citadal continued to be the deltaic area of the Tanjor:e District. 

The small standingVishnU: as§rinivasi about 16 cmhigh now in the Trivandrum 

Museum is an interesting~pecimen which may be attributed to a slightly later period. 

The shape of the ki,-iia is rather peculiar and it has the look of the kiritas of much later 

times. Nevertheless, the other details of the figure are ~ll·in the characteristic style 

of the period. Hence its position here. The face is roundish and the expression is 

rather serene. The kU1J<Jalas are heavy; only a single kaT}thi is· seen on the neck. The 

yoJiiopavlta is probably of gems and it has no clasp, but as ~usual it goes over the rIght 

arms. Curiously the long strand of subsidiary yojflopavlta or hara which is usually 

met with in later-day Vish~us as well as in Visht\u-like Buddhist images (e.g., the 

bronze-gilt Maitreya from Melayiir, Fig.28) is absent. The udara-bandha is broad 

and thin! and has a diadem-like part in front. The arms are smoothf heavy and 

tubular jn shape. The upper arms are shorter and they are bent so much as to leave· 

no space between the arms. It is the simple style of the cakra and san-kha, held in the 

upper arms, that proves the antiquity of the figure. The lower right hand is in varada 

. pose but in its palm ispalcedsomethingwhicliresembles a ratna. The lower left hand 

is placed onka{hi, as posture which distinguishes this figure as §rinivisa. Armlets 

and wristlets are also simple. The waist-band shows the kilot with bo-ws which are 

insignificant, while in laterday figures thesea,ss.ume gret~r prominence. An end of the 

waist-band hangs down on each leg upto the knee. But there does not exist ~mother 

stra~d or string or a pair of .such s tnngs which are met wi th in bronzes of subsequent 

periods. There is a widegi·rdle ~lso. Belo~ it is the sash hanging in a deep and wide 

loop in front, and it has, at regular intervals, bands. The garment is thick and it bears 
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four sets of incised lines, each set consisting of three lines, which is an archaic feature. 

Interestingly the uttariya does not show any bows on the sides whereas their 

beginnings are met in the Vishl}u-like figure belonging to the Trivandrum Museum, 

discussed below. The hanging ends of the uttariya, on the sides, are comapratively 

simple and insignificant .. 

The back view shows the kirita as a separate entity which has been placed on the Fig. 22 

head over the luxuriant hair arranged in beautifully twisted strands which appear to 

be innumerable. They fall on the back of the neck in a realistic fashion. Significantly 

no siraS-cakra is present, nor is any provision made for affixing one. This is proof 

positive forthe fact that this detail was a later-day innovation. The other details such 

as theyajftopav£ta, the keyura, the gem-set or pearly girdle and the workmanship of 

the garment are all distinctly and clearly seen. 

The standingVishl}u ht.21 cm br. 9.5 em for Va.l.u4udaiyur, hamlet of Adiku4i in Fig. 23 

the TiruchirappaHi District, may be attributed to a slightly later period than the 

above. Here thekiri~ais high and tapering with the crowning knob prominently seen 

The facial features are somewhat worn out but they indicate adbhuta. Two kanthis . ' . . . 

are seen on· the neck. A twisted strand of hair, is seen in front of each shoulder. 

Besides, another similar strand of hair tucked up with flowers is seel'} OIr it .. The . 

yajftopavita is of vastra and it is therefore, ribbon-like. It is composed of the three 

strands of which the main central thick one goes over the right arm and the lower one. 

goes down, gets into the lower garment, emerges out at the back and joins theinain 

strand at the middle of the back. Interestingly this strand is comparatively thin. The 

arms are smooth and tapering. It is unfortunate, that the emblems of the two tipp~r· 

hands are missing. If they were present, they would have aided in the dating o(the .. 

piece. The lower right hand is in abhaya and the corresponding left hand is in 
. . . .. ,,_ .. 

katyavalambita pose. The bust is beautifully modelled and there is a big Sriv,atsa 

mark on the right chest. A gem-set broad udara-bandha is also seen. The manner In 

which the garment (p'ltambara) is worked suggesting thick folds on it is interesting as 

also that of the sashes which are considerably flat and somewhat stiff. The waist- . 

band with a 'lopped knot as. well as the festoons and tassels hanging from it is 

interesting. The tucked up end of the garment seen on the left side and the bow end 

of cloth on either side are realistically done. An anklet is seen on each foot .. 
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~ J'4 The back side of this piece shows a few significant details such as a single row of 

ten long twisted strands of hair, the uncircumscribed ~irc&-cakra made or naturalistic 

. petals,. the beautifully ~rkedyq;iiopavlta and udara-bandha and the stripes shown 

as horizOntally running parallel lines on the garment which is simple and at the same 

time elegant. . 

The delicate nature of the modelling of the entire figure and its fine proportions 

are clearly seen from this side. In addition, the ornamentation,. especially the kinta 

is graceful and· appropriate. The figure is cast solid. While all the other examples of 

the art discussed above are east hollow, this is the first instance of this technique. All 

these make the bronze a product of consummate skill and a splendid example of the 

--art at the zenith of its development. 

Fig. 25 The bronze that comes next is again a Vishl}u i.e., Vishqu No.2, of the Catalogue. 

The kinta is somewhat high and has developed a karaTJ4a top· which is rather 

peculiar; the fillet at its bottom is broad, the face is ovoid and the treatment of the eye

brows and the eyelids suggest an expression of wonder; the ku1J4alas and the kat}/his 

which are more than one here, are not very clear; the yajifopavlta looks like a three

stranded pearly one and has two usual subsidiary strands whic~ are very slender and 

it is almost similar to the yq;iiopavlta of the stone VishQu in the Madras Museum in 
, 

all respects including the bell-shaped clasp; the udara-bandha is broad and has a gem 

in front; keyilraiJ and valayas are obviously more evolved than in the case of the above 

dicUssed bronzes; the shoulders are not powerful and there is no Srlvatsa mark on the 

right chest; the torso and the neck, which is here somewhat high, are treated in a style 

which seems to be akin to that in which the Visbapahara\la bronze (Fig. 38) discussed 

below is done. As i~ the case of the above figure, the arms are comparatively short and 

the. space between them and the torso is more or less as wide as "in the previous 

~xample; the upper arms appear to spring from the elbow of the mainarm; the rim of 

t.he discus held in the right hand faces the beholder,and has only one flame at the top 

of the rim and one oil each end of the axle; the conch has three flames in the usual 

places; and though not clear, the flames are done in somewhat a relistic fashion. Like 

the'previous example, this too holds the lower right hand in abhaya pose, with the 

~talk of a lotus bud sticking to the palm. Its deplction here instead of a lotus design 

commonly seen in the other images, is indeed a clever innovation. The lower left had 

holds a gada with four bands, which is definitely more evolved than that ofVishl}u 

(Fig~3d) to be examined below. 
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The lower garment is depicted in a more refined manner; instead of the horizontal 

parallel lines that are seen in all the bronzes discussed above, here the folds are 

suggeted by single thick lines curving upwards. The kap.-sutra has the knot with a 

beautifullydone loop on either side. From the source of each loop starts a end of what 

appears to be a pearly thread. Unlike the previous one, there are-only two bands of 

the sash going round the waist. From the lower band hang 'moniliform festoons' of 

which three are seen in front. 1'his is clearly a step further than the previous bronze 

where only two such festoons are seen in front, Further, the broad median loop of the - -
uttariya has cast ofT the semi-circular form met within the earlier bronzes. and has 

become narrower with a suggestion of a bend at its lower portion. The bows and the 

hanging ends on either side are also more ornate than they are in the previous one. 

The back view shows more clearly the kaT'a(l{las of the kirl!a, the yoJftopavlta, the Fig. 26 

stripes on the garment and the beautiful modelling of the figure. It is also solid like 

the previous one with which it compares favourably, except in one or two respects such 

as the kinta and the yajnopavita. 

From the style of this figure it is seen that it is slightly later than the above. Here 

also the figure is somewhat plump and squat, a feature characteristics of earlier 

specimens, especially those of ~tone. In addition to this, the positions otthe emblems 

and the manner of showing the flames on them are also in an earlier style. But in view 

ofthe other distinctly developed details, a few features in an earlier style may 'have to 

-be considered only as an echo of older traditions. That is supported by the technique 

in which this, like the previous one, is cast. This is also cast solid. Its date may 

therefore, be about the second quarter of the 9th century A.D. 

As this bronze has been dealt with in more than one place and has been assigned 

to the 10th century by the learned authors of the Catalogue,let us· know what they 

have said about it.- Firstly, their description of the bronze is as follows :-

"VishI}U, height 25 em. Conch sinistral. No pedestal. No his troy ." 

"The discus is held approximately parallel to the sagittal plane of the body with 

one flame issuing on either side from its centre and one from its upper edge as 'in stone 

images of the 'early Chola period; but the conch lacks the central flame shown in 

Jouveau-Dubreuil's illustration Qf its characteristtcs early Chola form 'resembling 

. that of Vish\lu No.1. That these two images must be classed together has already 
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been pointed out above (pp. 25 -26). The unusually broad median loop of the girdle is 

even less conventionalised in thisimage than in that, and the lion-face ornament is 

absent. The lower right hand holds a lotus bud between the thumb and first finger, 

the stalk ofwhicb extends right across the palm of the hand to the wrist .. Again on 

page 26 olthe Catalogue they say the following about this: In Vishnu No.2 this has 

the natural form With a large stalk extending right across the hand ..... Lotuses are 

held by several other Vishnu images, but that none of them are so J,lealistic as that 

held by Vishnu No.2, may not be without its significance. To sum up, the treatment 

ofthese images suggests that they may have been made prior to the full development 

of the more conventional style found in the great majority oJ images. This goes to 

confirm the date tentatively assigned" to them in accorodance with the results of 

Jouveau-Dubreu:il'studi~ or the position of the- discus in stone sculptures, namely, 

about the 10th century A.D. i.e., during the Early Chola period." 

From the quotation it is clear that though the authors of the Catalogue have, with 

characteristic insight, noticed some of the early features of the bronze, on account of 

their preoccupation with the problems posed by Jouveau-Dubreuil's theories and due 

to the difficulty caused by clublfil)g and comparing examples of different dates, they 

'have been led to assign this to the 10th century A.D. As regards Dubreuil's theories 

relating to the discus and conch in Vishnu images, as has already been said above, so 

far as bronzes are concerned they do not seem to have any validity, whatever may be 

their usefulness in regard to the study of stone sculptures. Second~y, supposing that 

the position· of the discus and the manner of depiction of the flames on it have 

something to do with the da~ of the specimen, yet they cannot be taken as the sole 

criterion for the purpose. because one swallow does not make the summer. They have 

to be studied in relation to other details of a particular bronze and the con troverisal 

question G( date resolved on the basis of the stages of evolution of a majority of the 

details. For instance in the case the bronze in .question, though·the position of the 

cakFa and the modelling are in an earlier style, on account of the high development of 

other details it has to be dated late acoord!ngly. The view expressed by the learned 

authors on the matter is worth noting: "Is the position of the discus in different 

periods less constant than Jouveau;.Dubreuil seems to Buppose? Or,did. the fully 

conventionalised style arise in the Chola period and the less conventionalised persist 

into the Yijayanagar? We are inclined to think that -both the questions should 

probably be answered by an exhaustive tstudyof such stone sculptures as can be dated 

. in various templeS, eto. l We may add here that even in the case of bronzes and other 

1. Ibid., p. 28. 
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works of art where there is hardly any evidence regarding their chronological position, 

a careful study of their details in comparison with those of definitely datable 

specimens is bound to give satisfactory results although they may not be final. And,' 

it mustbe noted that though a few early features may be found in a later specimen, 

yet its general treatment and the development of the majority of details will certainly 

betray its age because as has already been said above, every specimen is a new 

creation, every new creation has some fresh detail introduced in it and every ereator 

of the bronzes and every age contribute something to the development ofthe art. Such 

factors cannot be hidden away and will surely appear blinking before one who delves 

deep into the subject. Thus the 10th century date assigned to this VishlJu by these 

scholars requires reconsideration not only because of the facts put forth above but also 

because of the significant remarks of the scholars themselves about the presence of 

certain unmistakably genuine ear;fy characteristics in this bronze .. The latter being 

associated with similar works of art belonging to the first half of the 9th eentury, the 

bronze has been accordingly assigned to that period.1 

Upto this century hardly any examples of bronzes other than those relating ,to 

Vaishnavism have been reported so far; and even such bronzes as are noticed above . . 
seem to us to be rather production of an early experimental stage in the development 

of the art on the ground that they are small and loaded with details which are more 

suited to stone scultpures. Gradually the art advanced and in the first half of the 9th 

century it seems to have entered on a glorious career, probably as a result of great 

demand for bronze images for purposes of worship by the followers of all religions. 

Thus, bronzes representing not only VaishIJ.avite themes but themes ofSaivism and 

Buddhism were produced in increasing number in the following periods. Even then, 

the productions of this phase are, as a rule not spectacular in size, although the beauty 

of workmanship of bronzes representing a variety of themes, their proportionate and 

exquisi te modelling and the appropriate and beautiful emballishment seen in several 

of them amply bear out the great skill of the sthapatis in modelling and techttique as 

well as their expert knowledge of iconography. 

The extremely well-finished bronze representing a four-arm~d deity belonging to Fig. 27 

the'Trivandrum Museum has nearly all the characteristics including the agitated 

facial expression met with in the Bodhisattva Maitreya dealt. with belo'!. But there 

exists a significant differencein workmanship between them. While the details of the 

1. The date suggested for this in Marg, Vol IV, No.4, p.19 is too e~rly. 
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Maitreya are bold, the details of the bronze under examination are not only bold but 

also highly refined. Its provenance is not known and its height is abOut 52 CDl. It 

bears all the apprearance of a Vishnu, but in the absence of the missing upper bands , 
with emblesms, the SnvatBa,.Uiiichana on the right chest and the characteristiCfJ long 

haro, iu, identification is not certain. Nor can it be taken to represent an aspect of 

~iva,:because there is no third eye on the forehead and the maku/a is not one ofjal68 

but seems to be a kirlt~~akuta. 

The following details of this bronze are of in~rest. The kirlta is decorated with 

gold diadems; the makara-kUlyJalatY; instead of being shown in profile, are shown in 

the frontal view; the yaJfl,opavita is of plaited gold wire, which makes it look like a 

rope; it goes over the right arms and it has no clasp and the joining line of the arms is . , 
clear, although the slanting position of the upper arms is in the characteristic style of 

the period. The decorative details seen on the part below the waist include a few 

insteresting items too. Of these the pat/G round the waist is not knotted in front witb 

small bows on either side but is revetted with a gem and its long flat ends band the 

whole length of each of the legs. This is a novel detail not seen in the earlier bronzes. 

A gem set girdle is seen below it and from it hangs down on the right leg only a long' 

string. Below is the sash in rather a shallow loop. It is tied inan interesting fashion . 

on either side with only a single loop pointing upwards, and the hanging end closely 

attached to the garment. The folds of the garment are indicated by thick projectio~ 

rather than by double parallel lines. The fold ofthe hem of the garment at the point 

above the ankles is charactecisitically heavy. The tucking up of the end of the 

garment, on the left waist in a gentle curve is graceful~ Above all the modelling is of 

a high order and the finish is smooth and charming. Inspite of the erect posture, the 

delineation of the facial features and the treatment of the lines are such as to make 

the figure pulsate with life and it is, therefore, an exceedin~ fine example of the art of 

the period. The absence ofthe long hara in the yqifl,opavita and olthe knot with bows 

in the waist-band coupled with the comparatively simple but effective workmanship 

in this bronze makes it earlier. in date than the following Maitreya. 

The gold-plated Maitreya from Melaytir in the TanjoreDistJ;ict belongs] in all 

probability to the same period as the above figure, or to a siightly later period. It 

measures 39.6 cm high .. Mr. q' N Ramaelnlnc:lran has given a description of it'l. 

1. T.N.Ramachandran. The Migapattinam OI,d otlaerBudd},i.t Brol&ZeB.p. 52 pl. xvu. (2). (3) • .... · 
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Though it· is fairly complete, the following additionalpatticula1'8 are given to 

make it fuller. 

Though the figure is stated to be erect, a closer examination of it reveals that· it is 

in libhaRga posture' i.e. with a slight f1exio~. in the body. It is indicated by the 

asymmetrical4isposition of the feet as well as by the subtle forward inclination of the 

bust. That this is so may be easily seen when this figllre is compared with· all the 

previous bronzes representing VisluJu., which are undoubtedbly erect .... 11te introduction 

of this new element of rhythm is, we believe, a forward step taken by the sthapati from 

the norm, although it is also quite likely that the innovation waS necessitated by the 

theme. 

Secondly, all the details of this figure are worked In great relief and consequently 

the facial features too are sharp. They are expressive of wonder and in this, this figure 

seems to follow suit the previous example. The delineation in both of them of the eye

brows and eyelids are more or less in the same style eXcept for their greater sharpness 

here. 

Thirdly the k~topped kinta of the former, probably, has paved the way for 

the beautiful kara1}(}armakuta of this figure. 

The yaJiWpavTta is probably of pearl and does not show any clasp. It is akin to that 

of Vish\lu (Fig. 21) examined above. Here the upper smaller subsidiary strand is 

absent while the lower longer strand is shown in an interesting manner. It is thick 

throughout and goes into the lower garment in front, but at the back (Fig. 29) it is 

shown going over the garment. This feature is akin to that ofVishl)u (Fig. 15) where 

this strand is shown over the garment both sides, and it sendjoins the neck at the back 

side, while it is quite unlike that of other Vishl)\ls where the strand goes inside the 

garment on both sides. This novelty coupled with his attempt at the introduction of 
. . 

the element of rhythm mentioned' above, shows unmistakably the high .artistic 

capability of the sthapati. 

Fourthly, the kOJ}fhi with ·festoons is worked. beautifully. Its prototypes are 

several but its similarity to the kaJ#hl' ofVishl}u (Fig. 15) a'nd the Trivandrum bronze 

discussed.above is noteworthy. 'There are examples of stone sculpture where this kind 
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ofneeldet isseen,e.g., ihe.dvarapalas of the Vijayilayachojelvara1 and the VishQ.u2 

of the Vrrat~n~vara temple oC'Tirutta\li. The occurrence oC this type of kapthi in 

Javanese and Nilanda sculptures seems, thereCore, to be due to common artistic 

traditions that obtained, among the 8~hapat~ oC the period. Behind the kuTJ4alas are 

seen the curlystJ:ands.o£hair. The keyuras and the valayas too a~ slightly more 

evolved than in the previous bronze. Similar is the case ~tb udara-bandha. 
. .' .' - .:' . .' 

Coming to the lower garment, the waist-band, the uttarl'ya,\etc., are worked with 

criss-cross patterns which are' new to the piece. ThebowB on the katisiitra are 

elegant, and its know is simple as in all the bronzes oC the period, and siuna-mukha 

knot which is a later innovation is not repres~nt. It has a gem-set centre and goes 

twice round'the wai~t with a beautiCul knotrin the second band and its long ends with 
, . . ". . . 

bul~us finial hang gracefully on either side. The uttariya likewise goes twice round, 

showing more evolved bow decorations on either side and forming a beautiCulloop in 

the front, which is, however, in the style oCthose oC earlier Vish\lus. N9teworthy is the 

fan-wise depiction oC the end of lower garment tucked in at the right side. The 

garment itselC is thick, probably the counterpart oC Vish~u's pTtlimbara, and has 

parallel lines very much similar to those, oC the VishQus (Figs. 23, 25), 'but more 

prominent than in them. 

The hands, as in the previous examples; are short, and the shoulders are normal 

and their treatment is rather refined. The modelling oCthe torso here, is very graceCul 

which is heightened by the exquisite renderingofthe Cold oCthe stomach. Fromthis 

side the rounded,nature oCthe figure is easily seen. But as will be shown presently the 

archaic treatment of the portion below the waist at the back and the beautiful curves 

of the linesofthe sides are characteristics ofthe sculptures ofthis period and are not 

met with in the examples oC subsequent periods8 • 

At the back oC the figure we see the ma!tu/a bealltiCully worked. The ~ira8-cakra 

is worked in the Corm oC a Cull-blown lotus, with a celltral projection, also. worked like 

a "rosette, from which hangs a beaded string. The hair as usual is in two rows oC curly 

strands, but, unlike in the <!aSe of previous examples where the space separating the 

1 •. K.A.Nilakant;a Saatrl, Th'eColaB (1955),Fig. 84 .. " 
2. G. Jouveau-Qubreuil, P811ava Antiquities,Vol. II, Pl. VII (3). 
3. Therefore the possibility ofitsbe!ongingto the 10th century is ruled out. (Contra. The Art of India 

andPakiatan,P. ?,No. 330). Neither is itpossibletousign this to 700-730 AD. as has been done 
in Marg, Vol. Iv, No. 4, p.19. 
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two rows is much, pere it is significantly less. At -the centre is a hole which was 

probably intended for fixingthe figure to aprabACi.,'I'he long subsidiary strands of the 

yajnopavita that is seen going over the gIlnnent on this side is seen to be made 

apparently of thin pleated gold wires, and it joins, as mentioned above, the main 

strand of yajiiopavita.. Interesting are the details of the garment and the,sash. 

Especially noteworthy are the horizontally running parallel lines of the garment and. 

the sash. Their sway, particularly noticebale in those on the buttocks of the figure,

remarkably suggest the rounded nature of this part the absence. of which from the 

bronzes discussed above suggesting t1~e flatness of the part in them. That even in this 

bronze, which has been executed almost in th~round, the earlier tradition of showing 

the portion below the waist flat lingers, is apprarent from the manner oftreatment of 

the portion from below the thighs. The depiction of the end of the garment tucked in 

the middle of the waist here is somewhat mannered but yet its workmanship is 

artistic. 

It is this view that showS the abhcuigaposture of the bronze better than the front 

view; and it is suggested by the slight bend introduced at the left knee. Up above the 

back is treated completely in the round and its plastic qualities are enhanced not only 

by the smoothly curving elbows but also by the beautiful lines of the sides which still 

continue to display such features of rhythm and symmmetry as are characteristics of 

the sculptures of earlier periods. It is thus one of the best examples of South Indian 

bronzes, noted for beautiful proportions, fine plastic qualities, tasteful decorations, 

charming posture and delicate treatment; indeed it is a,masterpiece. Above all the 

padmasana which is visible only in this side, it being chamfered in front, is apparently 

a work of art by itself. The rendering of each petal is highly realistic. The high relief 

and extreme clarity of details ofthe figure characterise thlffasana too. So far, only two 

specimens of this kind ofasana have been examined by us. This is the third one, and 

its treatment is definitely different from and more advanced than that of the other 

two. While we noticed the beginning of the double lotusmotifin the Indian Museum 

Vishpu (Fig. 19) which suggests a certain amount of hesitation on the part of the 

sthapati who made that, here the motifhas assumed a definite character and has thus 

set a standard for similar asanas belonging to later pe.r.,iods. 

It must be noted here that though the lotus h:totif of the padmlisana too plays a 

part in the bronzes, and its evolution is likely to throw some light on the age of 
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s~mens of which the dates are doubtful,· yet the variety of ways in which it is 

rendered indifferent bronzes oCtile same period and of the school make us pause for 

a while when wedeal with it. The ~imculty becomes greater when the original CiBanas 

of bronzes'are substituted by later ones, as has happened in, the case of several 

examples .. This· is due to the fact'that usually the pedestals are hollow and' are 

,therefore easily damaged. Since' in . almost· all the. bronzes ·their pedestals are 

separately made and attaohed to the~" the substitution becomeseasi~. A remarkable 

instance of this is the ~tal of the famous Tiruv~&ju Na~a (Fig. 164). It is 

interesting to note that in this bronze Maitreya the pedestal forms a part ofthefagure 

. itself, ~vingbeen moulded and cast with it. Hence it is also solid. That this iealso 

. an ancjent tradition will be apparent when we recall that the previous two pedestals 

are also made in the same manner although they are not solid. Making the pedestal 

separately, seems, therefore, to be a later-day innovation. 

This figure is also a speciemen of bronze cast solid. ~n fact from this period 

---. -. onwardS casting images solid became popular; and this feature indicate from the point 

of view of the economic life of the people of those periods, the usheringin of prosperity . 

, That the period was really propserous istestirled to by another intel'8tingdetail of this 
'. . 

figure~ ~mely its gold-plating and its silver inlaid eyes. 

From the above, di8CU88ion it is clea~ that this bronze is an excellent specimen 

. belonging to a slight~y later period than the above figure and that this may be 

assigned to the middleoCthe ninth century. its small size may be also noted, beca~ _ 

none of the bronZes that we have examined above are hardly a Coot high, this specimen 

being one of the tallest, measuring a9.5 ~ high. -

Its represents Maitreya and the broken left hand might have held an kalcJa. 

This bronze ~ found at MelaylJ'r near Tiruvili, the native j,alce of Tirumangai 

Alvi'r in" the Shiyali Taluk of the'Tanjore District, which is about 30 mil~ from 

NlgapaUiqam along the sea ~tto the north. According to Mr. T.N.Ramachandran 

this ~tands for the popularity of Buddhism outside ~agap~Uil}am and shows that 

there were votaries of the Buddha even further north as there were 'further south." 

".. 80- The standing Vishou has features which are Curther evolved f10m thoseoC the 

·pJ"8vious bronze. It is also Said to b81~ng to Peruntottam. The kir#a is short ~d the 
. . ~., . .' . 

stud on it' is sJftaU;for' thefirat time t., kaTJlhfs are seen' to adorn; the neck; the . 
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thickness of the yojIWpavUa is continued but it does not go over the arm; the upper 
. . 

subsidiary strand is also broad; the lower strand goes beneath the lower garment and, 

at the backjoins the main stra·nd; the S':[vatsa mark is pronounced and it is probably 

in the symbolic form of sri; the neck is short; the shoulder is'not powerful; the main 

hands, which upto now have been shown as parallel to the sides·ofthetorso, are here 

in an angle to them; the arms are in fact shorter than in the previous examples; the. 

upper arms definitely make an Ilngle with the main arms at their elboWs; as in other 

examples, the emblems are held by the first two fingers; the calera is held with its axle 

facing the spectator· and i'tsspokes· and rim are worked in detail; the keyUT'O$ and 

valayQ8 are simple; the right hand for the first time is in abhaya pose with the mark· 

of a lotus o~ the palm; and the left hand is in the katy-avalambita pose. 
.. . 

That its lower garment of yellow silk (pitlimbara) is evolved is seen by the series 

of four-line horizontal bands running parallel to one another. There are three cloeely 

tied bands of the sash on the waist. There'is no knot of kap.-sii.tra but the ends are 

small and not looped. The tucked up end on the left side is shown with frills; and it is . 

a new<levelopment. There is no big loop in front, but inStead:Jbere is a wide-looped . 

featooft hanging from the lowest band of sash, on each leg, from ~hich in turn a tassel 

hangs vertically, and there is also a similar one hanging between. the. legs. The 

characteristic thick fold of garment is seen at the ankles. The bows and the end of 

uttariya on either side are also elaborately worked. Anklets are present .. 

It must be noted that the face is somewhat crude and it is neither oval, nor square, 

nor elongated but seems to project out. 

Regarding t}le back side of the figure, the ~ira$-cakra is comparatively small, and Fig. 31 

the curls oj/hair, in two rows are worked like a pattern, which is rather not quite 

naturalistic. The features such as the wide space between the torso and the hands, 

the ornate workmanship of the waist-bands, the lines of the garment are all highly 

developed. The slim stature is also noteworthy because sculptures of the period 

assume this shape. Here, for the first time, the modelling of the entire figure, 

including the portion below the waist, seems to be in the round. Except; for the face 

and the arms which are delineated in a poor style, the figure' is characterised by 

refined proportions and delicacy of treatment and somewhat restrained decorative 

embellishments. On the grounds of these factors, it may be dated to about the end of 

the second quarter of the 9th centu.fy A.D. 
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So far as we know, only upto this b.~nzet~tradi~ions.¢" ~rt, pat1iicularly: of 

bronzes, of the Ta~il. Pall~va' Pf'riod ~ be. ~gnised . i'n their pristine. f0I1n' 

Subsequent to trus~eri~pat ch~~ges ~:re ,taki~g place,in the political life of the 

~pl~ ~nd consequently i~oth~rwalb of life ~1S9. Tbepowerofthe Pallavarulers 

'bec,l~e sl~wly~i~Dlscri~~ and ~tricted to the Ton~imal}~am, .thf!, region to its 
. '.' ,. : ::'." . .... . '. , .. . ...... 
south ~ingruled over by a few royal.f.amjUes s\lCh~s the Muttarayal'S of Vall am and 

th~'Veii~' ~f~uinbiUiir: Th~y were feudatQries who.attached themselves. to one, of 

th~ t~ ~werrui ~11$8ties namely the Pil14yas andtbe Pallayas. w,hichever :was for 

the' tim~ b~ing supre~e~ So, the works of-art, ro~"that ,matter all o.ther evid~oes 
bearing on the Ufe ofthe~ple of thle ... rt~lftdi.octhisperiod, maybe said to be 

", , _. ", "', .',', ' . , 

contributions ma~eu~der the aegis of any of thes~) dynasties. But the s~dden 

emergence on the South Indian politiCfilI horizon of the luminous family namely the 

Chola·; dynaSty during this' period, which not only began with 8uchbr'illiance as could 

ove~wer the, lights of·other' dynasties bitt also could soon rise to the zenith so that 

its effulgenCe and power extended for the benefit of a wide area, brought about a great 
'. ' , . . AI " 

reformation in the field of art too, as it did in other fields of human activity. While 

co .. tiriuingthe traditions of art. and, culture 'ofthe past, thisdynastybtought to ~r 

on them vigour and strength ,of a $ublime order with' the reSult the Worb Mart of this 

period werechal'f:\cterised' bf sincerity, devotion, purposefulness and above all by 

refinement and beauty. In short,they were truly Creative in charat::ter. Owing to the 

fact that the carrying over to the traditibns 'arid their cOmplete transformation by the 

Ch91as, took some t~me, there was, naturally aperiod oftransition ... .It is proposed to 

. call this' periodas'th~ Palla~a-Chol~ transition petiod and the bnmzes ~hich we 

assign, in this book, to that period are also called by the same name. 
. . 

. Bef~re proOOeding further, let us briefly summaris~ the salient features. of the 
e~ples oib~~zes 'or the'Tamil-Pallava period. . . . 

" '.: '" ...,., . 

While the Andhra .. Pallava bron~ hail fronithe Git~~iir-Krishni region;_all the . . . 
Tamil .. Pallava bronzes most probably belong to the Shiyali-Mayavararn region' which 

is the heart of theOboJamatl~lam. these are' all small figu~ ofVislu}u ~cept 'tor 

the,Maittfeya; .but the latter has too many points of correSpondence with the former. 

" . Thus ~ may not be wrong if we say, till bronzes representing variQus other 

deities'~~on~g . ~'th~ Period are found, t~t .. th~y did ~pt I?ecome poP\Jlar' o~ 
importa~t i~ thescli~me of temple worship,exce~t in th~' ~e of the BUddhjst. vih& ,~, 
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of NigapaUil]8m although no bronzes 6ftliis viharo~lotlging to this periOd, are 
. .' . 

repo~ to have come down. Even when more and more bronz~ began to be made, 

the demand Cor bronzes oCVishtlu seems to have been great, or ra.ther the only bronzes 

made. The'reason Cor this, probably, is that it was intheVi~hQu temples that the 

rituals relating to worship ofpratimas in metal also began to be practiced widely. It 

is also li.kely that,judging from the 'size of the images, theywere made for worship by 

orthOdox Vaishl}avites in their houses. Of these the former view seems to be to us 

more plausibl~ because along with large images, the temples used to possess a 

collection of small bronzes also, as teStifi~ to by the numerous treasure-trove 

cOllections .consisting of such mixed groups of bronzes. 

BRONZ~S OF THE PALLAVA-CHOLA TRANSITION PERIOD 

In the middle ofthe 9th century A.D. profound changes were takin,gplace in the 

political history of South India, the most significant of them all were. the waning of the . 

Pallava-power and the laying of the foundation of the Chola kingdom at Tanjore. The 

Pallavas lingered on for half a century or more during which the Cholas gradually 

!3xtended their sway. The Chola kings who were responsible for this state of affairs 

we're Parakesari Vijayilaya (c. 850-870 A.D.) and his son Rlijakesari Aditya I (c. 870-

907 A.D.). Aditya was at first the ally of the PaJlava kingApar~ita,but subsequ~ntly 

overthrew him and annexed the Ton4aimapcjalam to his kingdom1• Earlier, 

Vijayi laya himself is said to have taken possession ofTanjore in the neighbourhood 

of which were the Muttarayars then. That there was no settled politiCl;lllife even in 

904 A.D. is known fl'9lll "a record ofSaka 826 (A.D. 904) from Kappalur (North Arcott 
. . , 

omitting all mention of a ruling sovereign and registering a gift to a local temple by a 

chieftain."2 But the .conditiollS changed since the time oCParantaka I (c.; 907-955 

A.D.). Professor Sastrisays that "Parantaka's rule was oneofincreasingsuccess and 

prosperity"8; So upto about this King's accession will be the period covered here. 

Notwithstanding the unsettled political condition this period is marked by cultural 

activities of a higborder. During the first quarter of the 9th century lived the famous 
, . 

Sundramiirthi-niy~irth~ laatof thesixtyth~Saivasaints. Like his two other 

1. K.A. Nilakanta.Sastri, The Chola (1955),PP: 110 ff. 
2. 'Ibid., p.114 .. 

3. Ibid., P. 120 
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great predecessors namely Ap .. and Sambanda~, SundlU1l pro~teci 'Saivism 

through his 'immortal hYmQ8in·Ta~iI. 1beeffect& ofbis endeavours -.re felt more 
,',. '.:, ,!, , •... , •. ' '. '.' . :," • • 

. and mote as time passed. So, ~ny temples to Siva were built during the transition 

period, of which the most intereSting is the :v1ra~~esvara:at Tirut~i 'built during 
. , 

the time ofApa~ita 'P~llava, by Nambi Appi1• The Chalas being Slivites, the two 

· kings of this periodJ.1lllD8Iy Vuayilay~ and A ditya. ~ were . greatly i~pired by the 

hymns'ofthe Niyanmlrs mentioned above and therefore,arranged tobuild a number 

of temples. ToVijayilaya's time is 88siped the V.uayilachol~vara at Nlrttimalai in 

Pudukkottai, and Aditya I is credited with ~ving studded both the banks of the 

Ki'verTwithstone temple to Siva2 •. Besides these, temples to Vishl}u and to the deities 

or ether faiths might have been also built during this period .. The rulers of the periOd 

do not seem to have been bigoted sect:arians; for instance su~h an ardent·Saivite.as 

Aditya I is said to have been given the;birudclofKodalJcJarimas and it is in some of 

the temples which belong most probably to his time, t~t we find beautiful bas~relief 
sculptures of miniature depicti~g scenes from the Rlmlya\1a and the Bblgavata. 

Temple building activities presuppose the development of temple rituals including 

festivals whiehrequiredidols in metal. 

So, the art of bronzes too entered on a new career in this·period. As mentioned 

above, the kin~ of this Period being catholic in their outlook, may be ~id.to have 

extended their patronage equally to all the religious institutions and temples; hence 

We find that there' are examples of bronzes representing'gods and goddesses of , . .... ". .., , 

Saivism, Vaishqavism and Buddhism. But that it was Saivism that was more 

donunant then than 'theother faiths is clear from the fact that almost all the bronzes 
" ,. 

dealt with here as oCthis period are representations of Siva. Since it was only in this 

period that these activities were infused with vIgour and'vitality, their results are also 

distingUished by these qualities. Indeed 'some of the magnificent bronzes - for that 

· ma~r 8pecim~ns of stone sculpture toO - of South India b~long. to this period~ 
S~ngabout the 'earliest phase of the renewed activity in regard to the brontes'of 

South India ,",c8sting comes during the eight or early ninth centuries, and results in 
; ..' , 

the. emergence of entirely new qtUllities in such figures ~ the Siva Tripuri'ntaka 
· (Fig.82)." Further on he 8ays~ " the s'kill involved in th~ making of these images 

1. ' G. Jouveau-Dubreuil, Pallava Ant~quitiee, Vol. II, p. 17. 
2. K.A. Nilakanta Sastri,op. dl., p. ll3. 
3. Ibid., p. 113. 
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suggests that bronze-casting had by nowbeeome a highly specialised craft."l These 

observations are true except for.theditTerence in the period. Acconiingto us the period 

of these activities lay after about the middle of the 9th century while Mr. Irwin 

at4ributed them to the eighth or early ninth centuries. That our hypothesis in this 
, , 

regard is more probable will be known as we proceed. 

Of all the bronzes that may be assigned to this period, the Tripurintaka ht. 64cm 

seems to be the earliest. In size this is larger than all the figures examine<! above and Fig. 32 

the workmanship of a·majority ·of other details ~f this piece shows certainly an 

advancement over that of similar details met with in them. Just like the bronzes 

discussed immediately above, this is also apparentlf.solid. On account of these facts 

this may be dated·to about the middle ofthe9th century A.D. This being one of the 

very few early bronzes representing Saivite themes, it is reasonable to expect in it one 

or two details in archaic s~yle. A clear description of it is given in The Art oflndia and 

Pakistan2• 

Though it is nearly full, yet the additional particulars given below are necessary 

to appreciate the importance of the bro{lzebetter. Its jatiimaku/a is very simple 

. compared to those of the rest. On its front is seen the beginning of an om.ament which 

at a later period became universal not only as an ornament for themakutas but also 

as an embellishment of the keyuros. It is the knob-like thhig with three prongs above 

, ~nd tassels below. Curiously there is no suggestion of a skull and the place ~pied 

by the knob here, is usually reserved for it in other bronzes representing Siva. 

The face is oval; the eye-brows are done ridge-like; the eyelids are thick; the nose 

is long and somewhat snub; the lips are thick with a slight emphasis on the lower one 

and the lines of the ears are smooth and gently flowing. The featu~ of the faces are 

suggestive of supreme self-absorption. 

The neck is high and there-is a groove incised round it. There is a Kat}/hl with a 

thick hoes from which hangs a pendant, in the middle .. There is also a hiira of Rudri 

bba berries. Its occurence here as well as in several other bronzes of decidely early 

date representing~iva"s ;\rarious aspects such as Somaskanda (Fig;36) and viq.idhara 

(Fig.38)maY be taken as a clear indication ofthe fact that·the pendent hara has been 

1. The Art oflndio. andPakietan, p. 67 
I. 1mt., p; 69, No. 306. 
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one ofthe charaetelistics ofimagMofSiva;ju&t as the pendent strando! yqj~lta 
in t. VisM.\J.imllge8o, & the doubts of the auUJors ottheCatalogue exp~ i.n this 

ma.tter while t~y dealtwith;the NatMa figure Oi'ig.164) from TiruvilaAgaqu may be 

gi~n up .. 

The yajitopavlta is ribbon-like 'w1th a k.not on the let); chest from which the ends 
. .' 

hang gracefully. It stands probably Cor the va.fira,yojliopavita. . The Udara-bandha 

too is broad and thick. The shoulders ~hish and l'O\Jnded. The nipples are oftbick 

circles. The arms are attached in ~ solid manner. They are adomed .,th a simple 

band of a pieceoC cloth (?)with knot outside~ A pairofvalayas are found on each wrist. 

The treatment of thetol"8O and the arms is rather rugged; and it is noteworthy that 

the elbows are treated with .. certain amount of angularity a feature noticed for the 

first time here. But the fingers of both hands are rendered With consummate skill, 

and the gestures throb with life. . 

The drawers are also simple and smooth and do not bear any lines or folds. The 

knot and the bows of the girdle are apparently reminiscent of similar ones met with 

in Vish\lu (Fig.25). It must be noted that the simple ornamental clasp {kap-Bfitra 

granthiJ.ofthis bronze develops into swhu-mukha motif in l~ter bronzes~ 

It is in 'th~ depiction oCtbe sash that the Bthapati seems to have putbis beart and 

soul. All the: specimens examined upto now show the sashes in somewhat a 

co~ventionalised manner except perhaps the Vasbv-u oftbe,M8dras Museum (Fig. 25). 
While here the~b.es,like other bands, are a~ simple and devOid of decorations, yet 

the slight lebgtbeningof and the sway introduced ill, lowest of them are really mUter 

strokes which have made this figure a magnificent one. The bows and the flowing 

ends are likewise simple and beautiful. . '11le treatment oftbelegs is again superb. 

Here it is, that one sees Cor the first time a Conscious attempt at emphasis.ing the ' , 

rhythm, as shown by the· right. leg being erect and the left one sligptly bent and 
.~ " '. . , 

advanced in trant, an attempt which has succeec:J8d tremendously, and one which has 

profoundly aCCec;t-.ed 'the char&cterofthe wholJfipre: Th.ligbtcontraction oftb, iine·.' 

orihe"left i~g is'felt''t~~~ut the body andtbe figure~~ to move gently in 

.. ~ studied stePs as8uDlh~gn~~ a slight but gfacefulb~~~hlch is more than that' 
• > ',,"' .".:', • • :.. .: '" '. '.-', ." , > .', ", •• ~. .:. ~ •• :. '", " " " ,', • '. ' • " 

found in the Maitreya (6g.28) but which is little compared to tDe blcuWas of such 

figUreS as the Ki:r§tam1Irti from Tirvetkalam. (flg.«). This PQ8t~ is in fact a 
¥ 

• l. ·Catalogue, pp. 110-11. 
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necessary concomitant of the theme 'represented by the 'figure and',therefore a 

convention. But yet the am~zing nature of its execution proves beyond a shadow of 

doubt the fact that no convention or restriction or rules or regulations of any kind will 

daunt an artist of a high calibre and supreme concentration.! 

Now to the back side of the bronze. The grandeur of thejajamaku!a is seen only 

on this side. The braided hair is divided into two sections the upper section is tied up Fig. 33 

in a high crown, and the lower ~ion consisting of ten long braids, hangs gracefully 

on the neck; and the line of demarcation between them is beautifully indicated by the, 

flowery band. The 8iraB-caAro, is obviously in the same style 88 that oCthe Maitreya 

figure but while in the later it is vivacious and a bit ornate, here it is quite in keeping 

with the rest of the details, highly restrained. The treatment of the wavy braids, 

below the ~ira8-cakra, is indeed another proof for the'superbskill of the sthapati. 

A word about the treatment of the braids seems n~essary. In this as well as in 

some of the bronzes discussed immediately after this: the braids are loq.g and they do 

not show any curlings, although the deeper and shorter waves of the ends of the braids 

of these figures themselves have all the necessary potentialities. The bronzes with 

curly braids of hairs are therefore later than thes-e"his feature seems to have 

developed in this manner only in §aivite bronzes. For, in all the bronzes noticed above, 
- ," . 

which have been assigned to an earlier, periad than the one to which this Saivite 

bronze is assigned, the hair is shown already in curly strands. -But, as has been 

argued there, the presence of this feature'alone cannot alter the conclusion regarding 

their dates which have been amved at by the force of the evidence of the style of a 

great majority of other detail~. While this may be 'plausible 'in the case of the 

Vaish~avite and Buddhist bronzes owing to'the fact that the practice of worship of 

metal image most probably started earlier with the f9Uowers of these faiths, the 
\ " , 

simplicity oftreatme~ ofthe braids of hairs of the Saivite bronzes ofthis period and 

its gradual evolution in course oftime, were probably due'to the fact that this practice 

1. In fact the very co~ventions seem to have helped the sthapatilJ. who were reeponaible for s1,lch 
bronzes as the present, one to show otTtheirrema~ble talents in amaa.tery ... manner; There'~s 
therefore no substance in the view that it Was the,rules oficonometry etc. of the Agamaa, that were--:: 
responsil:lle for stifling the capaCit.yof sthapati8 and stultifying their ~tive-racultie8. '9n: the 
contrary, the details of architecture and sculpture dealt with in a meticulously careful manderand 
elaboration in such texts cannot be considered as productions ofa special class ofpriests but in all 
probability, ~ere works ofa special cia' ofteacher~nHt~~ia aushi-artl8ts) Poesessingdeep 
knowledge of the subject and a vast practical experienee. lri~or ~r~ oCari are, .therefore, 
products of in experienced hands' actuated by insuffi.ciently equipPed mind'rather .thal\ the 
products of artists whose imagination Was circumscribed by the rules of the Agamaa and ~ilpa 
texts. 
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began to be popular with tbe.~vites only from this.period. That the depiction of the 

s~d of hair in a siDiple manner does not militate against the attribution of these 

images to a period later than that to w~ch the above discussed Vaishq.avite and other 

. iinages are assigned, is bomeout by thfd'actthat in the present case almost all the 

other details are comapritvely more evolved including the size of the figure and the 

technique of its casting. 

Reverting to the description,. not only the simplicity of the hanging braids of,hair 

. is pleasing but their division into a group of five·on each side, leaving a wider space 

between the groups than between each braid, is quite artistic because' it is introduced 

here undeobtedly to accentuate the pleasinJ effect by means of beautiful balancing. 

It is interesting to note that the vacant space between the two sets of braids is found 

to be filled by a leaf-like pendant in the bronzes to be discussed below and its absence 

.here-is indicative of the age of the bronze. ~The tucked up end of the cloth is not 

prominent here. The waist-bands and the uttailya are comparatively less pronounced, 

but the loop hanging in front is seen through the legs. The view from this side ofthe 

post~re of the an:ns and the legs is magnifieent. 

No wonder therefore that Mr. John Irwin goes "into raptures over this bronze. He 

says, "Here is a masterpiece which s~ds' in its own right as a modelled image. It is 

as though the limbs of the rock-cut figures have.ehanged their substance: the symbol 

has become a thing oftlesh and blood. The bronze is conceived asa shape in sharply 

. defined cubic space, unlike the rock-cut . figures which were conceived in organic 

relaltion to their matrlx,the rock. The emphasis is now on poise and dramatic 

tension, and . whereas texture was all-important to the tock-sculptor, here texture 

plays no part. Every detail is treated with a view to cumulative effect. The tass.els and 

the median loop of the sash, which in the stone figures receive only fonnal treatment, 

are here invested with a tension and grace of their own and contribute to the total 

~tTect. The wavy lines of the sacred cord carried the movement upwards and helps to 

offset the poise of head and. hand."1 

. The date of this bronze. has been given in The Art 0; India Cmdfakistan as '9th 

century' in the.catalogu~pc)"ltion (p. 60) but as 'late 9th -century A.D.' against the 

•• 
. '., 

. 1". TIle Art of India and Pald.';"I, p:67 
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illustration on PI. 148, Fig; 305. Though no one can be and is "Certain. about the date 

of any bronzes with the exception of a negligibly small number of examples containing 

dated inscriptions on them, it would be better not to be ambiguous about one's own 

cC)nclusions on the matter. It is apparent that the above mentioned double dating 

suffers, to some extent, from vagueness. In view of the fact that the details of this 

bronze are closely allied to those of the Maitreya (Fig. 28) this may be assigned to 

about the middle of 'the 9th century A.D. and it is therefore one of the earliest' 

specimens of the Pallava-Chola trimsition perioo.1 

This bronze is of interest iconographically too. Rarely are representations of§iva 

shown with two arms only. This two-armed Tripurantakais therefore interestintg. 

But that there was in the 8th-9th cen'turies, a practice ofshowirlg this aspect of Siva 
I 

with two arms only is known from the remarkable Tripurantaka from Ellora. Below WE 
~ 

will be examining another' fine bronze representing Siva as Kir~amtrrti (Fig.44) 

which also shows only two arms. Further on, a magnificent representation of~iva as 

Vrishantika (Fig. 128) also with only two arms is discuss~d. The significance of this 

feature is difficult to understand, but the option given to the sthapatis to show such 
I 

representations of Siva either with two arms or with four arms ,suggests that in these 

instances, probably artistic considerations alone should be taken into account.2 

The N'tlfe'a from Kiiram, ht. 53 em, br. 29 em comes next in point of time. Its 

details are as follows: 

A heavy, almo~t cylindrical ja~a-IJlakuta, with a knob-like thing representing a 

flower at its top and with a skull in fro~t, a Datura flower on left, cresent moon on the 

top right, snakes and aPat!a below are found on the head. The face is oval and the 

third eye is seen on the forehead. The features seem to have been rubbed off. The 

eyebrows and eyes and the lips are indicated by lines. The expression is indicative of 

seriousness and wonder. The neck is high, and there are three necklets close 

1. The dat of700-3Q A.d. given to this by Karl Khandalavala in Marg. Vol. IV, No.4, P. 19 is too early 
and trom our studY'it will be seen that this piece belongs to the Pallava-chola transition period. 

2. Another point is worth mentioning in this connection. Since there is a close correspondence in 
conception and iconographic !1etails between a number of images of the ~aivite and Vaishnavite 

. ; " .. 
pantheons, it is likely that the two~armed Sivas correspond tp two-armed Ramas and KriShJ}8S. 
The Tripurantaka and the KiriitamiIrti bronzes being representations of §iva as archer Par 
excellence may, therefor~, be taken to correspond with figures of Ram a the archer of archers who 
broke in twain the bow of Siva. But it is'necessary to record here the fact that all thestone or bronze 
representations ofRama known so far from South India being later than this Tripurantaka and the 
Kira~miirti (Fig. 44) bronzes discussed here, we believe that probably the latter images served 
as prototypes for the former oneS, especialiy in bronzes. 

Fig. 34 

• 
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together, the lowest of them having a big gem inthe middle. The yqjnapavita is in the 

strands, with a beautiful knot on the left chest. The udara.-bandha is broad. There 

are four arms. 'The shoulders are thick and there are a few strands of hair on them and 

the chest is wide with the nipples shown as thick circles attached to it~ Two types of 

armlets are shown. The two front arms have an armlet each which consists of a 

gemset band with a leaf-likedesign.havinga thickcircularthingin its centre. The two 

other arms have each a pair of Valayas on the Wrists. The arms are done in a 

peculiar manner in which those of some of the Vish\lu images are worked. 

A Vmnaru in the upper right hand ianda serpentinthe upper left are seen. The 

lower right hand is in abhaya and the lower left is in gaja.-hasta poses. The similarity 

between the finger of this image and those of the last but one of the Vishl2us discussed 

above, is worth noting. Further the arms are treated like tubes and all angularities 

are rounded off. The attachment ofthe arm to the torso is fine as are the lines of the 

sides. The slight bend to the right adds greatly to the beauty of the figure. 

Shorts with beautiful borders are worn in the. place of lower garment. The waist

bands has a knot hearing a simha-mukha knot from which thick, folded ends of cloth 

hang down, and a ribbon-like end goes up in a curve on either side. Th~ uttarlya is in 

,two broad sashes which are folded. The lower one hangs down in a broad loop, a 

characteristic met with in the bronzes examined before the Tripumntaka. A beautiful 

bow with a pair of flowing ends is shown on either side; the ends are decorated with 

horizontal bands of three parallel lines and show wavy tips. 

There is the end of the cloth projecting out above the waist-band on the left. The 

legs are also treated in the same manner as the arms, and wherever bends and curves 

occur, they are done as though the material is clay. Such a treatment is seen 

especially in the first Vishl}u (Fig. 15). similarly that the sculptor was following the 

ancient traditions is suggested by the characteristic milnnef in which the parting of 

the legs is done. The details of the feet are not clear. There are Plidasaras on the 

ankles . . The right leg is extremely well done and is planted on the dwatfrep:reeenting 

Apasmap1 who,is showIi like a strampled frog, struggling for life, with the expression 
i 

in the uplifted face, suggesting agony. The left leg is bent at the knee and lifted up. 

the dwarf lies on a rectangular pedestal which has a pair of spikes to carry aprahM 
Thepadmiisana is absent. 
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The back side shows, as in the above figure,clearly the features of theiatii- Fig. 35 

makuta. Unlike that of the Tripurintaka, here there is the suggestion of the ends of 

a few iotas projeCting out either side~ A beautifully done 'ir~-cakra, very much like 

that of the above fi~re is seen here. Six long braided locks hang over the back and 

shoulder. They are very boldly done, and their wavy linea enhance the beauty of the 

back. Interestingly enough in the vacant space between the two sets of braided locks 

is found traces of a pendant, hanging from the neck. The bows and flowing ends of 

uttariya and the bandS in the waist are clearly seen here, and their workmanship is 

obviously evolved. But the modelling of the buttocks is. archaic, and the beauty of the 

.treatment of the limbs is well brought out on this side. 

Now comparing the features of this bronze with those of the Tripurantaka, tlie 

following well-marked differences between them are found. 

The ia,tii-makuta of Na~a is ornate; ,the eye-brows, eye-lids. and the lips are 

shown by incised lines; there are three lines on the neck; the necklaces, the yqjfiopavita 

and the armlets are also ornate. The most interesting element is the simha-mukha 

of the kati-siitra which, being probably the earliest of its kind seen on the metal 

figures, seems to be only suggested, rather than clearly delineated as in the case of 

Vishipaharatla (Fig.3S). While there is no curl of hair falling on the shoulders on the 

front side of the Tripurintaka, here a pair of ~hem is seen on each shoulder. The 

details of the backside are extremely illustrative of the fact that this bronze is later 

than the Tripurintaka. The most remarkable of these is the pendant hanging 

between the braided locks, a feature which is conspicuously absent from the latter 

figure but found as a rule in the bronze to be examined below. 

In regard to the modelling, it is bolder here than in the other one, notwithstanding 

the fact that the angularities are round~ off and the details of the hands and the feet 

are less clear, leatures which are f?omewhat akin to those found in the,earlier Vishnu 

bronzes. Above all, amon~t the figures with bhang(l$ .. an inno.Jation which is a 

deViation from the earlier traditions of showing images in a rigidly erect posture and I 

in a completely frontal position~ the 'earliest example, examined so far, is the 

Maitreya in abhanga posture (Fig. 28) which is followed by ~he Tripurantaka with 

greater flexion. But this Na~a is easily the most interesting of them all. The very 

theme of the bronze necessitates the depiction of ati-bhanga, but the restraint and 
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controlexere~sed in,dealin~~i~g tb,e ~ynamic~cii«mby th~ sculptor of this :piece make 

it a superb $pecimen, 9ardly equaUedby ~l'lyo~tofit8',kind. Andjt is the earU-.t 
. I 

},ronze NateS. known. 

It is also :interesting frol1'1the point of view or itS provenance. ltcomes rro~ 
Kiiram'in the ching1eput DlstricLft'is Ii :pia~brhistoricanin.port8fiCe'whereth8reis 
the 'fattioussttuclunil' t.etnpl~ ~. Siva ih· ilpaidill form built duringthetim~ of 

ParameSvaravarman I !»alIava(c. 630';68A.tJ.) afidwhere was rourtcfa tOppe~.;piate 
. .' -'." " . ,'. , ,'. .,.;. , ." \-

grant belonging to his period. This temple seems to have been endQwed Wiihmetal 

images of SIva at a time-when the whole of Tamihli4 w8Sringi~g With the hymns of 
I . • '.' • . . '.' '.;' '. ,,' ..... ' .. , .. '. ,. . .... 

the Saivite saints, whose importance was made known by Suildara:rililrti in' his 

Tirutto1J4attogai. Ptobably,this \V88. one. ofthevery fil'St me,talimagas"nateci to the 

temple. Interestingly it isofNa~. Thispla.,ce-beingvety near_~ KliaehIp\1l1lm 

where there is the renowned KailAsanitha temple adomedwith exquisite sculptures 
-' _..' , '. ,-'-' ._.... .-" -., . . '.; - '. " . -- -

of themes from ·the 'Siriarpuri1l}a particularly w,ith a number of dancing Siva SCulptures, 

it is but natural that the memh~r of the royal dynasty responsible for t~donation of 

this, commiSaiorted the ilthapati who,~hile wrirking ~n'the subjeCt, hadprodu~ ~~ 
if due to a nash ih'his' mind a li~ique ~n~ reptesenti~g:the ardhvG-jiillu 'pose. 

. . - .' .,,' ,., . . . , .. ; ':.' . -' ,", - . - ' 

Providing a padm&an.a and a pemianeni prabhiivali for images of Siva not being 
. , . . . .., .. --

found iri the e8:rlybronles, ~re tootheya.re abSe~t.' . . -
',< ' 

, That isbrolUe is only slightly later than the Trip\l!'intaka is apparent., It may 

thereCore b~ assign~ to abouttt1~ t~rcl ctuartet:0ftbe 9th centuryan~not to abo~t 
900 A.D., as given in the book The Arlof ,lndiaanclPaklstan; ~n p. 67 ,and:against Fig. 

304 of Plate 48 1; and it repr~e.nts .the urdhv~jlfnu':mode. 2 . 

"Immediately a~rtMabove,:co~the remarkable bronze ~preseting:~group 

called S01Daskanda ,i.e.~iva with U:m~ andSkanda :(ht. of Siva l~, 28 Cm.;bt. of 

. it 

1. 'Thl!l<iate oflat&8thcenturyQreatly.9th ~tury A.D~i:g;.ventoitinM6ry,Vol IV. 'No: 4. isdift1cUlt 
to agree with for the reasons we have stated aboVe.. " 

2. "The ideritifieation oftblsfigure a~:l1~hv~:j'~U ~a~ gi~en origi~lly ~n;J.I.SO.A., vOL. ~. P. 16, 
\9-as cll8.nged to Tala,lIamspho{ita.in IndiQi1, Art and Letter.; Vol. XII No.2; 1938; and this has been 
adopted in the book '!~ 411 of In,dia and Pakf8tan. P. 69, witq approval. wrule~e mode ofda~ 
may ,lipproxHru.tetothe'Bharata'id'arCu}.a oft/Ie 8cimel&cuue, the Obsellce OfpoUler requ;I-ed'(or 
eff6tCtfvely ,demonstr-atingthiil karap.a in!thii!l exaltlpJ.e, th"e pres.enee on the other hand, ofa subtle 
balancing of the posture on One leg while holding the other leg with itS knee bent, in the mid air, 
andthe depiction Of th~ artna in the usual. poseS,go tb prove thilt:this is a tigu~ answering the 
dhyanaotthe: Bilpo. *ext given by S. Gepalachari in hiurtiele in theJ.LS .. O.A., Vol. VI, mentioned 
above, as well sa the description of the w-dl&va-J7ihu '/wral)a, rathertban answering the Tala-
8am8photita karw.~a of the Nlltya-til8ti·a. Here the ttgUre may be called as ~iV8 in tb.e urdhva-jlblu 
posture. . 
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Parvatf 14, 23 em)' fromTiruviilaI\gI9u~Unfortuna.lythjfigureof Skanqa is 

missing from it. It is in~resting to note here that while the bro.nze8 dealt with 80 far, 

were each a representation of a single deity, here we have for the fi1'8t time a group 

displaying the skill arid capacity of a South Indian sculptDr in creating such remarkable 

studies in composition as this, iIi the round. From a study orthis group not only do we 
. .. ' ". . L. '. 

know about the course that the traditio~ of this art took in representing Siva-for that 

matter a perfect man- but also about the', manner of portraying Um~ {P§:rvatn or 

perfect woman. It is really a pity that the figure ofSkapda. is missing; forwere it also 

preserved we could have had an idea about the way a baby~god - i.e., a typical human 

baby was represented in bronze. There are several examples of this group in stone ht 

bas-relief in various temples ofthePallava period; and hundreds of them in bronze 

belonging to the Chola and subsequent periods. 

But this piece, belonging to the transition period, when the art·ofbronzes reached 

its zenith of development; illustrates this development in aU its glory in a 8uccinetahd 

scintillating manner whichno other specimen is seen to do. Hence it richly deserves 

to be called not merely as a masterpiece bqt a gem of a bronze. 

Now in order to know where e"actiy its position lies, it is.necessary to describe it 

fully. A de~cription olit is given in the Catalogue' onp. 107 . The following particu1a1'8 

may be added to it. 

On the Jajii-inaku!a IS the ornament with prongs, enclosing the skull, and it is 

more prominent and evolved than that of theTripurlihtaka. The face is almost round 

and its features are very pronounced. The nose, the eyes, the lips and the mouth all 

seem to have been modelled by hand. There are two kaTJ-~h'is (necklets) and a H6ra 

(necklace) on the neck. The lowerkap,thiis embellished with a pendant flanked by a " 

tassel on either side. It is remarkably akin to that ofTripudntaka. Thelonghara is 

also of the same variety as the one found on that bronze. Thus there. is here an 

addition:al ka,!!hi. This is, howeve, not mentioned by the authors of the Catalogue 

The yajnopavlta seems to be of plaited gold wires, with a knot on the left chest, and 

the udararbandha isbraidedan~gem-set a.nd has a big clasp infront. Unlike any of 
t , : -. • 

the bronzes examined so far, the nipples of this figure are done as though they are 

pressed-out globules attached to the chest; a~d this appliq~e method is peculiar to this 

bronze. 
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The modelling of the torso is rather slender andeylinder-like; nevertheless its 

Contours and the lines of its sides are characteristic of the-sculptures of the transition 

peried. 

For the first time the ieyiiraaa1'e of~ ~e called nil6a-valCya. This type is found 

used in later figUres, too, side by side with the type of armlet Consisting of a band 

decorated with a knob from which shoot up vertically short slender prongs, which is 

similar to the ornament seen on the headdress of the bronze under study. 

The knot ·inthe waist-band is ornaUibut does not show any sim:ha-mukha. There 

are, however"thecurvedstrands which start from this knot and go behind. On the

drawers are beautiful creeper designs between vertical lines. This type of dra\Ve1'8 is 

in advance over that of the Nate'a fromruram. 

The Workmanship of the·loop of the Uttariya and the two ends of the girdle is 

beautiful. It may be noted that unlike the Vishipaharaoa (Fig.3S) to be noticed 
. -

below, here;the two girdle ends are shown one over the other. 

- The treatment of.the arms and the legs is exactly in the sattle style as that of the 

Kiiram Nate8a but it -is a little more refined than in thEl case of the previous two 

bronzes. The legs are especially noteworthy~ Their modelling.is undoubtedly smooth 

and -rounded, and the poses in which they are kept are'M8y and graceful .. That these 

qualities are distinctly superior to those ofVishipahara~a (Fig. 38) are apparent. 

~. 37 On the back, as in other bronzes, the details ofthejata:makuta are clear. There 

are six locks of braided hair, divided into two groups, with a large pendant in between. 

1,'hi~ ornament \ is also boldly executed. It may be remembered-here that the 

beginnings of this feature have already been m~twithin the above Na~~ The upper 

a.rms are bifurcating from the lower ones in sharp angles, which is obviously an 

evolved feature. The bands of the sashes a~ the ornamental bows. are also easily 

seen from this side. 

The pose in which ~iva is seated is called the s.llklJ,lisana pose. But unlike the pos~ 
of such bronzes as Sivaassulthasana (No.1 of the Catalogue, p.100), it is majestic in 

the preSent instance, the slight inclination, toWards back, ofthe bust creating all the 

dif1'eren~. In this as well as in several other .pects thi~ bronze compares extremely 
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well 'With the magnificent BhiksllatanamurtPof the Nllgeavara temple of 

Kumbhakopam. 

Now to the figure of Uma.· There is a conicalka~makuta on the-head, 

decorated With the same kind of ornament met with in the Siva figure. The faceis 

round. and the features are sharp and graceful. The neck is high and there are three 

necklaces on it. No trace ofmlihgalyC1rslltra is seen in tqis figure. Curls of hair fall on 

th~ shoulders which, though round and high, are smoothly and beautifully done. The 

breasts are full and sensuous, achara~eristic of sculptures of women of this period, 

most typical and beautiful examples of which are the figures of women,2 of the 

mge~vara temple, Kumbhak~am. The modelling of tl:le abdomanand the hips is 

extremely realistic while a certain amount of exaggeration is introducedlntl1e 

,depction of the limbs, parti~larly le_ which are too elender and t~refore ~m to be 

Slightly disproportionate, in spite of their extreme tende;rnasa and grace. We may say 

that this slight exaggeration reveal~.tbe.Jaclthat the sthapati was also a great poet 

besides being an artist. In this connection this fact is worth remembering, namely, 

that all the women of the sculpture,s from Amaravatl,3 and Nagarjunakoq4a,4 are of . 

this tall and slender-limbed type of which the royal women6 occuring in the panels of 

portrait sculptures as Mahabalipuram a~~ directly derived. This bronze is, therefore,a 

specimen which illustrates the continuance of early traditi9ns of the art of South

India. The diaphanous nature of the dukilla or the garment shown clinging closely to 

the body is a special characteristic of the early sculptu~s. Moreover, the "absence of 

any lines on it intended to suggest its folds, is also another characteristic ofsculpltures 

of women not only from M~habalipuram and AmaravatI but also from such as place 

as Tiruviramlsvaram, Tanjore District.6 From a slightly later period onwards this 

characteristic begins to appear in the garment, first in horizontal. lines runnirig 

parallel to each other with much space in between e.g., the women sculptures from the 

Nage~vara temple, Kumbhakonam, and later on with lines shown close to each other. 

And still later the garment of this Uma also suggests an early date for the figure. The 

hem of the garment, the central bunch, the loop of the sashaad the ornamental boWlS . 

are all executed beautifully. 

1. ,Je.A Nilakanta Sastri, The colas (1955), pI XIX fil' 53. 
2. Ibid., .PI. XIII, Figs. 24-27. 
3. C. Sivarainamurti, Amarav.atT Sculptures intl&e Madras Museum, PI. XXXVI 
4. AH. Longhurst, The Bllddhist Antiqllitit'.8 of Na:gcujlUulko,!tJa. pl. XXi (a), etc. 

5. T.G. Aravamuthan,Portl'ait sculpture of SOllth India. Fip. 2.8. 
6. . C. Sivaramamurti, Gt'-Ographicaland chr01wgical factor. in Indim,'OOIwgraphy. PILXX B. 
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The back viewofUma is all the more splendid and the details met with here make 

it an outstanding specimen ofthe art. The most notewQrthy orthem are the beautiful 

makuta with an equally, fine .siroS-caiera attacb~d to it, the wonderfl,llly wrought 

braids ofllair gently swin~ng h~ther and tither, the yqjnopavita, the waist-bancls and 
. ',' , -. " , 

the tuck~d-up end of the cloth .. Abo~e all, the eXcellence of the modelling is apparent 

from the fine proportioms of the torso and the hips. . 

Lastly the bhadrltBana on which figures are seated shows interesting details. It 

was customary to show the figures of deities only on bhadriisetna in early sculptures 

(e.g., Na~e~a from KiIram) and no padmasana is found between it ~nd the figures. 

This bronze is another example illustrating the practice. FUrther·the mouldings of 

this Cisana are very simple except for a few floral decorations seen: on the perpendicular 

spacersoccuring in the prominent depression. In later bronzes, even where no. 

padmCisana is found, not only are the moulding more evolved but there is a projection , 
in front, e.g., VishOpaharav-a~EFig.38). In order to support the right foot of Siva and 

cthe left foot ofUma a double-lotus design, inhigh relief, is found under each. 

As regards the. date of the bronze it is interesting to note that though the l~arned 

authors of the Catalogue have acclaimed this pi~e as 'unusual and rather striking' 

and have noted that it is 'much the smallest Somaskanda i.n the collection' they have 

judiciously aVOided assigning it to any date, omitting to include it among bronzes of 

Chola type even, by not marking it with either an asterisk or sword mark by which 

they have distinguished bronzes 'of Chola type' and 'more doubtful specimens that 

seem ~o be allied to themtrespectively (ibid., p. 47). Similarly they have not also 

indicated any date totheVishapaharaQa (Fig. 38) with which this Somaskanda is 

associated in more than one place and dealt wit~ by them in appreciative terms about 

their style. This is rather surprising but is apparently quite in keeping with the 

authors' professed hypothesis that " ........ metal images are associated with processions 

and it was under the Chola king that this side of temple activities was specially 

developed, which no doubt accounts for the fact that no Hindu metal image is known 

that can be definitely proved to be Pallava." Ubid., p .. 25). The reason for the omission 

to mention the necklets of the Siva of~his bronze group from its descripti~n and the 

consequent avoidance of bringing their importance and significance to bear on the 

long discussion on necklaces by the authors (ibid., 34-40) is also not known. 

In the booklet entitled Illustrations of Indian Sculpture Mostly Southern of the 

Madras Museum, how~vert this bronze, illustrated on PI. XXXII, is rightly assigned 
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to the Pallava-Chola transition period. But ~he more d~finite diltings~ggested by the 

expression there, namely, '9th century A.D.' can be chan&ed to a still more precise 
• 1 • ' , ,'" ..,' '."" c.': .' I" 

date. In the light of the above, dis,cussion its date may be somewhere about the 
. " ",.'" ., 

begiriningofthe second half of the 9th century A.D. This dating gate s~pport from the 
. 1 • . , < ~.1' . - • , ', 

manner in which and the positions of the em~lems a~ ,held: So,the date "circa,seoond 

half of the 8th century A.D." assigned to it by Mr. Karl KbandalavalainMai-& Vol. IV, . , ,.; , 

No.4,. p. 19, may have t9 be modified. 

Theatudy of the above bronze I.ds us on the consideration of the famous· Fig. 38 

VishapaharaI)a from Kilappudantlr next. It has been dealt with in the Catalogue on 

p.l08;but its description there, is rather not full. In The Art ofIndia .nd Pakistan 

(p. 70) its description is fuller. A passing reference has been made to this bronze in 

Marg, Vol, No.4, Page 19. But in order to show its proper place inthe chronologi~l 

sequence the following description of its seems called for. 

The highjata-maJuqa is conical, which is distinctly a step in advance over the . . . . . . . . 

workmanship of the crown of all the bronzes deaIth with so far. There is a Datura 

flower, moulded in the round, on its left l;Iide, and an imperfect crescent, apparently 

also designed in the round, on'the right, near the, top. There is the interesting and 

significant ornament showing a thick knob surmounted by prong-like projections. 
~ "" . 

That the ornament has gradually become more popular at the time when this bronze 

was produced is easily seen by its repetition on the arms of this figure also, wh~re its 

details are clear-cut. The fillet around the head is narrow. The face is round and its . 
features are more evolved than those of the face ofthe Somaskanda (Fig.36) bronze 

described above. The third eye is parti~larly well marked; the rid~oftl1e 'rye

brows are not 80 high; the eyes seem to·be in a sun~en place. The nose is done in a 

manner similar to that of the Tripuriintaka' figure (Fig. 32). The lips ~re slende~ and 

not thick and the expression in the face does not convey joy. 

" , 

The neck is high and there are two necklaces. ''The inner of th~ two necklacea is 

v:ery broad and plain. The outer one appears to have, been designed with an 

ornamental centre-piece, but its ~urface is now quite smooth."l Here is an instance of 

the om mission of the long hara from a figure of §iva as in ,the case of Na~~a f~m 
KITram (Fig. 3,4). But it must be noted that here the two necklaces aI'&moredeveloped 

than those of the previous examples. The lldaro-bandlta is broad and is decorated 

1. Catalogue. p. 108 
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. with a 'diamond-cum-rosette' pattern. The yqjiioPallita "is divided into three, its 

broad central portion being looped over the right forearm." The strand which goes 

above is also comparatively broad while the lower longer one is slender. There is 

here the clasp over the left chest, whtch has assumed the addorsed bell shape with a 

beautiful knot from which hangs gracefully at the end olthe t~d. It is to be noted 

here that while the central strand gQe8 over the fore-arm, which is a chaz:acteristic 

feature of some of the sculptures of the. Pallava period in general yet, as in the case of 

the necklaces, it too has developed, like the clasp mentioned just above. More 

important than this are the few lines that run along the course of thQ strandobvioualy 

intended to suggest the folds of the yqjnopavUa which is therefore made of vastra 

(cloth). An anticipation of this details is found in the sa~hes of the Nate£a from Karam 

but there it stopped with them. However, here it occurs along with the folds of the 

drawers which form quite a new element and which are conspicuous by their absence 

in the figures so far examined. Further here are found the new type of keyura 

mentioned above, the sharply tapering conical headdress ~th the keyiira type of 

ornament on it, developed facial features and other highly evolved details to be 

mentioned presently. Hence, the presence of the characteristic namely the sacred 

cord going over the fore-arm alone canpot be construed as a piece of evidence to' decide 

the issue of the date of the bronze. For, a similar treatment of the yqji'lopavfta is found 

in the marvellous Trivikrama (Fig. 53) which is undoubtedly a later work .. Just as the 

slenderness of modelling of the Uma in the previous bronze group has been taken to 

be an echo of earlier traditions so also the style in which the yajnopavUa is done in the 

present bronze as well as in the Trivikrama bronze is simply an echo of earlier 

traditions. 
. , 

The torso of this figure is thicker than that of the Siva of Somiiskanda, but 

continues to display the beautiful modelling characteristic of the SCUlpture of this 

period, and the lines of its side are in curves which are delineated with consummate 

skill. The chest is broad but nipp~ds are not so prominent as those of the Siva of 

Somaskanda discussed above or of the leg reversed Natelfa (Fig. 54) to be dealt with 

below. The shoulders are comparatively normal. Serpentfne locks of hair and a flower 

beautify each shoulder. 

There are four arms, the upper ones bifurcating from the elbows. The characteristic 

'keyiiras mentioned above, are seen on the arms and a pair ofvalayas on the wrists. A 
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technical advancement is perceptible in the manner in which arms, on either side, are 

made to adhere to the body. While the circumference of this joint seems to be large in 

the bronzes discussed sO,far, here it appears to be comparatively little. Further, there 

is difference in treatment between the fore-arm and the portion above it. While the 

former is slender and sharply tapering towards the wrist, the upper portion is heavy 

and tube-like. In the bronze noticed up till now such a sharp difference in treatment 

between these two portions of arms has not been met with except perhaps in the 

Somhkanda (Fig.86) where a beginning of this reatures in seen. 

A pa~u, much more evolved than that held by the Siva of Somis kanda, and a 

deer are held in the upper hands, not between the first two fingers of the hands; the 

lower portions of these emblems are attached to these fingers inside. This is again a 

new feature. There is a flower-like thing in the palm of the lower right hand standing 

,for the poison and the lower left h~nd holds a rising-up serpent with spread-out hood, 

executed in a highly beautiful manner.-

The details of the lower part of the figure are all the more interesting. For the first 

time the folds of the drawers are suggested, not by means of lines characteristic of the 

bronzes of the' previous period but by means of modelled elevations and depressions. 

The feature being in its early stage of development in this bronze, the space between 

two successive elavation is much, whereas, as will be shown below, in later bronzes 

this space gradually becomes narrow. In the famous sculptures from Niige~vara 

temple, Kumbhako{lam, this feature is in a slightly advanced stagel. Secondly the 

sashes are broad and are shown not only with lines suggesting Colds but with

diamond-cum-rosette pattern. Above the bows on either side is seen an end of the 

uttariya which seems to be in three strips. Another end of the uttariya is,mad~ to hand 

down on either side ofthe knees and in front ofthe pedestal. Besides, the broad loop 

is worked on the pedestal itselfwhile the two beautiful ends of the waist-band are seen 

just below the left foot. This may be said to'have beep derived from the same detail 

found in the Somiskanda (Fig.a6). Then there is the kap.-siltra (waist-band) with a 

highly developed siinha-mukha of which the hesitant beginning waS noticed in the 

NateSa from Kiiram (Fig.a6). Unlike in the case of the latter, the siinha-mukha does 

not ejeCt any cloth; on the other hand, the ends of the former bows are seen to take 

1. K.A. Nilakanta Sastri, The COlals (1955), Figs. 28, 43. . . 
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their origin from the simha-mukha. Moreover, the thread that is shown on either side 
, " ".., ",,, .,,' , c., " ", "" .' t; , " ,~"" , ','e- ,,' ,. " i " ' ' , 

orthe knot, as going up in a curve and then fallling again doWn to follow the course of 
>, : _, ; , . , . <' '; e ~ •• '" .- ,," ~; I 1 :.<, . ; .. : . ; • 

the waist-band, is here shown more or less like thin Curved horns springing from the 

lion~head. There' are pooiuJa;as on the (eei.The'~od~iIingofthe leg ~'again 
interesting. T1i~ rounded Ceature 'oC the legs o't the ~ ~revi~~' bron~~ is ~ing 
imPerceptibly changed to stio~ theirb~ny 'contours. The ereCt pose in ~;;C(!eedingly fine 

, , ,',.:..' r ," " ",. ":,, ':.: .' :.".,' ,. 
but the degnified bearing of the Siva of the Somaskanda group is apparently absent 

from this speCimen~ 
, . ~ 

. At the back there is a Siral-cakta which is also of quite a new type, not met with 

so far. It is done in the form of a wheel with spOk~ bound by an ornamental rim. 

'Fifteen long braided lockS hang over the back,' the braid~ being thinner than those of 

the previous figures. 'Unlikethe latter, here 'the pendan't, hanging from the neck, is 

covered by a lock, probably because the sthapati fo~nd it,diffi~ult to divide the large 

number of locks leaving sufficient space for the pendant to show out sepa~teiy. -The 

style of the locks of hair of this figure is anotherimporlant cha~acteristic bearing~n 
its date. The other details of the back are, as usual, clearly seen. 

The iii;ana on which the figure is seated in 8ukhCisana pose is like that of the 

Somaskanda figure, i.e., a bhadrasana without the padm&ana.But it is higher ana 

its mouldings are more developed than'th'e other, of~hichthe rounded k~muda and 

the spacious pa~~i are noteworthy . There are spike here. A definite proof for its later 

date than that of the previous bronzes is afforded by'--the projection of the central 

portion of the lisana. This 18 again an important feature seen for the i!rst ti~e in this 

piece. The hanging right foot is-supported on a small double-lotus rest'. in view of the 

fad that the details or this bronz~ closely follow thos~ of the Somlisk~a, this ~ay be ' 
assigned toa date slightly later than that of Somas kan da. Therefore thecfute cirCa 

9th-10th century A.D. given t<i itin The Art orindia wid POk~ (p.7(), pl.49, Fig 

306) seems to be a little too late; and the date of Pallava p~~iod;600-8s0 A.D. given 

to it in Illustrations of iiulian Sculpture' Mostly Souihernof tie M/Ulras MuSeum 
(Pl.XXX) is'toO wide and vague. It will no~ be clear that the ~tatejn~nt~rMr. Karl 
Khandalvala reganIing 'the importan~e~( the bronze and 'its '<bite gi~e~:if{Marg, . 

Vol.IV, No.4, p:19, requires modification. 
. ' ~,. , ,:.; . 

". 

The Vi~adharamurti in the Tanjore Art Gallery seems to carry the story of the art 

a step further. 
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It is a standing figure in the iibhMgcipose. The studied ihtraint with which the 

pOsture is executed 'makeS the bronze a remarkable specimen of a st~dy in elegant 

poise. It is the very firetthingtO attra~t the attentioh ~f the ~llolder. The 

comparatively sparse but tasteful ornamell.tati611~the slender but forceful moclelli'ng, 

the beautiful postures 'ofthe arms and abOve ali the features ot the face supting in 

a remarkable manner the supteme power and divine coinPOSU~ are really in the true 

Pallava traditions .. 11: all these and'p~rticula:rly in the high refinement ~t treatment, 

this bronze seems to view with the Tripurantaka bronze' (Fig~32). 

The highjata..makuta bears on its right side a DAtura flower and a small crescent 

on the left side high up near the top. The keyura like ornament provided with 

beautiful tassels below, ado~ the front side of the makuta. There is the pat(a round 

the head. The face is oval, and its features seem to be iIi the same style as that of the 

Vishapahara!l8 discussed above. 

There is a makara-ku'!4ala in the len ear and a large patra-ku'!4ala in the right 

ear. The reversal ofthe order in the wearing of the kuTJ4alas is noteworthy. There are 

a number of other sculptures where the patra-ku,1J4ala is fou'nd in the right ear; e.g., 

Bhiksha~anal (stone) of the Nage~vara temple at Kumbhakol).am, Dakshitjimiirti2 

(stone) from KAverip~kkam, Vil!iidharas (stone) from Kocjumbaliir, the Kiri'tamurti" 
. .' l 

(bronze) from Tiruvetka!am discussed below (Fig.44), and the seated Sivali (stone) in 

the Madras Museum. From the fact that a majority of these sculptures belong more 
I 

or less to the period with which we are concerned here and the aspects of Siva that 

these repres~nt are not the same, it seems that at that time the patra-Jw.1J4ala was 
displayed both in the right ear as well as in the left ear. The restriction of this ear-ring 

I 
exclusively to the left ear was perhaps a later imposition by the developed Saivite 

theology. In this connection, it is worth remembering the first verse sung by te baby

saint Tirujiianasambandar (mid-seventh century A.D.) after having been suckled by 
'. I . . " 

PiirvatL It starts with the wonderful phrase in praise of Siva, namely, T~u9aiya 

Seviyan6 (literatly 'mall with woman's ear-ring) which' is exactly the equivalent 'of 

1. K.A. Nilakanta Sastri, op. cit., Fit. 53 

2. 16id.. Fig. 52 
3. Ibid., Fig. 38. 

4. Journal of the Annamalai University, Vol. III. No.1 Fig. 1. 

5. C. Sivaramamurti, Geographical and Chronologial factors in Indian Icomography. p.26.tezt Fig 8 •. 

6. Devaram, First Tirumurai, Shiyali Padigar:ro, uerse 1. 
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ArdhanirI, i.e.~ half man and half woman, (Ammaiappan in Tamil) where there is 

obviously no reference to any particular ear in which the tof!.u (woman'sear-ring) was 

worn by Siva. Coming back to the bronze its neck is high and a'simple, but stitT kaT#ht 
with a .thick gem in, the mi~e and a pendant, is all that is found on it. There is also 

a groove round it. A beautifully Clirvin, yqjflopav7ta ip three strands with a double-

\ bell clasp and a'charming knot is found on the body. The display of the longer strand 

hanging vertically against the udar(J,.bandhaas ifpisecting it and by the side of the 

curves of the other two strands, creates the etTect of a beautiful jlla or mesh which 

effectively sets otT the beauty of the otherwise plain trunk of the figure. The udam

bandha is decorated with floral designs. 

The modelling of the torso is exceedingly fine, which while preserving the purity 

orthe line ofthe left side as in other bron.zes, has given a stress in that of the ~ght side 

making the figure.lookgrand~r owing to this change. This pressure on one side'is 

obviously onlysHgJtt and is 'brought about by the ~lianga posture in which there is 

the suggestion of a slight movemnt ofthe body as is seen here in the left leg which is 

not, firm, compared to the right leg, and, therefore, is in the act of moving, The 

shoulders are normal and a pair of ringlets of hair falls on each of them. On the aims 

are seen the. ":Qgavalaya, while a set of three groovd valayC18 are on each wrist. The 

,upper arms are bifurcate from the elbows in a narrow but sharp angle. The emblem 

held in the right hand is missing, while a deer is seen in the corresponding left hand. 

This deer is supported by a strut which should have been normally reqloved from 

there. The lo~r right hand is in the posture of manipulating the strings of the vlna 
\ ~ . . 

and the left hand is i~ the posture of holding it. 

The figure wea~ a pair or drawers decorated with simple creeper designs. The 

~ist-band has the knot in front which shows a more stylistic simha-mukha. From 

ea~h end Qfitsmouth isues forth a bow enclosing a knob between them. The horn-like 

threa'ii.i~ a deep curve, becomes a band on the waist. There is also another band 
"·'·,.\7:."·Y . . . " . . ~ -

beside it:.Tbe style of the legs is similar to that of Siva ofSomliskanda rather than 

~t of the\rlShapahara!la, but here the'hip is-somewhat narow. The absence of 

~viness of tJjis part seems to add to the gracefulness of the bhariga, because 

. JIlQSiveness.ofthis part is likely to atrect the smooth course of the flowing lines on 
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either side. A slight exaggeration seems to characterise the legs but it does not in any 

way distract the beauty ofthe figure, brought out by its good proportions. As has been 

mentioned above, the right leg is firmly planted while the left leg is relaxed perhaps 

for taking a first step. There are padasaras on the feet. The figure stands now on a 

circular plate only. 

The back view of the jatii-makuta shows the matted hair arranged somewhat Fig. 41 

stylistically. The'SiraS-cakra is missing. There are twelve long locks of hair twisted 

at their ends hanging on the back and shoulder. This feature is specially noteworthy 

because this is perhaps the first bronze male figure of this series where this feature 

makes its appearance. It will be immediately understood that this is the stage to 

which the locks of the previous examples were developing. It may be remembered 

here that the ringlets of hair are already seen in the figure ofUma of the Somaskanda 

group (Fig. 36) discussed above. Here the twisted locks are arranged beautifully in a 

semicircular shape with sufficient space in between two of them. It may be mentioned, . 

in passing, that in later figures not only the rings become larger in size and· number, 

bht also closer to each other, ultimately assuming a wig-like form. It will,therefore . 

be clear that here the twisted form oflocks is in its early stage of development. There 

is a suggestion here of the presence of the usual pendant, but it is not clear. The arms 

are considerably away from the body especially the left arms. The nliga-valaya armlet 

is seen on this side too. The three bands of the waist are clearly seen. It is only from 

this side that all the ~ce of modelling and the beauty of the lines can be appreciated 

fully. 

The bronze __ rePresenting Siva seated in the sukhlisana pose will be found to be Fig. 42 

almost similar to the Vil}§.dhara discussed above. It is now in the Tanjore Art Gallery. 

It Seems tobavefonned a Somaskanda or Uma-sahita group. But the other figures 

or figure are missing.-nie- noteworthy features of the front view are the highjatii- . 

makuta, the simple ~aT}!hl and hlita, the flowingyajiiopavUa the simple garment and 

emblems and the beautiful modelling of the torso, arms and legs. The prominent 

patra-kur¥f,ala-like ear-ring in the left ear and a different ku1J4ala in the right ear are 

also interesting to note. 

The significant details that mark the back view are the high makut(l with the Fig. 43 

twisted locks of hair looped in a natural manner, the rather unpretentious 6iraiJ-cakra . 

and the bows on either side and the tucked-up end seen in the middle of the waist-
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bud. • The m.tlsniri~riant~tai., however, to~ ilotedilereis'th~ bi~ Pehdarit which 
.; .. , .~.,. '. '. '" .. -::- '.~ '.:>' ':. ;."; '._:' .. -'~; ..... ~!:. '.~ ._ .. ~<"' .. :' .. ~ "1 .• ;"'." ~. ::. ,.;', 

Ilrings 'from the 'back of n.eck. -.TliissPecfal· ~~~~ristic. tOgether ~th'the other 

details'Which'ate~ as'rtt~ritioned ~bo~e, ~ltiritt,t~~ drtii~p~vi~~ figui-e hel~ t~ 
, . . - . ., . '.. ; ,- , .,~ '.', . 

asm~'this broI12:e also to the last quatter of'the9th century A.D. 

As the styte'ofthis fIgUre is reminiscent of that of the Tripurintaka (Fig. 32) and 

the details ~refJlightly ~~~,than those oftheVi~hap~ha~9a it, may be dated 

to about th~beginning;Jr'the i~st-qtia~or ~ '9th~tury A.D. ,Its ~ize is ~lso 
chameferlstic;'ofthe periOd .. 

, .,.,., , :. ," \ I / 

The two relll~rkabl~,bronzes,one represeJ,ltingS~vaa~ Ki~JAii'17ti.~nd'the,other 

Arjuna, f~1ll Ti~~vetka!a~,Chida~b~J;'am 1'~, 'SOuth Arcot Distn~. next claim 
\. 'j. .,.n . , . 

our attention on aCCQun;t()f the .stage,ofcl~vel()pm~nttbejr det~il~ display. Alate 

p~rv~tI illl~gew~s f~~~d alo~gwith thes~'t~,"'hict~ will.J,le d~~1dtin·its.p~per place ... 

Th~se nave J~rmed th~ subject of an excel~t:paper. by &'ofessw T.B, Nayar, 

published jn the J;Qurnalofthe Ann~malaiUniv~rsity, Vol.III, No.1, pp. 28-47. 
) ..,.'.. . , . 

Recently Mr.T.N. Ramachandran also has dealt )'Vith these three images inhis 

monograph on ,the KiriitOjuniyam ,or Arjuna's penance in Indian Art (J.I.S.O.A., 
, ", ' . '. . . 

Vol.XVIII, pp. ~Q-~4). Prof.Nayar's descriptions ofthem are nearly exhaustive. We 

reproduce th.em below with pleasure. ',' 

''The image of Kira~amurtP is 23.2" hi~, is made of copper and cast solid, eire 

perdue wise. 

''The matted hair is tied Injatii-maku~a. There is neither snake, nor skull visible 

in it, but it is adorned with ~ ro~ ~f garl~n(hL The flowers milking ~pthe ~~iands are 

worked ~alistically ~nd appear .~~ be ark'a (Calotto'pis ~~~t~~):' Th~~ ~pres~nts 
" • . , ,', ., " '.' l ,:.' " ~ ':" .: , . '. . • 

the very garlands is a narrow floral ba~d:' The~r~nge~ent '~f the ~attad hair 
. , ' '. .' .' .... '.,~ ~." .' .' ;:..,.~ ,-',.;. " ,,~~,: ';,.,:: .. ;: .. , 

defeats comparison. While it will be conced~d that it is the m()st perfect formofjOiii-

makuta, it is unlike thejafii-makuta iria~y kn~~i1t1age ()f~iva. On top ~fthejtdii
maJlU~a th~re is a, f~u~ p,e~l-form~ti~n' with ~ ~e~tralk~()b cr~~in~ it. The 's~~~ . 

motiv~is:repeated on ~ith~r side Qfthe ~rland,but ~ith thk'~ntral krtob v~ry ~uch ' 

~attenedout. Just above the forehead there is an ornamental ba~d,take~ ~o~~d and 

ti~~at the, ~a<?k ~n. ~n el~gantknob. lA>cks, of, hair. extremely ,realistic in their 

formation fall down the neck at the back. two Qf'them,fall-on tothe front, orieon each .' . .... . '. . 
shoulder. 

1. Prof. Nayar has rightly pointed out the appropriations of callings the image as Kiratamurti rather 
. ~he Kiratarunamurti. Hence this name is uses here, instead of the other name (Ibid, p.33) 

/ 
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"He wears a patra-ku1J4ala in his right ear and there is no ear-ornament in the 

left. Siva in most of his forms wearsa makara :kuTJ4alain his right ear and apatra

kuTJ4ala inthe left. Here the departure seems to have been intentional, to add force to 

the disguise 1 • 

''The tip of the nose shows signs of having been damaged and very cleverly 

repaired. 

"He has a single necklace with beaded ornament in front. It is ,tied at the back 

close to the neck and through the locks can be seen its tassel, flat and heart-shaped. 

"His yajfwpav"lta or sacred thread consists of three strands which are quite 

distinct at the back. TheYa.(e tied in front in a knot the-epds of which rest on the side 

of the chest. He has neither keyura armlet nor udara-bandha, tbat band in between 

the waist al'ld chest, a common adjunct in South Indian images. A single valaya 

adorns his wrist. He has rings on his thumb, fore-finger, ring-finger and' little finger. 

"He wears a loin-cloth which is tightly wrapped and kept in position by means of 

a decorated belt or EPrdle. The clasp of the belt only very faintly suggests a siinhar 

mukha. 2 . Below the belt at the back is seen two parallel strings. The one nearest 

to the belt passes underneath the lower ends of the clasp and the other passes over it 

in front. One end of the loin-cloth is taken behind the two paral~el strings at the bllck 

and the other falls from the belt in front in a neat Httle fold between the legs. The 

arrangement of loin-cloth lends the image a singular charm. We do not find it 

repeated on any other South Indian metal image. 

''There is a crack in his right leg, just below the calf, but it is skilfully cemented". 

"He wears a padasara on his foot below the ankle and a ring each on the big toe~~ 

"He stands in abhaJiga S pose with the weight of his body resting on his left leg. 

His right arm is raised at right angles in the gesture of holding the-arrow and the left 

1. See discussion under Vi~dhara bronze qealth with above (pp.~69) f~r ourexplanationof thia 
feature. 

2. It is.ontbe po~trary. clearly seen,intbe fllUre. , 
3. The bhaif.ga here is certtainly tri-bhQJiga. Bronzes in abi&QJiga are e.g., Maitreya (l'jg. 28) and 

v'fl}J:dhara (Fig. 40) . . . 
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arm is ~jaed ~rtieally.fro1Jl t~ plane of~he shoulder in t~e ~tUfe ofbolding the top 

ora~w. ~e isa.~~n~ w.ho isconscio~ ofhis supreme ~t~ngth but d,oes, n9t make a 

sho~ ()( it.' There 'is "a si~a.r,cl1arm, A~m an9 easein;the;wsy h~siands 
" . , " . -.' ., 

...•............••.................... "The image is mounted on a pedestal, a low padtnli3an.a which 

is fixed on to the centre of a rectangular metal-slab, having ,tw6 square sockets on 

either end. 

"There isa tiruviiBi or prabhll-Tn01J4ola an oval ring fringed with the ton~es of 

flame,· surrounding the' im&ge and att&ehed to' the endS of the rectangular slab 

immM.iately~iitdthes0eket8. 'The tongues offlameon the ou~redge of the iirovasi 

are portrayf:'d realistically and there is a ~YIPmetry intneir arrangement with nine on 

either side .. One on the left is broken ofT. The central flame, right ovel;' the head of. 

Kir§~lDilrti, is much larger than the rest andundemeathit is the.same floral motive 

that is found ol"l top of ,the ja¥i-mak14a. The raised left hand of the ,image is faed to 

the innerside~ftbe#ru~a.i. ~ iIpage,with its rectangular slab to which its pedestal 
. ". ," 

is attached, and' the tiruvii8i fits into a detachable stand'. The stand bas two holes 
• ,', '.' .,..-.''0':'' ',,' . '. 

bored through its thickrtesSs(r as . to; allow for the insertion of two rod~ that will 
. ;J . _ -, 

facilitate the set being, carried when inp~ioIi. The reCtangular metal:slab fits 

exCeedingly well into,the stand and it is qt1itepc,'8Sible.tbat the stand is contemporary 

~tb the rest. In fact, the i~age otKi~1niirti With itsti~uviisi 'and the two imageS 

which:thesquare sockets were meant orlginaHyto r~iv~calmot hav~ stood erect 
,~; -' . -. . . .. -'. 

without the ~uport: or-th~ stand".'" , ., 

Fig. 45 The back view shows the charming manner 9f dressing the bl;lir, the fourteen curly 

strands with the broad pendant hanging in the middle, the simple yoJliopavfta, the 

characteristicallj tucked-up end or the'loln-cloth and the gracefully flowing Waves of 

the J9in~lo~. Thesplendidnf:lture of tlJe modelling oithe limbs I;lnd the fine pos~ are 

seen to advantage on this side .. 

, " 

, 
.. :.. 

,.,,' /,'" 

In this, bronze the (ollowing features st~n4 out as new when,?ompared with ,the. 

bronzes noticed above . 

. Tbejaf&makutaitselfis more cievelop-ed,and the fl~wer on top orit being shown 

. especiaUi. Dlf)re pronomtced than that of Na~ from Kiiram . 
. 

The face is slowly changing from its elongate or oval form to more round and and 

square form that 1s characteriStlc' of bronzes of the subsequent' per~~, And the 
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features of the face of this bronze are more marked thahth08eof either Vishipaharana 

or Na~a or Tripurintaka; the treatment of the eyes and the ears show es~ial 
refinement. 

The ringlets of hair falling on the back, the pendant ornament there, and the 

simh~mu1eha clasp on the girdle are aU markedty in a stage slightly more developed 

than that of the previous bronzes. 

Particularly noteworthy and significant. is the treatment of loin-doth. Th~ 

modelling of it in the fQrm of waves in such pronounced manner is seen for the first 

time only here, although its beginning have noticed already in theVishQpahara~ 1 

(Fig. 38}.This features seems to have been a fashion adopted by sculptors of this 

period as exemplified by the Visllquand Brahma sculptures of the Tirutta~i temple,2 " 

which belong to the end of the 9th century.3 It must however be, mentioned here that 

the treatment of the garme~t in these sculptures is stifTer than in the case of the 

sculptures from the NageSvara temple, Kumbhakor;tam which' are slightly earlier 
, . 

than these. There the folds are only indicated by means ofstight, widely spaced and 

gracefully curving projections on the garment which appear to be linear in character. 

This fact shows that the KumbhakoI)am sculptures form one Of the very early groups 

where the beginning of this kind of treatment of the cloth is noticed. A regular bronze 

piece showing a slightly more developed stage of this feature is the Visllapahara~a, 

while TiruttaI].i sculptures show the feature in its still more develop~ form. Now in 

the case of the bronze under discussion, this feature' is apparently a step in advance 

over the Tirutta~i figures. This is amply borne out also by the developed siThhar 

mukha motif. 

The modelling of the sculptures is completely and fully in the round and shows 

unmistakably the wide strides that the traditions of the art of this period had taken. 

The mastery of the sthapatis over the entire gamut of modelling of plastic form, their 

extreme confidence in grappling with a medium where desired results are difficult to 

achieve and above all their genius in making their works breathe 'with life are all 

1. Of course, the garment. of GailgidhaJ,"a of the GaJ\givataraQa panel (G. Jouveau Dubreuil, Pallava 
Antiqultie8, Vol. I. PL. I) from Trichinopoly also shows bold folds of this type, but it seems to be an 
exception, for hardly there is any other example of thiS period where this feature is observed. 

2. G. Jouveau-Dubreuil, Pallava Antiquitie8, Vol. II PI. VII (3), and VIII. 

S. Ibid., p. 18. 
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displayed in an amazing manner by .thi~. hro,l)ze. It is indeed a unique specimen of 

South Indian bronze and a real marvel at that. It is, however, necessary to mention 

that the sl1m feature of earlier figures is absent in this and it is somewhat heavy. 

Nevertheless the proportions of the sculpture are kept at a high level. 

. Coming to the pedestal, a few addition~ details are at once I)oticed. First of all, 

the actual pedestal on which the figure stands is a simple rectangular· metal tablet; 

and it is loosely fitted into a big bhadrasana.l. It is interesting to note that in so far 

as . the· Saivite bronzes of this period are concerned only in this bronze there is a 

padmasana b~neath the feet ofthe figure. Though it is intended to be an example of 

a double lotus yet only the lower seti~ of petals is prominently seen, the upper series 

or more truly the calyx of the flower on which the figu~e stands being only slightly 

indicated .. The padm&ana is very low and this is indic~tive of its early stage of 

development. ,That the bhadriisana is certainly later than tliat of Vishapahara~a 

(Fig.38) is known not only from the larger size and more developed moulding but also 

by the greater depth and prominence of the projection seen in thJ central part of its 

front side, than in the other example. 

Most interesting of the detailsofthis figure is its prabhava?l In the case of several 

pronzes examineP above, spikes to receive a prabhliva/l are seen. Being loose,the 

prabhlivalfs of those bronzes have unfortunately not survived. In this instance, which 

was also dugout from a .place near the temple, fortunately theprabhliva{{has been 

preserved, that too almost intact. It. thus beComes the earliest extant example-of a 

prabhava[,l and it is importance and significance for the study of the development of 

the prabhavalt motif cannot therefore be exaggerated. As the prabhaval/s have had 

an interesting eourse of development, the stage of development of a prabhavali of ~ 

particular piece of sculpture~ when taken together with that of the other details is seen 

to atToM a clue to the chronological position of that piece. 
--

Reverting to our bronze, the form of its prabhlJ,vall is quite simple .. It has the 

shape of a real areh sUJ:lport~ on solid and almost vertical props which are thick at the 

base and taper towardS the top. It must be noted that the bases of the props are simple 

and do not show any motifs Ii~e makar<vmukha,as is seen in such, bronzes as the 

beautiful Na~a of the Big Temple. of Tanjore (Fig.lS7). The flames that fringe the 

prabJ,lJ, on its outer side are simple and beautiful and they show three tongues each. 

Three-tongued flames seem to have been the motif employed in the prabhas for a long 

1. Another example of this type of fIXture is seen in the Tiruvilang89u N ateSa (Fig. 164) where 
however the loose pedestal is a padmisana. • 
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time after this. Secondly their number is small here and eonsequently thespaciQg of 

them could be done in a pleasing maimer unlike the crowded flames of thffprabhas of 

images oflater periods. The crowning flame isin fact not a flame but a half blossomed 

lotus of which the first row of metal, worked in an elegant manner, is seen on the rim. 

It is hardly necessary to say that this detail discloses the remarkable ability and 

ingenuity of the master artist, who could convert any given motif or theme into a real 

piece of art and make it serve equally well-the purposes of the religion as well as the 

requirements of aesthetics. 

Thus every one of the details of this figure suggests that the sthapati who was 

responsible for this figure had, when he created this splendid bronze, a 'sound 

knowledge of the traditions of art that obtained then' and probably knew also 

examples of sculpture like those ofVishipa~ral].a andtheVIl;\adharamade according 

to those traditions. As he was app~rently a' gifted man, he improved upon the 

traditions and brought to bear upon them a rare artistic insight with the resul.ts his 

work displays features which, while continuing a good many details found in the 

previous examples, include quite a few very significant original elements which on 

account of their vitality and substantiality had since become prototypes for later 

works. 
. 

On the above mentioned grounds the figure may be assigned to the last quarter of 

the 9th century A.D., or to the end of the century. The learned author of the article on 

the set of~ronzes, including this, had ably argued for an early 7th century date for this 

bronze. Chief points that he, puts forth are firstly the Kira~amurti is simple andis not 

according to the elaborate iconographical description of the figure found in the 

KiiroJ:I1igama and 'an image ofKiriitamiirti, which is different from what the KI1rarJiigama 

describes it ought to be, must be placed anterior to its date I." Regarding the d~te of 

this Agama he does not say anything specific. But from the following passage, it is 

clear that a date later than Sundal"ami'irti-niiyanar's which is about the' first half of 
, . . " ." ~ 

the ninth century A.D., is probably.wh~t he means. Itis this :"The Acamas have been 

assigned mainly to between the ninth and twelfth centuries after Christ. Tpey must 

be dated most of them: certainly later than the period of the Saivite saints, for they 

insist on the recital of the Devaram songs composed by Appar, Sambandar, and 

1. T.B. Nayar, op.cit., p. 42 
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Sundaramurii."l In order to decide bow ~mueh therlgUre was 'anterior to' the 

~,Prof'.Nayarbrings in-the point that Appar, the $siva saint a contemPo~ 
oCMahendravarman I Palla .. otU1eearly,.aeventhcentury A.D., when he visitedtbis 

place and sung hymns in praise ()r~iva rnibis "m~let associated the temple with the 

particular Corm of Siva as bunter, and that bad be not seen a visible Conn oCthis aspect , . . . . 

of Siva he could not have ealled the tetnple ... beMode ofVetanar(hunter) and that the 

bronze image in question was probablytbe one saint-Appar S8-". 

Thirdly to prove the above hypothesis he t)ten instituteS a comparison between 

this bronze and early Pallava sculptures, especially the magnificent Gangidha.ra 

panel of Pallava Mahendravarman I's time from Tiruchirappa!li. His comparison of 

this with the TiruchirappaJli panel stops With this namely that two figures of the 

latter as we~l as the Gangadharamurti of Elephanta have ·each a single necklace 

which is similar to that of this bronze. 
. -

. Fourthly he says : "In its -elongated' body, combining grace with strength, in its 

supre~e elegance of composition with the chest so . naturally merging into the 

abdomen, we are very strongly reminded of the Pallava sculptures .... " 

The Agamas may be dated to between the 7th and 12th centuries, but the 

probabl~ date of anyone of them is a matter of conjecture. The kfira.r)aga,rn,it contains . , 

matter that belongs to periods mpch earlier than the 7th century A.D. So it does not 
," J . . . .' . ' 

necessarily follow that thesculp~ure in questi~n is an early work. Secondly, Appar 

was most probably referring to the presidingdeit:y of the temple by the Word Vetanar 

because even today, Siva orthe te~ple is called Plsupa~va.r,ar (whicbmay be taken 

to mean the lord possessing the weapOn ofPiisupata, a speci~f aspect in which he is 

also~lledas Kirlita'ian Sanskrit or Ve~an in Tamil). lt'is also Possible that there 
. . , . ' .. '. .... .' 

were representations of this aspect of Siva in stone or woodin the temple at the time 

of Apparvisited the place, which he saw. It is even possible t~t there was a di~rent 

metal image representing this aspect.'And to call this bronze as (be one seen by Appar 
.' . . t. .. . .... 

requirestberefore more substantia, 'evidence than has been given by Prof. Nayar. 

For, even the third and fourthpieees of evidence given by him'donotPrO~ ~nything, 
because the ocCurrence of a single necklace ofatype in a group-.or~lptures cannot 

1. Lcie. cit. 
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betaken to prow that aU "o( them belong to the same date. Nor does what the 

Professor has s __ d in reprd to the ,similarity of mooelling etc.9' bet-:enthis bronze 

,and the GaDgidbera of1'iruchirappafti~bearacrutinybecaUsethereseem8 to be more 

dissimilarities'be~n.t~,~.ilailariti.~e.g.ashas ~n said above this bronze 

is rather squat and,heavy than elongate. Even aceordingto the ProfesSDr'himself,:"An 

experienced eye can always detect that 'inexplicable something' which connects the 

one with the other. Sculpture in stone and sculpture in metal are intimately 

conn~and from what We lmo~ oft~ iiisto~ ofIncti~n<SeuIRture, Inctan ~ftsmen 
working in one ~a~rial have wo~ with equal skill ira ~her lII8t8rial (e.g.: an 

> .. !,,~ .'.. ..' ~'".,' ,-,,~ ..... ;.'.,":: ....... ,' .. :" 

inscription on the southem gateway otthe gi'eatstUpa at SincJlireC.oMs that, one of 

its jambs waS made'bY'theivory-carveiioft~citYoivid~).:'.~. i~~n;period in'the, 

history of Indian arl there must have:~n an i.ate 'relation be~n sculpture in 

stone and ~cutpture' in ~tal. ·1 The IIpirltis the 8am~ that ~listhro~gh both belonging 
. ," ':- .': ",' , :. ' ~ '." .' ;. . ,," . .' : ,'" ' . 

to the same periOd~nd the decorative details of the one are bound to be repeated ~n the 
~. .. ,., , .. . 

other." 2 Mer pronouncing this statement ~ch rings with ~ruth 'pure and simple 
. • ' : \~. . .' .~. .;.:.' "" '.' -, ;: ", ': " : .. ' "!~: . ; ," . -, ~-

and with which we are in complete agreement, the identifiCfiltion oC the style oC this 
. . -, ~ . . .. . ...' ". '. . 

bronZe with that oC Gailgidhara CromTiruchirappaJJi on the basis oC a s~perficial 

similarity of one or two details between them, without taking into account their other 

details~ seems to defeat the very purpose oHhe statement. 

In this connection the statement'o{~C. N~rnamely that the sunka ~ukhaim 
the "waist band is onii ra:int1r su.tcd, ~,~rth ~"lingbeca~e thiS slmha-.';"uieha 
is see~ in 'sculptu~ bel~ngingto latePaliava and subsequ~n{penods. "We have 

. ' , '.. ,,' ,-,' , "', " ,',,.' '; 

noticed its emergence only in the Kiiram Na~., ' 
, .' , 

O~,th~ other hand 88. we have said above,: a mAjority of the details of this figure 
. . " , 

including itS m~lling amdlargesize are oft~ 9th century. Hence ourassigning,the 

bronze to that date. In the light of this Mr. RalIUlchandran'sdating also Tequirea 

modification.3 
, , 

Now to the ArjunaflgUre of t~8PO\l', Apin we.1lad better give its deScription 

byP.roC~rNayar., ",' " 

.".' 

1. Italics is oura 
2.T.D. Nayar,op. clt., p.40 
3. Kir~Qr junTyam in Indian Art, pp. 92, 94. 

.... , 

',' .t': 
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"It is 17.7" high .. stated. .above and lib the image of Kiratamurti it is made of 

.~p~" ~Iid and' .•. t ~1'e~pcm_-"wiae .... , ...... ~ ...•...............•...............•.. ~ •.............. He 
-' . 

wears. a ~maiu.ta ratberpeeuliar in its ornamentation and defeating comparison. 

Attaehed to its 1owerend.at the back there is a projeetingwheel·like structure. 1 From 

below the headdress loeb; ofbair, worked lesS realistically than those ofKiratamurti, 

. fall down the nape of the neck ................ : 

"He wears heavy ear-ornaments (mOkara--ku~) ~hich remind us of certain 

Pallava sculptures. He has abroad, almost circular, necklace with a series of 

pendants attached to it. On his trunk are a yOjiiopav'lta, consisting of three beaded 

strands, uclara.-ban.dha and a Cl'08S~band. _ Two quivers are fIXed along the cross-band 

at the back and in front ti:om the middle of it hangs avertical branch that disappears 
. ' . 

. into the waist cloth. He has ~ arm-band or ieyura on each arm with a four-lobed 

flower attached to it in front. This t1owelmOti(istather inte~ing.It appears on his 

headdress fIxed as a badge inth~ middle of it in front. The s,me motive, but cut half, 

is attached to the ends of the ear-ornaments. It appears also on Kirit;amiirti'sj~a

maku!a, one on either side of the garland. He has a wristlet round each wrist and 
. . 

ringS on his thumb, forefinger and little fInger. 
.:- \ 

"He wears a loin-cloth tightly '!Npped.~ kept in position by means of t~ 

bands arranged one below the other. The. fIrst ~f these three gives in front the 

appearance of a knot with its two ends falling down and backvvards over the second. 

The third and the lowest is taken across the seCond and first and gets fused with the 

. scheme ofthe knot. Altogether there is no suggestion at aUoftheeonventionalsiinha

mukha in the arrangement of two sasheS; and two long pieces of cloth, taken together. 

twice round the hips 80 ., to leave a loop in. front and a bow and twosash~nds on 

either side, the shorter one immediately above it ancHhelonger reaching down along 
the leg almost.to the ankle are seen ....•. ;~ ....... . 

"The treatment of the li~oth is not so realistic as in the ease of Kiritamiirti 

while in Crontits, foldsareahown ill .the manner.of Kirii!crmum,wave upon wave, 

behind they are indicated by means ofrougb lines. The end of.the .. cloth is taken 

backwards and eomesout between thefi~t and the second of the three waist bands. 
".. ot!ier .. end drops Over the loop in the sash. 
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"He wears an anklet each on his foot and rings on the big and small toes. 

"His hands are in aJijali pose and the flexion of the body is ObhaiJ.ga.1 

''The image is skilfully incorporated into a new pedestal ..... "2. 

A few more details require to be added to the above description. The makuta can 

be, now, compared with the makuta of Vish~u (Fig. 30), dealt with above. Both in 

form and decoration, the present one is certainly ~n improvement over the latter and 

has apparently paved the way for still more elaborately done kirlta of such figures as 

Trivikrama (Fig. 53) to be disC:ussed"below. Amongst the additions to the kinta may 

be mentioned the bands, the finial and the distinctly pronounced ornament with 

prongs shooting up from it found on all the sides except the back. Particularly 

noteworthy is the cu~ed bands on the two sides that enclose these omamen,ts, which 

characterise the makuta of later bronzes. 'The features of the face bear close 

resemblance to those of previous bronzes. 

As regards the kat#h1 fot the first time we meet with here a variety with kihki,ps 

attached to i~ bottom, which is only a natural development over the cluster of 

necklaces found on such bronzes as the Vis'h~u (Fig. 30) and the Vishapahara~a. 

Later on this kOJ'fthl becomes a special feature ofVishl)u images. 

The modelling of the torSo is in the same style as that of the Kiri~miirti. The 

shoulders however, ate rounded otT and drooping. Arms are rather short; yet the early 

characteristic of rounding otT oft he angles at the elbows is preserved here. The fingers 

are tender and graceful. 

Though the simharmukha is absent yet the details pertaining to it are clearly seen 

on the clasp of the waist-band which is in two courses. The uttaiiya in two bands is 

interesting. The loop of the lower band has now assumeda.narrow shape with a 

contracted bottom, which 'in later b~nzes loosely hangs down between legs. The 

treatment of the loin-cloth too is interesting, because its workmanship is not the sattle 

on both sides. In view of the fact that thi$.·porlion of the 'figure was against the prabha 

of the Kira~iirti lesS attention was paid to it. But the workmanship ofthe front side 

0,£ the loin-cloth is apparently the same, and it will be clearly seen if its sashes, bows 

and the flowing ends are imagined to be absent from the waist. 

1. Here again the bhanga is not llbhahga but tri-bhcuiga. 

2. T.B. Nayar" op. cit; pp. 35-36. 
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The same heaviness as is found in the legs of Kiri~miirti marks the legs of this 

rlgUre alsoandmrirethan this in bOth" bronze5"t~bhanga' orth~left leg has the same 

grace andbea,uty.~nd the rPy,thmqf.i~Jlowinlline is su~rb. 

The tilted head, the, ali;aiUi pose, the ~ureQfthe: leg&,and above all ,the calm 

expression of the face at once suggest the poignance of the situation namely the 

discoVery by' Aljuna.' of the' tortt' arid hIs 'instaD~neous submission to IDm and 
• :, ' • _ ,'~ r _~;. • • 

repentance forbisfool,ish' action. 

Fig. 47, TIle ~ ~ira$-cak~ at tp.e ~ack, is «;termite!y,i. t~ style ()ethe ~medetailoCthe 
Vishapahara~a but lVith a sligllt improyemttnt (lver t~t~ .. , TbP\lgh;the ringlets of hair, 

. ' - '-'" -~ , ,', . 

suggest a4eviation fro~ tl~08e of tJ:te K,i~klmW;ti,yettheir style;ha$ its, prototypes iii 
the Tri?1;lrlntaka (Fig. 32) ,anf:! Uma (Fig. 36) of this period and in the Vum~u{Fig. 30) 

of the earlier period. ~ut ~h~ absenC(t 9f the pendent orruunent iSI1lther signirlCallt 

and requires an explanat!on which is very difficult to give. 

The quivers of this bronze, a feature rarely' inetWith iii bronzes, are- obvioUSly 

archaic in style compared to th~ qu!v~J'8()f ~he Triyikrama (Fig.l)3). ; The lines of the 

loin-cloth remind one of those of the Maitre~.The bl'O$d blade·like thi~juttingout 
~ '. ' " - , ' ", - ,_. - , . 

of the' middle of the wa~t~interesting and is ~learlyakinto tbatofSorniskanda (Fig. 
, • .", - • • --' I 

36). As usual the other features such as theemsa .. band,J4tlQ.n:J-ba.n4ha,.arm.-band" 
" '"....., c . ~ 

anklets and the bows of the uttailya are cleadyseen here. 

Thus the details ofthis figuI'f3shoW't~~atllrtjty,~~t) C?f,the KUi~iirti,orof' 
the earlier figures. Some ofthem,fori~tap~ t~kirita, kaMhland:t~loopof:the , ". -. '." . . ,'.' ',', -'" 

sash ~re all clearly precursors of those found in bronzes of the iUlU~ediateiy ~ucceeding: 

period. No doubt, there are sOme.differences is detail between this figure and.the 

.Ki~miirti. But it is not uneommontbat ~ueh ditrerertc8s~in d~il ~ncludiDgthe 
ditTerencein treatment of locks of hair tind the loin.;(:lOtti,exiSttiet~ntiBureS' ot a 

single pup as e.g., betweenSivaandUmiofthe Sotha8kan~ tFig~ 36). It is not ~nly: 
found between maleattdfemllie figuresbut."d,.tweeii'fiBui-e1Jorth~same sex as'Cor 

instance· the Siva and Vishqu -of lNo.lCft .. Cilta1ogue(FiiPt: 1~a.24). '&,we-b8lie~ • 
thattbisis undoubtedly on. ot1t1le . t~OriIiufilsUt"8s t~stoOdfnanking ~:. 

1. ' ,. PI,. I of CatalOgue. ' 
. . '," 

, , ' 
, '!. 
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Kiri~amiirti. ,Professor Nayar's misgiyings in this regard including the one that 

although at th~ ti~e when the image of Atjun~ was dug out it was found fIXed 'on the 

left of Ki1iJfamiirti it cannot have been the 8~me: as' was there origina~iy, may be 'given 
• " >. : l' 

up. Similarly his statement relating to the date of the figure, that "it cannot be 

removed from them (i.e., Gandharavas in the Gangadhara panel trom TiruchirappaHi) 

very much in point of time", m~y now be seen to be without basis. Similarly Mr. T.N. 

Ramachandran's statement on the date of this image that "it has to be placed in the 

Co!a ~ge somewhere about about 1100 A.D. by virtue of the stylised decorative 

features ... ;'1, may have t~ be modifi~. 

The bronze Na~a 2 belonging to the Bank of Italy, Rome, display features, a Fig. 48 

great majority of which-are commonly met with in bronzes of this period. But as will 

be shown below, along with a few others e.g., Nateh (Fig.34) and Trivikrama (Fig. 53) 

this is als&anexample .of a distinciive school which specialised in modelling figures 

of slender frame and splendid workmanship. 

Thejata-makuta has a beautiful conical form topped by a flower as in the case of 
" , , , 

figures of Siva dealt with above. The crescent moon, now large in size, is on proper 

right near the top and a Datura flower seems to be on the left side. ,The pronged 

ornament enclosing a big skull is prominent~y keen in front. There is the deep patra

ku'!4ala in the left ear and the, right ear is without 8JlY ornament. The face is 

somewhat round, the forehead is broad showing t_ 'third eye, the eyes, nose and lips 

are bOld but, smooth. The expression suggests self-absorption and there is no 

indication of smile., The neck is high, and there are three necklaces. The central 

necklace is of RudrO.ksha berries. The lowe~ one has t~ree pendants of which the 

middl~ one seems to be an animal tooth. The YoJnopav"lta is of three strands of which 

the central one is flat and ribbon-like,and the lower one whlch isstifTfalls down at an 

inclination. The udara-bandha is also ribbon-like and it has not yet developed the 

flowing ends. 

The ~rso, like that ofSomiskanda (Fig. 86),has become broad above and,n~w 

below. Consequently the chest has becom~ wide, but the shoulde1'8 are not high but 

slightly drooping~ The joint, at the shoulders is obvipusly more ,slender than in the 
" ' . ' . 

1. 

2. 
The Kirii$iiTjuniyamorAlj"na'. PetUl1&Ce inlndtDla Art, P. 92. 
Tl'amaetions of the Archaeological society of Soulh Imull. Vol. I, P1.14, Fig. 7. 
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previ0U6 eX$mpl •. , The rOUf.ndI':~81tm ~ •• ~ with ~CHHJla.ytira OA 
the anne and with a 'set, of three baugt~ qn tb~ \YIi,e~,. 'fbe ~pper:.~ ,bamdl1O~ , 
and tPRn~ betWeen the thiiDih .~,~ miii41~ ftll.-f 8IS,',~"J(ii~'N~~c~. At, 
theelbo~ ~ftllia ,arm'i~ ..,undroWUta' .... istieaUy~ne 8erpe~t withi", ~"boQd' 
shOwn, facirigt~bebolder.Inthe lattt~iij]~ ofNafe!~.t: is 'U8u.UY~I~ ~nd the ' 
loWer right forearm. ' The.deviatio~ 8~Dl ':~re'.md'i~ i~~ib.~ ti~\tl8a~hel'8 Ute, 
. serpent is heldiri the upper left arill seems ~ poi~t ,to, t~' ~t~t~ yttt thi8 i_tu~ , 
had not ~e standardised. The lO~lilbt 'a~'i8 )~'~~~~poeeas 

< • ' ." •• .':' , ':..: ' .: ;.. ':',.. , •• ' ~ "'.. • :',,::, :~.- ;., ::....; it ,-' • •. ,'"' ~ '. '" 

suggested by the two lianainillJ rUlgem~Jhe;~be~,!wo ftnaersbemgbroken and' 

missing. The lo~r left ann is broklulbel;'w ~ 8J~~ b~t i~ 6oja,.~ta posture is 

clear. Its position is however not tbesameas i&~;"in,the'~~the ~mNa~a, 
but is slightly raised. Evept\e ~ ... "Wnainithe ann.t tbesho\:dd8ruJ~ 
and it is akin to that ofthe'N~IAr'~fFig~lSl)to bedi$CusstMlbe1o •• ",upper 

rigbthan~ hQl~ the .,.,t,in',a.smaU eup,aaetailwhiehiisal8o found ,~tedln , 
the Nate'as from Nalliir and CroIP Okkiir (Fi'.'8$~ iu.'e:,;rob8bly _tor removed ' 
in time from this. The lion-cloth is tipt-titting:and _DiS to be' plain although iii the: ' 
Pe.riod to which this maybe assigned the,praeti~ of tt:ea.~ng the ~~twitbr.,lds 

• " or ••• , • ."." ., ,I , .,'" 

of wave-upon-wave pattern seeiDS to haw ~ll' i,1l V9sue. as 'S, ~~ by ~ 
Kitl~miirti ,and Arj~~ciitwiect ~h,o~. But',t~ p~~n,loin-clo:tb~r~Q~iir N~~ 
which is definitely later than this, clearlYi.~cattJat~t at l~t i~ some ~rtlHtbronzes 

.. .; .' :.' . ~;. '. : .. " , :. .."\ ' • "": . ~ '" , . '. " _. ': .' ; ,c. . . . .' • . • 

this sort of treatment of the garment Was colltin"ed for a long time. 'l'heloin-eloth is: ' 
. :. ).:.:.. ,'" ",........ . ~ ... ~. . .... . . : '";.' ,'" '.", . '.' .' 

wnippedhigh up in the abdomeo .. The waist-band shows onJy~ siJllple !knot in front 

with an equ~llysimpJe bow.8preaai~~ntally on eithers~ •. T.J'-~;.is ijed,. 
round the waist1ntlVO'cOUtse$; a~d~ ba .... aM"rba .. ~~. A ~~" 
interesting detail that isfd\1n~ bent for U.fi~t ~bne' is' ~tm.s~ ,~rtical~. ' 

.' . '-;",' ..... '~:'. ,';, ... ' ,,,.",,,',, ",'",', :.:,.-,',';" ", :-:";':.' . ,,:~, .":"': ~. ' .• "~., .'. I." 

of cloth (?) Connecting the upper, and lo~r"", ,ort~ ,SlUJI;l. ~el'8 ,are no, ~W8.nd 

haligingendS' on the ~ia"/~is a~~th k~~~ttacl\e4:~ it o~ ~ ',' 
.' ,. -.. ,'. 

ankle.:' . . ' 
Like tb~ arms, the legs are also slim and treated in anleXtremely pliablefonn.~' ". < 

our knowledge, so farno.berexample otbl'Qllze ~ing;~I5~~larteatm-
ha8beeh'm~t~th. ~~'~~.S~imen~;h,a~~'~cO~.~~i~asa~i~ 
one or as one o(dOtibttUl authenticity. In vi~w'ortbe tactt~t ... ,majoiity o(~r , 

details~ntioriecfaboVe ~~tc> be piiuine~t~f~rme~ vi~": mat'be. ~:amo~ , 

probable one~ Both the legs .re bent 'deeply at the knee bu. it is more in ~he'rilbt.leg 

" 

• 
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than in the left, with thel'e$ult that the right, heel is 'lifted up high, the toes alone 

touchingthepedestat The enclosed spaeehas thus 88Sumed'a'beautifu:lsquai'e.' This 

mode of dance is called the camro,.tiiJUlava 1 ~ , ., ' .. 
The figure ofApasmira Purusha here is a~o small alld is shown lying wi,th face 

toWards the speCtator. 'lie holds a serPent in his left ha~d.The face is chubby. The 

padmii8ana is absent from this figure but the right toes seem to ~ supported by a 
.' . . . 

miniature dQuble-lotus. rest", The bJwdrfi8ana.s somewhat cubical with the indentation 

emphasised a 'little more here thall·iil otherasat&a8 dise~ so Car. A bit of a 
/ 

projeCtion of the proper right side of the asanas suggest;s that there were spikes in the 
'0' '. '.:_, r ' , , .' 

pedestal to receive a prabhCi. 

As the back view of this beautiful figute is not available, nothing can be said of the 

details there which, as bas been shown abOve, are in· the nature of providing very 

valuabl~ clues bearing on the datingofa bron:ze in support oftbe date arrived at after 

the examin~tio~,or the details of its front side. This handicap notwithstanding the 

above discussion helps us to assign this bronze to about 900 :A.D. 

That this is a uniquespeeimen from the point of view of its artistic qualities has 

already been mentioned. The mode of dance represented here adds weight to that 

statement. By now it would have been Clear that among the specimenS of bronzes 

examined above this is the one in which the treatment of movement has been earried 

, to the maxi~~m~ the same feature even in the Kii~am N~t:eSa being less forceful than 

here.' While'dealing with this special asPect, the sthapati had obviously judiciou~ly , 
, ' ' ':, ." " ',,: ': ' '. . 

avoided all violent movement and had kept the mode of dance within, extremely 
., i'· • 

studied and restrained limits. All the charm a!ld refinement of the ~ronze is due to 

this feature which has made it one of the ma8terpi~ of this period., :More9ver, the 

dispOsition of the handS andlega beingcl~riy akin to thftt ~fthe N~te'a from Bidimi 

, and Ellora, it isap~rent; tbat i~ th~t~ an~ient traditions of art are~ntinu~d. 
Although the mOde~p~ented by theNa~~rrom ~all(ir'and Tiruvarangu!am is 

the isa~e yet the ~~nnerofQ()ldi~gup of'one or~h~ 'legs in the air in tbe~may be said 

to ~uggest a comparatively adv~ce 8~8e' of t~ ~~rayal or the' theme. ,. This is 
r '" .' . ," . . I 

another prootfor th~ early date'()fthiB bron~ .. 
. ," ..; .. "... .,", . , .... : 

1. C.F. Natesa in thia mode of dance tMmBi'dI'mi,'nruvilranjjulam and Nalliir, lilT.A. Gopinatha 
. Rao's Elementf ,of Hjndlt ICQIWgrqphy, . Vol. u~ I pt..I,pl. LXVI and Pl.-LXVII.': However,it 18 the . , 
left leg that is raised in theiII'e examples. 
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To about the sanieperiod maybe aSsigned the·smallAv.lokitesvara in the Boston 

Museum· illustrated by Dr. A;K:~CoOmarasWamyonPl. 'XL~ in theA! catalogue- or the 

Indian Collections in the Museum of'Fine Arts; BOston, Parifj I anctIl.IUs description 

of the figure as given in hi~ History !Jf Indif;l1l."nd Indonesian Art, against PI. XCIX, 

Fig. 297 is as follo\VS. 

"Avaloki~vara, seated, teaching, the right han.d fbvytil{ltj4ina-mudra.· Dhyini . 

Buddha Amitlbhain theneaddress:' Bronze, height 81/2". Elgbthcerttury». 
, "!,".'.' . 

The figure' is seated in the ,lalitaJana. ona high ,bhadrisanapf which the 

indentation is hro~d.' As this AvalokiteSvara 'is sparsely~rated, it' is a hit difficult 

to compare it with any of the figures disCUSsed above. But the style of the asana, the 
. , 

modelling and the treatment of other features especiallyot tne-feature of the iight 

hand are found to be more or . less . akin to those of the above Na~~-. Hence its 

nearness to it in tinie, in spite ofTts smaUsize. The eighthcel'ltuxy date assigned 'to 

i thy Dr. CoomarasWamy 'seems to us to 'be tOo e-Etrly.'· 

The SiIithanada or LoWvara from Nigapa~ti~am 1 may be said to go with the 

Fig. 49 above figure. Mr.T.N. Ramachandran describes it on .,..53 ofhis'bodkon the 

Nigapat~ii;lam h~onzes. We may add the following tobis'description. 

There is, the p!-'Ominent flo~rdesigrl ~n,top oftll.e, ~aku~''Whichis,characteristic 
of the jata;makutas of this, period.Th~trea,tm,ent,of it apparelltlytendsto ,be . 
conventional. Curiously no fillet u,. present round the head. ThegeneraLfeatures are . . .. - . ~ - ". '. . ' '. ,,- ' ' . 

somewhat less clear. Y~t thecontemplativeexp~siol.i is apparen~. Though the. 

yajnopavlta is simple, that it flows,issu~te4 by the waves se~u~ at short intervals. 

The treatment of the nipple and thenavelis 9h~i()uslycluu,'ac~ristic,o.f the ,an of: , 

sculpture of this period. Tpe garmeptis plain in which ~t it is akilltothat onhe 

abo~e Na~e~a. But the lines of th~upper ed~;~f: it ~isibleat the~~t,and the fcdds , 

s~nbe~",'tJ:t~ knee of the right leg, are f~~ure& slightly more, advaqced .. rhough no, . 

8imhcvm~kha:~ s~n on the clasp of th~ waist"band yet the~tte.rnc:ons'1~ti,qgqf -~ ," ' . . , '-.' '-, .' . 

horizontal liriescutting vertical ones is clearly; aJl improvi5ationthe~ignjfican~ ,of 

which is not clear. 'The bows on either side of this ,pa.t~rn too show linefi,on th~m. 

1. T ~ . Bam.ch$ndran, NagapattinamaD.(l ~erBuch,ltiatBFonzee in the Madru Muaeum, pl. IX (1) 
(1) " , , 

,:'. 
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More interest~ngthan these are the th~riowingend~ ~n~waist;.band.WJlon the 

1;>roken pedestal in front of the left foot, which apparently beIQngtoth~~I~s of similar 

ones s~n iJl the ,above Nate~a .. The pCidCl8Ol"astoo arepronounced.~Probaply.the 
asana was a hollow bhadriisana, which is bl"Qken. 

The back view shows 'the hair hanging in elegant by' twisted curIs . and' the Fig. 50 

.yajftopav[ta with its knot on the left s~oulder is clearly shown here. The beauty of 

modelling and the naturalness oBhe po~ture are clearlysee~ in this view. 

Besides the above characteristics, the droopingshoulrlers, slender limbs, the deep 

clirve of the line of the right side, the someWhat angular finish of the elbows and the 

. delicate modeUirigin general, make it's affinity to the above Na~~a certain.' In spite 

of its small size, it is, like,theaoove Avalokite~\Tara, a specimen of a \reryhigh order 

of workmanship. 

Tne Nate~a'form Nalliir1 seems to belong to a slightly later date. It is one of the Fig. 51 

very interesting examples ofNate£as. So, it has been reproduced several times. 

Thejafa..makut~ is very high andexecu~ in bold relief. It is attached to the top 

oftheprabha. The flower on topis,ofbeautiful workmanship. The crescent.moon is 

tucked on the right side near the top. The DQ.tura flower, on ,the .left side is in high 
, " . 

relief. The keyiira-like ornament with pro,ngs attached to it and, ~nclosing the skull ~ 

also seen. Ends ofjatiis are probably slightly jerking out on either side. There is the 

usual broad fillet. The face is definitely elongated and shows mOre prominentlyt~e 

eyes: the nose,the lips~n4 the~ars tha,nth~~atesafrom Italy (F~g.48). Theright 

ear is bare while a broad ~ut ~ot deep pp,traAlU:TJ4r1Jaadorm; tlte left ear. ,The 

expression on the face suggests supreme satisfaction. 

The neck is high .. There are a b~d neck.let and a lon:g neckla~of Rudriiksha 
" . . -' - - " "', ' . -,.',' . 

berries, with ap~nda~~.Theyajfwpavlta is., as usual, inthree.$trapds. The udaca-
bandha, is prominent. . '.. , . . . . 

,The treatrriEmt of the torso, . as also of other parts, isremarkabljivigOrous in spite 

of its attenuated Corril' .. ' :Of all the 'bronzes 'emminedsofar, this poSSesses the grea.ter 

flexion,whlehls' clearly observablecfroni the back side. Folc:1S.,of the' abdomeriare 

gracefully delineated. . ,.' , 

1. T.A: GpiJ;latha ~o,Elements ofHindu:lconographyVoIU, pt. 1; plLXVII. 

• 
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The shoulders are, drooping. Due to tilting of the head to the right, the right 

shoulqer has gone,downwhUe the lef'tonehas gone up. Agroupofgraeefullocks of 

hair adorned With flowers is seen on either shoulder. For the f'irsttime We see here a 

chain-like thing fallingfrom the shoulder to the armpit. It may be mentioned here, 

that this feature is, ftomnow on, repeated in the bronzes oftbe subSequent periods 

where it becomes bolder gradually. 

There are four arms on each side. They are arranged in a beautiful manner 

avoiding as much as possible the clumSiness that would otherwise result on accoullt 

of the larger number. ' That the sthapati twk particular care in rep'rd· to, this feature 

is borne out also by the various gestures of the arms, depicted effectively and in a 

charming manner. There'are naga-valayas on the arms and a set of three valayas on 

, each wrist of which the middle one is thicker than the other two. ' " 

The drum is held in the upper right hand, as usual between the thumb and the 

middle finger; but it is held with its faces, one below the other. It is not known what 

is held in th~second hand which is attached totheprabhii. Acane-like thing, probably 

the handle of the trident, is seen in the third hand., The lowest hand is in abhllya pose. 

The upper left hand holds a cup of fire. The manner of holding it is noteworthy. The 

. second ha,nd which is attached to the prabha haldsa bunch orroUage. The third hand 

holds a thtee-hoodedserpent.The,lastattn is held in the goja-hasta pose.' .. The 

treatment of this arm may be seen to be distinctly in advance over that of the Natesa 

belonging'to the BankofItaly. And the variety of ways inwhicbthearms are shown 

engaged and consequently moving', is admirable. Further t.hed&licaCY of treatment of 

the fingers appears tobea special Ceattireoftbis bronze. i' 

The loin-cloth consists only ofapaitortight.fittihgdraw~rs. There are the cOurses 

of the waist-band With the simha-mukha (1) clasp on·it1which has an elongated bow 

on either side. the elongation of every limb and appenda" or this bronZe adds to the 

slenderness and elongate~baracter of the whole, figure. .U ~y be mentioned in 

passing that thelndia~ sthopatis.seem to bave'~d~~eye_lwayso~ ~~ propri~tY of 
each indiVidual ite~or.th&&taiJs ~ the t()tal ~lfed: p~~by ,th~e~tirefigure. The 

'-'--""': .~ ,":'. , '- ',- :'- ... ~, - -', '. "'" - : .,', " : ':" - ','" . ',' - " -' -:,'- : . '. "," - '"'-'" .. " ' " , 

. uttoriya shows two bands of which only one is broad and its loop in fto~t is, howev~r; 

8mall~ It is interesting to note that the bands 'n.d the short en(fs s~n '011' ~ither$ide 
h.lvealso been ~nd~butmom,interestin. t~n lthisis.,~~ .• m8,nn,rin, whieh the: . - . . - _.' . 

flowing ends are shown. They are made tolly about in a symmetrical way suggesting' 
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by the way, the rhythmic movement of the hand while dancing. Their ends are 

attached to the prahh7i on either side. It must be mentioned here:that only here we 

see for the first time the suggestion of the flowing ends of cloth in a Na~~a figure; for 

in most of the later sculptures representing this deity, this has become a special 

characteristic but there it' is not the ends of the uttrai""ya that flutter about but the 

ends ofthe cloth used as the udara-bandha. When this became the rule, a convention 

seems to have been established by which both the ends of the udararbandha cloth 

came to be shown on the left side only unlike the present instance where on each side 

is seen an end fluttering about. This particular feature alone suggests an early stage, 

probably the beginning stage itself, of this detail, the next stage when it has tended 

to become somewhat conventional being exemplified by the Okkiir Na~e~a (Fig. 88) to 

be discussed below. 

The legs 4re also modelled in a gracefully rounded manner; but here the angularities 

have become more pronounced. Nevertheless, they have not on that account become 

stiff and less forceful. On the contrary all the power and stamina for which the figure 

seems to be distinguished are apparently accentuated by the very suggestion of 

angularities. There are.padasaras on the feet. The right leg is planted on the head of 

Apasmara Purusha, who is here seated instead of reclining. The left leg is lifted up 

,here, but not yet fully. It appears that this stage is next to that found in the Na~e~a 
from Italy (Fig. 48). Here also the space between the legs has assumed a beautiful 

square shape and the mode of dance is therefore catura. The treatment and 

dis~ition of the legs coupled with the bhanga of the upper portion and grace to the 

beautiful pose, which makes it a splendid Na~a. The Apasmira Purusha has a 

chubby face and pot-belly and wears ajat~bhara. He wears a broad kaTJthi with a 

pendant hanging from it. Udararbandha, armlets and valayas are also seen. From 

the picture it is not clear what he holds in his hands. lfhe features are fine and the 

expression is not pathetic as in other cases, but is one of complete reconciliation. 

The details of the back side ofNa~~a are also very cfear, the twisted stands of hair Fig. 52 

s..winging about and the headdress being specially noteworthy. The,stage of their 

development aids considerably in fIXing its position in the chronological sequence of 

the bronzes. 

The headdress shows distinctly the manner of bandhas or tying of the thejatiis. 

There. is a big knob-like thing here. SiraS-cakra is akin to that of the NaFe~a from 
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Kiiram (Fig. 34) but it has a cup-like shape. The usual tassel hangs from its central 

knob. This decorations attached to the back of the neck instead of at a place slightly 

above it. The twisted locks of hair falling gracefully on ,the back aredone in a manner 

that defeats comparison. For, they are probably only ten in number of which two seem 

to be depicted on each shoulder. The remainingsix locks are shown threeon eachside, 

the space in between these two sets of locks being filled in by the usual pendant. 

There is wide space between two locks of hair which has been taken advantage of by 

sthapati .,He necessarily restricted the number of these locks in in order to display 

them as curving slightly on this side, a treat~ent which admirably suggests the 

rhythmic movement of the figure while dancing. Thus more than any other detail, 

these locks of hair have assumed a special importance: 

The blade-like projecting end of the cloth seen in the middle of the waist is 

obviously akin to that of AIjuna (Fig.46) from TiruvetkaJam. Here, on. this side it is 

that we see clearly the bows and flowing ends. 

Besides, the modelling of the torso shows the deep bend on the right side and a 

wide space separa ting the hands from the side. The manner of attaching the arms to 

one shoulder differs fromthat of the other. On the right side the uppermost hand is 

distinctly seperate from the rest of which twoarejoined in an addorsed manner. In 

the case of left side three arms are attached, one below the other, and this has 

necessitated a slight disto,rtion ofthe line of the upper arm and an'exaggeration ofthe 

length of the shoulder. The part below the waist does not suffer from any defect, and 

we can appreciate fully from this side the exquisite modelling of this position. The 

details of tile Apasmara Purusha such as the spread-out hair,the prominent armlet, 

the waist-band and the blade-like projection at the waist are also clearly seen in this 

side, 

Now let us examine the asana and the prabhava![, This is the second instance 

where a prabha is found intact. Like its predecessor this prabha is also attached by 

its two sides toa rectangular stand which is not a mere plate as it is in the Kira~amurti 

(Fig,44) but a moulded one. But as in the case of the latter, this stand is placed into 

the socket of a larger stand which may be taken to be an example of bhadr'lJsana in 

spite of the absence of some details usually associated with a bhadrCisana. So it is 

clear that the practice as seen in Kiratamurti, of making the bhadrCisana separately . ' 

was in vogue during this period. The form of the prabha may be seen to be a step more 

advanced than that of the Kiratamiirti. Here the part of the prabha above the left 

knee is semicircular and that below it is vertical. At the places where the props widen 



1994]. Bronzes of South India 97 

are attached on the inner side of the prahha the ends of the fluttering cloth; and it is 

noteworthy that on the outer side of the prahha at these places no flam~ of fire is 

shown probably with a view to avoid the distraction that might have resulted by 

crowding here more details than it can artistically accommodate. If this was, the 

intention of the maker of this figure, it is commendable in ~es where it is successfully 

experimented. In this instance, however, this experiment has resulted in creating a 

greater hiatus between the two flames shown at these points than the space between 

any other pair of flames, which has spoiled to some extent th~ beauty of the series of 

flames pfaced at regular intervals. This disturbance appears to be greater than it 

actually is on account ofthe fact that it occurs at just the place about the middle of the 

props where it ought to have been avoided. The number or'flames is definitely more 

here than in the prabha of the Kiratamiirti, and they are twenty including the top

most flames which is not so beautiful as in the Kiratamurti, although it retains some 

of its features. The flames are not distinct and so the number of tongues in each of 

them cannot be stated, but each flame seems to possess only three tongues. 

Thus in every respect this bronze is distinctly more developed than the Nate~a 

discussed abov.e. But in so far as the general treatment goes, there are many points 

of agreement between the two. It is, therefore, 'not unlikely that they are products of 

the same school, although the provenance of the previous figure is not known. On this 

basis this Nate~a may be assigned to about the beginning of the 10th century A.D.I. 

It is not known when exactly the various schools of sculpture of this Pallava-Chola Fig. 53 

transition period came to a close. The magnificent Trivikrama from Singanalliir near 

Coimbatore may be said to one of the examples of the art as obtained duringthe'tast 

phase of this period. That it comes from this part of South India called Konguna<Ju 

ruled over by chieftains who were semi-independent may tempt one to say that this 

bronze was a product of a distinctive school of sculpture that flourished in this region. 

But the style of this bronze is unmistakably akin to that of a number of bronzes, of 

more or less the same date, hailing from the Tanjore District; and no other specimen 

of this type has so far been reported from this region. On these gTfunds we may say 

that this bronze was' either made in the studio of a sthapati under the employ of a 

Chola monarch of Ta nj ore an~ transported here or was mad~ by a local man who had 

intimate knowledge of the traditions of the art as obtained in the Tanjore District at 

1. ,Mr. Karl Khandalavalds date for this image namely late 8th century or early 9th Century A.D., is 
too early (Vide his article in Marg, Vol, IV. No. 19) 



98 Mulletin, Madras GovemmentMuseum [N.S., G.S., VIII, 

that time; Whatever may be its authorship that it is a great masterpiece of bronze is 

evident from its workmanship. 

It is about 60 em high and stands with the right leg planted on·a padmli3ana over 

a bhadrlIsana which has a pair of spikes.intended to receivtl the prabhli. 'Ibis pedestal 

seems, however, to be a substitute Cor the original which is missing.'lbia is evident 

not only from the highly developed style in which the petals of the padma are worked 

but also from the fact that the space between the tWo spikes is so smallthat no prabka 

of the type of the period with which we are familiar, intended to enclose the ~gureof 

which the limbs extend far on either sid~, can be fitted into them. We have, thereCore, 

nothing more to say about the pedestal. However, it is rather unfortunate that the 

original pedestal has not survived which would have helped, in its own way, in 

deciding the chronological position of this bronze. Its description is· as follows : 

- ) 

A high kinta slightly broader at the base than at the top is found on the head. 

There is a knob surmounting it, whieh is prominent. The decoration of the Kir£ta is 

elaborate and it includes also the item namely: the ornament with prongs. T.be entire 

head of the figure being worn out much, the details of the kirlta tpo, have been rubbed 

off. There is the characteristic broad fillet round the head~'nte face is exquisitely 

modelled and its chubbiness makes it rounded rather than elongate. The details of 

the eyes have been much rubbed otT, but the sensitiveness ofthemodellingofthe nose 

and the lips is apparent. There are makara-kundalas in the ears. 

The neck is rather short. The inclination of the head to the proper right rulsmade . 

the left side of the neck more visible that the right side. Interestingly there are here 

two pendent kaTJ!hls with their middle parts studded with gems. This feature is· 

rather novel because in Vishl}u figures broad close-fitting kOJ'f!h'is are'morecommonly 

met with than pendent ones. The vastra-yajfiopav'lta has thtee strands. It bears a 

beautiful knot with ends gracefully hanging down 'on the left side of the chest. The 

longer strand is· shown falling down vertically which may be comJlar$d with the 

similar treatment ofyqjfuJpavUa of figures ofVishl]u(Figs. 15, 17 etc.). Obvioudy it 

goes beneath· the lower garment as suggested by the- line of it. But a .V8l)" interesting 

feature of t~e flat and thin central strand of the yqjiiopavita is that it is thrown over 

the fore-arm of the lower most arm, just as in the case of Vish'ipaha~ (Fig. 38). 

Hence it is· worth while recalling what has· been stated in the diaeussion about this 

detail under the VishCIpaharaTJO.. This feature which. at first, suggests an affinity to 

a similar feature of a few sculptures belonging to the early PaUavaperiod, cannot on 

that account alone be taken to suggest that all figures with this feature belong to that 
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period. Its treatment in the various sctitpftir~"andthe contexhvhere it occurs should 

also betaken into consideration in arriving at the date oCthe figure. In this instance, 

. , though the yajiiopavlta goes over the arm, yet its treatment is extremely refined and 

creates an illusion that it is made of an actual textile ribbon, The context"in which it 

occurs is full of details which are only remotely connected with similar ones of 

sculptures of the Pallava period. ·It may be mention~d in this connection, that the 

bows, flowing ends and loop of the llttariya too are treated in a like manner .. The 

lldal'a-bandha is broad, and bears some decorative designs on it. Besides these, there 

is here the additional detail of channavira (cross-band) intended to hold the other 

interesting detail namely the quivers seen behind the shoulders. 

Now to the treatment of the torso. That it is almost cYlindrical in I;Jhape is clear. 

But unlike the torso oCthe Somaskanda from Tiruvalai1ga~u (Fig.36) the torso of this 

figure displays a classical refinement in modelling. The lines of the sides and other 

planes of this part of the body are not only pure .and beautiful but also fine and 

mellifluous. These qualities are enhanced by the chest which is here somewhat broad. 

The shoulders of this bronze, like those ofthe bronzes dealt with just before, are not . . 

high but they are slightly droopin,g. There seems to be a small mole-like thing on the 

right chest representing srl-vatsa. The pendent ornament on the right shoulder is 

somewhat broad and may be therefore said to be more developed than the one met. 

with for the first time in the Na~e~a from Nalliir. 

Like this Na~ei~, this figure too is eight-armed. All the characteristics of 

treatment of this special detail mentioned in connection with the Nalliir N~~esa are 

applicable with equal force to this figure also. Here, however, the rendering of this 

feature is obviously more elegant than in the Na~e~a.The I;Jkill with which the armS 

are spread out on either side without affecting in the least the beauty of the central 

f!gllre is consummate and exemplary. In fact the figure seems not to suffer from the 

additional arms at all , theyproducing the effect of~omany a<;lditional embellishments 

calculated to enhance the glory of the' work. Th~equalities of the figure are the 

results of the familiarity t~t the sthapati oUhis bronze had with such inventions of 

special art forms as that of the Nallur Na~e~a .. 

On the arms are thekeyuraswith the p.rojectingproilgS the form of which has by 

now been perfected; and.here they areparticuJarly well marked, the·bands at their 

bottom being pronounced. That the keyurais tied by means ·ofthread is seen from the 

upper looped knot on each arm. Below this·oand·ofthe keyura isseeri, oil each arIllj 

another band which is also tied behind asthe::ibove,:which-shoWsin front a projecting 
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ornament (?). In all probability it is the va/i-bandha, seen prominently in several 

bronzes such as the Nate~a from Tiruvarangu!am (Fig.107) and the Kaly8I].asundara 

from Tiruve~ka"u(Fig 126) to be discussed below. !fit is so then this probably one 

of the earliest, if not earliest, bronzes where this ornament is met with for the first 

time. Three valayas adotn each of the wrists. 

The uppermost arm is engaged in taking out a ~ara (arI'9w) from the quiver. The 

arm below it holds a handle-like thing, probably the handle of a khat:J,ga (sword) the 

blade of which is missing. The third h~nd holds a small disc by its handle probably the 

top ofthe gCl{la. In the last hand is seen a beautiful little wheel, the SudarJana-cakra 

which is very simple and realistic in workmanship. The uppermost had on the left side 

is also shown as if trying to take out a sara from the other quiver, but the stage of 

removini the arrow from the quiver is not reached yet. The arm below it is held l,lp 

and shows its hand in kalaka-mudra the entire pose suggesting undoubtedly tha~ it 

is intended to hold the bow, the Slirnga. The third hand holds a broad circular shield. 

Between these two arms is shown the uplifted left leg. The last arm which is here 

actually seen between first two arms is powerfully thrust up with the hand showing 

the 8ucT-mudra. 

It' is hardly necessary to repeat the fact that the problem of composing the 

multiple arms, each engaged in a particular activity has been tackled in a bold and 

coitfident manner here by the sthapati' and the resultant achievement is grand. The 

rendering of the gestures of the various hands adds a singular charm to the grandeur 

of the composition. 

The special lower garment of the Lord namely the pftambara reaches w~ll below 

the knees. In the treatment of this detail also we see the imprints of a master-hand. 

The taranga formc;>f the folds is executed in a unique manner: There was a great 

problem here fot tli~8thapaii namely the garment had to be shown covering both the .. , . . 

legs of which one ot them was- lifted uP'. This required the filling up of a large space 

between the two legs by the cloth. This was indeed a formidable problem but it has 

been tackled by him admirably well by showingthe garment fan-wise between the 

legs. At the same time, conforming to the then existing pI'llctice of showing the folds 

in the wave-ov~r:-wave pattern, the sthapati had also introduced the waves into the 

scheme. The folds may be said to be more pronounced here than in any other ~ronze 

examined so far. The folds are depicted in two sets each going ina direction opposite. 

to' the other. Between the sets of waves there existed some space. It has also been 

dealt with in an artistic way, by showing the two ends of the sash met with in the 
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Somaskandaand VisMpaharatlR bronzes discussed above is clear; but here the 

manner of their depiction and their fonn are distinctly more evolved. It is noteworthy 

that instead of showing them hanging down straight, the imaginative sthapati.has 

shown them bent at the tips pointing upwards. The waist-band goes twice round the 

waist and there is the usual clasp in front with a small.bow on either side. Whether 

there is any simha-mukha on itis rather difficult to say. The uttarlya is also wound 

round twice. It may be mentioned here that this is the broadest type of uttariya,that . 

we have come across so far. Itsrront loop is broad and hangs low, and the bendsseeh 

ih it are due to the lifting up of the left leg. Though the bends are introduced out of 

necessity, they have been used effectively to enhanc.e the beauty of the wave pattern 

in which the entire lower part has been conceived and executed. As mentioned above 

the sashes too are very thin and this is particularly seen in the bows and the hanging 

. ends seen on either side. The latter are seenjutting out, that on the left being shown 

beyond the lower garment just in line with ,the middle of the left thigh. It is also 

pointing up. These, together with the upward looking ends of the sash falling between 

the sets of waves ofthepitambara are intended to show the movement ofthefigure; 

and the mild sway of thes~ hanging ends of the llttariya are quite in keeping with the 

restrained treatment of the whole figure. 

Apart from these decorative details the treatment of the legs themselves is very 

interesting. The right leg.is planted on the Ci.sana while the left leg is thrown up into 

the sky. This unnatural posture necessarily involves the bending of the thing at the 

hip-joint. But here the sculptor has apparently risen equal to the occasion, as he has 

done uniformly in this figure, and has rendered this feature, without any disto,.,rtion, 

in a splendid manner. Equally beautiful is the treatmen~ of the left leg which is 

smoothly tapering towards the foot. The slight curve of the foot is obviously in the 

nature of relieving the monotony of the straight leg. That the sculptor was an adept 

in depicting the limbs thus, is exemplified by the lower-most left arm. 

In the proportions of the leg a slight defect seems to have crept in. For, the right 

leg, for all intents and purposes, seems shorter than the left one. And it is the latter, 

that has the quality offittinginto the proportions ofthe part above the waist. It must 

be noted that this leg is made to appear longer by its pointed foot of which the lines 

unlike those of the right leg, are continuous with the lines of the leg itself. The 

concentration bestowed on this leg as suggested by this exaggeration is necessitated 

by the theme where the most important action namely the Lord's measuring of the 

upper regions of the universe by his left foot is involved. Not being content with 
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emphasising this fact by this manner of showing the left leg, the sthapati seems to 

have used the lower left arm also so as to draw the attention oBhe devotee specially 

to this aspect of the theme. This. is one of the possible reasons for showing that arm 

in such a significant sucipose which apparently seems to continue h~aven-ward the 

line oftheleft foot which seems to extend imperceptibly to join the line ofthe palm of 

the hand. This slight defect· in the proportions of the legs notwithstanding, the 

. achievement of t~e sthapati in representing this difficult theme is tremendous. This 

noteworthy feature of the bronze beco~es clear when it is compared with the 

magnificent Trivikrama sculptures from BiidiniP and Mahabalipuram2• No doubt 

these latter ones are conceived on a monumentalscale and are carved on walls of rock, 

not easy to manipulate. But considering the qualities of other sculptures occuring 

along with thes.e panels, their workmanship is comparatively inferior and it suggests 

that. the sculptors ~ho represented this theme obviously found it difficult to cope with 

it adequately. The greatest difficulty that they seem to have experienced was in 

regard to the depiction of the lifted-up leg. That they did not succeed in rendering this 

feature effectively beautifully is obvious from the rather clumsy manner in which this 

leg is shown in these reliefs. Not only did the sculptors of the 6th and 7th centuries 

find the theme taxing them to the utmost, but the sculptors of the 12th and 17th 

centuries A.D. had also experienced the same difficulty, as evidenced by the Triviltramas 

. from Mysore3 and Kumbhakonam belonging to the respective periods. It may be 
. . 

mentioned in passing that the difficulty in representing the theme without defects, 

seems to have been felt by sthapatis of other parts of India as well, as is seen in the 

Trivikramas from Rajim, Raipur and from Joradeul, Dacca (Dacca Museum)4. But 
. . 

the bronze" under discussion being almost a perfect representation of the theme shows 

that its sthapati had accomplished successfully what proved to be an impossibility to 

others of his ilk of all periods. On the basis of the agreement in styles between this 

piece and the bronzes discussed prior to this, this bronze may he assigned to about the 

beginning of the 10th century A.D. 

The foregoing study gives u~ a fair idea about the progress of the art during the 

period between the middle of the 9th and the beginning of the 10th centuries A.D., 

which we have called the Pallava-CholB\ transition period. Of the bronzes discussed 

1. R. n: Banerji, Bas-reliefs bf Badami (M.A.SJ. No. 25), pIs IX a, and XVI a. 
2. A. If. Longhurst; [>all(UI(I. Architectu.re, Voi II, PI. XXI (b) 

3. T.A. Gopinatha .. Rao,Elements of flind/llc:o~lOgraphy, Vol. I, Pt.U, PI. LII (3} 

4. C. Sivaramamurti, Geographical (md Chronological Factors in Imliall [ccmography, PI. XIII, Figs. 
B and D.: .:". 
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above, a great majority belong to the Tanjore District. Unlike in the case of the 

previous period,this period is represented by bronzes not onlyfrom this District, but 

also from To~~aima~~alam and Kongunasiu. It ·clearly sho~ the wide-spread 

popularity of the art. As has b~en said above, this was mainly due to the growth of 

temple rituals and· the increasing popularity of festivals· of which taking out in 

procession, decorated metal ima,ges of gods and goddesses, for the benefit of all the 

_ people was an important aspect. 

Secondly, most of the bronzes dealt with here are cast solid, which shows not only 

the great advancement made in the technique of making bronzes but also the 

prosperous conditions of economic life of the people which made possible the use of 

vast quantities of metals like copper and tin for ~aking such large solid images, 

during the period. It may be remembered that the bronzes discussed above are 

comparatively larger than those of the previous periods. 

Thirdly while a . majority of the bronzes belonging to the previous period were 

Vaish~avite in character, those ofthe period under discussion are mostly §aivite. As 
I .' 

we have stated above, this wa~ due to the impetus given to the growth of Saivism by 
.. I 

kings as well as to the noble efforts of saints and teachefS of Saivism like Sundaramurti, 
, I 

Cheraman-peruma! and Sankaracharya. 

Among these bronzes, are found representat,ions for the first time of Somaskanada 

and Nape~a, Tripurantaka and Kirlttamurti. While very little conceptual variation is 

noticed in the bronzes representing the other aspects of§iva, in the case of NateS a, the 

sthapatis of this period seemed to have zealously experimented with the theme with 
. . -

a view toarrive at a form that would remain the cynosure of attraction amongst the 

specimens of this art. Though the results of this noble endeavour of the sthapatis were 

by no means small, year their objective seems ta have still eluded them. Nevertheless 

their experimentatiOn and its results paved the way for the realisation of the objective , . 
of their posterity. Like the 8aivites, the VaishQavites and the followers of other 

religions like Buddhhism, al86-required bronzes representing their gods and goddesses 

to satisfy the growing demand oftheir temple rit\lals. Hence, the existence of bronzes 

such as Trivikrama, Aval()kite£vara' and Simhanada-LokeSvara. The number ·of 

deities and the varieties of forms in which ~ach of them was conceived and the number 

of interesting poses and gestures in which it was depicted, seem to have increased 

gradually. I·n View of the fact, that this was the period when new experiments were 

made in every one of the fields mentioned above, all the resultant products breathed 
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an air offresqness and shone with a rare brilliance. It may be said that these qualities 

disappeared from bronzes belonging to subsequent periods. So, every one of the 

bronzes produced during this period, may be said to be a masterpiece, and there are 

also quite a few like the Vmidhara, Somaskanda, Kiratamilrti, Avalokitesvara and 
. . - - '- .,'. . ' 

Triviknima which are almost uniq~e in character not only from the point of the great 

themes representedby them, but a~o from the point of view of art, pure and simple. 

Though it is unfortunate that nothing is known about the makers of eac~ of them. yet 

their finished works bear eloquent testimony to the mastery of the sthapaiis in their 

profession born out of discipline. devotion and intelligent application"ot the various 

fonnulas of the art. 

EARLY PANDYA BRONZE 

Before proceeding to examine the bronzes of the subsequent period in the history 

of South India, which was dominated by the ChoJas, it has becotne necessary to, " 
• I - - . • 

advert briefly to the contributions made to the growth of the art by the people of the 

paJ.l~yan country. SpecimEms oTbronzes that have b6en obtained from places in this 

region are few and most of them belong to the periods later than 1200 A.D. Recently 

Fig. 54 the Nafe~a to be discussed presently was ~btained from the insigDifi~nt village of 

Poruppumettuppatti in the T-irumangalam Taluk of the Madurai District .. As it is 

obviously in the style which is almost akin to that ofthe bronzes discussed above, and 

shows differences only in certain details, we are compelled to think that it was 
" " 

produced in ~ school of sculpture that e,xisted in the Pandyan ter~itory at that time. 

The size and workmanship of the bronze are such that it should have been mac;ie on 

the orders of an important person, possibly a king of the Pandyan dynasty of the 

period. 

That the latter alternative i~ a more probable one seems to' get support from this, 

namely that this Nate~a, unlike the Nat:e~as.in the ananda-tii,!q.ava pose commonly 

met with in the Chola country' is in the pose called kalmq!i-adiya-tar:uj,ava in Tamil 

which means "dancing with the leg reversed." Though the ananda-tliTfrjava form was 

popular all over South India, there are some special.forms of Nate6aassociated with 
. .,' . 

certain specific places here. For instance the iirddhva-tii1?4ava or lalCita-tilaka

kal'aJYI' is special to Tiruvalangac;luinthe Chittoor District. Similarly, kalmii,ri-iidiya

tii"!!avajs associated with Madurai. That this form was assumed by the Lord due to 
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special prayers of a king of the Pal}~yan dyn~sty gives all the significance to the 

bronze in question that it should have been made to order pf ene of the kings of this 

dynasty. It is also possible that the people ofthis region, being proudofthe event that 

happened in the reign of an ,early king of their country, themselves arranged to 

perpetuate this memorable event by making Na~e~ oC.this form only, for pu.rposes of 

worship and festival in the temples of their country. Today in the famous Minlbhi 
temple at Madurai, two Na~e~as are found, one in the ananda..tliJJ.t!ava form anel the 
other in the kaIm~r:i-liditya-ta,!-~ava form. The existenceoCthe fonner'seemsto .. 

due to the imposition of the preferences of religious themes of the ChoJas. On the other 

hand the latter image which is based on the theme specially dear to the people oCthis 

region is there by virtue of the requirements of the rituals of the temple, which have 
.. 

been existing for ages, long before the incursions of the Cho!as into..tJtis region. When 

the bronze has features of sculptures datable to the beginning of the 10th century 

A.D., it is obvious that it should have been made during the reign of the powerful 

Pa~~yan ruler of that period. lfthis is accepted then it may be taken that the school 

of art which produced this was actively fostered by this king. 

It is known that Aditya I Chohi, was an ally ofP8ndya Varaguna and assistedhim 
,/ _ • •• 10 

in the famous battle of Sri Purambiyam.1 In view of the fact that the style of the 

bronze is akin to that of the bronzes dealt with above, it may not belong to IUs time. 

After the death ofVaragul)a, political troubles started in Madurai. But some time 

later, as soon as he became king, Parnntaka I Chola is said to have invaded the 

PaI?-~ya coun.try and defeated its king. ''The Sinnamanur and the Udayendiram 

plates concur in the name of the Pal}9ya king, Rajasimha'~. The exact date or 

subjugat~on of RajasiIhha by Parantaka·is not known, but it is said have happened 

somewhere in the second decade of~he lOth century A.D. It is, therefore, likely that 

before that date,ting Rajasimha was ruling rather peacefully . .As the details of this 

bronze point to above this time, probably it was made during Rajashhha Pal1cb'a's 

time. It is interesting to note in this connec.tion that in this b~nze, unlike any ot~r 
, I 

of its class, there is a predominance of the lion motif, e.g.~ there are lions on the t-wo 

long sides of the pedestal; prominentsimha-mukha on the knot of the Waist-band and 

1. _ .. A. Nilakanta Sastri, The Co!us (1955), pp. 117-18, note 16. 

2. Ibid., p. 121. 
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another equally prOlnimmt simha-mukha on the~i~-c.akra. C()uld this'motif be 

taken to indicate a connection between .this bronze and the ~ing with the name,Raja

simha (lion among kings) to whose period we suppose this to belong? We, more than 

anybody else, a~ aware of th~ unsoundness of attributio~ based on l5uch a flimsy 

ground~ So it is not onthis motif alone that we should decide upon theperiodand the 

a4thorofthe bronze but, on the other hand, only the stages of development of other 
< " ' 

details 'of the bronze, which are characteristic of sculpture of this peri()d, that may be 
. . 

taken to give a clue to the age of the btonze independently. Any~y it :is very 
. . 

unfortunate that as regards its date no reliable evidence is available just as in the case 

of the majority of other South Indian bronzes. If the date proposed here,is accepted as .. " 

a plausible one, then it will become clear that the school of sculpture that existed in 
'. . " '. '" , 

the Pal:U?yan country at that time was well develop~d. Although the Na~e~a. in 

question seems to be the sole ~xample known so far, of this school, it is hoped that 
. , ,"'.' ~ - . 

many more specimens maybe unearthed in future which will throw significant light 

on the achievements of this school. Let' us now describe the Nfl~eJa figure. 

Thatjata-makuta is not so high, but is very clearly depicted: There is the flower 

on top, but it has become insignificant. The crescent moon, as in previous Na~e~as, is 

on the right side, near the top. The Datllr(l is small andis seen on the I1ghtjust above· 

the fillet. Thereis anoth~~ p~ojecting thing on the left ~id~ .. The frontot the makutd 

is decorated with the usual ornament with: prongs. It is quite distinct.although the 

number of its prongs is small. If encloses a small skull. Most interesting development 
., 

noticed here is thespreadingout of sixjatiis on either side. It is to be noted that even 
, . , " . .' 

here the projection of tin~jatii.s is 'only about a quarter.of the l~ngth of the whirling . 

locks. of Natesas ~f subsequent periods. The fillet ~round the head, though narrow, is 

worked nicely. There is a long curved and slender makaro-ku'!-4a1a ~nthe right ear 

. ansi a',rather broad, not deep,patra-k~l,!-c!ala in theleftear. It is nota sitnple roUed-
. .' I . .. 

up patro, like those in Siva figures noticed above. It is ortiate and its two ends are 

provided ~ith rims so that it does not slip away from th~ ear-lobe. This, coupled with 

the fact that is lo~ks hard,may be taken to indicate that it is of $varna (gold) . 

. The face is slightly oval. The eyes are wide and prominent. The eye-brows are not 

flush with the face but seem to be attached to it. The nose is rather snub with a 

definite depression at the bridge but broad and prominent at the tip. The lips are 
. . 

normal. These chubby features are hIghly realistic and quite unHkf( those of any other 
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bronze examined above. The expressi6n. iiofllJ of veil~ joyeoupled" with supreme 

astonishment. 

The neck is short; and there are two kCl1J.fh'[s. The longer one is bro~d and set with 

a gem in the"middle. Theyajnopavita is flat and ribbon-like with floral designs o~it. 
The uclara-bandha too is of the same type, "and does not show any provision for a 

flowing piece of cloth. 

The torso is bent much to the right. Due to this, the line on the right side is 

inclined sharply. This seems to be rather unnatural. The left side,onthe other hand., 

is done in a natural curve, the. line of this being smooth, natural and beautiful. The 

nipples are, as usual, flat and circular hut here the tips are prominently shown 

whereas in earlier bronzes,only the flat part of it IsaH that is usually seen. The 
. . 

shoulders are normal but their lines are refined. A pair of braided locks is seen on each 

shoulder beautifying it. Besides, there is a bunch of five p~arly strings, with a clasp 

towards the ends which are themselves shown curling this side and that side, hanging 

over the arm pit .. A small pendant isaH that is met with in this place in the bronzes 

discussed just above. Here this detail is obviously developed. 

Of the four atms, the two on the right side are joined upto the elbow in the 

characteristic way of one over the other. The two arms on the left side are separate 

.on account oftheir poses. The bend of the front arm here is beautifully done uniike 

that ofthe Nallur NaFe~a. The style ofthis feature is akin to that of that of the Kfiram 

Na~e~a; but while some amount of ruggedness is apparent in the latter; here it is 

refined. The fore-part of this arm seems to have bee.n made separately and added, the 

reason for which was most probably that even while it was being cast this part of the 

arm broke and it was joined to the upper arm later. Otherwise, there would not be the 

uniformity of finish as U; now seen between these two parts. The joining of the other 

arm to the shoulder is also well done and it is apparent from the harmony that exists 
. " . 

between the arms and between them and the shoulder. 

There are extremely well executed keyuras on the a~san:d their prongs are 

refined and almost stylised~ Belowthem is a gem-set band. It has rio projection on it 

and so it is not of the usualvaji-bandJiaofwhich an earlyexa~Jllehas already been 

met with in the Trivikrama from "Sihganallur, and in many other examples to be 

noticed below .. Anyway it is w,()rth noting that the fashion of shoWihg a band below 

keyilra has become a regualr feature by this time, a thing ~hich is absent from 
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bronzes· of earliertimes .. In this figure, however, ahand with a pn»minent gem in front 

. is seen wound round each fore-arm, wbkh is a uniqueJeature met with in th,is alone. 

A set ofthreevalayas with grQOVeson them, adOrn the wrists .. Rings are seen in all 
\ .. .' . 

the fingers. 

• 
The joined arms of the right side are considerably away from the: torso, which is . . . . 

brought about by .the. bend of the torso in orde,r to maintain balance of the dance 

posture. 
, . 

The emblems of tjamlJru and agni have changed their positions in this figure. In 

the upper right hand where the 4amaru should be, there is the flame of fire .. The form 

of the flame which has five tongues should be noted. Unlike in the case ofNa~e~as 
. . 

already~xamined there is no cup provided for it here .and the shape of the central 

tongue is like that of a question mark standing on its head. The curl is prominent. 

And this tongue is closely followed by the other. two prominent tongues o(this siqe and 

by the two less prominent tongues·ofthe right side, and the ~hole gives the flame the 

appearance of a~a1ikh.a (conch) kept topsy-turvy. It must~noted that this is the 

symbol for the word 'OM' used in early insc~iptions.l 

A damaru of exquisite workmanship is held in the upper leR hand betw~n the 
• . I 

thumb and the middle finger. Thewwer right hand. is as usual in the abhaya pose, and· 

the corresponding left arm us ub the;gajarhasta pose. This pose is noteworthy. In 

other figures of Na~a this a~ will be lifted up higher because in them the left leg 

is raised. Hereit islow almost like that of the Kiiram Na~~a, due to the fact that here 

the right leg is raised on account of which a necessity has arisen to point to the foot of 

this leg which is far away, by lowering the arm. as far as possible and by bending the . 
hand as much possible, towards this foot.· 

1. A word about its significance may not be out of place here. It is known that this emblem of ag"; 
stands for destruction (of a(lidya) aBu/ell as (1,8ymbolofjiillmLLeavingtheaspeeto(destruetion,and 
taking the latteraspeet. it is but proper that the8t/'apali had ch()$en tosymboli$e it in the form 
of a fJcui.k"~ . The sound ofthelcuik/4a is said to be the same as that of tile Pr(U'(JI.~aor 'OM' and 
heneetheshapeofthe~ahk"dwds employedb.y culCit'.ntfcribf.>.8 to ~.pre~'le"tt/U!. pmQava. Amajority 
ofancient inscriptiOlUJ co~nCttwith this symbol. III a modifieclform tliisvery same symbol is 
used in the same context even to this day in Tami1nJsl and probably in other regions ;Uso. When 
a person know. . the meaning of the PrW.'(JI.Ia, in othe1' words, the "Cid4 (sound) of SQlik"~ he 
beComes a true Jliol,l. ·1'he process of attaining to this.tate involves the removal or destruction 
of ajlill1£a or cwidya Or ignorance. This is achievElCl by the fire of knowledge .. Hence ~cuik"ais made 
to look like a tlameoffire also. ItwiU be seen, therefore, that there is a symbol combining in itself 
in a subtle way two aspectsofa great truth .. Indeed the symool haa become great, and its creator 
a great karma-yogin. The manner of its depiction is superb arid adds to the significance of the 
concept it represents. 
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The modelling ofthe arms is round, smooth and supple. The slight angularities 

met with in such figures as the Nalliir Na~e~a are continued here also but the 

refinement of workmanship is such that this feature is not at all of a~ offending 

nature. In fact the lines by which the arms are composed are not only pure but also 

very delicate and smooth curving. This quality is. beautifully displayed by the 

modelling of the fingers which-seem to throb with life. For their naturalism, beautiful 

proportions and delicacy of treatment they are probably unparalled. l\lthough this . 
feature is exquisitely portrayed in other figures also, there it is rather effeminate and 

sensuous than impressive and forceful. . This feature is seen at its best in the two front 

hands. 

For the first time we s~e a serpent wound round the fore-arm of the lower right 

arm, which had since become standardised. The head of the serpent is broken. 

The under garment consists of a pair ·of drawers. But·unlike in the case of the 

bronzes discussed abov~, the loin-doth of this bronze is not shown in wavy form. It is 

decorated with floral designs which make it ornate. The upper hem of the loin-cloth 

is clearly seen below the navel. Just below it, is wound round the kati-sutra.~r waist

band which is also'decorated with floral designs. It has a beautiful knot in front. The 

uttarlya is wound twice round the waist; the bands are flat and beautiful and show 

flowEU" patterns. They possess a knot in front from which issue two sho~ ends one on 

each thigh. A third end falls 'between the legs and it has a beautifulsiinha-mu.kha 

design on it. To the tipofthis is hung in a hinge a pendant'shaped lile a leaf. This 
, . 

device is not met with in any other bronze known so far. In the place of projecting 

bows, sort.ends of cloth are seen, and they do not project but are attached to the loin

cloth itself. This is a novel feature because in bronzes where the ends are shown they 

project out after looping, and in others the ends are not at all seen. 

The right leg is lifted up .while the left is planted on the back of the demon 

Apasmara Purusha or Muyalaka. The posture of the raised leg is beautifully balanced 

and natural. In spite of this, the charm that is usually assoCiated with the postures 

of the common form (Le., ananda-taJ].9ava form) isobviouslylackingnere. Thus it is 

a fine example of the ideal way of showing a karaT}a i.e., it is a lakt;hatl4-kriti whereas 

the other form, as immortalised by the VeIankar:t~i anclTirtIv9.tariga~u Na~as (Figs. 

117, 164), is both beaufiful and popular. 
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The wQrkllUtnshipofthe legs is quit;einkeeping with tha whQle figure. Their 

treatment is beautiful, in spite of the slightly sophisticated modelling, and· their 

proportions are fine .. The disposition of the limbs makes It notonlya fine study in 

balancing and poise but also a rcemarkable one in har,mony and rhythm. 

The back side of thisfigu~~ as usual, displays a: few interesting details. Theja(a

m~'lta shows clearly how the ends of thej~ii8 are 'disposed as if flowing on either .. . . . 

side. The treatmellt of thebegi.nnings as well as the e.nds of thesejatas is beautiful, 

although a bit of stiffness met with in the bronzes of this period is seen here also. 

Anyway the design of the spreading ja~as is· wrought with consummate skill and 

imagination. The space between the two groups ofja/as is ornamented. Below this 

ornament is seen the ~ira$-cdkra, not worked in the usualfonn of a lotus flower or a 

wheel but in the form of a siinha-mukha from the wide mouth of wh1chhangs a broad 

ribbon-like taSsel Ei'ndingin aJ!Ointedjewel. The Qra.ided locksofhairare atranged in 

a beautiful manner on the back. There are two. sets of locks, one s.horter thapthe 

other. As these locks of hair are shown in the form of a long stalld alternating a short 
. . 

one, nospace between them is left and therefore these strands of hair see III to ~*hick. 

Further, instead of beings imp Ie strands they show grooves on them and the tips ofthe 

longer strands show a tendency to twist sharply; 
. ' 

The workmanship of the torso and arms and of the ornaments is also clearly seen 

in t.his side. It is illteresting to note that while on thel'ight-sidethe anna are bulky 

because of the joining of the two arms, em the left side, only one hand is seen and its 
• 

posture coupled with the smoothly·eurving line ofthis side is singul~rly ebarmillg. On 

the other hand, the sharp angle in which the right side·is treated above the uclcua

bandha is rather unnatural. It does not seem to hormonhle with the other features. 

The waist-band seems tobe two stranded and it has a long knot in the middle. Th~ 

bands of the uttariya are specially noteworthy. Most interesting is theendofthe Jqi'n

cloth that g()es under the fiashes and the waist-band, to be tucked in the middle of'tbe 

waist. The projecting tip of this end is art~nged:beautiruliy fan-wise. It is not bent 

and has grooves just as a fan has. In other bl'on. this is simplerJp'workmanship. ' 

The beauty ofhalancingthe figure on a single legis fully seen from this side. With 

a slender arm and two legs on one side and heavy tOl'So,three ~rms and head on the 

other, the figure seems to rema~ partly on the ground and partly in the air. 
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The dwarf, beneath the left foot of the Lord, is comparatively large. Heis lying flat 

on the iisana on his fron~ side. On his back, the Lord has planted his left leg and is . 

dancing. Due to the weight of the Lord the demon's stomach has bulged out and thi~, 
is realistically delineated. His face is round and shows prominent features. The 

expression is one of amazement rather than sorrow. His hair is short and curly and 

it is treated like a sieve with big holes. He wears necklaCes, also· valayas, udara

bandha, shorts and pCidasaras. The end of the lion-cloth tucked at the back is 

beautiful. He holds in his left hand the second serpent, said to have fallen from th,e 

arm of the Lord and his right hand is held in the ahiiya pose. The treatment of this .. 
dwarf is on the whole refined and realistic. The dwarflies on,the bhadriisana which 

. is apparent1~ ornate. It is heavy and has the ~ual mouldings. The' crntral 

indentation of the longer sides has, in each of the three spaceS formed by the tbur short 

vertical spacers, a beautiful seated lion with twisted and looped tail. These spacers 

and the indentation of the shorter sides bear diamond patterns. ,A spike is seen on, 

either ·side. Interestingly, it is loose-fitted into the hole of the projecting plate and is 

supported by a prancing composite animal with lion's body and elephant's head. The 

above ;mentioned lions and this composite animal are executed in a spirited and 

powerful manner. This is another distinctly novel feature of this bronze not met with 

in tne bronzes discussed so far. 

Thus in every respect this bronze is a remar~ble specimen ofits kind. Though it 

is the only specimen, known of the school, yet that the school ~vtgorous and was 

capable of producing works of merit is borne out amply by this Nate'a alone. As has 
. . \. 

,. been said above if this was done under the orders of a Pa~~yan King, then th,at :king's 

~ultural attainments and interest in arts hardly require any other confirmatory 

evidence. 

That the mode of dance as represented by this Na~a is different from the other 

common one', is well u~derstood, by the TQ,mil term Kcilmcfri-ddiyagiven to this mode. 

ThiS is, howe~er, only a popular nomenclature. The other mode of dance alSo known 

as the Chid~J;I1baram form of Nate~~, is popularly called as Onanda-tiilJ4ava.. bbtit',is 
technically ~lled bhujahga-trasitakaraT).a. ~e mode ot dance ofth$Nat*a in 
'1uesti~n is technically called bhlljangancita. In both these terms the first-"" '18 
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/ . -
bhujanga (serpent). The difference is seen only in the second word which is trasita 

(frightened) in one and in the other aiicita (contracted), the fright and contraction 

beirigdue to thepresenee ofthes~rpent. It may be said, th~refore, that except forthe 

reversed legs, there is practically very little differencebetweenthes~twomodes 

(ka7'CL1J08) of dance. 

EARLY CHOLA BRONZES 

According to the above study, the bronzes datingup to about the beginning of the 

10th century A.D. seem ~o have had ~uniformcourse of developm_ent-hnth in style and 

decorative details. Politically, South India was divi,dedbetween -Ule Pallavas and the 

Cho!as and did not as yet come under the rule 9f a single royal dynasty. So the name 

of "Pallava-ChoJa transition" Was given to the period as well as to the specimens of 

bronzes. From about the fi.rstdecade of the 10th century or more preeisely, from the, 

date of accession of Parintaka lin 907 A.D., the political map of South India rapidly 
.. I ~ 

changed. 'He was fortunate toinherita well-consolidated kingdoln1but did not keep 
• & • • 

quiet. He had an ambitious scheme of extending his ~erritory_from coast to coast and 

even beyond it,}n which he lar~ly succeeded. HaYing satisfied his desire to be a 

conqueror of new kingdoms, not conquered by his predecesso.ri;, such as Madurai and 

Ceylon, on account of which he got the title ofMaduriyum.::f!amum .. ko~~J, he ~ttled 
----- . 

down to do constructiye works for the benefit of his subjects. Though a staunch 

Saivit~ and an ardent devotee of Lord Na~araja of Chidambaram, Parantaka gave 

freedom to the followers of other religions as well. He ruled thus for weU .. nigh half a 

century (c.907 A.b.to 955 A.D.tand his rule ushered in prosperity for the people 

which was reflected in the various-fields, of cultural and creative activities. As nearly 

the whole of the first half of the 10th century A.D. was· occupied by his rule which 

extended ,almost over the entire South India as well as over a part of Ceylor:t too, the 

results of the above mentioned activities' apparently possess more or less uniform 

characteristics irrespective of the differences oflocalities. Professor K.A.Nilakanta 

Sastri's observationsaboui .the- reign of this great king are worth quoting bere. He 

says : "In fact Parantaka's reign was a great epoch in the history of South Indian' 

temple architecture, and the work of'temple-building begun by Adityawas continued 

vigorously during the best part of his reign." 

1.. K.A. Nilakanta Sastri, op. cit., p. 120. 
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" .. 

There was no stable rule in the South for nearly thirty years after Parintaka I. 

But this state ofatraJrs in politics 4oesnot 8e~m to have affected th$ cultural life ~fthe 
people. There was an emorescence in the fields of religion and culture. Members of 

the ~yaJ family took active part in these activities. 

Cultural' activities continued to flourish du~ing the reign ofRajarija I, who came . 

. to the Chola throne about 985 A~D. and ruled till 1014 A.D. In fact, a worthy 

descendant ofParintaka I, RAja~a I carried every aspect of culture that had its 

beginning in the earlier period to its logi~ conclusion .. This, coupled with his 

imperialia~c activities, not only in·South India, but also in Ceylon, where he achieved 
. . , 

distincSion of a high order, made him really great. In spite of his Saivite persuasion 

ofwbiebthe atal)dingmonument is the Brihad~vara Temple at Tanjore, Rajaraja I, 

li~e bisforefotbers, also wastolet:anttowards the followers of other faiths, which is 

testified to not only by his famous endowments to the Buddhist viJiiira at NagappaWqam 

but also by his sister Kundavai's concern 9ver the building of a Jaina shrine. In short, 

"the thirtY years ~fRijar8ja 's rule constitute t1}e formative period in the his tory of the 

COla monarchy. In the organization of the civil service and the army, in art and 

architecture, we see at work powefful forces newly liberated by the progressive 

imperialism of the Iille."l Naturally great progress was made in the art of bronzes 

_lao, as teatifiedto by numerous beautiful speci~ens ofthe art, produced to meet the 

great demand for ~ from temples where the rituals were growing in leaps and 

bounds during this period. 

At the close of his reign, ~arija I left behind a-glorious legacy inarts and crafts 

as well as.in administration, arms, extentof·kingdom and prestige, to his son and 

successor, ~endra I. He became the ruler in 1012 A.D. and continued as s~ch till 

1044 A.D. Though "the history of Rljendra's. reign is very largely the history of the 

extensive wars and conquests,''2 which is borne out by such titles as M udikorjfja~cho!a 

and Gail.gaikor;uja-.Ch.o!a,·yet, like his father, he was ~lso greatly interested in the 

advancement of culture and religion, arts and literature. The title of PaTJcJita,.Cho!a 

borne by. him is sumcie~t testi:mony for his interest in the above mentioned aspects of 

/~iallife. But more significa'nt attestation for this is afforded by the.magnificent 
" 

1.1 bid, p.168 
2.1 bid, pp 194-195 
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temple at Gangaikol)<;ia-cho~apuram, which is now unfortunately much ruined, but 

should have been as glorious as the Brihadr~vara temple of Tanjore, t~e magnum 

opus of his father. Even in its present ruined condition the temple of 

Gangaik0r:t~achotapuram is really a treasure-house of sculpture and a rare specimen 

of architecture. During his -period certain new aspects of temple ritual such as 

building separate shrines to goddesses, side by side with the main shrine to the Lord, 

also developed with the result that demand for images in metal was keener than ever 

before. No wonder, therefore, that under the patronage of such a powerful ruler as 

. Rajendra, ample faciliti~ were provided for the growth ofthe art of bronzes too. They 
, 

include not only a variety of representations of the gods of the Hindu pantheon but 

. also a number of bronzes r~presenting Buddhist and Jain deities, which testifies to 

Rajendra's catholicity of outlook. There are, amongst them, secular bronzes including 

portraits of important personages. Thus every branch of the art was developed to 

great heights. This state of affairs was continued during the period of Rajendra I's 

immediate successors also and till about the accession of Kulottunga I in 1070 A.D. 

In view of the fact that the formal and decorative qualities of the products and . 

technical efficiency, of the art of bronzes, of the period from the reign ofParintaka I 

to about 'the beginning ofKulott~ngaJ's reign were gradually evolving from a stage 

of great experimentation to one of artistic standardisation, amongst the productions 

of this period certain amount ·of unity of style is perceptible. Hence for the purpose of 

the present study the above mentioned period is given the name of ''Early Chola" and ". . 
the bronzes·that are assigned to this period as accordingly termed as the Early Chola . .. 
bronzes. Some scHolars have grouped the specimens of sculpture belonging to. the 

ChoJa period in South Indian history, under three groups namely early Cho!a, mid

cho~a and later Cho!a.1 But in view of the overlapping of the late Pallava rule with the 

rule of the earlies~ imperial Chola Kings we have taken that period to be the transition 

period, with the result. only two other phases of the Cho!a art histpry remain which we 

call as the Early Chola and Later Cho!a. From the end of the 11th century till the end 

of the ChoJa rule the art of bronzes, for that matter, arts in general, became gradually 

conventionalised although there are a few exampleS.belonging to this period displaying 

originality, vigour and beauty. 

1. 'K.A. Nilakanta Sastri,op. cit .• 'p. 709. 



Hf41. Bronzes of South India 115 

In their nobJe endeavo\1rs, the kingS of this period seem to have been guided by 

~at men oflearningand teachers of.religion. Prominent among them were ''Nambi 

~4,r Nambi the author who arranged the ~aiva Canon substantially in the form in 

which we now find it"l and who was ''most probably contemporary of Rajaraja I and 

Rijendra I"; Karuviir Devar, the preceptor ofRSjaraja I; Nathamuni, the compfler or 
the Vaish~ava Prabandhams; belonging to the' early half of the 10th century) 

, . 
~mahuja Acharya contemporary of Rijendra I and his successors; and Jaina 

teacherstha~ lived in such places as Jina Kiiichl and Buddha monks like'Buddhamitra 

of Ponpar~ and of the vih'iira of ~igapa~tiqam, all belonging to the 11~h Century. 

These men were primarily responsible for the ~wth of activities connecte~_with their 

institutions. The existenCe of so many.great men belonging to different religions in 

the period, contributed to the complexity of as well as interest in the religious life. 

''There was a perpetual stirring and mixing together of various creeds each influencing 

the others and being influenced in'turn. As a result of this long process of ass'imilatiQn; 

the Buddhist vihara, the Jain PaHi and the Hindu temple presented many similarities 

in their worship., ...... and festivities.2 An account of this, the works of art employed by 

the followers of each of these religions also showed similarities in themes and details. 

: The style of these works was, as has :been said above, uniform due to the fact that their 

creators, the sthapatis. were of one class, practising the traditions of art that obtained 

in the period. 

It is n~cessary to ~Iltion here the important fact that amongSt the numerous 

bronzes ,of this period, luckily a few are inscribed, and one with a date also. A 

comparative sfudy of the det,:,ils of uninscriiJed bronzes with those of the inscribed 

ones reveals several points. of similarity which proves to some extent the fact tha~ 

their attribution to this period is not altogether without basis. 

This early Chola period being a long one extending from about 910 A.D. to about .. . . 
the end of the 11th centul'J" it is conceivable that there should have occurred changes 

in the, traditions of art, in respect of the representations of various themes and 

d8QOrative details, just as in other aspects of social life. In fact, the examples of 

bronzes show some differences in the addition or omission of certain details' and in the 

depiction of certain themes. Innovations such asportraitute begin to be in vogue. So 

1. Ibid., p. 637. 
2. Ibid., p. 657. 
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it seems advantageous to group the bronzes again, on the basis of style, under . . 

categories each of which is characterised by certain ma~kedJeatures. This is to some 

extent possible because the majority of the bronzes that are ascribable to the period 

upto the time of the accession of Rajaraja I have certain common features. Similarly 

the bronzes be'longing to Rajaraja I's period show features slightly more developed 

than those of the period prior to it, but which in turn show features slightly difTe~nt 

from those of the bronz~ that may be assigned to about the 'middle of the 11th century 

A.D. or so. We know that the period prior to Rajaraja I's time was dominated for t~e 

most part, by Parintaka I. So the bronzes ascribable to this period may be considered 

as the products of the school that may be called after this noble and great king. In the 

same manner the bronzes attributed to the time of Raj a raja I may be said to be the 
I • 

products of the school that flourished during his reign period. And those that are 

attributed to the 11th century A.D. may be called as examples of the school of 

Rajendra I, because he was the most powerful and important of the ~hoJa kings of this 

century, his reign period ranging from 1012 to 1044 A.D. ~ 

SCHOOL OFPAMNTAKA I 

AplOng the examples of this school, the VfI].adhara from Beliir I seem~o be one of 

the earliest. The authors of the Catalogue describe it as follows : 
/ 

''Sfanding. Height 67,8'9 em. Axe, a~telope; kataka, ka~aka. ~reasure trove, 

Bellir, Attiir Taluk, Salem District. 

" ''This slender and gracefully poised i,mage is unfortunately most heavily corroded. 

The treatment of the face and the folds ofthe loin-cloth is simple and effective, but the 

high relief andwtde separation of tlie two necklaces" espe~ially of the central 

ornam~!lt ~ the lower one, as well as the strong moulding of the headdress, prevent , 
us from rega'rding it, as definitely of Cho!a type. The breast and the back of the head 

I' 
of the antelope are towards Siva. The lotus pedestal is particularly good." 

Apparently the authors are struck with the workmanship not only of the figure 

but also of the pedestal. But ~hey were sceptical about the 'early date of the figure on 

account ofthe strong mouldirigof the headdress and the treatment of the necklaces 

which they unfortunately imagined to be not characteristic of bronzes of Early Chola 
. . . 

type. Probably.-this was- due to the fact that at the time whell the Catalogue was 

1. CattdoglLe. p.l09 PI. XIX. Fig. 1. 
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published not many early images were a'Vaihble. But as has already been demonstrated, 

now the position is better and quite a few early bronzes are available for comparative 

study. Thus slenderness and grace are characteristic of bronzes belonging to the end 

_ of the 9th and the beginning of the. lOth century A.D. Besides, the headdress in such 

bronzes as the Nalliir Na~e~a and· the VII1adhara from Tanjore are as strongly 

moulded as it is here. Similar is the case with the kalJ-th'l. For example, there'is only 

one kalJ-thl with prominent gem in front! on the neck of the Kira~amiirti (Fig.44) from 

Tiruvetka!am. Above all even in the description, extracted from the Catalogue, the 

beauty of the padmiisana is recognised and it may now be affirmed that such beautiful 

asanas are characteristic of bronzes of early periods only. It·may be argued that the 

pedestal alone (lrthis image is ancient, the figure being made and fixed to it at a later 

period. Amongst the numerous bronzes known so far, no such instance has been 
. I 

noticed. It has, however, happened sometimes that the original pedestal is substituted 

by later ones when the former, being hollow and therefore liable to be damaged, was 

broken or missing. In the present case the features of the figure are themselves proof 

positive to declare that the figure itself is an early one and that the pedestal was 

intended for it. In order to show its importance it is necessary to give a fuller 

description of the bronze. 

Thejata-maku{ais high and on top of it is a flower which is prominent. Therest 

of the headdress is obliterated by corrosion. The face is also spoiled in a similar way. 

A simple patra-ku'fcjala is seen in the left ear and the right ear is empty. The neck is 

short.. There are two ka'f!h[s, each displaying a prominent gem-like thing in its 

middle. These are similar to those of the viQadhara (Fig. 40) and the Kira~amiirti 

(Fig.44). The yajiiopavlta shows only two strands. The lower one is thick and short. 

The udara-bandha is broad and it does not show any decoration on it nor any 

prominent gem in front. The torso is beautifully moulded. The chest is broad and the 

portion below it is narrow. The lines of the sides are graceful. The fold at the stomach 

is treated in a superb manner. The shoulders are normal. On each of them is seen a 

strand of hair. Flowers are Eieen in the lock on the right shoulder as in some of the 

examples noticed above. There is the interesting and characteristic pendant seen on 

this shoulder. It is three-stranded, each strand ending with a heart-like design, 

. instead of the single-stranded ones seen in several examples dealt with above. But 

this feature is somewhat akin to that of the same found in the Nate~a from 

POrUpp'ume~~uppaHi (fig. 54) where, however, more than three strands are seen. 
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There are two arms on either side and they arejoined in such a way that the upper 

linn is seen to emerge out from the back side of the elbow of the lower arm. The 

manner in which this is worked is apparently archaic. There is a niig~valaya on each 

arm with a siI\gle complete band round it. On each wrist are. seen three valayas of 

simple workmanship .. There is no other band as seen in the Trivikrama (F.ig. 53) or 

Na~a (Fig.54). The two f~nt hands are held in the significant postures of holding 

something which is supposed to be vl"a. . The treatment of the gestures especially of 

the "~akapose of the right hand, even in its extremely corroded condition is splendid. 

The ~mblem in th~ upper right hand is missing and there is a crudely worked antelope 

in the correspondingJe~ hand. The arms are slim like the torso. Nevertheless thei~ . -
modelling is perfect and their proportions are beautiful. 

The loin-cloth shows the folds in the the wave-over-wave form which is highly 

developed in this. At any rate the simplicity of this detail as seen ~n the Kiratamurti 

is absent from here.Th~ waist-hand has a beautiful s;mh~mu~ha clasp from the 

mouth ofwhieh a bow-like loop of the uttarlya is seen issuing on either side. From the 
- . 

centre of the· mouth hangs down an end of the loin-cloth. The idea to fi!l this gap is 

interesting and the manner in which the decorative element,which is shaped like an 

. isocelles trianglewjth apex hanging below is worked, is noteworthy. The thread ofthe 

. ,waist-band which, in other bronzes is seen issuing from the head of the lion-face, is 

hardly recopisable here, because the parts of the strarid attached to the . head have 

become more or l~s like horns here. The uttarTya is wound twice round the waist and 

it does not show any knots or bows or ends on either side. 

The legs ,too are slender and proportionate. There are plldasaras on the feet. 

The l~ft leg is slightly bent, suggesting graceful movement. This stance adds 

beauty to the figure. This may, therefore, be taken as characteristic of early figures. 

The paucity of representations of the theme in similar stances in later periods 

supports this hypothesis. 

Th8~ekview of the figure shows thej"m9Jeu~a clearer because here there . 
: . "." ~,,~ 

·ialess ot eo.,.ion than in frimt. No '(raS-cak"'i •• ~ here. Two sets of three twisted 
s~ds'~r:~~ir with~~space between~"or'the~ and a wider space between 

the two sets; hang on thebaek. In -this respect this is quite akin to the NalIiir Na~a 
.' 

(Fig. 51). They are not many and between two strands there is as much space as 

exists in the Na~a .. 
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The other details too are better preserved here. Particularly noteworthy are the . 

lines of the two sides, which t1owsmoo~hly and in a charming manner. While . 

enclosing the mass of the figure which is ~eautifully moulded the lines of the sides add 

to the beauty of the form. The bend of the left legis treated in a classical manner. 

Now to the asa~ Here the figure stands on a circular pa4masana over a cubical 

bhadrosana. Both the asanas are· distinctly and· perfectly worked. In the Vislu}u 

image (Fig.19) of an earlier period 'We saw this feature rather in its begibnhig stap. 

In the Maitreya from Melayiir (Fig. 28) there is only a beautiful padmliBana"and no 

sign. of its having been (}xed 'to a bhadrasana is seen. Thebhadras01UJ8 of all the 

Na~eS'as allClother figures examined above have no padmiisana, except iii the $Be of 

the Ki~miirti (Fig.44) where a fine :padmfisana, in ·very low reiief alllJ08.t. 
indistinguishable from the plate on whi~'&-it is carved, is seen. So it· is only _n tb8 

bronze under discussion· that we have come across, fC?r the first time~llot only tw. 

asanas toge'ther but also they being moulded as a single item. It may be noted la tht. 
connection that in the subsequent· periods, an attempt was made to make tt.. 

asanas separately and place one over the other'after fIXing the figure to the padm1itItJnt,J. : 

The petals of the lotus are exquisitely worked. The upper 'portion is hig~~oru,. 

one row of petals is seen on the bhadrasana. They do not bear lines dema~tingt"· 

end or the middle part. Nc;>r are their tips curved up. Their style. is almost akin to that 
of the petals of the padmasana of the Kir'afamurti arid that of the lotus orthe Maitreya 

to some extent. In the case of the Maitreya figure, the petals seem to be distinct from 

each other and are less broad than they are here. 

The bhadrii8ana is simple and its mouldings are pleasing. There is a spike on each , .. 

side of this asana. The manner of attaching them to the stand is still slightly archaic. . 
. . 

Thus the figure ofVTQidhara is one of the imPQrtant specimens of the art of bronze . 

that has carried the story of the art a step further than wlult we ha\re seen in the . 

bronzes examined immediately above. It may, thel1lfore, be:assillled to the ft1'8t 

quarter of the lOth century. 

The bronze representing standing Buddba·(hi. 89 em) frem NigapattinainlseeJns Pic. 58 
. ."... , ." . •• "I 

to belong· to about the same period. Mr.·T.N. Ramachandran: giVes·a detailed 

description ofit.2 .. 
1. T.N. Ramachandran, Nligqp~ arut.other Budd/ai.' lJ.ronzea, Pl. V. Ftg. 1. 
2. Ibid., p. 41. 
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, Apparently there is: littl~'that ~n be added to,tbe above ,desCription~ Hewev8l".j 

one or two points may be emphasised here. In viewoftbefactthat i.atyle.akintO' 
, . . ' , . ,I 

that of the ~ronzes such astile Nallur Na~'a (Fig~5l), especially in th&treatment __ t 
the details oBhe face and arms, but ,a bit more restrained that that, this bronze may: 

,be assigned to a period slightly latertb&n that to whic.h that Na~a has bee~ 
assigned. To this the form ofthejvala on the head seems to lend support. ~ts styleJs 

somewhat akin to that of the flame met with in the Porii.ppume~p~ Nate'a:, 

(Fig. 54).' 

The beauty or the padm'&sana, has been well recognised byth~ lea~ec:t~tlthot of 

the :Nagapa~~iqam Bronzes, who calls it "a real' padma". . Here a word seems 

necessary. When this padm'a is compared with the padma of the VIi)_dhara discuSsed 
above, some minor differenc.Ef5 are clearly seen. ,While there the upper part'ofthe lotus 

is larger in size,p,ere it is.~maller than the lower part. Secondly the petals ofthe asana 
olthe ylqidhara are simple in style and do not show prominently any curving at their 

. .. I 

tips or projection in their middle. Here on the other hand these are emphasised. In the , 

previous instance, both the padmasa~ and the bhadrasana are moulded in one piece 

insom~what~n archaic manner. Ther.e it has been stated that only from a slightly 

later period the 8~hapatis began to do the twoasanas separately. The present figure 

seems to be one of the earliest specimens where this practice"is evident. It must " 

however be added here, that there are a number of bronzes belonging to l~ter periods 

, where both the £isanas are moulded as a single pi,ece. But their style is quite ditTerent 

from that or the lisa1UJ8o~ the vr~iidhara (Fig. 56). 

Above all the modell,ing of the figure is superb. Although it, lacks to some exttmt 

the ~Elutitul rhythm that prevade~ the whole of the figures ofTrivikrama (fig.53)and 

the Kiritamurti (rig.4"), yet in this are found the beginningaof a newtreattnent of 

the lines and mass, of figUreBof which further' developments maybe seen in the Rima 

fro~ P.ruttiyiir(fig.90),in the oth~r standing Buddha and, the seated Buddha from 

Nippa~FiI!am (Fi~,.152.179),and in the RimaCrom yadakkup,~a~aiytir',(F~.: 96). 

Mr :Ramacbandran,fays that the type of this ngtire is similar'tothat of ~aravat1 

etc~,. whjch, ~ foltf)wed .ht the description, '''The,fignteS are delicate and slender .... 

, .. Fa~9vlll" u js,nec_hereta point out tbat thoqghfJ1e tbetne is the sa. iilboth 

tb8eases, as there,ll ."8iderabladifl'ei'e~Cf~·treatmentoftheone and the same " 
theme b~longillgtodilT~~t periods and.pbtc •• tiu~re is ev.ideil~i inth~atmentof' 
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this Buddha, characteristics of~culptures oftbe lOth century A.D., and it baa'little 

resemblance to the treatment of the Buddha' images from/AmariVati, Goli and 

Simith. 

Besides, this Buddha is important from the point ofvieworits size. IUs one of the 

rew biggest standing Buddhas in ·bronzemet With so far. That it was i~tenc:ied to be 

an utaava-vigraha is rightly st;ressed by Ramachandran. From this it is clear that the 

Buddhists vied with the Hindus ift ela~ratingthe temple rituals including the taldnc 

"out ofim(lges of deities in procession. Wluttever may be the other consequencas ottbla '" 

practice, it has done immense service for the promotion of the art .. ofbronzea. Had 
there ~n no elaboration of temple rituals, there. would have been no oceuion to 

. prodUce masterpieces of bronzes such as this Budciha and the Na~ from~· 
(Fig. 164) which have been acknowledged to rank amongst the best oftheir.ki~ci in the. 

world . 

. The bl'Qnze representing ~ goddess1 now in the Freet Art Gallery, Wuhlbpn Fig. 59 

~D.C., is an interesting specimen ana its features neceSsitate its examination ~m. 

The figure stands in abhahga posture.1I Headdress is arranged in the form ot a 

karct~maAu!a. A beautiful fillet adorns the forehead. Face is oval and the features 

are not very sharp. Expression in the face is contemplative. There are no ornaments 
. ,~. 

in the ears, and the extended earlobes hang down in a naturalistic manner. 

T~e neck is high and beautifully moulded. Two necklets are seen on it. On. is 

small and it. seems to represent the miiil.galya-siitra (TliliccarcJ4u in Tamil). The other 

necklet is broad and probably gem-set. Yajfiopavlta is ofsimpie-thread. Its cUrves ..... 

gra.ceful and flow smoothy. The breasts are full and beautifully modelled. AccordinC. 

"to the texts dealing with the characteristics of ideal human being~ the breaataola . 
. . . 

woman should be developed in such a manner that no space is seen between *em. 
. . 

The sthapati who madetbisfigure se~ms to have bome thisJdea in his mind wian he 

executed this figure. By depicting the waist of the figU~ in an attenuated manner, the 

sthapati~8fami1iarity with the texts dealing with ideal Jenand women is confirmed 

because according to these texts an ideal woman is chara~med by slender waisted. 

-1. K. A. Nilakanta Saam. T/~ C~Q.8 (I955), Pl. Xx. Fig.Sl . 
. 2. Our earlier description of the Mailga ofthisu tribllaAgO. on p,' 76~ of Prof. Sum', bookJ:eqWree .. 

to be changed... . '. . . . 
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orcreeper-like waisted (i.e •• lata;madhya in Sanskri.t and KoiJiyi4aiya[.·in Tamil). The 

naval pot1ion'is also treated with taste and refinemerlt. In aU these respects this 

bronze is seen to resemble very much the Uma of the Tiruvilanp9u Somiskanda 

(Fi"g.36) dealt With above. These characte~i~itcs especially the beautifurmodellingof 
I . 

the torso including th.e magnificently realistic bosom, are re~rely met with· in later 

, feature is intended to emphasise a~other characteristic of an ideal woman that she 

should bend a Httle in front on account ofthEt weight of her full breasts. On the arms 

are seen nliga-v(JJayas which have become perfect bands here. Belowthis v(JJaya, on 
. - . 

.ach arm, near the elbow, is anoth~r double-band. This probably stands for the viiJl-
· bandh.a. In one or two earlier bronzes e.g., Trivikrama (Fig. 53) and Nate'a (Fig.54) 

· a simiI-.r band is seen. More developed bands with a prominent projection on the 

outside are seen in bronzes to b~ examined below. Three valayas (bangles) are seen 

on each Wfist; and rings are present in the fingers. The right hand is inka,taka pOse 

. and the left is in lola pose. The modelling of the arms and fingers is elegant and the 

Jines oftheleft arm are apparehtly rhythmic and smoothly flowing. The treatment of 

· the fingers of both the hands is exceptionally tender and delicate and not a trace of 

stiffness or vigour is seen in them. 

The sllri or lower garment is rendered like a· pair of trousers closely covering the 

1 •. Its treatment, interestingly enough, is in the wave-upon-wave form, the ebbs of 

the waves being subdued. In the bronzes to be noticed below, further development of 

this feature isprominEmtly seen. Around the waist are seen two or three bands with 

a simple knot infront. Two ends probably of the lower garment are seen. One ofthem 

is depicted aSTalling on the left thigh. The other end with its tip worked in a zig-zag 

fashion falls between the thighs but attached to the right thigh. It is to be noted that 

this does not reach even upto the right knee. In later bronzes representing goddess or 

women this end,'is seen falling down to the ankle. There is a padasara on each foot. 

Right legis slightly bent and is fn the posture of moving. Left leg is firmly planted on 

the pedestal. 

Both the legs, like the arms, are slender and beautiful. Yet the slight empahsis on 

the knee-cap is apparently characteristic of the traditions of art of the period. 

Fig. 60 Padmasana alone is seen. Here it is much more developed than in any of the 

bronzes discussed above. The' doubling of the lotus is clearly demarcated and the 

petals have become mere patterns and have lost the naturalism seen in thOse of the 



1994]. Bronzes of South India 123 

pedestals of earlier bronzes. The shape of the asanaseems to be neither ciruclar not 

square. This irregularity in form is seen .in some of the" later bronzes too. Its ornate 

and stiff character ~akes one pause for some time regarding its contemporaneity with 

the figure. At the back the slender headgear enhances the elongate character of the Fig. 60 

. figure. The hair is twisted strands arranged rather closely, falls gracefully on the 

back of the neck. -The extreme naturalism of the modelling is' apparent from the 

manner in which the entire back is treated. It is this view that brings out clearly the 

superb wor~manship of the figure. 
/ 

This figure may be said to be an excellent study of a woman in slow movement 

almost an adult woman of a slightly serious disposition as revealed 1?y the contemplative 

expression. The proportions are perfect and the lines are fiil-eand rhythmic. The 

treatment ofthe masses is exquisite and the decorative embellishments-are tasteful 

~nd kept quite under restraint. Further its affinity to the Uma of the TiruvalaitgCulu 

Somaskanda is great. In short this is a remarkable specimen of the art of bronzes as 

obtained in the first quarter of the 10th cent1,lryA.D. The provenance of this is not 

definitely known; but from the modelling of the bust and the limbs, which is 

somewehat akin to the Paftini Devi 1 from Ceylon, we suspected eleswhere2 that this 

also belonged to Ceylon. So far no evidence has come forth necessitating the revision 

of that view. If it is accepted, then this bronZe may be said to be ~me of the earliest 

bronzes to be produced in Ceylon by a sthapan who was steeped in the tradi tions of art 

of the Tamilian school. 

It has b~en identified doubtfully as ~presentingeither Parvati or LakshrrrlbyDr. 

A K Coomaraswamy. Prof. ~ A Nilakanta Sastri goes a step further and says that "it 

may even be the portrait of a queen, say Sembiyan-mahildev'i."8 Our description of the 

figure given above will show that it is not a representation of either Laksh~ or a 

queen .. For, if it is to be LakshniI then it should have either kuca,.ban,dha or in the 

absence of this, its arms should have been shown in reversed postures i.e., the right 

-arm should be in lola and the left hand in katak~ as in the case of §rfdevi otthe 

Visnnu-from Peruntottam (Fig.123). As it does notsatis~these ~uirements it does 

not represent Lakshml. If it represents Parvat1, then ordinarily it should wear ajatar 

makuta:' Here it is probably a karanda-makuta which is seen in some early Parvat1s 

too. Hence it mayor may not be parvatl. Rarely portraits of queens are ~hown with 

koranda-makuta, and if a little subje'ctivsm is permitted, this bronze has the look of 

• 
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a representation of a goddess rather than that of a portrait of a \Yoman., So, it may not 

even be a portrait. According to us, it may represent BhiidevT as its features satisfy 

the description,oC that goddess or the goddess Devasena, one oC the consorts oC 

Subrahmal.lya. Bronzes representing Vishl)u group or Subrahma~ya group are rare 

in Ceylon; so, between our ascription oC the figure to that country and its identificatiotl, 

. there seems to be some incompatibility. The meditative expression, how8ver,.makes 

the identificationoC this as PirvaU more probable, because Bhiidevl and Devaseni 

figures do not usually display seriousness of this kinq. If this is accepted then the 

incompatibility becomes much less, as Ceylon seems to have produced more bronzes 

representing S~iviteltbe'fnes'tbiln bronzes representing gods of other Caiths . 

• 
Fig,61 Another very 'interesting and important specimen of the art belonging to the 

earliest phase of the schooloCParantaka.I is the standing Cour-armed and single Caced 

Subrahmal.lyafrom Kflaiyiir, Tanjore Pistrict. It wears probably a karar;u!.c;maku!a 
. .-.-"- .. ' 

with a prominent fillet at its bottom. The Cace is rathE'rroundish. There are patTY; 
kundalas in the ears and a broad gem:-aet kaTJfhi on the neck. Besides its excellent . . .-- .... 

porportions and splendidly slender mQc.ielling which is a characteristic Ceature of the 

sculptures oC this phase, the other details of the figure such ~ the channavlra with «' 
, . 

median bandhangirig Crom it, the beautiCully flowingyqinopavita, the simple rib~n

like sashes with a wide loop in Cront and with their ends falling one on each thigh and 

the bows and hanging ends oC the uttartya on either side are· rioteworthy, The other 

very interesting detail oCthis figure is the emblem held in the upper right h!nd. It is 
the vajra and its shape is peculiar. It is ~hown as a rod with each 0l1ts pointed ends 

worked as three faceted. This Corm oC the weapon is not only interesting but also 

an~ient. In later bronzes oC this deity this is shown as a rod possessing a trident at 

each oC its two ends e.g., the SubrahmaI?-ya Crom Tal.l9anto~~am· (Fig.72) and t~ 

DeViasenapati (Fig.lOS). What is held in the upperlefthand is not clear. Probably 

it r~an akshc;mala. ~.lower right hand is in abhaya and the lower left hand is on 

the ka#- , The postu~'is' samabhanga and" its stiffness coupled ~th the serious 

expressioniQ( the face is quite in keeping with the theme namely Subrahma~ya as 

Brahma-sIs~. A great majority of the sculptural repl'eSentations ofSubrahmaQya , " 

belonging to periodsupto this time show only this aspect which indicates clearly the 

preference ofthepebple for this form of the deity to others. Being the very first bronze 

of its kin~' it'assum(i$ a special importance. The beauty of the figure is enhanced by 

the simple padnt.lJsana over bhadriisana which is certainly in early style . 

• 
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Notwithstandinr thiS intere.tinl pedestal of an early type. in view of the slightly 

developed other details this .,1'00. may be said to come after the above godd_. Lib 

the latter, this piece is also a masterpiece of the art nndit is apparent from the 

excellence of its workmanship. 

The Vil)adhara from Tiruppurambiyam now in the Tanjore Art Gallery may also ". i2 
, • I ' 

be attributed to the same period. It has, as usual, four arms, and stands in beautiful 

tribhanga posture. The treatment of the whole figure is a slender and light manner, 

the restraint that is apparent in its decorations and the smooth modelling; will at once / 

,impress anyone that it is really a nne spe6imen of the art produced according to 

ancient traditions. 

It has a highjato.nuzkuta with the crescent and the Iratura flower probably on the / 
/ 

proper right and proper left side respectively of it and with a beautifully worked 

pronpd omament. , The dressing up of the jaflis is itself interesting. The fillet is 

comparatively simpler .. ,111e face is round and chubby like that of the above SubrahmaI)ya 

and the features are net so very sharp. The eye-brows and eyes, especially the former 

seem to be indicated by incised lines rather than by ridp8. The nose and lips are 

" delicate and tender. The ears, characteristically, are nol very elongate and aredewid 

of ornaments. The expression is contemplative. According to the require'!lent of 

iconography, the head is, slightly tilted to proper right, and this baa addeclto the 

c charm ,of the figure. 

The neck is normal, and,two broad kCU}!hls are seen on it. The yojHopavlta shows 

only two strands. The upper one h~s a bead and the lower one turns sharply to right " 

at the point of the navel. It is comparatively short. 'nle double-bell clasp with the 

usual knot is simple. The torso is slender but theUnes o£th&aides- do not seem to be 

so graceful and rhythmic as those of the other VTnldhara in the Tanjore Art Gallery 

(Fig.40) discussed above. Nor is the chest so wellwo~ked. The shoulde1'8 are, 

hoftver, treated in a manner suggeetingstrength. There is the usual pendanton"the 

right shoulder but it is flanked by a tassel on either aide. Ita style' is much advanced.' 

On the oppOsite shoulder is seen a strand of hair curling in,a ,beautiful manner. That 

the practice of providing this shoulder also with a d~ratlY. piece baa ..t~y been 

noticed in early filU~. ,A more elaborate form." this ~ration is seen in the 

1AkanithaAvaloti~va .. from Kadt; <Fig. 108) wbe~"i_ the'strandofhair, the 
" , 

pendant Onulmen' and the-looped string are alao a8en! \ 

I 
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'Ibe anns are beautifulJymoulded; the,rmaars ,ate partieuIarly paceful. ~ 
type of armlet is seel) on. each arm. Besides, elbow oniament°-.ithout the p~minent 
pn»jecting piece is seen. It may be mentioned here that,," in the bronzes produced 

during the early phase of the school the proj~ing piece~eema to have beenomittecl. 

It reappears in the specimens of,the art belCinging.to the later p~ of this school 'as " 

well as1n the specimens of the school of ~a1ilja'l and Rijendra I. A set of three 
valayaS is seen, on each wrist. The manner of showing the attachment pf·the upper 

armS to the lower ones is not good. The upperrlght hand holds 'thedeer by its hind legs 

which are seen bewteen the first two fingers. Similarly the~" ~ttle axe) is held 

in the upper left hand. The reVerse orcler of holding the emblems is peculiar to this 

figure and its significance is not known. Thelower hands are in the posture of holding 
" , 

something. In view ofthe fact that the lower left arm is kept so low, it may be thought 
\ 

that its hand did not bold a bow; so, it may not represent Tripurintaka. The othe1, 

alternatiave is vrnadha~ §iva which is quite a plaufllble identification. But it is . , 

interstingto note that the serpent which in Na~a figures is usually seen on:the lower 

rigbt fore-arm is seen here on tbe corresponding left arm, and the presencaof this 

detail helps to identify the figureaa Tripurlntaka. 

The legs are ,also slender and beautiful. But compared with the part above the 

waist they seem to be slightly more elongated than necessary, which is found to be 

characteristic of the' bronzes/of this period. This manner of treatment of the trunk and 

the legs indicat8$ that the sthapatis while bestowing all care and attention on the part 

upto the Waist, were somewhat less decided about the trea.tment of the part below tbe,; 

waist. The'right leg is firmly planted on the asan.a\ while the left leg is slightly bent 

which suggests the gentle graceful movemnet of the figure. The lion-cloth is plain. 

Oneend of it which is shown as a triangle in front is noteworthy, becasue its tip is 

blunted whereas in some of the Ia.ter figures to be dealt with ,below this tip extends ' 

further bel~w, in the form o(a small dagger. There are only two bands on the waist. 
" ..',' , -One of them which is actually a~rdle shows oval desigrls on it in front. The other one 

ds probably a thick plain sash. 

, The back view' C;lfthis bronze shows the ~iraJ-cQkra in the oregular wheel patttem 

with ejgbt spokes in it.· This ._similar to the ~i.rcJ-cakrasor theKIla~pudaniir 
Visbapaharapa (Fig.SS) and t~eAr.iuna (~g. 46) trom TiruvetkaIam. This is indieathlle 

olthe fact that this bronzeia n~r in date toth~e two bronzeso• The knob oCtile ald~ 
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is simple and from it hangs a group ofthreetass~ls. Below this ornament, the braided 

locks with their tips twisted into beautiful curls hang on the back. The manner oC 

twisting is obviously an improvement over that which is seen in. the NalHir Na~a 
(Fig.51) and the Belur Vr~iidhara (Fig.56). The pendant ornament that separates the 

braided locks into two sets is seen prominently. Theyqjiiopavita is broad in tllisside 

and the upper strandjoine the lower one up near the tips of the locks oChair. Just as 

. in the ease of many an early specimen the niiga-valaya ornament shows its head 

poi'tionon the arms in this side ~lso. Though the elbow ornament is distinctly seen on 

the left elbow, it is not seen so on the.right arm. The absence oCthe end ofthe kaccha 

usually tucked in the middle oCthe waist is noteworthy. The beauty of the modelling 

ef the figure as well as its poise is cIerly evident from this side. 
i 

There are padasarason the feet. The figure stands on a padmlisana which in its 

. form seems to be similar to the padmO,sana of ~he Kiriita murti from TirvetkaJam and 

the Subrahma~ya from IGlaiyiir (Fig.61) and the workinanship of its petals is 

obvisouly characteristic of the traditions of art of this period. The petals show the 
. 

marginal lines which are more consPiC\!ously seen in the back view than in front. An 

interesting detail of these lines is, that instead of running all along the margin they 

stop with an inward curve near the tips of the petals. . The asana is app'arently 

IJlouldedasa single piece with the bhadrasana which has the usual mouldings and a . 

pair of spikes, the style of which addsbeati~y to the bearing of the figure. In view oC 

all these this bronze may be assigned to the beginning of the second quarter of the 

10th century A.D. 

The Kil,iya-lqishqa belonging to a gentleman in Ma4ras, may be seen to be Fig. 64 

another magnificent example oC the art o.f the period. It is not only interesting Crom 

the point of view of art but also from the point of view of iconography. This is the first 

.~e that a bronze image of an avatar of VishI;1u is met with. In. the subsequent 

periods, especially after 9:bout 1400 A.D., bronzes representing this avatar were 

produced in large numbers. That this aspect of KriShl,lll has been a favourite theme 

with the artists or Soqth India from a very early period is ~vident from a sculptural 
. '. 

repres~ntation oC it occurring in the Dharmarija-ratha at Mah'9.balipuram\. That 

centuries of e~perience has stood in good stead in making an artistic representation 

of the theme in bronze. is .amply borne out by this beautiful piece. 

1. C. Sivaramamurti. G'lide to McJliibalipuram. p. 14. 
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The hoods of the serpent, in fact, the whole figure, are delineated in a masterly 

manner. Sheltered under the spread-out hoods, is the bust of Kaliya himself with his. 

hands held in aftjali pose. Though this bust is not given so much attention by the 

sthapati as is bestowed upon even the hoods of the serpent, yet the quality of its 

modelling is unimpaired. The cleverness of the sthapati is apparent in the beautiful 

manner in which the serpent-tail is pulled out from the human waist with ease and 

artistic effect. The splendid quality of the figure is revealed also by the way the curved 

neck part of the serpent is atta<:;hed to the simple padmiisana. This asana is seen to 

be identical in workmanship with that of the. Subrahmat;tya ftom Kilaiyiir (Fig. 61) 

eXamined above. Further the bhadrlisaTJ4, with which this is cast thgether, is also 

similar to its prototype except for the presence ,here of rings on either side. The 

proportions of the asana are quite in keeping with the slender but beautiful form of the 

dancing .~sh{la, and thus the whole figure is found to be endowed with ethereal 

splendour. 

At Tandantottam, a village six miles to the east ofKumbhakonam were discovered ." ... . . 

a number of interesting bronzes of which four sets have been published by Dr. C. 

Minakshi in the Quarterly Journal of the Mythic Society, Bangalore, Vol. XXVIII, ,. 
No.2. She says that "about thirty-five idols were shown in a dark room· (of the Siva 

temple at the place); a few of them could be identified as those that were dugout~ (ibid). 

Two of the sets of bronzes are very valuable for our study here. They are the 

"VIJ?idhara and Parvatl", and Vrishavlhanam~rti, pirvatl and Bull. Although 

several features are common to both the sets yet the former set is slightly earlier than 

the latter one. We shall examine them one after the other as they seem to follow closely 

each other in date. 

Before proceeding to describe the so-called Vi~iidharaand Parvai'i group in fqll, 

their ide~tification may be dealt with first. 

Dr. Minakshi has straightaway identified the figure "r§iva as VTI]idhara and has 

in this connection instituted a CQmparison ofthis bronze with the Vi~idhara bronzes 

in the Madras Museum and. from Va4ararigam. Of the fonner the one from BelUr 

(Fig~56) discussed above may be said to bear some atlinityto ihis blfOnze. On a close 

examination one will find some differences in detail between these two pieces. First 

of all the stance of this bronze is alldha whereas the BeUfr VTnidhara is in alidh~cum-. ". , . 

Cibhaitga pose. Secondly no serpent is introduced on the person of the latter while its 
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introduction in the present instance seems to be deiiherate. Thirdly the position of the 

left arm in this figure is such as to suggest that it is intem.fed to hold a bow rather than 

a vill4. On these grounds, this figure may be taken to represent Tripurintaka rather 

than Vi~adhara and the figure of the goddess as Tripur~undari. Even though it may 

be ~rgued that the serpent is a characteristic ornament of fuva and therefore of - . . 
Vi~adhara also, very'rarely it is found, in such a prominent manner, associated with 

vi~iidhara figures. True,itsassociation with Tripurintaka figures too is net common. 

But taking it together with the alicJ,ha posture, its introduction' may be calculated to 

enhance the fi~~eness of the theme, whereas no such explanation is possible of this 

detail in Vlq.adhara figures. Another Jmportant point to be noted here is that fIgures 

representing VIt;ladhara are not ~ccompanied. by figures of his consort; whereas in the 

present instance a fIgure of the ~ddess Tripurasundarl is also seen. 

Tripurantaka, about 75 em high, stands in the significant allcf.ha posture, which Fig. 65 

is rarely met with in representations of the theme in bronze •.. A highja!a.maku!a,

almost cylindrical in fOJ;lll with rounded top, is seen on the head. It is not as clear as 

that of the Nallur Na~e~a.The crescent moon, Diitura n ... wer and the ornament with 

prongs are seen on it. They are, however, not in high relief. The usual fillet is seen 

. on the forehead. Face is oval and chubby. Eye-broWs are ridge-like and eye-lids and 

eyes are moulded in a naturalistic manner,. Nose is high and moulded as ifit is of flesh 

and blood. The lips is sensitive. The expression that results from these features is 

rather serious. Like the Kiri~murti (Fig.44), a simple naturalistic patra-kuTJ4ala is 

seen in the right ear, instead of in the left ear. When discussing this feature above 
. I 

(pp.68-69) it was stated that in early SCUlptures of Siva, the employment of this 

kundala in the left ear only, had not become standardised. While it may be true even .. 
in the present instance, the occurrence of this feature in the figure mentioned above, 

makes this inference highly probable that this reversed way of showing the ku1J4ala , 
is confined to war-like figures of Siva, because in them the left side instead of being 

effeminate becomes manly. If this is accepted as plausible, then this feature maybe 

said to afford an additional proof in support of our identification of this figure as 

Tripurantaka. The left ear is empty. 

Neck is short and a single hlira of RudTiikaOO berri~s with a pendant adol'I)$.it. 

Yojnopavlta seems to be of pearls. The ud~bandha is broad. The torso with the 

head is bent to the left and the slenderness that characterised ~he:modelling of earlier 
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bronzes is lacking in this and it is somewhat heavy. Nevertheless the lin .. on 8ither 

side still retain their puri9' and rhythmic Dow. 'nle chest is _Ilghtly narrow. The 

shoulders are well formed probably to IUa-t theaup1'8me pro ... of the Lord. ,A 

braided lock of hair is seen on either shoqlder. Behind the right shclulder .. seen the 

raise<;l hood of a serpent aDd it adds beaut,' to theftpre. 

ArmS are long and beautifully'modelled •. The anal. Hem to __ simple bands" 

with a knot on the.outer sida. The ends of the t.ndsare,~ p~ ... ineDlli4' on each arm 

and another band similar to that of the female ftgure diacusaed alleve.is.a1so seeD. 

Right fore-arm, is held at right'angle to the portion above it and this hand is 1n 1uJfaIuJ· 
pose. The left arm is lifted up to shoulder level with its fOnMlnn held up vertically ~. Ita 

hand is in thaposture of holding a longbow. Ths treatment of this ann is paceM. Tb8 
bust of this figure viewed separately will be tbund to be a masterly work from the 

points of view of proportions, vigour,restrained decoration and a fiJie sense of'Plast~ 

modelling. 

The legs, like the arms, are tapering from the thighs to the anklets, and their 
modelling is also fine. But their proportions seem to be not quite C9mpatible with ~ 

of the bust. The line from the top of the headdress to the foot appears, therefore, 

elongated. Although individually each leg displays well the skill of the Bthapatl, in the 

disposition of both the legs he seems to have faltered a little~ The right leg" p~ted

firmly on the pedestal. -To show this he has made this leg rather stitT. Furthel'lDOr8, 

the bend that is seen on the right hip has apparently not been wolbc:lsu~fuIJy. 

Consequently, the lines that frame this leg have suJl'ered slight distortion.. 

treatment of the len leg is defintely better. The-beDdat the knee here is natural.1sut 

it is apparently much and this emphasis has made the bust to bepd forward a Uttle teo 

much. A piidasan:ds seen on each foot. 

The lohi-cloth is tight-fitting. It is treated in the form ofwa~pon';'wave pattern 
met with in the earlier figures .. The waist-band and the knot in front are simpl ... FrOm 

it hangs down a short end of the loin-cloth. It is attached to the len t~igh. 

Fig. 66 At the back the height of the headdress is clearly seen, as well as its other details. 

A large 'iralJ-cakra of lotus petals with their e~~"unbotJnd by a rim is seen. It is cup

like and has a knob in the centre. A set offour beaut.iful strands ofbair, twisted at their 

tips and with wide space between them are seen on either side oft~ back. It is not 
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clear ifthere is the pendant in the space between the twu Rets of at rands, which is seen 
, I \'.,' , ' 

in the Siva figures discussed above. But it is' moat probably, present here. The 

treatment of the braided loeb is especially lloteworthy. To the set oflocbon the right 

side is added the serpent. Its wavy line and raised hoodenbancethe beautyoftbia 

side. The other details such as the sacred thread, tha stomach-band the ~ist-banc1 
are also seen clearly. The treatment of the proj~ingand ofihe lo~-cloth in the middle 

of the waist is noteworthy and'it is not prominent as in soma orthe bronzes~oticed 

above. 

, The rounded character of the ,modamag is eaSily recognised, from ~his side, 

especially from the buttocb, Ie. and the arma~ Except-for the slightlyexceasivebend 

of the figure to its left side, ott the whole, its stance as seen from this side, ia Cull onife, 

brought about by the rhythmic flow of li~es. 
- " 

The padm'iistitut o~which thi$ figure stands is in~resting, intbat it is square ill . 
ahape instead or circular or oval. That it is wor~ like a double-lotus is clear, which 

shows the unmistakableCC?nventionaliaation 01 t~~fby this time. As bas been 

said above, the pddma.CUIG instead orbain, fixed to the bIuulra.ana., is separate an .. 

thalat~r,aaana,on which it should havabe8n pla~, is'miS8ing. 
-, ,L 

The Tripurasundari (about 66 em high) as required by the Silpa texts, is ,shorter 

_than the Tripurintaka., The apex of ita makuta reaches only upto the level of the 
, , 

shoulder of the latter. This does not seem to ~ave been ~o rigorously followed during 

earlier periods as far instance the Uma of the SomiskaJda groupCrom Tirudlanglcju 

, (Fig.36) is npt much, shorter than the~iva. Strict adherence to the rules of the text. 
- ' , 

seems therefore to have come into vogue only from about th. tiine,oft9is group of 
l 

bronzes. It is well-known that in the subsequentperioda no.thopati was allowed to 
• I • • 

swerve, even slightly rrom this practice. Tbefigure standa in a alight bhcJilga leaning 

to the left side. .. ' 

A kara.TJ4~maku~a of a peculiljlr Corm is seen on the head. It is high and Conical. 

There are only three k~as at the top, ocetipyingonethird'ofthe total h~ight oCthe . 

makula. The lower part seems to be plain~ ,Such a mOhilla has not been met with in ' 
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any other bronze} Its style is obviously less evolved than that,oCtpe makutas aCthe 
. . . . .·.H .. ~, _ 

devis oC Vishl)u No.1 of the Catalogue, but more evolved than that ofPirvati (?) 

discussed above. Th~u~ taIl, the circumference orits brim being less than that ofthe 

head, the makuta does not fit the head properly. Besides these peculiarities, it being 

associated with 'Pirvatiwhose figures usually sho~ ajalii-mukuta or keJ~~ 
this karaTJ4a--makuta becomes important Cor a comparative study ofPirvat'I figures. 

The face in oval and it is somewhat projecting out. This, coupled with the narrow' 

forehead, is so different from the treatment of the face of Tripurintaka that one is 

likely to s uspe~t if this was by the same sthapati who did the latter or not. But,except 

for this difference,thete is apparently perfectagreemerrt in the renderingofthe other 

details of these two figures, which proves the Cact that both of them were made by one 

and the same sthopati. The expression on theCace is slightly dazed. Ifso~ it is quite 

in keeping with the awe-inspiring situation namely the destruction oC the demons oC 

the three cities by Tripurintaka which she witnessed. Makara-ku1J4alas are seeri in 

the ears. ... 

Neck is short and a broad ka7!thi adorns it. Ayajnopavita with a s\ngle strand is 

seen passing between the Cull, almost addorsed and beautifully modelled, breasts. The 

naval portion is also fine but the waist is a bit heavier than. that of the Pirvati (1) 

discussed (Fig.59) above. . Shoulders of this figure too is powerful like those of 

Tripurintaka. A lock of hair decorated with flowers falls-gracefully on each shoulder. 

A simple thick valaya with a knot on the outer side is seen on each upper arm. Below 

this is seen an elbow-ornament which is also a simple band as seen in the previous 

Parvati (?) figure. But a special feature of the ornament of this figure is .that it has a 

small projection on the outer side, making it a va,ji-bandha, which is seen' for the first 

time here and which becomes a characteristic feature of a majority offigures belonging 

to the periods immediately following the one to which this figure is assigned. It is seen 

only in some ofthe figures belonging to still later periods. Right hand is in kataka and 

the left is in lola pos~. A set ofthree valayas is seen on each wrist, and rings adorn 
. . , 

1. The HeadreSsof Parvatimustrated on Plate 49 in the Arlot India and PahistCZlJ, may first-aight 
seem to be similar to this. But its remoteness to the moRuta of the bronze under discussion will 
be apparent on a closer examination: WhiM in the present iIistance thekCZl"andas start from above 
haifthelength ofthemakuE~ intl).e paI.:Yatldealt with in the above book th~entire makufa is of 
kCZl"CZI}q,as. Interestingly the makufa of Siti illustrated on.Plate 57 (Fig. 327) of the same book, and 
dated to 17th-18th century A.D., is of !his type which is howeve r considerably evolved. On this 
ground and lowergaxm-ent, the Parva ti illustrated in the book m~ have to be assigned to a much ' 
later date than the 10th century,A.D. '. ' 



1994]. Bronzes of South India 133 

th~ngers. The arms are also modelled thick, but the fingers are delicate and the 

gestures beautiful. The left arm appears to belong,'reachingupto the knees, which 
. -

is a characteristic of early sculptures. 

The hips are rather heavy, and legs thick and fleshy . Nevertheless there is a subtle 

suggestion of beautiful rhythm in their lines. Unlike the Ttipurintaka, the p~t~res 

of the legs are deftly handled, the erect right leg being quite in keeping with the gently 

bending and slightly advancing left leg. The knee-caps are not prominent. ApooQ8ara 

is seen on each foot. The garment which closely clings to the legs, reaches to the ankles 

and it is done in the characteristic wave-over-wavepattern., But the modelled lineS of 

th~ waves do not show themselves so much as in some of the bronzes to be noticed 

pelow. There are four bands of sashes on the waist with a simp~ knot in fropt but with 

no loops. Bows or hanging ends of garment are not seen on the sides because they are 

rarely met with in female figures. For instance, these are absent from the Parvati(?) 

discussed above and also in several bronzes representing goddesses and women to be 

discussed below. An end ofthe garment in seen attach",d to the right leg. It reaches 

to the ankle, whereas in the previous Parvatl (?), it stopped half way. 

Examination of the back of the figure shows the four karaJ}l/.as forming the 

topmost part of the makuta distinctly. The :ircls-cakra unlike that ofTripu.rantaka is 

like a wheel with a rim. The spokes are thick and so close to each other that there is 

only a small space between them. The central knob is thick and.a tassel hangs from 

it. Below this are seen the braided locks with twisted ends arranged closely. It must 

be mentioned here that an ornament enclosing these strands of hair is seEm. Such an 

ornament is conspicuously seen in several figures of devis ofVish!lu (Fig.124) oflater 

periods. The bands of the girdle are distinct. The end of the garment tucked up in the 

waist comparatively small. The ~unded feature of the figure are distinctly seen from 

this side. 

The figure stands on apad.m7isana which is circular in shape .. The petals of the 

lotus both in this figure and intheTripurantaka are mu(~h evolved. No longer are they 

treated each in a distinct manner. Each petal coalesces withtl)8.()ther with the result 

only ajumble of them is seen. The line of demarcatioabetweenthe upper and the lower 

parts is however very clear. 

As a group, th~ two figures are seen to go together well. The ati-bhanga of 
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Tripu~nt¥a isbeautif':111y balanced by_the almost erect fi~ofTriputasundari 
,which f.1as its place only on the len side ofTripurintaku.Both the figures bend to the 

left. Yet th.re·d~ not seem to, be any incongruity in this, ~U8e this is countered 

by the slightly lifted upright anns oCboth of them, and the left arm ofTripurintaka 

lifted high up. The mOdeiUngotboth the figures is distincilymore advanced than that 
of the figures I;1oticed up till now. A definite swing towards heaviness is perceptible. 

Neverthel$SS this group isa fine one •. From the workmanship these bronzes 1Jlaybe 

dated to 'a~out the s.upe period as the above discussed bronzes, i.e., the second quarter 
, ' - ~. 

of tile 10th century A.D. ,,. 

The other group of bronzes "presentingVfishaVihanamiirti From the same place, 

namely,Tan4anto~tam, show features which are slightly more advanced than those 

of the previouS group. But as will be shown below, these bronzes, from every pOID;t of 

view, may have to be considered as amongst' the most magnificent specimens of . 
, '. '. . I 

b~nzes of South India. Three figures form the group. They are Siva,ParvatI and a 
I· , . 

bull, all standing •. The 'posture of8iva is such as to make him stand leaning agai~t 

the bull to his left. Such representations areusuaUycalled as eitherVfishavihanamiirti 

or Vrishabhiriidhamilrti .. or vrishabhintikamilrti.1 The meaning of the former two 

words, mOMpa~icularlythe se:x,rid, is '~iva riding on th~ bul!', and that ofthe last is 
I . . . 

'Siva b~ide bull'. . It is, therefore, more appropriate to call this by the' term 

Vrishabhintikamurtithan by any of the other two. But the term Vrishbhavihana-. . ' . . 

deva is mentioned in an inscription ofRaja~a I's time 2, which' is' adopted here. 

'~iva as Vpshbhavihana, ht. about 105 cm, has' only two arms ~ike the one from 

Tiruvel}u4u (Fig., 128) to be noticed below~ asweU as other bronzes representing the 

theme, onatar periods also~ . It seems, therefore, to be a rule to show §iva in this aspect . . 

~tWo-armed except in rare inStances. The figure sttllnds on a l?admCisCUIG in the 

. beautiful Qbhait.gapose . . Theiaia..makuta is not high but it is treated in a manner 

",hich is at once beautiful and,delicate .. The braided locks and the other detail~ are in 

high relieC.:On top is the usual no~r whichisehowtt here'lery prominently. It may 

be saitl thatthi. m.. become a crowning piece, in the real sense of the term, because 

its 'd~i~n 'is ~Iy in the nature. or enhancing the glory of the figure. The D~TU 

I:, T.A. GopinathaRaQ;Eknl.nuofHinduioonograpl&J', Vol, n, Pt. I. P. 352. 
2. iR.E.for 1918, No. 466 ~tbe iliva ~pl_\ Tiruver;1k8c;1u, Tanjore District. 
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tl~wer, serpents and the crescent moon a~ all seen clearly. As usuall the keyu~like 
, ~ , . 

ornament adorns the central partofthe rna,kula. A finely worked broadpa«ais seen . " " 

above the forehead. On either side of the ~akuta is a series of ends ofjatiiB projecting 

slightly out. Though the ends of loc~ of this type see"n in the Na~~a from 

Poriippume~~uppa~~i (Fig. 54) are larger anci so may, on that account, be considered to 

indicate a late date for that bronze, yet thetr style being archaic, compared to that of 

- the jata-endsof the Siva in question which ~ highly refined, that Na~a is given an 

earlier date than this bronze. 

The face has the form of a beautiful ovoid and the features are delineated in a 

manner which is almost unsurpassed for their beauty except af course a few bronzes, 

such as the Natesa (Fig. 93) from Sivapuram, which have comparable features. 

The forehead is narrow and there is the third eye. Xhe eyebrows are naturalistic, as 

also the eye-lids, nose, lips, chin and cheeb. The ears are short but are full of reeling; 

and they are empty. The beautiful smile that beams througll the highly sensitive lips "" 

suggests supreme bliss. 

The neck is neithertoo high nor too short. A pair of kOJ#h'ls adom it. Qfthese the 
" , 

. lower one is bro~ger. Yqinopavlta is single-stranded and short. It is shown as taking 

a circuitrou,nd',thenavel, whic;b..is a novel feature~ "The udar~biliu:lha is simple but 

broad. The torso, like/that of the Tripumntaka discussed above shows heavy 

modelling but ne-vertheless its proportions are kept within reasonable bounds so as to 

make if fit exquisitely well with the modelling of the whole figure. The chest is very 

broad with tll~ result, the lines of the sides are bent a lilUe and therefore appear to be 
~,-. 

wide-mouthed as it were. Further development of this feature is best illustrated by the 

Rima (Fig.96) from Vadakkuppa~aiyiir. While in the Rima this feature seems to be 
" " 

slightly stiff, here its treatment is natural and hence beautiful. Shoulders are strong 

and pow~rful. On the left shoulder is seen.a graceful strand of hair. On the right one 

is the pendent ornament which isi)1'Ominent. Arms are rather heavily mould.ed, the 

slimness that characterised the figures lilte Trivikrama (Fig.53) and the Buddha 

(Fig.58) definitely seems to have become a tradition of the past by now. Injhis figure, 

" however, this new development hasn~ prbducedanybad effect, because the whole 

rlgUre is quite proportionate. Od e~h a~ is seen a nliga-valaya of the simplest type. 

It is wound round only once, both the head and t~l oftheniiga being seen in front .. The 

band on the elbow,called vlfji-bandha is very interesting in this figure. It seems to be 
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~siinPkl~d Gf~lotbyq~h.a Jq1oto~'*h:e outersidet f~whi"hprojectout,p~min$,ilt1y 
i.~nda~It is not seen ¥t~lt~ r~J,lhin the fiaureli noticed~v~ except Ihe'lTipurintaka 

~.6li. A significant point to be noted ill the ~epiction of this detail is asCoHows: In 

the earliest bronzes discussed above; it is, not only very p'romifie~t butis the only 

,orIlament on the arm. But in the ~ronzes ofthesu.bsequent periOdakeyiiraor fliiga,., " 

'vaUlWbegins to take its 'place. Still later, be8ides~he armlet, a smaUband on the 

elbow was also depi~,e,g.,TfivikramafromSinginalliir, ~a~arrom NaUiir and 

,vi~~harafmm. BeHir; but its ~portance was definitely secondary to that of th~ 
armlet. Here in the present i~~I1~ this elbow ornament is given prominence equal 

to that. of the a~letshOWn aboVe it. As will be seen below, for some time 

,hereafterwards,th!s o.rna~ent retains itspromjnence.On the wrists- are serpen1:s 

servinJ'QS hangles. , The right<arm is held ina graceful posture banging low with a 

slight h~Q.d at th~ elbow and its hand is in katakq pose. The leftilrnl is held at an angle 
, , ' 

of about 45° to the sboulder with its fore-arm bent so as to suggest that the figure is 

,supporting itselfby plfCing this handortthe back olthe bull. T~ emphaSis this posturi" 

tt. trunk of the figure is also slightly bent to left. The treatment of the fingers which 

are adorned with ,rings is as usual delicate and tender~ 

The hips 'and the legs are modelled perfec*lywell, and not even a trace of the 

deficiencies met with in the Tripurantaka discussed:a,bove is evident. The line running , 

from t~ arm-pit down, does not halt anywhere till it teaches the toes; besides, it flows 

in a manne~which is at once smooth and graceful. The same is the casewitb.tjle left 

l~g toq.Herethe bend at the kn~eadds charm to theb8#lutiful posture of the bronze. _ 

Tbeknee.:caps are ,seen ',clearly and pfidasaras a.dorn the f~t. 

" The loin:..cloth is i~the!characteristic waveform, each wave beingdistinetlys.hown. 

Its one end is seen ina shorttriaI?-gular f<>rmbetween the legs. ,Three bandS are seen 

on the waist with abeautifu1 simha.-mukhaknotinfront. 
I '. • • 

At the back the beauty of thejat(j;.;muku~a is seen at its best; th.e projecting ends 

ofjctiis. on eithetside, are done ina praiseworthy'manner.', The pQ#aseen'in frpnt, 

is depicted pronouncedly. The treatment of the braided lockS that hang down, is 
, \ ' ' , , 

admirable. O~ each side is seen a set £if fivestrand$ with graeefully twisted ends. In 
, ' 

the:~pace between the t\TO sets is seen the usual»ipal.,leaf-like pendentornamen~, .. 

which,is here, very ltroad and pmmiIient. aut it does; not hang lowetthan 'the iatas 
, whereas in some of thefi~reS~noticed above, it hangs downbeyondthe ends ,of the, ' 
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iOtas Among the other details, specially noteworthy are the iOin-cloth, its end tucked 

up in .the middle ofthe waist and the elbow ornament. No ~irak-cakra is present. ,As 

it is not also present in thedevT figure, accompanying this, probably it W88 not shown 

in either of them. 
. . 

Above all,theperfection ofmod~lling, in the ro~nd, of this ·figure is noticeable to 
great advantage from ihis side .. The treatment of the legs, buttocks and the torso, as 

seen from here, proves beyond doubt the fact that this is a gem of a b~nze and that 

·the sthq,pati who created this was of no mean ability~ Indeed he shoud have been agret' . 

slidhaka tc)·attainto·· such maStery in his ·profession,.as would be able not only ~ 
conceive grand themeelike-this but also to exeCute them so perfectly. 

The Padmq,sana on which the figure stands is also exq\lisitely worked. But the 

prominencegiventotbe tips olthe petals and the narrowing ofthespace between two 

of them are traits, cbaracteristicoCadvanced technique. 

PirYati~ ht. abo~t 85 Clh, also stands on a padmli.sana oisimiIar .workmanship, Fig. 69 

in TWhaiI,ga, whichis neitherabhaliga,·as the bend is more t~n that cl;ulractanseSthis 

posture, nor tnbhohga because the three bends of this posture have not yet been 

emphasised so Piuch as in usually8Ssociated with such figures. Whatever may be the 

nature of the ~Acu\fa" its graceCulnessand rhythm are apparent. An important 

feature of this fi~re is that it is bent to theleft with the left hand in kaj;aka poSe and ., . -
that its position, instead or on the left of Siva, in on his right. The SignifiCance of this· 

cbange of position is not known, e$pecially when we know that in all the examples of 

, Vrishabhavihanamiirti that we know of, ParvatT as a rule, stands to the l~ftof~nva. 
Unlike .the Ttipurasundari figUre wh~ch is much shorter than the Tripurantaka, here 

PirvatI7 is only slightly shorter, its makufa reaching to about the level of the eyes of 

~iva. So the observations made there regarding Agamic injUnctions do not seem to 
. . 

have been strictly adhered to in this instance. This aspect haS, on the other hand, 

made the gi'oupperfect from the P9int of view qfcompositi()n too . 

• This Parvatffigurehas aiC4~mctiuta orke~Q,obcindha~ w~ch is similar in style 

to that od:;iva himSelf. Here, however,the p~jectrngends ofjat/iB and the emblems 
I . . . 

of Siva are not· present. The floral. decorations on thiS makuta· are tasteCu:Uy 

represented. The p~fI. above iheforebead is also beautifuily depicted. Though there 

is not so muchdifferenee in the treatment oftheCaces .Cthese two figures ,as is Cound 
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between the two figures discl18sed above, namely Tripurintakaand Tripurasundarl, , . 
some difference does exist, the reason ~r which is not known. While the face of Siva 

is neslry round, it is elongate in this FtrvatI; and the manner in which the eyes are 
i . 

depicted here is slightly different from that otthe eyes of Siva. In spite of these 

differences, the other features, particularly modellin~, of these' figures. proclaim that 

they were made by one and the same sthdpati. The expression on the face is rather 

serious. The ears are empty in this figure also. 

, Two beautiful kaTJ!hfs are seen on the neck; the upper one is broad and the lower 
,\ - \ 

on'e.is slender. Achannavira is seen on the trunk; but no sacred thread is present. The 

curves of this closs-band are rendered beautifully: The treatment of the bust is similar 
I '. 

to thakt of the bust of Siva. The breasts are full and hlghlysensuouslymodelled~The 

postures of the arms are exceedingly well executed. The ri~t1lrm is.in lola pose and 

it seems to reach to the knee. Though the rendering of this pose may seem to be 

somewhat stiff the wonderful manner in which the hand and its fingers are rendered, 

removes at once the illusion, and makes it throb with life. Moreover the lines of the 
'" . . . 

arm are seen to vibrate with exquisite rhythm. The left hand is in k~aka pose. Ort 

the arms are seen keyiiras with the prongs projeetingupfrom them. Th~ vaii-bandhas 

of this figure, which are very conspicuous, form its most interesting detail. The band 

with a simple knot on the outerside, seen on the elbow of ~iva now shows a small fan

like projection. ,An earliest example of this detail in.a female figure was seen in the' 

PCirvat't (?) from Washington (Fig.59), where it is only a double-course band without 

any projection. Something like a projection was seen in the Tripurasundari examined 
. '. 

aboye. Its full development is, therefore, met with in this figure. BeSides the 

projection, the inclined manner of showing the band makes the ornament lovely. :On 

the wrists is a series of thin valayaB, also shown in a slightly inclined positiort which 

suggests that the figure is in the attitude of slow motion. Rrngs adorn the fingers. 

'I'he rendering of the part below the waist is akin in all respects to the rendering 
I 

ofthe 8am~ partofSiva, except for the difference in the garments worn by them. Here 

the' Ptment is a 600 whereas in 'Siva it is a loin-cloth. The depiction of the folds in 

the fOl111 ofwa"vy lines is again an exquisite feature ofthis figure also, in which respect 

it. ~w equals. One end of the garment is tucked beautifully on the right side an.d 

it hangs down on the thigh with graceful folds· at its tip. Three bands are seen on the 

waist qfwhich the uppermost seems to be a gem-set girdle (raJna-mekhara). The other 
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two are simpler but the central one is broa4 and has a small knot in front. A very 

. inte~ting detail met with here is the taSsel with heart~Uke pendant hanging on the 
. . 

right thigp.. Probably a similar oile is seen on the left thigh too. This particular 

decoration is· extremely beautj~ully depicted in the· Parvatl(Fig:76) now in the 

Metropolitan Museum.of Art, New York, discussed below. Neither loops in front nor 

bow deco~tions on either side are seen. here. While the other end of the antailya 

(Lower garment) of the Tripurasundarl figure is seen attached to the right leg here it 

is attached to the left leg. Further it is broader and more prominerit here than in the 

other figure. It is seen in this fashion for the first time only here. ·Its history is 

interesting. and it will be knowngraduall~ as we go on examining 'more and more 

exainples :of bronzes. A thick broad and kinkir,t'l- attached padasara is seen on each 

foot. 

The postures ofthe legs like those ofthe arms, are delineated with consummate 

skill and they appear to be Ufe-like. Introduced to relieve the monotony and rigidity 

tha~are inherent in a sculpture with its conspicuous frontality, the bhangas of the legs . 
~t~" '. 

have enhanced the beauty of the figure which has thus beCome'undoubtedly another 

gem of a bronze. 

On the other side the details from head to foot are as usual clear cut. The splendid Fig. 70 

manner in which the hair is arra";ged is easily seen from thIs side .. The flowers and 

bands that decorate the .ke~~b,!",dha are charming. More interesting and beautiful 

is the treatment of the braided locks of hair that hang down on the back. The twisted 

en~ of each strand is offine workmanship. Instead ofshowingorily a few long strands 

with much space between them, here also, as is usual with images of devis anumber 

of them are shown close to each other. B1,lt the pattern which·the Bthapati has made 

out of these locks oflulir is exceedingly well conceived and beautifully executed. In the 
. I .. . ~ 

case of the Triputasundarffigure, ~n ornament enclosing these stra~ of hair was 

seen. But it is absent here. It, therefore, seems that at the time when these were 

made, the practice of introducing this ornament did not become con~entionalised but ' 

was only optional. But from a sli~tly later period this· becomesmO're or less an ... 

inVariable feature of almost all the bronzes. . . . I 

. ,. At themid41eofthe back side is seen ;' simple clasp securing firmly the four ends 
ofthechannavTra.This clasp becomes or ~tein later bronzes as· will be seen below 

e.g., the sIti from V~clakkuppavryiir (Fi .. 96}. oo,er details orin_ton this side 
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are the knot ofthekeyuta which is something similar to· the knot of the elbow-band of 

S'iva himself and to that of the keyuraofMitarigi(Fig.149) to be discussed below; the 
, . 

, prominent tucked-up end of thegariJlent at the middle of the waist, the bands of the 

girdle, the gracef~l posture and the exquisita modellillgofthe limbs, nowunmistakably 

in the round all these detai18show clearly.that this·is one of the very ~ne examples of 

the art. It may pe men~ioned' here that the parvatl(Fig. 76) to be discussed below 

seems to be more or less areplicaofthisfIgUte.As has been saidabove"when the , ,'.' -, 
figures of S'iva and Pirvati each a perfect specimenofits kit:ld,fonri a group, the glory 

of; the composition may as well be imagined. The illustrations do-not a~ all do justice 

to the magnificence of the originals. 

I 
The bull (Fig.67) height about 70 cm, the vehicle of S'iva, seen beside \him is 

another masterpiece which also adds conSiderably to the excellence of the group. It is 
I - " 

short comp'ared to S'iva and possesses only short- ·homs. But its modelling is . ' 

naturalistic which makes it throb with life.' Its uplifted head with outstretched ears, 

as if listening intently to some sound, the two rows of bells and a chain, worked in a, 

, tasteful manner seen on the neck, the beautiful hump, the slender but powerful torso' 

and the strong . arid proportionate legs,each pair of which stands on an oval .. 
padmasana are all executed without the slightest degree of hesitation or wavering and 

'with a supreme co~fidence by the sthapati. On account of this it may be taken to be 

one of the very few masterpieces of animal studies, in. bronze. Interestingly the bull is 

cast hollow while the other figures are cast solid. In fact,animal figures are generally , 

cast hollow. 

Regarding the date of the above group of bronzes Dr. Minakshi says : "From a 

general study.of the Ta!lcJanto~t,am images in relation to .published COla images, it 
, , , 

may be~entatively maintained that the unearthed images described above belong to 

the early COla period rather than to the time of Pallavamalla." This statement is 

cautious indeed, but i~)s als.o vague because the duration of the early Ch~aperiod is 

given differently by different historians. Tbewell-known classification-ofthe Cho!a 

rule into two broad divisions, namely early and late'r,with the dates 850-1100 A.D., 

and 1100-1350 A.D., respectively, is the one given by Professor Dubreuil. It will thus 

b.e found that bronzes, said to bel~n~to oneoe theBe. two divisions, may be placed 

anywhere within the 250-year period.- Thougb~this was perhaps permissible about 

twenty~five years~~en knowledge about the bronzes was very much circumscribed, 
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,at present sufficient data are avaflable to plaeethe Bronzes more or less definitely in 

the period of one or the other of the important monarchs ef the Chola or other royal 

dynasties. We have already assigned the Tripurintaka and his consort to the second 

quarter of the 10th century. This Vrishabhavihanamiirtj group may also be said to 

belong to the same period. 

While the above mentioned bronzes were recentliPhoto~phed, a few morel 

bronzes of great beauty wer~, discovered at Tanpanto~Fam. These are some of the 

thirty and odd bronzes said, by Dr. C. Minakshi, to have been discovered at the place. 

Of these newly discovered ones, the follOwing two bronzes are equally, if 'not more, 
\ ' 

interesting than the bronzes describe4 fibove. 

/ . 

The Na~es~a is as much interesting as the above ment~oned pieces. In fact being l"ig. 71 

a product of the school under discussion, itpoesesses all the qualities of a best example 
/. . 

of the art 9f the period and it ,being a ~sentation of S'iva's cosmic activity, its 

workmanslJip is splendid and it may, t\1erefore, be called easily an 'outstanding 

specimen of the art of bronzes . That its modelling and finish are exactly similar to the 

above items is apparent. Further, that its pOsition is prior'to the Okk.iir Nat;e~a 
(Fig.SS) is also easily known not only from the disposition of the limbs but also from 

the ornaments and peq.estaI. 

The whirling locks are not present here and the japis are arranged. in a makuta

form with the crescent moon oil the right side near the top, and the Dfi turaflower at' 

the bottom ofleft side. A remarkable feature oftha makuta is the string offour or five 

flowers hanging ott the right side, which is a unique detail ,not met with in any other . 

Na:~a bronze. Besides this, the pafta seems to go round the head and it can be seen 

from the beautiful loop ~picted parallel to ~ight ear. The face is round and chubby 

and its featu~~1 are bold .. The .expression s~ggests amazement. The ornaments 

include two beaded karas, a smoothly .flowing th~ckyqi1iopaVitcian ",dararbandha of 

stiffp~a, nagavalaya type of armlets with its head worked in an" ornate manner, 

simple bangles on the wrists, rings in the fingers and plidasaras with kinki1]is. T4e 

depiction of the serpent on the lower right fore-arm is simply channing. Similar is the 

~ ~th the .piece. of cloth ~n on the left shoulder. On the right shoulder is, the 

cnar.cteristic pendant wbichis not-elearly seen in the picture. The tJam;aru held in the 

upper ri&ht hand is nQteworthy for.its reaW.tic worktnanship. The flame in the upper 
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left hand is not only simple arid beautiful butals':l gives a clue to the place of the bronze 
" , ' , 

before the Okkiir N~~a.The, naBle has ollly three tongues and it is kept ina small 

receptacle. Further the charming manner in which it is held is noteworthy, In fact, 

the disposition of the two uplit\edupper 8rms with their fo~rms bent at right angles 

seems to'make the figu,re soar llighin the ethereal regions.,' The arm in the,qj~hasta 

pose is yet low and:thesthCllJ.ati who made this piece was therefore very near the perfect 

form which has been achieVed only at, a slightly later period ~ exemplified by the 

Na~'arrom S'ivapuram (Fig.93) to be dicussed below. These remarks are applicable , 

to the pose of the left legalso., The.ApasmCiraPurusha is insignificant, but the pedestal 

which is of the bhadtasanatype is simple possessing the usual pair or spikes. 

V nfortunately the tirovasi or prabliava!fis not preserved. 

The back view shows the petalled'i~~kra With a tassel hanging from its. 
, , 

central knob. Interestingly: twisted strands of hair gradually fallon the ba~k. Owing 

. to tqe presence of the hesitation in depicting the Q.narujOrtli1J4ava mode properly, t,he 

majesty of the' pose associated with it is sligh~ impaired 'and it is seen from the 

,treatment of the lines of the left sid~ as well as QY the sharp angle t~t the right thigh 

.m~kes at t~e hip. Despite this very insignificant imperfection, tbispiece deserves all 

that has been said above about its qualities. 

The other bronze represents Subrahmanya as B~ti. Tn fact iconograpbically 
, . 

it fa' a significant specimen and coming as it does from the heart of the Chola country, 

it testifies to the importance thattbe SUbrahmap.ya worship had in So1!th India in 

th08eearly times. Especially 'noteworthy is the aspect represented here, and the 

remakrs relating to that aspect Dlade about the Subrahmapya (Fig.61) from Kilaiyiir 

are applicablebere also. The figure is in erect posture and is only single~faced and four

at?ned with the upper right and left bands holding his cbaracteristic weapons, sakti 

and vqjra respectively. The shape of the vojroofthis hroJlze is noteworthy. Unlike the 

I!Jhape afthe weapon seen in the Kllaiy'iir Sub:rahm~ya (Fig.61)~bere it ~ a trident 

at eaop ~nd. 'It may,be uientioned here the fact that during this rperiodand the ODe 

immediately tol~owing this, Suhrahma~ya images were made with only this type of 
vojra1• The 'lower right and left hands areiR-;4bhayaand:ka/i-hCIBtaposea.· The 

'maku!CJ does ,not seem tebe of k~~~dthe thi~k garland-:-like decoration going.' 

round the he,d is noteworthy. ProminentjJatrO-kUAdalasJ1dem the ea1'8. A thick 
".' . .-. . ,." .' '. . .' .. 

1.'01' twO tlgu~rthis type belQngU)g to early ellola 'ti!nf!a,see Fip. 6 andS of Pl. XXVltt in Lalit' 
KalCi No; 6. ' ' , ',. - , -
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hara is sean on the neck, and below it is the ring-like vaikaksha. two strands of which 

go one on each side while the third simplyrumgs in the middle. There is the.intetesting 

shoulder ornament on the right side only. This and' the armlets and wristlets are 

similar to those of the other images of this group. The decorative details on the waist 

include t~e clasp, without sUn!'a-mukha design, 'Of the somewhat de~ply' curving 

median loop of the sash, \the ornate bows and hanging ends of cloth with beautifully 

. frilled tips on the side~ andpadasaras. The interesting details seen at the back are the 

Sira:8-callra the beautiful array of twisted strands of hair seen over the back of the neck 

and the broad band consisting of several beaded strings hanging from the middle ofthe 

strands of hair. The pedestal consists of padmasana and bhadrasana, both moulded 

together. The latter is exceedingly simple but beautiful, while the workmanship of the 
'. 

Padmasana is superb: Thus this bronze is quite an outstanding example of the art of 

the period. In fact the foregoing discussion of the items CromTandantottam reveals 

the importance of the hoard and its ~ignificance for a study of the al't in South India. 
~ 

The figure of standing Siva representing. KirataDiUrti from Tiruvelvikkudi, 

Tardore District;l now in the Tanjore Art Gallery maybe taken up next for examination. 

The figure, interestingly, stands gracefully in a slight tribhanga. ThejatCi.-m~uta 

is short and its details including the ornament are shown in high .relief. It is these 

features that make this figureJ;»elong to the school of Parantaka II. The broad eyes, 

short nose, the thick but sensitive lips, the short ears and the nearly ~quare shape of 

the face that characterise this figure are qontillued from now on as a type. A number 

of bronzes with thjs facial type will be dealt with below. This bro;nz8 may, therefore, 

be taken-to be one of the first examples illustrating this new development. 

In the leR ear is a long thin patra-kundala. The neck. is short. A broad gem-set 

kaJ',L!hi is seen on it. The yq;nopavlta is three-stranded and shows the dow.1Jt-bell 

• clasp, from which hanp alooped end of the thread, on the left ~h88t. Each~rand -. ." - , , , 

shows grooves inciBed op it. The ~lJandha is broad. The treatment of the torso 
.- . 

is exquisite:· It is akin to the ,torso octhe Vrishabh8jVahanamurtidiscussed above, but 

here the line on the right ~ide is more deeply bent at the place oC stomach, in order to 

emphasise the bhanga of the figure to the leR. On each shoul_r!'is seen a twisted 

= 
J. 

1. a.c. Ganeoly, SOlLth Imuar, Bronzes. PI. XIV; A.K. eoc;,maraswam,y. ViBvakarmct. ii. Fig; 28. 

Fig. 74 
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strand <tC:hair of simple workmanship. On the ~ght shoulder, however, th~ is the 

pendant usually met with in the Siva figu~ ~ above. I~ is, however~ ~either, 
. broad nor show tassels flanking it. But that it is at a developed stageis seen from the 

,reline.d, treatment of the pipal-lQaf pendant as well as of the ribbon to which 'it is 

attached. The modelling of the shoulders is powerf1,11. 

The four arms are obviously short and stout ... This is conSpicuously seen in the part 

above the elbow. The charm that is seen in the slen.der limbs of earlier figures seems 

grQdua:11y to disappear although ia this i~stance it is preserved tosqme extent. This 

~s probably due to the graceful geStures of the hands and.the fine modelling of the 

fingers. The upper arms start from the elbow, almost at right angles to th~ lower arms. 

The armlet is of the type which we have called as naga-valaya ~fwhich the band part 

asweU as the head is well developed. Three thick bangles adorn the wrists. A ringis 

worn on each finger. The emblems most probably]HJl'Oiu and deer are missing from 

the upper hands. while both the lower handS are in kataka pose in the attitude of 

holding something . 

. The hips and legs are as beautiful ,as the upper part and are slightly more 

develoPed than those ofVrishabhavihanamiirti fromTa~ganto~~m. The knee-caps .' 

areelllphasised. Nevertheless, the postures of the legs are done in an excellent 

manner. The bend ,of the 'left leg, which is the result of the bend of the torso to the left, 

is exeeuted with great sfill and this res~nsible for the splendid poise oethe figure. 'The 
loin-cloth,is .treated in the wavy manner but the space between two waves is much less 

here, and its end that hangs between the legs is noteworthy because it does not show 

tbe. ~r like shape. The refinement of the motif on the Clasp of the waist-band is 

significant ~~ia11y fro~ the minute workmanship of the threads that spring frOm 

itstop. It !pay be no'tedthat though its looks like a Biinha-mukha it is not really worked 

li~tbat.The uttariyaseems-wound only once here; and-there is the broad gem-set 
. ;. -' . 

girdle-above it. Above all ~se, a new orJ;lament is seen in this figure. It is tpe long 

pendant hanging-from the right thigh. A more prominent ornament of this/type has . 
been noticed in the Parvati ofVrishabhavihan. group from T~anto~tam, and this .. "... . 

is seen. in a still more prominent manner. in the PirvatI--(Fig~76) belonging to the 

. Metropolitan Museum of Art, New York and in the Pirvati (Fig.80~ from· KocJumu4i 

to.,be discussed below. A thick anklet is seen on each foot and ,a ring round each ,big 

toe. 

At the back side the ja!lirmaku!a is not particularly interesting except for the 

developed keyiiro like ornaments on either,s ide seen on the part above the ears. siraJ 

" . 
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'cakro was perhaps not introduced in this· figure just as in the case of the ~rishabhavihana 

from Ta~9antottam. The jotas that hang on the back are treated in a splendid 

manner., Here also there are two series offivejatas each, with wide space in between . 

. The ends oftheja!as are charmingly twisted. In the central space is seen prominently 

the pendartt which is very ornate. This is evident from'the eomparatively high relief 

and large ~ize of the pipal-Ieaflike part of it. As usual the other'details are clearly seen. 

But the depiction oftheyq;nopav"ita is notewOrthy. Of the, three s~rands, the middle 

one is broad. Th~ other two, which are s1ender, are shown distinctly separate from the 

middle one and are made tojoin the knot on the left chest independently. Interestingly 

the longest of the strands is seen to emerge almost in a vertical Position from above t~ '/ 
, 0 

lefJ; buttock, and shown to come close to the middle strand higher up than the centre 

of the back. This feature seems to be similar to that found in some of the Vish~u figures 

belonging to the late Pallava period examined above. As usual, the beauty of the 

stance and the modelling are seen to great advantage from this side. 

The pedestal consists only of a bhadrosana which is rectangular possessing 

mouldings of the type ~ha!,acteristic of the/traditions of the period as exemplified by , 

the pedestals of the Tiruppurambiyam, ~~~adhara (Fig. 62) etc. The absence of the 

-padmasana is rather inexplicable. The spikes are broken but their lower parts are 

seen attached to the asana. On these grounds, this figure may be assigned to about 

I the last years of the second quarter of the 10th century A.D. 

It was idantified'as Gailgiidhara by Dr. A K Coomaraswamy and Mr. 0 C Gangoly. 

I,»rofes~or T.B. Nayarl identified it as V~adhara Dakshinamtrrti. But Mr.T.N. 

Ramacha~dran's ~cceptance of its identification as ~ratamurti by ~r. H. Krishna 

Sastri is more plausible. The date assigned to it by Mr. T.N. Ramachandran2 ~uires 

revision. 

This beautiful bronze is associa~ed with a bronze .,representing goddess Pirvati 

Though this Parvat1 is no doubt a good specimen, yet its details are so developed that 

it has to be assigned to a later period.-Its proportions are also not in keeping with those 
i .' I, 

of the Kira~amurti. Hence its assocjation with the latter is a mistake in which case it 

may have belonged to a di'fferent group. 

1. Three Sout/, Indial, Metallm~ - A study ~ Journal olthe Annamalai UniV8rstiy, Vol. IUNo.1 
p.31. ',- 'I ,', 

2. Kircaarjli.niyam or Arjuna'. penance in Indian Art, 'pp. 97-100 Mr • Ramachandran's discus8iob. of 
. the identification of the bronZe ,ia-indeec:1 brilliant. ' 
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The figure ofParvatl1 now in the Metropolitan Museum of Art,New York shows 

features some of which are similar to those ci the Kiritauiurti (Fig.74) hm Tinrvelvikk:udi 

and some others to those of the Vishnu (Fig. 78)from Kodumudito be discussed below. 

There are :ret some early features like theliair-dressings881l at the itack which make. 

the attribution of the figure specifically to this period,dimcult.Neverthel~ the 

followingdetails of the figure help. us, to place the bronze immediately afblr the above 

figure and its date may therefore be about the middle of the 10th century A.D., not 900 

A.D. as given by Mr. Aschwin Lippe in the Bull'etin of.the Metropolitan Museum of Art#, 

New York, for February, 1960. 

The figure stands in tribhanga pose which is definitely a step more advan"d than 

the poses ofParvati (fig. 59) in the Washington Freer Art Gallery and Pirvat'f (Fig.69) 

from Tandantottam. The amnity of this' figure in this respect to the Kirat&murti 
II " , , 

(Fig.74) from Tiruvelvikkudi will be found,to be remarkable. Here, however, the 

the~e being a goddess the bharf.ga has added considerably to the charm and beauty 

oCthe bronze. The other apparent but important feature whihc gives an idea about its 

posteriority to the Washington Parvati is' its moddlling. While the latter- bronze is of 

slender frame, this one is of heavy build. As has been said above, from about· the 

middle oCthe 10th century, the technique of heavy modellingofbrorizes seems to have 

begun to be widely practised by the sthapatis of the Chola country. The bronze under 

study may be said to be one of themasterpieees of this technique. 

The k~maku!a of the figure is at once ~imple and ~utiCul. It shows on all 

the sides except the back, 'the pronpd ornament; while thebacltis decoratec:t with a 

triple-banded tassel~ The faCe is round and chubby. Its features are extremely life-like 

'including the expression which suggests seriousness. ,Patrcz,.kundalas are seen on the 

ears. The neck is short and abroad ornate kanthiboundedby a ring is seen on,the neck. 

A twisted strand of hair UJ seen gracing each shoulder.A~fiopav1ta o/pearls, 

swaying iIi a gentle but beautiful manner,ls seen. That the modelling of the torso is 

heavy is apparent. In spite of this, its rounded features and smoothly curving lines 
. " .. . 
make it charming. ~ut the sharp curve olthe,line of the left side abQve the stomach 

" isJndicative of the tradition of this period, a beginning olwhich has already been met 

with-inthe Tiruvelvikkudi Kiri~miirti. The high, Cull and,,-.d breasts, treated 

. witb"skill and understanding add greatli too the marvellouacharacter oCthe llronze. 

The part ort~ stomach and the navel too are rendered in a Ili$8terly manner. The 

1; A On!treprod\U¢ion oCbook front and back •••••• N~ a'Coot no~orpi31 may be Nprodw:edh.ere 
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arms are long but highly proportionate. The manner in which' they-are treated 

strongly reminds one of the argls of the Wasbington Pirvati <Fig.59). The similarity 

between the left armS of these two bronzes is especially marked as can be seen, from 

the inward bend ofthe forearm. A t~-pronged keyu~ with sma~~ fetoons and t-.sela 

hanging from it, is seen on each arm, while a set of three stiff bangles adorns each 

wrist; The right hand is in kO/aka pose while the l~ft one is in lola pose. The' 

'workmanShip of this part is such that even when it is viewed separately its grandeur 

remains unimpaired. 
',- . 

The part below the waist is equally beautifully moulded. The agreement between 

, the proportions of one part to those of the other is so perfect and natural as to make 

the bronze one of the splendid productions of the age. In addition to this, the gentle 

~a and the restrained but highly refined embellishments greatly enhance the 
\ 

,charm of the ,bronze. The garment is WQrked in the characteristic WJlve-over-wave 

Pattem,the space' 'in between two waves being probably decorated with flower 

designs. The realistic delineation of this detail is apparent in the manner in which the 

flow of the end of the garment seen between the, lege is depicted as well as by the 

-beautiful frills of the other end tucked lip on the left side. The waist band seems to be 

in three strands. The end of one of them hangs on the left thigh. The knot in front of 

these bands is much similar to the knot seen in the Kiti~miirti from Tiruve!vikku4i" 

in both of which there is only a semblance of a 8iinh~mukha, but not a real motif of 

that kind. The most interesting decoration seen on this side is the pipal-leaf-like -. ' 

pendant at the end of a long chain with a beautifully swaying tassel on either side, 
, -

hanSing from the wasit-band on each thigh. It may be mentioned here that this is a 

unique decoration the like of which is hardly met with in any other bronze. ' Though 

the Parvatf of the V!'ishabhavihana group (Fig.69) from Taq.4anto~~ also has an 

oniament like this, it is ~ot so beautiful as this. 

The masses of the lege are also treated with ~nsummate skill and the lines that 

enclos~ ~hem are not only flawless but-also beautifully flowing. That the sthapati was 

a rosikaoCa high order is apparent in the manner in which the part comprising the hip , 

and thethigbs is treatedwit~an emphasis.:onthe hip without affecting the excellent 

poise of the stan~. Apadallara is seen on each foot. Such is, the glory oCthe front ~iew 
of the, bronze . 

• J • .- c 
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Fig. 77 But the beauty pf t~e back view is even m()re ,splendid; the surpassingly fresh 

I 
/ 

Fig. 78 

manner in'whicll the hai'r is dressed and arranged, is alone sumcientto make the 

bronze a marvel. The makuta is tappering beautifully and the ~ir~-cakra is of the 

simple blossomed flower type.' Of the hair a part ~ plaited and shown curled up at the 

back of the neck while the other part falls on the 'back: in twisted and looped strands 

of which some. bear flower designs at their tips. The usual pendant is seen prominently . 

here. Among the other details of this side, mention may, be made of the simple 

yaJfwpavita, tucked-up end of cloth on the waist and the simple knots olthe armlets. 

The modelling of the buttocks and legs, above all, is superb and the beautiful flow of 
, . ' 

the line of the left side is kept within bounds, as it were, by the inward curvingcontoll1'8 

of the left arm. This in every respect this figure may be said to rank as one of the 

world's best bronzes. 

In ~he temple at K<><iumuQ.i, Coimbatore District are a number of early bronzes of 

Whlc!! are four are illustrated and dealt wit~ here. They are a Vishl:lU, a Na~e~a, a 

Tripurantaka with consort, and a devotee said to represent Kannappanayanar.l A . 
..... , .. . '. 

glanc,e at them will show that they are very interesting. Apparently they do not belong 

to one and the same period. This is proved by the differences in modelling and 

decorative details noti~ bet~en the individual items. The earliest offhem, namely, 

t-he Vishnu maybe assigned to the second quarter of the 10th century A.D., while the . ,- .. . 

figure of the s~int may be dated to 11th century A.D. ·This shows that this art was 

flourishing in the place, or for that matter, in this region which was called in olden 
• times as the Kongum"aIJ.~alam during this long period. That from still earlier periods 

this art ~ much in vogue 'in this region is known from the Trivikrama (Fig.53) from 

'SiIiginallur and that it had an unbroken continuity in this region is known from such 

other interesting items from Beliir as the V~adhara (Fig.56), the ChaIJ.9ik~vara 
(Fig.185), and the Na~e~a (Fig: 294) which bears a dated inscription on its pedestal. 

I But the four items mentioned above are of absorbing interest from the point of art. 

-The Vish~u haliJ its place atter the above Kiratamiirtibut its affinity to the 

• Ta~c:Ianto~~am brc>nzes discussed previous' to it is also great. 

It is an outstanding example of the art of the period. ~e difference in ~etail 

. "noti~ in thisi~i~~re due to the difference in the theme and the provenance. In spite 
/ . , 

1. These were alsob~ught tomynotice by Mr. R. Nagaswamy of the Madras Museum ~Iid I am 
thankful to him tor the photographs of the bronzes. . " 
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of this apparent dissimilarity, owing to the somewhat heavy modelling and stunt;ed 

size of this piece which are c~racteristic of the art of the period as evidenced by the ' 

above discussed pieces, one is tempted to attribute this bronze to the same school 

which produced the latter. The decorative details are treated in an exuberant manner. 

They include the fine kiri~a with pronged ornament on its front side orily, the paf!a 

round the head, makararkur;uJ.alas of exquisite workmanship gracefully. hanging on 

the shoulders, the tresses of hair falling oli th~ shoulders, broad karJlhi framed by a 

ring which is not continued on the back sid~, the YoJiiopavit~ of pea~ls ,and of three 

strands with a simple clasp on the left chest with a beautiful pendant hanging from 

the knot, the subdued shoulder ornament occuring only on the right side, uclara.:. 

bandha ~th fine tassels hanging from its middle part, very ornate pronged keyura, 

which is tied at the back in a charming manner, the elbow ornament of simple string 

type, thick bangles on the wrists,and rings on the fingers. The face is chubby and has 

an oval shape. The expression is one of calm self-absorption. The upper arms start, 

as is characteris tic of the bronzes of this kind belonging to this period, from the elbow 

of the lower arms. The modelling of the torso and of the arms is splendid but some, 

amount of distortion is apparent in the proportions of the arms. The lower righ~ hand 

is in abhaya. The lower left hand is in the posture of holding the gooa)Vhich is missing . 
. , 

The cakra and SaMaa, are held by the usual hands between the first two fingers. 

Interestingly thecakra is held with i~ rim facing us and it has four flames including 

the bottom one. Its workmanship is naturalistic. Similarly, the saiiba'is depicted 

in a beautiful manner. The fingers of the hands are rendered in an effective manner 
. , / -

and the gestures are significant. The mole of 8rivatsa is not depicted prominently and 

the long ham hanging down to the right foot is absent. 

The decorations oCthe part below the waist are very ornate; nevertheless they are 

charming. The most noteworthy of them are, the garment of which the folds are 
- . \ . 

suggested by means of lines, the flowing uttcuiya which is wound round the waist in 

two courses of which the lower one is in the form of a shallow loo~, the bows ,and 

hanging ends of cloth occuring on the sides, which are heavy but full of flow and 

rh~hm, the waist-band with very intricately worked clasp in front, which dOes'rtot 

seem to show theswha-mukhadesign, the two long strings with theidips divided into 
. . 

three parts hanging one on each thigh, the two ribbon-like ends ofa band banging one 

over the other be!ween the leF, the string with a globular pendfmt hanging,over the 

above, and the two deeply loop8d festoons witha loft, tas~el in it hanging low one on 
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each thigh. Every one of these ornaments is well finished and extremely pleasing. 'The , 
last mentioned detail gets further elaboration in such later figures as the sitltB 
(Figs.OO, 96) of the Paruttiyiirand the VadakkuppaQaiyiir Ri~! groups but it loses 

its importance gradually as time advanced. Another interesting detail ,seen in this 

bronze is the ring on the right calf, besides the pliclaJJaraJJ on the feet. To see this 

ornament in a piece of this period is ratherinterestingand peculiar, because such an 

ornament comes into general vogue only from the last phase of the School ofRijendra. 

I to be dealt with below. But it must be mentioned here that even after the time ofthe 

R.aj,~:mdra I's School,this detail is seen mostly in bronzes of deities other than Vi8~u 

and the occurence of this in the present piece need not have any significance bearing, 

on its date, but it may be taken only as a special feature introduced to enhance the 

glory of the bronze. 

Fig. 79 The back view is much more interesting than the front view. The most noteworthy 

details of this side are the ~ira$-cakra which is not acakra but arealpadma Ootus) with 

petals delineted in an exquisite manner, and the twisted strands of hair which are 

worked rather schematically. This is one of the characteristics of Vishnus and of . '. 
figures of their type of this period. The simple pendant hanging fromijlese strands 

of hair, the knots ofthekeyuras of the arms, the charmingly frilied end of cloth tucked 

up in the middle of the waist, the two festoons and tassels, one on each thigh, and the 
flowing ends and bows, seen on the sides of the uttariya tied round the waist iare 

noteworthy. In fact the exuberance and beauty of workltlanship of this figure are 

evident mostly on this SIde. 

The last item of detail to be mentioned is the pedestal. It is an interesting work , 

of art by itself. From its shape, it looks like a bhadrQ,saAa, but two rows of beautiful 

lotus petals are introduced in the place of the mouldings otan.isana of this type, thus 

making it a composite asana, which is a rare feature. A prominent spike is seen on 

either side of the pedestal. 

, From' the above description it will be seen that, though this bronze" has details 
, , 

somewhat similar to thOse from TaQ~nto~j;am and Siliganallur their totality together 

with the modelling of the figure gives it an appearance wfttch makes it stand aloof from 

the earlier as well as the ~ater representati6ns o£the same theme, 'This point will be 
, , ' I _ 

, glaring when this bronze is compared with, the Vishl)u as Srinivisa, (fig.91) from 
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Paruttiyur, discussed below, which may not be far removed in time from this. Thu8 

this bronze may be said to be a unique example of the art and may be assigned to about 

the middle of the 10th century A.D. 

The group representing Tripuri ntaka and Tripurasundarl from the same place 

i.e., Ko~umu4i may be assigned to about the same period as. the VishI:1u discussed 

above. The magnificence of the two figures is apparent. Coming as they do' from the 

Kongu country they ~sses certain peculiar features both in the decoration and in the 
l 

modelling. They are, therefore, of great interest for'the history of the art. 

~ -
Siva as Tripurantaka stands in the graceful iiliif,ha-cum-dvi-bhari,ga pose with the 

torso and head slightly bent backwards and with his left leg slightly bent at the knee 

and bent forward, and the right leg planted firmly on the asana a posture which 

suggests an imperceptible forward motion of the figure. Indeed all the majesty 

appropriate to the tl~eme has been splendidly brought out by this posture. This, 

together with the very suggestive poses of the two lower hands, shows unmistakably 

the intention of the sthapati as well as his great skill, in portraying effectively the 

proverbial effortlessness exhibited by Siva, in destroying the demons of the three cities 
L' 

(Tirupurasuras) It is said that Siva, who was implored by the devas to vanquish the 

demons who were a menace to' the three worlds, sought and obtained help from 

eveIY9n~.,()f the devas like VishI].u, Brahma and Indra. With such elaborate preparations 
~ . " 

he met the Tripurasuras at the battle-field. When the latter began to provoke Siva to 

fighting, all that he did was to smile a little. That was enough to bum the demons and 
" their followers into ashes. The whole universe was startled at this marvel of Siva. This 

./ ' 

effortlessness of Siva it is that is conveyed by the manner of depiction of th~ poses of 

the limbs. 

This figure may be taken as a significant example in bronze representing a grand 

t!J.eme by a highlysuggestive mode of gestures and pose. The objects on the matted 

hair crowty;are not very prominent but the disposition of the little crescent moon and 

the Datura is interesting. Of the· ornaments, most n:oteworthy are the long and 

prominently shown shoulder pendant, which canbe compared with the pendant on the 

thigh of the Parvatl (fig. 76) of the New York Museum, the vastra-yajnopavtta running 

over the right arms, the beautiful little sirhha-mukha clasp of the waist-band and the 

naga-valaya type of keyiiras on the arms. Interestingly no ear ornament is present, 

Fig. 80 
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nor is there the elbow ornament which is ho~everseen in the figure of TripurasundarT 

of the group. The manner'of showing the sash and of the two hanging ends of a ~~~a 
is peculiar to- this figu~. This, together with 'th~ode of wearing the yajnopavlta and 

the shoulder ornament, would tempt one to take the figure back to more ancient date. 
, I . ., . 

But -the modelling and the style of the other details lik' the three thick,kaTJ-!his, , 
Makuta and the bl1Jtu,"vdlaylJ8 are ditttinctly characteristic of images of the period 

under disscussion. 

Pig. 81 The back view of this figure is, as Usual, of great interest. -The manner of 

decorating the crown by probably a feather, is novel. The :iraJ-cakra is of the type of 

unbounded realistic full-bloumtlower. -The most significant detail on this side is the 

pendant hanging from thek~hi. on the back. The other equally interesting detail 

is the depiction of prongs on the armlets on this side also. Perhaps -this is the first 

instance where the armlets are shown to possess two distinctly different designs one 

in front and another at the back. Though the buttocks are modelled. so as to s~owthem 

in great relief, the purpose does not seem to have been achieved fully by this means. 

The effect oUhe bhanga is apparent in this side. 

The Tripurasundarl stands alSo in a slIght bhanga, and exhibits all the charm and 

grace met with iI.1the Tripurantaka discussed above. Here also the- msjesty of the 

posture is mailitainec)., equal to the requirements of the -subject. But unlike the 

Tripurintaka theptoportions of which are of a high order, the proportions as well as 

the modelling, of this figure are not very commendable. In other respects it is one of 

the rare specimens of the ~~ soJarknowpto us •. The presence of the small figure of 

a maid adds to the importance of this figure, and though the former is a replica of the 

-main figure, it has its own iIidividualitywhre.h distinguishes it from the other two. The 

k~makil.!a ofTripurasundarl is interestingasit is of the stunted type. The ears 

are empty. The manner of showing the armlets and elbow ornaments is peculiar. 

Thoughthe modelling of the torso does not seem to be quite all right, its finish is artistic 

80 as to make it appear beautiful; 'Thechannav'lra is very much s~bdued. The sunhar 
_ mukhaclasp' is noteworthy. The mOst interesting detail of this bronze is, its lower 

garment. The mannerin<which its folds and tbe hanging end of the cloth between the 
- -

legs are depicted~iS special to thisflgure. The addition of a pendant, similar to the one 

found inthe~iva r~re, on the left thigh is noteworthy as itis only in "the examples 

of this period that this feature ism~t with in such a prominent manner e.g., the New 
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York Parvati. The modelling of the breasts and of the arms are not upto the mark; but 

that of the part below the waist is superb, the slight flexion of the left side adding to 

the beauty of the whole figure. The features of the face are clear-cut and life-like. The 

sensitive lips and the prominent nose are specially 'noteworthy. The expression is 

"serene. The hand ofthe uplifted right arm with the palm facing up shows theka{aka

mudra, while the left hand in lola pose is resting on the head of the maid. The back 

side of the figure shows clearly the beauty of workmanship of the makuta and '~r~ 
cakra. The two rows of twisted strands of hair are interesting as also the pendent 

ornament. The modelHngofthe back side is certainly better than that ofthe front side. 

The figure of the maid is noteworthy for. its good proportions anq beautiful 

decorations. The right hand is held up in adoration while a cup containing something 

is held in the left hand. Interestingly the lower garment of this figure is marked by the 

same detm1s and decorations, including the pendant, as are found in the TripurasundarF 

figure. The back view of this maid is of special interest as it shows dhammilla 

headdress with a ribbon across it. A similar headdress is noticed in the Sita (Fig.97) 

of the famous Vadukkuppa~aiyi1r Rama group. These two figures of the group under 

study stand on an oblongpadmasana over a similarbhadra.sana. The workman hip 

of these iisanas is interesting as· the petals are prominent as well as realistic. The 

oblong shape of the iisanas of the devi figure though necessitated by the context of 

showing two figures on it, is found to be significant because padmiisanas of this shape 

. are meant with in more than one bronze of this period, e.g., Tripurantaka (Fig.65) and 

Vrishabha (Fig. 67) from Tal}~anto~Fam and only rarely in the bronzes of the 

subsequent or earlier periods. Thus the importance of these two bronzes for our study 

is great, and though their style is in accordance with the rules of the canons of the 

period, yet it is distinctive of the region where apparently there existed a highly 

developed school with distinctive traditions of its own. 

TheNa~e~a from the same place is ahother notable specimen of the art from the Fig. 82 

points of view of the mode of dance it depicts and style. That this also belongs to about 

this period is known from the manner in which the emblems of If,amaruand agni in a 

receptacle are held as well as from the poses of the other two arms. The features of the 

face, and the decora~ive details of the head and the bodysupport this. Amongst the 

ornaments especially noteworthy are the makuta-like arrangement of thejatas with' 

the ~~ll ~ms therein shown, however, in a subdued form, the characteristic long 
. \ '. . 
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beaded hara, together with a pair of kaT!!hls~, the n'Oga-valaya type of armlets shown 

high up as in the other bronzes from this place" the characteristic vliji-bandha tied 

rather low on the elbow, the stiff waist-band with the simha-mukhamotifprominent 
. . 

in it, the sijft"$ash in two courses of which the lower one forming a short constricted 

1001> after emerging out, from eye-holes on either side and the piidasaras of kihkirils. 

A~art from these, in the light shoulder is seen something projecting out. That is the 

-hood of a serpent of which the full figure is seen only from the baclysid~. Interestingly 

as in the case of the above discussed Tiruputimtaka group, }lere too no ear-rings are 

found. 

Fig. 83 At the back are seen other interesting details such as the ~ir~-cakra, the simple 

str~. of hairJalling on the back of the head in a. naturallyswaying manner and the

pehdent ornament seen in the middle of the s'trands--as if dividing them into two 

groups. This. pendant is not usually met with in Nate~a figures, although the 
. / . 

representations of other aspects of Siva are endowed with it; so, here it is a peculiarity.:.: 

The most Interesting thing about this Na~~a i!, that there is no ApasmCira 

Purusha under the foot. In none of th~ Nate~a discussed in this book the ApasmOra 

is absent. The uniqueness oCthis figure is therefore apparent. That the depiction of 

Apasmara was never contemplated in this bronze is apparent from the fact that the 

figure is made to dance only on a simple circular a 3ana which is affixed to the . 

padmiisanaof archaic workmanship. The-reason for the absence of the Apsmara is ~ot 

,known. Probably the Kongu sthapatis had traditions of their own regarding the 

iconography of images as is eyident from the interesting maid figure associated with 

the Tripurasundari ~fthe Tripurantaka group dealt with above, and the absence oftha 

ear orhamehtsin the Tripurantaka and Tripurasundar1 as well as the Na~e~a under 

atudy~-In_T~milna~ApasmCira is depicted in stone sculptures 'since the time of 

. Rajasimha Pallava (circa 700-720 A.D.) and only very rarely images of Na~a,. 

Without this figure,' are seen. But a number of early Na~a without the figure of 

. Ap~maraare known trom the Kanna9a country. The Kongucountry beingcoIitiguous 

to the KanrtaQa country, the. traditions or the latter seem to have influenced the 

sthapatis (jUhe former. Hence .tbe creation of this remarkable ·Na~e~. by the~. 
,~---. --

. Besides this,~he mode of dance representedh~reis catzira. Almost all the early 

N~as,-especially from the Kannad.a country, are--inj;bls~~. Thi~ is. another piece 

of evidence to show the existence oftraditio.s oftbis relfOn in the Koiigu ~~~try.. I 
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T~e last~etail to be noticed about t~i~ figure is its pedestal. The lPorkmansbip i)f 

the petals, the undue prominence given to the seed vessel and the manner of _'tins 

the spikes intended to receive theprabhiivaJ~ all tbeseapparently u.ctiCalte that it ia 

contemporary with the figure. 

A word about its modelling is necessary. While the arms are tlendWand the tono 

is proportionate and beautiful, tbe part be~ow the waist. is rather diaproportionate~ 

This is apparent in the manner in which the legs are worked. Had there not. ~n t1UB 
~. I' ." . ',~, .... .~. 

defect this piece would be a splendid one. Despite this slight flaw-in moa.ni .. ~.~~a 
. ~ _, 11;..i. '1.\ . '. 

is a masterly representation of the th~nu~is obvious at a glance.. Thus *~D_ 

found in the temple at K04umu4i are imtaluable for a study ofth~, becariJ'\_M .. 
they fitf·itt line with. the products of!"" achools of other regions, yet tJej ...... . 

to. . . ... ~.... 

unmistakably based-on strong local traditions which seem to have been in vosJe her. 
for a long time. 

At Tiruvel.1kic;lu in the TarUore District were found as treasure-trove ~ ... twe 

groups ofbl'9n~es, one in 19514 and another in 1959. Ofthe former ~"too~till' 
of eight pieces, seven ~longed to Rija~a I's period while theeiait. "l"pt· tq. 

Rajidhiraja's ti~e as testified to by 'the inscriptions found in the ~l., .. ~.t!te 
recently discove.red items, three bronzes are of great interest for o .... iit~M _ 
a ChaQ.4ike~vara, an ArdhanirI, aruta Somaskanda. While the ......... :i8: 

• . . .. I .., 

the time oCRajariija I, the Cha1J.<pk~vara, onglvun4s oCstyle, requir. tC)",,,, tip 
immediately after the Koc;1umueJi bronzes discussed .hove; 

, The makuta of the Chaq.c;lik~vara isj~ii-m"k1a but it is·Jhortand91inder-llk. ,.. ~ 
wit~ flo~r designs at the top. There is only onelum,.lhi on the neck, the 1CfiJOpatlr. 
is of twisted strands and t;tte armlets are of the niWa..lJGla~ type. The ~¥wo.rnamel\' 
and the shoulder ornament are not seen. However, a few'strands ofha\ir.'" .eenQIl 

. . . .~. ... ,. . f·~ , . . . 

each shoulder. The siinha-mukha clasp is elaborately worked. But th'e~~_ u 

of the armlets is beautiful. The simplicity of ornamerttation ana~~ ~lent 
. .. . '.,J'" .... ,.. . 

modelling and the splendid sq:tvika expression on ~he.face make the b ... · ~~!l1IPftIf. 

=::~:::~~~t.==:;:.::::::=.:.: 
treatment of the arms and legs of this figu~ will be found to ·be akin *"'1." tle 
Kiriitamiirti from Tiruve!vikku4i (Fig. 74)'w~hi:chisanotber proeftorits paIItion •. 

the latter. The rightllandls.in-th~,Posture-e»l~idiJl:g.thep~u which is misaingwhil_ . 
~- - ....... - ... .. -.. _. -". ... " , 
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'the left hand is in the ihiiya-varada pose. The pedestal is worked in a pleasing manner 
I . j • 

with good proportions and beautiful mouldings. 

At the back the details that are noteworthy are the t'ier-wisearrangement of,the 

small' curls of hair making up the jall&-makuta, as well as twisted strands of hair, 

falling on the back, divided by the pendant which has become not only comparatively 

small in size but also bas lost its prominence. Here it bas become almost indistinguishable 

from the strands of hair, a feature seen to mark the bronzes produced hereafterwards,. 

The tier-wise arrangement of the curls of hair is seen for the first time here but this 

feature is found to recur 1n the figures of this saint as well as. in figures representing 

:Kpshl)a belOliging to the subsequent peri()ds. The identification of the figure 

81lggested here is based on the style of the makuta, the poses of the hands and the 

manner of sitting. It it is so, then it must be the earliest representation of the saint 

in this posture. 

Fig. 86 The Somiskanda from Sorakkudi in the Tanjore District is obviously in the same 

style in which the Chal].4ik~vara -from Tiruvel].ki<;lu (Fig. 84) discussed above is 

made. Hence this broIlze may also be assigned to the same period. Unfortunately even 

h~~;~~he baby'Skanda is missing. But compared to the Somiskanda from Tiruvilailgi4u 

this-'Will be seen artistically to be in(erior to that. Besides, this bronze has certain 

dejails which require to be mentioned. They include the stunted makuta, the absence _ 
i-, 

orthe shoulder ornament and the not too well treated shoulders of Siva and the shott 

. karalJ4a-maku!a, the not too well modelled breasts, the interesting utkutik-asana, in 

which she is seated and the garment with beautiful flower designs on it, ofUma. 

Fig. 87 The back of both the figures, shows only simple workmanship. But the manner in 

, which the hair of both of them is arranged is noteworthy. The hair of Siva is done in 

the usual twisted strands while that of Umi is worked into short curls which are 

arranged in twO tiersL It may, however, be mentioned here the fact that here the tier.;. 

wise arrangement of hair is not obviously not so good as that found in the previous 
, . I - . '. .' 

bronze .. The sirai-cakra of both the figures is of the unbounded -simple type. The 

-bhadrosana on which both the figures are seated is eee-n to be akin in workmanship 

to that of the &anas of the bl'Oflies examiaed above; This piece is anothe.-interesting 

specimen of the art of the periM. 
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At Okkiir in the Tanjore District anumf»erofbronzes were discovered. All of them Fig. 88 
I . 

do not belong to the same period. Of these the Nafesa may be taken up next for 

examination. It has been described by the authors of the Catalogue on p. 115.1-

Their description brings out clearly the novelty of the theme represented by this 

bronze, the simple but archaic style of workmanship (not 'crude' as the learned authors 

of the Cataiogtie have called it) and sparceness of details, which have compelled thoSe 

authors to call it "an early image" in spite of the fact that "its necklaces are very unlike 

those ofimages ofChoJa type". They have, however,.rightly.r~~ognised the simil~rity 

betwe~n the prahh'08 of this Na~e~a and the Nallrrr Na~~a (Fig. 51).· In order to 

understand the importance of the figure, it is necessary to give a fuller description of 

it than what is given in the Catalogue. 

The headdress of this figure shows for the first time the crescent and the Datura 

in the round, the former on the proper"right side and the later on the proper left side. 

The skull too is very prominent. Behind the skull are seen feathers, which obviously 

represent the peacock feathers. And this is also the first time when this feature is met 

with in a NaFe~a bronze. In such Na~e~a figures as the one from Tiruvalangagu 

(Fig. 164) this featureis seen at the height of its development. This is attached to the 

prahha. Another interesting feature of the headdress is thejatiis that are spread out 

on either side of the head. Four braided locks are seen on each side, eachinsimple 

wave form which is not agitated but slow-moving. The tips of all of them are slightly 

curved and attached to the props of the prahha. In none of the Na~e~as examined so 

far, do we find this feature. It becomes stereotyped very soon as is seen in the Nate~a 
/ . . 

from Sivapuram(Fig.93) to be discussed below. In t~e still later Nate~as, not only does 

each jato' become orI)ate but the space between two consecutive jatas becomes 

negligible. The wide space that existes between. thejatas here is therefore another 

early feature. It is also noteworthy that, being an early example,thesejatas neither_. 

carry flowers nor other ornaments on them nor any mermaid representing Ganga. 

The absence of the latter marks some of the Nate'as belonging to a slightly later date 

also. A promihent rosary of Rudrakshaberries'S"oos round the head. 

The face is ()val but tlJ,e forehead is longand broad. The third eye is slightly visible. 

The eye-brows and eyes too are rubbed down. The nose is delicately renc;lered. The lips 

1. Op.cit., PI. XXI, Fig. 3. 
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ant tender and sensitive. The right ear is ~mpty while on the left ear is seen a thick 

pa;tra-ku1J4ala. The expression is not determinable 9wing to the erasure of features, 

but it probably suggests divine composure. 

Neck is normal and there are two'simple necklets on it. The upper one shows a 

thick gem-like thing in its' middle. The lower necklet is undoubtedly inade of 

Rudroksha berries and from it hangs down a pendant in the shape of a tooth of an 
I 

animal. Necklets of similar kind· of berries are usually seen on the neck of Siva. 
, - ' 

Coming to the udarabandha, it is also worked in a manner which unmistakably shows 

that this feature is in its beginning stages. It is definitely an uttaij.ya which is worn 

round the stomach. One of its ends is tied in a simple but pronounced loop in front of 

the stomach. The other end, in a single strand, not in two strands as is seen in the 

N a~~'as of subsequent periods, flows in a simple wave form to the left side and its tip, 

worked in a zig-zag manner, is attached to the prop of the prabha In the Nalliir 

Na~~a alone amon~t such bron'zes, were seen ends of cloth flowing on either side and 

joining the prabha There also the ends of the uttarTya were wound round the waist. 

The yajnopavita is thick and simple and ita is only single-stranded. 

The modelling of thefigore is also interesting because though it is somewhat 

slender and flat and shows one or tw:o difficult bends, necessitating an uneven flow of 

the lines of the sides, yet the salient qualities of the modelling of the bronzes discussed 

above are noticeable in this also. Shoulders are somewhat high and they are devoid 

of ornamentation, which is another characteristic of bronze in archaic style. 

There are only four arms in this figure. The upper arms start directly from the 

shoulder joint and they are therefore distinct from the other pair. Although this has 

been beautifully worked, a feature which might suggest an earlier date for the figure, . 

the apparent angularities at the elbows of the three arms as well as the poor treatment 

of the fore-arms and hands clearly negative that suggestion. However, the manner of 

showing the goja-hasta isno~only reminiscent of the same featuJ:'e of the Nalliir and 

Poriippume~~uppaHi Na~as, but also a clear precursor of the feature found in the 

Na~a from Sivapuram d1scussecl~low. The upper ri~ht hand holds a q,amaru by all 

its fingers; the corresponding left hand holds by its thumb and the first two fingers a 

small realistically workeci ·bQwl ·containing a flame of fire of extremely simple 

workmanship. The lower right hand is in abhaya. Here the treatment of the fingers 

~ noteworthy . They seem to be life-like but are not obviously refined. The other aTDl 
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is in the gaja-hasta pose. Between the upper part of this arm and the other arm on this 

side is seen a piece of cloth. It partly coverS the former arm. It partly covers the former 

arm. Its interest lies in the fact t~t unlike the same detail in other NateSas it is broad . 
and simple in style, which makes it another jmortant detail of this figure. Just as in 

the Na~eSa, from Porii~pumettuppa~~i, here also, a serpent ofbeautif~ workmanship 

is wound round the forearm ofth~ lower right arm. No armlet is seen on the arms but 

a simple bangle is seen on each wrist. No elbow ornament is present. Th~ style of the 

legs, is not quite perfect,as is seen by the disproportionately slender thighs. But the 

part below the knee and the feet are done in a splendid manner. The lines that bound 

the mass of the legs t09arenot without charm in'spjJ;e of the above mentioned defect. 

On eacJt foot is a pQdasara with 'prominent kinkini is attached to it. The loin-cloth is 

thick and its end is seen hanging between the legs. The waist-band is thick and it has 

a knot in front. 

s~ Caras the arms are concerned theirpos~ures see~ to show a fixed type, and their 

,contractions are necessitated by the narrow space of the prabha But the post,urea of 

the legs apparently have not yet bee~ prefected so as to make it a good specimen of the 

anaruJa..tandavaNatesa. The left leg is not lifted up so much as in later figures. The 

sthapatiB who did the Natala noticed above were also unsu~ssful in their attempt 

to show this form of dance perfectly.. The posture of the left leg of this figUre being 

almost similar to the other ananda-tiindcwa NateS'as, it may be said that the sthiIpti . ,_. 
of this figure -has undoubtedly c~me nearer to the solution that his predecessors and 

thus his work had paved the way for the perfection of the theme and its beautiful 

representation, by his immediate successors. 

The dance is performed by the god with the right leg planted on Apastnaro 

Purosha who- is shown as a very small dwarf. But the workmanship of this figure too 

is not without m~rits. The face is natural~stic; the right arm is lifted up in order to 

balance the raised hood of the serpent which he holds in the left hand. Even the legs 

are modelled exquisitely. Unlike the dwarfs of NateS'as,examined ~ove, here ,this 

figure does not display any bulging out 'of the stomach; nor is its expression pitiable. 

The drawflies on his stomach with the face towards the proper right ofNat~a, on 

a padmiisana. The manner in which the asana is worked is quite different from thilt 

of any bronzes examined so far. It is oval in form. There are the double lotuses with • 
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the line demarcating them delineated clearly. But it is the workmanship ofthe petals 

which is very interesting. Each patel is broad and ahowsCor the first time a line 

marked along the rim. Moreover, the smaller intermediate petals are also larger than 

the corresponding ones in other figures. They are, however, seen, not Crom the bottOm 

upwards but only from halfway, the larger petals having, upta that part, been shown 

close together. 

It maybe noted here that none ot-the Na~a figures, described above, possesed a 

padm'iisana and the occurence for the first time of the asana in a Corm in which the 

same asana of some of the later Na~~as is also done, is yet ~mother novelty of-this 
, ' 

figure. There araiwo holes, both in t~e (ront and backsides~fthe lower series oCpetals 

of theasana.intended to seCUre the tigun firmly to another pedestal, a bhadriisana, 
, '.. 

which is missing here, during the time when it was taken out in procession. 

The most interesting details of this figure is the prabbavall. Two other early 

bronzes also s~ow the detail. But the type ofprabha. in eadt oCthem is different. Hen 

a third type is seen of which another more refined example is seen in the Na~ fro~ 
~ . 
Sivapuram (Fig.93). Though the authors of the Catalogue have c:lrawn our attention 

to the similarity between thisprabha and that olthe Nalliir N~~awhi~ is good in 

so Car as it cOnfe~ 011 this bro~ze the right to claim antiquity, yet on a doee 

examination of these two prabhlis, mon differences than similaritieS are:iloticeable 

between them. Withoutdialating further, we may say that this prabh"4 is ~tively 
more beautiful than the other, both in its CQfDl as well as in the arrangement oC the 

, flames ~n' its fringe. The prop-like parts ~hich are thiCk and oval in cross aeCtio~ 
spring up straight from the ends of the oval pa.cliriii8a.na.. Except Cor a slight tilt to the 

left~ they are perpendicular to the·floor level upto Ii~ly three-fourths oftheir height 

from where they curve in to form the beautiful ,Arch. Ther. are nopooves inciaedon 

the prabhli Three.;tOn~edflames, nine on each side are shown on it, with a larger 

flame perched on the crest oftheprabha. Below this top.;most ftameis shown a floral 

pattern' from which hang do~ 'two tasTels. The simplicity of worlananshlpor tlie 

flames is, apparent in that the bottom of each of them is, thiCkalld broad, not rouaded 

as in later images and, the tonguesoCthe flames especially of the large central one are 

shown in a silnple wave form. 

Fig. 89 The.oback view of the figuteis Very intereetingas itshOWll c1earJt "\ltter 
'. simplicity oftpe style of the whirling locks of hair and the ,beauty ofworlailausbip of 

. , 
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the torso and the prahh'li. The locks consists merely of simple twisted strands of hair, 

which are very similar to those of the Belur VTqiidhara (Fig.56) discussed above. No 

Airalcakra. is seen. All these details go to show that this Nateta is a very important 

example of the transition period when the earlier forms of Nat;e~a were given up and 

the, new, world-renowned Chidambaram or Cinanda-ta'!4ava form was in the process 

of being perfected. In a way, therefore, this bronze may be said to be at the head of 

hundreds of representations of.ananda-tii{lflava form of Nate~a, and its imporance 

cannot therefore be exagggerated. Elsewhere! we have said that it was probably 

during the time ofPamntaka I that the very first example in stone of the linanda

ta1J4,ava form ofNa~e~a was created. That the sthapatis ofthe period created Nat:e~as 
in this mode of dance in metal also, is proved by this interestingspecimen. 

The Rima, SIta, and Lakshma~a from Paruttiyiir, Tanjore District may also be Fig. 90 

assigned to this period. This is the first time that we meet with bronzes representing 

this grand theme. Their workmanship is obviously resplendent and the rendering of 

each one of their details is extremely pleasing and admirable. Thermodellillg is highly 
'-. 

proportionate and the balancing of the individual items ofthe group in the composition 

as a whole is almost perfect. Above all, the sublime expression that characterises the 

faces of the figures is unp~ralleled. All this can naturally· be expected in the 

representation of a noble theme during the time when the people were suffused with 
; 

a highly refined spiritual outlook on life and consequently with unquenchable thirst 

for: perfection in every one of their actions . 

. Rima stands in the beautiful dvi-bhaitga posture with the hands in the kataka 

poses. Thekara1J4a-makuta is shown tapering beautifully. Of the ornaments, the two 

kaTJ.!his and the simple makara-ku!'4alas are fine; the pronged keyuras with broad 

tassels hanging from their lower part are slightly orna~; the vOji-bandha is 

porminent; 'the udarabandha is simple; and the ornate waist-band has an equally 

ornate siinha-mukha clasp in front. The most noteworthy ornament noticed in this 

figure is the three-pronged pendant that hangs on-the right shoulder. This is, as has 

bee!lseen above, is a characteristic d~ration met with in the bronzesofthis scllool, 

and this gets modified as time passed on. Even in the case of the Rama of the 

V*kkuppal]aiyiir group (Fig.96) belonging to a later or last P1tase of this School, this 

ornament is of a different shape. Theyqjliopavita is in three strands whichat:e shown 

1. P.R. Srinivuan, ~iva NaJar'4ja, . t~· {::oImic Dancer. in the Rgopa..Lekha, Vol. XXVI. No. 2 and 
xxvn, NO.. 1 and 2. 
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as flowing in a splendidly naturalistic manner. The shorts bears flower and creeper 

desings and above all the so-called sword-like prjection of the piece of cloth is 

noteworthy. Though the limbs seem to be somewhat plump, their smooth modelling 

and good proportions off-set this amply. 

The Lakshmal}.a, though similar to Rama" has certain details Bot found in the 

latter. The headdress is of the ornamental kesa..makutavariety; ears are not adorned, 

the ka!£~his are simple, and only the va,fi-bandha is present on the arms. Interstingly 

instead of the yajiiopavita, he wears a channavira characteristic of a soldier. 

The S1ta bronze of this group os a unique specimen and is obviously quite different, 

in feeling and decoration, from the Sita of the Va<;lakkuppaI).aiy'Ur group. It stands in 

graceful tri-bhahga. U nlike ~he Vac;lakkupa~aiyur SIta, this one is intact and all of its 

details can be easily noticed. Interestingly she holds her right hand in kataka and the 

left hand in lola. The characteristic va/I-banda is prominently depicted. Besides, the 

kankaTfa with prominent knob is also no~eworthy. T)1e kary,this and the channavira 

are channing. Similar is the case wi.th the workmanship of the under gannent. The 

waist-band, in two courses, shows charming pearly tassels and festoons. The depiction 

of the tucking -up, on the right side, of one of the ends of cloth and the manner of 

showing-the other end hanging between-the legs are singularly pleasing. 

The hair-doing is special to this figure. The face is rather roundish which is 

characteristic of the bronzes of this school. Above all,.as has been said above, the 

modelling and proportions of this figure are of an exceedingly high order. In fact this 

bronze is one of the most channing representations of an ideal woman. Each of these 

three figures stands on a circular padmasana the petals of which are treated in a 

highly realistic manner. Moreover, the style of this asana may be seen to be at an 

earlier stage of development than that of Ci8anas of the figures of the Va~ppa1J.aiyUr 

group. The back view of these wonderful peices of art is not availbale. If it could be· 

had, it will reveal th~ir grandeur in an all the more marked manner. 

Thus aUthe three bronzes are undoubtedly great masterpeices of this school, the 

like of which were produced only rarely during the subsequent periods. 

To a slightly later period may be assigned the beautiful SrTniv~ from the same 

place, namely ParuttiyU r. 
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In spite of the fact that this is only in the samarbhanga (erect) posture it is 

apparently graceful; for, it being obviously a product of the family of sthapatis who 

created the Rama set d.ealt with above, all the glory of the art met with there, is also 

revealed by this piece. This is noticed in the rendering of every one of the parts of the 

figure and in each of the ornaments and embellishments. The kii4a is interesting as 

its shape is cylindrical rather than conical. The emblems of conch and discus are 

simpJe but sho~ small flames at all important points. The most interesting ornament 

namely the shoulder-pendant is smaller than that met with in the Rima discussed 

above. But on either shoulder is seen a strand of curly hair in a beautiful wavy form. 

The facial features are akin to those of the figures of the above discusses Rima set. 

The depiction of pltlimbara which is here shown as of superfine quality and 

clinging to the legs, is marvellous and the embellishments seen on the waist including 

the front loops and the side bows of the sashes, thougli ornate, are examples of superb 

workmanship. The detailed chiselling of the clasp of the waist-band may be seen to 

be the precursor of the same details met with in such bronzes as the Rllma from 

V a4akkupp~aiyiir .. The padmOiJana of this figure is,. however, slightly less interesting 

than that of the Rima discussed above. It is regreltable that the back view of this 

marvellous piece also is not available. 

/ 
A remarkable group of bronzes was unearthed at- Sivapuram in the TaIijore 

Distriet some years ago. It consists ora Na~a, a Somiskanda, a Ga~e'a, two Devis, 

and a Jfianasambanda. Ofthese the former three appear to belong to the period under 

discussion while Ule rest may be assigned to later periods. One of the chief reasons for 

. assigning the former two bronzes to this period is the characteristc elbow ornament 

with the projecting piece shown very conspicuously. This is found to be an invariable 

concomitant ora number of female and male figures, belonging to the latter half of 

Parantaka I's rule, it being more prominently seen in female figures than in male 

figures. This feature is repeated in a much more prominent manner in some ofihe 

images beloning to the periods aftet: that of Rajaraja I. But. there, this ornament is 

very ornate, and its projecting piece is absent from figures belonging to the school 

of Rijaraja I. One or two examples with prominent elbow ornaments have already 

been examined. A few more will De dealt with below. As has already been said above 

more than once, the presence or absence of any single detail cannot be taken as the 

criterion (or dating the bronzes. Along with the presence of a prominent feature, other 
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details and technical q~alities of the bronzes should be studies and if all of them 

collectively point to a st,le then only they may be said to be in that style. In the case 

of bronzes . under discussion, besides the elbow ornament, their modelling and other 

details are also 'characteristic of the products of the school of Parantaka I. The 

descriptions of these bronzes 'are as follows where attention is, drawn to their other 

special features. 

Fig. 92 Let us first take up the Somiskanda .. So far only two Somiskanda figures have 

been noticed. One from Tiruvalanga9u (Fig.36) and the other froin SorakkuQi 

(Fig.86). In both of them Skanda is missing. In the present case the group is complete; 
. . , 

the baby skanda too is fortunately preserved. He is shown in betweenSlvaand Uma 

behind their resting legs. In both the earlier Somaskanda the space. where the Skanda 

of those groups should have stood is in front. In some other early SomislQlnda figures 

too, the-Skanda figure is shown in front, while in yet other groups th~ figure ofSkanda 

is .shown behind as in the present instance. It therefore seems that there is probably 

.no special significance attached to the position ofSkanda in the. group. 

/ . 
Siva and UrnS. are seated as usual on an oblong bhadrosana which has a pair of 

spikes to receive a prahhavaJ,i The asana is simple and the indentation above the roll 

moulding does not even contain any spacers. The absence of these is noteworthy 

because up till the Somiskanda (Fig.86) from Sorakku~li, these arefound invariably in 
~ ., 
the asanas. Siva seated in the sukhlisana pose has a thick and comparatively short 

jCJ!iirmakufa, which is less clear than that ofV~ishabhavaha(Fig.67) from Ta~~~mto~ 
..-

on account of the encrustation of sand etc. But the crescent moon, the Ditura flower, 

the serpent and the pa!ta 'on .the forehead are all seen. The face is round but shows a 
, e, • 

tendency to become square. The eyes, eye-brows, nose, lipe inci ears are moulded 
, 

exquisitely well .. Especially the nose and the lips are superb. Ris they that are 

primary indicators of the eai'lydate of the group. The right ear is empty while a 
. ". - . 

naturalistic patra-:ku1J4ala is seen in the left :ear. Expresaionon the face suggests 

suprem~ bliss. 

Onthe neck are two or three necklet. 01 which the Iowest"i,borad and thick. The 

YaJiUJp"Pita is thick and it is. probably ofthevt;J8tro variety~. 'Tbecun'es it takes have 

been :~ndered ina beautiful an.d tlf~tive II)anner~ A thick" knot with a bit or thread 

(?) projecting out is ~en on th~leftchest. Theudara-bandhaisbroad and has a thick 

gem in front.Tbe modelling of the torso ls"exceedingly proporati~~ate and beautiful. 
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The shoulders are slightly drooping. A pair of braided locksadornsgracefully each 

shoulder. The additional pendant, usually seen in the figures of this school, is present 

on the right shoulder. The method of joining the arms to the torso is obviously·in a 

more developed stage than that met with in the Somiskanda (Fig.86) fromSorakk~di, ' 

dealt with above. 

Of the four anna, the upper ones, as usual spring up right from the elbows. Their 

treatment is nevertheless highly refined, that of the .fingers being delicate and tender. 

/Vaga-valaYQJJ are seen on the arms which go .round them,~hrice. Three valayQJJ are· 

seen on each wrist. Rings adorn the fin~rs. The paraiJu (axe) held in the upper right ., . 

hand is missing while a small beautiful deer facing Siva is ·held in the correspinging left 

hand. Lower right hand is iJYQbhaya-mudra while the corresponding left hand is in 

ahiiya-varada-murlra. 

Legs are ~elled in a splendid mann~r. The"bends and other difficult aspects 

have beeJ¥dealt with by the sthapati deftly and etTortl~sly. The loin-cloth is worked 

tasjefUlly. The uttariya is wound round the waist twice, the bands being broad and 

naturalistic. The lowest of them is shown with a broad loop in front which is seen 

outSide the resting left leg. Over the loop are seen the two ends of the waist-band which 

are apparently more evolved than those of the Tiruvilangaqu Somilskanda and the 

Visbipaharal),& (Fig.38). The bows and flowing ends are charmingly depicted at th~ 

sides. At the right side along the right legis seen the hanging end ofthe uttariya with 

simple tip. The waist-band shows the sunka-mukha which is large and has features 

suggesting too much of grinning. Thehorn~lik.e threads seen on the head of this lion

face are more deveoped. padasaros are present on the feet. 

Uma is seated h)-the utkutikasana with the right leg bent and kept somewhat 

slantingly on the pedes~l and the left leg hal)ging down. A bighjat(i:· -mukata is seen 

on the head. It is decorated with flowers-in a beautiful manner. The fillet is broad and 

covers:three-fourths of the forehead. As in the . case of PiirvatT and Tiru~urasundarl 
figures from Ta~~nto~tam the Corms of .whose faces are ditTerent from those of the 

faces of the respective~iva figures, here too the face ofUma is somewhat elongated; 

but its treatment is· as usual beautiful. Makara-kw:ujalQJJ. are seen in the ea.rs; two 

ka1J4hls, one broad and tbe other thin, adorn/the neck;YcVoopavUa of cloth (?) with a 

beauj;iful knot over the left chest is seen depicted in a wavy form, the breasts are full 

and beautifully modelled which is characteristidlofspecimens:ofthe shcool ofParin~aka 

I, and the beauty of the torso is brought out not only by the delicate treatment of the 
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navel portion but also by the sensitive and rhythmic lines that\enc!08e it. ShoJltders 

are strong but sensuous. The arms are beautiful on accouqtof their good porportions 
,., 

and gestures, although they may seem to be slightly thick.\'The right fOrearm rests em 
the right thigh and its hand is in the katakci-mudra. The left forearm which is also 

attached to the left thigh has its hand in the Qhuya-va~mudra. Th~ keyuras show 

a traingular upper part and tassels below. 'Most interestingdetaH 6fthis hand istbe 

vq/l-bandha with a prominent fan-like projection outsiqe, which is noteworthy fbr its 

size and beauty. 

The treatment of the legs seems to be slightly less praise worthy. They are a bit 

heavy and especially the part below the knee appears to be shorter. The manner'Qf 

showing the bend in the right leg is nOt commendable, but every care has been taken 

to depcit the posture beautifully. Due to the encrustation, the manner in which the . 
, . 

lower garment is worked is not clearly seen. Nevertheless that it is the thick variety 

usually met with in the bronzes of this period is easily known but whether its folds are 

shown in wave-over-wave fo~ or not cannot be said def1.tt.itely. The uttaifyawhich 

is wound round the waist has a very shallow loop in froht ~nd simple monoliform 

tassels hang down from it. One of the ends which is spread over the pedestal shows 

at its tip that hangs down the pedestal, a simple wave pattern. plidasaras a~ present~ 

Now taking these two figures illdividually, each becomes a masterpe~ce ias,everal 

respects in spite ofaslight failure on the part of-the sthapati as encounterediJl. the 

Umi., Somehow, while grouping them, the sthapati again seems to have erred a little. 

For, the effect of the group composition is lessened by bringing the figures too cl~e 

together. It would not have been so much if the space between them was sufficien~ to 

take the figure of Skanda. In the absence of enough space, the group seems to suffer 

from over-crowding. 

The figu.re of Skanda is apparently a gem amongst fIgUres of its kind .. Everyone 

ofits features is treated with a verve and understanding. The modelling is perfect, the 

. decoration isrestrained and tasteful an~the posture which maybe said to be dancing, 

is rendered in a superb manner. Above all its proportio~ are fine and the rhythm of 
. '. 

its line·is charming. KararuJa-makuta of a type similar to that ofRlma (Fig.96) from 

Va4akkuppaq.a1YUr,broad necklest,mannavlrafrom the knot of which hangs a tassel, . 

the waist-band with its swaying ends shown on the thighs ate also done in the 

characteris tic style of the period. The posutre·of the legs IP8y be-found to be akin to 

that of Na~a (Fig.107) from Tnuvarangulam to be dealt with below. On these 

grounds this may be dated to about the middle of the 10th century A.D. 
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Thus the Somiskanda is one of the best figures of its kind in bronze. 'The quality 

of workmanship met with here is exemplified much better by the Nate6a from the 

same place. 

That this Natela l is a magnificent example will be apparent when it is compared 

with others. And it is also important in that it is one of the earliest Nate/as in bronze 

in the perfect anandata1J4ava pose. There is no doubt that the details of this NateS'a 

are denifitely more refined and developed than those ofthNatesa from OkItur (Fig. 88). 

The strikingdevelopments that are seen here are the prahhavaii andjatCis. when this 

is compared With the Natesa from Velank~J):tli (Fig. 117), which according to us seems 

to represent the next stage of development of theme, it is seen .that although the 

prabha of the latter is a little more developed than that of fornier, the simple strands 

ofwhirlingjatas with much spa~e between any two of them, a feature which at once 

reminds one of t~e jatCis of theOkkur Natela and the padmasana of which the 

workmanship is simpler and more beauti(ul than the padmasana of the Natesa under 
:" , 

discussion seem to suggest an earlier date for it than that of the Sivapa ram NateS"a. 

Though the elements of more ancieJ}t traditions are seen to persiSt in the Velanka l)pi 

Natela its other details such as, the facial features, decorations and the treatment of 

the limbs are all highly evolved and hereis therefore little or no room to suspect that 

it is earlier than the Nate/a examined now which in spite of a few developed details 

such as the padm&ana, is in other respects definitely earlier ~ will be seen from the 

fol~owing description of the figure. 

J afiJs are spread out on ei ther side of head. There are five of them on each side with 

a strand in between two, decorated with flowers. Thejatas show apparently greater 

motion than is observed in theNateS'a from Okkiir.' The deep curls at the end of each 

jataonly goes to emphasise this fact. AspeciaUy notewort<hy feature ofthejatas is that 

they do not show the figure of Ganga. Above is seen makuta-like decoration which is 

nothing but peacock feathers arranged in a mannersi~lulatipg ajai:li -mukta. Unlike 

~heNatesa from Okkur and Velank~~tli where this detail is attached to'the bottom of 

the crest of the prahha here, though it is obviously attached to it, its tip goes beyond 

its fra~e, an orig\nality of treatment which is distinctive ofth~ works of early schools 

of bronzes. Below this makuta !sseen an end of cloth displaed!fan ... wise. The crescent 

1. See Lalit Kala, No 5, Wbere it has been noticed by us. 



168 Bulletin, Madra8 Govel"'nTMnt Ml.UleUTn [N.S., G.S., VIII, 

and the Datura flower and the skull (?) at centre are aU shown in bold relief. The fillet 

that goes round the heads is worked beautifully. 

The treatment of the face ofNateJa is superb and its-features are unsurpased for 

naturalism, majesty and'supreme tranquillity. The slight upward tilt olthe face gives 

it all the grandeur that it possesses. Though there is little or no difference between the 

facial features of this Nates'a and those of the Siva of the BomCUlkanda group, yet the 

. contexts being different, here the features seem to be endowed with a special 

splendour. 

On the neck are seen two nec1dets, one of them thin and another broad, with a 

small pendant hanging from its middle, and a mala of Rudrabha bern. with 

probably a pendant of a tooth, which is not seen on account of the mOl& beiJighidden 

by the arm in karl-hCUlta. .AJS bas already been said, this long inali is a characteristic 

ornament ofslva figures as well as of figures ofa Cewotherdeities perbunini toSaivite 

. pantheon. The uttariya is tied in a beautiful manner round the stomach, with a small 

gracefuUoop, here ehown distincly on the right side, wberes in the OkkUr Nate8&, ,in 

which this occurs for the fi1'8t time, it is seen inCront oCtbe stomach, instead of at the 

side. HenceCorward, this loop, becomes a regular feature of all the Na~a, developing 

as time passed, in a variety oC ways. The two ends oC cloth that flow on 'the left side 

of Nate/a, are seen fluttering more vigorously than the tlowingends ofOkkiir Nate&a. 

Then iine of bifurcation betweell these ends is seen only towards their tips and one of 

the two ends has gone beyond the prabha and has almost hidden away the name at 

that point. In later Natesa's, the tips of the nowingends seldom go beyond the prabM 

The depiction of the now,. it must be mentioned, is singularly charming. There is t!le 

UsualpleC8 of cloth or hide' of an animal (?) thrown over the left arm at the point where 

it joins the shoulder. Of the two ends of this the one on the C)ute1'8ide is broad and its 

tip is shown in a wavy form. Sometimes this piece of cloth is narrow and in very late 

figUres of NateS'a it looses it importance. 

. As regards the workmanship olthe to1'80, the remarb offered while describingtbe " .' . 
. Siva ,of the SoDliskanda group from the the same place are applicable to this figure 

also. But, the theme represented here beings eynsmic one, the trunk is bent-to suit 

the posture. The bend noticed here is minimum' and it- is executed with rare skill. On 

the right shoulder hangs ths usual pendant w~ch is prominent andbeautiCuI. 
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The treatment of the arms is simply grand. Though a slightly slenderer modelling 

would have enhanced its beauty a hundred-fold, yet it is quite proportionate to the 

entire figure. Surprisingly a few of the details that charaterise the marvellous Natala 

from Tiruva,ingadu hawe been already anticipated here e.g., the poses of the upper 

left arm and the lower right armand the posture of the head. On the arms are seen 

na ga-valayas as well as the interesting bant at the elbow.The latter does not show any 

projecting piece which was noticed-in'a marked mannedn the Umi of the Somiskanda 

discussed above. Valaya s and rings beautify the wrists and the fingers respectively. 

The up~r right hand which also goes beyond the prabha, holds the damaru., b~tween 

the thumb and the middle finger. The lower right hand is in abhayamudra.' On its one

arm is seen the serpent of which the hood is missing. In the palm of the upper left arm 

is'seen a small bowl with a five-tongued flame of fire oE which the bottom iliJ rounded~ 

!~ $nteresting to note that this flame seems to be almost a replica ofthe flame that 
" / 

crowns the prabhii. The bowl of flame is 'held hl a gentle and ~cef~l manner. This 

hand tOCTgoes beyond the frame oftheprabha. The lower left arm is ingaJahasta pose 

pointing~to the lifted foot. It may be mentioned here that ,thesthapati who made this 

bronze had dealt with this posture, which seems to have given trouble even to the 

sthapatis wbo created the Nateta from Velankanni and TaIijore, with consummate 

skill. 

Coming to the legs, their conception and execution are m~gnificent and ~o-m this 

r~t.this figure may be said to be \lnsurpassed by any other figure. The tenderness 

and delicacy that are evident in the treatment of them have probaply set the standard 

for such Nate' figures as those from Tiruvarangulam and Tiruvalangadu. ,The 

balance seen in this figure is exquisite and is even better than the same feature met 

with in an~ other Natal a including those from Tiruvilangiduand Tanjore. Beautiful 

pacta sar~ a:re seen on the feet. The absence of anklets is to be noted because it 

becomes a:~haracteristic.feature.ofNate~s belon;ng t9 peri_ after about 1100 A.D. 

At the back ofJhe figure we see the glory of the spreading oC thejala. and the 

beautiful of dress i n()fthejata -"!akut~Noteworthy is the manner bfjoining of the 

ends of . the two wings of the spread out,jatfi8 art the back of the head and fixing them 

upin position by a pretty little fully blos~d flower. The other interesting detail met 

with here is the pendant ornament hanging from the neck. As has be,en seen above, ' 
/ , 

it is found as a rule in Siva and Saivite figures and it is also seen in some ofthe figures 
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of deities of other religions als(} belonging to this period. The absence of'ira'-cakra 

may als(} be' noted, because it (}Ccurs in the Nalli.i'r Na~a and the Tav.9anto~~m 
N~a but not in the Okkur Na~a, nor does it (}Ccur iIi the VeliilltaIJ~i . and 

Tiruviilangagu Na~a. It is seen again iii Na~a images dating after about 1100 

A.D . 

. Quite in keeping with the tenor of workmanship of the . Nate~a is that of the 

dwarfish Apasmara Purusha struggling under the weight of the Lord. The dwarf lies 

prostrate and.the effect of the crushing weight above is beautifully ~epicted by 

sh(}wingthe head as ifserved from the body. The facial features of Apasmara Purusha 

are sharp and they reflect remarkably the abject misery of the demon. The left hand 

h(}lds the serpent and the right hand is extended towards it. The posesofthe legs too 

are interesting as also the ornaments. 

This figure lies on ~ double-lotus asana(}f oval shape. Fromthe two extreme points 
. \ 

of its longer sid'erises the prahha. The petals of the padmlisaniJ. are obviously evolved 

and they are no longer mutually distJnct. Further, their tips show a prominent curl. 

This features is seen usually in later figures and its presence here is therefore 

puzzling. But the workmanship of the prahha as well as the figures of Nate~a and 
'. . 

Apasmara being definitelty early, it may be presumed that the conventionalisation of 

the padmli8an!l had begun from this period or from a still earlier period. 

de all the subsidiary details of this rematkable Na~a the prahhavaif is the most 

interesting. Obviously its forms it quite dissimilar to that .of any other Na~a 
examined so far,wi~h the exception ofOkkur Na~~a. In the latter the prabhi;is 

simpler and less refined whereas here, like the reSt o~the figure, it is also worked in 

an extremely tasteful manner. Likeits prototype, it is sllghtlyslanting to the left. The . 

frame of the p'rahha is like an inflated tube Without any ~ves incised on it. The out~r 

fringe ofit has flames, and the flame at thetrestoftheprahha, divides them into two 

series. The series on the .left side ofNa~'~coni"ist.s (}fnine flames while that on 'the 

opposite side has only eight flames and here the n:umber nine is, probably made up by 

adding to the series the top-most flame which is larger than the other flames. Each 

small f!ame has only three tongues and its'CG,rmis~Hgbtly mo~ evolved than thatof 

the flames of the Okkiir Na~a. Th~ bottom" of these flames is thick and shows only 

a slight contraction. The wavy form of each of the tongues has ~ived greter 

emphasis. The top-most flame has five tGngiles each delineated in a beautiful wave 
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form. The shape orthe entire f1ameis 8~ndid'and: ~e cOnception of the prabha as a . 

whole is itself grand and its execution beautiful. Being an artistic piece of a high order , 

its presence~ot only fits theNa~a admirably but also adds, greatly to its special' 

charm. 

The figure together with the padm'Osana is cast separately and it is placed on a 

bhadrasana which'is in the same style as thebhadrasanaof~he Sotftiskanda1• 

The iritp()rtljnce oftlii$figure would, by now, have been know It has set a standard 

in several respects for~a~as produced during sub8equentperiods~ While.dealing 

with the Okkur Na~a we Said that it was one of the earliest bronze Na~a in the 
. ." . .' . 

Onanda-t~a pose althQugh in it the. theme has not been carried to.its logical 

conchision. The Na~a tInder discussion being a perfect example, shows that' the 
, . 

sthapatis belonging to the last·.phase of the rule of Parintaka I mastered the theme. 

It was but proper that thiS significant achievement was made, in the home area of this ." . 
king who was not only a great Siva-bhakta but an ardent devotee of Lord Nat~a of 

Chidamba'ram antlone who is credited with having, for the first time, provided the 

roofs of the shrine of Nateta at Chidambaram with copper-gilt tiles. 

The details,orthe Somhkanda and the Nate&a are such that they be assigned to 

about ~he ini4~ of the 10th "century A.D. 

The GanJafi~re . stands in abhailga posture. The elephant bead is apparently Fig. 94 

.naturalistic.· -This. is remarkably.borpe out by the beautiful ears, the tusk and the 

depressionsoliei~her side oftheforeh~d~ ,The two elevations/on the head too are 

. deftly executed. There is a short kara1J4a-mtikuta of fine workmashiponthe head. It 

is decorated with ratno-p~ and tassels. As required·by the agmaB. the tusk on the 

right side is broken. Tbeeyes are small and life-like. Unlike thegret maJo~ty of. 

Ga~~asofTamil'Ni4u,especially of the Chota country, in which the t~nk is~rving 
". '. . 

to the left side and is enga~ in touching~hem~a (sweet-meat) kept on the palm 

orthe lower left hand; here the"tip of the trunk curves to the right and carries, on its 

nostrils, a ball-like thingwhichsta~ds for the modOka.Examples ofGaqet!a:w.:~re the 

1. '1'bebhGdrcuanG oltheOkkurNateaaiainiaaing. H ... itiaprea_~Inth8Na ... ot.ubeequ~t 
parioda also tbia .. ~ ia U8ually~te. But upto about 1070 AD. nep~CDQlI(I ",oval in .. 
Mope and the b~ • COIJ8&quanf1.y eloDpte while in the Haw... beJonaincto periods, 
after· about 6100 A.D. QI' ao.the~ ........ ..w.. eIiaular aDd tbebhadraaana,. whaNvW . . 
preH11t. bu a~Uare.pe.;. . .' , 
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trunk turns to right are called Valampuri-GaQe{as1 The head, as required by the 

theme, is small, and necklets, probably of the type found in the figures of the Soma r 

skanda group, are seen here. A thick yojflopavita is seen on the body, the udara

bandha is also thick and its knot is simple. The torso is moulded in an interesting 

manner as required by the subject. The belly is really like a pot and answers correctly 

the name Lambodara of the deity. But, it is noteworthy, that the lines of the sides of 

the torso are characteristically rhythmic and flow in a smooth and beautiful manner. 

The part between the shoulders is narrow; but the shoulders are sho'rt. A long curly 

strand of hair decked with flowers is seen on either shoulder. Probably there ~s the 

characteristic pendant on the right shoulder. -The armsare modelled shori and stout. 

But the treatment of the elbows and fingers is exquisite. Angularities are as far as 

possible avoided. The upper arms spring from the elbows of the lower arms. The upper 

right hand holds a goad· which is simple in style; and the opposite hand holds the 

broken tusk while the corresponding left haRd holds a ball of sweetmeat. Beautiful 

naga-valaya type of armlets are seen on the arms and a pair of simple valayas is seen 

on each wrist.' 

The legs are short but beautifully modelled. The right leg is firmly planted and the 

leftJeg;is slightly bent which makes the figu.re stand in fibhanga posture. The loin

cloth is simple and the waist-bands are not prominent. No other decoration seems to 

be present. The small end of the cloth hanging between the thighs is noteworthy. A 

finely worked plidasara is seen on each foot. Interestingly, neither bows not hanging 

ends of any kind are seen on either side. This seems to be a characteristic of early 

bronze~ of GaQe~a because in later GaqeJas they are almost invariably present. 

The padmasana on which the figure stands is akin in style to that of the 

padm'Ci$anaofNate~a, discussed above. The bhadrosana, however, is very simple and 

does not possess any mouldings. On account of the similarity of workmanship that 

exists between this and the above two bronzes from the same place this figure also may 

be dated to the same period. 

It is not known inGanJabronzes were produced in earlier periods. Anyway this 

is the first example that we have come across and it is a remarkable specimen of its 
, .' 

kind. 

1. A Survey of early temples, both rock-cut and structural, ofTamil-ni~ has brought out the fact that 
a majority of early GaQ~al!l occurring in th~e temples of all the regions viz., TondDi-mal}fjalam, 
Cho!amQ{l.q,alam and ~4i-mC1J14a1am are usually of the Valampuri type, and that this type 
continued for a longer time in r0J}4i-maJ;u!.alam;. 
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The Nate~a from Anaikku~i in the Tanjore District ,unearthed recently isa Fig. 95 

remarkable specimen. Its details such as the high ja{a.makuta with prominent 

serpent and Datura flower, but without the whirlingjatlZ's theyqjiinopavlta, the fire. 

in a receptacle held in th~ upper arm and the poses of the lower left arm and the lower 

left leg are all interesting. Though the long whirling locks of hair are' absent, short 

beautifuUytwisted ones are seen on ~he right"side and similar twisted strands of hair 

are probably present on the other side also. The ear ornaments are simple. The 

modelling of the torso and the limbs is superb and the fingers are treated in a delicate 

manner. The figure of Apasmara Purusha is present but it is very small. The facial 

features are rather sharp and this factor is indicative of its position after the 
" Sivapuram Na~~a (Fig.93) althou~h the latter, in so far as !he mo~e of dance is 

concerned, may appear to be'more evolved. Besides, the props of the prabh'ii are 

peculi~r to this bronze and it is because of the fact that space between them is . 

restricted that the free movement of the figure seems to have suffered-to some extent. 

Nevertheless there is great force in the delineation of the dance and this is enhanced 
, . 

Iby the expression of wonder in the face. The modelling of the figure is splendid. 

The bronzes representing Rama (ht.112 cm),sita (ht. 82 em), Lakshma~a (ht.95 Fig. 96 

em) and Hanuman (ht.58 em) (Fig.98), from VadakkuppanaiyU!":, ~ight be taken up 

for study next. An admirable and succinct account of these bronzes has been givenl>Y 
- , . /~~ 

the learned authors of the Catalogue.1 We have only to add a rew,more particulal'S to 

their description in order torlraw the' attention of the readers to the special features 

of these bronzes as distinguished from similar features ofotherrep~sentations of the 

same the.me or tho,se of themes similar to this, belonging to earlier and later periods. 

. . .. -
The kesa-bandhu of Lakshmana is almost Jike that· of Siva or Pirvati/of the . - -

Vrishabhavahana group from Tandantottam or a Siva of the Som~kanc;)a from 

~ivapuram, but here it is more refi~~d. Th~ siinha-mukha clasps of both $""ama; and -

LaksbmaI}a are vezy similar to those ofVpshabhavihana andVishpu from Tiruvel!m 

4u to be discussed below. The wave-over-wave fo~ of treatment of the lower garment 
-' - .. 
ofRi ma and Sita is obvious\y similar to that of Siva pur am bronzes. The garment of-

Lakshma!1a and Hanuman show wheel or pushpa designs like those ofKadri bronzes 

(Fig.102,103). Abov~ all, the padml1sanas, exceptthat o(Hanuman, are undoubtedly 

1. See pp. (l9-80f~ Ra ma si ti • and Lakshma~a, and p. 95 for Hanumi n. 
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derived from the padm:asanas of the auddha ,fiOJn'Nagapattinam (fig. 58} and of the 

brolizes of the~tna grou}>'.ofParuttiyur (Fig.90). The presen~ of a pair of anklets in 

the Sita, is'apparently indicative of the fact that the traditions orart of this period 
,-

began to include such items also which in the devis of Srinivisa from Sirtlpanaiyur, 

to be discussed below, are seen to have reached a further stage of development. In this 

SIta, too, there is no median loop of the waist-band. The tassels ~nd festoons have 

probably been derived from those ofthe Sitafrom Paruttiyiir. Other minor but novel 

details that dis tinguish this lita are the dhammilla headdress decorated with flowers, 

curls of hair (kutila-kuntalas) that fall overthe forehead, which are obviously more 
, , 

developed than those of the other Sita, the simple knot that binds the cross-bands 

(channavira) at the back and the large valp.yaor kankana, with projecting pieceS at i~ 

top, of the right wrist. 

A word about the pendant on the shoulder becomes necessary here. It is seen on , 
the right shoulder of all figures including the Siti while it is seen .onboth shouldel'8 in 

~- -
the case of the bronzes re'pres~ntingtle qonsorts ofSrinivasa from Sirupanaiyiirtobe 

discussed below. Similarly, the pendent ornament is present at t.he back of all the four 

figures orthis Ram. set, but it is abae.fl'Om all.the three figures of the Sirupanaiyiir 

Sr[nivasa group. Moreover the siz~' of each of the figures, as given above, is 

considerable and none of bn, ))ronzes examined so far come anywhere near these in 

this respect. But the bronzes from Kadri are. larger and this fact suggests that 

making metal images of such dimensions was also a'special feature of the school of 

ParantakaI. 

Fig. 97 The views of the back side of these gems of bronzes reveal their glory in a more 

telling mannerthan their front views. A glance at them shows at once that it is in the 

treatment of the headdress of these bronzes that the,sthapati has lavished all his 

attention,- care and talents. The beautifully tapering conical kczranda,..makuta of 

~ma is effectively set against'the lightly built tiras-cakra of surpassing elegance, 

simulating a full-blown flower. The siras'-cakra ofLakshmana is not preseht. But the 

dressing of his kesa..bandha into three horizontal tiers of curly hair in the middle, with 

a ~ide space below;and above,' is intaresrting. Being an artist, apparently of an 

inspired order, the sthapati has chosen to fill up the space at the.top olthe headdtess 

1. Cattalcflue, pI. II~ Fig. 1. 
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of Sita that defeats any comparison. The long haids twisted in the ekaveni fashion and . ~. . 

is wound in the manner of a bun and is bound by a broad ribbon in the ~iddle. In the 

shallow space thus formed are ~een beautiful flower designs as well as curls of hair 

arranged in concentric circles. 

The treatment of the other interestingdetialofthe bronzes, namely, the hair that 

hangs on the back, is again fine. The pendent ornament is very prominent in the three 

bronzes and it does not hang low. In the Hanuman figure it; is subdued and hangs 

lower than in other three pieces. The additional detail of channavira seen)n the 

Lakshmal).a figure is simple. The vaikaksha of S'ita is, on the other haI?-d, elaborate 

as it shows a big knot in the middle with a tassel hanging from it. Moreover, this 

figures shows festoon and tassels hanging from the sashes oh this side also. 

That the modelling of all the four figures is superb is shown by the way their hips, 

buttocks and the limbs are done. In this connection, the treatment of Sita's back is 

noteworthy as it is especially life-like. The slight flexions of the three bronzes suggest 

a gentle motion in them, which adds greatly to their exquisite workmanship. 

On account of these special features, these marvellous works of art may be 

considered to have been the products of the period when the power of Parantaka I 

reached its zenith, and they may consequently be assigned to the beginning of the 

third quarter of the 10th century A.D. 

Fig. 98 

The bronze group representing Srlnivllsa with Sr1devi and Bhiidevf from Fig. 99 

. SirupaIJ.aiyiir1 required to be placed somewhere about this period on grounds of style. 

The chief reasons are the prominent elbow ornament of the devis. simple conch and 

discus of~rTnivasa, the strip'ed lower garment ofSrlnivasa and Srldevr girdle of 

SrTnivasa without the simha-mukha knot, the loop-less waist,-bands of the dev'ls, the 

padmasanas: of all the three figu.res with naturalis t~cally worked petals and above all 

the characteristic modelling of S!,inivasa with majestic torso bu~ with somewhat is 

proportionate legs as well as the slender and beailtiful modelling of the devls. The 

Comparatively small size of the group possessing such important details may ·~lso be 

taken as indicative of its early date. 

1. SJataloglle, pl. III, Fig.1. 
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The authors of the catalogue have drawn our attention to the unmistakably early 

~haracteristies of the bronzes of this group in their deecriptionof these figures given on 

pp.69-70. 

This description alsorequirs further particulars for its completion. For instance 

such impon.nt details 'as the SrTvatsa mark on the right ~hest of SrTnivisa, absence 

of ~iinha,.mukha on the waist-band of the same figure, the early form of 8i~-cakras 
found in the clevis (the ~iraB-cakra of the deva being absent) and the simple but 

beautiful padmasanas o~ all the three are not mentioned either in the description or 

in the discussion of these images on pp.25.,.30 of the Catalogue referred to above. So, 

the figures are 'examined 8g!lin here in detail foJ' asceraining their importance and 

chronological position. 
, I _ 

This is the first set ofVishtlu as Srinivasa with consorts to be noticed here. The 

torso of this {;rJnivisa somewhat resembles that ofvishtlu (Fig.30) from Perunto~~ 
now ,in tJ:1.e Taqjore Art Gallery noticed above pp.49., and itsL draperyis 

apparently a derivative from· that of vish\lu No.2 (Fig. 25) of the Catalogue. The 

'kinta-makuta 'is in greater relief than that ofVishJ}u to be noticed below. But itB 

details are certainly more evolved than" those of vishl}1;.ls discussed already., An 
important feature of the makuta is that it rests on the head far beyond the ~a that 

'goes round the top of the forehead. In the other Vishqu images, ex~pt the one from 

,SnniviBanaUnr,l the makutas are not seen much behind. 

The face is round and chubby and the features are di~tinct. Simple fleshy nOte, 

almond-lik~ eyes, naturalistic eye~brows, tender lips beaming with subtle smile and 

low-hanging ears are especially noteworthy. Beautiful makara-kuruJalas are seen in 

the ears .. Two kOQthlsadom the neck, of which the upper one is thick an~ simple while 

the lower one is broad and showS buds of jasmine attached to it. The yojiiopav'lia. is 

three-s,tr,anded and its workmanship is simple. The usual knot over the chest i& here 

also of do)1bie-lotus form and sh9WB a fine and interesting. The treatment or tbar 
. ,', 

lower portion is also certainly interesting. For, the upper strand whicbis usually short 

and used to be shown ~ going above the udara-bandha, is here shown starting from ' 
the ~dar~bandha and hanging far below that band aria its end almost touchestbe 

- .. . 
henlefthe garment on~he waist. the middle strand runs still lower. the lower-moat 

1. (JataJolJll.e, 70, pl. IV, Fig. 1. 
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strand bifurcates from the knot itself, hangs vertically down and goes under the 

garment. It is seen again over the ankle orthe right foot and goes behind, also through 

the garment, to unite with the other strands at about the centre of the back. The 

udarahaiulha is simple.with an incised groove in the centre~ 

The torso is modelled like a cylinder and it seelIis to be in the style of a slightly 

earlier time. But the l~ satisfactory manner in which the shoulde...rs and the chest are 

treated is one of the reasons for assigning it to-the school of Par an taka I. There is a

small mole-like-projection on the right chest. Unlike the triangular moleofthe vish~u 

from Perunto~tam (Fig. 123) here it looks like the symbol for §rTvatsa representing ~rl 
or LakshmT with indistinguishable features. It may be mentioned here that no such 

mark was present in the Vishl}u No.2 (Fig.25) ofthe catalogue although in some of the 

earliervis~us it.wa.s seen. In a number oflater vishQus this form oflnvatsa is present 

but there it is more developoed and pronounced. Interestingly the shoulder pendant 
" -does not seem to be present in the Srinivasa. 

The manner of joining the arms' to the shoulders is characteristic of this period. 

And their less satisfactory modelling as evident from the uniform thickness of both the 

fore and upper-part;Softhem as well as the uncouth ,manner of showing the attachment 

of the upper arms to the elbows oft,he lower arms proves this. Nevertheless there is 

no doubt about the fact that tl),e sthapati was well versed in the traditions of the art, 

which is displayed by the characteristic keyuras and valayas. That this is so, is mo.-e 

significantly borne out by the extreme s.mplicity of style of the conch and discuss held 

in the upper left and right hands respectively. In bOth the emblems; there are only 

three flames, each with not more than three tongues, although this detail is not very . 

clearly SeeIl here. It may be remembered here that in the treatment of the flames of 

the same emblems ofVish{lu No.2 of the Cat_alogue (Fig.25) discussed above,was also 

noticed' a certain amount of doubtfulness; In later figures the flames become clea .. r, 

as.for example in the Vish~u(Fig.177) from Paruttiylir. Another interesting thin. is' 

that there is apparently no suggestion of a name at the bottom points of the emblems 

of this figure., The design and execution-ofthese.two emblems may be seen to become 
/ ,. . ' 

gradually ornate iIi the vishl}us of subsequent periods. The other arms are in tiblaot'lo 
and kab'-avalambita poses .. 

, The lower garment which, as we have stated while discussing the earlier Vi.hl}us, 

is a pitlmbara, shows close parallel lines 'of which the one occuring between two 
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simpler lines shows small dots on it. It may be mentioned here, for the sake of 

comparison, that the garment of the Vishnu. NO.2 (Fig~25) of the Madras Museum, 

discussed 9n pp.42 fT., shows a lessdevelo~ from of these line$.Another important 

detail of the garment oftbis r~ is that the bows at the sides are simple and there 

is only one haniPngend.' On the other band;n theVishnulfromPeruntoftBm (Fig.123) 

and ~rIn~v'isa <Fig.154) from Vaq.akkuppapaiylir to be discussed below, these details 
\ 

show further developments of which the two banging ends shown one over the other 

are specially noteworthy. The, treatment of the waist-band is still more interesting 

because not only is there not any representation of siinharmukha on its knot but the 
. ." . 

bow-like hangin, ends of it and the median loop are of simple workmanship. Above 

all there are onIt two monoliform tassels banging from the lowe\ waist-band. That 

these are develo~ further in the case of the other two bronzes referred to above will 

be obvious from a glance at them. 

F~. 100 At the back though the'makuta and other details are clearly seen in the god, the 

informative 4iraJ~ra is missing ... But the curly strandS of hair hanging on the back 

are definitely more advanced-in I$tyle than those oftheyJ8~~ No.2 of the Catalogue 

(Fig.25) described above. Moreover, an interesting additional detail is seen here for 

the first time. It is the ring~like continuation of one of the kCJJJ.thl8 which is in the 

nature of enclOsing the trands of hair referred to above. This feature will be seen in 

such other figures ,.88, §rTnivl'sa from Va4aki4u (Fig. 109), SrIriivAsa from 

Va4akkupaI,Uiiyiir (Fig.164) and Vishl}u from Peruntottam (Fig.123) to be discussed 

below. But thestageoCdevelopment oCthis detail here may be seen to be comparatively 

earlier than that of the same detail met with in the other figures. The pendent 

ornament hanging from the neck is noteworthy. ,The yajftopav.Ua, as usual, shows the 

, joiningoCthe longer strand at ~ middle oCthe b~k. The treatment of the feet is like 

that of the ~nds. But the pacln&68ana on which the figure stands is very interesting. 

There are the two distinct divisions, the upper and the lower courses, of petals. The 

petals of the lower coUrse are like these oftJiepadmas~1UJ8 offigures mentioned abote. 
. . ' . 

But the petals of the uppercoune are comparatively small arid the space between two 

of them, too,·is Considerable and it is ooeupiecfbytheintermediate petals. Even this 

detail is devel~ped in the other twd rlgU~~ 
, .,", 

Coming to the two devi rlgUre! they are modelled in a slender and graceful manner 

and their decorative details are not only restained but are appropriate. Just as there 
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exists acdifference in the treatment of the faces of Siva and Parvall figures of some of . 

the Siva gr;oups discussed above, obviously here also there is difference in the 

treatment of the faces of the devis and deva. 

Between the karanda,..makutas of the clevis there is difference, that of BhiidevT . .. , -
. ~ - -

show:s its karaTJ4as more clearly topped by pointed bud-like part ~hile that of Sri de vi 

is less clear and its karf(J1'!4as are broader and more squat, its finial being slightly 

blunted. It may be mentioned here that the space between the fillet and the base of 

the makuta is not much; nor does the fillet project so sharply as do the fillets of the clevis 
/ 

of~he SrTnivasa (Fig.154) from Va<:iakkuppapcaiyiir to be discussed below. 

Both of them wear a pair of neclclets. There is also a thread with a sm,all 

indistinguishable projecting ornameht t(probably mangalYClrsutra) tied closely to the 

neck; These are simple. Both were a channavira with two knots, one above and one 

below the breasts. From these knots proceeds on either side a thread which is seen to 

join another knot at the back. The lower knot shows a third thread hanging between 

the two others. 

The torsos of both the figures are modelled in an exquisite manner and the 

excellence of workmanship is particularly noticeable in the torso ofBhiidev1. Both of 

them stand now in the graceful tri-bhanga posture to emphasise which the lines of 

either side have been swayed in a beautiful rhythmic fashion. The breasts are full and , - - .. 
sensuous, and the breasts of Sridevi are covered by the characteristic band namely 

kucClrbandha. A series of curly strands of hair of simple workmanship f~lls on either 

shoulder of both the figureS'. Besides, a thin pendant is present on eith~r shoulder of 

both the figures. _ All along, this ornament was noticed on the right shoulder of a 

bronze, so its presence on both shoulders here is an innovation. This practice seems 

to have come into vogue only now. It is met with in later bron.zes such as Vishv.u from 

Perunto~tam (Fig. 123) and Avalokite~vara (Fig. 103) from Kadri. 

The arms of these figures are somewhat shorter than those of'the female figures 

noticed till now. But their treatment is fine. The bend noticed in, the arms, in lola pose, 

of these figures, is in the style of the figures in bronze of the period. On the arms are 

seen keyiira of a simpler type. But the most interesting decorative piece of these 

Cc figures is the elbow ornainent with a pro~nf;.pro~cting piece. A series of bangles· \ 

is seen on each wrist and rings on the fil}gers. 
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/ -
The draperies of the figures are worked like that ofSriniv8sa but the lines are not 

pronounced here. There is an interestingdifTerenceseeen betwee~ theomamentations 

of the draperies ,of these figures. ~ile that of~ndevTshows only empty space between 

two sets of para lie I. lines, the drapery ofBhiidev1 has beautiful flower patterns in that. 
I 

Already in theSiva ofSomiskanda from TiruvlllailgaQu (Fig.36) and the Pirvati of the 

Vfishabhavihana group (Fig.69) fh>m Ta~toF,tam as well as 'in the Poriippumettupatti 

Na~eS'a (Fig. 54) floral designs have been met with. But in those case, the designs are 

apparently in a formative stage. Bat here th.ey have become almost stan~ardised 

although this appears to have been perfected at a slightly later period only. These 

patterns have been rubbed ofT owing probably to the fact that the image was ·in use for 

a long time or due to corrosion. The end of the garment that hangs between the legs 
f . 

is simple jUst like that of earlier female figures and it is seen attached to the right leg 
./ - - -in Sridevi and to the left leg in Bhiidevi. The treatment of this detail as well as of the 

hems 'of the draperies, just above the ankle is graceful. 

As has been said above, the girdles of both the figures are interesting because of 

their simple workmanship. The ~,~ts and the median loop are both conspicuous by 

their absence here while they are pronounced in the dev'ls of the other figures referred 

to above. This, coupled with the presence of only one or two broad monoliform tassels 

un the thighs makes'the figures undoubtedly earlier than the other devis. Moreover, 

a long pearly string is seen hanging beautifully in a curved manner on the thighs. a 

f~ture which shows further development in the two devl figures. 

The intersting detail at the back of these figures is the ~iras-cakra. It is not 

bounded by a circular rim. So its periphery is scalloped. This type of~ira~-cakra is an 

ancient one of which an example belonging to an immediately preceding period is met 

with in the Tripurasundar1 (Fig.65) from Tal)~anto~~am. The dev'ls of the other groups 

with which we have been comparing this group, show a developed ~irai.:cakra with its 
.. I _ _. / 

periphery bound by a rim except in the case of Sridevi of vishl!u /Wig.124) from 

Peruntottam where it is not bounded. In spite of this the workmanship of the latter 

.sridevi's iira'-cakra; is undoubtedly more evolved than that the ~iraJ-cakra of the 

figures under discussion~AShas been said above, it seems that some ancient motifs are 

us~lyfound repeated thro1;lghout the ages; but in their depiction during the several 

periods, only their basic idea Seems to have been --p~eserved while their execution 

shows unmistakably the imprints of the traditions of art as obtained in each ofthe 
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, / 

periods. the 'i~-cakra of the Srldevl from Peruntottam is an inStance in point. A .. 
pair of anklets and apOdosam aJ'e seen on the feet of each of the clev'ls. 

The locks of hair with twisted ends hanging on the ,btl~ of the dev'ls-:are realistic. 

Just as in Snnivisa, in ~ridevr, too, the continuation of a necklet is ~n as though 

serving as border for the hair while it is absent in the Bhtidev1. But henUhis ring-like 

piece is not so prominent as in the clevis, Ctom Perunto~. In both, the pendent 

ornament is seen below the hair, depicted in a prominent manner; and the 

channav'lra is seen to be a cross-band at the back, with'out any t&88el hanging from the 

knot. 

~ - .-
An interesting feature met with at the back of the Sridevi is the bands coming over 

either shoulder and connected to a horizontal band at about the middle of the back. 

The vertical bands are seen tied to the kuca-bandha in front. This bodice-like pattern 

is" a novel decoration in, this figure and it doeS not seem to be repeated in any other 

figure. 

Coming to the asanas oBhe clevis. they, too are, interesting. While the petals of 
~ , 

the lotus of the asana of Srlnivasa are natural~stic, the petals of the paclm7Jsana of 

, these aevis are. very simple in style and do not seem to have been given 80 much 

attention. In this respect, too, there is no agreement between this set and the other 
~ - . 

two sets namely Vish~u (Fig. 123) with consorts from Perunto~~m and Srinivisa with 

consorts from Va<;IakkuppaQaiyiir (fig. 154). In the present figures the tiPs of the petals 

are' not emphasised. While the §rldeVi's ped~tal makes a scalloped circle, that-of' 

Bhiidevl's makes a perfect circle~ , 

As regards the date of this group, though the authors of the Catalogue have 

considered it to be a specimen of the ChoJa type, they have not assigned.it to any 

definite period. That they were struck by the unusual simplicity of workmanship of 

this group the style of which is earlier than that the other, two groups, is clear from 

theirstatement;l "A careful examination of the devIs ofSrTnivasa No.1, (i.e., the cleva 
underdiscussion)2 reveals simllar difference in the form of the respective makuj;as; but 

the images of this set are smaller and less well finished; and, whether for this reason 

or because of the earlier date to which they s/wuldpfObablybemJsigned, S tlJedifferences 

1. Catalogue, p. 2. 
2. Worda within brackets are ours. 
3. Italicised by us 

\ \ 
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are scarcely noticeable and acquiresignificanee only by reason of their resemblance, 

so far as they go, to those found betweenthe dev1s ofVishpu No.1 and ~rinivisa No.2." 

The lasttwo fi~res areth08e from Perunto~~m and Va4akkuppa~iyii r'respectively, 

referreed to above several times. In spite of this awareness on the part ofthe authors 

of the Catalqgue,of the antiquity of this group, be~ng very much engrossed in the < 

. appreciation of the Vis~u.group from PeruntoHam they have ~ven the place of 

honour to that group which as will be shown below is later than the group under 

discussion. From the stage of development of the details of this group of bronzes, we 

believe that this set might well belong to the early part of the third quarter of the 10th 

century A.D. 

Now we shall pass on to the three bronzes found in the temple of Manjun'litha at 

Kadri, a suburb of Man galore. They are interesting from the points of view of his tory, 

iconography and art. 

One of them represents a seated Buddha in the vyakhyana (teaching attitude) and 

the other two represent each a subsidia'! deity of the Mahayana Buddhist panth.~(m. 

Of the latter two bronzes,..-one is single-faced and four-armed and the other is three

faced and six-armed. All the three are in the same style which is strikingly similar to 

that of several bronzes belonging to the Chola country discussed above especially to 

the bronzes of the Rima set from Vadakuppal].aiyiir. This stylistic well versed in the 

traditions of the artofbronzes as obtained in the Cho!a country; or,ifpermitted to go 

a step.further, by sthapati of the Cho!a country itself. Fortunately the precdicament 

that would have been caused by these inferences has been to a great extent obviated 
'. - . 

by a very valu,able piece ofinternal evidence. It is the palaeogreaphy of the inscription 

found on the pedestal of the three-faced figure. The inscription is in Sanskrit verse and . ...... ... ", - -
records the installation of the Idol by Alupaking. Its meaning is as follows.! 

~ 

"That he was a sun t9 the lotus of the Lunar race, One with an effulgent body, One 

with his chest rubbed with safTronfromthe breast of Lakshmlthe State ......... such 
. -.'" , . 

. an AlilJH!ndra ruler namedKu~davarma was equal to Kal'l)ain liberality, to Arjuna 

in valour, to Indra in wealth, and to Brihaspati in wisdom. A!!d (he was also) virtuous. 
" . ~ 

He was like a bee at t~ lotus feet of1Wacba~~ra Sikham~i. When 4068 yea1'8 (and) 

nine months had passed in the Kaliyuga, and Jupiter was in Kanyain· the Rohi~I 

1. B.A. Saletore. History of K~ Vol. I. p.94. 
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nakshatra on the afternoon (of the day) in an auspicious moment, (he),set up the image 

of god Loke~vara in the beautiful vihira of Kadarika n •. 

The moSt important information that we derive from this inscription is the date 

given in Kali era which works out to "January 13th, 968A.D."1 As has been mentioned 

already, rarely do metal images bear inscriptions !lnd images containing dated, 

inscriptions are still rarer. Only one other bronZe image is known. so far to posses a 

dated inscription. It is the Na~a from BeHir (Catalogue, p.112, plate XVI, Fig. 2) and 

the date in it, given in the Kali era, works out to 1510 A.D. But here is a bronze dating 

from nearly five and a half centuries earlier, with the date expressed in the same Kali 

era. It, therefore, becomes an important landmark in the history of the art of bronzes 

in South India. Being in the.same style, the other two bronzes of this group, too, are 

equally important as we may reasonably suppose them to be the works of the same 

sthapati or at any rate of the same date. 

Regarding the source of the tradi~ions of art exemplified by them, the inscription 

afTords,a clue. No doubt t~ incribed image was arranged to be set up by an AIiipa king. 

But the question arises 'fIhether he was a completely independent ruler or he owed 

allegiance to any suzerain. There is no conclusive evidence to prove this, one way or 

the ~ther. At this juncture it is very interesting to note that the inscription is written 

in beautiful Grantha characters in which several inscriptions dated to about the 10th 

11th centuriesA.D.,belongingto Tamilnac;l are writ~n. Can this piece oc"evidence be 

taken to give us any historical significance? We find that it does seem to give a clue 

to the active' contact that existed between TUlu-na d and Tamil -!lid in the 10th . . . 
century A.D. It is well known that a great majority of the inscriptions belonging to 

South Kanara District are written in Old Kanna~ script. In a few early inscriptions, 

however, the first few lines containing Sanskrit Verses are written in the Grantha 

script.2 In the present case the entire inscription is written in Sanskrit verse and ir. 
. i 

the Grantha script that is distinctly Tamilian in character. We, therefore, infer that 

either the r4ler was subjected to the Cho!a power as a res\llt: of which he adopted the 

script of the country of his sovereign for writing his inscriptions or there were at 

Mangalore (ancient Mangalapura) some familier Tamilian sthapatis, a descendant of 

1. Ibid. 
2. N. LakshminarayanaRao, Talangere Inscription in EP. Ind., XXIX, p.203. 



184 Bulletin, Madras Govemmen.tMuseum . [N.S., G.s., VIII, 

one of which was responsible for the creation pfthese bronzes. It is known th8t since 

the time ofParintaka 1(907-955A.D~) theChoJa power began to be felt all over South 

India and it waS further extended during the time of Rijaraja 1(985-1014 A.D.) the 

chola kiBg$ coming in . betWeen tJaem contributing theitshare in this endeavour . . . : '. ." -' '. . 

Perh8ps in the wake of the march of some of these kings or princes,into Tulu-ni~, 
. " 

some master sthapatlB from Tamilni4 Went and settled there, and probably to them 

we owe the bronZes~ We have ah'eady saida~ove that their style is the one in which 
. .' . ."' .' - . . 

hundreds ·ofbronzes ofTamil-na4 belonging to this period are made;. and further no 

other specimen of thiS type is reported from any other place inTulu-n~. Hence it is 
.. ..." .. ~. 

not unreasonable to suppose that these bronzes are Chota orofCho~type. As we have 

stated at the beginning of this chapter, that the bronzes belonging. to the period from 

907 A.D. to the accessionon~ijadjal (985 ~.D) may be said to belong to the school 
.. . 

designated by us as . the school of·Parintaka I, these may also be considered as 
. . 

examples of that school. Though we have dealt With them in another placel.here we· 

shall examine them in greater detail. 

Fig. 101 Of the three bronzes, the BUddha2 is about 60 em high. It is seated in the ardJuJr 

paryanklJsana. Curls of haIr cover the head" and there is a prominentjvlila (flame) in 

the centre. It has three tongueswotJiedin asiDlpje manner.' Butits advanced stage 

of development,compared to thejvaui on' the head of the large standing Buddha from 

.. 

. . . 

Nigapat~i~am (Fig .. 58) discussed·· above, is apparent. The face is roundi$h. The· 

halfclosed eyes and the gentle smile are .expressive of. divine contemplation, a. 
• • .' I' '. . 

characteristic which is rendered with consummate skill and rare understanding. The 

. ear-l~bes are comparatively short which is a characteristic of bronzes of thiS period . 

. The neckls normal and there are traces of lines suggesting trivoli. 

The modelling of the torso suggests strength, not grace as in the case of the Buddha 

images fromBororbudiir, Java, and the seated Buddha fromNi1gapa~~il:tam (Fig.179) 

to be discussed below. While. the lies of the standing Buddha from Nl:gapa~~il).am 

(Fig.58) are full of rhythm, in this figlJre they seem to have developed so:meamo':!nt 

. oftensiori. The sharp groove round the w$ist, being in the nature of bounding the lines . 

ofthe sides, seems to have contributed to this quality. The treatinent of the shouldlers 

rather as a square is obviously akin to that of Somis kanda· from Sorakku4i (Fig.86) 

i. A. Aiyappan and P.R. Srinivasan, 8lery ofBucidhiem witlupecial reference to South India, pp. 83· 
84. 

2; Ibid., P.rontiep~. 
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but here it appears to be a little stiff. I~ this respect it possesses some affinity to the 

Bhikshi~namiirti from Tirunlmanallar (Fig.104). Moreover, here the angularities 

of the elbows are emphasised. The right hand i$'in vyikhylna." mudri and the left 

hand is placed on. the lap, palm facingup. Representations oC the Buddha in the 

teachigpose is very rare and this bronze is thereCore very important in this respect. 

The rendering of the fingers fal~ shortoC the quality, oC the same Ceat~ met with not 

only in the large standing Buddha from N~gapa~Fi~am but also in a numberofoth~r 

bronzes, examined after that. 'This ~ainly due to the Cact that the entire figure is 

moulded rather heavy, which is reflected by the fingers also~ 

The draperies are diaphanous but the hem 9f the upper garment is p~minently . ' ' 

seen~ intheYcVtiopavita fashiQn, on'the chest. The piece oCcloth seenOl1 the left 

shoulder, unlike that ofthe Buddha from Nigapat.tinamdiscussedabove. has grooves 
, ' 

incised on it representing probably its borders. 

, In the treatment of the legs: too a certain amount oC angularity and stiffnessi~ 

apparent as ,is evidenced by almOat the straight'line from the right hip to the right 

mee, which is devoid of flow and ,consequently rhythm. This feature is also patent 

from tbe manner· in which the knee-capsare worked. 
. '. ' '. 

Notwiths~nding these developed features its proportions and rare pose make it 
, , 

a splendid example orits kind. 

A spike iss~n to therighf" oC the 'Buddha and there must be another on the 

oppoSite side.. They are intended to receive a prabhllvatr. 

The remaining two figures are more interesting than the Bud~ on account oC 

their iconographical, details as well as their artistic qualities. Elsewhere1 we have 

tried to identify them although we feel that our identification is pu~ly tentative and 

may beheld to be valid till theeontrary is proved. AccOrding to our identification, the 

tbreefaceci, six-armed figure. with theinscrlption mentioned above, which is by Car the 

most impressive of the three, represents Halihala Lo~vara, and the two-armed 

rlgUl"e represents Lokanitha Avaioki"vara. 

~ile the Buddha figure stands Cor aUtll&t is sublime in ,nature, the Hallhala Fig. 102 

'Lo~VI1ra seems to representallt_~ ,is dynamic in nature. ItJe about 120 em high. 

1; ,Ibid.. pp. 86-92, pia. XII 8~d lUll. 



186 Bulletin, Madras Government Museum [N.S., G.S., VIII, 

It is seated inthe arcIJu;paryanJtli'Bana. There is ajo,fa.rnaku{a of exquisite ......orkinanship 

over each of the three heads. The most interesting detail met with on the makuta is 

a Dhyani Buddha shown seate<fwihin an arch having a single cusp in front. A ratna

pa#a goes round the head. Characteristically, the depression between the fillet and 

the base of the makuta is deep. The face is squarish and resembles that of 

Bhiksba~na from Tirunimanallur of this period. This feature of the face is seen to 

be a special characteristic of bronzes of the subsequent periods. It is hardly ne"cessary . 

to state that the features of the face are extremely well finished. The eyes are marked 

by a depression which is almond-shaped. That the nose has become sQmewhat sharp 

is clear. Thi~s another characteristic which marks the bronzes of the later periods. 

The lips are thick' and beautiful. The treatment ofth~ear-lobs is also noteworthy 

because :while they are long and hanging low in bronzes of earlier periods, in this 

instance they are short and somewhat stylistic. The eXpression of the face suggests . 

. supreme joy. There is a third eye on the forehead ofthe front face. The other two faces 

also probably have this feature~ The profile of the other faces shows clearly the 

sharpness of the nose and the thickness of the lips as well as,'thel:hubbiness of the 

whole face . 

. The neck is sho? TWo beautifully worked kant[ii 8 are seen on. the neck. 

Interestingly, there 'exists considerable space between them, in which respect it 

anticipates the Bhikshatana from Tiruvenkidu (Fig.175), although the workmashop . . . . . 

. ofthe necklets in the latter is different. A vastra-yajnopav#a is seen on the body and 

it has a beautiful knot on the ches~ from which hangs down an end ofthe cloth ofwhi~ 

the tip is worked in a very charming wave pattern. It may be noted here that thia. 

yajnopav'lta is short and is seen to go b~hind .even fronl the level of the sto~ch. 
Theshoulders are h.owever less stiff than they are in the Buddha. It is noteworthy that 

i 

only one long lock of hair is seen hanging on each shoulder. No other ornament adorns 

it. The absence in this fugure of the pendent ornament usually seen in·t~e bronzes 

of this period and its presence on either shoulder of the four-armed figure to be noticed 

below of this group, shows that it is not unusual to fihd a few bronzes without it. At 

the junction of the shouldlers and the arms an interesting detail is found. It is the little 

falp of the muscle. In no other bronze noticed so far, was this detail present. It is an 

innovation probably intended to enhance the beauty of the figure. But it seems to us 

to be suprefluous and the beauty of the bronze would not have been impaired had this· 

nd(been shown. It mus~ be mentioned here that it is on such unimpO~tant details that 
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the sthapatis of later period seem to have bestowed greater attention thaB to the 

essential elements of modelling, proportions etc. of the bron~ itself. Can it be said· 

that a beginning of decadence ofthe artistic traditions is what is indicated by this tittle 

detail? 

Though the proportions of the figure are almost perfect, yet the arms seem to be 

somewhat short and stout, not slender and graceful. The keylira is worked like a floral 

design. Its knot is seen distinctly on the outside of the arm. No elbow ~rnament is 

present. Each of the subsidiary armsjs seen to spring up from the elbow of the previous , 

arm, in the characteristic manner of the period, and the angularity produced by this 

treatment is sharper than that of the Buddha. A ratna-valaya is seen on each wrist. 

The upper right hand holds a beautiful lotus bud. Curisously the middle fing~r of this 

hand shows a projecting piece. The middle hand is. in kataka pose arid the lower hand 

is in varada-mudrii with a prominent thing on the palm probably standing for the 

poison haIahclJ,a,as it is in the Vishiipaharapa (Fig.38). Of the three left hands the 

upper one is in kataka pose, the middle one holds a lotus bud by its stalk and the lower 

one is in the vyakhyana-mudra. 

The treatment of the legs of this figure is apparently better than that of the legs' 

of the Buddha. Its delicacy is known from the beautiful toes and their decoration. The' 

most interesting detail of this part is the garment which is worked not ih the usual 

wave over-wave form but is shown as even and decorated with bea~tiful wheel and 

geometric designs resembling the designs met with in the Lakshmal,la and the 

Hanuman from Va~akkuppanaiyur. There are two prominent bands on the waist, of 

which parts are seen on the thighs. The clasp on the waist-band though not worked 

as a regular siritharmukha shows a flower design with some of the features of a lion

face, of which the bow-like loops are noteworty. 

The bhadriisana has mouldings and there are spikes to receive the prabhlivaf.i. 

On either side ofthe sunken portion of the asana is a panel. The panel on the left shows 

a seated figure in aiijali (?) a~tended by a standing figure holding something in his 

hand. To the left of the seated figure is a symbol which cannot be 'satisfactiorily made 

out but it most probably represents a sword kept erect on its hilt. The-panel on the 

right side shows again a seated figure in anjali pose with a standing attendant 

probably afemale1• 

1. These details are not seen in the illustration given here, but they are found in the drawing of the 
bronze reproduced on PI. I. Fig.l, of annual Report of South Indian Epigraphy for 1920-21. 

. , 
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An extremely ornate prab~valr is seen behind the figure. It bas the flames on its 

outer fringeR/hile its inner fringe shows designs of petals. At its top, above the knot 

made up of addorsed makaraheads is a small niche with a pointed arch containing a 

miniature fugure of Amitabha. The lower ends of the prahha carved on a horizontal 

beam show creeper designs of superb workmanship,the two ends ofthe beam showing 

each a makara he~d with gaping mouth f~m which just ou,tan angelic figure in the 

attitude of vismaya (wonder).' Above each ofthese makara heads of the prahhais a 

standing figure of an attendant. Both the attendants are shoWn in the tri-bhaiiga 

pose. Behind the head of each attendant, is a simple prabha fringed only on the outside 

with single-tongued flames of exquisite beauty~ Both attendants' wear ka.ra.TJ4a
maku~ and other-ornaments.But whileJ;he figure on the left wears ayajnopav'lta, 

that on the right wears a vaik,aks~!J. The hands are in kataka and lola poses,these 

bein~ reversed' between the ,two figures. On the whole, the' workmanship of the 

, attendants is as good as that of the main figure. 

Now it is clear that these are the characteristics which distinguish the sculptures 

in stone and metal of Tamil-nii9 of the early ChoJa period. !tis therefore no 

exaggeration to say that itis one ofthe magnificent bronzes of the school otParantaka 

1. Probably this is also one of the biggest of bronzes in the seated posture. On account 

of the fact that perfection was attained both in technique and in the treatment of 

bronzes during the last phaseofthis school, the sthapti8could' manipulate large mouI.ds 

such as was required for this, with ease, vision and boldness born out of confidence and 

experience. . 

Fig. 103 The last'bronze ofthis group is the single-faced four-armed figure which we have 

identified as Lokanatha Avalokit~vara. It is about 90 cm high. Though it seems to 

be similar to the above discussed Loke'-'ara, this similarity is confined only to the 

,treatment. For, this figures shows details which are quite different from thOlie met 

'with in the above figure. 

The headdress is similar to that of the previous bronze; and the face is also treated 

in a like manner. But here th~ expression suggests seriousness. The eaI's-are long and 

they bear makara-ku'!4alas. Besides, above the left ear a flower is tucked up. Perhaps 

. the other ear also has a flower like this although that ear is not visible in the 

illustration. On the neck are three necklaces, the smallest ofthem being a rosary of 

~ef!Kls and the broadest being probably of TOina. An interestingyajnopavitawith three 
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deep curves in it is seen on the body. Added to the curves, an elongaged head of an 

animal with a pair oflong wavy horns is seen just in the place where usually the knot 

is present. This animal head obviously stands for the deer head which makes this 

yaiiJopavita an example of the kfishoojinaryajrwpavita.1 Rarely sculptures of South 

India show this feature; and still rarer are metal figures possessing this type of sacred 

thread. 

The torso is beautiful. The shoulders are normal. A curly strand of hair gracefully 

hangs on each shoulder together with the pendent ornament. The latter was confined 

only to the right shoulder in some of the bronzes noticed just prior to this. Its presence 
- ./ 

on both shoulders has, however, been already noticed in the devis of Snniviisa group 

from SirupaQ.aiyii r. This bronze is another example illustrating the same tradition. 

Besides these pendants, an additional ornaII).ent is also seen on the shoulder, namely 

a looped beaded string. The loop is wide eno~gh to cover a considerable portion of the 

shoulder. This is seen for the first time here and hence its importance. In the majority 

of bronzes belonging to subsequent periods it becomes a regular featut:e. 

Coming to the arms, their workmanship isapparenUy not so good; it IS not like that _ 

of the arms of the other two figures. They are not only somewhat disproportionate, but 

also have become a little more stiff. This feature is emphasised especially in the joints 

of the arms. The fingers, however, continue to some ex~nt the earlier features of 

rhythm and suppleness. Keyuras of the pronged type are-seen on the arms. A 

noteworthy detail of them is the beautiful makara heads shown back to back at the 

bottom of the decorative piece. A pair of kwc;snCll! is seen on each wrist.Ofthe four 

hands the upper right and left hands are in katakClrmudrii.The emblems held by these 

hands are missing. The lower right arm is in varada pose with a mal].i -like object in the 

palm. The corresponding left hand is in vyakhyanarmudrii as in the Hiil~hala figure. 

The moulding of the legs is better than that of the hands and is akin to that of the 

Halahala figure noticed above. the drapery seems to be plain and fine. A number of 

sashes are seen wound round the ~ist. the girdle is interesting and shows an 

extremely well finished siinhClrmukha. A pro~type of this has been seen in the nama 

from Va9akkuppaJ?aiyur. Another noteworthy detail of the drapery is the flowing 

1. Similar type of yajliopavita is seen in some Gupta sculptures, e.g., the torso of Bodhisattva from 
Sa- nch! (The Art of India and Pakistan, pI. 27, Fig. 205), and Bodhisattva Maitreya from SArnath, 
(ibid., pl. .. 340, Fig. 206). 
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ends seen one on each side of the waist. the wave pattern in which their tips are done 

is praiseworthy. On the feet are padasaras. 

In spite of certain deficiencies noticed in the modelling of the figure, there is no 

doubt that this is one of the typical examples of the art of bronzes of the period and one 

in which the beginning of one or two novel features are met with which is proofpositive 

for the advancement that the art traditions were making then. 

The foregoing descriptions of the three bronzes clearly show that these are not 

merely inspired by the art traditions of the ChoJa country but are perhaps modelled 

by a Chota sthapati. Quite interestingly their size is very considerable and, as has 

been said above, this is also p"ne of the special characteristics of this period belonging 

to the Chola country eg., Itama group from Vadakkupanaiytit: The importance of . . . 
these bronze& is, therefore, manifold. 

The Bhiksha?inamurti from Tirunimanalliir1 may be noticed now. The most 

conspicuous detail in this is the mode of representation ofthejatiii;. Here the short 

strands of hair with tWisted ends are shown as a regular mWJ4ala (halo) behind the 

head with the skull and the seI"pefit shown wry prominently on it. The facial features 

of this figure bear cl~e resemblance to those of the bronzes discussed immediately 

above. The kaTJ-!hl;1.s excessively broad but it nevertheless is treated in a beautiful 

manner. Y qi1iop~ -of.a single strand and shows an elegant knot on the left chest .. 

A broad udararbandha is seen. The serpentine waist-band is wound round the waist 
. \ 

once and does not show any looNng. The depiction of the hood and the--body of the . '. 

serpent is however firie. The arms are shown in the usual posture. But the way the 

arms are attached to ~he shoulder and the treatment of the gestures of hands are 

interesting. A niigavalaya type of armlet and a simple valaya are seen on each arm 
" 

and wrist respectively. No pendent ornament is seen on the shoulders. The knee-caps 

are somew~t prominently seen. It may however be mentioned here that the bend of 

the torso to proper right is a little strained, not natural. In srite of these, the treatment 

of the figure is on the whole superb and as a study in nude this bronze is perhaps one 

Fig. 105 of the very bestofits kind. The back view exemplifies this very well. The workmanship 

oftheja{lirmaTJ4ala with triple-stranded tassel hanging from its iop, is noteworthy. 

The curly strands of hair are not promine and they have a tendency to become 

1. K.a. Nilakanta Sastri, The Co/Cis, (1955), Fig. 74. 
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conventionalised. Bp.t the pendant is prominent. Further, such details as the armlets, 

vu/i-bandha and IPodelling are clearly seen. The gracefulness of the bhanga is 

apparent. It may be dated to a slightly later period than that to which the bronzes 

from Kadri -belong. 

The Subrahmap.ya bronze from TiruvidaikkalP. Tanjore District is seen to carry Fig . .106 

the traditions of art a step further. Though its style is almost akin to that of 

Bhiksha~ana discussed above, on account of the difference in the theme, the details of 

the two bronzes are naturally different. 

It is four-anned and stands in the ati-bhailga pose usually met with in representations 
, 

of deities suggesting war-like or some such dynamic:' activity. The front arms are 

obviously in the pos ture of holding an arrow and bow. In this respect its affinity to the 

Kiriltamiirti from Tiruvetka~am (Fig.44) is striking. So, it may be said to-represent the 

aspect of Devasenapati or Taraknri. 

On the head, a beautiful karalJ-cJa-maku{a is seen and its affinity to the karaTJ4a

makuta ofRa rna from Vaq.akkuppaI}aiyur is apparent. Probably a garland has taken 

,the place of the usual broad fillet around the head. Ears hang low but they are empty. 
. . 
The face is slightly ovoid and its features are sharp and expressive of supreme calm. 

These features are very much similar to those of Na~e~ from Tiruvarangu!am 

(Fig. 107) to be noticed below. There is a broad kalJ-!h[ of the neck. A channavira with 

agraceful knot is seen in the middle of the chest. Usualudara-bandha is present. It 

is noteworthy that theyajnopavita- is conspiccuous by its absence. The absence of this, 

coupled with the presence of the channavira in such raudra form of a deity, is 

noteworthy. 

The torso is moulded in a manner which suggests strength and power, and the .. 
swing of the lines of both sides is magnificently rendered.The shouders and the part 

between them are done in such a manner as to suggest supreme prowess which is the 

primary quality ofthethemerepresented by the bronze. while the pendent ornament 

on the right shoulder was absent from the Bikshatanamiirti, here it is present. It 

proves that this is one of the characteristic decorative details ofbrozes of this period. 

The arms are also done in a manner suggesting strength. In spite of the angularities 

seen in their elb.ows, their workmanship is apparently exquisite. The manner of 

1. Ibid., Fig. 76 
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attachment of the upper left arm is somewhat archaic. There are nCWCJ-valaya type of 

armlets and a pairorthiclt valayas on each wrist. While the front arms are in the poses 

of holding a bow and an arrow, the upper right hand holds asakti and theoorresponding 

left hand holdsavcVra,Tbese are the special emblems of the deity. They are shown as 

. sitting lightly on the tips of the first two fingets. This manner of holding the emblems 

is seen for the first time only in this bronze. 

The legs are also apparently well modelled and the lines that enclose their masses 

are so smoothly flowing as to make the flexions natural. But the emphasis on the right 

hip seems to be a little too much. Or the bend oltha torso seems to have been overdone. 

Due to one of these reasons-the latter seems to be more probable-theN is a slight 

distortion of the line of the right side ofthe otherwise exceedingly well-finished bronze. 

Somewhat a simfalr treatment is already seen in the Bhikshitana from Tirunimanallur 

examined above. The loin-cloth is worked in a simple manner and the loops of the 

siThhOrmukhaknot of the waist-band are similar to those of Rama from 

Va9Akkupp8.\laiyiir. The short ends of cloth hanging between the thighs·are noteworthy. 

Neither bows or ends of cloth are seen on the sides, in which respect this bronze is 

similar to the same Rima. 

The padmasana on which the figure stands shows petals of lotus with tips. 

emphasised. A line seems to be engraved along the margin ·of each petal. 

The most interesting detail of this bronze is its prahhava/-l. The last example of 
I . 

a prahha discus~ above is that of Na~~a from Sivapuram. Apparently the present 

prahha is more developed than that. The striking developments noticed here are the 

slight curving in of the props, near their bottom, the small projection seen along the 

inside of the makara-like motif carved at the base of each prop, the large number of 

flames of fire and the greater number oftongues met with in some of the flames. It is 

interesting to note that all the flathes, including the one at the crest of theprahhli, 

prominently show only three tongues; but the tongues on either end are bifurcated 

into two each, thus making each ofthe flames five-tongued. It is an innovation met 

with for the first time and this clearly shows the freedom enjoyed by the sthapati who 

produced this bronze withinthe .Agamic or canonical rules. The depiction of each flame 

as well as its tongues, if compared with that of the flames of the prahM ofNate~a from 
, , 

Sivapuram shows that the flames of this are more developed than those of the latter 

bronze. The makara motifis especially noteworthy because in none of the bronzes with 
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" prabhGs examined 80 far, this motif is found. On tbecontrar,Y,"in manylater bronzes 

e.g., the Na~a from the Big Temple at Tanjore, this motif is seen with greater 

elaboration and in 8Omestilllaterbronzes, it becomes ornate and conventionalised. 

Representations ofDevasenapati orTarakiri fOrDiofSubrahma~ya are rare. This 

is, therefore, imPortant not only from the point of view of art but also from the point 

o(view oficonography. It may be assigned to the end or the thirrdquarter orthe 10th 

century A.D. 

The Naj;e$a from Tiruvarangu!am 1 nowin the National Museum, New Delhi may Fig. 107 

also be attributed to about this period. 

Here four-armed Nate/a is performing an ancient and beautiful mode of dance 

namely catlJ,rar.tli'!4ava. N""o other representationinbronze of this mode of dance has 

been met with so far. Besides this unique feature, the treatment orthe figure is such 

as to make it one of the superb works of art. The limbslllre slender but graceful; the 

proportions are perfect, the decorative details are tasteful and above all the rhythm 

and pose are rendered in a" masterly manner and with rare understanding of the 

subtleties of the art traditions and the intricacies of the theme. 

The crown is almost lik,e that of Na~a from ~ivapuram and there is the wide 

space between the fillet and the baSe oftbe crown. Pronged keyurc;like ornament is 

seen conspicuously on it. Probably flowers &reshown on either side. MakararkuTJ4ala 

adorns the right ear andpatrc;kuTJ4ala the left. As has. been saidabove,the face of this 

resembles the face of the DevOJleniipati discussed above. Three necklets are seen on the 

neck, the lowermost of them having a few festoons and tassels in the middle. 

Yajfiopcw[ta is simple and the clasp on the left chest is elegant. Interestingly the 

lowermost strand is shown hanging vertically and getting into the loin~loth. Udarar 

bandha is interesting in that it shows tassels and festoons hanging from the middle 

portion. The torso is fine. There are curls of hair on either shoulder but the shoulder 

ornainent is absent. On the arms are ~n the niiga-Valaya type of armlets which we 

have been meeting with in" the bronzes of this period frequently.: But the most 

interestingdej;ail ofthis figure is the vOji-bandha with the prominent projscti~gpiece 

L T.A. GopinatbaRao, Element;'ofHindM. IfJ01&06raphy, V()l.II, Pt I, LXVI, Fig. 2; K.A. Nilakanta 
Bastri,.loc cit., Fig6? and C.SiVara~urti in Lalit Kala, Nos 1 and 2, pI. XXX, Fig. ? 
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on the elbows. A pair of valayas on each wrist and rings on the fingers are also seen. 

The upper right hand holds the g,amaru. But the mannerofholdingit is novel. It seems 

that a thread is wound round the damaru and its end fastened to the first finger. A 

more developed stage of this feature is seen only in the Na~~a belonging to periods 

after about 1100 A.D. as for instance the Na~a from PuIiganiir (Fig.238) to be 

discussed below. ·The lowerright hand is in ahhaya and on its palm is palced a three 

pronged flame, the central prong being in the shape of an inverted question mark as 

in the case of the Na~e~a from Poruppumettuppatti (Fig. 54). Except in the latter, in 

all.other Na~e~as examined above, the flame is shown ina small cup but in the Nate~a 

to be examined below, the cup is dispensed with. This feature of the Nat:e'a under 

study is another indicator for its position here. The lower right arm is in the usualgq;a

hasta posture. But in the treatment of this arm the sthapati seems to have faltered 

to a small extent. Hence its rhythm is not so beautiful as it ought to be. 

With the charming catura posture in which they are disposed the legs form the 

most beautiful part of this figure. Their modelling is smooth, slender, and deli~te, in 

fact they are treated with consummate skill. Though there seems to be a great affinity, 

in this respect, between this Nate£a and the Na~e£a from Nalliir (Fig.51) here the 

details are obviously more developed. The loin-cloth is simple as also the sashes on the 

waist, but the girdle is ornate. The simha-mukha clasp is much more evolved than it 

is in other bronzes discussed above. The lowermost sash shows a shallow median loop, 

and into it is thrust the end of cloth that hangs from the mouthofthe lion-face. Besides 

a swinging tassel with a pipal-Ieaf-like pendant at its end is seen on each thigh and its 

hangs from a side of the mouth of the lion-face. A similar decorative detail isno'ticed 

in the Parvatl(Fig.76) belonging to the Metropolitan Museum of Art, New York. While 

there it is static, here this item is made to swing about. This detail by its rhythmic 

sway has enhanced the beauty of the posture. There are the bows and short ends on . 
either side. Like the above mentioned tassel, these are also treated as though whirling 

about which is obviously caused by the dance. Even in this detail the sthapati has kept. 

his eyes on symmetry. The right leg is planted firmly on the Apasmara Purusha while 

the heel alone of the left leg is lifted up, pressing the figure below by the toes of this 

foot. There are beautiful pooasaras on the feet and rings on the toes. 

The Apasmara PUrUsha of this figure is quite akin to that of Na~~a from 

~ivapuram' and haa feature similar to those of Apasmara of Poriippumettuppatti 

I ---
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Na!;es'a. Here the tail of the serpent is shown p~minently in front. He is lying on a 

padmisana over a bhadriisana. The double lotus motif of the a.sana seems to have 

become almost standardised here. But the petals are naturalistic, though their tips 

are emphasised. There is hardly any space between any two petals. This asana is 

moulded togetgher with the bhadrilsana which is simple and beau,tiful. The spikes on 

either side are apparently well finished and they are supported by,simple brackets 

below, which is a novel feature. 

At the back1 the details of tbe jata -makuta including the ornaments, are seen Fig; 108 

beautifully depicted. 'The ;ira8-cakra worked like a real lotus in bloo~ and its is a 
/ 

development over that seen in the Na~eta from Sivapuram. Ten simple locks of hair 

fall on the naps of the neck and they are found cloffe to each other. Interestingly they 

do not extend down much and are enclosed by a ring-like neck ornament from which 

hangs a piece which apparently stands for the usual pendant. The small size of each 

lock of hair and the ring enclosing the locks are characteristic of this period only. The 

beauty of the modellIng of the figure and its pose are well brought out by this view. 

The importance of this Na~ia lies, in spite of its developed features, primarily in 

the mode of dance represented by'it. From the Kiiram Na~~a up to the Na~e~a from 
L " 
Sivapuram, the gradual de~elopment an perfection of the theme of QnandevtlilJ4,ava 

can,more or less be established. But comingas it dpes after the above series, and' 
, 

displaying a mode which is a distinct one and cannot, therefore, be fitted into that 

series, the only possible explanationfor its occu~llce at this junctiure is that it was 
- I· _ ,;1.1;'. -~ - . 

probably inspired bysimHar representations kliO'~n from other parts of India or it 

cOntinues merely an ancient tradition accordingto which modes a dance such as catlfra 

of lalita or kafi-sama were alone represented in sculpture and painting, and the modes 

of dance like bhujangatrfisita were riot even conceived. The latter explanation seems 

to be more plausible. It seems to be supported by the provenance wherefrom this 

Na~a hails namely the Pudukkottai region~ lIere, upto about the period with which 

we are concerned representations of Na~sa in the anandevtlir,u!.ava form or forms 

allied to it have not been known. On the other hand even ,while representiIlg~iva as 

the destroyer ofK.ala (i.e., Kalari), the sthapatis o~this region ahd shown the Lord in 

the catura mode of dance only e.g., Kilari-miirti of temple No.1 of Muvarkovil, 

Kodumbiliir in the former Pudukk.ottai State2• This mode was very popular with the 

1. C. Sivaramamurti, op.cit., pI. XXXVII, Fig .. 7A. 
2. K.A Nilakanda Sastri, op. cit., PI. XII, Fig.· 7. 
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Cha}ukyas ofBidimi and we have elsewhere referi'edto the significant influence that 

the Badami Chalukyan traditions of art exerted on thesthapatis of the Pudukkottai 

regidh. There is, ~lierefore,nowounderthat the imported traditions were perpetuated 

~th red01,lbled vigour and for \ongtime, in this region. So, even at a time when 

marvellous specimens of firr.anda-t~a Nat~aS, such as the one from Sivapuram, 

were produced as a matter of COUl'8e in tpe COOJa territo~, the sth.ai!atis of the 

Pudukkottai region were apparently unaffected by these developments in the 

neighbouring territory and continued their own traditions as is well attested to by this 

beautiful Na~~a. 

TQ the last phase ofthe school of Parantaka I maybe assigned two more bronzes. 

One of them is a S;rnivasa and the other .~ GaI;1e'a. Each of th~m has distinctive 

,features of its own according to its iconographical requirements; but nevertheless the 

style in which the details, of both are done, is easily recognised to be a step more 

advanced than that of similar figures examined above. 

, / -
Fig.loo· This Srinivasa bronze l comes fromVa9aki4u in the Tanjore District. It is 63 em 

9igh including the pedestal. Images of clevIs associated wih this figure have not come . ,., 
down to us. When compared with the SnnivA'Sa from Sirupa~aiyiir (Fig.99), this figure 

shows definitely more evolveld features,. Akirita ofjula (net) work is seen on 'the head 

and the space between its base and the fillet is not much., The face is round but its 

features are not dearly seen owing to corrosion. In the ears are seen beautiful makara

ku1J4alas of simple ~orkmanship. The neck is normal and a pair of simple necklets is 
. . 

seen on it .. The sacred thread and the udara-bandha are also ,corroded. The torso is 
. ' i 

worked in a tubular style which reminds one ot the style of the Srlnivasa ~rom 

Sirupal)aiyiir. The shoulder are normal. The pendant is seen on the right shoulder 

only. The arms are worked in the usual manner. The keyuras on the·arms are of the 

proriged type but very simple flames of small size are seen on its rim. The upper left 

hand holds the conch Which is likewsie simple and natural and shows three flames of' 

the type seen o~ the discus. The lower right hand is in abhaya pose and the lower left 

hand is in the katy-avalambita pose. 

The legs are not particularly well finished. The lines on either side of the legs,just 

at the pOint ofth8 knee, show a depression which is not at aU pleasing. The garment 
. , -

of this fugre, ul)likethat of SriniviBa from Sirupa~iyiir, shows'sets of four horizontal 

1. Catalogue, p. 70,No. 3. 
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lineS, one of them beaded, running parallel to each other. In other respects i~ is akin 

to that ~rrniviisa (Fig.99). The interestingdetailaeenhere is the wai8t-~clCQJI8ieting 
of siishes and girdles. Of the latter there are two and they show gem-set Clasps, not 

a si1hha,.mukha clasp. The sashes are two in number of which the lower one shows a 

rather sharply curved short median loop, the like of which has not been met with in 

any other bronze dealt with above. Festoons hang from this sash on the thighs. More 

interesting than this is the beaded tassel hanging between the legs. This is-the first 

time when this feature is noticed in a male figure. Subsequently it develops Curther. 

On the feet are seenpadasaras. At the back, the iirai.cakra is noteworthy. Ris in the 

characteristic Cull·bloWn flower form, just like the one met With in the devl figures of 

the §,:{niv&a groupfromSirupa\1aiyiir. . 

The twisted locks of hair hanging on the back are beautiCully worked. The ring of 

the necklet that encircles the locksoChair an~ the pendant oCheari-like shape shown 

prominently here are also interesting. TheyaJ;wpavTta is not very clear in this side. 

But the tucked·up of the cloth, seen in the middle of the waist, is pronounced. 

The other noteworthy feature of this figure is its· pedestal. It stands on a 

padmasana over a bhadriiBana which has simple mouldings. The former lfsana is 

however interesting because its petals 'are not only not so beautiful and naturallistic 
I . 

as those of the SrTnivisa from SirupaI)8iyiir (Fig. 99) and Rama from Va48kkup~yiir 

(Fig.96) but also show a line incised along their margin. The9Ccurrence of it in this 
, , 

bronze which is undoubtedly the main figure of a group from which the figure of SrI 

and Bliu are missing, clearly indicates that by the ti~e this bronze was made the 
I 

tradition of ,8~owing the petals in a naturalistic form, without the margicallines, of 

even the main figures, was slowly changing, although there are some later bronzes 

which continue the earlier traditions to some extent. The spikes I,lre also noteworthy 

because they are not, as usual, flat but are circular rods. They are supported by lions 

which are vigorous. This feature occurs but rarely in bronzes of early periods a~d it 

is therefore interesting. On the basis of the style this piece may be ascribed to the 

beginning of the fourth quarter ofthe 10th century A.D. 
I _ 

Thus the importance of this figure as a link between the Sirupa\laiyiir Srinivasa 

group and the §rinivasa and Vish\lu groups to be noticed below is clear. App,rently 

the description ofthis figure givep in the Catalogue, onp. 70 has not recognised this 

in spite of the fact that the learned authors were, as on many occasions, really struck 
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by t1)e e8..rly features of this figure alsowhen they say: "This image closely resembles 
/ . . .' . 

SrInivisa No.1 (i.e., the one, from Sirupanaiylir)l except the draperies .... " They 

experienced this difficulty because they hadstarted\vith the Vishl;tu from Perunto~~m 

as the most important one and the earliest of all the VaiJh~avite images except one 

. or two other bronzes. But a closer examination of these bronzes has enabled us to 

evolve a chronololgical sequence foithem, which we believe fits better into the scheme 
. "'. " -' 

of the development of tlievarious details and motifs ofthe bronzes. 

E!g. 110 At K09iakkiqu in the Tanjore District a number of bronzes have been unearthed. 

"; 

One of them is the GalJ~, ht. 42cJl1. That itsplace is somewhere after that of the 
\ , . 

Sirupal!aiyiir SrInivasa (Fig.99) is appare~tfrom the close similarity of the style of the 

padm0'8ana of this bronze to that of the other. This is supported by another piece of 

evidence also namely the presence of a prancing lion-prop at the bottom of each ofthe 

spikes in the same manner, as it is seen in the Vaqakieju Snnivasa (Fig.109). 

Consequently all the good qualities of a typical bronze of this period are present in this. 

The proportions are excellent; the modelling is superb; the stance is pleasing; and the 

decorations are limited and kept under classical\restraint. I~ short this bronze is a 

fin~specimen of its kiIld met with so far. That it. is a good realistic study of the 

complicated theme is revealed by the clever way the animal head is integrated with 

the dwarfish hum8lllbody. In addition to this, the Valampuri manner of keeping the 

trunk is characteristic of GaI)e~aS of this period as for. instance the Gal}."afrom 

§ivap~ram, Owhigto these details, this bronze may be assigned to the same periOd as 

the above . 

. The few select specimens of t~e art of this school examined above unmistakably 

show the unprecedented heights to which the art had developed during this period. In 

size, in the variety ofsubjects chosen for representation,in technique and above all in . 

quality the examples of the art attributed to the school of Par an taka I are, probably, 

unrivalled. Though most of the specimens belong to the ehoJa country, such examples 

as the bronzes from Kadri.and the Pirvati in the Freer Art Gallery, Washington D.C., 

U.S.A.~ probablybelongingto'Cey:Ion, prove the widespread nature of the traditions of 

the schoolofParintaka I. It appears that in every aspect of the art. certain standards 

V{ere: established by this school froin.which the scbeols belonging to subsequent 
, .' .... , 

periods seem to have seldonc.depaIted. A m~()rityof the bronzes are Saivite· in 

1. Words in brackets are ours .. 
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I 
character, which may be taken to prove the popularity ofSaivism.Certain themes such 

as the ananda-tii1J!lava Na~e:a have been perfected by the school. It was prob~bly the 

first to produce magnificent bronzes representing such n9ble groups as Rima, Slta, 

Lakshma~a and Hanumin and Vishl)u with dev'ls. Some marvellous specimens of 

bronzes of Buddhism were also prduced by this school and they may be said to be 

unsurpassed for their size, significance and beauty: 

In the field of decorative details the contributions of this school are by no means 

small. Thekeyuro-like ornament with prongs was developed to perfectIon, although 

the niiga-valaya type also continued side by side. The most interesting ornament that 

was invented by this school is the vOj~bandha, i.e., the elbow ornament. Similarly the 

wave-like treatment of the lower garment of the figures, which was seen at its best in 

the beautiful Trivikrama bronze from SiIiginalliir was continued with but slight 

modifications. The. shbsidiary details such as the prabhava/-[ and pod:rnli8ana, too, 

have· reached their perfection during this period. 

In general, the traditionS of art began to assume gradually a standardiSed form 

towards the end of the period, and the treatment of the figures espf3Cially of those 

belonging to the last phase of the school ofPariintaka I seems to be somewhat ornate,. 

much of the naturalism of earlier specimens being absent from the latest examples of 

this school. Although its attempts during its last phase at producing .bronzes of 

stupendous dimensions were tremendously successful, yet the lack of a few vital and 

fundamental qualities such as verve, SUblimity and fluidity makes these huge bronzes 

more or less belong to the category of sculpture which in Europe is called as ''baroque' 

although the connotation of this term may not be precisely appliegble to any school of 

sculptures of India. 

In the foregoing examination of the bronzes of this school. of Parantaka I an 

omission of a signifficant aspect of it would have been easily noticed. We mean the 

omission of comparing the specimens of bronzes representing the various themes with 

the spe~imens of stone sculpture or painting showing siVlilar themes of known date. 

This omission has become inevitable and has occurred much to our regret. The 

comparSion, however little, of the above mentioned type was possible in the case of 

bronzes belonging to earlier periods because of the availability'" of literature on the 

stone sculptures of those periods, however small may be the number o~ books-anci 
articles that literature consists of. Unfortunately there are only aIew books and few 

• 
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articles that treat of sculptures in stone that can be confidently ascribed to this period. 

Of the few books bearing on the subject. The COlas (1955) by Prof. K.A. Nilakanta 

. Sastri is easily the best. It may be said here that the state of affairs regarding the stone' 

sculptures of the subsequent periods remains more or less the same although some 

articles on a few groups of sculptures belonging to R9Jaraja I and Rajendra I's time are 

known. Prof. K.A. Nilakanta Sastri in his book deals, to our gr~at satisfaction, also 

with a few specimens of sculpture belonging to 11th, 12th and 13th centureis when the 

later Cholas were i~ power. Owing, however, to their small numberevcn while dealing 

with the brozes of later periods a comparison or the bronzes with the contemporary 

specimens of stone sculpture is necessarily casual and limited. 

SCHOOLOF RAJARAJA I 

Let us now examine a few specimens of bronzes of the school ofRajarlja I, in order 

to know about the developJPent of the art during the period of region ofthis king. 

The Ga!le~a 1 (ht. 36.5 em) from Settipulam, Tanjore District may be said to be one 

of the e,arliest examples of this school. That its features are more evolved than those 

of . GaneS'a from Sivapuram examined above (Fig.94) is apparent. The makuta is 

significantly different in form from any other of its kind. It is conical and its kararyJas 

are not deviated much from the naturalistic style. But the trunk is rather long and is 

therefore slightly unnatural. Here itis curving to the left side and is touching the 
, . -. " ,I 
sweet-meat held by the lower left hand. The torso is longer than that of ~ivapuram 

Gal}.e~a. There are two neckelets seen distinctly. The sacred thread seems to have a 

large strand with an interes ting knot over the left chest. From this knot three threads 

are~ seen togo over the left shoulder while below the knot two threads Corm the larger 

strand and the third thread is short and curves just below the rightchest. The 

udarabandhaseems to be of cloth. The style of the torso of this figure is distillctly 
. 'I 

different from that ofSivapu~tn Gal}.~a. Nevertheless, the lines ofthe sides are good 

and the belly is still pot-li~.Theshoulders have become like those ofhumanbefngs., A 

strand of haids seen oneithe'rr shoulder but it is here undecked with flowers. There 

ie the pendent strand on the right shoulder. The ,arms too have assumed the form of . 

those. of human beings and hence they are comparativ.sly slender. Thejoiningofarms 

to the shoulder is interesting. The armlets show a decorative piece, probably set wi~h 

1.' Catalogue, pI. X~II. Fig. 2. 
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gems, in front. A simple band serving the purpose of the elbow ornament is seen on 

each elbow. Only a single wristlet is seen on each wrist. The goad held in the right 
, I 

hand is obviously much more evolvled than that found in theSivapuram Gane'a. The 
, ' . 

style of the noose too is different. The other two hands hold the tusk and modaka 

respectively. 

The legs, like the arms 'are taller and more like those of normal humanbeingthan 

like those of a dwarf. The interesting details found here are the broad festoons and 

tassels hanging from the waist-band which is not, however, prominent. 'Neither a 
\ 

clasp nor any median loop is seen in this figure. But bows and hanging ends of cloth 

are seen on either side. They are apparently in a simpler style than that in which these 

details are done in the GaJ}.e~a figures to be discussed below. The noteworthy feature 

of the hanging ends is that they are not in two strands as is seen in the figures' ofthe 
/ ' 

Srlnivasa group from Va4akkuppaJ}.aiyiir (Fig. 154 and in the Ga~e'a from VemIika~!li 
(~ig. 119) discussed below. 

There is no PadmlisaJia here. Instead of it a circular raised part is seen on the 

bhadTfJ8ana which is high! and p.ossesses moulding which are absent from the 
, /" 
bhadrasanaofthe Sivapuram GaQe~a noticed above, The spike are somewhat·archaic 

in style and they are supported by slender brackets. This icon may, therefore, be seen 

to be an interesting specime~ ofGane'a and it may be assigned to the last quarter of 

the 10th century A.D. 

The ChaQ.9ike~vara, ht.44 em, from Okkiir, Tanjore District, may be said to belong Fig. 112 

to about this time. Its modelling is apparently similar to that of GaJ}.e~a (Fig.Ill) 

discussed above. In the depiction of the legs, the element of proportion is given due 

importaOOe here. The gentle forward bend of the figure which is' responsible for the 

graceful bend of the right leg is treated in a superb manner. This coupled with the 

ecstatic expression of the face and the aiijall pose of'the hands has made ithe figure . 

a rare masterpiece of a study of an ardent devotee. The hair is arranged fanwise high 

up by means of a ribbonwith a grace'ful knot on one side, and a prominent fillet is seen 

round the head. On the forehead are traces of the third eye which is intended to answer 

the appellation of ehandikelvara. It is very significant in: thi~ .respect, because no 

other figure except the seated on (Fig.207) representing this saint shows the third eye. 

1lhe ears are empty but there is a flower on each of them. There, are two necklets on ' 

the neck one simple and small and the other ornament and broad. The yajfwpavita is 
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three-strand and broad. On the shoulders are strands of hair twisted into several 

curls, the ends of which hangover the arms. The characteristic pendant, here shown 

as possessing more than three tassels, is seen on the right shoulder. A single 

untwisted stranp of hair is seen on the corresponding shoulder, probably intended, as 

has been surmised above, to balance the pendant on the other shoulder. Besides, a 

looped string of pearls is seen on either shoulder of which an earlier example is seen. 

in the A valokites'vara figUre from Kadri. lragtJrvalayCl8 and a set of three valayCl8 are 

seen on the arms and wrists respectively. His characteristic weapon the para1u or an 

axe is seen. The lower garment consists only of loin-cloth and it is decorated with 

beautiful wheel designs as in several other bronzes examined above. The face is nearly 

Fig. 113 round and the nose is shown fleshy and realistic. At the back dressing of the hair is 

beautiful; the curly locks of hair fall gracefully over the neck; and the lock of hair at 

either extreme end is decorated with flowers and it beautifully curls over the shoulder. 

Further, the elegance of modelling and of the stanee is also brought out clearly by this 

view. 

This bronze is an interesting study of a saint. Above,a representation of the saint 

in the seated form (Fig;84) has been noticed. But this bronze seems to be one of the 

earliest examples. of a study in bronze of the saint in standing pose, because during 

subsequent periods innumerable standing figures of the saint were made. This bro.~e 
is therefoe interesting in more than on'e respect. That it several as prototype for 

similar standing figures of saints is easily seen from the similarity of style that exists 

between this and such bronzes as the Golaka-maharishi (Fig. 114) and ~appanayanar 

from Tiruvllianga«;lu (Fig. 180) to be discussed below. 

, Thepadmasanaofthis bronze is better worked than that ofPirvatI from Okkm

(Fig. 193) to be discussed below but not so well worked as the padmiisana of Nat~a 

(Fig. 88) from the same place mentioned above. The tips of the petals are shown in low 

relief while the other parts are indicated by lines. Even then, they are naturalistic. It 

is to be noted that the space between two petals is absent except near their tips, where 

a bit of the intermediate petal is seen. This is how the fusion of the sides of the petals 

has taken place in later bronzes. 

The authors of the CatalOgUe while describing it (ibid., 130) have said that it 

comes after the' ChaQ.c;1ike~vara from Velankappi (Fig. 121) to be described below. On 

grounds of the stage of development of the details of this figUre as shown above it is_ 
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given an earlier date here. It is quite possible that there does not exist any. 

considerable gap oftime between this and the Velinka!l~ bronze; and all ofthem ca~ 

therefore be ascribed to about the same period. The reasons adduced, lor assigning the ' 

Cha~~lik~vara a place after the Velalika~!li Cha\1QikeJvara, by the learned authors 

of the Catalogue are that it does not possess the elbow ornament and its necklaces 

"depart much more definitely from the form characteristic of images of choJa type." We 

have said repeatedly that the presence or absence of one or two details of a figure are 

not likebr to ·,alte~ its age which should be based on the style-of a majority of other 

details. In this instance it is true to a great extend, because in spite of the absence of 

the elbow ornament, the other details are less developed than those of the ChaJ:l~vara . 

from Veliilika!l!li. Hence this may also be attributed to the last quarter of the 10sth 

century A.D. 

The bronze said to represent Gillaka-mahapshi 1 from Koc;likkarai, Taqjore' District,· Fig. 114 

may be taken up next. Before examining it in detail it becomes necessary to say a rew 

words about its identification. Though.it is said to represent Golaka-maharishi, "the 
I' .. 

. founder of a well-known line fo Saiva AcAryas''2. Probably on the authority of the 

tradition relating to it, its close affinity to representation of the saint. Interestingly 

its resemblance,both in conception and execution, to the Chandi~vara from Okkiir, . . . 

is remarkable and this identity of style between them, may be said to atTord a striking 

clue to the probable identification ofthe figure in question as Chandiketfvara, and iIot 

Golakamaharishi . . 
The figure stands in iibhanga posture which is obviously charming. The hair is 

arranged in a fashion very much similar to that ofChandik~vara from Okkiir. As this . . . 

is assigned to a slightly later period, the treatment of this d~tail is naturally more 

evolved. There are three rows of beaded garlands seen tound the head. The beads are 

of rudrliksha berries. This is a novel one not met with in any other figure Qf its kind. 

It is interesting tonote the manner of depiction of the eyes and eye-brows. That is 

these ~;e indicated by prominent lines; and the eye-balls are clearly shown by circles. 

Similar is the treatment ofthe eyes etc. of such figures as ChoJa qUeen (Fig. 168) to be 

. noticed below. The expression on the face suggests spirltualjoy. The ears are short 

which is a characteristic of bronzes of this peri~. ~n each of the ears is".n a.short 

1... O.C. Gangoly. Ope cit., Pl. LXXVI and K.A. Nilakanda Sutri,op. cit., pl. XVI, Fig. 84. 
2. K.A. Nilakanta Sa.tri, Ope .ooit., p. 727. 
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and simple patro-ku1JA!.ala wh.ich seeMS to have become an example of the grooved 

type. Here it is necessary.to mention th~ fact that in'theCba{l~iik~varas notiCed 

above it ~ not seen. But in the Chal!gik~vara' (Fig.84) from Tiruvel)kic;Iu similar 

patro-kuTJ4alas are seen in bgoth ears whereas in the ~ther Chal)4ik~vara from 

Tanjore District (Fig. 207) the ornament is seen in the left ear. So, this decorative 

detail does not seem to be ,a characteristic':feature of Cka!i~iJtet(vara fIgUres. 

The neck is somewhat short and it is ornamented with a close-fitting necklet of 

rudrCiksha berries. The torso is beautifully, Jllodell~'l. The -lines of 'the sides are 

rhythmic and flow smoothly. The breast part is rather narrow. '!be shoulders are high 

and are treated in a refined manner. Unlike the Chal)~ik~vara figure noticed above, 

no decorative embellishments are seen on th~m. It is not known if tile absence of these 

has a bearing and significance on the identification as well as the date of this figure. 

Though the arms are apparently stout th~y are proportionate. '!be manner of joining 

the armsto,the,shoulders is novel because in none ofthe bronzes examined so far have 

the tops of the arms been shown projecting beyond the level of the chest. ,A thick 

kahkW;W or valaya is seen on each wrist. The arms ar short as expected. They;are held 

up and the hands are shc;»wing afljall pose cllaracteristic of chall~ik~vaia figures. 

That it belongs to the group of early' figures of its kind is known from the absence ofa 

flower garland in between'the hands which is seen in some of the later Chal}~ik~vara 
figures. The paraJu which is his characteristic emblem is absent. The'legs, like the 

arms and the rest of the body are treated completely in the round. The lines ofthe sides 
. . . . . 

arl!, beautiful and their sharp sway, noticed especially in the,lines or the left side, is 

interesting. The right legis kept a little forward and slightly bent while the left leg 

is planted firmly on the p~estai. The loin-cloth is worked in an interesting manner. 

ItS fol~ are sugges~ by means of closely running parallel lines. A thick gem-set 

girdle is seen on the waist. Its clasp is decorated with criss-cross pattern and has a 

short loop on either side. From this hangs below, the end of the cloth with a pointed 

tip which curves to the right side. 

The'knee-capsare not prominent; nor are the elbo~ angular. This is a rather 

interesting d~tail which is a characteristic of earlybronzes. The padmasana, though 

not~cIear, is ariother noteworthy detail of this figure. Curiously the lower row of petals 

is very large while the upper one is comparatively small., The petals are beautiful and 

do not see~ to possess the marginal lilies. Par/ml18anas of this type are frequently met 
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with in some of the later bronzes. An immediate successor of this may be seen in the 

GaQ.~a from Veliilkal).!'ii (Fig. 119). A small ring is seen at the bottom of the asana on 

either side. Thus this bronze may be said to lleanother typical example of the period. 

Similar to the above in style but somewhat thick-set is the bronze supposed to 

represent Mirkaq.q.eya belongingti> the Dharmapuram AdhInam, MayiIram, Tanjore 

District. Certain details of this bronze,such as the naturalistic featuresofthe face, 

are of a high order of workmanship so that one will be inclined to ascribe it to an early 

date. But the treatment of a majority of other details such as the ears, the yajftopavua, 

the elbows, the nipples, theanjali pose and the knee-caps is such that it cannot be 

placed earlier than the period under discussion. Particularly noteworthy is the 

st~listic flower held between the hands which is doubtless the precursor of the same· 

detail met with in the bronze representing the Cho!a ~ng (Fig. 206) to be dealt with 

below. 'Ote other interesting details of this bronze are the following': The Ohhari,ga 

pose is rendered in a splendid manner. . The youthful appearance of the' figure is 

beautifully suggested by the soft and chubby facial features. On top of the head is seen 

the hair knotted,and looped, the loop hanging in front. Only a piece of cloth serves the 

purpose of a lion-cloth. But the treatment of the waist-cord which is beadec!, is 

interesting and its hanging ends and loop are worked with consummate skill. This 

little piece of decoration whicl) is all that embellishes the figure has enhanced the , 

beauty of already well executed bronze, to a remarkable extent, and it speaks volumes 

about the capacity of the sthapati as a master artist, who by introducing a simpl~ 

design here and a decoration there is capabale of making his works as gr.f 

speciments of art. 

As regards the· identification of the figure, that it represents lJ.ishi Mllrkat:t9.eya 

may be taken as correct for the present. The other Rishi-like person who is frequently 

represented in a similarform-isJlianasambanda, the Saivite saint ofTamil-na9. But 

he used to be shown as a baby with the right hand in silei pose and the left hand,holding 

a small'cup. Further he is usually represented as nude and without a sacre4 thread. 

A beautiful bronze representing this sai~rom Sivapuram (Fig.125) is examil;led . 

below. So this figure cannot be considered as a rep,resentation of that saint. It cannot 

also be oonsi~red as a representation of such other saints ofTamiI-~ as Manikkavicaka 

andAppar, .,eacuseboth of them have their distinctive emblems namely'a manuscript 

• 

Fig. 115 
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in the left hand and a spud respectively. Sometimes figures of Appar may be shown 

without the spud but even t~p. their identification will be easy from the poses ,of their 

hands and other details. The preserit figure is, therefore; a rare icon of the Rishi. . . 
The bornzes representing Mahe'varT, Na~ee!a, Ga~~a and Cha~c;Iik~vara f~m 

VelailkaI]Q.i have features which entitle them to a place after the above figUre. We 

shall deal with them seriatim. 

Fig. 116 The bronze representing Mahe'vari from VeUiftkaq.tti may also belong to about 

this period., It is the first figure of a goddess wi,th more ~han two arms that is examined 

here. T~is figure has been wri~ten upon by Mr. O.C. Gangoly as well as by the authors 

of the Catalogue. This was not illustrated in the C""talogue. Apparently this is one of 

the beautiful specimens ol-tIw art of ~ronzes. Its features, described below, sho~ 
, " 

however that its date i~ somewhere about the end of the 10th century A.D. Several 

. representations of this. goddess belonging to lat~r times are known but this seems to 

head the list of such bronzes and to have serVed as a model for them. A brief description 

of this figure is given on pp.119-120 in the Catalogue. But its fuller description is as 

folloWs :-

The figure is seated in the 8ukhCi,sana posture. ''Hair is arranged to resemble a 

flame" and is heart-like in form. Each hair is separate and is not braided unlike the 

Mahe~varfillu~tratedonP1.56,No.,312inTheArtofIndiaandPakistan.Thecrescent 

moon 'and the Datura flower are shown there but not distinct. Festoons are shown in 

aelrcle on this halo-like hair-dress. The fillet is simple. The space between it and the 

ke'a-bharo:is much. 

The face is round and the features are soft and beautiful. The eyes and eye-brows 

are shown as thick and fleshy. The nose is 8.oft and flesy and has not become sharp i.e" 

it is still realistic. The cheeks are chubby. A gentle smile is apparent in the expressiOn. 
~ - - , -

A thicker and shorter paira-kulJC!.ala of the type found in the Sridevi of the Sril)lvisa 

group frol!l Vadakkuppal,laiyiir (Fig.154) to be discussed below is seen in the left ear 

while a simple and subdued maJeara-ku1J4ala is seen in the other ear. A thickset of 

neeklets is seen on the neck which is somewhat short. Ayqjiiopavita with all the three 

strands joined together, is seen on the trunk. ,Its sway is not mQch1but it is graceful. . ' ' 

The torso is exquisitely finished, although as is characteristic olthe sCtilpturesofthis 

period, the'lines of the sides, instead- of moving up in a smooth and rhythmic curve . ' 

.. 



1994]. . Bronzes of South India 207 

appear to bend sharply at about the level of the navel. This had detracted to some 

extent the otherwise beautiful modelling of the torso. The breasts are full and are 
.. .I'. - - .. 

treated defl:ly. A bandha is seen here but unlike the Stidevi figures, it does not cross 

"the breasts in front but ,is passes above the~".l Its knot is simple and the end which 

is not ornamented is left free. The.shoulders are normal and are not treated so as to 

suggest strength Qr power. A curly strand of hair with flower tucked in it is seen falling 

on each shoulder and its'end hangs low on the arm ... Unlike in some of the figures 

examined above, only on the right, shOUlder is seen the decorative pendant or curly 

strand of hair. This spows, as we have already seen above, that here is an example 

of bronze which is seen tO,continue certain features which are characteristic of earlier 

bronzes. 

The arms are moulded with skill but in the treatment of the mass a certain amount 

of failure is apparent. ~aglVvalaya typ~ of armlets are seen on the arms and a set of 

three valayas, not suggesting that they are realistic, is depicted on each wrist. The 

fingers are however full of tenderness. The angularities of the elbow are comspicuous., 

The upper right hand holds a par~u which, when compared with the paraiu of the 

Chat:t4ike.(vara ~xamined above, is advanced in style. The upper left hand holds a .deer 

which is not ,well finished. The lower right hand is in ahhaya pose, and the corresponding 

opposite hand is in ahuYlVvarada pose. The disposition of the arms, as is charactensitc 

of the bronzes of period, is sterotyped. 

The legs al'&smoothly finished and there is grace in the lines of the legs. The liOR

cloth is plain. The ~ist-bands are broad and simple. There is a simhlVmukha knot 

in front. 11;s developed form is easily seen from the manner in which the bow-like 

projections are treated. One of the bands shows a deep median loop of which t1~e curved 

end is seen projecting a little out of the pedestal. No tips of ends of the cloth, usually 

found in the figures of this period, are seen in this bronze. Nor are there the bows and 

the hanging ends on either side. The small detail namely the projecting tip of the 

tuc;ked up end ofth cloth on the left side of the waist which used to be found in bronzes 

. of earlier times, occurs here but it is rather stylised: Enough attention does not seem, 

to have been bes,towed on the hips which are consequently subdued. In spite of the 

figure! tieing slightly stitT, which has beert accentuated by its erect posture, on the 

1. Cataloglle, p. 120 
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whole its treatment is invested' with grace and charm.'Ibe oceurrence of this <JUality 

in a figure represehting a goddess in one of her mildy terrific aspects, gives an added 

significance to the figure. 

The figure is seated on an oval padmasana over a bhadrlisana both of which are 

moulded together and finished in an exqui~ite manner. Thepadinasana is the most 

interesting part of the pedestal. The treatment of its petals is specially noteworthy. 

They are naturalistic and do not apparently show the grooves along their margin 

which is another earlier feature. Their tips are slightly emphasised. The intermediate 

petals are clearly seen in the lower row whereas the petals of the upper row are as 

usual smaller in form and larger in nu'mber than the petals of the lower row. The 

'workmanship of this pedestal reminds of one of the padmasana" seen in the Na~a 

from ~ivaptiram (Fig.93). It apparently seems to be the precursor of the padmas~nas 
of the seated Buddha (Fig. 179) from NagapaHil}am to be dealt with below. That this 

brCmze is an interesting specimen of the art is therefore, clear . 

. Fig. 117 The headdress of Na~e~al ht. 84 em; is "compressed into a makuta form". It 
! . 

resembles the headdress ofNaFe~a from Tiruvarangu!am (fig.l07). In view of the fact 

that it none of theNate~a examined below belonging to later periods do we find this . . . . 

makuta form of headdress repeated, this Na~e~a may be said to be one of the last 

examples possessing this feature: and iUs a positive prooffo~this bronze being nearer 

in date to earlier Na~e'as examined above. 'The cobra and cresce~t are clearly shown 

Oil itS surface to right and left respecitively, but are neither large nor strikingly in high 

relief. Below them are flowers, that on the left probably intended for the double Datura 

or possibly for a lotus, and the very different flower on the right perhaps for the 

pendulous Ca8sia fistula. The skull is not very distinct and it is quite possible that a 

jewel was intended instead." 2 There are seven whirling lockS on each side oftha head. 

Each ofthem is thick and rope-like and it is definitely more evolved than the whirling 
• ~ i 

I~k in the Okkur Na~a. A comparison between a lock of this Na~a with that of 

" Na~a from Sivapuram, shows, however, -that the latter is ~omewhat more refined 

than the former. But the dC9Cerative flower designs found between the locks of this 

figure are large and are much advanced. Interestingly enough small projecting piece . 

simulating the tip of a smaller lock is seen attached to each of the flowers of the outer- . 

1. Catalogue., pI. XVII, Fig. 1 

2. Ibid.. p. 113. 



199"]. Bronzes of South India 
. . 209 

most series. The two top-most lOcks othairare designed like ~autiful creeperpatteril 

which isnotaeen through. No figure ofGahga.is present. This is anotherdefini~eclue 

to its early date. The fillet is not distinguishable. The face is is rather ovoid anc;i the 

treatmentofitsfeature is rather peculiar to this figure. The sunken eyes distinguish 

this figure from the.rest. The nose has become somewhat sharp, a featu~which 

becomes more prominent in the bronzes ofsubsequen.t periods. The lips.and the cheeb 

are however beautifully done. There is the suggestion of smile in the expression and 

it indicates the joy of the Lord. The ears are short.· -Makara-ku!¢.ala of a subbued 

variety is seen in the right ear. A long and simple Patra-ku!'4ala is seen in the left ear. 

''There are three heavily embossed necklaces, the uppermost plain the next broad 

with pendants throughout and ornamented centre. The third hangs from beneath 

them to a little above the waistband". It is clear that the..style of these necklaces is . 

quite akin to that of the necklaces of bronzes examined above. The long k"Clra, as has 

been mentioned above more than once,· in Baivite figures especi~lIy in Nate'a, is 
• 

almost an invariable characte~stic. TheyaJiiopav"lta is simple and shows only a single 

strand. The udarahandha of cioth hl:\s become more refined than that of Nate' a from 

§ivapuram. the refinement consi~ts ofthe attenuatiori of the part which sta~ to flow 

from the. stomach, the narrowing of the space between the two ends, the non-extension 

of the tips of the flowing ends beyond the fringe of the-pt'ahha and the finger-like 

projection found in the tip of the upper flowing end. 

The torso is akin in style to that ofMahe~vari examined above. As is characteristic 

of figures of this p.eriod ~he lines of the sides are not so beautiful as they ought to be . 

. A slight constriction is noticed at the level of the stomach on the left..side and the line 

going up from there is· slightly stiff. The line on the right side however suggests a 

rhythmic flow. The rather slender modelling with a comparatively narrpw chest 

coupled with the narrow hips suggests that the sthapati who did this was guided bi 

traditions which had advanced far from those according to which the Nat~as from 
/ . . 

Tiruvarangu!am and Sivapuram had been done. The shoulders are treated ina 

manner suggesting power. There are the usual curly strands of hair on them. There . 

is the characteristic strand of pendent hair on the right shoulder. Whether there.is 

another on the other shouldler cannot be said. It is not probably there. The arms are 

modelled in a beautifully tapering manner. But in the treatment of the arm in the 

. gajahasta pose the sthapaii does not seem to have succeeded to the extant he has 

succeeded in the modelling of the rest of-the figure. Not only is this arm stifTer than· 
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other three but it also produces the impression on the beholder taat it is shorter than 

the others. The manner of showing the arm at the'shoulder .point is somewhat 

inart~stic and the failure of the Bthapati s.eems to be mainly due to the difficulty he 

experienced in' depicting this feature. The angularities are seen in a pronounced 

manner in the arms' However the treatment of the hands and the fingers is beautiful 

and tender. Naga-valaya type of armlets are seen on the arms. Very subdued-typeof' 

elbow-,ornamentS are also seen. A pair 'Qf thick valayas adorns each wrist. The usual 

emblems are held in the upper hands. 'The drum is held between the first finger and 

thumb ofthe upper right hand. In the corresponding left hlmd is held the flame. The 

manner of holding the flame is novel. Instead of keeping it on the palm as in the 

Trivarah~~am Na~a (Fig.107), it is held gracefully by the hand in ardha-candra

mudra, that is betweenthe thumb and the first finger. This manner of holding the 

flame is magnificently shown' in the Trivalailga~u Na~eSa (Fig.164). The tretment of 

the falme itself is interesting. Three tongues are prominently seen although traces of 

one more tongue at either end of the central lump at bottom is seen, which would 'then 

make the flame five-tongued. But in view of the hesitation of the sthapati, apparent 

in the depiction of the extra tongues at either end, it is clear that he was not so bold 
. /', " ' 

as the sthapati who did the Sivapuram Na!esa where the flame whows five tongues.· 

More probably, the fact may-be that this sthapati clungsteadfastIy to older traditions 

which permitted only three tongues to be shown in the flame. It may be mentioned 

_ here in passing that only upto to the period of this Nate~a,the three-tongued flame is 

seen in the hand 'ofNate~a. Witb the exception of one or two, in almost all the examples 

of Na~~a to be noticed below,th'is flame has 1l!ore than three tongues, usually five. 

The lower ritght hand is in abh~a pose. On the arm the usual ornament of a serpent 

is seen, and the manner in which it is bent in interesting. The lower left arm in in the 

gaja-hasta pose. 

The legs are also moulded he~vily. But their prpportlQllS are remarkably fine.. The' 

same kind of treatment of the join as found in the arms marks the joints of the legs 

too. So the lines that bind them have become to some extent stitT. Nevertheless the 

postures of both the legs have been rendered with great care. They may be said to have 

reached the final stage oCstandardisation so Car as the bhujahga-trasita mode of dance 

is concern~. The foot of the left lewg which is lifted up reaches upto the inner fringe 

of the prabhltvaf,[ "The girdle seems to consist oC four separate bands rather than of 

the single band, with lines of decoration ...........•....... The second band from the top. 
... . ~ 
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bears a few rather beavily embossedtlowerornaments, alternately large and small. 

The loin-cloth is without decoration. Anklets are absent". But padasaras are present. 

The absence of the anklets is another early feature. 

The Apasma~ Purusha is comparatively small. But the decorative details on tha 

demon ~re characteristic of the period. The arrangement of the hair is particularly 

noteworthy. For, instead of showing it up, it is made to hang low. 

TheprabhlWa?iis an interesting decorative piece of this figure and it affords a clue 

to the date of the figure. It has nearly an oval form which is obviously a development 
/ 

over the prabha of the Sivapuram Na~e$a .. the space between the ends of the prabha 

where they join the asana is narrow and is determined by the narrow form oCthe Cisana , .' 

itself. In the case of the Sivapuram Na~e~a as well as the Tiruvalanga9-u Na~esa, the 

large oval forms of the asanas themselves, have been responsible for their prabhwalis 

to look more like arches on props. Unlike the prahha of the Natesa from ~Hvapuram, 
the rim of the prabha of the Na~e~a in question is flat and shows ribs along fri ngs , both 

inside and outside. In the thick central part are seen designs of circles and stars, which 

. are characteristic of sculptures of the school of R8jar9ja I. It must be noted here that . . 

the ends ofthe prabh~ are simple and do not show any animal desings. The flames 

seen on the fringe oftheprahha are interesting. Despite the fact that the form of the 

bottom of each flame is somewhat like the head of the questionmar,k, and that it ~s 

directly attached to the frin~ of the prahha. the number of tongues seen in eacn flame 

is as uiSual three,except the one at the crest of the prahhli.·which has five distinctive 

tongues. Each of the other flames too is rendered in such as manner as to suggest the 

springing up of a fourth tongue: But this is apparently only in the beginning stage. 

The next stage of development of this detail will be seen in the Na~eSas and other 

figures withprabhli to be examined belo~. This,coupled with the fact that there are 

here a large ~umber of flames, shows that this prahha is more developed than-the one 

found ~n.€Uvapuram Na~e'a. Thus the details of the prahha afford another instance 

. of the figu.re being an early one; 

. Similarlyth~ treatment of the padmasanaconfirms the-above view. There-ar&the 

usuai two courses~ both of them having been given equal importan,ce. The petals- are , 

naturalistic; but as in some ofthe.earlier bronzes e.g., theSrIhivasa from Va4aki~u, 
(Fig. 109) marginal lines are seen in them. This feature is sha~lby the Ga~~a figure 

'to be exami~ed immediately after this. It must be mentioned here that in almost all 
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the later bronZes themanneroC~thepetaJsis ... Cm.te.eo the_k ..... 

of the pedestal too evidently suppOttathe eatlydating of:the ftpre. 

Fig. 118 The back view. shows the exquisite ma~ner inwhicht~e dance is JJQised, this hei..,' 
accentuated by the oval prcJbhCi tilting gently to proper left. .The iOllJ.mail4a· is 
distincly seen hel'(:t. The ~y in which the two wings of the whirling locb are attached 

to the head is t;haracteri~tic oftheperiod .. lnterestinglyno siraS-cakraispreBent;nor 

is there anyindic&tionofit in .. flower form as seen iin the Sivapuram Na~. 'l'IMt 
other interesitngdetails seen inthis ... ide~ the curly loeb hanging over t'-" of 

the head, the end of cloth ~nJing behind the lefta~-pit and the flowing ends oCtbe 
. uttari~ The heaviness of the modelling is also clearly visible from here. 

The size ofthe bronze is conSiderably more than that ofthe Na~aso farexamined 

andn atTordsanotherprooCCor its date. The various features of this image, as detaUed . .. 
above may be seen to be at a stage earlier than that at which similar features of~he 
beautiful Na~e~a in the Big Tempie at,TaDjore are. The Ia~rbronze Cor all intends and 

purposes~ may be said to belong to the last phase of the school'oCRija~a I •. Working 

backwards, the bronze Na~a from Velinka~q.i.under discussion maybe said to bea . 

Cew years ora deca4e orao earUer-than theTaDjoreNa~.~Tbisgives the date of 
about the end of the lOth cent~ry A..D.forit. 

/ It is now necessary to consider t~remarb about this .figure ofthe authors orthe . 

Catalogue, which are as follows: ~a~a· No.S(i.e. the one under discussion)! differs 
from them chiefly in ha:nng a'long n~~~f ,udraksha beads and a headchwaoC 

makuta Corm, inthe greater elabol"Qtion o(tbe lotuSes in ita hair. and in the presence' 

of the usual loop . onthe ri~t and a pair oC long nowing elicJi on the left in the \Vaist~ . 

band~ In the' form of its headdress it i'eSemhlest~eNa~a fromPolonnaruwa fi~ied 
in ,PI. IV ot Coomaraswamy'~ Catalogue ~hich, as already indicated; seems likely to 
date frolP the OhoJa period.' III th~ pres,ence of a long necklace it ~~mbles the mtieh 
leSs gtaceful and more inode~-loOJdlll:PolonD8J."U_ N~ t'iguredm Pl.' I and DI 

, Fig." ofCoomaraswamy's Catalogue (alsOPl.IX~(Cangoly'8 South India. Bronzes:)' 

in which the upper halfoCitsl'rabhli t\uther .... rnb~iD haViDgtbe same ~ 
. of alternatii'1gci~es and stars on'its 'ii1ner.ban~the·.rs, being however; omitted .~ .. 

its lowerlullf. Blittbetwo imag. are n~tot~'inuch alike and this p.tterAOr 

.. ... 
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cirCles and stars is also found ontheprabh8sotNat~as Nos. 2 and 8 .. Dfthe three _ 

images found with Na~~a No.3 twoatleast are ofChola type (see P .52),and the same 

could probably be said of the remaining one but that it happens to be a GaI).eSaand so 

not easily comparable. The very imperfect evidence at our disposalindicates that long 

necklaces are usually an indicationof post-COO!a date, but that they seem not tQbe 
. - I 

entirely unknown in ChC?!a·times, especially in images of Siva and of saints, and 

perhaps also in those intended to convey a sense of great activity such as dvaraplllakq, 

(see above, pp 34-40). In view ofthe images ofCho!atype with which the above Na~e~a 

No.3 was found, and of the difficulty of assigning even an early post-Cho!a date to any 

Polonnaruws. images, the probability seems to be that both Na~e~a No.3 and the 

Polonnaruwa Na~a ofCoomaraswamy's Pl.! belong to a comparatively early period, 

either late Cho!aor early Vijayanagar, though on grounds of style alone we should 

have been inclined to-consider them as more rather than less r~ent than Na~Jl 
- No.2".1 

The last sentence of the above long quotation, may be seen to sum up the learned 

authors considered opinion after a very cautious examination of the Nate'a in 

compari~ion with a few other Na~e'a ima~s. But the details examine.d by them seem 

- -to have been extremely limited of which the long necklace_ seems to have been taken 

as the prim~ry one. More than on~we .have had occasion tp refer to this detail aboye 

where it has been suggested, after a careful examinaton of numeriousspecimens of 

brorlzee, that not a single detail but only a combinatlon:-of a. mroority of details 
characterising a number of sculptures ofa particular period should from the ~is (or 

dating a piece of sculpture or bronze. We have pointed out above a variety of details 

or thiS Na~~a which,have strikilW affinities only to similar details found in earlier 

Na~a and not to the ones belonging to periods immediatelY following the period to 
which this Na~~a hs assigned. Its amnities to much later ones especially to images of 

the early or late Vijayanagar Na~~as are therefore not at all noticeable. The 

difference _ between the Belur Na~ada~ 1510 A.D. and thiS may be seen to be 

striking and therefore there is no comparision pouible between them. We think that 

we had better leave this to be seen by the -r.adel'8 themselveS froin the illustrations or 
these bronzes and .Cromthe detailed deScriptiOn of them given here. - Another 

important thing noticed in the. quotation given above _ is that the authors of the 

1~ ---Catalo6U8~ P.llOi 

".\' . 
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'Catalogue had also basedtheir.conclusions on the similarities of details found between 

'this Na~a and those from Polonnaruwa. This was mainly due to the fact t.hat the 

- latter bronzes have been considered to have had definite as"ociations with datable 

: temples.We~ on the other hand, have toundthat although datable or dated bronzes 

are extremely valuable for a study ofthe art of bronzes, in view orthe~reme scarcity 

of such bronzes and oft~ availability of innumerable examples/possessing unmistakable 
.' 

characteristic features ofsculptures of various periods, the next best method by which 

approximate dating of bronzes could be arrived at is by a careful examination and 
" 

analysis of details of groups of bronzes of various periods in comparison with those of 

the sculptures of the same periods. This method, as has been shown above, seems to 

be a fruitful one. In the light of our examination, this Na~~a bronze seems to fit 

extemelywell into the chronological scheme we have proposed. The 11th 12th century 

dating of this figure given to it in the Art ofIndia and Pakistan, P. 71, NO. 310, also 

therefore requires to be modified. This bronze along with two other Na~eJas has been 

examined more closely again by ~r. John Irwin in Marg, Vo .. IV, No.2, pp.32-35. 

There he has revised the date. of this as middle of the 11th century A.D., which also 
. . .. . . 

seems to be rather late. 

Fig. 119 Although the authors of the 'Catalogue have expressed ~ doubt regarding the 

contemporaneity of the bron.ze Ga~e~a, ht. 52 cm from the same place with the above 

Na~a on the ground that "it happens to be a Ga~~a andSonot e~ily comparable"l, . 

the stage of development.ofits details as compared with that ofthe details have been 

executed,whi'ch may be seen to be quite akin to the treatment of the Na~~a discussed 

aboVe"the probability that this Ga~e~a also belong to the same period as the Na~~a 
seems to be great. Its description is as follows:-

Fi~tly like the Settipulam Ga~esa, this Gal)e~a, so far as its torso is concerned, 

. has become almost like that'of a human being and the signs of the dwarfish features 

)lave become compareatively few .. The karandcHnakuteJ is slightly ornate; the tillet is 

b"road but its decoratbmis not clear. The :head .has not got many points of resemblance 

to that of the animal represented by this .. T:he ears-are however characteristic and are 
!. ' '. ' . ., ~: . ." '. 

more evolved. The trunk, as ustial, is cU~'Lt9 the left.~There are th~ necklaces 
of which the middle one is very broad. The yajnopt;Wita is in two ribbon-like strands and 

: .", ... " . . ", .: '":.,.' . :' , 

not is seen on the left chest: The udara-bandha is alse broad. The style ofthe torso . .. . .... '" .". 

1. Ibid / 
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is certainly more developed than that of the above two Ga~e&as in that the belly has 

become somewhat flattened and naturalistic although the lines of the sides show 

flexions similar to those found in the lines of the sides ofthe Na~~a. The part betwee1l 

shoulder is treated naturalistically. On each shoulder is seen a small strand of hair, 

but the characteristic strand or ornament pendent on the right shoulder is absent from 
. . 

this figure. The arms are stout. Their proportions are beautiful. The armlets and 
. , 

valayas are simple. The front hands hold the tusk and the m,odaka. Of the two back 

hands the left one holds a noose while the right one, instead of a goad, holds a parakU 
or axe. 

The legs are as beautifully modelled as the arms are. The left leg is slightly bent 

suggesting that the figureis in ,motion and not stationary. The loin-cloth is simple. 

But there are waist-bands of which the lower one shows a median loop which is narrow 

and not broad as in bronzes belonging to earlier periods. Moreover as this feature is 

not met with in the two. earlier Ga!le~as, the novelty is itselfinterestingenough. Below 

the loop is seen the tapering end with a pointed tip of ~ cloth similar to the one met 

with in the Chandike~vara and other figures examined above. The bows and the .. ,. . 
hanging ends s,eenQn either side are more developed than those of the Settipulam 

Ga!l~a. The depiction of the ends in duplicate is interesting; and the shorter end is 

seen hanging over the longer one upto the middle of the latter. The interest of this . - ,;.. 

bronze Gap.~a from the points. of view of the development of art and iconography is 

therefore great. The pedestal on which it stands adds significance to the importance 

of the figures especially.in its dating. Although the double-lotus motif lw.J been 

exemplified by this in a remarkable manner and the affinity of its workmanship to that 

of the pedestal of Nate' a is easily seen, yet its form reminds one ofthepadmasanaof 

the so-called Golaka-maharishi (Fig.U6) examined above. The petals are long and 

naturalistically worked. But characteristically the space between two of them is so 

small that only the tips of the intermediate' petals are seen. Like the petals of the 

padmasana of Na~e~athose of the asana of this Ga~~a too show lines along their 

margin, which has become a characteristic feature of bronzes of this period. The tips 

of the larger petals ~ave become prominent. The modelling of 'hi figure and the 

treatment of this padmasana alone would have been sufficient to prove the 

contemporaneity of the figure with theNa~e~a. But there are the other'details too. 

• If 
/ 

The most interesting details of the back side of the figure ~re the 'iraa-cakra and Fig. 12 

the curly locks of hair falling on the back'"ofthe neck. The latter detail is exactly similar 

" I 

• 
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to that of NateS a and Cha\lqikes'vara of this group; and this indicates clearly that not 

only do all of them belong to the.same period but they were all produced in the studio 

of one an~ the same sthapati. The ring-like detail seen enclosing the curly locks is 

noteworthy, as it is a special characterist~c of the bronzes of this period which had its 

beginnings durin the last phase of the school oCParantaka ~. 

The padmiisana is moulded together with the bhadrlisana which is simple. The 

usual pair of spikes is seen attached to it. 

Fig. 121 The Cha\lc:Iike~vara 1, ht.66 em, belongingto the same group is another remarkable 

bronze of its kind. But as it is later than the Chandike'vara examined above, a few -. . 
new details not met with in them bU,t s~en more frequently in bronzes belonging to a 

period later than that to which this Chat:l~ike~vara is assigned, are seen this. For 

instance, the ke~a-bandha, which is likejat(j,..maku.ta, of his figure has amniteis only 
~ - ' 

to that found in some of the Siva or Parvati figures examined above. the prominent 

flower at its top is especially noteworthy. Flowers decorate the bottom of the makuta. 

The fillet is broad but it is not much decorated. The face is nearly round. The features 

are subdued and resemble the. features of the so-called Golaka-Maharishi or the 

N a~e~a ofthis group. Thedepiction of the eyes is to be noted. U nUke t,he Cha~9ike~vara 

from Okktir, there is no third eye on the f~rehead here. The ears are empty. They are , , 

short as is char~cteristic of bronzes of this period. The fan-wise arrangement of the 

hah:oneithe~ side Qf the head is very'intersting and is not met with in any other 

bronze. The treatment of the curls of hair is exquisite. The expression sugests self

absorption. The necklets are almost exactly similr to the necklaces adorning the 

1., Gane~a discussed above, which is another proof for the identity in date of both these 

\ bro~zes. The treatment of the yqjnopavUa is likewise similar to that of the Ga:r;te'a. 

The- modelling of the torso is superb, aithougha little slenderness would have made 

the figure a rare masterpiece. On. each shoulder a simple thick strand of hair is made 

to hang. The armlets are of the pronged type buy they are simple. A pair of valayas 
.' 

is seen on each wrist The arms though prroportionate and beautifully moulded, are 

short which is a characterisic teature of bronzes of this period. The aiij&ll pose of the 

hands is rendered iI), a masterly manner and its c~rm is enhabced by the exquisitely 

well finished figurs. Cbaract~istically, no flower garland is seen between the hands . ... 
1. Catalogue, p. 130 



1994]. Bronzes of South India 217 

As in the case of Na~e~a, here also the hip portion is dealt with in a subdued 

manner. But the legs are short like the arms, and they seem to be slightly 

disproportionate too. Nevertheless, the lines of them are smooth-flowing and the 

kneecaps are not prominent. The lett leg is bent to a slight degree so as to make the 

figure stand in the beautiful abhanga pose. The loin-cloth is decorated with flower 

designs. Two girdless are seen on t~e waist of which the lower one has a gem-set clasp 

with an end of it projecting on either side. Moreover, from it hangs a series of 

alternating festoons and tassels. this has been done very tastefully. BeSides, pair of 

flowing ends is seen hanging beautifully from the clasp mentioned above and attached 

to each thigh. This is very simiiar to the hanging ends seen in a number of bronzes 

discussed above. But the ends of cloth seen in this figure have a speciality of their own 

namely, their tips except in one, are decorated with a finely worked flower design from 

the centre of which projects a wick-like piece. Similarly decorative ends are seen again 

in~ some of the bronzes to be examined below e.g., the MaheS'van oI.Gautham Sarabhai 

c~llection 1 and the Na~'a in the Big temple at Tanjore2• This is obviously another 

commendable piece of decoration which enhances the beauty of the figure. 

At the back makuta consists ofthick curls of hair arranged in a tier-upon-tier form. Fig. 122 

Besides, five curly strands, hang down on the back of the neck. This details is similar 

to that ofGal}e§a and N a~e~a as has already been indicated. Interestingly the pendant 

is not seen in any of them. Nor is the bounding ring met with in Gal}e~a present here. 

The other details like the sacred thread and waist-bands are all worked well. 

The stand which may have been intended to be a padmasana does not show the " , 

petals of lotus. It may be mentioned in this connection that the reason for showing the . I . 
pedestals indistincly in some of the bronzes representing lesser deities or saints is not 

known. We may perhaps hazard the view namely that the padmasana is according 
. . 

to some schools of sculpture should be reserved for high gods and goddesses alone. 

Although it lacks details, the circular form of the padmasana is pleasing. This, 

coupled with the simplicity of workmanship makes the asana a really decorative 

embellishment to the figure. 

In every respect this figure is obviously similar to the Na~e6afrom the·same place 
. . ....... 

and hence ~his may also be assigned to the same period as that of the Na~e~a. 

1. The Art of India (md Pakistan, pI. 56 (left) 

2. K.A. Nilakanda Sastri, 1'he (:oM.s (1955), pI. XXV, Fig. 63. 
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The Magnificent Vishl)u, ht. 83 cm, with Sridevi, ht.64 and Bhiidevl, ht. 64 cm, 

from Peruntottam 1 may be examined next. This group offigures has been acclaimed 

as an important one by the authors of the Catalogue; and they have based their 

conclusions about the compaprative antiquity of a majority of early figures, on the 

details met with in these ftgUres. Among the VaishI?-avite bronzes discussed by the 

above mentioned authors this group ta~es precedence over others. But it would have 

been abundantly clear hy now that, accordintg to our examination, this group has a 

place definitely subsequent to a number ofVaishl)~vite bronzes. This is borne out by 

the stage of development of the various details of these figures themselves. 

Firstly, the modelling of this figures is slender and elegant. It is emphasised by 

the equally beautiful and elongate. The ki'rita is much more ornate than that oS the 
/ - . 

Va~aka4u Srinivasa (Fig.109). The fillet does not project ouf much. The faCt! is squant 

in form and its features are sharp'er than those of the §rinivasa. The sharp nose- is 

especially noteworthy as well as the evolved treatment of the eyes and eye-brows. The 

tnakara-kundalas are refined. The necklacs are broad. The torso is strikingly 

different f~~ that of the torso ofSrTnivasa from Vadakadu in that here it is slender. . . 
The chest is rather narrow; but the shoulde~ obviously project O.ut making it 

necessary for the lines of the sides to become suddenly wideatthe_~ where they 

join the armpits. This treatment is slightly unnatural as it .;onsible for the 

hanging~fthearms as though u~onnectedwith the body. Moreover, the constrictions 

seen in the lines at the point of the stomach are noteworthy because this feature, as 

we have notieed above, is found to characterise bronzes belonging to this and the 

, . succeeding periods. On the right chest is shown it triangular mole which stands for the 
/ -\, Sri-vatsa. The usual locks of hair decorate the shoulder, but on each side, the loek of 

hair descends toa considera~le length on the arm. Flowers are tucked in the locks. 

B~sides, on each shoulder is seen a a wavy strand ofhair pendent in a graceful manner. 

The arms, like the rest ofthe fi~re, are slender and beautifully proportionate and 

tapering. But that they have become a little more stiff and their angularities more 
. /"-

emphasised than in the Srinivasa mentioned above is easily ,seen. The pronged type 

of key'Ura is ornate~ put at the same time the elbow ornament is subdued. The valayas, 

three on each wrist,"have also become rather stylised. The lower right hand is in 
''';' . 

abhaya, but interestingly, instead of a regular lotus usually seen held by this hand in 

1. Catalogue, pI. I. Figs. 1, 2. 
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some earlierVish~us, a small full-blownlotus flower is seen [held by this hand in some 

earlier Vishl}-u§, a small full-blown lotus flower is seen on the space at the bottom of 

the first finger. A slender and beautiful gada is held by the lower left hand. Discus 

in the upper right hand and conch in the corresponding left hand are seen. That these I _ 

emblems are more evolved than those of the Srinivasa we have been comparing with 

this, will be easily seen. As regards the flames decorating the emblems, they are also 
I 

certainly more developed than the flames met with in the Srinivasa. This is borne out 

by the distinctive basal flame seen in the conch as in the discus. 

The legs are exceedingly :well finished. The garment is refined. Instead of the 

wave-over-wave form, we have here lines with wide space between them suggesting 

the folds. The girdles and waist-bands are interesting. The broad tight-fitting girdle 

shows a very ornate simha-mukha with the hornlike threads on its head and a pair of 

long bow-like projections issuing out of its mouth. Ofthe two bands of uttariya, which 

are broad and slightly stiff, the upper one does not show any loop while the lower one 

has a median loop which has not become narrow as in later bronzes although the 

tendency to constrict is seen at the points where the band begins to hang down. From 

the upper band hangs a series of monoliform festoons and tassels which is sen to be 

highly refi~9fln workmanhip. Interestingly enough, they are confined only to the 

front and are ab~:k:nt from the back, as seen in some ofthe female figures. Coming to 

the bows and the hanging ends of cloth on the sides, their ornateness is evident from 

the frilling of the tips of the ends as well as their stiffness. Unlike the hanging enc!s 

of cloth of some later Vish~us, the shorter hanging end of cloth of this figure is seen 
" -over the longer one, -The chain-like decoration seen in the Srinivasa from Va«;laka«;lu, 

is also met with here in a subdued form. Padasaras are present here but no anklets. 

At the back the ~ira3-cakra is worked as a wheel but with its spokes somewhat Fig. 124 

resembling narrow petals of flowers. A beautiful tassel hangs from the knob of the 

axle. The braided locks of hair with greacefully twisting ends hang down on the back. 

It is rather unaccountableWhyonly one course ofthetn is seen here whereas in almost 

all the examples ofVish~us examined above two series of them, one over the other, are 

seen. 

The ring that encloses these strands of hair is apparently more developed than 
. . 

_ that found in the figures mentioned above. The pendant is also interesting and it 

shows a beautifully curling tassel on either side. The noteworthy details of this side 
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are the tucked-up end of the cloth at the waist, the clearly worked bows and the 

exquisite modelling of the buttocks. The rounded form of the entire figure is also 

clearly noticeable on this side. 

The pedestal is finished obviously in the early traditions. But the petals. have 

become slightly stiff and emphasis is laid on their tips. Th~ mouldings of the 

bhadrasana are beautiful. But there is a lump of metal serving as a support under 

each spike, which was probably intended to be shown as lion. It may be recalled here 

that vigorous lions ~ supports for the spikes have been seen in the VishI:m from 

VaqakaQu. It is now clear that ta~ing it separately this bronze is seen to be an 

excellent example of the art. 

The devLs, being in the same style as the VishI)u, by their beautiful flexions, add 

charm to the group of which the main figure is in absolutely erect posture. 

Both the devIs are more or less akin to each other in respect of several details, from 

the makuta to the pedestal. ,Though the difference between them lies mostly in their 

reversed postures, there are"the following other differences in details also. The 
, , - -

kundalas are of patra of a refined type in the Sridevi and of makara, of an ornate type 

similar to that of VishI)u, in the BhiidevT; channavlra is seen in the former and 

yajfwpavTta in the latter; single simple bow is seen on either side in the former and 

ornate bow with the usual end of cloth in the latter; ;ircJ-cakra of petals without the 

bounding rim is seen in the former and ~irc&-cakra with rim in the latter and the 

beautiful series of rings binding the ends of the channavTra and joining the ring that 

encloses the curly strands of hair at the back is seen in the former and a simple pendant 

in the latter. 

That the style ofthesedevls is much more advanced than that of the female figures 
" -hi thertp examined, especially of those of Srinivasa from SirupaI)aiyiir is a;pparent 

from a comparative examination of illustrations themselves. It will become still more 

evident when both the groups are examined personally. The chief points noticed in the 

devis under discussion that go to prove this are the following:-

Th~ makuJas and fillets ofthese devIs are refined. Thafacialfeatures have become 

rather angular, this being especj.ally noticeab1& in the treatment of the noses and 

chins. The strands of hair falling on the shoulders are longer and bear a larger number 

. of flowers. The necklaces are definitely elaborate in their workmanship. Similar is the 
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case with the keyuras, elbow ornaments and the valayas. But here the projecting 

pieces are distinctly seen in the elbow ornaments. The decorativ~ strands of hair that' 

hang in front of both the shoulders show beautiful twists at their tips. Though the 

arms are proportionate and charmingly tapering and the fingers are tender and well 

executed, the pose of the lolahastas being apparently stiff reveals somewhat a low 

standard of the sthapati who cr~ated the figures. This is amply illustrated by the 

treatment of the left arms of these dei/is seen from the back side. The breasts are not 

so beautiful. The treatment of the sromach.ang the hip portion may be seen to have 

reached the stage where they have become nearly conventional. Though the hips are 

beautifully moulded, the excessive constriction ~f the lines of the sides has deprived 

the figures of their naturalism. Between them, greater attention seems to have been 
/' - -

bestowed on the Sridevi. Hence its workmanship and pose are superior to those of the 

Bhiidev1. This is especially noticed in the back view. Can it be taken to indicate that 

their makers were different? Just as in the case ofVishI].u, these bronzes also have 

beautiful waist-bands with median loops. But the treatment of the pairs of hanging 

ends of cloth with pointed tips, attached one to each thigh and of the tassels and 

festoons, is superb. Like the Vish~u these devts have the tassels etc., only in front. The 

manner in which the garments are done is also noteworthy because although it is in 

an advanced style, certain elements of earlier traditions are seen to linger on in it, 

which becomes rarer in the bronzes belonging to subsequent periods. 

Th,e last detail to be noticed in the bronzes, is the pedestal. In both, the pedestal 

'is or the.same for~ and style but, owing probabllY to the difference in the authorship, 
. '/' - - -

the pedestal of Sri de vi, is slightly larger than that ofBhudevi. Except for the marginal 

lines seen in the petals of them, these pedestals are obviously of the same type as that 

'ofVish~u. 

Despite the deficiencies met with in these three figures, there is no doubt that they 

are ~xecuted well and their artistic qualities ar~ high. As they possess a majority of 

qualities of classical sculpture, these bronzes cannot be much later than the others 
t . • . . 

examined immediately above. They may, therefore, be assigned to about the end of 

~he 10th century or the beginning of the 11th century. Regarding the date of this group 

nothing definite has been said by the authorS of the Catalogue, in ~pite of the fact that 

they, as· we have said abeve, having a~~umed this group of bronzes to be on.e or the 

earliest ~f such sets, have referred to it In more than one place. The chief details that 
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have been taken intO accoupt by the learned authors in assessing the antiquity ofthese 

bronzes are the makutas, especially oithe devis, the elbow o~naments of all the three, 

the necklaCes and the emblems of VishI].u.1 Their considered opinion about the 

importance and date\ Qf this group is as folloWs:-

''The simple dignified treatment and light draperies of these images suggest the 

possibility that they may date f~ an unusually early period. The cbnch resembles 

that which Jouveau-Dubreuil finds to be characteristic of stone images of the later 

ChoJa and Vijayanagar periods though its basal flame is rendered particularly 

conspicuous by being bent over and extended. The discus has the oblique position 

which he considers characteristic of the former and the ornamentation which he 

considers characteristic oftlie latter, of these two pepiods. Vishl)u's headdress also has 

the Conn characteristic of these periods, but with greater affinity to the simpler 

Pallava than to the more elaborate modern fonn''2. In the light of our examination of 

the details, item by item, and the ircomparison with similar details of bronzes 

representing, more or less, the same theme, the conclusion regarding the date of these 

bronzes that has been arrived at above seems to us to be inesc,apable although it can 

. by no means be said to be final and unalterable in the light of future researches. 

The Chatl~ike~vara from .TaI]9anto~~am3 possesses certain interesting and new 

details not met with in the Chal)«;like~varas examined above but which have since 

become characteristic of representations of the saint. 

The headdress which is a highkek".bandha shows not only the flower on top in a 

prominent manner, but also a series of curls arranged vertically on either side. This 

mode of hair-dressing is apparently an advancement over the mode of hair-dress seen 

in the Chal)q.ike~vara from Okkiir (Fig. 112) and the so-called Golaka-maharishi from 

K04ikkarai (Fig.114). At the bottom of the bandha probably a garland is tied round. 

The fillet is broad, plain and divided into many compartments. The face is square. 

Although the features are sharp, the treatment of the eyesandno~e is classical in 

. quality. 'Patraku,!q,alas of short, thick type are seen in both the ears. About this 

ornamentation what we have said above (pp. 182-83) "m.y be remembered .here. 

KaTJ.!hiSofthe broad and bejewelled type characteristi90fscUlptu~s of this period are 

seen on the neck; broadyajiiopaviia with the three threads combined together is seen 

1. ClI.tloglle, pp. 27,28,34,61. 

2. Ibid., p. 61 

3. C. Minakshi, The T~'flcu'to~!CUT' Bronzes, Fig. 4 (left) 
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on the body and a thick and broad udarevbandha adorns the stomach. The torso is 

exquisitelymoulded although the part between the shoulders is as broad as that below . . 

it. On the shoulders are seen the strands of hair also falling low on the arms. A strand 

of hair is seen hanging from the shoulder in front on each side. The arms are stout and 

elbows are apparently angular. But the armlets of which three are seen on each arm . 

are interesting. The top-most one is of the nagevvalaya type. The middle one seeImJ 

to be a simple bandha. The lower-most one serves as the elbow ornament but without 

the projecting piece. ValayaS are seen on the wrists. Characteristically the axe is 

absent. As usual the hands are in anjall pose. In the Cha~9ike~varas examined 

above, no flower garland was. seen between the hands. A motif of this kind is seen for 

the first time in this figure, which is interesting from the point of view of the history 

of art and of iconography of Chat:l~ike~vara images. 

The legs are also stout and the knee-caps are apparently pronounced. The right 

leg iaslightly bent while the leftleg is firmly planted with a bend at the hip. The lines 

of the sides are not as beautiful as seen in the many examples of bronzes examined 

above. The loin-cloth shows closely running lines ~uggestingthe folds on it. The waist

bands seem to be simple, but the clasp in front is elaborate as is seeri from the manner . 

in which the bow-like projections are done. Besides, the very interesting piece of 

decorative detail of the end of cloth seen in between the thighs is characte~istically 

pointed and curved towards the right thigh. An anklet of a-thick valaya type adorns 

each ankle and apadasaraofbeautiful workmanship is seen on each foot. The figure 

~tands on apadmasanaofthe.usual type. But the details of its workmanship are not 

clearly seen, althou~h the emphasis laid on the tips of the petals is very clear. 

In general, except for the ~eautiful decorative details, the graceful iibhanga pose 

and the novelty of one or two details, the workmanship of the figure is not upto the 

mark. It is evidenced by the heaviness of modelling and pronounced angu~arities of the 

joints. Nevertheless this exempli~s the traditions that prevailed at the period and 

is seen to indicate the way in which new traditions were becoming fashionable. 

In view of the fact that several details of the figure particularly the face and the 

modelling are somewhat in the· characteristic style of the period to which the Vish~u 

'group from PeruntoHam is assigned, this bronze may be 'assigned to a slightly later 

period, i.~., to the beginning of the 11th. cent\1ryA.D .. 
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Fig. 125 The~Q.arm.ing pron~e rep,re~ellij~Jiili~(JJtfpan~ (1;'011) Sivapuralll' the ;bal>Y . . , . , .:' . . . , , 

s~iJ;lt ofSahds,Ph~InI:lY. b~~~J)l,tp: be ~l~~t ~~jp.~n styl~ W tJlat()fthe apQve fiIDlre' 'rhe 

~greeme~tJ)ef,~e.e~ ~he,,~pe:~~~lly:. ~ .t4t?lIlo(j~~lingf:the.t~~tment of the j,C?illts and 
p()Stu~ is,st~king. , .Owillg to t}le ,cliffefence ;.p. tl),e.t~eme,jcqnogzraphically bo~h .of 

, I - •• ' _ " .... " • " • ••••• .,'. .',. '.' • 

them diffe,rin~majority.ofc:l~tailsl " " ' ''';" 

This figure is' rnidea$ it rep~'ese:ntE!ia baby and the 1te~vihess:otmodem~gniay be 

said to be' dhe!6 the nece~s'ity bfsboMngthe baby 11'1 a:f1iuhbYmarin~t. Th~civibhaJig~ 
pose adds beaiitytO'tneitigure.'The hl:ti~is clCise-cut bura sfuailblft'isseenin the 

, c.ritreoftflehe~d and it ~mih~~me 6fthe same;detailm~t~th';inth~ :M~rkaqc:leya 
(Fig.115). In the plarieo'CtnefiUet,abeautifid s~ries ofsriia:li tingH~ts is see~. The face ., 
is nearly sqUQre anclthe' features are sharp. The eXpre~sioh is'Ob\ri6i.tsly one of divine 

joy. The ears are realistic. The posturesorthea~s a~ also 'ta.stefullY ~xeeuted but 

noarnaroents, ar~ s,eenon tlwW .. Th~ fil"$t tinge! of the ,right hanci; w,hicJt shquld have 

been in the'sij"C; PO&e~lIl~si~g .. ~'~ lefthaIl~ holds a,small reeep~~le intended for 
,: . ".' ., . '. :.' . '. . .. . .. . ... , - . . . 

receivingt}:w divine, mjlk.',rlle, ijn~;rs~re c:l~e ,in.ljL .ifelikemanner ~ There is ollJy a 
'';' . ," ' , . '. ~ . " . .. . . .., . . . .. 

single necklac~~fsill'lp;l,e W'OI:km~~sbip,c:m thlit ne~k withpendallts,O£woth-like deSign, 

a circle and a cres~,nt ha.nging,fro;m.it." The WElist-band of:a simple conlwithits ends, 
. "-" . ,'.,'.' '" ,', ,. - ',. ,. - "- . .: " 

shaped intobeap;-like,~sips isv~I'Yjnteresting~That th~is,a develop~ntoverthe 

same.dEltailm~~ with, in;~~~ ~rk'n4eyaJigu·re.(Fig;115)(is obviou~~. ':rile m~nner in 

'which ,the en~a,:re ,sbqwn~hanging pn the-left ~high and: the gra~fulknottil)gwith a 
.: . . '. -' '. . " ' '. . ~ .' . 

loo;p .\lQve is;~~ly sqperb •. , The ,only~t~ero~alllent of ank1~ts~ ".~ a~o <notewortby 

h~ql:Jei~is ,of tJ,1,e~ai; type probably h9110w and~ttl~ng.Evell,.today, th~sis the 

type of, a~kle~, ,w!th wJlich,the b~~ie~esp~~i~ly, tl;u~ m~le.~one." 9.fTamil-nii9 are 

deckedr The presence of this ornament in a 11th century A.D. bronze proves the 

antiquity ofthe~raetieeofdecltirigbabies. Comirlgto th~ ped~tal~ the figure sta,nds 

onapadmiisaluitike pede~'tarwhichhal~ been moulded to~~rWith'the bhadroiJanQ,. 
ThetOrmer doeS not'~h6. the \:~etails"~Iearl;. 'Thela:tter has~ouldings ora new' 

." ~, .... ,,;~ :" ::':'~:. ,. """." ,~, "'1 t -"I""'" .,: \'" ,,;;; '.:" 1.~:' ~" .. ;:, ...•... -.,~; ,", : .. {' 

varietY: Instead 'oft-he roll~DlC)waingS'shai'pedged mouldings are seep here. On either 
8ideotthlid~;afi;bblonl~~k~t;'inuiia;,d'~'reCeiv~tH~'pfubhli.'/ <,,' , . 

On' aceouri~' (,r~h~/dijv~iijp~ rcirth'oCthe ped~~i 'all(fth~~th~r' feature~, whichare 

characteriStiC or sctilptu~$beiorigirig;itJ.ithEfbJgihrifrig~r the: lith'cent~rY\ A.D~ this 

brOnze couldbdt betn6iuded albrtg-Witfi'ih~~~;~riaS6inisbndi b~nies"fr~m the 
," 'f !-. ""- "."~ '.~ " '\ r j" 'c l-:; "tf" ;.:~ 'f" ".!~<. '''~' ... , .. :~-.:. ~'.. 

same place examined above. An ImPo~:nttactorto'b, mention.~(rnereis tha~during 
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the time'to which the two latter bronzes are assigri.e~, n..o bronzes representing the 

saints seem to haVe been made and this ptacticeis known to haveb~come popll.laronly 

from the time of Raja raja I: Tnisfigure may be taken as one of the earliest examples . 

of bronzes ofthis category. Significantly this is of Jiianasambanda,who is oile olthe . 
I .' . . , 

few most importantSaivite saints. Bronzes representing the other weH-knoWn saints 

namely Appar, Sundararand Mar:1ikkavacakar belonging to this period have not been 

noticed due to pauCity of'knownexi1mples.But,as we have said elsewhere,l a rare 

representation in stone of Appartogether with one of Jniinasambanda, of has been. 

known from a pe;riod at least a few decades eaiIlerthan . the beginning of the 11th 

century A.D; . 

A number of. magnificient bronzes were disc()ve~d in 1952 in the village of 

Tiruvel}ka9U in the Tanjore District. They c()nsist8(i ()fa Kalyi~a,sundara group, a 

VrishabhavIthanamurtigroup,a Bhairavaand ~Bhibhip.na~ They are now in the 

Tanjore Art Gallery~Talljqre. R~centIYanQthex: find .of eq\1~ly interesting bronzes 

was m~de in the same village .. They have beeQ, ~.ddedt;Q the collection of bronzes in the 

Madras Museum. ,Of these, the Jnostimport~nt'~re.~ Ch4i1)9ike~vara,an Ardhani;i 

and, a Somaskanda. The Cha~~ike~vara being ioan earlier tradition, it bas already 
: ,'. -',. .-" '.' " " , ..'. 

been dealt with above (p.140;Fig.84) By the~s~lyes each one of them is of great value 

for a study of the history of the art;, their importance has be.come greater Qwingto the 
I 

fact thatsom9 of the inscriptions in the Siva temple. a.tthe village, belonging to the . " . , " ' ,~ " ~ " " ;. " , ' .. ' '.' : 

reigns of Raj a raj a Cho}a I and his successors, s~~lt abollt.the donation of sllch bronzes . 

as well as of provisionsnladf) for .their worship, which when read with the styl.~fthe . 

figures, maybe ~ken torefer to the very bronzes und~r study. It mof greatlnterefJt 

for our study to knpwthat detaile4 referencesx:elating to bronzes representing these 

and other deities are contained in the inscriptions in the Big Temple at Tanjore, 

belonging to Rajaraja I and his son's tillle2• The jfilage~ belonging t() ~he earlier find 

have been writteoupoD,by ~r. 'l'JN. RamachandraninLalit Kali,Nos. 3 and 4, pp. 
't" ". _.'. ,.,. . .' -.'- . ' :: - . "''', ;.,' M 

55-62, under the title of Bronze images.frolll.'J'ir\lv~-\\ki4u-;SvetiraJ].ya('l'aDjore 
."' . ,"".' -" " ' , . . -- " "~ ". ,.I;. " "., -.. "", :. - .. ' \ . -

District). He has t;he t'Qllp'Yingto say about .t~ei~$Crlp~io~lp~R!if.),I)ing the. b~n~:-

" .................. : .......... Theaclual date rot thebri:)nz~ noticed'bere is supplied by four 

. inscriptions, numbers, 449;450,456 and' 451 ~f1918 (oftheAtlntlallteport on South 

1. P.R. 8rinivQsan,lmportu.ut Wod.:s of Apt of e(JJ-ly (U",/a period (ronweOl· TcuJjorein trCD&~actio'&8 
of the Archaeological Society of South India, Vol. u~ pp. 56-59; tip. 10.and 11. . 

2. South [ndial' [nscriptions,Voi. II, Introdiction, pp. 29-41. 
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Indian Epigraphy). Number 449 is an inscription of Rajaraja I dated in the twenty

eigth year of his reign (1013 A.D.) It records gift of gold for offerings to A9a-vallar 

(Natar~a) in the temple of TiruveI]ka~u4aiyar by Kiittan Vlra-I}iyar, a queen of the 

king. This image of Afj,arvallar or Na~araja is not included in the present group of 

bronzes under description, but the bronze image in the local temple which is now under 

worship and which is a masterpiece of early ChoJa art is probably thf3 one referred to 
, I 

in the inscription. Inscription No.450 of 1918 which is a record of Rajakesari 

Rajadhiraja I,. issued in the thirtieth year of his reign (1048 A.D.) records that Amalan 

Seyyavayar set up an image. of Pichchadevar, gave lands for its requirements, 

presented gold and silver ornaments to it, open~d a-charity house (Iazai) andprovided 

for its maintenance. We have thus the date 1048 A.D. for one of the brpnze images in 

this group, which according to the inscription represented Pichcha-devar. Pichcha

deva is the Tamil for BhikshiFanamurti. Inscription No.451 of 1918 refers to the gift 

of gold and silver ornaments to this image of Bhiksh7ltana by the same donor. 

Inscription No.456 of 1918 which is record of the twenty-sixth year of Raja raj a I (1011 

AD.) relates to the gift; of money forofl!rings andjewe1Bto the image ofVpshabhaYahana

deva set up in the temple by Kolakkavan. Inscription No. 451 of1918 refers which is 

a record of the' same Raja~ I in the twenty-seventh year of his reign (1012 A.D.) , . . 

records the actual setting up ora eopper image ofthe goddess toVrishabhavihana-
r , 

devar by persons of the ROja.rcva-jana1tlttha-terifljaparivara. Vrishabhavahana-deva 

(we shall prefer to call the image by the name given in the inscription}was made in the 

year 1011 A.D., the dev7 or goddess to this image was added in 1012 A.D. to cOnstitute 

a co~plete set ofYrishabhavahana-deva witheonsort, that an image ofNa~aIiUa or 

A4a-vallar was already in existence in the temple in lOIS A.D. and that the image of 

BhikshaFana or Pichcha-devar was added in 1048 A.D. to the temple series of images 

when Rajake~ari Rijadhiriija 1(1018-1054) A.D.) was on t~e Chola throne. It will also 

be seen that three of the important images, Vrishabhavihana-deva and his de vi and 
. .. . 

A4a-vallar (N atarija) were actually set up for worship in the local temple in the reign 

of the great Chola king, Rijarlja 1(985 - 1014 A.D.) IfW'e'Jlemember that the earliest 

inscription in the local temple ia olParintaka I (982A:D.)'and the latest so far as our 

study relating to the images underdisculilsion isconcemW is -1048 A.D. it is fairly 

certain that all theimagu ffrund in 1952 while plouBMlIg the field will have to fall in 

a period between 952-1048 A.D., or roughly 100 years. l 

1. . Lc4it Kala. NOB. 3-4, pp. 55-56. 
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From the long quotation given above the dates of the Vrishabhavahana group 
. . . 

(1011-12 A.D.) and of the Bhiksha~ana (1048 A;D.) are knoWn. The latter. will 

therefore have to be dealt with i:>elow in the proper contex:t. But the dates of the 

Kalyal)asundara group and of the Bhairava are not known. On t~e b~ls of~he style, 

these two may also be said to date from the last years'ofR1Jalf\ja I,s reign. \Ofthese 

the KaJfopasundara may be said to be earlier by a few years than the Vpshabh4vihana

deva. Hence we may examine that set first. It may be said at the outset, that .mongst 

the thousands of specimens of the art of the various periods, there is hardly\a group 

of bronzes equal in merit to these two sets which may therefore be said to be unique. 

The group of Kalyil)asundara ~nsists of four bronzes!. Here Pirvatl is given in.' Fig.126 
I ._ 

(Fig.126) marriage to ~iva by Vish~u, her broth'er.,.Jlccompanied by Lakshmi . .It is of 

interest to note that setting up of Kalyinasundara images. seems t~ have beep very 
. . 

much in vogue especially during Rijaraja I and Rajendra I's timeao testifie<\to by 

inscriptions2 in the Big Temple at T~lljore. 

Siva, is holding up,with his lower right hand, the right hand ofPirvati standing 

to his right. To her right is seen LakshmT with arms in the significant posture of 
-,. -' 

presenting Pirvati to Siva. Beyond Lakshmi stands Vishpu with his emble~s in the 

upper hands and the lower hands i~ the posture of giving away. The pose oftbe right 

hand suggests that it is intended to hold something (possibly .lu~a or spouted· 

water vessel) and the left hand is in the cliina (giving) pose here meaning the giving 

away of his sister Pirvatl in marriage to Siva. 

, '. 
In size the figure of Siva is the bigges t of the group asrequiradby the context-where . 

. . I 

he is the most important deity. The figure ofVish~u is slightly smaller than Siva. The - , figure ofPirvati is shorter than Siva, her heightincludingtlle crown coming only upto , - .' .. 

the ears ofSiv;a. ~he figure ofLakshnii is likewise shorter than Vishtlu,and hence it 

is the smallest of the four. 
,. "." c. .' . . 

. Siw in the present context is called as Kalyil}uuRdara. i.e., the handsome 

bridgegroom. He stands in slight tri-bhahga posd which.ia.ateneebeautiful and 

majestic. Theja{limaku,ta is high and extremely well finiehecL It-bea .... t the top the 

usual flower which however, has obviously become dwindled into irisignifteance .. The 

1. Ibid., pl. XVII. Fig. 8 

2. South I"dicu,I1I8c.riptio1l8, Vol. II. Introd,uction.p~ 30~ 

• 
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otlwremblems sucb,~ thecrescent,the'CUitura floweriand . the' skuU too' are riot in 

~videriee.ThoughtJ:tese arebis ;embl~ms and should beptomirtently represented, 

theirsuborilimltioR'is a'pparently;~ue to the faet that they do not quite fit into the 

extremely pleasant and auspicious context. The' promged 'ornAments are ~ S'88n both , ' 
infront .nd~n the sid$S olthe·crown. Setweenthe fillet which is work.ed with tassels 

and the mak~t 'thei'eis the usualdepressioR where there are lines' suggesting the 

, b_ided' hair~ Makara;.kundt:das a~seeri in the eats.' Usually thera will bea paJra:. 
. -, " . - '"'*;:; ":. . •• " .... 

lu.uul4la in '&n~ ·tiC;theeats anclthe"other ,will be either ernpty·or 'bear' a,.makafa.. .. 
kulJ4ala. ·T~preseneedfmakCU'(l;.ku~~ala.f in both ears 'is again due to: the context 

wh~re he should~ sho~ asa h~n~ome bridegroom decked appropriatE!ly. TheCaee 
. . : - - " , ",' ~ :"~ , 1 o. -'. - . . ,.. . , ", '" ,: ., . ~ '- j, 

is rou1'\d ~t;l~'n?~~, lip~~ll:d eRin~ ~re b~autifullydepicted.: TheshQqmess of the nose 

iSl1ow~ver IloteWorthy. The foreh~ad is narrow but the third eye on.t is clearly seen. 

Th!eY~~.~~~~.;~~~:~Yf1~lI,loll~~~~ke~ocket~ and the ey~~bt;Ows a,re soft and, wide. 
APpropriately enough the expression is one of supreme Joy. " 

, , 

On tli8neek,wpi<:h is,~~hersporl,;, are three necklaces of whicp~4e middle 0Ile is 
,:;1";';' ',." '" '} "';";; ,>", ;"';'; , , , ' "'_' , , ,;;,,' , 'Q 

b~ac:l~?,.or pearly apd I0l1g1~t ha,Il$S ~o,:"n \Vith a beauti(ullIledi,!,:n loop be~ring the 

t~th like ornoa~en~. ~w~ ~av~ sa,id~~o"e, this 10118' h(Jra is a Sll9Cialcharacteristie 
",'"" -'.,_ 0 ' • , •• ". ': ,", , __ • '-_. " ',' ,,',.," ,.-, ," • "c.:, . .;;.. -. . "', -, .-' " 

of~iya. 'rhe broa~~~I~pe, i~~lIl-sehTheyajllopavita sho~aJlhort strand going 

.b"io~ ~he right che~~ ~~~~)?Ilg st!8nd hangiIlg low.; rhe,tltircl .s,~rand IIlet witl1 'in 
)~", •• ,,,,-;,- '" '"~,, ",>;. '::''''~'':' -':"~-',-,-"'-""," '. ," •• : ,- - - " • '. 

~.of the early ;~~I'@§l !s ~P~~I)~ frPm tltis, al thpug:h it ,is,Pfes~n~iJl"tlle VishQu of this, 
~~p:"'I'he double-he'll cl~sp'o~er the left che~tsho~.t~~u8u~1,109P with a p~nden~'-

. ;': ,.';' , :. '.:, ,; -, ) ~,<, " -', ' :' ',' 

thread. The udara-bandha is broad and stifTand it is noteworthy that no tassels are 

s~Ji 'itf it\vhile inthe:Vish~uof thi~r group: they are seen. 
,.; , 

': ;,1;he st!le;oft,~ee,~~iJ;"e,p~J;"~~'!~' ~~p~r,b and that, of the tQllS~ iseX9uisite in spite of 

t~ !~~t,~~t:b~;p~~~, ~::r~iIl'~W9~U}t, ;of~tiffnes~. ~~~ro~~',' characte,risti'~; oBhe; 
treatment of the masses and the lines which were more supple ill ~;~lierp~riods,'J)1e 
spoulders are broad and powerful without a~y trace ofangula~ity. 'G~cefulcu;i~.of 
h«~! tirfi 's~~n {jrl th~m.; ~fd~;Jthe;ustialperidtUlt ",hfchhiings'ttorrl aeha'in, is seen 
ori:ifhb;tight'I;H~u:tdtii-. ,i; " .. "; 

':l:he.a:p~~~,~\spjn :~h~:~llla l>~~u,tiful ~tyle,I(eyur(l8, witQp,r:on:ga em; top are on 

thEtarms:and,they ~red~comtEtd,attheir bottom with tass~Js.Below the keyiiras is 

seen the elbowomament. It is not so prominent here. Three vala~,adorneaehofthe 

wrists. The upper hands holdparc&uin~hiMt .... ~i~elY:;Tne'loftrright ha:nd is 
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" " ' 

in,thep'~ pos~, ;holding.th,righthaI¥i; Qf:Pi~tl, .. wh~l~the cOl1'fU;ponding 
, . 

left haQd is in k~ pose,. The <~tures.of.the .1)an,ds· have :~~·executed in a 

naturalistic manner •. , 

: . The legs ate 'modelled 'PowerfuUy; but th~"power is kept~U under control by 

means of: the refined lines and rounded modelling. The bend of: the right side of the . . . ~ 

figure has neCessitateq th~~nding of the right leg slightly and this has .n dealt 

with by the sthapati. deftly.; The turning o.f the.right. f'c)ot tQwards. t,he right side.~ 

enhanced the charm of the filNre. The. Jet);.legj~tJrm,. Bllt there is asligb~ projection 

on the left ~ipbroughtabout:by t~e bend towamstlle''rigbt .ide. ~~ngtothe loin-
. . 

cloth it is done in the,waveooOver-wave form met 'With in a.numberofeadyfigures most 

notably in . the Vpshabhavihana . group . f1'()In Sivapuram and the Trlvikrama figure 

from Shiganallur. Two .short ends of ,thelpip~loth are seen . between .thethighs and' 
. -

their tips after taking a'sharp curve towards the .endare ;attached ·to the letl;thigh. 

Interestingly tbegin,ile proper is broad ~nd worked with floral d~igns and it.!5hpws 

an ornate ~imhflt-rn..ukh(J, clasp in front,~ There.are three othfll' beadedstIinp roU;lldtbe 

waist, :of which tbe,upper-most one, starts from the head of,the lio.n-faer.:-The lo.cp. . 

issuing out of tbis face enclpse tbethick clasps ()C the thnte atri.np .. The PadaBarcu of 

the·figUre·are also nicely executed. 

At the backl thejata..m,(Jk4Ias~W8 the pronged ornament on this side also whi~h Fig. 127 

. is novel. Th~ petalled $ira8~ra is enclosed ,nthin a rim leaving openi~gs"between 

it.andthe tips of petals. As ~ual ~ sim~letassellulngs from.the ~tral krlob .. The 

mostinteresting' detail seen here is the btai~d l~ that hang over the back orth~ 
. . 

neck~ While the rnanne.r .of s,howing tbe l~ in twisted form bas been noticed in· 

bronzes belonging.to much earlier times, here the locks are Jong and wavy ~nd their 

end~ are twisted into tWQ deep ~urls. There aretbirteeD.such 10.~It maybe noted 
'. '. .', .. .. 

heret~at the pend"nt o~llamentusually s~n in the miclst of the~ l~ is absent.in 

this figure' althollgh ;irl. so~e other figures of this ~llection it is presen,t, most 

con~picuol1s1y in~e ~rvatI ~cco~AAJlyi~g t~hlfuva~~d in ~ll~Vishl)u olthis ,p-oup. 

itself, The other d(;ltails~re.as usual ~ .. clearly s~n he~,~mqngatwbich: theelasp . 

of,thegirdle is note-worthy. The tucked-upend ()Ctbe clotb which is seen in the middle 

of the' Vlais~ is iltl'QPbied. . 
, . 

tlbid.,pl. XIX; Fig;'~ :.;,. ,,'" , 

: ". "..~, .. ": 
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As will be seen below, the modelling of this figure as well as the other figures of this 

collection is slightly heavy; and their decorations are rather ornate. This deficiency 

has been made good by the beautiful pose and enchanting rhythm of the lines of the 

figures. This may be due to the fact that these pieces were made under direct orders 

of the emperor. 

The figure ofParvatl may be said tobe a gem of its.kind on account of the flowing 

rhythm of its bodily lines, the delicate treatment of the ornaments the beautiful 

bhahga which is rightly emphasised a little more than usual in order to suit the context 

of marriage, tender and soft features and the subtle but significant expression of 

shyness characteristic of a young 1ndlan lady whose hand is being held for the first 

time by her lord (pati). As though to make this figure the cynosure of the whole group, 

the sthapati with a poetic vision, had bestowed special attention on the limbs 

especially the arms and the fingers by showing them a little more elongated than 

necessary. The-most conspicuous limb of Parvati which is in the centre of the 

composition ofthese two figures, namely the left arm of which the hand might have 

held the lila-kcimala (sportive lotu's) is also the most delicately executed part, as is 

evidenced by the beautiful manner in which the bend of the elbow as well as the tender 

fingers are depicted. 

The kara!,{la-maltu~a ~hows three tiers with knob on top and it is decorated on all 

sides with the pronged ornamerits. Fillet is thick and worked like a row of petals and 

it projects deeply. The features of the face are sharp but beautiful and there are 

makara-kll.!Lt!alas in the ears. A broad necklace bounded on either side by a thin one 

is seen on the neck, where there is yet another cord tied, closely showing a small 

ornament in front, probably representing the mangalya-sfitra. The yajnopavitli is 

three stranded but the sttands are shown together. It passes through the collapsing 

breasts without making any waves. Its workmanship is simple. The treatment of the 

torso and the breasts is perfect and the shoulders are well (inished suggesting 

youthfulness and vigour; Curly strands of hair fall on them, wQile the pendent 
-. '/ - . 

otnament, usually seen onmale figures and also in-thedevis ofthe Srinivasa group 

from Sirupal}aiyurdiscussed above, is also present here and its curve adds charm to 

that part of the figure. Arms, as has been said above, are well executed including the 

ornaments. The keyiirasare prominent andtheyshow tassels below them. But here 

also the v'iiji-bandha (elbow ornament) is simple and it does not show any prominent 

projecting piece on the outside. Here in this figure are seen valayas made into a series, 

integrated by means of cross-bands. 
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The part below the waist is exceedingly well executed. The ati-bhanga of the right 
I . 

leg has been rendered in a masterly fashion. Piidasaras and ririgs on toes are present. 
. I 

The lower garment is done in the same style as the loin-oloth of Siva. One end of it 

hangs on the left thigh. It is shown in graceful wavy form. On the right thigh a ribbon 

is seen. The other end of the cloth hangs between the legs and its tip, also worked in 

wary fonn, is attached to the left leg, and it reaches beyond the curving hem of the 

garment seen on the legs. Uttariya is distinctly seen tied round the waist and there 

are pearly strings going over it. There is no median"loop in front. 

The back view of this fine bronze shows the usual details. But the interesting ones 

amongst them are the two rows oftwisted strands of hair shown one over the other and 

the long pendant ornament hanging from the neck. An appreciation of the exquisite 

beauty of the modelling of1he entire figure is possible more -from this side than from 

the front side. ,The lines of the sides, the life-like buttocks and the benlrightleg which 

looks as if endowed with life are points especially noteworthy . Both figures stand on 

a simple rectangular metal plate. These two alone form a marvellous group and may 

be co~pared only to. the other group ofVrishabhavahana and ParvatT (Fig. 128) to be 

noticed below. But their magnificence is enhanced by the equally well finished Vishpu 

and LakshmT which form the subsidiary group in the composition which looks more" 

like a tableux by these gods and goddesses in their physical pr~ence than sculptural 

.representation in metal'. 

The figure ofVish~u stan~ in abhariga pose and its various other features go to 
. , - , 

suggest a gentle movement. No doubt the kinta-makuta like theja/a..makuta of Siva, 

is ornate. But its details show clearly that it is only slightly more evolved than the 

kinta ofVishJ)u from Perunto~~am (Fig.123). The face is somewhat small compared 

to the fully grown body. Perhaps it is merely an illusion caused by the bigkirl!aonthe 

head. Anyway like the face of~iva,.this is also not only beautifully modelled'but alSo 

expressive of great joy quite ap~priate to the occasion. 

" The same types and number of necklaces as seen in the Siva are also seen here; but 

here instead of the dangling hara, a circular kar;t!hlis seen and it hangs below the two 

k~hls. YajnopaiJ[ta of this VishJ.1u is oUhe archaic type but the hanging strand is 

thinner compared to the other two. The clasp is done in a delicate-manner. The u~ 

bandha is broad and shows for the first time a few small tassels penden~1'romita lower 

side, a feature which develops further as is evidenced by the udraro-ba.nd1£a. of the 
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Chandike~vara from VeHinkanni (Fig.121). The earlier bronzes where this detail has . . . . 
been met with is the Tiruvarangu!am Nate~a (Fig.107). A strand of curely hair is seen 

on the right shoulder. A very interestingdetail is seen on the right chest. It is the mole-
, / 

like thingin silver in the form of an isocellestriangle. It is obviously the Snvatsa mark. 

A similar mark was noticed in Vishl)u from PeruntoHam (Fig. 123). The fact that it is 

of silver makes us sceptical whether it was originally added or not. Even supposing 

that the silver mole was not there, that there should have existed on this spoGa similar 

mole modelled together with the figure may be considered as more than probable 

because of the presence of a similar mark on the right chest of Vish~u from 
, -

Peruntot~am mentioned above and by the presence of a symbolic representation of Sri 

on several other early Vishl)u' figures as well. 

I 
The arms are adorned with ornaments similar to those of Siva. The interesting 

details seen here are the discus and conch, h~ld in theupper'hands. Their forms and 

the flames on their fringes are ~bviously simple although their workmanship is a step 

more evolved than that in which the same emblems of the Vishl)u mentioned above are 

delineated. 

As regards the part below the waist,' the chiefpoints of interest are the ends and 
, , 

bows of cloth on either side, which are· worked in a manner that gentle ~oveinent is 

suggested by them and it is therefore different from the stiff manner of treatment of 

the same details in the Vish(lu from PeruntoHam. Though the treatment of the girdle 

and waist-bands including the median l()op in somewhat more ornate than that of the 

same details ofPerunto~t.am Vish~u, the sirhha-mukha clasp, the monolifonn tassels 

hanging from the sash on the thighs and the workmanship of the kaccha s~en between 

the legs are in a style which seems to have exerted its influence in the making of the 
. 

Vishpus of subsequent periods. The naturalistic wave-over-wave fonn of the gannent 

of these figures may be said to be due merely to tendency to depict the detail ipits 

ancient fonn so as to invest the figures with authority as well as to show off the 

knowledge of the sthapati in the older traditions of the art. For he was making images 

not for ordinary pe9ple but 'to royal orders. 

At the back, the details to be specially noted are the arrangement of the twisted 

locks of hair and the pendent ornament. It is interesting to note that the curls of hair 

are not bound by any ornamental ring a feature which is-prominently seen in the 

, ~ishIJ.u from Peruntottam. The' pendant obviously is set with gems. Another 
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interesting detail seen here is the clasp in the yajoopavita which is just a copy of the 

Clasp on the other side. This feature is not usually met with in bronzes of this kind. 

The :iraS-cakra is similar to that of the Siva of this group. 

The figure of LakshmTis done after ParvatT of this group. But as required by"its 

iconography certain details not seen in the ParvaiI are ,present here. They are the 

kucabandha tl1e patra-ku'!flalas and the channavlra. A signific~ant detail namely the 

m'iingalya-siitra seen in Parvati is absent from this bronze, and the reason for this 

absence is not known. Amongst the other details, co~mon to both the figures, certain 

variations are noticed in this figure. In the place of the fillet with petal-like design on . 
it seen on the head of Parvatl, a thick garland of flowers is found here. While the 

keyura with prongs is seen in P'arvatl, here ingenious combination of nliga-valaya and 

keyiiroofthat type is seen; because in the place of the serpent-hood-like floral head.of 

the ornament, prongs are depicted here. The series ofvalayas is not framed by bands.· 

The hanging end of the garment is seen here on the right thigh. And the arms of 

Lakshml as mentioned already are stretched to the left side where Parvatr should 
I , 

stand, in the attitude of presenting her' to Siva. At the back, the thick band pertains 

to the kuca-bandha. The two strings of the channavlra are carried up to the fringe of 

the series of locks of hair where the:y are joined to a ~ot. A short orname~tal thread 

hangs from this knot. It may be pointed out here that this feature has already been 

seen in the devls .of the VishJ.lu from Perunto~~am where there is also a ring round the 

curls of hair on the neck which is absent from the LakShm1 under discussion. Since in 

every other respect the figure of LakshmTis similar to ParvatTit may be said to be a 

slightly smaller coPY of parvatl. 

We shall examine the other group of bronzes consisting of two extraordinary 
"-

beautiful items representing V:rishabhavahana and his consort. An earlier bronze Fig. 128 

representation of the theme from TaI)c;lanto~~am (Fig.67) has already been noticed. 

The present group showsinteresting,v.ariations of details. For instance, th~ headdress , 
of Siva is in the form of a turban ofja!iis of exquisite beall;ty; the right side is bent to 

lean against the bull which is missing; and the right legis crossed against the left leg. 

Besides these, the tri-bhanga pose, the heavy modelling and the ornateness of 

decorative details all to to show that the style of this group is certainly more advanced 

than that of the Tandantottam group. 
o •••• 

The posture of this two.~armed Siva is apparently beautifully-poised. Not only is 

the jatii-bandha executed in an exceedingly original and ingenious manner thus 
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making ita unique example of aja!a..bandha but the way in which the crescent and 

the Datura flower are shown is also interesting. Just as in the case ofKalya1)asundara, 

here also these emblems 'have been depicted in a very insignificant manner as is 
I 

evidenced by the utter subsidiary position given to them. On the other hand, the 

attention bestowed on thejatiis ~s so minute that even from their roots they are clearly 

delineated. Hence we are able to see the beginnings ofthejafiis in the deep space that 

exists between the fillet and the bandha ofthej~iis. The face is round and its features 

are similar to those of Kalysl).asundara discussed above., But the eye balls are 

indicated here by means of incised circles. Right ear is empty while the left one bears 

a simple patra-ku'!-4ala. The expression suggests calmness although a subtle smile 

seems ,t~'beam through the sensitive lips. 

On each shoulder there is an exceedingly beautiful curly strand of hair. The other. 

ornaments are similar to those of Kalyal).asundara. However no keyiiras are present 

here, and only a single valaya adorns each wrist. The yajfwpavTta is of a single st~nd. 
It is another variation of the same motifand i~ interest lies in the fact that inasingie 

- , 

compact group itself, the same motif is represented in three different forms. ,It shows 

the usual clasp over the left chest. It hangs without any waves in it. The udaro,.. 

band/m1)ftbis;fjgta,re ,t(J(l~~;;aOt'·~'~Y1i>-~;,aam •. ~"flOm.it. ,~h ,the 

'-treatmenfo:Of~~1JiinbeththiS' artdtheKalyinasundara is the.same,bere the . .' " .. . . ' ... -

t"6BdS of the ~that hang between·thethighs are much shorter and- they 'are 

attacbed to 'th;erliht thigh. Besides, the simha-m:,mha mtJil/Jio.orily ~ not show 

au.liitrings p-.;eetiM {rom its head but its treatme~t is slightly different froin that of 

hmdil~ng ithUaaoth8.l" f.,ll'e. 18 fact its reflftellEllt issupe14>. This seems 

a~., haw been datTveclflliln the motifooeuringill the btrannedAvaloki~vara , 
fro. Kadri Wtg.1(3) aoticed above. MOJeOver. the waist-bands are not so ornate as 

,'ihqse of the Kalya~dara although the girdle is. 

It is the back view that displays the full glory m thejala..bandha and the simple 

but charming pattern made out ofit. The braided locks with three deep curls at their 
• 

iiJli hanging on the-back add beauty to the entire motif which consequently becomes 

not only a unique SJl8cimen but a marvellous one at .that. It may be noted that here 

too the pendant usuallyseen amidst sueh long braided locks, is absent. The tucked

up end of the garment seen it). the middle of the waist is somewhat large h~re. The 

other point to be note4 in this side is its utter simplicity of treatment which brings,'out 
. (~. 

completely the greatness of the master sthapati who has responsible for this bronze. 
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The padmasan:a shows simple and beautiful petals of lotus. The tips of the petals . 

formin:g the upper series are not shown thick while those of the lower course are 

emphasised. There is a thin line separating two succesive petals of the lower course. 

Even here, of the two courses of petals, the lower one, compared with the upper course, 

is broader and its petals prominent. The treatment of the upper course in an 

insignificant manner seems to be a characteristic of the traditions of this period and 

one which see~ to have persisted in the subsequent..periods too. As has been said 

above, this was probably ~ade in 1011 A.D. according to the evidence of an inscription. 

The figure ofPirvatl of this-group is 18l'ger than the PirvatloftheKalyilqas\tlldara 

group. It stands in the tri-bhanga pose .. But it shows nearly all the details fouad in 

the latter and in the same style. A few differences are seen between tbeal. Most 

important of ~hem is that while the latter pirvat1 is so worked as to suggest tlaat it 

represents a teen-aged maid, the features of this figure suggest that here Pil'lVatI is 

represented as an adult woman. Secondly, like til LakshinI, this figure too does not 

possess t"mCirigalya satra which is rather strange. The karalJ.C!.a-makuta shows five 

tierswitb a knob Oil top, and it tapen.s in a sharp conical fashion. This is probably a 

c:lescendant orthekaranda-makutds ofthe devls ofVishnu from PeruIitottanl. No bows . .. . .. 
or fiowingends of cloth are present on either side, but a slender ornamental thread 

bangs on each thigh. Elbow ornament of this figu~ shows a piece projecting out. At 

the .bact, the ~rc6 .. cakra is of the type which is characteristic of this group. But the 

.twisted strands of hair are in a thick clUBter and the tassel hanging from them, though 

amrill,iitdel~ly worked. The manner in which the waist-bands and the tucked-:up 

,end ofeloth in-the middle of the waist are worked is praiseworthy. Above all the bends 

or the legs and poses of the hands are exquisitely finished. But the sha., band 

introduced at the left side of the trunk ih order to give prominence to the hip seems to 

ba~ caused some angularity iIi the line and thus has slightly impaired lite beauty of 

thlt otherwise perfectly poised figure. 

The padmasana of Parvat! is somewhat difference in WDrkmanship from that of 

the Vpshabhavahana. While in the latter figure the petals are naturalis\ic, and do not 

show any groove incised along the rnargiR of each petal, the,petals of this figure have 

each a marginal lines is noteworthy. In ~uch figures as the devls of Perunto~~am 

Vishnu, this featurets wuitiStakably..seen. From this combination, it maybe inferred ... - ; 

that.sometimestbe mainfigUtes of a group are shown with padmasana of which the 
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petals are without grooves on their margin while the padmasana of subsidiary figures 

have petals with the marginal"in~s. An additional square plate is also found in this 

figure. According to another inscription this bronze is said to have been made in 1012 

A.D. The uniquenes of this group has already been stressed. Indeed this isa marvel 

and can stand comparison with any best work of sculpture of the world. 

Fig.l;30 . Now we shall briefly deal with the Bha,irava. In respect pfworkmanship, as has 

been said above, this is in the same style as the bronzes of the two SToups discussed 
; 

above. But its iconography has necessitated the introduction of some new details not 

met with in any of the figures previously examined~ 

The eight-armed Bhairava is another interesting bronze of this period the like of 

which has not been met with. It stands erec't, i.e., in sama-blianga posture. The other 

details peculiar to this figure are the following:-

The braided locks of hair are arranged in the form of heart ~nd it serves the 

purpose of a bhiirma1J¢ala (halo) too. A knob-like projection is seen on the head. On 

one side is seen a serpent and on the, otheI>thecrescent and the Datura flower. Six 

tassels are seen, three on. each side of the Jat&ma1J-¢a1a. The fillet with the gem, 

con~ists of flower designs. Patra-ku1J-1-a1f1lJ~re seen in both the ears. The raudra or 

terrific aspect associated with this icon, is llttempted to be depicted by means of the 

knitting of the eye-brows, wide open eyes and ,the small canine teeth. But as was 

customery with ancient sthapatis to introduce benign qualities in the representation 

of terrific themes, here too the sthapati had depicted the details in the same fashion 

which goes to make the bronze pleasant-looking rather than terrible-looking. Even 

the knitting of the eye-brows, in the context offeatures expressive of joy, seems to add, 

charm to this expression rather than striking terror. 

The necklaces and the pendant ornament on the right shoulder are of the same 

type as those of the above figures and thus affords a prooffor its.groupingwith them . 

. TheyajfwpauIta is ma4e of two strands, twisted like a rope. Besides, a long mala or 

garland similar to the long garland seen in a Vishl)u figure is depicted. It seems to be 

a string made up of small globules. Perhaps 'theyrepre~ent severed heads, in which 

case this becomes a mU1Jfla-maUi. No tassels arep,"esent in the udara-baiut,ha. This 
. '. " 

figure shows two serpentl:! with their bodies twisted Illnd wound round the waist. 

Further their hoods are converted into decorative pieces adorning the thighs. The 

manner of showing them hanging on the thighs is superb. 
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Arms are displayed in fan-wise series on either side, ~nd the manner of their 

attachment to one another is beautiful. The armlets are of actual naga-valayas and 

in no other bronzes armlets of this kind are seen. Except the three hands namely the 

upper-most right hand, the corresponding left hand and the lowermost left hand which 

hold respectively, a if,amaru, a bell and a bowl, the rest are in kataka poses. At'the back 

the interesting details to be noted are the arrangement of the iirddhvake~a in a 

beautiful big bud-like form as seen in the Mahe~varT figure noticed above and the 

hanging locks of hair with twisted tips. These two details are againnloteworthy as 

showing its position after the above bronzes. The pendant is absent from this figure. 

The series of arms seen one below the other in the depth of each sid~ is impressive. 

The figure stands on a padmasana which is similar to that of ~he Vrishabhavahana. 

But here its upper course is slightly larger. A bhadrasana with simple mouldings 

supports this padmasana and both of them are moulded together. 

I t would have been clear by now how remarkably able were the sthapatis of ancient 

times; because a varie~y of difficult and intricate themes ~hich are in the nature of 

testing their capacity, imagination and above all the genius of even a master artist 

have not only been taken up for execution but also have been represented in such a 

manner as the success achieved in it by these sthapatis is astounding, in spite ofth~ 

fact that the modelling of the figur~ appears to be slightly below standard. 

Now we shall examine the two images belonging to the recent find. Of these the Fig. 131 

Ardhanarlht.90cm; br.4 7 .5cm may be said, even at the outset, to be another unique 
. I 

bronze. This is the earliest specimen representing this aspect of Siva in bronze so far 

known. The Madras Museum has already got an Ardhanari1 but it is of little 

consequence except for its iconography. The bronze under discussion is of great 

interest both for its iconography andfor its artistic qualities. In fact, if this is compared 

with anyone of the stone Ardhanarl figures from KumbhakoQ.am;Tiruvirami'£varam, 

etc., the striking correspondence that exists between this and them can be easily seen, 

which goes a long way in affording a,basis for the attribution of the figure to this period. 

The figure stf\nds on a padmasana in the tri-bhanga pose. As is usual in these 
- I.· 

images two arms are present on the right side which is of Siva while only one arm is 

~een on the left side which is ofparvati. Of the former two arms, the lower one is shown 

1. Cataloglle, pp. 116-117. 
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in the POM oJ leaning against theNandi which is however mJssi.ng from the group. In 

relief sculptures showing Ardhana;rl the Nandi will be seen invariably. In view of the 

fact that this bronze is in the round, the figure of Nandl which must have been also in 
. ~ 

the round, similar to the Nandi of thQ Vfishabhavihana group from Ta~<;lanto~~am, 

baa ~ot been found along with the bronze under disc~sion. The left arm is held as 

usual in the posture of holding a mirror, a concomitant detail of an ArdhanarI 

sculpture. . The rendering of the arm is extremely beautiful and the fingers are 

especially noteworthy for their tenderness and realistic delineation. The makuta as 

requiled by the theme is of half-jato' and of half-karalJ.(la. It is as usual surmounted 

by a blossomed flower and is decorated with the pronged ornament. The face is rather 

.quarhsh. But due to the manner of portrayal of the nose, it seems to swell out into a 
~ " ' 

slight ovate. form. Interestingly each side' is, depicted different from. the other, 

according to the requirements ofthe sex. Though this is a special feature of Ardhanirl 

figures in genefal, the prominence and distin~tion given to it in this particular instanCe 

are significant and they add to the exquisite beauty of the bronze. Of the ornaments 

the noteworthy ones are the kaiJlhis, the yqjfwpavlta, thenaga-valaya type of armlets, 

the beaded 'vOJi-bandha and the curved p'endant seen on the right shoulder only. 

Interestingly only in the left arm and the left ankle are seen on the series ofvalayas 
" 

as are seen in female figures. The breast on the left side is a full one and it is in the 

style ofthe period. The mociellingQfthetorso has remarkably sucCeeded in achieving 

a balance-betw:een the two sides ofit, with the result that what would otherwise have 

be~me uncouth and unsightly has been turned into a wonderful work of art. 

The beauty of the piece is however due to the manner in which the hip portion, 
. . 

especially of the left side i.e., of the female side, is portrayed. The bhanga introduced 

here is graceful and charming in spite oitha-slight overcontractionofthe line near the 
. .;. '.' . \ . 

udara-bandha. As required by the hermaphrodite figure shorts ~re seen on th~ right 

thigh while there is' the regular garment reaching to the' ankle on the left leg. This 

garment is depicted with a number of parallellin~ represe~ting its folds as we are 

seen in the Vislu}.u (Fig.123) from Perunto~ and Pirvati (Fig.l28) from 'llruVeoki4u. 
The sim_hamukha clasp is interesting as it is definitely' of the developed typejbut the 

style ofhangi.ng of the gan;nent on ,the left thigh is· interesti~g. In ordertopl'OJeet the 

left a.de, the right leg is bent slightly at the knee which is however realistically done. 

The beauty of the modelling of the 'figure is exemplified by the ri.cht leg. 
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The back view of this marvellous bronze gives a glorious view of the figure. Here Fig. 132 

it 'is that one easily recognises the half female and half male character of the deity 

because of the delineation, on the left and right sides, of the respective features, such 

as the shorts, two-tiered curly hair, the slender arm, the emphasised hip and the sauri 

of the left side and the long strands of hair, powerful arms and shoulders and the not 

so much emphasised hip of the right side. The other interesting details seen on this side 

are the pendant and the knot of the yajfwpavlta .. The figure stands on a beautiful 

padmasana. Though the petals are nofvery clear, the very lines forming them suggest 

the quality of workmanship. This, together with the good proportions makes the 

pedestal a good specimen of its kind. The square holes on it are intended to' securely 

fasten the figure by means of ropes to wooden carriers while it is taken out in 

procession. 

The Somaskanda from the same plac~ is interesting in its own way. That the Fig. 133 

figures of thisgToup posses a majority of the characteristics met with in the above 
, ' I '. 

mentioned bronzes is easily seen. But the facial features of the two figures of Siva and 

Uma of this group are quite distinct, as also the style of their headgears. Moreover, 
I // . 

Siva is attaired in an elaborate fashion with a garment showiflg numerous fold§:1>.Ilit 

like a Vishl)u figure. The same type of garment is seen in the Uma also. Owing to this 
, 

feature, this group seems to be ornate compared to the other bronzes from the same 

place discussed above. 

The most interestingfi~.re of the group is the baby Skanda standing in between 

his pare~ts. According to the practice, the baby is shown as plumpy but nevertheless 

the proportions are good. Further the expression in the face and other features make 

the figure a fine realis tic study. The stunted juira1J¢a-maku~a and the loosely hanging 

) ·~nds of the waist-cord with kinki~is are noteworthy. 

All the three figures are seatea ona long bhadrlisana which is almost identical 

with the lisana of the Cha~Qike~va:ra discussed above. Interestingly the part of the 
I 

asana on which Siva is seated is of a larger size ~han that on which Uma is seated. This 

is a peculiarity not met with in any other Somaskanda. Thus in several respects these 

bronzes are valuable examples of the art of the period and they afford interesting 

points for the study of iconography, modelling and decoration. 

The next bronze that may, with reason, be attributed to this period is the Fig. 134 
I ' 

magnificant Siva, ht.about 108 cm, of which two good views have been shown Pl.X in 
/ , 
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the Journal ofIndian Society of Oriental Art, Vol.VI and commented upon by Mr~ S. 

Gopalachari. 1 It stands in an elegant dvi-bhwiga posture with the two lower hands 

in purposeful postures and the two upper hands holdin" respectively parcJu and 

mriga. 

Before proceeding to make a detailed examination of the figure, its identification 
. • I 

may be considered first. Mr. S. Gopalachari has gescribed it as "Siva standing as 

Chal)Qr~ekhara (Kevalamurti)". Obviously, no certainty of identification is possible , . 

from the combination ofthe names of Siva, Chandra4ekhara and Kevalamurti. This . ~" .. 
ambigui ty i~ the identification ofthe figure was perhaps permissible in view ofthe fact 

/" '" '~)" ,,;C'~,:t, :. • 

tliatat the tini'ewhen this was published so many bronzes as we now know of were not 

known. Nor were known bronze groups similar to the one in which the bronze in 

question was the main figare. Amongst the numerous. bronzes that have been 

reported during the last thirty yeers or more, a number of interesting groups are also 
I " 

found. Of the latter, the groupe where Siva figures in an exactly the samep08e as the 

one in which the present figure is f9Preserited, are known to be somewhat. popular. 

These are representations oillva's' marriage with Parvatl where Siva is called as 

KalylilJasundara. A splendid group of this representation from Tiruvel)kiQu has been 
. 1_ 

noticed above. In this group, beside&> Siva and Pii'r'Vati, there are the bride's party . 

namely.Vi&h~u and Lakshml also .. Another magnificent group of Kalyanasundara 

and Par'Vatl (Fig. 140) but without the other two figures is known form TiruvtiJvikkuQi,. 

Tanjore District which iShQl_ below. On the basis of the significant pose in which 

Siva is represented in these J'l'Ou~_lld the affinity of the pose ofthe Siva figure now 

. examined ~ the pose ofSivas of the above ~entionedgroups, the present Siva is 

identified by us as Kalyal)8Sundara. Tly pose in which the lowerrtght hand'is shown 

may be said to assist the identification because it is in a special variety of kataka pose 

intended to hold the right hand of his bride, parvat1. 

. The first thing that strikes one in this figure¥i~modelling which is heavy like 

that of the ligures of Tiruvel)ka9.u group and bHbe saints examined above, although 

here the heaviness is treated in such a "manner as to m.e it an appropriate and an 

, essential element of the concept of the figlire itself. The second noteworthy feature of 

1. Mr. Kbandalavala has rerently dealt with this piece as being in a private-collection in Bombay in 
M01"g. Vol IV. No.4, pp. 8-9. The cover page of the issue ofthejou~ carries a magnificent view 
of this work oCart; besides, it is illustrated as Fig. 1 also, in the article .. 
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this bronze is its majestic pose which' too is extremely appropriate for the theme 
. I 

represented by the bronze. Kalyal)asundara represents Siva as the bride-groom par 

excellence where he has to assume airs anddisplay grandeur in pose. The other details 
~ "1" ·~':':~·~·t 

by their refinement and restraint enhance the quality of the brogze . 
... :.',"t. "'" '!l:' •• 

The j~a-makuta has become slightly ornate and is surmounted by the usual 

flower. The pronged ornament of elaborate workmanship \s seen in front ~f it. The 

emblems are probably seen on the headdress but not visible. This is note-worthy 

because in the Kalya~asundara from Tiruve~kac;lu (Fig.126) also the emblems are 

shown in a subdued fashion and we have said there that it was perhaps required by 

the context of marriage. The same reason may be applicable here too. The fillet is 

ornate. The face is beautifully fashioned and the nose has become apparently sharp 

and is fast approaching the stage of complete conventionalisation. The lips are 

however sensitive. The eyes are almond-like; The expression in the face is somewhat 

serene. Unlike the Kalyanasundara from Tiruvenkiidu, a simple patra-kundala. is . . . . . 
seen in theleft ear while the right ear is empty. 

There are two necklets on the neck; the upper one is a si.mple ring and the lower 

one which is thicker hangs somewhat low and shows a gem-set piece in front. The 

yajfwpau[ta is treated in a beautiful manner with the usual casp on the left chest. The 

gentle wave seen in it is noteworthy. 'J'he udar~lJandha is gem-set in front. The torso 

is executed with consummate skill. The shoulders-are high but not treated so as to 

display power and strength. The usual flower-decked stran'ds of hair are seen on the 

shoulders. On the right shoulder is seen the pendent decoration which is beautiful. 

The arms are beautifully moulded and the style of their joinidg to the shoulders may 

be seen to be akin to that of the Vish~u from Perunto~~am. In spite of their fine 

proportions there are the angUlarity and the stiffness characteristic of sculptures of 

the period. The fingers are comparatively short but yet there is the livliness, a 

characteristic of ancient traditions. The' pronged keyuras, simple band-like elbow 

ornaments and ualayas in sets of three are seen in the arms and wrists. The absence 

of the projecting piece from the elbow ornament is notewOJ;thy because although it was . 

an invariable feature in a majority ofbronzes belonging to the second hidf of the period 
of the school ofParanta.ka I, in most ofthe bronzes belonging to the school ofRAja~a 

I that have been examined above, this element has been either omitted altogether or 

s~own as simple band. This vascillation in the depiction ofthis feature seems to have 
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continued for some time more, for althougha greatm~ority ~fbronzes oflaterperiods 

do not show the projecting piece in ~heelbow ornament where~~r it is present, in a few 

cases it is prominently &hown as for instance the .bigger Ka~~appa- nayanar1 from 

Tiruv'alanga4u (Fig.320). The lower left hand is iI\ ~haya while the remaining hands 

are engaged as mentioned at the beginning. The trunk of the figure is su"fficientIy 

inclined to left; which is responsible for the beautiful pose. 

The legs are also treated fully in tl:l.e round although as seen in'the two Rrevious 

examples, the knee-caps are prominent. The flexions in whi.ch the legs are shown are 

well disp,layed. The loin-cloth seems to be simple and plain. But there are the girdles 

and waist.,bands with the usual simha-mukha clasp in front worked elaborately. The 

bg..w-like details, which are evolved in style, prove this abundantly. Besides, a short, 

beautifully worked pendant is seen hanging from the waist-band on each thigh while 

a third pendant is seen in between them. As has been seen above, only one penc:lant 

ofthis type was seen in the Kiratamurti in the Tanjore Art Gallery (Fig. 74) while a pair 

of similar ornaments was seen on each thigh of the Vish~u from Perunto~~m. While 

in these two bronzes, they seem to be ends of cloth rather than ornaments, in.the 

present bronze they may be taken to be ornaments and as such the repetition of them 

is interesting as they occurfor the first time ina Siva figure. . 

135 The back view of the figure shows ~he manner of dressing of theja/iis' which is 

rather geometric in pattern. The :iraS-cakra is almost similar to that of sri de vi of the 

P.erunto~~am Vishf!.u group, but the central knob and the tassel hanging from it are 

more evolved. The braided hair hanging on the back is interesting. There are five of 

them and each is beautifully twisted throughout. The display of these five locks is 

_~~teful. More interesting than tbe treatment of the hair is the treatment ofthe ring-. . , -
like ornament that encircles it as in thec.aseofthe bronzes ofthe Vishnu andSrinivasa . . . 

groups and others discussed above. This feature has been met with only in one or two 

Siva or §aivite-bronzes examined so far and it is therefore interesting to.see it in thil;l 
. , ~ 

example also. The ringshowsfour knobs probably representing gems. Theyajliopq.vita 

. shoWs a kn~t in the middle of the back where the shorter strand joins. This is also 

novel. The,other int~resting feature noticed in this viewis the beautiful modelling of 

, the entire figure that or the buttocks being especially refined and well finished. The 

1. Ca.lc/logue. pI. XIX. Fig. 4. 
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magnificent poise of the figure is apparent from this side also. Inspite of the fact that 

the bronze is of this period, the representation being of a very important theme the 

sthapati seems to have put his heart and soul into this work and to have brought to 

bear on it all his talents as well as the resoqrces of his training in the traditions of the 

art. As a result of single-minded devotion and concentrated effort backed by a highly 

disciplined training;the sthapati could produce this bronze ~hich may be considered 

to be a great masterpiece. The magnitude and significance of this achievement gain 

in importance from the huge sh~e of the figure which is rightly considered to be "one of 
/ 

the largest South Indian bronzes of Siva known."l 

The las t detail to be noticed of this bronze is the padmCisana which is somewhat 

ornate. Thpugh the petals are broad and naturalistic, the lines in them which have 

now become pronounced are tesponsible for the ornate look that they now have. 

Besides, the evolved nature of the petals is also seen from the emphasis laid on the tips 

of the petals especially of the subsidiary ones. 

It is therefore clear that this bronze is an interesting and important example of the 

art of the period to which the above TiruveQka~u pieces are assigned. 

The affinity of the ChandraSekhara, about 70cm high, belonging to the Dharmapuram Fig. 136 

Adh1'nam, Mayiiram, Tanjore District, to the Kalyanasundara and the bronzes from. 

Tiruve~ka4u discussed above is apparent. The bro~ze, however, represents'Siva as 

Kevela Cha~c;lra$ekhara,as indicated by the sama-bhariga posture. It may have 

formed a group with Uma, which is now missing, in whieh case the group will be called 

as Umasahita. A few such interesting groups are going to be noticed below. Here, 

however, in the absence of the Uma's figure, this may be taken to represent Kevela 

Chal)~rasekhara. It may be mentioned here the fact that the setting up of an image 

ofChaJ?~ra~ekhara is referred to in No.54 of Ta nj ore inscriptions (vide South Indian ' 

Inscriptions, VoUI Introduction, p.34). 

A mere look at the figure reveals at once its fine modelling and finer proportions. 

Except for the somewhat stylised treatment oftheja{a-makl~ta and ornaments, the 

sharp nose and the slight ~tiffness ofthe posture, the figure may be adjudged as one 

-of the superb examples of the art of the period. Amongst its interesting details, the 

1. S. Gopalachari, Some SOllth ["dial£ Metallrl£age.s cu£d their Dhylimlllin J.I.S.O.A. Vol. VI. p. 21. 
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pendant on the right shoulder, the wavy yajfwpavUa, the ornate naga-valaya-like 

armlet, the evolved siTnha-mukha clasp on the waist-band, the looped band below the 

Clasp, the subdued but realistic treatment of the emblems and the well-finished 

padmasana are noteworthy. Of the double ends of cloth hanging on the sides one is 

shown slightly higher up, a cha?lcteristic which becomes a fashion from now on. The 

. lower right hand is in abhaya and the corresponding opposite hand is in lihuya-varada 

poses. Owing to its close resemblance to the above Kalyiif?asundara this bronze may 

also be assigned to about the same period. 

Fig. 137 Now we'shall proceed to examine the Nate~al unaer-worship in the Big Temple.at 

Tanjore. It is not only atypical example ofNa~e~a of the scl,lool of Rij araj a I but also 

one of the few superbNa~e~a bI"QII).zes so far known. It ischar~cterised by a rare 

splendour and its magnificence and glory are unsurpassed. The technique employed 

by the sthapati in producing it is marvellous. The ornamentation is tasteful and it is 

kept at the minimum, a quality which enhances the beauty of the figure. Ap'parently 

it is later than the Nate~a from Velankanni but earlier than the Nate~as from ." . . . . 

Tiruvalanga<lu and Punganur to be examined below. From the inscriptions belonging 

to the time ofRIljaraja I engraved on the walls of the Big Temple at Tanjore, built by 

the king, it is known "that the·chief image ofthe cen~ral shrine was called Dakshi~mert1-

vi~angan or Lord A9avalla.r'~ a Tamil term which means the Dancer par excellenee. 

The style of this Natesa is ~haracteri~tic of scu~ptures of Riijaraja I's time; ar{d its 

affinity to the stone Natesa foun~ in the western-most niche ofth!i! south wall of the 

central ~hrine of the Big Temple and to the painted Na~e~a on the·west wall of the 

sa1ac.tum inside, is great and striking. The size of the bronze"is huge as it is larger than 

the N at~as examined-so far as well as the other big Nate'Sa from Tiruvala.ngaqu. This, 

taken together with the development of the decorative details, shows tha.t is one of the 

definite characteristics of bronzes belonging to· this school as for instance the 

Kalyaqasundara (Fig.134). There is, therefore, some reason to ~ohsider this Na~e~a 

as the one which has be.en -referred to as A.g.avaWir in thE!o inscripti()ns m,entloned 

above. Infact No~.42 and 51 ofTanjore inscriptions3 refer to the ~~ttillgup of A~.a,val,lar 
images, before the 29th year of Raj araja I's time. But this image seems tobe,dffferent 

from the ones mentioned in t}lese inscriptions. If this is conceded, which we believe to 

1. O.C. Gangoly, op. cit., pI. III. 

2. SOllth Indicm Inscriptions, Vol. ~I. Introduction. p.k 29. 
.' 

3. Ibi~l., Texts, p~ 169 for No.42 andp. 203 for No.5L 
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be a fairly plausible proposition, then its importance as an authentic specimen of the 

art efbro~zes ofthe~ch'i"'l ofRijaiija I becomes very great. It mU8~ be mentioned here 

that this attributieri is however based entirely on grounds of style and we, more than 

anyone else. are well awAre of the limitations ofthis kind of dating. It is, theref~re, 

necessary to condition t~e attribution by saying that so far' as the style of the figure 

as a whole and the workmanship -oCits details gO, they'suggest a date about the 

beginning of the 11th century A.D. for the figure and this may be assumed as fairly 
! 

correct till the contrary is proved. The details oftheftgure are as follows :-. 

The headdress is decorated as usual with the peacock features. But unlike the 

Na~~a from Velinka~l}i where the muk,,!,!a form is preserved, here for the first time, 

they have been shown fan-wise although the high typing up ofthe feathers still retains . 
a semblance of the makuta form. There is a thick, twisted rope-like band employed to 
ho~dthe feathers together at their bottom. The, CJ'8scent moon ,is seen on them on the 

left side. It is not, however, very prominent. But the serpent and the skull are shown 

in high'~lief. The Datura flower wllich is seen on the left side is also' not prominent. 

The place where a fillet is usually seen, is here oocupied by another 'rope-lib 

(o~ame~t. The whirling j~ 2 of which five aJ;e seen on each side with three 

intermediate flower bearing strands each of which shows a beautiful full-blown flower 

\1 'at i~.· tip. In the Velahkappi Na~a, no such, intermediate lock isssen, but, 

'.' '" • aipificantly a short thread'like detailjutting out from the outermost flower that linkS 
'>:. \'. '.' • . 

, two co~ecu~iv.e loeks is seen. This is probably the basis for the intermediate locks met 

~th,in'the P~8nt .... ple.l:n. necessary to mentIon hete the fact that while the 

· two seria8'otd .. tiris"'t;re employed in the Na~a from Vell~l:aq.,i are siInpie, the ' 

. sam~d~tail has ~m. obvioUslr ornate here. At the root of whirling locb is seen the 

end of a/piece or cloth which is ~preadout in an artistic man,ner. It is of great interest 

to note that inthia bronze the figure of Gangi is seen as a'DliniatuN figure made '. '. 

separately and rfitrette,d to the prabhli just a~ove the tip of the upper-inostjafci on the 

ri~ht.8ide. As cit ,does not r.nn an integral part ~th the figure itia likely that this 

. Gan. was added later. 
., . 

" .' • , .' 'j 

Theraee is~~JI~ .. ~Jy finlshed although the- ~OS •• ia cbar&eteristieally,sbal'p.alld; 

Uleeyes andt~~~~t.lik&t~ortheyel""pp.1Na~a, are marked by ineilei , -' " - " , 
,.1';. . . . .. t" . .. 

1. In No. 42or~llUlcri~tii~ .. ~~ ... Vol.UIll~~~.53 a~ Texta,p. 170) .c .... li 
. ~valllrpodeuing~.jal5twldf~ca .... ~ .... tenjOl.a~ ",. .... ' 

So thia aeeu;l8 tc> 'be ditl'ereatfrom 'the othe __ ~tj~ed til the above inMription. 
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li~es.The ears are al~o characteristically short. In the left earis seEm a naturalistically 

workedpatrarku'!4ala, but the other ear is empty. The expression is·suggestive of 

supreme bliss. The neck is moulded in a manner suggesting strength. A broadk~h[ , 
and a long hara of beads which is characteristic of Siva figures are seen on the neck. 

'rhe yajoopavlta is beautiful and its gentle wavy form,.is charming. The treatment of 

the adardrbandha is excellent. While preserving the rounded form of the stomach

band found in the Velanka~~i Na~e~a, it sh()w:B significant differences in details. For 

instance, the waves of the flowing ends, though beautifully rhythmic in character, 

show signs of becoming schematic and stylised. The loop on the right side has 

developed a blade-like form. The space between the two flowing ends has become 

wider and here is seen a couple of beautiful flowers introduced at regular intervals, 

making the detail elegant. Moreover, the tips of these ends are decorated each with 

a simila:f flower. Only a beginning of this feature was seen in the Velanka~!li Nat.e~a. 
The torso is moulded completely in the round and in an extremely refined fashiop·. But 

the constrictions seen in the lines of the sides, particularly in the line of the left side 

demonstrate in an unmistakabale manner that the sthapati's.could not but follow the 

traditions of the art of the period. The shou~ders are executed with great skill and the 

success achieved by the sthapati in depicting them may be said to be marvellous, nay 

unique. This single feature alone marks out this bronze as a great masterpiece 

because in none of the Na~e~as known so far, it has been dealt with so deftly and 

beautifully. More than the treatment of the shoulders, it is the manner of showing the 

lower left arm, in thegaja-hasta pose, that distinctly proves the greatness of the maker 

of this bronze. The manner of attachment of this arm to the shoulder. shows that the 

sthapati did not at all have any doubts or vascillation. The majestic sway of the lines 

of the a~s well as the shoulders is singularly beautiful a9<i this h~ proof positive for 

the brilliance of the artis t. The beautifully tapering arms together with the tender and 

life-like fingers add greatly to the charm ofthe figure. The disposition of the arms and 

their poses are treated likewise with imagination and fine taste. ~e torso of this 

figure has been conceived and executed i~ an· exceptionally remarkable lI!8nne!".A 

simple strand of hai~ is seen on each shoulder; but on the right shoulder is seen the 

usual pendent ornament which is very thin in form. On the left side, in between the 

shoulders of the two arms, is seen the piece of upper cloth with spread-out end, flowing 

gracefully. The .threearms are beautifully thrown out with ease and confidence. 

Interestingly no armlets are seen on the arms; nor are seen,any elbow ornaments. A 
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pair of thick valayaJI adorns each wrist. The upper right hand holds the f/,amaru by the 

fingers which are spread-out in an interesting fashion. The lower right hand is in the 

usual abhaya pose; and in its foreann is seen the figure Df a beautiful serpen*, not 

hanging down as in the Veliinkal,ll,li Na~"a,. but;, projecting out with spread-out hood. 

The wavy tail of this serPent is noteworthy. The ann ingoj~haJIta pose is beautifully 
, . 

held and its fingers are especially beautiful, rather abit exaggerated. The upper left 

hand holds in its palm a flame in a receptacle whieh is not very clear. It is to be noted , 

that the hands of both the upper anns are seen to reach slightly beyon~ the prabha. 

The legs are also treated in a splendid ma~ner and the beautiful poise of the figure 

is due to the deftness with which the balance is effected. Their proportions are 

commendable. It is in the style of the legs that we..see distinctly the imprints of the 
~. ' 

traditions of the art of the period. The right leg seems to be strong and powerful while 

the uplifted left leg is slender and graCeful. Interestingly, thick anklets adorn the right 
, -

leg while a thin pooaJIara is seen to beautify the left leg. Is this differeneeindicative 

of~iva's hennaphrodit nature? The emph~is laid on theknee-cap and the somewhat 

stylized treatment of the part below the knee of this leg are instances in p~t. But the 

toes are tastefully worked. The loin-cloth is probably simple and plain. But its edges 

is somewhat raised or marked out by means of incised lines. Simple bands, more than' 

three in number are would round the waist. A novel detail-is seen in the decoration 

of the waist-bands. It is the ornament with a pipal-Ieaf-like pendant at its tip, hanging 

from the waist-band. 

The left leg is lifted up in the characteristic manr~er which has become almost 

standardised even in the N a~e~a from Velinka~l,li. The right le~ is..planted on the back 

of the Apasmira Purusha. This dwarfish· figure is comparatively very small but its 

treatment is exquisite. 'The most noteworthy feature of this beautirullittle figure is 

its headdress whih is of the makuta variety, not the usualj~G-m~ala type. Here 

is another instance proving the originality of the sthapati. 

The Apasmara Purusha is lying on a smallpadm'ii8a'f with his head towards the 

proper right. The asana is interesting because of its fomi. The upper row of petals is 

small in size while the petals of the lower row are bJ;'Oader and wider than deep. The 

petals are however are not of the naturalistic type; and their tips a.re prominent. From 

the sides of this narrow 'circular 'ii8ana rise the props, of the prabha which is by far the 

most int~resting detail of this bronze. When this is compared with the prabh:as ' 
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examined so far, the originality of treatment of it will become apparent. That this is 

significantly ditTenmt in form as well as decoration fro~ the prahhaofthe immediately 

p~ding Na:~~a from Veliirik.a~l}i is easily seen. First of all, while the prahha of the 

latter figure is slightly titled to the left side, her~ it has nearly a perfect oval form. 

Secondly; the thickness ofthe.braod part orit is almost uniform in theprahha of the 

VeliiIika~pi Nat~a, while·the prabha under discussion has its prop-like prts tapering 

!!l a beautiful manner from bottom up~ards. Thirdly, in thi~ part is seen for the first 

time, an embellishment in the form of marginal lines. Fourthly, the beginnings of 

these props which are seen at about the middle ~f the prahha. are worked liked heads 

ofyali which is quite a novel feature. The workmanship oftheyali heads isinteresting 

as it is almost akin to the style of the yali heads oftheyalavari ofthe Big Temple itself. 

Fifthly, ~e arch is seen divided into to distinct parts, the' inner one being thick and the 

outer one thin .. Interestingly the. thinner part show, for the first time, a l!ieries of 

perforations along the margin. Above. all, the flames that ringe the prahhli are 

noteworthy. While there only twenty-nine flames in the VeliJika~pi Na~~a, here 

-there are thirty,;two of them. Though the number of the flames is not as such a valuble 

~etail,yet,-especailly in large Na~e~as, it, ,seems. to play some part. For, in the 

KaI].k~uttavanitam Na~esa,l which is certainly later than this Na~~a it is thirty

nine;andi~ the dated Na~~a from Bel~r2 it is forty. The larger the nu:mberofflames, 

the less becomes the space betweer:t two of them. Consequently they appear to be very 

.. crowded. In the present ,case, however, they are- beautifully spaced especially at the 

bottom, while at the top some amount of crowding of flames is obvious. Besides, the 

treatment of~chflame is interesting. Those on the wider parts are not only short but. 
".~~ , 

possess each five tongues. The flames on the arch show each only four tongues except 

in the case of one or two.Th~ top-most flame is treated in a beautiful manner but 

unlike the rest it has more·t~an five tongues. Six tongues are easily seen but the 
- . 

budding of the seventh one is sliglttly visible at its proper left .. Thus in every respecrt 

this prahha is in advance over tDatolVellflkanni Nate~a. At the same time its style . " . . . 
forms the basis for a number of later examples of Na~~a. Hence its imp~rlahce. 

This remarkable prahha serves as a real adornment ~or·the gmnd Na~e~a, which 
significantly bears witness to the Rajariija Cho~a's great devotion to the Lord of his 

L· Catalogrw .. pl. XVII, Fig. 2 

2. -Ibid.. pI. XVI. Fig.2 
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family as well as to his singular passion for encouraging the art of bronzes. Regarding 

its date, it may have been made and presented to the temple as soon as it was 
, / -

completed and consecrated, i.e., somewhere about 1010 A.D. The image of Sivak ami 

found along with this seems to belong to a slightly later period. 

The pedestal shows signs of having been repaired. It is supported by the four-line 

Sanskrit inscription in modern Nagar! characters engraved on it. The inscription says 

that the image of Natya-raja was repaired and re-installed by Nagaraja under the - / ' 

orders ofKamakshi the queen ofSiva-n~ipati (sivaji?) on Monday,the fullmoon day of 

the month (not clear) in the year TaraI}a of Saka (not clear). 

It is known that Rajar,aja and his relatives and successors donoated a number of 

bronzes to the Big TeJrlple, Tanjore.1 Ofthese only a few seem to have come down to Fig. 138 

us. The Tripurantaka and Tripurasundar12 bronzes may he s,aid to belong to this 

category. 

The poses of the two lower hands of the male figure are such as to make on~ 

mistake it for a representationofviI}adharamurti. But the posture in which the figure 

stands is obviously a variant of OliQHa and this, together with the hand poses gives the 

clue to the identification of the figure as Tripurantaka certain.s This is supported by 

the existence of the Devi figure by its side. It is well-known that in none of the forms 
/ -

of DakshiJ)amurti Siva is associated with Devi; while in his other aspects she is 
- ' I ' , 

invariably present. Here theDevis association with the figure of Siva .in aliCf,ha posture 

is therefore proof positive that the figure represents Tripurantaka.4 Another importnat 

detail which·lends support to this identification is the presence of the dwarfon whose 

head the Lord has placed his left foot. 

'Theja;ta-malw!a is high and heavy and its details are not very clear. ThepaHa 

round the forehead is however prominent. The face is round but in its modelling a 

slight forward projection ii)upparent. The forehead is almost hidden away. The eye

brows are ridge-like and the eyes are indicated by grooves. The nose is straight and 

1. South [mIian Inscriptions, Vol. II, Introduction, pp. 29 fT. 
2. These have been removed from the temple to the TaDjore Art Gallery./ 

3. , C. Sivaramamurti, Geographical, etc., p. p. 59, pl. XXVIII-B. 
4. 'O.C. Gangoly has also dealt with this image. See his South ["diOll Bronz,': pp. 62,63, PI. I.ltmuat " 

be mentioned that this aspect of Siva is one of the favourite them~ofRBjarllja's time as testified ' 
to by the number of stone imag~ of the deity seen on the walls of the)emple as well ~by .tP'e 
marvellous painting representing the whole scene, inside it. "", ' ' 

, .' ." 
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thin. The.1ips are done in such a manner as to suggest slightly smiling countenance. 

There is a prominentpatra-kut;J.qala in the left ear while the right ear is empty. 

There are three k~!his on the neck which is rather short. The yajnopavita is 

broad and wavy and has a beautiful knot over the left chest. The udara-bandha is 

broad and thick. The modelling of tQe trunk is good but is shows stiffening to a slight 

degree. This is apparent in the nearly straight line of the left side and the somewhat 

slightly bent line of the opposite side. The chest is comparatively darrow and the 

shoulders, though powerful, are according to the prevailing practice, droopin,g. There 

are the curly strands of hair studded with flowers, on either shoulder. But interestingly 

only on the right shoulder we see the characteristic pendant. 

The arms are thickly m0ll:lded. Naga-valaya tyPe of keyura is seen on the upper 

arms while stiff wristlets adorn the wrists. It is noteworthy that there is no vtijl

bandha in the arms. P~u is held in the upper right hand and the deer that should 

have been held by the corresponding left hand is missing. The lower right hand is in 

the posture of holding an arrow while the lower left hand is in the pose of holding the 

bow. Their poses and the fingers are treated skilfully. In order to emphasize the aspect 

'o( holding the bow, the two arms of the left side are held high up almost in line with 

the shoulders. 

The lips are moulded in 'a normal fashion, and the lifting of the left leg has 

necessitated the bend at ,the right hip. This has made the line, of the right side 

beaq,tiful, because in the absence of this bend th~re would have arisen the question of 

obviating an" inartistic vertical line. The slightly bent left leg has produced,an angle 

at the knee, which is not very pleasing to look at. The angularity of the knee gets 

emphasised by this pose of the leg. Added to that there is the prominent knee-cap, a 

characteristie feature of bronzes of this period. Like the .arms, these legs, too, are 

heavily and powerfully moulded. Though this feature is appropriate to the theme 

represented by the bronze, yet it clearly shows the gradual decline in the artistic 

standards because a slightly ~lenderer modelling as is seen in the bronzes of the 

imIriediatley preceeding period would have added immensly to the beauty of this piece. 

The]oin-cldth consists of a close-fitting.dra'Wer and its thiifborder suggested by a thin 

incision is noteworthy. The waist-bands are not very prominent, nevertheless the 

slightly projecting end of cloth seen on the left hip is inteJ\eBting. There is the 

characteristic simha-mukha with a wide open mouth. In it are-seen three horizontal 

rows of dots. From below the lowest l'QW i!:isues down the tongue-like flap with pointed 
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tip which curves to the left. Similar details is met within many other bronzes 

examined above. On the feet are padasaras. As in similar representations or'Siva, 

here also there are no bows and hanging enqs on ei ther side. The left foot is placed on 

the head of a little seated dwarf whose left arms is lifted up and is in the posture of 

supporting the toes. The dwarrs right hand is engaged in touching the small foot-rest 

on which the Lord's right foot rests. The pot-bellied little fellow has a happy 

countenance which is calculated to indicate that either the Lord does not press hard 

or that the dwarfis pleased with his lot ~hich is but to serve the Lord till eternity. 

9 

The back side of the figure sho~ the headdress slightly more clearly. The pqtta Fig. 12 

is especially clear. The ~irc&-cakra is missing. This is rather unfortunate because it 

is one of th~ important details which gives a clue to the age of the bronzes. The most 

interesting decoration on this side consis ts of the braids of hair which are shown in a 
. I 

beautiful wavy form, each of them twisting at its end, as in the case of the Siva images 

of the Tiruve~kli9u group. There are thirteen of them which completely hide the back 

ofthe neck. This way of showing the braids was characteristic of bronzes of the earlier 
, 

periods, while in the bronzes of the period with which we are concerned here, each of 

the hraids is shown twisted completely as in theKalya~as undara figure(Fig.126). The 

reason for the absence of the pendant is not known but it was not there in some of the 

figures from Tiruve~kaqu also. Showing the locks of hair as in these examples is an 

ancient practice; and its occurence here shows the lingering of ancient trad.itions. at 

isjust possible that thisjmage was made at the instance of the great monarch Rlijaraja 

I himself, by his state'Sthapati who should have been one of the few masters trained 

in the traditional meth09s and who therefore had shown in his works details of 

workmanship which were characteristic of bronzes belonging to the time of his 

ancestors. If this is so, he should surely have been rewarded by his master for not 

having swerved from ancient traditions). That similar treatment of details is met with 

in the devifigure to be discussed presently adds significance to our hypothesis. Of the 

other details ofinterest the beautiful modelling of the figure is apparent from this side. 

Moreover the arrangement of the arms and the postures in which the legs are shown 

are really more beautiful in this side than in the front side. Thee tucked-up end of the 

garment has however become atrophied. 

The padmasana on which the figure stands is exquisitely finished. The petals are 

realistic, those of the lower row being ht(pder than those of the upper row which is 
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comparatively insignificant. This· manner of depicting the padm'lisana is another 

instance to prove that the sthapati is following ancient traditions. The petals do not 

. show any marginal lines. 

Thus it is an interesting bronze where is seen a commingling of elements inspired 

by more schools than one. 

Now to the figure of devi, lierecalled as Tripurasundarl. That it is in the tradition, 

in which the dev'l of t~e Tiruve~kaQu Vrishabhavahana group (Fig.128) is made is 

apparent. But here are some details worth noticing. 

There is abeautiful and highly proportionate karaTJ-rf,a-makuta with a broad palla 

at its base. The Race is rather round and here the tendency for forward projection of 

the face is marked. It may be mentioned in passing that this feature is carried to its 

logical conclusion in some of the bronzes representing devis otwomen, belonging to 
~ ..... 

subsequent periods as for instance the So.~a-ma-devr from Ka!ahaSti(Fig.l68) discussed 

below . The face is chubby but the expression suggests seriousness rather than smile. 

Ea~ are empty. A pair of kar:t!hls is seen on the neck. YajiiopavUa is shown as flowing 

gently in a wavy form. The torso is exquisitely finished, but its details are somewhat 

. less exuberant than those met with in the dev'l figures belonging to earlier periods. 

That the image is however an example of the art· of the period under study. is borne out 

by the sharply curving lines of the side, the somewhat atrophied bosoms and the 

stiffness of the left arm: in lola pose. 

TIle curly strand of hair is seen only on the right shoulder. There are the pronged . 

keyur-as on the ~rms; but interesting they are tied high up. In this bronze are seen the 

v'tJj'£.bandhas which.are wound round the elbow joint; and they do not show the 

projecting bits. Thee modelling of the arms is slender and charming, the pose of the 

right hand being especially attractive. That the artist has not succeeded quite well in 

depicting the left·hand is easily seen from theratherunnatutalturnittakes from the 

wrist as well as from its fin~rs which are not very much s~pple. 

The part below the waist is . moulded in such a manner t4at there is. perfect 

harmony between it and the part above waist,and thus the bronze is one of the finest 

examples for good proportions .. On account of the fact that the figure st~nds in tri

bhanga posture with the slant to the right, the leg is bent slightly while the ieftleg is 
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planted firmly on the pedestal. This has caused the line of the right side dropping 

vertically down from the stomach. This verticality of the line is however relieved 

beautifully when it reaches the knee where it taken an inward turn. On the left side, 

because of the stress on the left leg, the hip has become stressed. By modelli ng this part 

with smooth-curving line, its beauty has been enhanced. The fine curve at the hip has' 

off-set even the effect of monotony of the verticaillne that frames the left leg on its 

outside. 

The drapery worn by this figure is very interesting. It is done in the wave-upon

wave manner which is met with in such bronzes as the Parvati of the Vrishabhaviihana 
.I \ • 

group from Tiruve~ka4u (Fig,128) and the ParvatI from Taq~antot~m(Fig:69). The 

recurrence of this particular motif here, as referred to by us above, shows that the 

sthapatiofthis group of bronzes was following earlier traditions. The tw~ waist-bands 

are flat and are gracefully contracted in the center. From the lower band hand 

beautiful festoons and tasselS' arranged on both the thighs in a most pleasing manner. 

The effect of his detail is enhanced ten-fold by the floJring end of the cloth falling on 

the left high. No bows and hanging ends of cloth are seen on either side. 

The back 'side of this bronze shows the headgear which is done ina beautifully 

tapering form. Even in this bronze the~iraJ-cakra is missing. The arrangemeilt of the 

locks of hair is noteworthy. Their ends are twisted and there are two rows of them 
.-, .. 

depicted one over the other. The pendant is prominent. The other noteworthy feature 

in this side is the absence on the hips of the festoons. etc., nO,ticed on the waist on the 

front side, a characteristic which is noticed also in the dev'ls of Peruntot~am Vishqu 

(Fig. 124). The manner in which the ends and the borders of the garment is delineated 

is superb. Except for the left arm beingstiff and the right arm slightly disproportionate 

this bronze is one of the remarkable examples of the- a:rt 'of Rajaraja rs time. The 

padmlisana of this bronze is in the same style in which thepadmlisana of the 

Tripurantaka is. Here the bhadrlisana is al~o preserved and it is very simple and goes 

well with the conception of th~ \vhole figure. 

It is therefore easy now to see the importance of these two bronzes. On grounds of 

style these maybe dated to the closing'years of RAj araj a rs reign. 

The bronze representing Mah~varil belollgingto Gautam Sarabhai of Ahmedabad 

may be said to be amongst thehronzesattributkble to the end of the reign of Rajaraja .. 

1. The al't of ["did 'fwd Pakistall , pI. 51, Fig. 312. 
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I. Fro;m a comparison of this with the Mahe~vari in the Madras Museum (Fig.116) 

already noticed, it will be found that both of them are almost identical. Bot the present 

~ne differs from the latter in the following details. 

The hair is arranged like a lotus bud, the strands being shown in a schematic 

fashion. The lock of hair falling on either shoulder is studded with very prominent 

flowers. Besides the yaj Iiopavlta here, there is a channavira of beads . In the lower left 

hand a small bowl is seen whereas the same hand of the Ma,dras Museum figure is in 

ahuya-varada pose. The garment i~ elabor~tely worked, the simha-mukha motifbeing 

especially prominent. Thei-eis a ribbon end shown across the loop seen in front of the 

. bent left leg. The most significant difference is the absence of the padmlisana in this 

figure. In the workmanship of the bhadrlisana too there is slight difference··between 

the two bronzes. In other respects both of them agree and the style in which both are 

executed is conspicuoJ.lsly similar and this fact showS clearly that they I?elong to the 

same school. , 
The bronz.es examined above are only a few amongst hundreds belonging to the 

time ofR1ijaraja 1. Even these give us ail idea about the progress otthe art of bronzes 

during the two last decades of the 10th century and the first two decades of the 11th 

century A.D. . 
A m:ajority of the bronzes being'Saivite, it is apparent that Saivism was much 

encouraged then. But that Vaish~avism did not lag behind is seen from the existence 

of a number ofVish~u~nd Srlnivasa groups. Among/the S~ivite the~es Na~e~a and 

ParvatTta.ke precedence, But new. themes like Mahe~vari, which probably served as 

a prototype for a bewildering variety of KaJf of subsequent periods, began to be in 

vogue. Amongst the bronzes, there are quite a few representing the Saivite saints such 

. as Cha~~ike~vara and Jiianasanibanda, met with for the first time during this period .. 

This. is quite in keeping with the inscriptional evid~ncel that Rajaraj~ I and his 

relatives made a number of such bronzes and presented them to the tempie at Tanjore. 

This new development paved the way for the making of numerous bronzes of this 

category in the subsequent periods. 
.' . .,. 

Among the VaishI].avite themes, the usual Vish~u and Srinivasa groups alone 

predominate;aI\d no newthemes seem to have as yet come into vogue. Representations 

1. SII, op. cit. 
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of even the mor~ popular theme of Rama group appear to have been few and far 

between or their existence is not known. 

The bronzes belonging to this period are solid cast ones and of considerable sizes. 

These serve only as a measure for the advan,cement of technology and for the all round 

prosperity of the period. This was.due to Riijaraja's conquests as well as to a variety 

of welfare schemes that he pushed through. 

Another aspect of this art of this period is that its development is restricted to a 

single tE:rritoty namely Tanjore District, which indicates that all significant developments 

in this field were more or less confined to the Cho!a-maJ?~alam. This shows that 

Rajaraja I not merely continued to encourage the art but ar~nged for its progress to 

an unprecedented level in the Cho~a-maI.1~alam. 

SCHOOL OF RAJENDRA I 

One of the earliest groups of bronzes of this school is the one representing Fig. 140 
, 1_ 

KalyaI].asundara from Tiruve!vikku~i. From the stances of Siva and Parvati and their 

exquisite workmanship, anyone will be tempted, at first glance, to consider it to belong 

to an earlier period. On the coritraty the following details prove beyond doubt that this 

group does not belong to a period earlier than the second or third decade of the 11th 

centuty A.D. They are, the not very distinctjata-makuta; the excessively extended 

braid of hair on the shoulders; the thin and delicate yajfwpavita; the ornate keyura; 

and elaborate simha-mukhaof§iva; and a delicate channavtra, n'aga-,vOlaya type of' 

keyura and the elaborately worked tassels of the drapery, of Parvatf. Besides, both 

have sharp and straight noses; their hands are comparatively-shori; the lines of their 

sides are excessively.strained and luxuriant hair covers the back of the neck fully. In 

addition to these the padmasana on which they stand is more or less in the early 11th 

century style. When so many details point to a later a later dElte the few pieces of 

evidence suggesting earlier fashions may have to be taken as survivals of ancient 

traditions. Such a phenomenon, can be certainly expected in a bronze if.·itwas a 

donation by ,roy~lpersonages, as they would get the images made by the most 

renowned sthapati of the territory. In this connection it ls. g.oodto remember what has 
. ~ , '._< • i ~.~- _ • 

b~n said above (p.223) while discuss~ng the bronzes representing Tripurig.taka 

(Fig.13B) from the Tarijore temple. Let·us examine the group in detail. 
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I ':, 
The highjata::.makuta of Siva has the flower on top and the ornament with prongs 

is delicately worked and it is easily known from the workmanship ofthebindingpiece 

at the centre. The face is elongate and the eyes and eye-brows are shown by incised 

lines. The nose is sharp and straight but the lips are refined and beautiful. The ears 

are empty. Thee expression is not one of joy or smile as is to be expected in a theme 

representing wedlock. On the other hand, there is a suggestion of surprise, coupled 

with the attitude of divine benevolence. 

There are on the neck two ka,!!hIs of which the lower one has a gem-set thick 

central design. The yajiiopav[ta is thin and is two-stranded. There is a small bell

shaped clasp with a knot, handing from it. The udara.-bandha is simple. All these show 

grooved lines on them, whiclt·isone of the character~tiCS''Orthe art of the period. 

As regards the torso, it is moulded in a manner showing suppleness.although the 

heavily strained lines seem to disturb the beauty of the modelling of this part. The 

hanging ornament on the right .shoulder is nicely worked. There are also the strands 

of hair falling on either shoulder. 

The arms are comparatively short and thick. But in their modelling and disposition, 

there is obviously a charm wnich evidently suggests that it is a product of a 'master 

sthapati. The fingers are short but they are nonethelesslull of life. The ornam~nts are 

ornate especially the naga-valaya type of keyiira which is not only in thr~ bands and 

groved but also shown in an inclined manner vy-hich is novel. The prancing deer which 

is not actually held by the first two fingers, is thick-set. The style of the para/;u in the 

opposite hand is very ornate and this is another indication for the fact that the image 

does not belong to an earlier period. 

The part below the waist is well executed. The bhahga has required the bEmd on ' 

the left side and the leg is therefore siightly bent caUSing the right hip to project o~. 

The posture of the legs has been re~dered in a superb manner. Even the not too happily 

dealt withlirie ofthe right side assumes a graceful flow with a subtle but pleasingwave 

at the knee. The line of the left side is also equally dexterously delineated. These outer 

lines of the legs get their !hythm accentuated by the ~in~of their inner side, which is 

obviously the result o(a'consummate ha.ndlingofthein. The,nherent plastic qualities 

on modelling are brought out to the fore by the scanty drapery patterned with the 

characteristic wheel designs. The s;mha-mukha clasp on the waist-band has become 
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very ornate. But the end of cloth handing from the sash has an exquisite frill work. On 

either side of this i~ seen a tassel which is very phase of the school of ~araja I have 

emphasised their knee-joints, here they are restrained and are in the classical style of 

the school of Parantaka I. Piidasaras are present. Ends of cloth with bow decoration 

are not shown on the sides. 

Coming to the back, the 'irc&-cakra is of the early blossomed flower ~ype. But the 

grooves of each of the petals do not suggest an earlier date. The braided locks with 

pointed tips are close to each other and interestingly they seem to suggest luxuriant 
• • d 

hair. Just as in the Tripurantaka from the Tanjo~ temple, here also the pendant is 

absen~ suggesting thereby that the sthapatis were faithfully following the traditions 

handed down by their ancestors, although in some other respects they began to create 

their own traditions. Thee tucked-~p end of cloth which is shown fan-wise on.the back 

is worked elegantly. But the modelling of the buttocks does not seem to he quite upto 

the mark; or more truly, this was the way they came to be mogeled during this period 

. as it is also seen in the devi, and thus it. may be said to be one of the elements ofthe 

art traditions established in this period. The other details of this side are as usual fine. 

Turning to the dev'l figure, it is but natural that it displays all the qualities of the 

figure of Siva. It must be said, however, that here there is an addition.al quality namely 

the fe~inine grace. It has been brought out effortlessly by the sthapati by the masterly 

rendering oC- the bhanga (flexion) of the figure, the rhythm of which is surpassingly 

be~utiful. A short but pleasingja,fa-makuta on the head, two simple kQ{l-!his with a 

mahgalya-sfltra preceding them ~n the neck, a beaded fine channavira with a pendant 

hanging from its joint shown between .the bosoms on the body, naga-valaya of the type 

seen in Siva and a series of slender bangles bound by cross-bands adorn the figure . 

. This series of bangles seems to be characteristic of figures of women engaged in 

wedlock because the Parvati 9fthe Kalyanasundara'group (Fig.126) from Tiruvepmgu 
, .. 

has also bangles of this type and they are not usually met with in women figures not 

seen..in--such a context. 

The modelling of the torso and arms is obviously ~imple and smooth. The 

suppleness is effectively shown by the right arm. The modellin~ of the bosoms is good . 

although it could ha~e been better. The part below the naval has also,been rendered 

beautifully. 

Fig. 141 
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The 'an is depicted in a realistic manner and its folds are suggested nothy widely 

separating wave patterns but by flowing lines shown close toeaeh other. There are the 

tassels and festoons hanging from the. girdle. But the interesting detail here is the end 

of cloth wi~h an exquisitely frilled tip hanging 0 the right thigh. No bows and hanging 

ends of cloth are seen on either side. The posture ofthe slender legs taken together with 

that of the lifted up left ar.m and the other arm extended acrt,ss to be held by Siva is 

. appropriate in the context although it cannot compare favourably with the posture of 

Pirvat1 from Tiruve~ka4u, engaged in a similar context. 

The back view of the devi has details similar to those of'Siva. The special points 

to be noted here are the circular clasp which binds the four bands.ofthechannavlra 
~ 

from which hangs down a pendant, the elaborately worked end of cloth tucked up at 

the waist and the absence of the festoons etc.,.on this side. The bhariga as seen in front 

which has given the figure all its charm has been to some extent responsible for the 

excessive stress on the lines of the sides as seen in this view. 

Both the figures stand on a commonpadmlisanaofelongated oval shape. It is in 

two pieces. Its petals are obviously in a style which tends to become conventional. The 

bhadrasana is of very simple workmanship. It seems to have been a later or recent 

addition, the original.having been either broken or lost. 

The importance of this group Qfbronzes would now be Clear. Unfortunately there 

is no way of ascertaining even approximately its date, because as far as we are aware, 

no example of stone sculpture of this or similar themes in comparable style has been 

noticed. With the result there is no other way but to relay on style alone, accOrding to 

which this group may be seen to take a place after the Tripurantaka(Fig.138) from 

Tanjore. This group may the~"ore be assigned to about the end of the second decade 

of the 11th century. 

Fig. 142' The Tripurllntaka belonging to.the Mayiiranat~vami temple, M'Ayiiram, TaIijore . . . . , . 

District, may be found to be similar in several respect to the Siva of the above group 

except for the slendernes~ of modelling. Like the latter, this also has an anci~t 'look' . 

but the stages of development 'at ~hich the various details such as the lleyura and 

drapery are. seen here, make it another ~xcelleilt specimen of the art oftJ.&e early phase 

of the school of Rajendra I. \' 
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Here we find a naturalisticjatii-maku!a with the pronged ornament decorating it 

and the Datura and other details prominent. The paffa is also well worked. The ears 
aree empty. The face is not elongate but square with the nose and lips worked highly 

realistically. the expression one of supreme self-absorption. The neck is normal and 

there are two thick gem-set kal}!his. The yajnopavita: is rather short and its wave is 

not quite beautiful. It has a short strand also but it is very slender and insignificant. 

Thee udara-bandha is a simple band. Even in this image the shoulder ornament is 

seen on the right side only. It is obviously in three strands and their swingis especially 

noteworthy. The torso is comparatively slender and its-modelling tJ:1ough handled in 

a competent way does not seen to be quite good. Perhaps a slightly p~rnpier m~lding. 
would have greatly enhanced the beauty of this bronze., The che§t is broad and the 

shoulders are drooping. There are on them the flower-decked braids of hair. The arms 

are somewhat short which is a characteristiC of bronzes produced for some time now, 

and in their disposition slight improvement seems necessary. This defect is easily seen 

in the some what unnatural curving of the line of the left arm-pit which makes the 

arms of this side hand in the air as though removed from the body of th~ fi~re. This 

defect is seen to a slight degree on the right side also. The modellJng-of the arins-is-
~ ----

slender including the joined upper arms, which cannot be expected-jh a perfectly 

classical image and which shows the gradual lowering <?f standards. The keyuras are 

grooved and ornate like those of the above mentioned bronze. There is the elbow 

ornament in this bronze but it is quite subdued. Only a single bangle adorns each 

wrist. The deer and the parC&u-are held between the first two fingers of the upper 

hands. The workmanship of the parcJu may be seen to similar to that of the pa~u 
ofKalyaqasundara discussed above. The poses of the remaining two hands are shown 

as if intended to hold the vI",li. The workmanshipofthe fingers and their poses are as 

usual excellent. 

Unlike those the previous figure, the hips of this figure are obviously less 

pronounced and consequently the lines of ' the sides have suffered to some extent. 

Nevertheless owing to the splendid modelling of the legs these lines have regained 

their purity, beauty and natural flow, from below the waist. As is usual in such 

representations, thete is only a loin-cloth. with flower patterns worked on it. The . 

I interesting thing about this garment is its raised margin which has come to characterise 

the bronzes for some decades now. The~e is an orn~te waist-band with still more . 

elaborately worked simha-mukha clasp. It shows not merely the horn-like appendages 
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spreading out from it on either side but also display the bow-like decoration issuingout 

of its mouth. forked similarly thread -like. The kaccha.whiebhangs in the middle has 

frills which are more developed than those of the Kalyit!asundara. The ends' of the 

uttartya seen 0 the thighs on either side of the kachha-ai:e also obviously evolved. As 

in similar figures, here also no bows and flowing ends of cloth are seen on the sides. A 

beautiful padasara is seEm on each foot, but no anklet is present. 

Fig. 143 At the back side the decorationpf the makuta is not m~ch and the 8ir~-cakra is 

m~ssing. The'depiction of the braid~ locks of hair is interesting. They are simpler than, 

in the previous bronze. But that the style in which this detail has been done is 

characteristic of the school is known from their large number, the manner of showing 

them close to each other and the absence of the pendant. From this side, the nature 

of the modelling and the true character of the lines which delimit the masses are 

known which is not quite pleasant. The poor rendering of the hip etc., is significant in 

this regard. The legs, however, retain features which are classical in quality. 

,The figure stands in the tri-bhangapose on apadmCisana the workmanship of 

, which is good. The petals of this padma'are more naturalistic than those ,of the asana 
of the Kalya~asundramiirti dealt with above. 

Fig. 144 

Except for a few defects mentioned above the bronze is on the whole a good 

specimen of the art of the school and on the basis ofits affinities to the KalyaI;1asundara, 

it may also be dated to the beginning of the third decade of the 11th century. 

The 'J'ripuriintaka from Vellanur of the former Pudukkottai State now jn the . . . " '. - . 

Tiruchirapalli District, m~y be attributed to the early phase of the school ofRajendra 

I. Apparently this bronze is not in the style in which the-Tripurantakas from Tanjore 

and Mayiiram(Fig.138 and 142) are done. The latter bronzes being products of the 

traditions are ob~ined in th~ heart of the Chota territory, they follow certain line in 

modelling and decoration. It has been shown above, that during this period when the 

Cho~as were supreme all over the South, besides the school in the Cho!a-map4alam ' 

proper, several local schools of art and architecture were in existence and that they 

contributed certain new elements tothe traditions oUhe art of'bronzes too. Since the , 
bronzes from the Kongu, the velir and the Pi'!]:Qya co~ntries exemplify these local 

contributions they may be said to be examples of the local schools which are but 

branches of the central schools de~igriated after th~ 'names of one or the other of the 
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kings. This-Tripur~htaka is an eXample of this ~ategory~. The very modelhig 0.£ the 

limbs ~nd the torso is illustrativeofth~s'hypoth.is. For, though arms and the legs 

ap~r to be classical in filiish, they areobviotisly disproportionate and suffer from the 

defect of baing constricted hi more than one p!~ee. This bas affected the smooth flow 

of the, lines which ~the sine qua non for the excellence of form. In spite of this, the 

posture of the figure ' and the expressive features ofthe f",ce contribute largely to the 

m~esty ~rthe figure~ The it:r/a..makU!a which is cylindrical in' shape is worked in a 

naturalistic man,ner and the emblems on it are not promil\ent. Aa bas been seen in 

some oftlie 1!;iva figures, here also the patrar-kundala is seen in the right ear. The single 
, .. 

kanthl is of a peculiar type and theJ:8 is ,al$o a ring round it. The shoulder ornament . . ' , , 

seen on the right side only, is also ,interesting (or its shape as well as for its rather 

inartistic sway. Another si~ificant detail seen in this figure is the hood of ~ serpent . ' 

projecting out/from behind the left shoulder which is apparently intended mOre as an 

ornament than as a symbol of terror. although the very idea of introducing this in this 

theme bas the latter significance ~lso. The yqjiiDpavlta is in three strandS hut the 

central strand is swaying in an inartistic ma~ner. The manner in which the two lower 

. strands are Worked is also considerably different, from that in which ,those ofthe other 

Triputintaka figures is depicted. Nevertheless the presence oCtbe serpent on the body 

of the ga1J4 under the left fOot.makes the,identification certain. The gOJ'}~ is very small Fig~ 145 

and he is, blowing a conch. The right foot is placed on a small lotus pedestal wbile the 

whole figure stands on a beautifully designed large circular padrrtlisaT!4 The shorts 

together with the highly'developed simh~mukhaclasp is also noteworthy on this side. 

The slenderness ofthltfigure and the irregularities in its modelling are quite c~rtY 
• seen in the back view. The most intereStingdetaU on' this.i,de is the knot ofthifribbon 

on the maku!a. Similar ribbons are 'found in the Kiritamiirti(Fig.156) from 

RAdhaoarasiinhapuram and in the Ohandike~vara from Semangalam(Fig.161) to be . . ... . 

discussed below. The full view of the serpent on the left shoulder _and the j)e..ndent 

ornament hanging from ,the neCk on the back are also noteworthy . Though the figure 

as a whole suffers from certain deficien~ies, the' details are 'worked with care and 

attention. So, in spite of its defects, this piece is a good example of the art of the local 
". .. '. . . .~ '. -

school which flourished in the Pudukkottai region during the fil'8t quarter of the 11th 

century A.D. 
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The Jaflkmakuta Lok~varal from Nigapa~~i~am may be d.ealt with next on 

account of the similarity ofits style to tbat of the above mentioned bronzes. Its height 

with pedestal is 14.4cm. The highj~(i..makuta is "pyramidal in design" and has four 

tiers. The topmost part however clearlyindicates thejafa" and there is also the flower 

on top of all. The face is elongate a little. Itsdetails have been rubbed off to some extent. 

Yet the workmanship ofthe eyes, the nose and the lips is somewhat clear, which is 

apparently akin to th~t oCthe above discussed bronzes. There are makara-kUly!-alas 

ofindistinct form in'the ears. A broad gem-set k~!hr adorns the neck. TheycjiiopavUa 

is two-stranded and its wavy form IS slightly stiff. The naval is prominently shown. 

The torso is beautiful as the lines of.the sides retain their original purity. The chest is 

narrow. The shoulders are strong and show heavy braided locks on them. The shoulder 
, " 

ornament is simple but its curve to right is noteworthy. The four armsar~}well 

proportioned as well as disposed. Simple keyuras and a pair of valayas are the 

ornaments seen on the arms and'wrists. The upper right hand holds a rosary of beads 

and the corresponding left hand a kU11-cjika (vase). The lower right hand is in varada 

and the left hand holds a flower. The part below the waist which seems to be moulded 

somewhat short is not really so and the,illusion is created by the long headdress. The 

loin-cloth is si~ple but the girdle is worked with gems. Besides, the endofth~ u'ttariya 

that hangs from it, has a peculiar form. Mr. T.N .Ramachandrandescribes ~t as "sword

like". The noteworthy point is that it is thin, long and curved and is attached to the 

,left thigh. In a few later bronzes which will be examined presently this detail gets 

further modified or atrophied. The legs are rather heavy although the joints are not 

prominently shown. The flexions of the legs are, however, beautiful. 

The'padmasana on which the figure stands has, as usual, the two rows of petals. 

But in: their style some novelty is evident. Their rims are a bit thick and raised, and 

there is alot of space between two petals to allow a big interleaf. The tips of the petals 

do not seem to be prominent. It may be said that the form of this Cisanamay have been 
, " 

taken as the basis for padmasana of a number oflater bronzes of'I'amil-na~u 'as well 

as of Ceylon. 

It would have been seen that in spite of the 'bronze ~ing smijl its 'maker had 

bestowed great attention and had thus -made, it..agood specimen of the school. So the 

1. T.N. Ramachandran. The ~agapc4!i!&an' Qlld ot/IN BudcDu.8t Bro"z.es~"p. 48. pI. VII. Fig. 1. 
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similarity suggested between this and the e~rly ChoJasculptures of Nage~vara 
temple, Kumbhakol,1am by Mr. T.N.Ramachandran requires modification. It may be 

dated to about the end of the first quarter of the 11th century A.D. 

The Cha!l~ike~vara 1 height with base abou t 54 cm standing in the tri-bhahga pose Fig. 147 

may be considered next. It has ajata..maku!a with a gem-set p~a round its middle 

part. Round it bottom a garland .of flowers is depicted. The flowers a~ delicately and 

realistically worked. The face is chubby and its features are clearly and beautifully 

delineated: The style in which the eyes are shown is comparable to that of the eyes of 

Loke~vara ex~mined above although.in the latter bronze, this detail is worn out a 

little. Not only the eyes but their pupils are also shown by incised lines. There is a deep 

naturalistic patra-kul}g,ala In the left ear and the right ear is empty. The expression 

is suggtlStive of wonder (adbhuta) and supreme joy (fman.rjla) caused by the manifestation 
I 

of Siva to bless the saint. 

The necklaces, one of them consisting of a series of kihki"(tls beautify the neck. 

There is also ayajfwpavita ofratna, which is shown hanging in a naturalistic fashion. 

An udara-bandha of ratna is also seen. The modelling of the torso is good. Only on the 

right shoulder is seen a simple ornament. But on either shoulder is seen a braided hair. 

Th,e shoulders are executed in a powerful manner. The axe which is his characteristic 

emblem is absent from this figure as in the figure from VelrthkaP!li. 

The arms are somewhat thick and short. But their lines are beautiful. Especially 

the angularities at the. elbows are smoothened with the result it has a pleasant effect. 

The keyurasare interesting in that they are shown as tied by means of a piece ofcIoth, 

and the knots and the loops are seen on the outsideofthe arms. A pair of hard, grooved 

valayas is seen 0 the wrists. The hands are in anjall posess seen in the Cha!l<;iike~vara 
examined above. But here we find the flower garland also, similar to the one met with 

in the earlier Chal,1~ike$vara from TaI?-~anto~!am, a detail which, in bronzes representing 

this saint and belonging to subsequeritperiods, is seen almost regularly. The manner 

of holding' it is tasteful, because in the absence ofthe garland, the posture would recall 

to our mind at once the posture of the handsofthe ChandikeSvara from Velankanni. . , :' .. - . . . 
The fingers are executed in a manner suggesting sensitiveness. 

The modelling of the hips of this bronze is comparable to that of the previous 

bronze. The legs are however worked in a superb fashion marked by high proportions, 

1. J.I.S.OA.. Vol VI. p. 22:. XI. 
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splendidly suggesti~e n~ions andelassieailyrestrained outlining and adjUstment of 

masses. Even the pro~ineni knee-eaps,have'been so dealt with as not to disturb the 

harmonious plastic qualities. 

The loin -elothis an interesting specimen ofitskind. It showS carefully worked and 

beautifully patterned wheeland flower designs between paralleilines. The girdle, as 

. in the previous bronze, is simple and there is no sUnharmukha clasp. In its place are 

prominent discs which may stand for gems. Then there is the "sword·4ike" end of the 

cloth seen between the legS, which also shows designs of the' type mentioned above. A 

padasara is seen on each foot. There is no padmasana; instead we find an elewted 

circle attached to a bhadriisantJ,; This latter asana is of good proportions and simple 

style. 

The back view of this figure is not avaU&rble. In spite of this, there is little or nO' . . , 

difficulty in assigning this bronze to about the beginning of the second quarter of the 

11th ceritury, in view of the faCt that it possesses qualities that characterise s~lptures 

of this period. So the 12th century date given to it by S.Gopalacharit requires to be 

chan'ged. 

Now we shall examine the Kalyanasundara group. The three bronzes of Siva, 
. ."' . 

Parvati and Vishpu are photographed in Negative No:423 and the Labhmi in 

Negative No.422 of the photographic collection preserved in the Office of the Govemment 

Epigraphist for India, Ootacamund.According to the records or that offiCe, these 
I ' . 

images were photographed in the Siva temple at. Konerirajapuram in the Tanjore 

. District. Though the Lakshmiisseparately':photographed, there IS no doubt that it 

belongS to the group comprising the separately photographed, there is no doubt that 

it belongS to the group-,comprising the other three figures: because the set consisting .- ' 

of the other three figures would be incomplete without this and there is' stylistic 
, , 

. affinity between this and the other three. Without the help of these photographs it 

would not have beenpossibl~ to ~up them. Furthermore, the importance and ,value 

of til is photographic record' of these beautiful bronzes will be apparent when we point 

out that the images, at least the LakshmI and Piirvati, have since been removed from 

the temple and disposed ofT to private collectors separately. This spottingof the group 

has caused difficulties in theiridentificatiol)especiallyofLakshmi arid Pirvati. These 
" , 

1. Ibid. 
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two bronzes have been written upon by scholars, identifying Parvatl as Matangil and 

Lakshm1, at first variously2 and finally asparvatI.s Now that the group is brought 

together, there need not be any difficulty in speaking about them together. It may be 

mentioned here that this group affords another piece of evidence for the popularity of 

the theme during the periods when Rajaraja I and his son ruled. 
, . 

KalyaJ1.asundara Siva is seen to be in a style more developed than that in which 

the bronzes of the same theme from Tiruvelvikkuc;li (Fig.140) and in a private 

collection(Fig.134 ) discussed above. The stylistic affinity of this bronze with the latter 

seems to be somewhat greater than with the former. Except for the following 

differences met with here, these two many be said to be more or less of the same type. 

Here the treatment of the shoulders and the knees is apparently crude; the neck 

ornaments are stiff; and the lower left hand is in varada pose. The bhanga in which 

the figure stands is not very graceful. But the shoulder ornament on the right side and 

the beaded band serving as elbow ornament are noteworthy as being characteristics 

of the art of the period. The two emblems are broken and missing. 

About ParvatT, ht about 83 cm more particulars are available as it has been 

published already in the J.I.S.0.A., Vol.V!. Further this i~ apparently a good specimen 

although in the original photograph, owing to its not being cleaned, its real qualities 

are not seen to advantage. 

The Kesa-bandha of this bronze is ornate to some extent. It shows a ribbon 
" 

decoration at its summit, on either side of which is a circular ornament worked like 

flower. From the ribbon hangs a tassel both in front and back. Then there is the keyilra 

like ornament of exquisite workmanship all round the kesa-bandha but the one in 

front is not only very prominent but has tassels and festoons handing from it. the fillet 

is another very prominently worked feature of this figure. In none of the figures of 

female deities have we seen the details so crisply worked. 

The face is oval and everyone of its features is apparently lovely. Particularly 

noteworthy are the nose and- the eyes. Interestingly these features are seen to be 

almost identical with those of Parvati oBhe KalyaQasundara group from Tiruvelvikkuc;li 

L J.I.S.O.A., Vol. VI, PI. VII. 

2. Ibid, pp 17-18; T.G. Aravamuthan in his Portrait Sculpture in South Illdia, Fig 9, identified it as 
Queen Sembiyan-ma-deVl,wife of Gandar-Aditya-Cho!a. 

3. The Art ofIndia and Pakistan, p. 74,PI. 55, Fig.317. 

Fig. 149 
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(Fig. 140 ). Somehow, the lips have not been successfully deal t wi tho Or, in order to show 

effectively the seriousness of expression, the sthapati had done the lips like this, 

probably intentionally. It may be mentioned here that in a rnajorityofrepresentations 

ofParvatl, the expression is a bit serious or self-absorbed. Probably it is so even in this 

representation due to the context ofrnarriage. The ears tender and beautiful but they 

are empty. 

On the neck are seen two necklets, one a simple ring and another a broad and· 

ornate kaTJ{hi. More refined than these is the vaikaksha of pearls that is seen as a 

cross-band on the body. the beautiful knot that binds this ornament is seen between 

the breasts, and from this knot hangs a tassel with a gentle wave near its tip. The 

absence of other decorative embellishments and the delicacy of treatment make the 

torso superb. But unlike in the case of the female figure examined above, great 

emphasis is laid on the hips of this figure with the result they have become 
" '~ 

wide(prithu). As a consequence the waist has become very much slender. The breasts 

are not so conspicuous as in some of the earlier examples; nevertheless their treatment 

is beautiful and it proves the skill of the sthapati. The shoulders are graceful, and a 

short tassel from each branch of the vaikaksha hangs near about each shoulder. The 

other decorative detail seen on either shoulder is the curly strand of hair with flowers 

on it. The manner in which the arms are joined to the shoulders is not good. 'The 

treatment of the arms is however refined. In spite of that, the angularities characteristic 

of bronzes of this period are noticed at the elbows as well as at the knees. The armlets

are interesting, because they are simply and beautiful in spite of the festoons with they 

are embellished. The·elegant knot .seen on the the outer side of the arm in noteworthy. 

The elbow ornament is subdued and it does not show any projection on the outer side. 

But a head-like piece is seen on the inside. Instead of a long file of bangles seen in some 

of the female figures, a set offourbangles is seen on each wrist. There are rings in the 

fingers. Arms are comparatively short. The right arm, though hanging down, is 

slightly bent and the hand is·in the posture of holding: The left attais fully bent and 

kept high above, as in the cas~ of the Parvati of the Tiruve!vikku~i Kalyal)asundara 

(Fig.140). The fingers are ind~eddelicately worked. 

The part below the waist is modelled beautifully. But,as has been said above, the 

hip portion and the thighs have been stressed. so much that the portion from knee 

downwards has necessarily suffered to some extent, because ofits comparatively more 
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attenuated modelling. This special feature of the bronze is probably on texts pertaining. 

to definitions of various types of men and women. 

The garment shows pairs of lines running parallel to each other with the space in 

. between two of them being filled up with wheel or flower designs which are similar in 

workmanship to those seen op the garments of the Halahala figure (Fig.102) from 

Kadri, the Hariuman (Fig.98) an,d Lakshmal)a (Fig.96) from VaQ.akkuppanaiyiir and 
.' .' . . 

the Somaskanda from Sorakku~i(Fig.86). Here the treatment of the design is more 

evolved than in the other figures. One end of the garment is tucked in at the left side 

of the waist' and short length of it hangs on the left thigh. The frilling of its tip is 

exquisitely worked. The other end of the garment hangs between the legs but is 

attached to the left lag. The mastery of the sthapati is revealed by the symmetrical 

arrangement of the waves of its tip. Two girdles are present of which one is beaded.lt 

is from the beaded girdle that the tassels and festoons hang on the thighs. The clasp 

of the upper girdle is very simple. The sash is seen wound twice round the waist. Both 

the courses show a broad median loop, that of the lower band being more prominent 

than that of the upper one. This is an interesting feature, because in none of the 

Piirvati figures examined above the median loop has been seen. 

At the back are a few more interesting details. Besides the minute workmanship Fig. 150 

of the ke~a-bandha, the treatment of the ~iral-cakra is noteworthy. It is obviously a 

petaled on but the tips of the petals are bound here by a broad rim. The central knob 

is simple and from it hangs a flat tassel. Below the sira8-cakra is arranged, in a 

charming manner, a closely arranged series of strands of hair with their ends showing 

curls more or less in a conventionalized form. There is the usual pendant seen below 

the rows of hair. Here the heart-like part of the pendant is broad. The vaikaksha is also . . 

interesting because on this side also, a tassel is seen pendent from the-knot. The girdles 

and bands of sashes are simple in this side. But instead of going round the waist, the 

second course ofthe sash has stopped at half-way on either side and its ends are seen, 

one on each side hanging from the upper course on the thighs: Tbetipsofthis bandare 

also worked in the usual wave pattern. Another interesting detail noticed on this side 

is the absence of the festoons and tassels while they. are very delicately and 

prominently . ca~ed in front. This is another instance of the pt:actice as obtained 

during this period. Theirabsence at the.back 'of the figure in question and in other 

figures is probably due to reasons of economy. The tucked-upend, in the form of a fan, 

of the garment seen in the middle ofthe waist is noteworthy. 
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Coming to the style of the torso, the narrowness ofit is very clearly seen from this 

side, and the rounded from of the hips 'nd buttocks is conspicuous. Though ,the thigs 

are emphasised, as has been mentioned above the lines t~t bind them are apparently 

distorted to a great eXtent which has resulted in the somewhat ugly attention of the 

portion about the knee, a logical development of the same feature meet with in the 

bronzes mentioned above. Notwithstanding this, the legs are still beautiful and their 

postures rhythmic. On the feet are padasaras and rings are seen in the toes. 

The figure stands in the · beautiful dvi-bhailga posture, on 10tl,1$ ped~tal. the 

petals of this pedestal are ina from quite different from those of pedestals examined 

so far and have becOme rather coventiopalised . 

. In Vishnu, the kinfa, the kUTflj,ika held by the two lower hands and the garment 

are noteworthy as,they are apparently more developed than the respective items of 

Vishnu figuring in the Kalyanasundara, group (Fig. 126) Tiruvenldldu. These . . . . . "" . 
developments are obvi()usly due to the difference .in date between them. The garment 

, . ' . , . . I, 

with the close folds is of particular interest as it is very much akin to that of Siva ofth~ 

Somaskanda groUp (Fig.I33) from TiruvetJ,kagu. Of the emblems, the conch is not 

present, an,dthe discus shows coventionalised flames on its rim. The other details are 

characteristic oftliebronzes discussed above; andit must be said that they show signs 

of be coming stiff. The padmasana, which is similar to those of the abQVe mentioned two 

figures of the group, is an instance in point: 

Fig. 151 The last.bronze of this groupis the Lakshrrii.As has been said above it has not been 

properly identified by the earlier ~iters.1Now that its original place has been fIXed, 

we may examine it carefully in its proper context; . 

Coming to its details, the karanda-mak,."t~.is broader at the base. The face is . . . . . . . 

roundish and chubby and the eyes are almond-like; The kO{lfIiis are qroad. To the 

outermost of the kan,thlS are attached the straps of the kuca-bandha. There is also the 
• ..... , • • '.' < 

channavira with the tassel banginginbetweEm the breasts. ThemodeUingofthe torso 

and the bosom is exquisite; The shoulder ornament is not only thin and long but sho~ 

1. In the Art of India and Pakistan (p.74), this is not only identified as Pirvat1, but it. provenance is 
given u'Tanjore wi~ a~t.nter8l!lting note namely. U Anittentical figu", has been photographed in 

'thEi Koneririjapuram temple; TanjofeDis~rict (seeT,G.Aravamuthan below);"'Infact,both are one 
and theaame, witlJ this difTeNJlce. that the reproduction (Fig.9) in Aravamuthanjs book isti-om a 
photograph of the image before itwaB cleared. ' 

, .. , 
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rather a sweeping curve. The keyuras are of the pronged type showing .. festoons 

hanging from their lower parts. Elbow ornament is present but it does not show any 

projection. The hands and fingers are executed beautifully. The posture in which they 

are held is lovely. 

The part below the waist is also beautifully moulded, except for the emphasis at 

the knee. The garments is plain and di!'iphanous and it clings to the body. It is seen 

hanging only upto the knee in the left leg. One end of it hangs on the right thigh while 

the other hangs between the legs and both are done· in a naturalistic manner. The 

sashes are simple. From the lowermost ofthem, which has a every shallow loop, hangs 

a series of broad festoons demarcated by tassels. As is seen in the LakshmT (Fig. 126) 

of the Kalyal)asundara group from Tiruvel)ki4u here also the figure leans forwarqa 

little which is appropriate to the occasion ofleading Parvati to the presence ofBiva. 

Pi'idasaras alone are present. The.figure stand£? on apadmiisana of which the petals 

are shown by means.of lines although the tips of the petals have been emphasised a 

. good deal, feature which characterises the padmasanas of later-day bronzes. Even 

here, it the asanais the original one, then its style would make one believe that the 

bronzes does not belong to the period to which we assign it. But considering the fact 

that from the timeofthe laet phase of the school of Raja raj a I, the workmanship of this 

detail has not seen uniform, it is necessary to be careful not to be carried away by the 

style of the pedestal alone, in deciding the date of the bronzes. These bronzes; 

therefore, besides themselves being interesting ones, have been made to experience 

certain viscititudeswhich have made them acquire a special significance. In view of 

the similarity of their style to that .of the above discussed bronzes, they may be 

assigned to the third decade of the 11th century A.D. 

The other standing Buddha 1 ht 73.5cmfrommgapaUil].~..m maybe-said to belong Fig. 152 

to the same period as that of the above. It has been described by Mr.T.N. ~machandran 

in his book on p.39. 

It is to be notedthat the description does not rightly indicate anything regarding 

the affinity of this bronze to the other standing Buddha (Fig.58) discussed above, 

although both are assigned to the same century and both are taken together wherever 

their style is compared with the styles -of other bronzes elsewhfHle" in the book. The 

difference between them is apparent. 

1. T.N.Ramachandran, Nligapa!1i~''r,m cmd other Budd/,ist Bro1JZe8. PI. V. Fig. 2. 
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The flame on the head of this Buddha is obviously more developed than that of the 

Buddha discussed above. It is no longer three-tongtled and has two more tongtles. The 

central tongue is higher than the two next ones and the two outermost ones are much 

shorter then them. The tongues of flame of the other Buddhas are of the same height. 

The curls of hair h~re are not so naturalistic as those of the previous Buddhas. The face 

is ovoid and its forehead portion is narrower than that of the other Buddha. The 

feature coupled with the rather acute curve of the eye-brows, almond-like eyes, the 

straight nose and chubby cheeks makes the face quite different in feeling froin that of 

the other Buddha. This is without doubt due to the difference in time between them. 

The shoulders are not as beautiful as those of the other Buddha; not the modeling 

of the tors.() of this is as good. The chest has become narrow here, and the stomach 

portion not so beautiful. The arms have become slightly thicker and the treatment of 

the fingers is not so elegant as that of the fingers of the other Budgha. The 

workmanship of the garment is likewise more developed and less attractive than the 

other Buddha. Coming to the portion below waist, the modelling of the hips of this 

bronzes is markedly different from that ofthe previous Buddha. While in that Buddha, 

the line of the right side smoothly glides down the right leg, here it'seems to struggle 

hard at the point of the hip before it reaches down. Owing to this, certain amount of 

ugliness seems to have resulted. The knee-caps of this bronze are prominently seen, 

which as we·have seen is.a characteristic of the. bronzes ofthe period under study. 

Coming to the pedestal, it is very interesting that there are figures of lions in the 

indentation. The presence of the lions on the pedestal indicates that it is intended to 

be a siThhasana as suggested by Mr. Ramachandran. We may. however, say that this 

detail may also be taken to indicate the f~ct that the ,Buddh,a was Sakyusimha. Such 

iisanaare rarely met with in bron:z;es in general. Even inthe case of the bronzes of the . 

Buddha and Jina, where sometimes sUnhasanas are to be,shown necessarily, the lions 

are not shown as in this bronze but are shown as prancing and supporting the back of 

the asanas. [Cf. seated Buddha from NiigapaHiI}am (Fig~179) and seated Jaina 

Tlrthankara from Sivaganga (Fig~259) to be discussed below] 

Of the four rings Oil each side,. the. two large ones sho'wnolle over the other with 

holes facing upprQbably intended to receive a prahha whi.ch is. missing. 

The padmasana of this figure is also interestfng. It has beeri rightly described as 

a "real lotus in blossom''. But.apparentlythere is a vast difference between this lotus 
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and the lotus of the other Buddha. The petals have become broad; a slight attempt at 

demarcating the rims of each by bending them sharply is seen. There is also the clear 

attempt to fuse thelowersides of two successive petals with the result that only the tips 

of the narrow long intermediate petals are seen here, whereas in the case of the 

previous two successive large are clearly divided by an intermediate petal. Further, 

the tips of the petals have become very much pronounced and their curves are sharper. 

This is what has been met with in the case of the bronzes discussed above. Thus the 

style of the figure which is the sum total of the treatment ofindividual details is akin 

to that 0 the bronzes of the school of Rajendra I. In spite of the fact that such bronzes 

as the Buddha are bereft of several details that are usually found in bronzes 

representing the various aspects of~iva or Vishl}u, the treatment of the few details of 

them as well as their modelling are alone sufficient to indicate approximately their 

chronological position. Hence this bronze may also be assigned to the end of the second 

quarter of the lith century. 

I 
The Srrnivasa from Tiruve!vikkuc;li has features which make it belong to this Fig. 153 

school. The VishI}u last examined is from PeruntoFtam(Fig.123) belonging to the last 

phase of the school of Raj araja. Between that and this a good deal of difference in the 

treatment of details exists. Firstly this figure is thick-set and in this respect it may be 

said to be a prototype ofthe'Srlnivasa from Vaq.akkuppapaiyur to be examined below. 

But the other details such as the kirira, the ka'!thTs, the yaj fwpav[ta, sahkha and cakra 

are further developed than those of the Vishl].u from Perunto~~am. The development. 

of the details is significantly seen in the treatment of the draperies or the pitlimbara 

of the Lord and the median loop of the sash. Moreover, the workmanship of the chain-

like thing that hangs between the legs is also at a developed stage. The asanas are 

beautiful, in proportion and design. In spite of these developed details the majesty of 

the figure is unmistakable. This may be assigned to about third decade of the 11th 

century A.D. 

The group representingSrinivasa, ht.81cm, with consorts each 64 cm high from 

"Va<;lakkuppa'.laiyur,1 may be taken for examination next. 

/ -
The Srinivasa figure is as usual the tallest in the group and it stands in the 

samab/:tanga posture. The kiri~a on the head is much more ornate than that of the 

1. Catalogue, pI. III. Fig. 2. 

Fig. 154 
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Vish~u form Tiruvef.1ki~u (Fig. 126) and Vishf.1u from Perunto~~am (Fig. 1:28) 

discussed above. The knob on top is however notso prominent as the knob of the ki,:[ta 

of Srin ivas a from Sirupaf.1aiylir and the VishIJ.us mentioned above. The petal design 

is clearly seen below the knob. The pronged ornament is dealt with in great restraint. 

The fillet though small, is decorated with festoons and tassels. These are seen all over 

the kiri~a. 

The faoo is square and its features are similar to those ofVIsh~u of the KaIyaf.18Sundra 

group from Tiruve~kac;Iu. The eye-brows as well as the eye-lids are shown by thick 

lines. The nose is sharp. Thee lips are beautiful and gentle smile beams through them. 

The ears ,are slightly swaying and are decorated with makara-ku'!-4alas as weH as 

flowers. The flowers on t~p of the earS of the ears are very prominent here. The 

expression is indicative of supreme joy (paramananda) which only the Lord can have. . . 
The neck is 'normal and there are the lines probably standing for the trivcili. a chief 

characteristic of great men (maha-purushas) which is natural to Purushottama or the 

Greatest Man. Three necklets are seen of which the middle one is broad and shows 

kiilkit:ris whereas the other tw~ are thin. YaJliopavita is three-stranded but all ofthem 

are comparatively thinner: The two subsidiary strands are very thin of which the long 

lower one is visible only slightly. The m~ddle one is however long and is wavy to some 

extent. The knot on the left chest is thick but the looped end is not prominent. The long 

lower strand ofyqjnopavita goes beneath the garment and is seen only above the ankle 

afterwards. The udaraobandha is simple and broad, but it does not show any tassels 

or festoons which are seen in the Vishnu from Tiruvenkadu. . . . 
The style of the torso is obviously akin to that of the Vishpu mentioned above. But' 

here the lines on either side are not~ smooth-flowing which is easily seen from the 

elevat!on and depression 9Ccurririg below the udara-bandha. It may be mentioned . . 
here that the strain exhibited by these lines ofthe VishQu from Perunto~~m is much 

more than here. On the right chest is seen a small symbol standing for srlvatsa. The 

joining olf the arms to the shoulders too is peculiar here. The shoulders are suggestive 

of power and strength and on each of them is a strand of hair decorated with more than 

one flower. Besides, the characteristic pendant is seen on the right shoulder alone. In 

some of the figures noticed.above a duplication of this ornament on the other shoulder 

was seen. The absence of this decorative piece on the other shoulder may have to taken' 
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as indicative of the continuance of earlier tradition in this respect only, while in other 

respects there is a marked development of details e.g., the kirlf:a necklets and· 

yaj liopavita. 

The arms are proportionate and moulded in a beautiful manner. Nevertheless the 

angular character of the elbows are apparent and it seems to have become from now 

on nearly standardised. The pronged keyuras with festoons hanging from below them 

adorn the arms. A set of three valayas is seen on each Wrist. The thick elbow ornament 

is also noteworthy and similar o~es h~ve been noticed.in some of the early figures but 

more pronounced ones are seen in some of the bronzes to be examined below. The 

lower right hand is in abhaya and th corresponding left hand is in katy-avalamabita 

poses. That the fingers are extremely beautiful and delicate is obvious. Th,ere is no 

represcmtation of a lotus in the right hand although in some other figure e.g., Vishpu, 

No.2, in the Madras Museum (Fig.25), and-Vishpu from Perunto!F~m (Fig. 123), this 

is found. Thisjs a significant omission and it is characteristic ofimages ofVishpu made 

during this period and subsequent periods. The upper hands hold respectively the 

discus and conch. They are slightly tpted, and are held by the first two fingers of the 

hands: The discus sqows only three flames on its rim and no flame seems to be in 

evidence at its bottom by which it is held by the fingers. The conch too shows only three 

flames, but interestingly here a fourth flame is suggested at its bottom point projecting 

up from the fingers. Another interesting thing about the flames is that tho~e on the 

sides show only three tongues while the number of tongues of the flames at the top, 

though not clear, are probably five. In this respect this figure is akin to theVishnu from 

Tiruvenkadu. The disposition of the, arms has become stylised in spite of the fact 

individually the arms are perfect in workmanship. 

The same remarks about the arms, are applicable to the legs also. Unlike the 

Vishpu from TiruveQkagu, here the legs are proportionate to the entire figure. The 

garment is almost plain except for the suggestion of the folds by thick lines shown 

comparatively at wider intervals: A broad girdle and-a-beaded girdle are seen on'the 

waist with a simha-mukha cl.asp of an ornate type in its front. The bow-like pieces 

issuing out from either side of this lion-face are charactet4stically wide. The uttanya 

or sash is seen wound thrice round tl~e waist and the middle band has a shallow 

median loop which passes through the how-like pieces referredju,!Jt above. The lower 

band of the uttanya is comparatively thin and its loop in front is obviously gracefuL 
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There are monolifortn festoons arid beaded tassels hanging from the waist-bands but 

it maybe noted that these are not emphasised so much as they are in the Vishnu from 
, . 

Peruntottam. The kachha seen between the legs is naturalistic. Further, a long chain 

with heart-like pendant at its tip' is seen hanging from the sirhha-mukha as in the 

other Vislu)us, a beginning of which of was noticed in the SrTnivisa from Va4aka~u. 
It may bee mentioned here that this feature seems to get greater attention from the 

sthapatis of the subsequent period as exemplified by such figures as the C~~khara 
now in Musee G\1imet, l Paris. The bows and hanging ends of cloth seen on either side 

. . I _ 

of the figure, though more evolved than the same detail met with in the Srinivasa from 

Sirupal]aiyiir are still naturlistic. The hanging ends are in duplicate here, the second 

end being shown hanging only to half the length of the other end. Their tips are simple 

and beautiful. 

At the back, the ~ira$-cakra is represen~d like a wheel. Further, the treatment of 

the hair is charming and the curly strands hang on the back ina naturalistic fashion, 

and here also the ringlets ofb-air are bound by a thick ring which is the continuation 

of one of the necklets. The yojflopavlta does not show clearly the knot where the long 

strand unites with the rest. 

One of the interesting details is the pedestal on which the figure stands. Both the 

padm'li8ana and bhadrlisana are moulded together. The padmlisana has petals which 

are characteristic of the period. No marginal lines are present in the petals, nor are 

their tips emphasised. The bhadr'li8ana has beautiful moldings, a ring on either side 

to facilitate the handling of the figqre, two metal eyes on each side for securing the 

figure while it is taken out in procession and pair of spikes for a prabha A very 

interesting detail met with" in this pedestal is the three fIgUreS of lion shown one in each 

of the three compartments of the depression in front. On the other three sides no such 

.representation is seen. The figures of lions are obviously spirited. The lion in the 

middle Compartment is seated facing the spectator, while those on either side are 

shown in profile, the one to the right of the figure facing proper right and that to the 

left of the figure facing proper mft. This is a novel featuf,e not met with in any other 

Vish~u or ~rTnivlsa oftbis period or ofsubsequent .... ods~ Rampant lion figures are 

seen in the VishQu from Va4akl4u, where theya~ intebdedas supports for the spikes. 

1. catalt>gue. pI. XII. Fig. 1. 
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In the smaller standing Buddha from Nigapa~~iI!am (Fig.152), fIgures of lion in the 

same manner are seen. It will be clear that except for the erect posture of the figure 

which makes it slightly stiff,its other details are interesting and moreover one or two 

of them are novel. 

Now to the clevl figures. Like the devf.s of the Perunto~~am group (Fig.123) here 

also these figures lean towards ~r1nivisa, their bent arms aree also towards him. This' 

has been the characteristic feature of almost all the Vish\lu or ~r1nivasa groups 

produced. since then. The deviation met with in the Sirupa\laiylir group, is probably 

due to the fact that it is on~ of the earliest sets with consorts, where a certain amount 

of freedom seems to have been allowed to the sthapati in the depiction of the postures 

of the clevis. 

,,- " Sridevl has kara.1!-eja-makuta which is cylindrical but for the two distinctive 

kara1'!4as at its top. Thismaku!a is decorated with the usual keyura;.like ornament 

although it is not very clear: The noteworthy detail of the headger is the deeply 

projecting fillet. The face is beautiful and the features are sharp but the expression is 

suggestive of mild seriousness. Prominent patra-ku,!-fJ,alas of an ornate type are seen 
,-

in the ears. As in the SrTnivisa, there are flowers on the top of the ears. The neck is 

short. There are three necklets, which are highly ornate. The channavira is thick and 

shows a tassel hanging down from the middle of .the breasts. Thee kuc(;bandha. is 

prominent. But it does not show any bands going over the shoulders, a detail met with 

in the Sridevi of the Sirupanaiyur group, and in the Lakshm"Is of the KalyiI!asundara 

groups from Tiruvel)k8qu and Konerirajapuram. Thetrea~ment of the torso of.this 

figure shows some amount of stiffness which is especially noticeable in the lines of the 

sides. The shoulders are moulded to suggest vigour rather ~han grace or tenderness 

and a strand of hair is depicted on each of them. The arms are proportionated and 

beautifully tapering, but the stiffness seen in the lines of the sides seems to characterise 

the lines of the arms too, and the arm in lola pose exemplifies this remarkably and 

owing to this the rhythm is lacking in it. The left ann is bent and held up and its hand 

is in the k~aka pose. The fingers of the hands are as usual beautiful. The keyflras of 

the p~d type are seen in arms. Besides, there are the elbow ornaments which 

however do not show the projecting pieCe. Instead, in the place where this piece used 

to be present, there is a' long thick knot~ There are the valayas in the wrists: 
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Coming to the part below the waist, it is seen that the hips are not represented 

prominently. Consequently the lines of the sides seem to drop down rather suddenly 

which has removed to some extent the beauty of this figure. The legs, though 

proportionate, are to some extent stiff like the arms. But the left leg, which is bent 

slightly, is charming. The garment is thick. Interestingly enough, it is decorated with 

beautiful wheel and geometric designs. The kaccha that hangs between the legs is 

simple and does not show any frilling or sway met with in the same detail of the other 

female figures noticed above. A pair of broad tassels are Seen on either thighs. In this 
. .. I _ . 

figure are seen the bows and hanging-ends of cloth on either side. As in the Srinivasa, 

here, too, two ends are hanging, the shorter one bein~ only half of the longer one. The 

girdle is broad and has a gem-set clasp from which hangs a bow-like knot, depicted as 

gracefully moving on either side. The waist-bands are two in number of which the 

lower one has a very shallow median loop. 

The back view of the figure shows the ~ird-cakra worked in the same style as that 
" of the 6ir~-cakra of SrTnivasa. The interesting detail seen on this side is the braided 

locks that hang on the back. The ringlets of hair are worked in a beautiful manner; 

the ring that encircles them is of a gem~set type not of the simpl~r ring-type of which 

a best example is seen in the figures of the Vishl)u group from Perunto~~am (Fig.124). 

The cross-band seen in front is continued as a cross-band here also. But the bands are 

broad and simple. The knot at the crossing point is also simple. The other 110teworthy 

details are the pendant hanging from the curly hair with a prominent heart-like piece 

at its tip and the tucked-up end of cloth seen in the middle of the waist. Beautiful 

p"lidasaras are seen on the feet .. 

The asana on which the figure stands in the graceful tri-bhangaposture, shows the 

usual mouldings in the bhadriisana and petals in itspadmasana. But the interesting 

thing about the petals is that they show prominently the incised marginal lines . 

. The Bhudevl is similar to the above figure, but with the following differences in 

details:-

The kara",fj,as at the top of the makuta, are more prominent here. The fillet is 

some-what subdued. Makara-ku,!4alasare seen in the ears. As usual,yqjliopav[ta,is 

seen iIi this figure instead of the channavira seen in t.btfSrfdevf.'It is·comparatively 

thick. The shoulders show each a strand ofhah~. The treatment of the waist-bands 

shows the median loop more'pronounced thanthat in the §ridevi. 
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A description of this group of bronzes is given inn the Catalogue on page 70. And 

this group along with the Vish~u group from PeruntoHam haS been referred to, by the 

learned authors of the Catalogue, in their introductory discussion, in more than one 

place, and it is rightly given a place second to that of the Vish~u fro,m PeruntO~~am by 

them. On stylistic grounds, this group may also be said to belong to about the end of 

the third decade of the Ilt;h centu,ry A.D. 

I 
The bronze representing Siva 1 as Kira~amiirti RiidhanarasiIhhapuram, Tanjore Fig. 156 

District may be examined now. This figure like its predecessors stands in the abhahga 

pose on a padmasana. Lik,e a majority of the bronzes of this school, this is also thick-

set but otherwise it has all the qualities of a classical piece. Besides, it has certain 

details which appear for the first time, suggestlng thereby that they are the contributions 

of this school. 

A highjata-makuta. almost cylindrica~ in sh~pe surmounted by the flower, here 

very muc!t.reduced in size, aI\d therefore appearing as a knot, is seen here. But the 

style in which tlieja!as are arranged in front is interesting because instead of showing 

them in the usual criss-cross fashion, the sthapati has divided them vertically into two 

halves and thejatas on either side are shown flowing up, which is an innovation. The 
// . . 

pronged ornament on the crown is, however, much evolved~ Thepa#aon the forehead 

is broad and is decorated with tassels etc. It is noteworthy that this paffa which goes 

round the head is tied on the right side where the loops and hanging ends are seen. The 

face is square and beautifully moulded. The eyes are shown by lines, the nose is sharp 

and high. The lips are thick. The ears are short and they dO,not bear abyornaments. 
~ 

The expression suggests serenity. There are three-neckletsj but one of them hal}_gsJow 

like a ham. As in the bronzes examined above, these necklets are al~o gem-set. The 

yajoopav[ta is characteristicall:y thin and its knot is somewhat orna~. It is interesting 

to note here the fact that no second no second strand is present in the yaJoopavita. The 

udara-bandha is flat and has lines incised on it. The torso is finished almost like a 

cylinder. This is due to-the fact that the. chest is narrow. 

The shoulder ornament is beautifully worked and is in three tassels, the central 

one having ~ p9;ndant. The ornament is ·now worked on the sho.ulder itself. Besides 

this, a very much subdued flowing strand of hair(?) is _seen on each shoulder. On the 

anns nCiga-valaya type of keyflra, in three bands, with· wide space between one . 

another, is seen. Ornate elbow ornaments with projecting bits are present. A pair of 
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valayas is seen on each wrist. The arms are thick but their modelling is proportionate, 

and the poses in which they are shown are tasteful. The gestures in which the hands 

are held are specially noteworthy and the workmanship of the fingers is naturalistic 

and they therefore seem to throb with life. 

The hips have become comparatively atrophied. The legs are also thick-set and the 

difference in size between the thigh and the part below the knee is almost nil. Never

theless the knee-caps are not shown prominently and the lines that frame the legs are 

without awkward contractions and bends. The stance of theJeft leg is pleasing but its 

effect is slightly marred by the thick-set feature of the leg. The loin-cloth is thin and 

close-fitting and bears floral patterns on it. Besides, its margins are emphasised by 

means of the narrow raised end. There are two girdles of which the upper one is carved 

and has the simha-mukha clasp. This clasp is however worked in a novel fashion, 

because it seems to be enclosed within an ellipse. There are also the thin lines that 

emanate from the head of the clasp and which go round the waist after taking a 

downward turn. This type of circling is seen again only in the specimens of the art 

belonging to later periods as we shall see below. The lower girdle is thick and has a 

gem-set clasp in front from which juts down a pointed bit in the place of the "sword

like" detail seen in several hronzes noticed above. Pl1dasaras are seen on the feet. 

The back view of the bronze shows the cylindrical from of the headdress clearly. 

Besides, the arrangement of the hair is quite interesting. Instead of the braided locks 

woven into somewhat of a stale pattern, the hair is shown as }Ut~ila-kllntalas which are 

arranged in ten horizontal tiers. The ~ir~-cakra was not probably there, because in 

the place of iird-caJlra is seen a loop-like design probably of the patta. This kind of 
. . .. 

head-dress has already been met with and it is also seen in some bronzes oflater 

periods such as the Rajamannar (Fig.174) andsome Cha~~ike~varas. 

The locks of hair that fall on the back are also arranged in an interesting manner. 

All along, the braided locks of'S iva have been shown withonly a single series oftwisted 

ends, and there used to be not many braids. In the present case, there are two series 

of twisted ends arranged one over the other as in the case ofVishI}u images. Thus the 

novel design of the headdress on this side helps greatly to decide the chronological 

position of this bronze. It is, therefore, a significant specimen of the art, which proves 

beyond doubt the fact that to know all about a bronze, aU its views, or at least both 



1994]. Bronzes of South India 279 

front and back views, are essential and one should not be carried away by thefront 

view alone. Another interesting detail seen in the delineation of the locks is that unlike 

in the case ofvish1).u bronzes where there used to be more than one one series of twisted 

ends and where each of braids used to be shown as b~ing straight, here the braids are 

bent at the neck some what inartistically, which is reminicent of the older tradition of 
I 

showing the braids of Siva in a long and wavy form. There is also the pendant with 

the heart-like design prominently shown. The four-faced.clasp with which the girdle 

is decorated on this side is interesting. A similar one is se,en in the so-called ChoJa 

Queen (Fig. 203) to be discussed below. The atrophied nature of the hips is known 

distinctly from this side. 

Thepadmasana is worked beautifully. The petals are broad and naturalistic. But 

the upper row of petals is shovrn nearly as the lower row. 

The figure is thus a good and interesting specimen of the art. Although at first 

glance it appears to have affinities with the Tripurantaka (Fig. 138) from the Big 

Temple, Tanjore, yet its new elements mentioned above show that it is later than that. 

It may be said to belong to the end of the third decade of the 11th century A.D. 

A number of bronzes were discovered at Semangalam in the Tanjore District. The 

most interesting of them are a Na~e~a,a ParvatI, a Cha~~ike~vara, a Ga~e~a and a 

vil}adhara. On grounds of style they may be assigned to about this period. They are 

dealt with below seriatim. 

The Na~e~a is about 98 em high, including the pedestal and about 80 cm' broad. Fig. 157 

The oblong bhadrasana is separate while the figure with the Apasmara is cast along 

with the elongated oval-shaped padmasana. The prabhavatfis attached to the ends 
. , 

ofthis asana, and it presents the appearance of a perfect arch and so it is different from 

the prabhas met with in the Natesas examined so far. Another point relating to this 

prabha is that it seems 'tobe pe~forated because of the presence of the additional ring 

surrounaingit. This ring bears the series of flames of fire, which are larger in number 

than that of the Tanjore Na~e~a (Fig. 137) and more developed in workmanship, 

although' ea~h one of th~m po~sesses o~ly three tongue .. 
~ , '". 

Tpemain,figure is apparently simple and, its modelling aDd proportions are of a 

high order. In spite of this apparent perfection it seems to suffer from being stunted .. 
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It is probably due to the rather disproportionately large prahhava,f,l and the pi'tha. The 

arms are disposed in a most pleasing manner and the head is titled to suit the mode 

of dancing. There is only a single series of feathers on the head and other details on 

it like the cobra are rendered in a beautiful manner. The whirling locks of hair (the 

ends of those on the left side are broken) are depicted in a beautiful wavy pattern 

curling gracefully at the tips. The two series of flower designs connecting these locks 

are not aSI elaborate as those seen in the Tanjore Na~esa (Fig. 137). Their very 

simplicity/enhances the beauty of the flowingjafiis. Just as inthe case of the Na~e~as 
examined above, here also the figure of Gahga is conspicuous by its absence, which is 

a very significant characteristic ofNate~as belonging to periods upto about the end of 

Rajendra's reign. The.other noteworthy details of this figure are the three-pronged 

shoulder ornament seen on the right side, the beautifully swaying piece of cloth on the 

left shoulder, the uttarlya which is tied to the abdomen with the loop on the right side 

and wi th its two ends twisted and flowing in a realistic manner ultimatiely to bifurcate 

and get attachedto the prahhq, the elaborate waist-band and the plldasaras each with 

only seven kihki,!is each of which is shown wide apart from the other. As has been said 

above nothing is lacking in the modelling and consequently the limbs are beautifully 

finished, the torSo is excellently executed and the mode of the <lance exceedingly well 

poised. 

The Apasmara Purusha is rather very small and this feature coupled with the 

large padmasana on which this figure lies crouching, is a vestige of older traditions. 

The back view of the figure is equally intere~ting. The ch,iefpoint ofinterest of this 

side lies in the peculiar manner in which the two wings of the whirling locks of hair are 

attached to the back oftne head. In the Na~e~asexamine_d above, this features is 

rendered differently. So, this mode is quite distinct for this bronze. This type of 

representation gains in importance because of its being the only known prototype of 

the similar details met with,not in any other ordinary Na~e~a, except in the famous 

Tiruvalangagu N a~e~a 9fig. 164) to be discussed below. This distinctive feature alone 

would be sufficient to say that these two bronzes are nor far removed in date from each 

. other. But there are iIi the later bronze the other details also such as the single series 

of feathers on the crown, the large oval padmasana, the slender but flowing limbs, and 

the nearly identical facial type, which afford sufficient support to the fact that these 

. ar~really of this school. 
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The bhadrasana is marked by an offset in the middle on the front, while no such 

projection is seen on the back side. Though it is separate, its characteristic moulding . 
and simple workmanship are enough to show that it is original. Making bhadrasana 

separately was a new feature, met with during this period and it becomes gradually 

a convention. It may be remembered here the fact that the bhadrCisana of the 

Tiruvalan~~u Nate~a, as also the padmasana, was separate but unfortunately it has 

not been found along with the bronze. The importance of this bronze would by now 

have been known, as it seems to fit into the chronological scheme proposed here. It 

may be dated to the fourth decade of the llthe century A.D. 

The ParvatI, about 57 em high, from the same place is a beautiful specimen of its Fig. 159 

kind and is distingp.ished by fine proportions realistic modelling, pleasant.features 

and restrained decorative details. Of these the short karanda-makuta is noteworthy; 

the upper bands on the arms are interesting the ehannavlra is peculiar, because 
..J 

Parvati figures rarely posses this: the fine garment is simple and plain but ,shows 

realistically worked bows and ends of which one is attached to the left leg; the series 

of bangles on, the wrist is characteristic of the bronzes of this period; and the sash with 

shallow loop in the waist is also simple. 

The figure stands in a very slight bhanga making it lean a little to the left. This 

is introduced in order to make the figure graceful. The grace is enhanced by the telling 

poses of the hands. Thus this is one of the significant and rare eKamples of a study of 

feminine beauty. The figure stands on a low padmasana with petals marked rather 

indistinctly which is seen over a spare bhadrasana. 

The ChaJ}qikesvara about 52 em high, from the same place shares all the qualities Fig. 100 

of modelling etc., with the Parvati discussed above. As required by the iConography 

of the saint its poses and decorations are different from those ofParvat1. Th¢ makuta 

is high and is distinguished by rows of twisted hair arranged in tiers which are seen 

both in front and back. In the Chal}~ike~vara (Fig. 121) from Velaiikargli, this scheme 

is confined only to the back side wihile in the Ch~J}c;like~varas of subsequent periods 

it is "akin to the arrangement found in the present figure. 

Thus this bronze is a landmark in the evolution of the figure of the saint. The fac~ 
, , , 

is of the slightly protruding type characteristic of bronzes of this period and its features 

are pleasing and the expression is one of smile. The yajiiopavita i,s depicted showing 
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its characteristic swayin which it is SE!en in the bronzes of this PE!riod. The hands are 

in afijali pose holding the usual flower garland. The armlets and the string on the 

elbows are noteworthy. The workmahshipofthe loin-cloth is interesting, especially 

of .the sHnha-mukha clasp which is very prominent. The bhanga of this figure is 

Fig. 161 slightly more than that found in the bronze from Velanka~!liand this emphasis of the 

flexion has not however added much to the beauty. The back view shows clearly the 

tierformation of the makuta which is tending towards stylisation .. The p~a round the 

head is noteworthy becuaseofi~s knot, a feature which, by itsoccurrenc~ in quite a few 

pieces of this period, seems to have been an innovation of the sthapatis of this period. 

The flower decorations on the lion-cloth are better seen here, as also the bhahga. That 

it is not quite well displayed is also seen here. The padmlisana ofthis bronze is worked 

U1 great detail. Both the rows of petals are distinctly seen and they are done in a 

realistic manner. 

Fig. 162 The Ga!lesa, ht. about 45 cm, which has been given away to the Trivandrum 

Museum, is an interesting study of the elephant:..headed god. The makuta, .the 

peculiar manner of depicting the animal ~ead, the broad kaTJ-th~ the ornament on the· 

right shoulder only, the naturalis~ic trunk, the beautiful pot-belly, relaistically 

modelled arms and legs which have become approximated to the human limbs, the 

tender fingers and the restrained decoratitms are noteworthy in this. The fleXion is 

very very slight and it is indicated by the slightly advanced left leg. The asanas which 

are made together a're in the characteristic style of the period, although the low .. 
bhadrasana is broken at one corner. In general its style is found to be akin to that of 

the other· bronzes of this group. 

Fig. 163 . The vil,ladhara,ht. about 75 cm, froin the same place is also of the same period. 

Its superb workmanship is apparent. Its l)oteworthy details include the now almost 

stylisedjata-makuta. the beautiful face, the broad but promi~ent kaT.'!hi; the simple 

pendent decoration on the right shoulder only, the yajnopav'ita swaying rather in an 

inartistic manner, nliga-valaya armlets, the beaded elbow ornament, the shorts with 

wheel and flower designs and with the "sword-like" end or cloth cUrving gracefully 

towards left thigh and the tender and beautiful fingers. The modelling, as is 

characteristic of .the art of the times, is stout but the lines are not strained. The 

padmasana, composed of realistically worked petals, is· beautiful and the simple 

bhadrosana goes well with it. 
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The next bronze that claims our attention now is the famous Na~e~a from Fig. 164 

TiruviUarigagu which has been so much published that, we may say without fear of 

contradiction,. there will be none amongst the Indologists of the world who has not 

heard about it. This amazing popularity of the bronze may be said to be mainly due 

to the notable dessertation on it by Mr. A. Rodin and Dr. A.K .. Coomarswamy in Ars 

Asiatica No.3, 1921. The authors of the Catalogue has dealt .with it chiefly from the 

point of view of dating and· have assigned it ·at one place "td the close of the 

Polonnaruwa period, whenever that may have been:" l(ibid., p.59) and at another 

place ''to ~ Vijayanagar or later date" (ibid.,p. 111). The reasons gives in support of 

the former suggestion are "(a) this Na~esa has long necklacs, (b) the loop in the waist-

. band (i.e. stomach-band) which is neither seen in Nate~a from PUIigani'ir (Fig. 238), (to 

be discussed below), nor in Natesa from Polonnaruwa and (c) presence of traces of 

flowing ends to this band on the left which are found in only one of these images .......... " 

(ibid., p. 59). The reasons given for the later suggestion are (a) the presence of long 

necklaces and (b) the treatment in the round of the emblems of the headdress. This 

is in spite of their having understood, with their usual insight, the great affinity that 

this image has to the Nate~a (Fig. 137) in the Big Temple at Tanjore (ibid., p. 110). 

Recently this i~age has been referred to twice by Mr. John Irwin l • In his study'ofit 

in The Art of India and Pakistan he has not given any definite date to this bronze in 

the introductory part; but in the descriptive p.art and against the illustration of the 

figure, it is assigned to the 11th century A.D. It is not knwon whether this dating is 

by Mr. Irwin himself. However, that he is inclined favourably to this date is known 

from the following statement of his. While discussing the question whether the metal 

worker copied from the productions of the stone worker are vice versa, with special 

referene to the N a~araja oc~uring in the temple atGangaiko~c;1acho~apurl!JIl belonging 

to the time ofRajendra ChoJa I, he says, "it is difficult to imagine how any carver could 

have arrived at such an unscuptural form without reference to a bronze moderofthe 

type shown at PI. 60 and 61''2 (i.e. the Na~e~a in question and the Na~a from 

Velankanni). Though thesuggestiori here is too subtle yet one thing is clear that Mr . . . 
Irwin does not all seem to favour the idea that the bronze belongs to the Vijayanagar 

period. Moreover, the fact that he has institued a comparison between this bronze and 

1. 

2. 
The Art of India cmd Pakistan pp, 68, 71, :pl.50; and Mcu-g. Vol. IV, No.2. pp. 32-35. 

The A.rt of India cUld PakistCUl, p. 6~. Jlere we do ~ot want to ~nter i~to. a discus~ion ab~ut the 
questIOn referred to above. But we ~nst state that 10 South India a IhaJonty ofthe-sthapatH' have 
been and are experts both in metal casting and stone-carving. 
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GangaikondacholauJ&Dl is enough to.how that he baspnceiv8d the itientityofstyle 

between them. ,This therefore indir&eay beipsoDe to assign the bronze to the time of 

R9jendra I. But in his seconci,refereneeto the bronze in his article contributed to the 

Marg, Vo;.IV. No.2, Mr. I,rwin simply lables it as "late 12th Century A.D." without 

giving any reason. On the contrary the fact that we deal with this bronze in the present 

context shows our agreement with Mr. Irwin's views propouIided in his first article, 

from which, it is ,unfortunate, he bas'retreated without justification. We have arrived 

at the conclusion not only on the basis, of the similarity that exists between this Na~a 
and the stone Na~a of Gangaiko~4acholapuram but also on the basis of the 

examination of the development of the various details of this bronze in comparison 

-with the similar details of bronzes belonging to earlier and later periods. It is necssary 

to examine it in detail to subsantiatethis. Its description by the authors of the 

Catalogue (pp. 111-12) is fairly complete and that given in The Art of India and 

Pakistan {po 71)ia fuller. However, we give below our description ofit including therein 

wherever necessary notable pQrtions from the description of it from 'the other two 

books also~ 

ThisN~a is 114.5 em high, 88 em wide and 30 em deep. The speciality of this 

bronze becomes apparent in the manner in which its headdress is done. There is a fan

shaped desjsn of great beauty represel}ting not "KolJ.4rai leaves (Cassis fistula L)>>t ' 

but feathers.2 The circular tiers of rope-like design, not ''hair', are seen on the head one 

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

head and into i,t are tucked a cobra and a ''treble Datura" not a "double Datur.a" and 

on which rests gently a crescent. The upper circular tier not only carried the feathers 

but also a skull in front and a cobra on th,e proper left. These embles are worked 

e~u,isitely "in the round (as in Som'iskanda from TiruvaHulgac;1u and Visbipaharapa 

trom Kllappudanur) instead of only in reli~f as in most olthe others.''S These designs 
'. . . . 

$eem to have been tied at,the back. This is known from the projecting frilled ends of 

a piece of cloth seen on either side. '''rhe whirling locks ~re ~~ssing.,; And their number, 

is uncertain, not "six". Due to the loss ofthejata.s, it!s difficult to say if the Ganga was 

represerited on it or not; A pa~~a goes round the forehead and it is by far the simplest 
'.", -,' " . . 

of its ki~\;' [~ .. e face is rO\1ndand its featur:es are clear-cut. But they are delineated 
. < ~'j!':,~~:fl' r:" 1t. . '.. '. 

,i,';p. I;; '.: ,. 

1. Ibid.. p. . , , 
2. Th";'eared~bed. correctly as feathers intheCatalogue. 
3. Cat.aJogue. p. 113:" 
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by means ofincised lines, ~ characteristic which is found sporadically amongst bronzes 

belonging to the periods upto about the end of the Chola period and more frequently 

in the bronzes of the subsequent periods. Notwithstanding this aspect of workmanship, 

the eyes and eye-brows, the third eye and the lips appear to pulsate with life and 

smiling expression radiates divine grace, a unique features of this bronze. The right 

ear shows a maieararku'frf,ala in the extended lobe and a ring s>.n the upper part. The 

left ear has a patra-ku,!~ala whh:h is deep and n~turalistic. On top of the ear is seen 
as· "ornate lotus." 

The neck is short but it beautifully modelled. "There are three necklaces,the 

uppennost as usual the smallest."l They consist of "a single jewelled necklace, a 

beaded neckcord and a rosary of Rudroksha berries."2 All three have more or less 

decorative centres, that oftbe middle one being much the largest and having a large 

pendant attached to its right himd end, while that of the much longer lowest one is 

little or no more than the point of attachment of a slender sickle-shaped pendant." 

Theyajfl.opavlta is three-stranded but one dfthe strands is short as usual. The uttariya 

tied round the stomach seems to be of fine fabric and hence its thinness colllpared to 

the uttarlyas found in the Na~~a of the BlgTemple,Tanjore (Fig. 137) and the Na~~a 
frQm Velanka~Jli (Fig. 117). The manner in which it is twisted and looped is 

interesting and is definitely more developed than the same detail of the other two 

Nate6~ referred to, Unfortunately the flowing ends of this are missing along with the 

prabava!l to wbich they should hae been attached. The navel is prominent. 

As regards the torso, its exquisite workmanship is apparent frQlll the delicate lines 

of the sides, the subtle but beautiful depression introduced in the modellin~ of the 

stomach portion, the gradual widening of the part above stomach, which·is graceful 

and the beautiful treatment of the chest and the parts above. The shoulders are 

powerful but refined. It is interesting to note that the shoulder ornament seen on the 

right side only is not only sle~der and two-stranded but also finely worked; aDd it 

swings channingly. This kind of treatment· of this ornament occurs here for t.h~ fil'8t 

time. On the left side between thejoints -of the two arms is seen the end of a piece of 

cloth as in other Na~as. On each shoulder is seen a "chain of flowers" of ornate 
workmanship and of a type not met with in any of the bronzes examined above. 

1. Ibid.. p. 114. 
2. Tile AI·t of India WId PakistatJ. p. 71. 

3. CatalO81le. p. 114. 
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. The arms are much the most interestingparts.ofthiafigure. It.is the character of 

their modelling, the nature of their decoration and the, manner of their disposition that 

have made this bronze rank with the best works of world art. The anns are apparently 

slightly more elongated than is required by the canons of porportions, but this 

elo~gation is not due to carelessness; nor without a purpose behind. n has been so 

delineated with a view to emphasise the flow of thythm which forms the very basis of 

the conception of dance. Though this has already bQen attempted by the sthapati who 

did the Na~e~a in the Big Temple at Tanjore,the grandeur of this idea is fully revealed 

only inthis Na~e~a. Ofthefour arms, those on the right side seem to be slightly shorter 
. . 

than those of the left side. This is as it ought to be. The arms on the right side b.eing 

requiNd to be shown as contracted, a certain tain~unt. of' restrictio~ on thei~. 
movement becomes necessary. Even then the sthapati, not being able to contain 

himself, has shown the upper part of these arms also as long as possible. The forearms 

are not, however, devoid of beauty. In' fact' the foreshortening effect produced by the 

lower right hand inabhaya pose, is remarkable. The left arms are delineate4 fully, as , 

required by their gestures and it is here that the sthapati has aisplayed his genius by 

showing the arms move about gracefully with ease and comfort. The upper right hand 

holds the c;1amarau in the usual way i.e. between the fingers and the thumb. The lower 

right hand is in abhaya pose. The lower left hand is ingaja-hastapos~while the other 

hand holds a big flame with nine tongues. The workmanship of this 'flames is also 

extraordinarily beautiful. Of the tongues the central one has the form of a question 

mark kept topsy-turvy; and our explanation about its significance given under the 

bronze Na~e~a from PoriippiimettupaHi maybe recalled here. All the tongues are 

shown injl wavy form but tbe waves are execUted with restraint so that even when it 

is viewed independently of the imge, it remain~ a work of art of absorbing interest; 

When it is held between the fingers and the thumb its beauty is heightened, becuase 

the arragnement of the fingers is such as to balance the tongues of the flame: So, 

together with the flame, the entire hand has become an e.xq\1isite design'.' Aslender 

beaded band is seen.on the upperarms'in the place ofkeyuhJ.· The avoidance of too 

many ornaments seems to be intentional. ·Thesingl~thickvaJayai$se.enon'thewrist~ 

The serpent which should bae beenwound.round the forearm ofthelower~right ann ' 

is missing "The tail ~fthe snake ............ ~ .•. formSoRe·piece wit9 the anri, but·the greater' 

" . 

, 



1994]. Bronzes of South India 287 

part was evidently cast separately and is now represented only by the hole for. its 
attachment."l 

It is in the modelling of the arms that the sthapati is seen following the traditions 

of his time. The upper right arm is bifurcae at the elbow and the angularities of the 

elbows are clearly seen in the upper left arm. In spite ofthis, the workmanship of the 

arms are, as mentioned above, is superb. 

The hips are subdued and the legs are as beautifully modelled as the arms. There 

is nothing to choose between them for grace and rhythm. If the lifted up left legis seen 

flying as if it is of a material lighter than air, the planted right leg is so supple that it 

does not seem to bear any weight. The manner in which they are shown taperin~ is 

splendid and more beautiful than tilat of the arms. Here too angular features are 

present but they do notdetract~he value of the execution which is marvellous. The 

garment consists only of a pair of close-fitting shorts with their bordrs ot emphasised. 

''The girdle is reduced to a series of ornamented threads bearing two horizontal rows 

of embossed lotuses; and a longer thread, each with an ornament in the middle, hangs 

down over it in a wide loop on each side.''2 A beautifulplidasara with'kiliki!,ls is seen 

on each foot But "there are<no anklets".8 

The backview of the bronse whileexem~liryingremarkable the wonderful modelling, Fig. ~65 

the splendid poise and the beautiful rhythm, shows an additional interesting details 

which consists of the pair oCbeaded-strandson either side of the back hanging from the 

head. This is navel feature not met with before, while in a number of bronzes of the 

subsequent periods a similar decorative detail hecomes a characteristic. 

Further, the wormanship of the \leaddress is also unique. The feathers are bound 

by a ribbon and on the left side is seen the beautiful crescent. A band is shown starting 

from the ribbon, which beComes wider as it is goes down and at the bottom is carved 

a sOmanti flower of great beauty. This kind of design is seldom met with in any other 

figure. The above mentioned band seems to come over thejoining line of the two wings 

of the whirling locks~This place is usually occupied by a ~iraJ-cak,Ja in Na~e~a figures. 

The left side of the ~eaddress shows in addition a realistically worked tying arrangement. 

1. Cataloglle, p. 114. 
2. Ibid 
3. Ibid. 
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Besides these, the manner in which the yajnopavUa, the waist-bands, the tucked-up 

end over the waist, the strings that descend on either side from this, and the padasaras 

with' kihkinis are done,is remarkable, although in some respects as for instance in the 

depiction of yaj nopavita, certain amount of conventionalisation is obvious especially 

when it is compared with the detail occurring in the V9Ianka~~i Nat~~a. 

The Apasmara Purusha is comparatively large and has features similar to those 

of the Purusha of the Nate~a Valankanni. But here he face if somewhat narrow and . '. 

protruding and the expression suggests amazement. -The modellingofthispwarfish 

figure is really in the classical style as shown by the supple limbs, sparse ornamentation, 

the interesting postures of hands and feet and the simplicity of workmanship of 
/ 

drapery. The dwarf holds in his hands the snake that fell from the hand of Siva. "A 

button-like ornament ......... in the middle line where the hair meets the forehead" is 

seen. The dwarf lies on an oval plate to which was attached the prahhavcz!,i which is 

broken and missing except for a short stump on either side. The image seems to have 

been cast together with the prahha. Though it has not been preserved in entirety, 

fortunately a single flame of the series that fringed the prahhii has·been preserved 

which helps us a great deal in determining the chronological position of the bronze. 

This flame is preserved in .the stump at the proper right side, and it has only three 

distinct tongues with a suggestion of a fourth tongue at the bottom. We have seen that 

this was also the case with the Nate{a,t'rom the Big Temple, 'Tanjore and that from 

Veliinkal.ll.li. Probably there were also here as many flamed as there are in the other 

Na~e~arererredto. Another interesting thing about theprahhl1va,Jiis its shape. While 

in the Na.te'amentioned above, the bottom oftheprahhCi is narrow, here owing to the 

elongated nature ofthe oval plate as well as due to the elongated limbs of the figure, 

the prahha has a wider bottom, resembliilg~heprObhaofthe Na~a Crom Sivapuram. 

The prahhain question resembles that ofSivapuram Na~e'a in the rounded character 

of the props also, whereas the props of theprabha of the Na~~a from Tanjore and 

Velinkal,l~i are flat. All these details show that the sthapati has finished this prahM 

according to the traditions of schools older than' even the school of Rajadja I. 

The last item to be notic~ in this bronze is the padmasana which is!Wal in shape .. - . 
None of the scqplars who have dealt with this bronze have said anything about this 

detail. We have been saying that in the determination of the age of bronzes every one 

of their details has got to be examined carefully. In the bronzes examined above, the 

• 
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workmanship of their asanas has also been helpful in arriving at their date. In this 

instance also the padmiisana is interesting, and must afford us some help in 

determining the date of the piece. Its petals are bold and they have two marginal lines. 

Their tips are thick and projecting too much. The line that demarcates the upper 

series of petals from the lower one is ornamented. Above all they seem to be hard. 

These are characteristics of the asanaoflate Vijayanagar period. This asana therefore 

seems to have been a substitute for the original one, and it therefore, does not help in 

the dating of the bronze; on the contrary it hinders and causes confusion. 

Not it js necessary toatatethe reasons for attrlbuting this bronze to this school. 

Though the emblems on the head are bold, their style is thatofthe sculptures of the 

11th century A.D. In most ofthe.Na~e~a oflaterperiods the r:f.amaru is shown attached 

to the forefinger on the outside and not as held between its fingers and the thumb; the 

shoulder ornament in the front side is more elaborate; an anklet is seen on the leg or ' 

legs. Ornate shoalder ornaments are seen on the back also; the prahha becomes 

circular in form having larger number of flames, each consisting or five or more 

tongues on its margin which in many cases seem to have been done as a separate items 

and atta~hed toa thick inner ring; padmasana becomes circular; the Apasmara 

Purusha is smaller, and a ~ira1-cak;a is present, as irrevetting the two wings orthe 

whirling locks. Above all a very interesting details that is seen in all the later-day 

N a~e~as is the representation of the Gahga as a mermaid on thejatiis of the right side. 

Upto the NaFe~a of the Big'femple, Tanjore and that from Semailgalam.this details 

is conspicuous by its absence because we take the Ganga figure in the fortner to be a 

later addition. The next bronze Na~e~a that we have examined is the one· under 

discussion. But unfortunately itsja,ta are missing. It is therefore imp9ssible to know 

if there was the representation of Ganga here. We believe that probably here it was 

that the motif came to be shown for the first time. According to us this image may have 

been donated to the temple by Rajendra I, in commemoration of the great achievement 

of his reign namely the conquest of North India for which he got the title Garigai

ko,!~an. It is not improbable that the king who bore the title of pa1Jflitavatsala was 

desirous of making the Lord of his family bear on his ja~as permanently, the lOiichana 

in the form a mermaid representing Ganga, by which the Lord would be distinguished 
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as Gangai-piindar.1 it may be mentioned that the discovered in the precincts of the 

temple at the place (Le., Tiruvalangac;iu) oCthe famous copper-plate grant2 belonging 

the time of the king seems to support indirectly our proposition, because it is but meet 

that an epigraphical marvel is associated with an artistic wonder. 

Thus in many respect this Na~e~a is very interesting. To say that it belongs to 

Vijayanagar or later period does not do justice to this great bronze ofRijendra's time. 

It is also· not justifiable to say that i may have been based on another Na~esa, 
discovered in the same place, which· is almost similar to this, namely Na~a No.4 of 

the Catalogue. From the foregoing. account of the Nate~a in question, it will be clear 

that the other Natesa is certainly later than this, because though both of them look 

similar, yet as the authors of the Catalogue have put it, ''the two images differ 

considerably, however, in other details, especially the treatment of the emblems in the 

headdress which are shown in ordinary low relief in the smaller image (i.e. No.4) 

whereas the larger one (i.e. the one under discussion) they are shown in the round.~ 

To this we may add that the smaller Nate~a shows anklets also; its prabha has 

developed into two dis tinct parts namely the border line with flame and the thick inner 

part: the tongues of the flames are probably more than three and the dwarf is shown 

as of little consequence. These are characteristics of images oflater periods than the 

one to which the Na~e~a under discussion is assigne~. Hence it is likely that the 

smaller image was made on the model.of the larger one at a later da~. 

For the same reasons, the Na~e~a from Punganur (Fig. 238) to be dealt with below 

has to be dated later than the Na~e~a under discussion. Although there is at least 

similarity in conception and treatment between the smaller Na~a from Tiruvilailgic;iu 

and the bigger one, that is the one under discussion, from the same place, between the 

Punganur one and the bigger Tiruvilangac;iu Na~e~a very few details are common; 

further there is a vast difference in treatment between them. In spite of this, the 

authors of the Catalogue have assigned the place of honour to the Puilganiir Na~a 
.. . 

and has based their estimate of other Na~e~a on its style. No doubt the Punganiir 
,. 

1. For a discussion on this .ee my article "Evolution of some Iconographic Concepts,· in the 
TrwI.8action8 of the Archf!R.dlogical Society of SOllth India for 1960-61. In S.I .• I. Vol II, No. 42 
mention is made of the setting ,!P in the Tanjore 1;emple of an image ofA~vallir with a figure of 
Gaf'8a. before the 29th year of RljarBja 1'5 reign~ This epigraph has not yet been seen and that in 
none of the bronze Na~'as noticed above including the one in that temple itself, this detail is met 
with as an integral item, it is not known how this detail was actually represented in a figure of 
Na1ie~a before Rajeridra I's time. Perhaps then it was made separately and attached to thej~iis 
ofa Na~a. If this is so, making this detail an integral itemofa Na~ figure was perhaps settled 
during this king's time. 

2. S.I'/", Vol. III, p. 383. 
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Nat~ahas its own merits but its det~ils such as th~ presence of Gahga on thejatas, 

the holding of a 4tunaru tied to the for~finger, the presence of anklets on both leg!!! and 

the presence'of the. angularities being so obviously later in date than those of the 

N a~a under discussion, that it is difficult to appreciate the view that it is earlier than 

the bigger Tiruvilangaqu Na~e~a dealt with above. 

On the above mentioned grounds, this Na~e~a may be assigned to about the fourth 

decade of the 11th century A.D. 

The Tripurantaka group from Tranquebar, Tanjore District, may be said the Fig. 166 

belong to about the same period. Though the characteristic manner of~howing the 

bifurcation ofthe arms and the banga are identical with that of the Devasenapati (Fig. 

lOG} from Tiruvigaikka.li, the Qther details especially the plumpy modelling and the 

ornaments prove that this group belongs to the period under study. The presence of 

the original figure of the goddess is very ~seful. 

Owing to weathering, the details oCthe figure ofTripurantaka have been worn out. 

So the objects on the jota-makuta are not seen. But the kal!fhfs, yajiiopavita, 

udarabandhaetc., are better preserved. Of the emblems, the deer is preserved and the 

manner of holding it is interesti,ng. The poses of the two arms intended to hold the bow Fig. 167 

andam>ware deftly represented. Similar is the case with postures of the legs. Much • 

of the beauty of modelling and of the stance of the figure can ho~ever be known only 

from ~lie/back view. It is only here thattrace~ of the vOjl-bandhaa on the elbows are 

seen. The wheel designs on the cloth are prominently seen in this view. 

The figure 9f the goddess is interesting for its graceful dvi-bhanga, flowing lines 

of the arms and the. legs and the beautiful but slightly plumpy modelling. These 

together with the rendering of the facial features make it undoubtedly a product of one 

and the same sthapati. ThekCl/aka and~poses ofthe arms are beautifully depicted 

as also the garment as the waist-band. The ornaments are not many. The headgear 

is probably a kara'!4a-maku!a. That the cWth is decorated with creeper etc., designs 

as i"n the case of the male figure is seen clearly only from the back view. It is only from 

this side it is seen that the nupura is made of several rings. 

The composition aftwo figures, one in mild motion and the other i~gi-eater motion, 

seems. to be quite a good convention as it is aesthetically appealing and satisfying. 

,Hence this group may be said to be another important specimen ofthe art as obtained 

dqring this· period. 
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Each Qfthe figures stands onpadmasana which is also worn out much. The traces 

of the petals that are visible make the pedestals to be not of much interest. 

- 1_ 

Fig. 168 A very important bronze of this school is the one which represents Sola-ma-devi/ 

• 

I 

one Of the queens of Raja raja I, wl,lichwas originally in the Siva Temple at Kalahasti 

in ~he Chittoor District. Its chief interest lies in the fact that it has an inscription , . 

saying that "it was cast under the orders ofRajendra-cho!a-deva by Niccappa~~lagan, 

obviously thesculptor~''2 That the inscription is of the reign ofR8jendra I is testified 

to by its paleography which was examined by one of the authors of the Catalogue (p. 

3Il. Probably this has led Professor Nilakanta Sastri to declare that this is, "the only 

portrait of the reign of Rajendra 1.''3 Its details are therefore specially noteworthy 

because they give \IS a firm basis for the stages oftheirdevelopmep.t during this period 

as well as an idea about the development ofthe art of bronzes of the period in general. 

In fact some of the clinching characteristics that distinguish the style for which the 

school of RiUendra 1 was noted are f~>und in this bronze. This only goes to confinn the 

evidence of date furnished by the inscription. These will be known from the description 

of the figure giveribelow. 

The hair is dressed a dhammilla form. The bun-like headdress, unlike that of the 

Sita from VacJakkuppa~~iyiir (Fig. 96) is not vertical. Though it can be clearly seen 

only in the back view, of which we unfortunately do not have a photograph, the 

projection of the bottom part of the headdress beyond the left ear is enough to show 

this. There are three or four ku{ilarkuntalas on either side of the groove that divides 

the hair inta two sections and on the groove itself is seen a fine little pendant. 

As already been pointed out, the face of this, figure is protruding. The eyes and 

eyebrows are indicated not by distinct lines but by means of almond~like form and 

thick ridges. The nose is sharp and sliglltly broad. The manner in which the upper lip 

lSaepicted has made all the difference in the character of the countenance. Ears are 

not adorned. The expression suggests calmness and tender feelings. A broad ka!,!hl 

with a series ofbud-tike pendants is all that adorns the neck. 

The treatment of the torso is interesting~ The chest has become parrow and 

consequently the breasts, which are full and show promineritnipples, seem to be 

1. T.G. Aravamuthan, Portrcf~ $clllptlll'e in Bouth India, p. 37, Fig. 12. 
2. K.A. Nilakanda~astri, TIle COlas (1955), p. 726. . . 
'3. Ibid. 
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squeezed in a' rath~r unnatural manner. Lines of the sides, making nearly a sharp 

angle at the stomach, are also well illustrated here. The portion around the navel is . 

however delineated with feeling~ The shoulder ornament is seen on either side and it 

is interesting to note that the ornament is yet in its simple style. The additional curved 

or looped ornament, which, as 'We shall see below, begins to characterise the bronze of 

the subsequent periods is significantly absent from this. The flower-decked braid of 

hair is seen on either shoulder with its tip hanging low. 

The treatment of the arms is not very much upto the mark. They are thick-set and 

comparatively short. The interesting details seen here are the ornaments. The 

keyuras are ofa most unusual type, having the form ofa full-blown lotus flower,l with 

big festoons hanging from their bands. The elbow ornaments are sufficiently 

prominent with the characteristic projecting bit on them. The series of slender 

bangles held together by means of cross-bands on the wrists are similar to those of a 

number of bronzes representing goddesses. Turning to the modelling of the arms, 

certain amount of stiffness is apparent and it is well displayed by the left arm which 

is in lola pose. The angular turn that the left hand takes at the wrist points to this . 

clearly. The right fore-arm is kept up at right angles to the body and this hand holds 

a beautiful lily w'orked realistically as though blossomingjust now. Though the arms 

are not mocMlled in a beautiful manner, the style in which the fingers are done evoke 

admiration. 

Coming to the garment and girdle, they "are very like those of S1ta (Fig. 96) from - ,. 
Va~kkuppal}aiyiir and the devis ofSrlnivisa (Fig. 99) from Sirupa~aiyiir though the 

folds of the cloth are much closer.'; This feature is akin to that of the Chandik~vara2 . . . 
belonging to the Cotton collection now in the Eton College, England and the worshiper' 

(Fig. 184) f~m Ka~garako~~ai, ~uth Arcot District. It must be mentioned here that 

though the treatment of the folds is similar in nearly all of them, yet the delineation 

of other details considerably varies amongst them. The Cestona are of broad loops and 

a prominent pendant is attached to each of them whiCh is not found in this ma~mer in 

other. bronzes. The tassels between the festoons seem to be of clqth and this is 

suggee;ted l.ly the frilling at their ends. The girdle is_broad and decorated with oblong 

1. Catalogue, p. S 1. 

2. The Art of l1~dia and Pakilltan, pI, 59, FiB. 316; and. Cataloglle, p. 181. 
8. T.G. Aravamuthan, op. cit., Fig., .19; and C~alogue, p. 138. 
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bits shows in relief. The clasp in fron~is simple. The end of the cloth hanging on the 

right side is obviously ornate. The cup-shaped design just below the navelbere 

develops a slight elevation on either side which is not met with in any ~ther bronze 

discussed above. The other end of cloth hanging between the legs has almost covered 
the space. The thick line of the border of the cloth is noteworthy., 

Just as the arms, the modelling of the legs too is stilT and this is mown especially 

from the left leg. The bhaIiga of the right'leg would have been .,atte~ had it not been 

for the prominence given to the knee..;cap which, as has been seen above; has been 

receiving more and more attention as time paSsed on. The feet bear padasarasofthe 

usual type. There are also the,nUpuras on the ankle; the one on the right ankle is 

simpler while that on the left ankle shows grooves.on it. This detail is appearing this 

form for the first time here; although we have seen nilpuras of a distinctly different - ' , 
type occurring'in the clevis oCthe SirupaI?-aiyiir Srlnivasa group (Fig. 99). In the latter 

clevis the nupuraS are archaic in torm beingonlya slender bar wound round the ankles. 

That thenupuras of the bronze under discussion are much more evolved goes without 

saying. It must be mentioned here that, though in the male figures this detail becomes 

an invariable Ceature since its first appearance as an additionaUeg om'ilment,in the 

female differs this does not seem to have become such an invariable concomitant, as 
will be seen below. 

The figure stands in the dvi-bhanga pose on a circular padma.sana ~hich is 

beautiCully worked. 

, Thus, this bronze is a good specimen oC the art bronzes of the school w are 
'. , 

considenng here. So, its ~mnity to the Kal,;ll,;lappanayanir Crom TiruvilangacJit (Fig. 
180) is greater although its style is continued in' the Kulotturiga bronze (Fig. 242) also, 

whicbis a much later one.1 It ~hows quite a few irite~tingd~taiIs such aSorlia~ents 
of the arms whi~h, though f~und in other sp~imen~, are here seen"as though attended 

to with special care. As regards its quality, as has been said abov8,much cannot be' 

said especi~lly when We have e~minedquite a number orbron~bel~ngi~g to this 

sch~l itSelf which are noted for grace and excellence or Workmanship. / " .' 

'~garding the point whether this bronze' is an actual port~it9r not we give here. 

the opinion.ofA.K. Coomaraswamy witb wh~ch We are in complete agree~en~. He ~ays 

1. So, clubbing of all the thl'ee and auigningthem.to theaantedateaa is ckme-inXI&eArtqf(ndi401&d 
Pakistan, p.68" is not possible. . , 
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" "It seems to.me that as regards the term "portrait statues", the available examples 

in almost every cast ought to be called effigies rather than portraits in the ordinary 

sense ofthe word; they do as a rule reproduce the details of contemporary costume, but ' 

as representations they are types rather than individualised portraits. It is noteworthy 

that in the Pratima Nii!aka. Bharata is not only unable to recognise the statues of his . 

own father, 'but cannot tell whether the figures in the devakula represent gods or 

human beings, though the latter view'is suggested to his mind by the fact that they 

are not provided with any distinctive at~ributes. In any case the extant figures cannot 

be said to disprove "the theory ofHirtdu disinclination to realism." In this connection 
, '.p ' 

reference may be made to Sukracarya,Sukranitisara IVA, 76, where the making of 

likeness, of mortals '~even with their characteristic features accurately depic;:ted" is 

called asvargya "not leading to heaven." On the other hand this very passage is 

evidence that portraits were actually made, and we must not forget that there is ample 

literary evidence for the making of realistic~' that is easily recognizable, painted 

portraits, at least from the Gupfa period onwards, and that such portraits are extant 

from the Gupta period onwards, and that such portraits are extant from the seventeenth 

century onwards."l 

The Nate~a~ with Sivakamasundaz:T from Puiijai in the Tanjore District, may be Fig. 169 
I > ,-

examined next. That both the figures of this group are marvellous specimens of the 

art are apparent. Although the Nate~a may appear to have an early look, that its place 

is after that of the Tiruvalanga4u Na~e~a is known at once from the rather stiff and 

manneristicja!Cis which are rather short and do not reach ev~n the inner edge of the 

prabha; the presence of the Ganga on the uppermostja~ of the right side, the faulty 

modelling of the stomach part,the prominent wheel designs on the shorts, the rather 

too elongated limbs espechdly the left arm and left leg and too slender modelling ofthe 

latter, the stylisted flames ofthe prabh1t as well as of the flame-held in the palm of the 

upper left arm and the incurving beginnings of the props of the prahha. showing 

makara heads. It is not known, if the bhadrasana is original; because there are 

provisions on either side of it for.a subsidiary figure. On the proper right side is found 

a seated four-armed figure in the posture of playing upon a musical instrument. Such 

accompaniments are met with in Na~e~a figures belonging to later periods; and so, 

1. Forward to the Portrait Sculpture iu Sout/dudia by T.G. Aravamuthan,pp. x-xi. 
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their occurrence here shows that they are most probably later additions. The 

workmanship of subsidiary figure .itself, not being characteristic of the period, seems 

to furnish a proof for its later date, and consequently wr a later date for the as ana also. 

This being the first Naf~a with Gangi on itsjatiis, the manner in which this detail 

is worked requires scrutiny. Unlike many a later Nat~a where this detail is given 

prominence, its subdued character indicates as though the sthapati was introducing 

it with great caution born out of the thought that he should not transgress the limits 

of ancient traditions suddenly. 

In spite of the above mentioned details which indicate the position of the Na~~a 
as later than that of the Tiruvalanga4u Na~e~a, the bronze possesses certain fine 

qualities which are rarely met with in similar works-Of subsequent perio~s. They are 

the single row of ~pread:'oQt features on the head similar to·that of the other Nate'a 

mentioned above, the square face with highly realistic features noteworthy amongst 

which are the beautiful nose, lips and chin, the splendidly depicted calm expression, 

the serpent with raised hood on the uppermostja!a on the left side introduced to 

balance the Ganga on the opposite side, the broad, powerful and well-finished 

shoulders and chest, smo~thly finished arms with hands in expressive gestures and 

possessing realistically worked fingers and slender but beautiful feet, especially the 

foot lifted up, having toes which are so delineated as to throb with life. Except for the 

slender modelling of the limbs and the inartistic bend of the stomach part, tfiis Nat~a 

may be considered as a great masterpiece. The additional details of the figure to be 

mentioned here are the simple, single, beautiful rosary of Rudr7iksha berries on the 

neck, the pooasara of kihkir:is on the feet and the elongated oval padm6.sana to the 

ends of which are attached the props of the flat prahha. A series of seventeen flames 

each of three tongues including the one at the apex is shown along the fringe of it at 

regular intervals. But for the rather inartistic shrink at the commencement, the 

prahha may be said to add to the glory of the figure. The sparse ornamentation is 

noteworthy feature which has been nO.ticed in the TiruvalanglC;1u Nate~a also. 

I 
The dwarfbelow the right foot of Siva is.a chubby Ii ttle fellow and is fullof re~lis tic 

features. The arrangement of the hair, the modellingofthe~tQmach and le.gs and the 

restrained decoration are especially noteworthy. 

Sivakamasundan is a beautiful figure, and its modelling and simple abhanga 

stance are exquisite. The round chubby face together with splendidly embellished 
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karar.uJa maku!a is superb. The torso with the beautifully depicted breasts is a fiile 

study. The arms are well done but the left arm seems to be somewhat disproportionate. 

The hip portion again is excellently modelled, and the legs are executed with 

consummate skill. The double lotus circular padmasana is quite appropriate to the 

figure. Thus except for one or two mipor deficiencies, this may be said to be a gem of 

a bronze. This is one of th~ rare N a~e~a groups containing the original goddess image 

too. This group may be dated to about the fourth decade of the 11th century A.D. 

The Ga!1~a from the same place may be easily said to belong to the same period ~. 170-

as the above Na~e~a. Unlike the latter in which a few minor defects are noticed, this 

bronze may b~ said to be almost a perfect representation of the deity and a beautiful 

one at that. In neaply every ~spect, this bronzeJs found to be exactly similar to the 

one from Velankap.!1i (Fig. 117). But here the details suchas the trunk, the limbs and 

the asana are more evolved and hence jts position here. 

The bronze Rima from the Sundaraperumal temple at Valarpuram in NorthArcot Fig. 171 

District may be examined next. It is about 80 cm high and stands in the graceful 

dvibhanga posture. At first sight it will look like the Rama from Va~akkuppaIJ.aiyiir 

and one will therefore wonder why it is dealt with here. 
, 

But a closer and more careful examinations of it will shpw the developed stataof 

its workmanship In every aspect and its similarity to other bronzes of Rajendra 1'8 

school. No doubt we have to grant this much than in its modelling finish the sthapati 

had recaptured some of the notable qualities of earlier t~aditions. 

Unlike the Vagakkuppal!aiyur Rama this has a kit:i!a-maku,ta and that it is a later 

one is apparent from the style of the kirita itself. Instead of being cylindrical it is 

almost conical surmounted by a development and prominent knob. An interesting 

thing about the knob is that near the top it is worked as if opening out. its 

embellishments seem to he in very low relief. The workmanship ofth~ fJllet is ornate. 

The face is square and its featurs are sharp. The eyes are done in a style similar to that , -
of the eyes of Sola-rna-de vi from Kalahasti (Fig. 168). The nose has become prominent 

and somewhat pointed, with the result the expression' is not so delightful, as that of 

the Rama from VagakkuppaJ?aiy\ir. Makra-ku1J4alas am seen in the ears. They are 

exquisitely worked. As is characteristie of the images of this period,the heads of the 

makaras fall on the shoulders. The neek isthiek and somewhat short for the figure. 
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There are three necklaces of which the middle one is broad and net-like. The lowest 

has a sinallpendant hanging from its middle part. Theyajiiop<WUa is three-stranded 

with a simple knot, as usual, on the left chest. The strands are shown4n a beautiful 

~ve form and the longest of them is seen to descend to the waist and go under loin

cloth. The udarahandha· is broa.d and ornamented. Regarding the torso; . the 

characteristic strain of the lines of the sides is apparent on the right side while the line 

of the left side, unlike those of the earlier bronzes, has become stiff with soinewhat a 

sharp bulging below the level of the stomach. The mass is treated confidently and 

power is suggested admirably by the breadth of the chest and the prominence of the 

shoulders befit the theme. There are the ornamental strands of hair on either 

shoulder.' But interestingly the shoulder ornament is seen only on the right side. It 

is to be noted that this is not of the elabo~ate type met with in the earlier bronzes; nor 

does it seem to have been worked with care and attention. Though, showing of this 

ornament on the right side only was ~ot a characteristic of this school, yet in view of 

the fact that this bronze s.eems to' have been made to order by a royal persona.ge or 

chief, the sthapati probably took delight in displaying his knowledge of ancient 

traditions in his work. But nevertheless ~he way in which he has deline~ted this 

ornament shows clearly that the sthapati could not catch up the spirit of the ancient 
, 

traditions because of the environment and atmosphere of his time which seem to have 

prevailed upon him. 

The modelling of the arms of this bronze does' not seem to be different from that 

of bronzes examined just above, although due to the size and other considerations of 

this bronze it is well chastened. But characteristically the angularities are emphasised; 

and even the fingers which used to be delicate, tenderand full of feeling seem to have 

lost these qualities to some extent. However, the postures of arms are rendered with 

understanding. . Regarding the ornaments of the arms, the pronged keyilra is 

exquisitely worked and it shows festoons. As,in, several bronzes to be examined 

presently here also the va,ji-bandha with prominent projecting bit is seen OIl both 

elbows. A series ofthree stiff bangles is seen on each wrist. 

The thighs and the legs are thick and the lines composing them tend tobe stiff. The 

knee-caps are distinctly shown. The loin-cloth of this figure of disphanous character 

but it has on it beautiful wavy parallel lines enclosing nicely worked creeper designs. 

It has the characteristic thin . border composed of lines.· The girdle does -not seem to 
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exist as a distinct entity and seems to have become merged With the loin-cloth itself. 

The simha-muktha clasp is seen somewhat distinctly but thereis no doubt about its 

being in a developed stage. The horn-like strands emanating from. it are only thin and 

insignificant. The loop-like projections. from the sides of its mouth enclose a gem-set 

ornament worked like the teeth of the a~imaI. The sword-like design hanging from 

this ornament has all the charecter of the tongue of the animal. On either side of this 

is seen a short tassel on the thighs. The feet are adorned withpadasaras. On the left 

ankle is seen a triple nupura. Its importance is easilyseenfrom the manner in which 

it is done. It must be mentioned here that the axtJ;a nupuras are seen pr.ominentlyonJy 

here for the first time while in the bronzes that belong to later periods it becomes an 

invariable item of decoration.: In the sculptures of the earlier periods it becomes an 

invariable item of decoration. In the sculptures orthe earlier 'periods as for example 

the sculptures of the BigTemple at Tanjore, the Vasishthe5vara ofKarundattruigudi, . 

the VTrattanesvara of Kandiyiir and the Nagesvawa temple ofKumbhakonam, this 

detail is not present. But that this feature had become more or less an invariable 

characteristic of the sculptures of thiS period is knoWn from its presence in the 

sculptures of the temple at Gangaikondacholapuram,l e.g. the Cha.ridea8nugrahamlirti. 

It may therefore be said thaUhis detail waS a significant contribution of the school of 

Rajendra 1. 

Coming to the hack view of the figure,the lira!-cakra is beautifully worked in the Fig. 172 

shape of a full-blown flower enclosed by a ring. From the central knob of it hangs an 

ornate tassel. The braided locks 'Of hair are apparently developed~ It is known not only 

from their heavy twist but also from their large number and close arrangement. The 

characteristic pendant hanging from below their brilids is treated only in a sketchy 

fashion. This, together with its slanting position, isanother-.piece &f.evidence for the 

date of the bronze. The beauty of the slertderyq;nopaV7ta is seen clearly ftom this side • 

. Here it is seen in two thick strands of which the longer one bifurcates into two, just 

below the udara,.bandha. It is one of these two very think strands that goes beneath 

the loin-cloth. The details of this cloth are ~romlnEmt here, especially the border. The 

treatment Qf the girdle is v~ryjnt~restipg,particularly the roaette-shaped clasp seen 

in the top-most band. The long ()1'Ilamental middle part olthe bottom~lD08t band too 

if:! fine. 
, I 

i 

1. K.A. Nilakanda 8utri, op. ~t. pl. ,XXII, FIig. 67 •... 
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That the mode.1lingofthis bronze is definitely inferior is borne out by the manner 

in which the hips and the buttocks are done. The treatment of the legs too, is not so 

good and it-supports the' above remark. 

On the arms the bands of the keyuras are. tied in a beautiful knot, and the 

p~jectingbits of the vaj'l-bandha are se~n clearly from the side. 

The figure stands on a circular pa<;imasana. Its style when compared with the 

style of the same asana of a number of earlier bronzes, and especially with the iisana 

of the Va4akkuppaQ.aiyiirRama, wilLbe seen to be much inferior. The tenderness and 

realism met with in the earlier asanas have become rare here. The petals of the lower 

row are larger than those of the upper row. 

In spite of the above criticism the effect produced by the totality of the figure is 

nevertheless good, mainly because of the good proportions, delicate ornamentation, 

la:ge size and beautiful posture. So, it may be said to be one of the best examples of 

the school and may be dated to about the end of the reign of Rajendra 1. 

Fig. 173 The bronze representing Rajamannar or KrishI].a from the same place as the above 

figure, is similar to that except for the following details. 

It has ajata-ptakuta; its ornamentation is peculiar and it is delicately worked; the 

fillet is thick and it is shown in relief; earrings" are not present;yqjiiopavUa is single

stranded with beautiful waves in it; the shoulder ornament is very slender and its tip 

'seems to. bear beads; na,ga-valC:tya type of keyuras with exquisitely worked heads 

decorate the arms; the left arm is in the posture ofleaning against something; the end 

Fig. 174 of cloth hanging from the simha-mukha is frilled. At the back of the most interesting 

detail is the.curls of hair arranged horizontally in eight tiers. An example of this tn>e 

of hair-dressing has already been seen in the Kirata bronze (Fig. 156) from 

Radhanarasimhapuram. as weHas in the ChaQ.4ike~vllra from SemaIigalam (Fig. 

160). As has been stated above while discussing _the latte~ bronzes, this detail is a 

contribution of this school. The other interestingdetails are the knot of the fillet, the 

_ two_rows of clusters of braided hair whichhaslostallitsnaturalism and has become 

almost conventionalised; the insigni-ficant pendant; $hoWn ,in the same slanting 

positi.QI) as in -that of the above Rama; the fan-n~e end of cloth tucked at the middle of ' 

the waist above the girdle; the rosette:"likeole:sp of the girdle and the close parallel 
':~ .::' ... ,:~?·lj' ,_ ' :. . ,- ;," 

lines ePclosing geometric and floral desigits' c:if'the gatment. 
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In view of its being similar to the Hama in every other respect, there seems to be 

no doubt that this may also have been produced by the same sthapati who made the 

Rama. 

The Bhikshifana from Tiruve~kac;lu, Tanjore District, now in the Tanjore Art Fig. 175 

Gallery, maybe taken up next. As has been said above, its date is fixed as 1048 A.D. 
. I 

from an inscription in the Siva temple in the village. This is the second bronze 

representing this deity that we examine here. 

The. hair is dressed up in .the fashion of keta-bhara with the ends of hair shown 

gracefully twisted behind while there is also a short conicaljata-makuta on the head. 

A skull in high relief is displayed on it. A serpent and the crescent moon are shown 

respectively on the right and left wings ofthe ke'a-bh~Ta. Fillet is 'Worked with tassels, 

and there is thick knob-like ornamen~ in the centre probably representing a ciila

ma1Ji. Right ear is empty while the left ear shows a refined patra-kuTJ-cf,ala. The face 

is square and its treatment is beauti(uL The depiction of the eyes is especially fine. 

The pendent ornament is seen on the right shoulder. But the necklets are treated in 

a novel way. Of the three necklaces, the middle one seems to be a karz,!hi made of 

svarna. Here also the third necklace is a long hCira hanging far below. The yajfiopav'lta 

of this figure also shows two strands, like the K.alya~asundara. The figure is nude and 

there is nothing else on the waist except a serpent with raised hood which s~rves the 

purpose of a waist-band. Its hood is on the left side of the figure and the broad median 

loop formed ofthe \lody ofthe serpent is beautiful from the point of view of design and 

execution. Instead of the k~yura with prongs, the nliga-valaya type of armlets are 

seen. The other usual ornamellts including va,ji-bandhas are present. The manner of 

disposing of the four arms is tasteful and the skillful joining of the additional arms 

speaks volumes about the perfection attained in this technique by the sthapati. The , 
upper right hand holds gently the kettle-drum between its thumb and m,iddle finger. 

The emblem held in the correspondinng left hand is miss"ing. The lower right hand is 

in the posture of fondling the young deer which is shown jumping up to reach the 
'~ I 

fingers of this hand. The lower left hand holds a s~allow cup. The legs are stout and 

a new orname~'t in the fo~ of a band with a ki1iki!l.ihanging from it in front is worn 

round thE! right and left calf. A fe~ fi~res with nupuras adorning one oftheidegs have 

been examined above and they have been assigned to the last decade if reign of 

Rajendra 1. The occurrence of the kinki~T .. :tied band a,round the calf of this Bhiksh~tana 
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is, extremely significant not only because itconfinns our hypothesis but also because 

of this.omament becoming the Pro.to-type for a similar ()mament occurring in almost .. 
all the icons representing the various aspects of Siva of the subsequent periods. 

Fig. 176·' At the back; the only noteworthy detail.. is the. omam~ntal pendent from the neck. 

Fig. 177 

But.the mannerin which the hair is dressed is also interesting although its details are 

not clear. That its form is quite differentfrom thatofthe Timnlmanalliir Bhiksha~na ' 

is obvious, and this shows clearly the freedom enjoyed by the sthapatis of ancient tittles 

in the matter of depicting the various details of an icon. The animal accompanying the . 

deity is equally well·fi~ished, . and it~ treatment is tender and delica~" As is 
, . , " , 

characteristic of the bron~es of this periOd the mod~lling of this bronze is rather heavy 
. . . 

which makes the figure look ~tunted. Nevertheles~, both as a fine study of a nude . . 

figure and as one said to be dated, this bronze is an extremely useful specimen olthe . 

a'rt. 

The second Vish~u from Paruttiyiir may be assigned to the same peri.od to which 

the above bronze is assigned. A striking feature of this bronz.e is its slender modelling. 

Besides, its face is of the protruding type. It has a slightly stunted kiri1a, the close

fitting garment, the sash with narrow loop and a beautifulgat;la. The emblems are 

ornate and there is a :pendent ornament on each shoulder. As has been seen in the 
/ -

other Srinivasa and VishI].u figures, this ·figure also has a chain witba' pendant 

hanging in between the legs. The arms and legs are beautifully modelled as also the .. 
padmasana. Its smooth finish makes it look like an early work. In view of the 

developed features like the protruding face this bronze may be assigned to a~ut the 

middle of the 11th century A.D. 

Fig. 178 Here may be added the bronze said to repr~ent:' the king NarasiIiga-

munaiyadaraiyarl fro~' TIrunamanall iir in So~th Areot D~stri~t .. Its style is seen to be 

ne~~ly identical with that of the above discussed Rima, Rajamannir and Vis~u. But 

here the ~Jdellillg is worse than in the other. This is, especially noticed in the uncouth 

manner of depicting the' sho~lders arid hips. The defective waist has reSUlted in-the 
; ~ , .' . . " . I,:' .'.' ~ , <', '/ • • :' ."" ' ". '. " 

unnatural' posture ot tqe Iegs.which are otherwise modelled well. Regarding its 

identification,a word may be.said.lri. viewofthe fact that no image ofa man is endowed 

;ith 'aliirita-makuta a.~ I~· seeri"in\hls, it mayn6trePresent the chief. On the other 
. '.,';\,"" "'I;' ! . "" 
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hand from the characteristic poseS ofthe hands, coupled'with other decorative detaHs,. 

its affinity to the Rama figures like the one disCJlssed above. is close. It may therefore 

be a representation of that prince of princes. 

The seated Buddha 1 attended by Nagarajas from Nagapattinam may be said to Fig. 179 

belonging to about this time. It has been dealt with adequately by Mr. T.N . 

Ramachandran on pp.45-46 ofhis.book.2 • 

It is necessary to point out that though the flame of the head of the Buddha appers 

to be three-tongued yet on close examination there is no doubt that this feature has 

evolved further from that of the smaller standing Buddha from the same place (Fig. 
. -

152). Though the modelling and the median loop of the uttariya tied round the waists 

of the Nagar~as may' suggest an early dateior the composition, the ornate kaTJ-!hls 

numbering more than three, the evolved kaT'aTfr!-a-maku'!a.B, the shortpatra-ku'!4ala8, 

the co~paratively short arms, the slightly protruding faces ete. of these figures are 

proof enough to show that the date of the piece is about the middle of the 11th century 

A.D. 

The last two words of the description are all that give us an idea of Mr. 

Ramachandran's opinion about the date of the bronze. By 'Late Chola' he must m-ean . 
the period between 1100-1350 A.D., a division of the duration of the historical periods 

of South India propounded by Mr. Jouvean Dubreuil which h2s been adopted ~ore or 

less as the working basis by Mr. Ramachandran too as its evident from his defining the . 
late ChoJa period as lying between 1070 and 1250 A.D. in his book (p.54). 

If,this is so, the period being too long, there is the necessity to specify the plausible 

sub-division of this period to which this bronze may be assigned. This has not been 

done. Even supporting that Mr. Ramachandran has meant the earliest of the . -

beginning phase of this perioa, owing to the stylistic affinities of the .detail$ of this 

bronze to the bronzes described above that' attribution will be late by a few decades. 

Thisls known from the style of the figure itselr'and hence we have assigned it .. to the 
. . . 

period under discussion. A significant historica~' fact may be mentioned here. It 

perta'insto the b~ilding of a Buddhist~iharo at Nig&pa~~il?-~m by the Sailendra king 

1. T.N. Ramachandran, Nll6apatti,.am and otllfl1' Bucldlmt Bro, .... p1.I. 
2. See also Aiyappan and P.~. s;inivasan, Story 'of BucldlliBm wit!, 8pecial reference to &uiA ["Ilia. 

pp.95.97, Fig. 26; and Tlle,Art of Itldia Q.IulPaki.ta, pp. 77.78, pl. 60, Fig. SSl. 

, 
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Maravijayottungavarman of Sumatra about the beiinning ~f the lith Century,' for 

which villages were granted by Rajarija I, the endowment being confirmed latter on 

by his son Rajendra 1.1 It may be reasonable to ,eXpect that it was the sponsors of this 

noble project of the building of the vihara or their immediate successors that may have 

arranged to provide the vihara with beautiful utsavcz,.vigrahas (processional images) 

such as-the. Buddha under discussion • .In fact of all the bronzes ofthe 11th century, 

this is easily one ofthe best. The styie of the bronzes ofthe 12th century being different 
.." -----

from that of the bronzes of the 11th centurY and this Buddha being more akin in style, 

as mentioned above, to bronzes noticed above, the date assigned to it by USSe&DlS to 

be more or less reasonable. In the circumstances the 13th Century date given to it in 

The Art of India and Pakistan (p. 77) requires to be changed. 
, 

Fig.lSO The bronze representing ~nnappanayanir2 the hunter saint of Saivism from 

Tiruvalangadu may be said to belong to about the same period to which the above 

Buddha is assigned. It,is 50 em high~ Tpe figUre stands in abhariga posture on an 

indistinctly worked padmasana. Its youthful features are in accordnace with the 

~adition that Kannappa was a young prince of hunters at the time he became the . ' , 

saint~ The hands are in aJijali pose. The h:eaddress is of the kelcz,.bandha type and it 

is decorated with peacock;s feth8l"&. In the place where a pa,tta is Usually seen, a series 

of small clusters of hair are seen, probably intended as kitilcz,.kuntalaa as s~en in a 

number of figures especially of women. 

The face is intresting. It distinctly projects in front; a characteristic which has 

been seen i~ some of tl;le male figures. It is interesting to note, that the face of the 

Apasmara Purusha figure seen under the foot of NateSa from Tiruvilanpdu.is also 
", , ~ 

of this type. Moreover 'the 'faces 'of the portraJts 'of Sola-ma-devi (Fig. 168) and 

Kulottunga III '(Fig. 242) found in the temple ~ Kalahasti, a pla~e not far from 

Tiruvalangidu are also of this type. It seems that this was a facial developed locally 

in the chittoor District in ancient times. Another interesting thing" about the face is 

that while the nose is naturalistically depicted, the eyes and eye-brows are indicated 

bylinesjust as in the case of Nate{a from the same place. This does not mean that 

these bronzes are late: For, in spite ofthis, the'expression on the face is beautifuljust 

because cif the handling of th~other details dealy ~ In the ease -of later bronzes the 

manner of depicting the eys etc., by'lines produces a jarring effect because of tbe' 

, ; 

1. T;N. Ramachandran, op. cit, pp. 16-17. 
2. Catak,gue,' p. 188. 
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deterioration in workmanship of other details. Lips are also extremely life-like and the 

feeling expressed by them in combination with that of the eyes is one of child-like 

innocence which was the special quality ofthe youthful saint. There are short but wide 
, , 

patra,.ku,}#alas iQ the ears. -

The perfection of modelling and proportions is apparent in the torso of the figure; 

and the restrained decorative embellishment of tliis part invests it with a classical 

quality. The neck is smooth and rounded. The lines of the sides are beautiful and 

pleasing. The nippes are simple butnatural.~ The rosary of beads which long and 

hanging in a broad loop is notewo~hy for its simplicity of workmanship and graceful 

sway. For its small size, th~ shoulders of the fi~re are done suggestingvi.gour, quite 

appropriate to the theme. The slender and tapering modelli~g of arms met with in the 

Tiru~laiiga4u Na~e~a characteriees "the arms of this figure also. This is especially 

seen in the depiction ofthe upper arms and the fingers. A beaded bracelet is seen on 

each wrist. The manner in whichthe anJali pose is executed is superb and this has 

added tremendously to the beauty of tIle whole figure. 

As in nearly all the bronzes of this school, in this bronze also the hips are not Fig. 181 

emphasised but the sthapatis of the period seem to have been great adepts in the 

depiction of the abhahga posture which requires a slight bend at one of the hips which, 

while continuing the line of the side down the thigh and leg to th~ end of the big toe, 

, keeps its flow rhythmic and beautiful. This figure remarkably illustrates the capacity 

of its maker in this respect too. The designing and delineation of the costume which 

"consists of a loin-cloth, covered in front with a short apron, the latter secured by a 

girdle" are not only tasteful but also quite in keeping with the quality of work mans pip 

of the entire figure. The girdle consists of three beaded bands and two simple ones 

which are shown alternately. This decoration has been finished in a splendid manner 

, with the addition of a slightly wavy thread with a pendant tied to its tip shown on each 

thigh: The apron shows a thin border. "A dagger hangs from the gridle at the proper, 

right side." The treatment ()f the legs is also as beautiful as that of the upper part. 

-However, the emphasis laid on the knee-caps has disturbed to some. extep.t the 

otherwise perfect flow of the lines that compose the legs. Nevertl,1eless their exquisite 

proportions and fine posture prove the fact that the bron~e is a masterpiece. The 

simple ru¥ic chapals worn on the ~ are interesting. The gracefulness of the figure 

is clearly seen from the back view. Details to be noted specialy in this side, are the back 
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side of the headgear, the modelling of the torso,the carmambara (a,nimal hide serving 

as cloth)~hich~~~e~ls underneath the l~in-cl~th with its folds indicated by closely 

incised lines, and th~ beautiful stance; 

The padmlisana of this bronze has the usual form but few details are worked on 

it. In spite ot this, its foi'm is akin to that ofa number of bronzes of this period and of 

the earlier periods as for instance that of the Gal).e~a from VelabkaJ}p.i (Fig. 119) . 

. The next bronze that 'seems to rome immediately after the above is the C~~~vara 
from Tiruve!vikku~i in the Tanjore District. At the first glance itself its classical 

qualities will impress a beholder. According to the traditions of the schoolofRAjendra 

I, theja!a..makuta, as every one of the other details, is treated in a refined manner. 

There is the flower, here much atrophied, on top. The pronged ornament in front is 

sketchy but it is decorated with festoons. Above this ornament, are seen two series of 

clus~rs of hair one above the ~ther. The p~a over the forehead is decorated with . 

festoons. The face is round and its treatment reminds one oftheface ofChandike~vara .. 
from Velankanni (Fig. 121) or of the Vishnu (Fig. 123) from Peruntottam. The ears are . . . .. 
empty. The expression on the face suggests serenity. 

There are three necklaces of which the middle one is broad and deorated with a 

series of small bud-like things. The yqjiWpavita is three-stranded; but it is comparatively 

thin. The udararbandha is also simple. The treatment oCthe torso is almost similar 

to that of the Ka~I].appanayanar examined al;>ove and is therefore beautiful. The 

shoulders too are worked in a beautiful manner. The shoulder ornament is seen on the" 

right side only. The hair thattalTs on top of either shoulder is only suggested, not boldly 

treated. The pronged keyurCU3 on the arms show festoons. At the elbows are seen 

simple bands without the projecting bit. Three stiff bangles adorn each wrist. The 

modelling of the arms.is exquisite and their proportions defeat comparison. The hands 

in afljali pose, hold between them a rosary of beads. 

The hips are subd~ed; but the thighs and the legs are not only of good proportions 

but are treated in a soft and refined manner; Emphasis on the knee-caps is seen here 

also; but it is kept within bounds SO that the beauty of the legs is not marred; The loin

cloth is SImple and its bord.er is indicated by a pair ~f thin gn>oves. The waist-band and 

the sash~ too are sinmte. The sirhharmukha clasp is not ornate and it does not show 
. ,. . 

the usual threads emanating from its head. Thepadmasana is circular ~nd beautiful; 
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but its petals show the marginal lines more prominentJy and farther from the 
• 

periphery. The two rows ofthem have been equally emphasised. Thus in every respect 

this bronze seems to be a good specimen of the school of Rajendra I. It may be dated 

to- about the beginning of the third quarter of the 11th century. 

An interesting grc>up of Tripuriintaka with Tripurasundari o{&mall size about 45 Fig. 183 

em high from Idumbavanam in the Tanjore District m.ay also be assigned to this 

period. It is locally called Sargul}.anatha~vami. But iconogrphically the above 

identification seems to be called for. It may appear to be Umaslihita. Ifso, the lower , 
hands of Siva must be in poses ofvarada, ahhaya and ahuya-varada poses. They are 

not seen in this ~iva and therefore this group does not represent Umiisahita. It may 
, ,. - . /' 

be said that as the same hands of Siva are in the posture of holding a vil1a, this Siva 

may represent V~adhara. No doubt ifthere was the figure of~iva alone, then it may 

be said to represent that aspect of the Lord. We have said above while discussing the . ,. 
Tripurantaka from the Big Temple, Tanjore, that when figures of Siva with hands in 

poses as in the present case are accompanied by figures ofUma then there can be little 

doubt that they represent Tripurantaka because ~iva.in none of his DakshiI,lamurti 

forms seems to be accompanied by his consort. Hence our identificationof this group 

as Tripurantaka. 

The striking thing about this group is its peculiar modelling. The treatment of 

Siva is remarkably similar to that of the Tripurantaka· (Fig. 142) from Mayuram 

examined above. But here the stomach has become narrower. In the figure of 

TripurasundarI the contraction of the stomach is so much that it does not at all seem 

to exist. Apart from this, the treatment of the arms of both the figures is in the same 

pepculiar style. The reason for this disproportionate treatment of these parts 

compared with the good proportions of other parts and the beautiful features of the 

face is not known. It must, however, be stated here that these bronzes do n?t seem to 

have lost any of their artistic qualities despite this defect. Tq.is is something 

noteworthy and does credit to the maker of this group who while emphasising a 

particular element of a form has carefully managed to prevent ugliness from entering 

into either the individual figures or the group. Let us now examine each figure briefly. 

~iva stands in the dvi-bhanga pose. The jll!lirmaku!a on the head shows the 

pronged ornament prominently. The Datura flower and the cobra are the other details 
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which are clear. Th,e paffa is broad and worked. The face is round and its features are 

naturalistic; and the expression is serene. The right ear is empty and a simple 

patrakluy!ala adorns the left ear. Two ka1J.thls are seen on the neck. The lower one 

is broad and' shows a series of pendants. Theyajiiopavlta is not quite distinct and its 

knot is seen in the tniddle oCthe chest. The udara-bandha is thick. The shoulders show 

the ornamented strand of hair on them as well as the pendants hanging, in front, on 

either side. The manner in which the arms are attached to the torso is almost similar 

to that seen in the Tripurintaka .from Miyiiram (Fig. 142). The fore-arms are 

especailly very slender and short. Pronged keyuras are seen on the arms and a set of 

three usual valayas is seen on each wrist. Elbow ornament of the beaded type, without 

the projectingbit is seen. ParaSu and deer are in the upper hands and the lower hands 

are in the kataka pose. 

The loin-cloth consists oCshort drawers and their borders get a slight emphasis. 

The. waist-bands and the hanging median ends are interesting. Here the sirhha

mukha is not seen. The style of the legs is akin to that or:KaQqappanayanar (Fig. 180) 

from Tiruvalang8Qu. 

The figure ofTripurasundarl has also quite a few interesting details. First of all, 

for the age of this group of bronzes, the height of this figure including its headdres~ is 

'rather too much. The height of such images does not usually reach beyond the 

shouolder lev~l of the male figures of the groups. The headdress oft4is figure is ajapi1-

makuta and its is somewhat similar to that Piirvatlofthe KalY8!lasundara group (Fig. 

140) from Tirve!vikku<;li discussed above. The treatment of the face is superb. There 

are makara-kuTJ-if,alas in the ears but the heads of makaras are afTlXed to the shoulders 

which rather peculiar. A very broad ka7J-!hl, a mangalya-siltra and channavira are 

seen on thetorso. The breasts are full but not so beautiful. Shoulder ornaments are 

seen on both sides. The arms are similar in treatment to the arms of~iva. But the 

elbow ornamellJs are interesting because of their big f~m-shaped projecting bits. A 

series of bangles of the type met with in the Parvatl oCthe Kaly1u?-asundara group (Fig. 

1:40) Crom Tirrive{vikku9i is seen on each wrist. The garment reaches to the ankles and 

its end, seen between the legs, is shown frontally so that it almost covers the space 

between t.~e legS. The festoons are wise and beautifully arranged. The other end of 

the garni~#!~~cked up at the leftsi~e of the waist is treated nicely. This figure too 

stands only'in dvi-bhahga pose. 
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These figures stand on separate and incompletely worked circular padmasanas 

which are moulded together with the bhadrasans which is simple. There are the usual . 
spikes on either side of it to receive the prabha. Though small, this group is thus 

interesting as it exemplifies a mature loccal style which combines in itself elements· of 

the folk style with those of highly refined one. This group has however been included 

here'on acount of the predominance of the qualities of the refined style of the period 

ofRajendra I, and it may be assigned to the beginning of the third quarter of the 11th 

century. 

- , - - . 
A group ofVishJ;lu and Bhiidevi only (Sridevi is missing) now in the Government 

Museum, Pudukkottai may, on grounds of style, considered at this place. Particularly 

interest,ing is the fa~ that the style of these images-too is a mixed one which is similar 

to that of the above mentioned group. 

The kiri'1a ofVishQu has become high,conical and ornate and the band round the 

bottom of the kiri!a is .. thick and ornate. The face is not quite well executed although 

its features are clear. Slight projection of the face is seen. The expression is one of 

wonder. A single broad kaT}!hfis on the neck. The yajfwpavita is three-stranded. One 

of them is very short and the other two swing to right running almost parallel to the 

waist. From the point where they take a turn, starts a. thread which goes under t~e 

garment and comes out again on the right legjust above padasara. The udarabandha 

is flat and shown festoo~decoration on it .. The modelling of the torso is somewhat 

imperfect. A shoulder ornament of archaic type is seen in front on either side. Besides, 

the usual strnads of hair with flowers are also seen Gneach shoulder, ~ras with 

festoon are seen. Besides, there is the elbow ornaJ1ient of the simpler type. The saMha 
and cakra are also simple~ and they are decorated with flames, the former 'with three 

and the later with five. They are held between the first two fingel'f,l. Much eto~ 

set on these by some scholrs. But their development being erratic they 819 given only 

so much attention as they deserve in our discussion which is based on not one or two 

isolated details alone, but ont he whole gamut of them. The lower right hand which 

is in abhaya pose has a stalk~like thing on its palm •. This is probably the stalk of the 

lotus. It may here be recalled the occurence ora similar moti(in the Madras Museum 

Vishl}U No.2 (Fig. 25). The other hand holdis the,qdii whiCh shows a number of bands 

on them and its style .q1ii~DiOre evolvedUJan that ofthe,,"or~,small.r Visil!tu 

from Paruttiyiir (Fig. 177). 

Fig.llW 
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. .'. The garment is depicted in an interesting manner ~ The .folds a~'sugg8sted by 

projecting grooved parallel lines. In between two of them floral and geQm,etri~1 

designs are seen. The' bOrder ofthe garment too is thick and unnatutaly'juttingout. -

1ihe waist-band is ornamented and .the J!unha-mukha.;clasp has become extremely 

unnatural. From its mouth hangs a natroweylindriealloop which goes over a flat sash 

fromwhich hang festoons and tassles.The characteristic chain wit? 'a knob in the 

middle is seen . hanging down from the median loop .. Besides, a pair of short tassels 

with pointed tips are seen on either-thigh. The loops and bows are ornate, and one of 

the two ends is much shorter than the other. 

The,padm&ana.,on which the figure stands is quite beautiful and the petals are 

delineated in a reaslistic manner. Yet the importance given to the upper row is 

characteristic of the art olthis period. As in early bronzes, the spikeS are attached to 

this Cisana itself. 

Bhudevl has a high ka.rcJJ}aa-maku!a with a number of circular karaTJ-fj,as 
arranged, one over the other with comparatively little space between two of them. Its 

workmanship as' well as that of the ornament is beautiful. The eamdo not:bearany 

ornaments. The treatment of the face is ~imilar to that of Vis~I)u, and this is 

particularly evident in such features as small mouth and short nose. The expression 

is,'however, one of subdued joy. ThreekanthIs:and amangalycr8iitra are seen on the 

neck. Neither chcmnavlra nor yoJnopavita is seen. The to1'80 is not quite well done. 

,The lines of the sides show ugly curves. The breasts too have not been depicted in a 

competent manner. Both shoulders have the pendent ornaments whiC'hare in three 
c _. • 

strands. The other decoration is also there on them., The modelliilgofthe arms is.n()~ 

good and this is noticeable especially in the'left arm of which the bend llS well as 

proportions aie quite below the mark. The decorative details of the arms ' are 

interesting. The va;l-bandha is quiteptominentand its fan-wise projecting bit is 

noteworthy. It is seen on both arms.·'The'bangle series on the wrists are useful for 

comparison with similar ones seen in the bronzeS dealt with :above. Here, however, at . 

'the head of the serles is akahki:u].a with a deeply protruding part in it. . 
I . 

The garment is in the same style as that ofVis~u.At the waist, just below the 

... navel, the usual cup-shaped depression has become muc:h narrower here. 'l'wo broad 

sashes with shallow median loops ar8\seen ~n the waist. Above them are two or more 
; . .' . .. 

waist-cords, with a simple knot in front. Fr9m above. this starts one end ofthe garment 
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which is shown flowing on the right side. It has also the floral decorations on it. From 

the loops hangs the other end of the garment which has (!overed the space betweeIVthe 

legs leaving not even so much sp"ace as is found in the Tripurasundarl figure di~cussed 

above. Above this flat end is seen a long chain with big links tipped by a )teart-like 

design. This is quite an interesting detail not met with in such a prominent way in 

figures of goddesses, examined above. Starting from the same point as the chain are 

triple-stranded tassels with knob-like tips seen beautifully curving on the thighs. A 

niipura, beside a padasara, is seen on each ankle. This is also noteworthy because in 

none of the female figures discussed above this detail was seen except in the devi 

figures of the Srinivasa group (fig.99) from Sirupaq.aiyur. In the bronzes belonging to 

subsequent. periods the nupura becomes an invariable item of decoration. Hence its 

significance. The iisana of this figure has not come down. 

From the manner in which the modelling and decorative.details of both the figures 

are worked, it is quite evident that the sthapati was imbued with the ideas of traditions 

of folk-art also, although he had not allowed them to ride over the traditions of the 

refined art. Coming as it does from Pudukottai which had been a centre of activities 

of a 'School of art which had to its credit th~ magnificent sculptures and the temples of 

Ko~u~ba!iir, and the murals of Sit tan navas ai, this group ofVish!lu naturally shows 

strong local influence. But the fact that this was done during the time of Cho!a 

suprema:(!y is also apparent from the style of a majority of details especially those of 

Vish:pu. They may be assigned to the same period as the above. 

After this, the Char:~ike~vara from Beliir requires to be taken up for study on Fig. 185 

acc;.ount of its. style .. Already we have examined a bronze from the same place, namely 

the VIr:aiidhara (Fig. 56). It was found to be an early figure. Here the modelling of the 

figure is charactel~istic of the period. The part comprising the shoulders and chest is 

comparatively broad and this, taken together with the narrower waist region, gives an 

impressiqn that the torSo is not quite proportionate as in the above discussed Vishq.u. 

Compared to other C~l:IC:~.ike~varashere the headdress is significantly diffetent. 

While in the other bronzeS the headresses are do~e quite in keeping with the modelling 

of the whole figure here it is comparatively elongated and does not seem to fit the head 

quite naturally. There is no third eye either. A strand of hair hangs on either'shoulder 

in the place of the pendant and looped string met within the other Char:a~ik~varas. 
This is a general characteristic of the art of this period. These slight differences 
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notwithstanding, it is a fine figure in other respeets eSpecially for the smooth lines and 

realistic facial features. The headdress is a keJa-uandha orj~makuta of which the 

top shows the end of hair falling in two sets covering the top knot. The face is somewhat 

elongated and the eyes an4 n~e a~ treated with understanding and skill. Therlare 

two necklets, udara-bandha, sacred thread, loin-cloth, three bands of sash, nOga

valaya type of annlets., a pair 'of wristlets and an anklet sMown high up on each leg. 

Their workmanship is simple and the last mentioned detail is noteworthy as it is a 

characteristic of bronzes of this period. Elbow ornament with a simple projecting knot 

is also present here which is to be noted. While the previous Cha1].c;Iike$vara is in anjali 

here the right hand is held up against the chest in the mudra called ardh-a,;ijali and 

the left hand holdS the axe. This novelty is a welcome one from the point of view of art. 

It is interesting from the point of view-ofj~.onography also because the variety of 

postures in which figures are shown suggest that there did not exist any very definite 

injuections or rules regarding the representation of this saint at this time. 

The loin-cloth is simpler here than in the previous example. Its borders are 

indicated by lines and it is otherwise plain. But the hanging end of cloth seen between 

the lep is noteworthy. The workmanship of the axe is distinc;tly more evolved than 

that of the other C!taJ;t9ike'varas discussed above. The figure stands on a circular 

asana (it is not clear whether it is a padmaaana or not) on a high square bhadrlisana. 

The moudlings of the latter asana are also apparently developed . 

. The catalogue has only two lines of description of this. The second line says: "A 

very simple image with slightly projecting elbow ornaments which clearly marks it as 

an image ofCho!a type" (ibid., p.130). And there this has been taken as the basis for 

the study of other Cha~4ike~vara figures. As has been said above, the features of this 

are certainly more developed than those of the bronzes discussed above. Hence this 

may be assigned to about the third quarter of the 11th century A.D . 

. 186. The bronze statue of a king1 64cm high from Kandarako~~ai, Cuddalore Taluk, 

SouthArcot District, may be said to be anoth~rexample of this school. First of all k~a 

is strikingly similar to that·ofRlma from Valarpuram (Fig. 171) itS necklaces and 

armlets are similar to those of the bronzes of this school dealt with above. The loin-

1. CtUalol'u, p. 188; T.G. A1'avamlllthan, op. cit., Fig. 19 
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cloth shows closely "Wrinkled folds" and its edges are prominent. The uttarlya is tied 

with a graceful knot in front and a pair of pendent ends are seen on either side. The 

other interesting detail is the rosaries of beads held between the hand in.aiijali pose, 

the like of which has not been met with in earlier bronzes. That the bronze is of the 

school is borne out by the angular treatment of the elbows and by the presence of a 

thick anklet on the left leg. This latter ornament, as lias been seen above, has become 

a distinguishing feature of a majority oC images since Rijendra I's time. Its erect 

posture is in the style ofVishl}u bronzes; and the workmanship of the legs, which taper 

beautifully and are proportionate, adds charm to the posture. 

The padmasana of this bronze is of the usual type and the marginal lines of the 

petals are distinctly seen although their tips are not prominent. The asana is seen on 

a simple square bhadriisana which has on either side a pair of rings. 

From the above descriptionjt will be seen that this isa good specimen of the art 

of bronzes ofthjs school. As regards its identification Mr.T.G. Aravamuthan has said 

that it represented a local chief (op.cit., p.42) but the authors of the Catalcgue have 

said that "it is presumably the Chola King Madhurantaka, who is said·' by local 

tradition to have built the temple where it was found" (p.138). They, however, opined 

that they had not been able to identify the king (p.49). But now the situation is slightly 

better. It is known that the title of Madhurantaka was borne by a number of Chota 

kings and princes, namely Parantaka 1,1 Sundara Cho!a,2 Rajendra I,' and 

Madhurantaka, son ofV1rariljendra.· Of these, on grounds of style, this bronze cannot 

be said to belong to either of the former two kings. On the other hand, the style of the 

bronze, being characteristic of bronzes of the school ofRijendra I, and that the temple 

where it was found is said to have been built by a Madhurintab who may be either 

Rajendra I was a great builder of temples and it was during his period, as during his 

father's, portraits in metal, of royal persons eame to be made frequently and placed in , _. 
temples as testified to by the bronze figures ofSola-mi-devi discussed above. But this 

figure being in a slightly more ev~lved style, it may be a representation of Bijendra 

I made during his successor's time. According to us the school of Rajendra I extends 

upto about 1075 A.D~ It may therefore be said that this bronze may have been done 

1. K.A Nilakanta Sastri, The C'it(a8, (1955), p. 122. 

2. IbUL,pp.140,145. 
3. Ibid., pp, 202, 206. 

4. Ibid., p. 267. 



314 Bulletin, Madras Government Museum [N.S., G.S., VIII, 

during the time of made the ruler ofTon~aimaI].c;lalam about 1065 AD. by vlrarajendra, 

the temple may have been built by him to which he presented the bronze in quest\on. . 

But in view of the fact that this person was not probably powerful on accou~t of his not 

being really the son ofVlrarajendra as doubted by Prof. SastrP it is likely that neither 

the bronze nor the temple was due t~him, although they belong to this period; but a 

more sa tisfactory solution ofthis question will require fUrtheron-the-spot examination 

ofthe temple and of the other bronzes returned to the villages.2 

Fig. 187 Another interesting bronze of about the same period is the seated eight-armed 

- goddess, ht. withprabhii, 75 em, called Mahisliasura-tnardanTby the authors of the 

Catalogue (p.121) from Turaikka~u, Tanjore District. In view of the fact that the 

demon shown on the pedastal is not but buffalo-headed, he may be taken as the other 

demon NiSumbha who was also destroyed by the goddess. If this is so, then this image 

may be taken to represent Ni~umbhasiidanl as'well. This is however a minor point so 

far as the bronze is concerned. The real importance of this bronze lies in the fact that 

though it showS an eight-armed figure, there is no faltering present in the portraiture 

of the arms. On the contrary the manner of depiction of these arms has made the. 

authors of the Catalogue say that it is an "image portraying considerable vigour" 

(p.121). They have also given as usual a succinct description of this bronze on p.121 

of the Cat.alogue and they say in regard to its chronological position that it is "probably 

belonging or closely allied to the group of images of chota type." We would like however 

to say that on grounds of style, it may he assigned to the middle or end of the third 

quarter of the 11th century A.D. 

The most notewo!f;hy details of this remarkable figure are its realistically done 

circular ke~a-bhiira, the marvellous manner of showing the disposition of the arms on 

either side, the full and realistically depicted breasts with a naga-kuea-bandha above 

them, the fine modelling of the limbs and the torso, the highly appropriate gestures of 

hand and postures of the legs, the restrained decorative embellishments and above all 

the raudra-cum-saumya expression. The broadprabha with perforated pattern and 

six festoons hanging from the bottom of its apex and fringed with seventeen flames, 

all three-tongued except the one at the apex which is five-tongued, is an' interesting 

'one as an embellishment for the bronze and is also important as it serves as a 

significant piece of evidence for the date of the bronze. 

1. Ibid.. ~. 267. 
2.. Catalogue. p. 49. 
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The bronze representing Siva alone of the Kalya~ sundara 1 group from Tiruvottiytir Fig. 188 

near Madras, shows features which necessitate its examination next. A glance at it 

gives one an impression that it is a remarkable specimen and ancient too. This is due 

to its fine proportions, restrained decoration and beautiful stance. 

In spite of these qualities, the manner in which the limbs are modelled, with stress 

and emphasis on angular featurE!s, ~uch as is evident from the unnatural projection of 

the forearms and of the upper arms from the elbows, the stiffness of the fingers, the 

ornate paraiu and the large number of sashes shown in an indistinguis~ble way 

round the waist. All these characteristics will be found to be signific~ntly at variance 

with the ones of the Kalyaq.asundara from Tiruve!vikku~li (Fig. 140) examined above 

and much more so from those of a similar group (Fig. 120) from Tiruve~ki9u. The 

padm'iisana is worked well. On grounds of style, it may be assigned to the end of the 

school of JUijendra I. 

The bronze representing the devl of this group is apparently very ornate and does 
I 

not therefore seem to be the original figure that went the Siva. 

The foregoing examination of the bronzes attributed to th~ school of Rijendra I, 

shows unmistakably several significant points bearing on the progress of the art of 

bronzes during the greater part of the 11th century A.D. While maintairiing the level 

of excellence of the school ofRsJaraja I, this school has also contributed quite a few new 

details not met with in the specimens of bronzes. of earlier periods, but which became 

an invariable feature of b.ronzes of the subs.equent periods. The most noteworthy 

detail of this kind is the depiction of Gahga on thejatas of Nate'a images. Amongst 

others,mention may be made of the tier-wise arrangement of curls of hair ofthejalc.

maku!a of such bronzes are representing Chal)4ike~vara and Rijamannir or K!isluta 

and the introduction of nupuras besides padasaras, even in the male figures. 

A remarkable contribution made by this school is malting of portraitS of royal 

persons or persons of noble descent. The practice of making images of saints and seers 

seems to have become more popular during this period. 

The existence of bronzes representing not only gods and goddesses ofVaishl].avism 

and Saivism btit also of Buddhism is proof positiV'8 for the fact that royal patronage 

1. c. Sivaramamurti. Geogrophical ............... lconogrop/,y. pl. xxx. Fig. B. 



316 Bulletin, Madras Government Museum [N.S., -0.8., VIII, 

was extended to all the religions. But even here the uuVority of.the examplee being 
I I' 
Saivite, images,' there is little doubt "that it· waS 8aivism that receivee). greater 

encouragement tbanthe other religions. The excellent lm»nze seated Buddha from 

~agapa~~i~am (Fig.179) and the Rima fromSundraperwnil .. kovil (Fig.171) show, 

however, that in so far as the style of art,was concerned the BthapatiB.oftbese bronzes 

were following the same traditions as the stapatiB wboproduced the KalyiJ].asundara 

(Fig.140) from Tiruve!vikku~i or the Na~from the TiruvilaDgi9u (Fig. 164). 
. . 

Several imagesorthis school ~ large and solid and this brings out'the fact that 

t~ prosperityusheredinduringthe=~meof~jal was continued unabated during 

his son's., time also. Moreover the existence of bronzes in such far off plaees as 
Tiruvottiyiirin TOh~i~c;Ialam, Beliir in Salem District and KiJabas,ti ancfCbittoor 

District indicated that the prosperity was widespread so that the arts and crab 

flourished al~ over the country. 

A word'about the style of the bronzes of this school may be said here. While the 

previous school has evolved more or I_a unUormstyle, a few regional varieties of this 

school-are apparent, as exemplified by the Tripurintaka group from Idubavanamand 

the Vishnu group from Puukkottai. Whether these influenced the semi-folk and folk 
\ . , 

styles, ,examples of which will be dealt with below, cannot be said. Anyway the 

traditions of the folkstyleseeD:l to have bad some connection or other with the,regional 

styles of Rijendra I's school. 

This brings to a close the examinatiOD of the development of the art of bronzes 

during the early CboJa period wbieh, 1I«Ol"ding to us starta from about-910 AD. and 

ends about 1075 AD. It would have become clear by DOW that the art reached the 

zenith of its deve1opmentc1uring the first half of this period and it was sueeessfully 

maintained during the second half. . This was evident Dot only from the terhnieal 

euelleDce and artistic qualities of the various examples but also from the va.rietJ of 

themes eh_D fordepicQolL Scmi~ of the tbemes,aB for u.stanee Hilma IrouP and 

Na~, were per&.:teddw:UtgtbiIJ ~ a,-.d theyremaiJJ8CI ever .aiuce_JDDde1s.for 

work of their kindproduciDgduring~e"Dt~. It 1U88~UIjllgu.usJl8riodsueh 

noveI~astbeN~"',~~1'8O~eame~berepll:e:eoCl;edt.luoughtbe 

. 'art,.o( bronf.es. also, a praetiee ,which was continued vipQusly in the 1J~t 

periods. Inreganl·tothedetailsolindividual items, a ~eJabomtioDo(tbem , 
eouId be discerned Which is _periaUy notieeabJe in the esampl_ of the last phase or 
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this period. It paved the way for the gradual deterioration of the aesthetic qualities 

of the art. On the whole, however, among the bronzes that maybe attributed to this 

period a great majority are undoubtedly great masterpieces of which quite a number 

can be said to rank with the best examples of sculpture belonging to any country of any 

period in ~he world. The Na~e~a from Th:uvalangic;1u (Fig.164), the Rama from 

Paruttiyiir (Fjg.90) and Vadakkuppanaiyiir (Fig. 96), the Vrishabhavahana (Fig. 128) 

from TiruveJ?kac!u and th~ HaIahal~ Loke~vara (Fig. 102)· from Kadri are -amongst 

them. Never before or after this period was achievd in this field of creative activity an 

eminence of this kind characterised by originality of conception and brilliance of 

execution. The credit for this, no doubt, goes to the people ofthe period who extended 

a warm reception to men of genius and original ideas, but it is not a little due to their 

leaders namely the kings of the period amongst whom the three most important were 

Vlranarayana Madiraikonda Parantaka, §ivapad~ekhara Arulmolivarman Rajaraja . . . ' ... 
and Panditavatsala Gangaikonda Rajendra. When we speak of these great men of .. .... ... 

action as contibuting greatly to the promotion of this art, it goes without saying that 

their actions were as a rule based on the advices of the great men of thought and 

spiritual eminence such as Nambi AJ?~ar N~mbi, Karuviir Devar and Natha.muni. It 

may be mentioned, in passing, that the distinction achieved by the noble men of this 

period in this field may be taken to serve as a measure for the evaluation of the the 

progress achieved by the people in other walks. of life too. 

BRONZES OF LATER CHOLA PERIOD 

The examples of the art to be examined below belong to the period from about the 

last quarter of the 11th Century A.D. till about the end of the 13th century. It 

commences with the rule of Kulottunga Cho\a I and ends with that of Rajendra III 

whose rule came to a close about A.D. 1279. Though this king and his predecessor were 

weak and the rule was very much circumscribed by the power especially of the 

PaI].gyas who we nearly supreme in South India during almost the whole of the 13th 

-century A.D. with the exception of the first two de~ades of the century up to which the 

rule of Kulotunga Cho!a III extended, yet the traditions of art and crafts of the whole 

of Tamil-na~ as well as the northern part of Ceylon were more or less the same till 

about the end of the century. Hence for the sake of convenience we call the whole 

period as later Cho!a. 
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Although there was gradual decline of power of the ruling dynasty, so far as the 

culturiil matters were concerned, the pace of progress set during the early Chola period 

was maintained. This was again due to the combined efforts of both the rulers and 

their advisers. If there were great acary~s like Nambi A!l~ar Nambi and great , 
Siddhas like Karuviir Devar to guide the king like R9jar~a I, there we~ the great 

I 
teachers like Raminujicarya and Sekki!~r, and inspired poets like Kamban and 

Ottakkiittan to give counsel to the kings olthe later Cho!a Period. Owing to the fact 

that the icaryas and the poets revelled in the exposition of the various religions and 

that the art and crafts too were as usual devoted to the religous purposes, most of the 

examples of ~he art of bronzes are also religious in character. It is known that the 

acaryas and other leaders of though of this period introduced quite a few newtheoriea 

in their exposition of the tenets and principles of the different· forms of Hinduism. 

Consequently, the arts of this period began·to make use ofthese new themes not met 

with in earlier periods or introduced some significant detail to an image of a deity 

which was not found in such images of earlier periods. Owing to the increased religious 

activities and the building of a large number of temples, the production of metal 

images also increased in leaps and bounds. While they made innumerable bronzes, 

the sthapati is of the period naturally became great adepts in the technique of this art, 

which is clearly exemplified by the bronzes. When emphasis was laid on number, size 

and technique the quality of the- products naturally declined, as -will be seen in the 
/ 

examples of bronzes to be dealt with below. However, the existence of quite a number 

of fine specimens belonging to this period shows the unbroken continuance of the 

ancient t~ditions of art. 

In view of the fact that during this period were produced innumerable bronzes of 

which only a small number is dealt with here, it is considered safe not to classify them 

kingor school-wise as has been done in the case of the bronzes of the early Chota period; 

but it is ~roposed to study them in a ge'neral way assigning, on the basis mostly of style, 

each or a group of them to a period towhich they might have belonged, as has been done 

above. 

• 
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One of the earliest examples oft~e later Cho!a period is the Somaskanda, ht.50 em Fig. 189 

from NI4iir,1 District.' It antiquity 'has' been well recognised by the authors of the 

Catalogue: They say: "The treatment of this image, especially the necklaces and faCE!Sl 

clearly mark it as of Cho!a' type, in spite .of the absence of the projecting elbow 

ornament." It must be stated that this ornament, though present in a number of 

bronzes examined above, do not seem to have been an invariahle feature. Several 

bronzes, especially of male figures which we have discussed, are without it as in many, 

others it is shown only as an insignificant band round the elbow. It is to~be m~ntioned 
. , 

here that in an UmAsahita group though this ornament is absent in the Siva figure, 

it is present in the Umi figure. It is interesting to not that good many specimens of 

the art of this period representing group like this are characterised by this feature. 

Regwding the, date of this group, the manner of their referring to it as "clearly of cho~a 

type" unm.istakably suggests the idea ofthe authors of the Catalogue that this is to be. 

assigned to the earlY ChoJa times. If they have adopted Jouveau Dubreuil's classification 

then the early'Cho!a Period lies between 850 and1ll00 A.D . .Irthe bronze in question' 

is assigned to the last phase of this period, this attribution does not seem to be wide 

ott the mark; because; our independent enquiry;. has also led to t~e same conclusion 

although according to us, from the lastquarterof the 11th century begins the later 

Chota period. 

This bronze is apparently beautifully treated. But such minor details as tbe 

makulas oCboth 'Siva and Uma, the elaborate necklaces, the angularitiesofthe torso 

ofUmi and the somewhat less weil workedpadmasanas give one the impression that 

it is somewhat later than this period. No doubt, there are characteristics of images of 

the middle and late later ChoJa periods, as will be seen below. But their occurrence in 

this group suggests that these details have their beginnings here, because it is easily 

seen from the ~ther details as well as from the exquisite finish of each of the figure of 

this group that: the images have more things in common with the speciens of the school 

'of ~endra I than with the bronzes of the later periods. Let ~ now.: describe the 

bronze. 

Sivais-;eatect on-aJl...admasana in the erect sukhasana postun:t ... Themanner in 

wbjcb thej~a..ma!eu~js :w~;kecJ Ispfeasing but the detailsorit;~ not in bold relief. 

,The face/is squa.re and its features are clear. The expression reveals a subtle smile. . . . . 

,.,J;' ~alcigu.e. p. 106. 
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There is a short patra,.kuT}tjala in the left ear and ~ makara,.ku'!4ala in the right ear. 

The necklaces areinteItesting of which the lower-most is prominent, a feature which 

characterises a great majority orthe bronzes to be dealt With below.They~iiopavlta 

beautiful wave fomi. The udara,.bandha is thick and gem-set in front. The torso is 

executed in·a classical mannet. The shoulders are beautifully modelled. Only on the 

right side a small pendent tassel is seen. The strand of hair with flowers in them, 

which fall on either side now, hang very low although their style is simple. 

Despite its· probable chronological position after that of the Kalyinasundara 
, . 

(Fig. ISS) from Tiruvottiyiir, the treatment of the arms and the technique of joining the 

upper arms of this bronze are superior to those of the former. This is mainly due to the 

fact that it comes from the heart of the ChoJa kingdom. Their modelling is fine and 

their postures are beautiful and balance~. The fingers are worked in the characteristic 

ea,..ly Cho!a manner. The emble~, too, though they are much developeC,3. in style, are 

done in a pleasing manner. Ke;yIIras and valayas of the usual type are seen on the 

arms. 

The above mentioned remarks can be applied equal to the part below the waist 

also,although the region about the hips is not given prominence. There is only a 

loincloth and it is simple.TJ:Je sashes are also simle but the s;,mh,a,.mukha is 

elaborately worked. Besides, tassels are seen on the thighs. The legs are exquisitely 

worked and the hanging leg is es~ecially noteworthy. It is interesting to note that even 

in this instance no anklets are seen. But· as usual the piidasarasare present. 

The figure of Uma is, ot cou~e, in· the same styles as that of Siva, and its 

workmanship is charming. Tbedet8~ls\vhichdistinguish this figure from similar 

dev'ls are the following. The karartc!a,.:.!nq/luta'is prominent and itsflnial is very 

pronounced. Its form is however graeefuL'Tbe:strands of hair falling on either side 

of the shoulders reach almost the ·bands or.th~k~uras which show broad festoons. 

There are the elbow ornaments but they do not.sho'Y ~he projection. Among the 

neck1a~s is the ring-like olie enclosing the rest..()nlY~·Sifup,le·tasselisseen h~nging 
from the 'right shoulder., The torso is proportionate butJH~:'it$fuodeUingthat throws 

light onthe chronological positon of this group. Thelines of the sides of the torso of the 
." ". 

figures offemales deities examined above, have alreadybecOnie straight andstifT. In 

this figUre this'feature is particularly emphasised. The wo~ktnanshipofthe breasts 

is to be noted. It is realistically delineated. It must be mentioned here the fact that 
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in some of the female figures of the subsequent periods, this art is poorly worked. The 

postures of the legs are beautiful but'that they are much developed from those of the 

Sorakku~i Somaskanda (Fig.86) and the Somaskanda from Sivapuram (Fig.92) can 

be e~ly seen. The treatment of the garment also supports this. 

Turning to the figure of baby Skanda, we see in it the beauty of modelling the 

perfection of proportions and the tenderness offe~ling, in all their glory. He is shown 

in front of the other figures. This is the first instance where the mastery of the ancient 

sthapatis in representing babies is brough out in a telling manner. The qualities of this 

tiny little figure are enhanced by the splendid style in which the ornamep,ts such as 
_ -'"":!ft:~, :~~,~ ~ 

the karaTJrj,a-maku!a, the to{lus (ear-rings), the necklaces, the channavira, the waist-
bands with a tassel hanging from them on either thigh and the padasaras are depicted. 

The, right hand is in kataka pose and the left is in varada pose. In some of the 

Somaskanda bronzes, the figure of Skanda is shown behind in which case it is not 

clearly seen. 

I 
The Siva and U rna figures are seated each on a separate padmasana the petals of .. , 

which are in a style in which are a great majority of the padmasanas of bron,.zes 

belonging to subsequent periods are done. In some of the bronzes examined above the 

padmasanas of this style are seen. This fact shows that the sthapatis of the 11th 

century A.D. had not been,consistent in working this detail. In the present instance· 

it is the low relief of the petals as well as their distinctive marginal lines that are to 

be noted. The Skanda figure stands on a plain circular plate. The padmasanas are 

placed over a bhadrlisana of fine proportionfY9.nd simple mouldings. 

Thus the entire group is undoubtedly a noteworthy specimen of the art of bronzes. 

Fro~its style it may be assigned to the last quarter of the 11th century A.D. 

The bronze representing Jambhala from NagapaHiI:tam1 may be said to this Fig. 190 

period on grounds of style. Its height is 10.5 cm. 

The Buddhist deity Jambhala is the equivalent of Hindu Kubera. Here he is 

seated on apadmasana. He is shown almost as a dwarhvith a pot-belly and with short 

and fat limbs. But the treatment of the figure is obviously in the classical style with 

some of the details highy developed. He wears a short karanda-makuta which is 
.. - - ,.' . 

1. T.N. Ramachandran, Nllgapaf!i,!aJ1J and other Buddhist Bronzes, pI. X, Fig. 1. 
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decorated with angular ornaments on its sides. The paffa is small.er yet it shows the 

Cestoom patterns. The face is plumpy with a tendency to bulge out in Cront. The eyes 

and eye-brows are shown by incised lines. The other details are beautiCully moulded. 

The expression suggests selC-satisfaction. Exquisitely worked mak~ku1JflalCiJ(in 

the ears and kaTf!his. in the neck are seen. The Yojnopavlta is broad and seems to be 

beaded. It does not show any knot on the left chest: The manner in which its flow is 

suggested is not quite natural and this Ceature give s a clue for the date oCthe piece. 

The udar.a-bandha is broad and gem~et. It is also the 10niNst we have -come acrosss 

as it has to go round the p.ot-belly oC the figure. 

The torso is exceedingly well moulded, quite in keeping with the dwarf'lSh 

. -~~~;-":~~character of the deity. Th,-naturalistic treatment ofthe-Ilipples is noteworthy. The 

shoulders are not heavy. On either shoulder Call the flower-decorated strand of hair. 
A tiny tassefis all that is seen hanging Crom the right shulder in front .. Hightly ornate 

keyiiras on the arms and gem-~et val~as on the wrists are seen. The modellinl':Oftbe 

arms is characteristic oC the period. The fingers are, however, treated with tendemau 

and feeling. A citron is held in the ri.ght hand, while a mongoose of beautiful" 

supposed to be receptacle of all gems and jewels so that when pressed by JambbaJa it . 

vomits forth riches which are collected in bags of money. One such bag which it bad· 
vomitted or disgorged is being kicked by the left foot of Jambbala foru dewfiee tol 

take."l 

The legs too are treated skillfully, especially with an eye on the poetur.. 
Padasaras set with gems are seen on the feet. On the whole-the modelling is fine and 
the decorative details are 'YOrked in a praiseworthy manner. It isjhe treatment oftha. 

padmasana which is peculi4r D,,'o.t ony in this bronze but in a great majority ofbrollB8ll 

from NligapaUiI1am which causes doubts in regard to their antiquity. But we haft 
said in several places above, that a single detail should not be taken sthe criterion for 

dating the bronzes, epecially when it occurs in bronzes of classical workmanship lib 

the Jamb~la under discussion. In such cases, details of this kind which are 

c~ntemporary with the main figure, may have to be taken as sugpsting ~he fact that 

they are the products of a distinctive school. In this i_tance-the petals ofthe.tworoWa 

are shown by me~~ of deep incisions along their margins as weH as alongtbeir ..... 
I ' 

1. Ibid.. p. 54. 
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and they are not at all in relief. This peculiarity is seen in some of the later bronzes 

also. But in some other another variety of this detail marked by thick petals shown 

in high relief is also seen, a feature indicating clearly the coming into being of seveal 

loCal schools each having its own tra9itions of art with special reference to the 

treatment of such minor details as the petals of padmasana. A number of early 

bronzes withpadmasanas of uncertain styles have already been noticed aboeincluding 

the Ja!iimaku!a Loke~vara:(Fig.146) from Nagapa~~i~am. From the style of the 

details, the bronze under discussion Play be assigned to the last quarter "fthe 11th 

lentury A.D. rather than to the "early Cho!a period." 

The Avalokite'vara1• ht.14.7 cm, from Nagapa~til}am may be examined now. It 

is obviously in the same style as the Jambhala figure .. Here, the. figure staJias in the Fig. 191 

tri-bhaTl-ga pose, on a padmasana. The asana is very mu,ch like the asana of the above 

figure. The karaTJ-g.a-maku!a is characteristically simple and is composed of thin 

. circles put one over the other. There is the pronged ornament in front. ~he pa!!ais 

a fine specimen of its kind as it is made of flowers. The flower in the middle is.:very, 

prominent. The face is oval and slightly protruding. The {!yes and eye-browS are 

. shown by incised grooves. But the nose and lips are realistically worked. Patra

ku'!4alas with wide space adorn the ears. 'The expression suggests amazement and 

u17Jii or forehead mark is present . 

. The neck is short, and the kan,!his are p1'Qminent. The torso retains some of the 

goof;l points of the torso of a classical bronze of this kind. Yajiiopavlta is absent, but 

a broad gem~set udara-bandha is s~n. Shoulders are drooping and the shOUlder 

ornament is seen on the left side iristead of on the right side. Just as in the Jambhala 

noticed abQve, in this figure also, the strands of hair falling on either side of the 

shoulder are decked with full-blown flowers. 

Coming to the arms of which this figure has four, their modelling leaves much to 

be desired. They are short, too short to be proportionate. Neverth~lesss their 

disposition and the poses ofth~ hands are done in the traditional manner. It must also 

be stated that the workmanship of the fingers is very poor. Ofcou~e it seems to be 

an invariable feature of almost· all the l3uddhist qronzes' from Nigapa~~l~am\except 

for the biggest of them examined above~ Simple armlets and valayas are seen; upper 

1. Ibid., p. 48, pI. VII, Fig. 2. 
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right hand holds a rosary of beads, the upper left a blue lotus, the lower right is in 

vyakhyana or vitarka-mudro and the lower left is in varada pose. 

The modelling of the legs is fine in 'spiteof a slight tendency towards heaviness 

wh.ich is apparent in the thighs. The lines and masses are depicted with consu~mate 

skill. Their beauty is enhanced by the sparee but effectively designed loin-cloth and 

the waist-band. The presence of the cloth is indicated cleverely by a few significant 

lines on the thighs. The waist-bands bearing a simha-mukha design of ornate 

workmanship are in low relief. The noteworthy feature of this detail is the pair of 
• tassel-like ends hanging on either thigh. Unlike several bronzes representing a deity 

of this type, the piece of cloth seen between the tassels is not long and it is simple. Only 

padasaras are seen on the feet. 

In gtlneral this piece is one of the important specimens of the art as obtaine-d 

towards the closing years of the 11th century A.D. 

The Parvat1-1 said to come from the Kai1a~anatha temple at Kaiichipuram has 

features which suggest that its date is not far removed from that of the above bronze. 

This figure stands in the charming dvi-bhanga pose. At a glance the salient qualities 

of it will be apparent. They consist of the beautiful but sharply taperingka.raJ?4a

makuta, the face with a smiling countenance, the torso showing attenuated stomach, 

the ~imple arm ornaments including the characteristic elbow ornament with a smal 

projecting bit, the close-fitting garment with its folds suggested by incised line running 

parallel to each other, the hem of the garment on the left leg being shown as near the 

knee-cap as possible, the hanging end of garment se-en between the legs being treated 

in a realistic manner, the ornate waist-bands with tassels and festoons which are 

small and the tuckedup. eDd seen hanging from the waist on the right thigh. 

BEEicies,the necklaces including the outer-most ring and the channavlro are characteristic 

of bronzes of the period. The shoulder ornament does not seem to be present. The 

chain-liktt designdepictedas hanging from the middle ofthe waist-band is noteworthy. 

Above all, the modelling of the bronze which is rather heavy, is one ofthe important 

qualities. of the bronzes of this period. Though the poses of the hands are treated in 

a charmingmwmer and the fingers are supple and tender, yet the manner in which 

1. o.c. Gangoly. &c.th lAdia1t Bl'OIUlU, pl. XXXI. 
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the left arm is worked is not pleased. This is however compensated for to a ~at extent 

by the good modelling, the characteristic flexions and the beautiful proportions of the . 

legs. Padasaras are seen on the feet. 

The bronze .representing Chal}~r~ekharal from Okkur may be taken up next for Fig. 192 

examination, it is a small figure measuring ohly 38 cm high including the pr.pbha. In 

spite of its small size, this bronze shows details which are characteristic of bronzes of 

this period. 

The j a!ii-makuta as is usual in similar figur~s of this period, is not· very clear and 

its details are not prominent. Further a tendency for elongation is evident. The face 

is treated with skill. Its features are somewhat realistic. But there is a slight 

indication of projection of it. A big patra-ku,!-iJ,ala is seen in the left ear and an 

insignificant makara-kuTffj,ala in the right ear. Necklaces including the lower-most 

one are noteworthy. The single-strandedyajfwpavlta and udara-bandha are simple. 

A thick tassel is seen oni; on the right shoulder. Interestingly the strand of hair falling 

on either side of the s40ulders is treated in a naturalistic manner. Though the arms 

are not treated in a praiseworthy manner, the emblems, especially the paraSu. are 

depicted ~gain realistically which $hows that the sthapati who did the figure was of no 

mean ability. The fingers are however not clearly indicated. 

Regarding the part below the waist, the legs are proportionate, slender and 

beautiful. On account of the erect posture these qualities cannot be appreciated fully. 

The loin-cloth of this figure is interesting. As in the Avalokite~vara (Fig.191) from 

Niigapat~il}am examined above, here also it is indicated only by an incised line on 

either thigh. The girdles are gem-set and there are two of them. The uttariya is tied 

rourtd the waist in the broad sash-like manner with a shallow median loop from below 

which hangs between the legs a big tassel flanked by a beaded tassel curving out on 

either side. A more developed example of this interesting detail will be seen in the 

Chandrasekara now in the Musee Guimet to be dealt with below. The hanging ends .. 
of ihe uttariya and the bows on either side are also interesting. Though the parallel 

lines incised on them Seem to show markdely the tendency to stylise, yet the treatment 

of the bows is .again full of realism. Anklets are absent from the 18gs. 

1. Catalogue, 101. 
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Coming to the pedes~s"the padrnasana on which the figure stands has apparently 

reached a stage when ~ petals are not separately shown by are indicated only by 

grooved lines. But the ~ner in which this has been done coupled with the simplicity 

of workmanship ofthe bhadrasana and of the prabhCiua?[ makes it look contemporary 

with the figure, because once it is removed from its context and viewed separately it 

willbe a puzzle even to the most experienced person in the field. The prabhl1.vaJ,lis all 

the more interesting. It is flafwith its basal portions flatter and carved. with floral 

designs. The carving of the designs ~s continued right round the entire fl~t portion of 

the arch with a prominent pattern at the top-most part of it from which also projects 
. . 

down a short pointed design. Between this flat part and an outer slender line-like part 

is a series of flattened balls, a feature which has an interestingCurlher pis tory as is 

seen in a n~mberofbronzes belonging to later periods. At the apex ofthe arch is a five

tongued flame, the tongues being done in a beautiful manner. Interestingly the thick 

middle part of this flame seems to have been workedintosomethingresemblingaface, 

which is an innovation due to the pure and simple imagination of the sthapq,tL As 

usual a series.offlames is seen on either side of this top-most flame. There are fourteen 

of them on the proper right and sixteen of them on the proper left, which together\\rith 

. the top-most flame make a total of thirty-one flames, a large number, which is a 

characteristic ofprabhas of this period as well as subsequent periods. An interesting 

thing about the flames on the sides is that unlike those oftheprabhas examined above, 

here each of them is only single-tongued and the tongue is worked in a·charmingwavy 

form. 

Thus the bronze may be seen to be a good speciIllen of the art' and it may tit 
assigned to about the last few years of the 11th century A.D. 

Fig. 193 . The bronze Parvatl from the same placet "either belongs or to.showclose affinitj. 

to this type"2 say the authors ofthEfda~ogue, which seeIIl$ to be borne outj)ythe 

stage of development of each its details. 

Parvati stands on a padmasana, which is not at all clear. ov~r aohcrdriis(llliJ, in a 

slightly greater flexion than the ParvatI from Kiiichipuram meDtion~·above. In. 

other details too this is apparently more ev~lved than the latter. The4c8a.bandhB is; 
, -narrow and conical with the keyura-like ornament in front. Mak~kuTJ4alas are 

1. Catalogue pI. xxi, Fig. 1. 

2. Ibid., p. 111. 



1994]. Bronzes of South india 827 

seen in the ears. Tl1e face is oval ancfits features are not particularly good. A broad 

necklet is seen on the neck. A cord is seen closely tied to it, which may be intended to 

be a tali. TQe channavlra of this bronze is slightly ornate; for, instead of a single knot 

in the middle of the chest, two knots are'seen; and moreover a thread is seen pendent 

from the lower knot. The torso is not so beautiful as that of the Pirvat'I from KinchI, 

owing to the deep bend on the right side, the narrow chest and of the less well modelled 

breasts. As has been said aboye the deterioration in the modelling of the breasts has 

begun apparently from now on. 

Here a strand of hair is seen on either shoulder. The above mentioned deficiency 

is, however, compensated for by the splendid lines of the left side and of the legs as well 

as by the beautiful flexion ofthe left arm. The keyuras of the arms are simple, but tQa 

most interesting detail of this figure is the elbow ornament which has a prominent 

projection in the form of a fan. The arms are proportionate and their postures realistic. 

The gentle sway of the left arm lends charm to the whole figure. The hips are not 

comparatively heavy unlike the female figures of earlier periods but the legs gracefully 

taper towards the feet. The bend of the liIie of the right side from the stomach to the 

ankle is exquisite. The knee-caps are clearly seen and the part about the left knee 

seems to be contracted a little more than is usually seen in female figures. This does 

'not seem to be a happy innovation. On the feet a~ padasaras. The garment is 

interesting because unlike that of the Kinchl Parvati, the folds are suggested by the 

pattern of waves shown close to each other. The tip of one end of the garment which

is attached to the right leg, is seen joining the ankle of the left leg. The two ends of the 

uttarfya which is wound round the waist are ~een hanging one on each thigh. The tips 

are shown in a zig-zag fashion which is SImple and beautiful. The two sashes are broad 

and they have a simple knot with a suggestion of a small loop below. This bronze may 

be said to take the traditions met with in the Kinch! PirvatI a step further. 

The bronze representingParvatl1, height 82 em, na,w in the Museum of Fine Arts, 

Boston, U.S.A., may be taken up next. In it are seen one or two details based on more . 

ancient traditions. They are the karaJJ4a-makuta and the beautiful Wave-over-wave 

pattern of the garment. The face is also full of divine splendour which is a characteristic 

of classical bronzes. The other details such as the slender modelling of the torso, the 

1. The art of India and PakistOl', p. 78, pI. 58, No. 813. 
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elaborately worked necklaces, th~ armlet which has become a mere design and the 

POQrly executed fingers are undoubtedly characteristic of the bronzes of the period as 

has been seen above. Nevertheless the manner in which the figure is seated in the 

suk/W,sana 'pose and the proportions of the limbs, especially of the legs, are of a high 

order of workmanship. Besides, there are a single slender tassel forming the shoulder 

ornament on the left side and a strand of curly hair falling in a graceful manner on 

either side of the shoulders. There are pCidasarason the feet. In a few bronzes showing 

female deities the garment covering the left leg is depicted falling not below the knee

cap.Here this feature is seen in the right leg and the hem of the garment is well above 

the knee-cap. In front of the right foot there is the tip of the tassel hanging from the 

waist~band which is simple save for the gem-set decoration occurring in its middle 

part. This bronze is obviously one of the typical specimens of the art of the early phase 

offhe later Cho~a period and it may be assigned to the beginning of the 12th Century 

A.Di The 11th-12th century date given to it in The Art of India and Pakistan is a 

cautious one. 

The figure of goddess. (provenance not known) now in the Victoria and Albert 
- -

Museum, South Ken~ington, London. seems to be akin to the above parvati. The 

modelling is somewhat plumpy; the presence of the prominent va/i-bandha and the 

manner of depicting ~he lower garment are noteworthy. As the figure holds a lily in 

the right hand and wears akara1Jfla-makufa it may represent Bhudevl and so, it might 

have belonged to a VishI)u group of which the other two figures are missing. Its 

bhanga is beautiful and facial features are pleasing. Curiously the sashes with loops 

and tassels are absent here but the manner of tucking up the ends of cloth and of 

showing the flowing ends and bows on the sides is interesting. Besides thekeyiiras, 

. there is another band on the arms which is rather peculiar to this figure. This figure 
, ---

shows the mangalysiitra. The pedestal consists of two parts namely bhadrasana 

surmounted by padmasana; the former is worked well while the details of the latter . -

are not worked. This bronze may also be assi~ged to about the same date as the above. 

Fig. 195 Sivakamastlndarl from Tiruvaymur, Tanj'ore District is apparently similar to the 

above Bhudev'l in feeling though in· the depiction of details, as· well as in the very 

modelling there considerable difference between these two figu~.Atriong the interesting 

details of this image, the tapering KaralJg.a-maku!a; the channavfra, the keyiira with 

small tassels hanging from its bottom, the elbow ornament without the projecting 

. piece,the sash with narrow loop and beautiful tassels and the diaphanous garnlent are 
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noteworthy. The moitgalya-sutra is of a special irlterest. The bhahga of this figure is 

greater but the manner of modelling the knees, for the matter of that, the modelling 

of the legs, is definit~ly crude. The part above the waist is beautifully worked. The 

features of the face a~ also exceedingly well executed. Unlike the padma.sana of the 
I 

above figur~s, here the asana is worked in detail and the workmanship of the petals 

is not only clear-cut but also realistic. This piece may be dated to a period slightly later 

than that of the above. 

The figure ofNa~e~a from TiruppaJ).aJ).da!, Tanjore District may be said to be one 

of the examples of the early 12th century A.D. Its details are as follows:-

The headdress, when compared with that of the Na~e~a from Punjai (Fig.169), 

. shows two tiers of the feathers while in the latter and in the Tiruvalanga<;lu Nate~a 

there is onlyone tier. Here a prominent dis~-like ornament is seen. The emblems are 

not distinct. But the fillet decorated with festoons is prominent. The face is square and . -
its features are clearly delineated. No ornament is seen in the right ear while the left 

ear shows a small patra-kundala. Besides, the tops of the ears show rings. The 

treatment oftheJatas is interesting. Five whirling 10cW; .. ofsimple workmanship are 

seen on either side. They are interlinked by three vertical threads. Flower designs on 

them disclose that they are embellished. The waves of the locks are beautifully 

depicted and their ends are curved slightly. The conception of the whole design is 

beautiful and its execution is effortless; and the gentle movement of the locks 
" effectively highlights tlle charming rhythm of the dance of Siva. 

On the topmost lock of hair is an elliptical design enclosing a creeper-like pattern. 

Usually a similar design is shown on the other side also, but here it is not found. The 

most interesting detail seen on the same lock of hair is the figure of a mermaid 

representing Ganga. Its first occurrence has been noti~ed in the Na~e~a from Punjai 

(Fig. 169) although here it is very tiny. This may be ta~en to suggest that even here the 

sthapGti, not being so bold as his later-day compatriots were, see~s to have proceeded 

slowly. 

Among other interesting details ofthis bronze are the additionalring-like necklace 

besides the two usu~l ones,the broad shoulder ornament on t~, right side, the three 

bandedniiga-valaya type of k~uras with wide space between the\bands, beaded elbow 

ornaments with the projecting bits sben at least in the upper left arm, four valayas on 

• 

Fig. 196 
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the wrists ofleft arms instead.ofthe usual three, sash with wide loop on the waist the 

absence oUhe flowing ends of the uttariya usually shown wound round the stomach 

and flame of fire in a small receptacle held in the upper left hand. The last detail is 

noteworthy because holding of a receptacle with fire is an ancient tradition which 

seems to linger on and it shows that the sthapati was of the old school. 

The modelling of the bronze shows some interesting points. The limbs and trunk 

are obviously proportionate and the manner in which the lifted up left leg is thrown 

into the air is highly suggestive ofthe dynamic movement ofthe figure. The treatment 

of the lower left arm is good, but that~of upper left ann i.s not good as is evident from 

the irregular lines which frame its mass and the somewhat bulky appearance of the 

.elbow. A similar discrepancy is evident in the manner in which the right leg is worked. 

That the sthapati was a little over-zealous about curves, is known from the deep curve 

of the line ofthe left side of the torso but unfortunately it is overdone and has caused 

a slight distortion in the modellingofthe torso. The bronze is otherwise a fine specimen 

of the art of toe period. 

The style of the prabhava!l too is evidently traditional. That this is more evolved 

than the prabhava/lof the Puiljai and Tanjore Na~e~a is evident from the nearly 

circular shape it has assumed. But the way in which its ends are attached to the 

padmasana clearly -indicates that the sthapati had not yet become familiar with the 

idea ofshowingtheprabhii as a correct circle. The tubular form of this is noteworthy, 

because in the above mentioned Nate~as this part of the prabhli is flat and in the 

Nate~a from Tanjoreit has been shown with a series of small perforations between the 

fringe wi~h flames and the thi~ker inner side. But this prabhli" is not without its 

precursors. We have seen above, that the prabhii of the famous Tiruvalailga9u Na~e~a 
. .. 1 

is in this style and going still further back, the prabhli of the Sivapuram Na~e~a is also 

in this style. More-over, quite a number orNate~as belonging to subseque~t periods 

. have prabhas of this type. This shows that the prabhas ofimages~ especially ofNa~a, 
were done in two different ways. Coming to the flames, there are twenty-three of them, 

eleven on either side of the flame at the crest of the prabha. Except the topmost flame 

which has five tongues,the rest are shown with only three tongues, which is another 

piece of evidence for the continuance of earlier traditions. The treatment of the flames 

in some respects is simpler than that of the flames of the prabha ofPuiijai N a~e~a. This 

single piece of evidence should not, however, be taken as the basis for assigning this 

bronze to a period earlier than the other Na~e~a, because a majority of other details, 

• 
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as mentioned above, point definitely to a date somewhere about the first quarter of the 

12th century A.D. 

The items which remain to be noticed are the Apasmara Purusha and the 

padmiisana. The former is small but is of the type of the dwarf seen in the Punjai 

Natesa except for the face. The'padmiisana is noteworthy because its lower row of 

petals is done with a bulging out at the bottom of the petals, which gives the impression 

that this part is like an inverted bowl. The workmanship ofthe petals is characteristic 
v . 

of similar designs of the period, and this is evident from their subdued treatment. Thus 

it is clear that this bronze is not only a fine specimen of the art but also a significant 

specimen at that. 

A few intersting Buddhist bronzes from Nagapa~t,it;tam seem to belong to this 

period. Amongst them may be mentioned two Shadaksharl Lo.ke~varas illustrated on 

Plate IX, Figs. 3 and 4, the Avalokite~viira shown on Plate VII, Fig.3 and the Tara of 

Plate XI, Fig.3 of the Nagapa~~inam and other Buddhist Bronzes in the Madras 

Museum by Mr. T.N.Ramachandran. 

The description of the first Shadaksharl LokeSvara, height 14.7 em, is contained Fig. 197 

on p.50 of the above book. 

It is however necesary to ~ention here the fact that when compared with the 

bronzes to be examined presently this bronze is obviously singular in style, and its 

decorative details are full ofinterest. In fa~t amongst the numerous bronzes belonging 

to the Nagapa~Fi~am hoard, there isno other piece which is similar in every respect 

to this. It may be assigned to the end of the first quarter of the 12th century A.D. 

The second Shadaksharl Loke~vara 1, height 9.2 cm, is a~parently a product of a Fig. 198 

sthapati different from the one who made the previous figure. It is easy to know that 

there is at least a difference of a few years between them; but it must be said that the 

present bronze', in style and decorative details, is more or less akin to a number of 

bronzes dealt with above belonging to the early phase of the later ChoJa period. The 

treatment of the strand of hair falling on either side of the shoulders and the uttariya 

ends hanging in front on either side of the padmiisana prove that this 'bronze is later . 

than the above Shadaksharl LokeSvara. The manner in which theja!lirmaku!a, the 

1. T.N. Ramachandran. op. cit., pp. 50-51. 
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necklaces, the keyuras and the face are done is akin to that of the Chandmekhara . " 

(Fig.192) from Okkur noticed above and the Avaloki~vara (Fig.191) from Nagapil~~ 

and other bronzes to be dealt with below. The modelling and proportions of the figure 

are good. But when compared with the previus figure a certain amount of constriction 

is apparent in the treatment of the folded legs. Nevertheless the smooth curve at the 

knees in doubtless due to the persisting traditions of the art of earlier periods. The 

garment is heavier in this figure and its f~lds are indicated by less prominent grooves. 

The bows on either side are not ornate. Attention does not seem to have been bestowed 

on the proper depiction of the keyuras. It is however interesting to note the manner in 

which the nipples are done here because in quite a number of bronzes of this period this 

feature is met with. The lotus held in the upper left hand is simpler than that of the 

previous Lokesvara but equally beautiful. It is not necessary to mention here the fact 

that neither in this figure nor !.n the previous one do we find the pendent shoulder 

ornanlent. The absence of this somewhat important detail may be said to indicate that 

these small bronzes are but exceptions which prove the rule. This Lok~vara also may 

. be assigned to about the end of the first quarter of the 12th century A.D. 

Fig. 199 Coming to the Avalokitesvarat, height 14.8 cm, it is seen to be an interesting 

bronze in more respects than one. It stands on an iisana which, though designed like 

a double padmasana, is not worked with the petals. The bhanga is not completely tri

bhanga but one approaching very nearly that. The treatment of this posture together 

with poses in which the lower arms are held obviously recalls to our mind the striking 

similarity of this figure to bronzes representingViniidhara of which quite a few have 

been dealt with above. Probably this is a Buddhist counter-part of that Hindu deity. 

The ja:!iirmriku!a is high and its details are clear. The ornament on its fo.ur sides is 

apparently similar to the keyiiras which adorn the arms and which, in style, is similar 

~o that of the keyuras of the previous ShadiiksharI Lokesvara. The flower designs 

worked on either side of the head are peculiar to this bronze. The face is of the 

protruding type and the expression is one of wonder. The large mrikara-kuTfc!alas are 

worth noting. More interesting than these are the beautiful flower designs that are 

shown stuck up on: the strands of hair falling on either shoulder. The kU{£phis including 

the outermost ring are ofthe usual type. The shoulder ornament is present on the right 

side. Theyajnopavita and the udara-bandha are.broad and ornate and they are 

similar to those of the Jambhala (Fig.190) discussed above. The torso is obviously 

1. Ibid ., pp. 48-49 
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constricted as is seen froin the more than one bend in the line olthe right side. In spite 

ofthis, it still retains to some extent the classical qualities of modelling which is borne 

out by the treatment of the chest and the abdomen. ~e arms of which there are four 

are also well conceived and executed wi~h-skill; and their poses add beauty to the 

figure. The aRsha-maza ofthe upper right hand is broken and the ku'!4ika held in the 

upper left hand is simple. 

The legs are beautifully modelled and the postures in which they are shown are 

superb. Though, as ~al the hip portion is subdued, the manner in which the things 

are rendered ancl the lines of the sides are dealt with, is not only commendable but 

more than compensates the defect met with in the modelling of the torso. There is a 

simple loin cloth which however shows prominent, hems. Furhter; though the waist

bands are simple, the sirhha-mukha clasp has aqqarently become very prominent as 

is evident from its wide-open mouth. A very interesting detail of the loin-cloth consists 

of a pair of hanging ends of sashes seen one on each thigh. Their beautiful sway is well 

brought out· by their gentle curves. Though one would expect the knee-caps to be 

shown prominently, here they are beautifully rounded off. The toes are not very 

distinct and there are only padasaras on the feet. 

This bronze may be assigned to about.the beginning of second quarter of the 12th 

century rathrthan to the 13th century A.D. 
. -, /' Fig. 200 

The Tira, height 13 em, identified as Khadiravani-Tara1 or Syami Tara by Mr. 

T.N~ Ramachandran maybe attributed to this period,again on stylistic grounds. No 

doubt, the modelling of the figure is excellent and its proportions are beautiful. 

Nevertheless the facial features, the treatment of the fingers and toes and the 

elaboration of the ornaments are unmistakably akin to those of the bronzes examined 
. , . -

above. The . karaf!4a-m~uta,. the necklace, the channavira and the starands of hair 

falling on either shoUlder are apparently ornate. The keyuras are similar to those of 

the bronz~.examined above. An interesting detail of this bronze is the silken garment 

which is treated in a beautiful manner. Ina number of sculptures of goddesses 

. belonging to this period the garment is either shown with prominent folds in th~ wave

over-wave form or with grooves. Here its plain treatment is singular. The waist-band 

is simple and there is no simha-mukha clasp in it. The loop with a tassel in the middle 

1. Ibid., p. 54, where B. Bhattacbaryya'.lndifll' Buddhi.t Iconography, pp.·106~107·i8 quoted in 
support of this identification. 
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seen in front oneil; foot and theflowipg:endo(uttarlya hanging down from below the 
'. . 

left knee ~re noteworthy. The lotus held in the left hand is realistic. There.are the, 

beaded elbow orn~ents. 

The figUre is seated in lalita pose on.a padm'Qsana.· This Cisana requires special 

noticebecauseofitsexquisitebeauty.Rarelydowemeetwithpadmasanasof this type 

in sculptures ofthis period. Its style is such that when it is viewed independent of the 

figue, it may be taken to belong to an eariier date. But the context in which it occurs 

is late and its presence here proves not only the persistence of ancient traditions but 

also the capacity of the sthapati. The hjinging right foot issuppoited by a smal oval' 

lotus pedestal. There are only padG$ciras on the feet. 

Fig. 201 The figure representing Maitreya 1 height 25.2cm, may be examined next. Its style 

is almost similar to the aooveTara except for the fact that this figure is slightly plump. 

In spite of this, its proportions are good and the decorative details are treated in a 

beautiful manner. These are comparatively simple too. In fact the manner in which 

the kiiita, the kar#his, the loin-cloth and above all the padmasana are done is ~uch as 

to make one think that the figure belongs to an earlier period. Butthe workmanship . 

of-other details such as the features of the face, the 'nipples, the yqjiiopaVlta, the bow 

and hanging ends ofuttariyaand the treatmentofthe h~,mds, particularly the fingers 

and palm, are in the style of the bronzes mentioned above. The noteworthy details of 

this bronze are the beautifully worked kirl.!a, the delicate mak~ku1J4alas, the 

bunch of three stalks of the flowers, the monoUform festoons and tassels and the 

beautiful tri-bhanga pose. The shoulder ornament is seen on the right side and there 

is no other ornament than piidasaras ~n the feet~ 

. In should be mentioned here that the pa4m~anaof this.figure is almost simill:!-r 

to that of the Tara exam,inec;l.above. It is therefore clear that during the period to which 

these bronzes belong the sthapatis designed a variety.oftypes ~fpadm.asanas. The 

simplicity of the style olthe bhad,.qsana is quite ~n ~epingwith th~padmCisanaand 

it adds beauty to thE! .figure. 'l'~ learned author9f the NagapaUiI}-am and other 

Buddhist Bronzes has assignedthisbronze to late·9ho}a period to. the period between 

1070 a,nd 1250.A.D. ButW'e believe that ~ shall nathe far from the real date when 

. we asqibeit to the second quarter of t~ l,2,thcentury A.D. 

1. Ibid., p. 51. pI. VIII, Fig. 2~ 
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The figure, height 53.5cm, said to.represent a Cho!a queen 1 is in the style in which Fig. 202 

the bronzes discussedabvoe are. but it isofa definitely superior workmanship. This 

is due to the subject matter. Beforeproeeedingto examine it in detail, its identification 

requires to be settled. 

It was originally identified as a Cho!a queen. This has been accepted with approval 
. . . 

by the author of the section on bronzes in the book on The Art of India and Pakistan.2 

But though, in the absence of the channavlra, this identification may betaken to be 
- . ,'. . 

correct its presence has a significance in the identification ofthis figure. Ifwe examine 

the portraits of queens that have come down to us, not a single example ofthem8 shows . . 

this detail although some of them are s~n endowed with a· sacred thread as for 

instance the queens of KrishJ?adevaraya4 A channavira is seen on the other hand only - ,- - - -in such bronzes representing RukmiQ.i Satayabhama, Sridevi, Bhiidevi; Rishipatni ,,- .. . 
and Sjta, amongst which there is very little difference. In view of the fact that no 

bronze representation ofKrishpa has been known belonging to this period, this bronze 

may not represent anyone of the former two goddesses. Nor can this be taken to 
, - -

represent either Sri or Bhiidevibecause these goodesses should invariably have 

ka.ra1Jfla mairu~. So; the alternative left is that this bronze probably represents ,-
Sitae That this is a very plausible identification is borne out not merely by the fact that . 

this has chann9vira in association with the dhammilla headdress but also by the fact 
" . orlts extreme similarity to the SIta oftha V a~akkuppaJ?aiyiir Rama group. It is a pity 

that the other bronzes showing Rima etc. of this group have not come down to us. 

The fact is square and its features are sharp and life-like. The eyes are long and 

the pupils are indicated by incised circles. There is a veild smile in the-expression. The 

ears are empty . 

. There are twokaTJ!hls. and a gracefully designed channavira, with a long strip in 

between the two courses, is seen on the body. The navel is sensuous in character, and . . . 

the torso as a whole is IPodelled iIi. a splendid mann~r. Though the breasts are not as 

full as those of the early bronzes representing feminine figures, here their classical 
, ". ," . . , . ' - , 

. quality is revealed not only by the smooth rendering of them but also by the absence 
'. ". _. . . 

of eIPphasis on the nipples. 'rhe treatment of the shoulders is beau~ifuI. Here the 

1. 'J.I.8.0.A. Vol. VI, P. 28, pi XIn and XIV'. 
/. . 

2. p. 75, pl. 57, Fig. 821. 
. 8. T.G. Aravamuthan, Portrait Sculpture in &utI, India, Figs. 2, 8, 5, 12, 14, 21~ . 

4. Ibid., Figs. 21. 
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shoulder ornament is seen on' either side. The arms are beautiful and they are 

· exceedingly well embellished by the pronged keyilraB which show beautiful festoons 

and tassels. Elbowornament&ofwhichthat on the right arm alone shows prominently 

the projecting it, and a long series of bangles on the wrists are seen on the arms. The 

· bimgles ofthis type have been .seen in earlier'bronzes also. The ri~arm is sho?in 

the pleasing lola pose whil~ the lett 8rIll is contracted and heM up with its hand in the 

kCJlakarmudrii. The lines ofthese anns preserve in a remarkable manner the qualities . 

of bronzes belonging toa period of a few decades before. The rendering of the fingers 

is eX<l:uisite. 

The hipl, as is usual in the caseofimape Of this period; are rather slightly beloW' 

normal. Th~ graceful bending of the right leg has made the left hip project out;Dut this 

· has however been kept well under control so as to avoid the bendingofthe line orthe 

, left side too much which, had it been attempted, would have marr0e4 the beauty oCthe 

bronze. The garment reaches to the ankles and it bears be~utifuland clear-cut flower

and wheel designs on it. The girdle is manifold and it is tied in such a manner that a 

crescent-shaped hollow is created just below the navel. In the place of siinha,.mukha, 

there are rows of thick oblong bits which probably stand for gems.' From the l~west . 
· band of the girdle hang down large and wide festoons alternated. by tassels both . 

worked in an excellent manner. The gem-like thing-of the, festoons and the bea~tiful 

pendants attached to t4e·tips. oftne tassels are specially notqworthy. An end of the 

cloth which is tucked up on the right side hangs down with its tip frilled beautifully. 

~ other end of the cloth is seen in between the legs shown as a broad type with' 

vertical lines incised on it. The bhaitga of the figure is also dealt with tastefully. 

Fig. 203 The back view of the figure shows a few interesting details. The workmanship of . . 
the dhammilla headdress is delicate and fine which is certainly much advanced over . 

t~ same detail of the VacJakkuppal}aiyiir sIti. The manner in which the t~~ted hair 

is held, like a 't,un by means ofa horizontal ribbon is beautiful.'But the most interesting . . . 

thingabou~ this headdress is the flower-like ornament calledtirukuppu in Tamil. As 

there are no bralded loeb hiding the back of the neck, the upPer parts orneckla~ are 
......... .. 

a1Sos~n and fro~ the lowernrostone orthem hangs down, the characteristic pendant. 
The details of the channavlra are very clear hete. He~ is also seen the. holding of the' 
girdle by mUM of ~ belt wi!h 'a fou~~raced clasp. . . . 
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Coming to the modelling, its exquisite character is apparenet and the style of the 

hips and other parts is simply grand. The bhanga ofilie figure looks prettier from this 

side. 

The figure stands on a padinasana th~ petals of which show,margi~allines not 

quite in keeping with the spirit and beauty of the figure itself. Nevertheless it seems 

to be the original iisana and suggests that this school of bronzes was not quite 

consistent in so far as the style of the a.sanas is concerned. That this sCMbl was also 

experimenting with fresh lines of approach is evident from the existence of more styles 

of work than one as will be shown below. 

The date of this marveilous bronze has b~en given variously as 13th century by Mr. 

S. GopalacharP and as 13th-14th century in the book The Art ofIlldia and Pakistan.) 

rhe above dsecription would have made it clear that this late date cannot be sustained 

any longer on account of the fact that details of workmanship of this bronze are 

characteristic of bronzes of the early 12th century only, they being very much 

developed in the bronzes assingable to the 13th-14th century ArD::as will be shown in 

the proper context below. Thus, this may be slaid to be one of the splendid specimens 

ofthe art of the period and may be assigned to about the end of the third decade of the 

12th century. 

The next bronze to be examined is that which has been described as Annapij~adevi Fig. 204 

by Mr. S. Gopalachari2• Here also the identification does not seem to be correct. If the 

bronze represents that goddess then it cannot have a headdress as is seen here. For, , . 

representations ofParvati in anyone of her aspects should necessarily have either a 

kara1J-q,a-maku!a or aja!a-makuta. Secondly a representation of AnnapUrna should 
• have also a bO,wl of food carried by an attendant who is missing here. Thirdly an image 

of the goddess is rarely made to stand on bhadriisana alone,becacause a padm7isana 

is more or less in invariable concomitant of such bronzes. Whom else does this 

represen t? The sol ution to this question does not seem to be far off. An important detail 

met with in this figure is the double-faced laddIe, held in its right haJlctA few ' 

sculptures where a woman is shown not only with the laddIe inh~l' hand but also with 

the headdress almost similar to that of the bronze in questIon, are known. We mean 
, I / 

the sculptures representing the scene ofSivE! taking a resplendent form and stripping 

1. J.I.S:O.A .. Vol. VI, p. 23. 

2. Ibid.,pp. J9-20,pl. VIII and IX.· 
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himself of all clothes, going about the quarters of the ~ishis of the Darukivana 

abegging, when the wives of the Rishis, the Rishi-patn1s, haVing become infatuated 
~ . 

with love towards the lord of ravishing beauty I coming out ofthier houses and offering 

alms to the Lord. An early sculpture of this theme is foundjn a temple in a suburb of 

Tanjore1 and in that a ~ishi.patni finds a place. This ~ishi-patnI may be seen to. be 

almost similar to the bronze under discussion except for the absence of the channavlra 

in this bronze figure. The occurrence of a ~ishi-patnT of this type in the Bhiksliil~ana 

sculptures carved on the pillars of the malJtJapas oflater date is common. So,it is clear 

that whe~evera Bhiksh~~ana figure ~n bronze was made, the custom was to have a 

Rishi-patnI figure also associated with it. And the present figure seems therefore to . . 
belong to such a group and hence it is a representation a of~ishi-patnl,not a goddess. 

The beauty of this bronze is apparent and it is unfortunate that its assoc.iate, the 

Bhikshapana,. which should have been a still more beautiful specimen of the art, has 

not been found. 

The face is square in shape and its details are obviously realistic. This realism is 

enhanced by the beautiful seri~s of kutila-kuntalas (tinty curls of hair) that adorn the 

forehead. The ears are empty. Behind is seen exceedingly tastefully dressed hair of 

which the ends are depicted fan-wise with a marginal series of curly hair. Garlands are 

worked, demarcating the circular bandhaofhair from the head and their workmanship 

is fine. The facial expression reveals unmistakably the subtle smile born out· of wonder 

andjoy at the sight ofBhiksha~ana. Thick gem-set kaTJ!hls and a mangaly~$iltra are 

seen on the neck. The breasts, though not full, are treated proportionately and they 

have prominent nipples. This feature, however, has not been seen in this fashion in 

any of the feminine figures exam~nea so far but which becomes a characteristic of 

female figures of subsequent periods. Just because of this feature, it is not possible to 

attribute the bronze to a later period, for a majority of other details do pin to the period 

with which we are concerned. At the most, this feautre may be taken to suggest tha~· 

it has begun to be fashionable from now on. The torso is modelled beautifully but Ute 

lines of the sides have become rather stiff. This is exemplified by the line of 

demarcation separating the hips from the part above waist. This lines has been dealt 

with cleverly as it stilr retains the continuous flow characteristic oflines of the earlier 

bronzes. 

1. P.R. Srinivasan, Importat't wOrk. of Art of the early Clwla period from 'lear Tanjore, in the 
Transaction. of tile Archaeological Society of &llt/, India, i955-57, pp. 51-53, Fig. 6. 
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The shoulders are rendered here as in the previous bronzes and only on the right 

side a slender shoulder ornament is seen. Unlike the Sita figure examiIl~ above, here 

the usual strand of hair with curls and flowers is s~en on either shoulder. As usual the 

arms are comparatively thick and short~ The armlets have the prongs,above and a 

series of (estoons below. There i~ the l/lijl-bandha with a prominent projectio~ on the 

out-side and with a knot i~ front. A set of three thick valayas.~hown wide apart from 

each other is seen on the wrist. The left arm is in lola pose with Hl'\gers bent. The right 

arm is bent up and its hand holds the laddIe. The' poses of the hands are renderd in a 

pleasing manner. 

Just as in the previous bronzes, here too the hips are subdued and the position 

below it upto the tip of the toes may be seen to be as excellently treated as in the SIti 

figure discussed above. No sign of faltering in the depiction of the lines. or in the 

treatment of the mass is seen. Neither does thiS- J>art suffer from any undue' 

prominence given to the knee-joint. The garment is thick and is decorated with 

patterns similar to. those met with in the Sits. (Fig.202). It must be noted that on the 

right leg the garment is seen above the knee while it reaches almost the ankles in the 

left leg. And the end of cloth hanging between the legs is lattached to the left leg with 

its tip just jetting out. The girdle is gem-set throughout and the cup-shaped bend below 

the navel is noteworthy on account of its similarity to the sa~e detail of decoration of 

the SIta 'examined above. ThiS, ~oupled with the designs on the garment, is Ian 

unmistakable evidence to prove that both these figures are probably from the studio 

of a single sthapa,ti. The uttanya however, is flat but nevertheless it has the tassels, and 

festoons. The hanging end of this, seen on the left side; is somewhat d~fferent'from the 

sap..e detail of the SIm, because here it shows designs whereas in th~ latter it is plain. 

The pose of dvi-bhanga is beautifully suggested by the slightly bent right leg and 

the torso. 

It is the back view that brings out th~ glory ofthe headdress as wellSfJ the posture. Fig. 205 

The hair is wo.nderfully well wrought and the circular bandha is not only pleasing but 

also ~ful. ~he manner in which the garland is worn speaks.:volumes about the 

capac!ty of the master mind behind the figure. Alllong the blOwn bronzes of this class, ' 

there is none which can be compared with this for the orginality of treatment of hair 

alone. The hair-doing of the Slt~from Va4akkuppaJ;laiyiir and that of the, SltA 

examined,ahove is no doubt beautiful, but the imagination cJisplayed in the depiction 
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of the headdress of this bronze is really ora higher order . ThEm, the'petails ~fthe kCJ!'~ 

are also·seen. at the back. The pendant is present but it is rather subdued, and 'there 

is not the heart like design at its end. An interesting thing seen r~m this side is that 

the decorative element seen on either shoulder is not reaUyofhair as appears on the 

front side, but is only a curly hair-like design in from which starts on either side from 

the mMgalya-sutra. 

The beauty of the torso is weli brought out in this side, the curving Qf the line of 

the teft;: side and the splendidly smooth ilnd round modelling of the buttQCks adding . . 

charm. Similarly the delicaCy oftreatment olthe garment and the girdl~ is seen atits 

· best on this side. Lik~wisethe excellence ofthe bhahga can be enjoyed better from this 

side. 

The pedestal is JJ. simple bhadriJ8an,a, and there is 'nopadmaBan,a, above it. 

Now it is clear that like the Sita,.this is also an interestil1g specimen of the artoC 

the period underdisc\lSsion and it may be assJgned to the middle of the seC9nd quarlerl . 

of the 12th century A.D. 

Fig. 206 The bronze representing a Cho!a Kingl, height 74 em, may b$ consid~red neXt. It 

. 
',," . 

,. ~". 

, t .. ,,\,,~:" .-

stands on a padmlisana in the sama-bhanga posture with hands kept .in the aftiali 
pose. The' maku!a and the loin-cloth with its sirh.ha-mukha clasp are ornate. In fact 
every one of the details ort~is figure is chiselled extremely welle.g.,tlie n~klets and " 

· keyuras. The face is rather square. I~re.atures are.clear.;cut. The expression suggests 
, . ( 

self-absorption and tranqUillity. There are only two necklets, the uSual ring-like 

necklet seen outermost in the bronzes of this period is absent. :The channav"lra'is, 
. ' . 

however, slender and is treated inthe manner in which such details are dealt with by" 

the sthapatis of this period. 

The torso is notpam'W-!~rly well modelled. The modellingoftbe arms is suggestive '. 

of strength, although the ;;.6p;,ftiOnSort~~shoutdersdonot:se8rJFto fitproperly with 

. those of the chest. The otl1er noteworthy pointsaretheproj~ingnip~les andlhe 

· elbow ornaments. 'lbe ~tter are~ded and they show the ~ingpieces conspicuously. 

For quite a consi~erable time now bionzes with this feature were not metwith~ In fact 

1. It must be ~entioned here th,,;t th~ 1:1~ iilU8b~ on plate facing p.1S! of Marl. Vol. IJt, No. 
" •• is another lJuperblJpeeimeri oCtile cluaOtth~ above diacwiaed bran". It also repre8e1ltis sTtI.' 

,2; .' J.I.S.O.A.~ Vol. VIi pp.22~2a, pI: XIl;.fWeArt of India:tWl ptJ,i.tdiJ. p.74,.p1. 66, Fig. 381.. . 

'<,~. .: ". 

" 
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this seems to us to one of the latest· Bronzes to show this feature,.;bronzes ot the 

subsequent periods, !Showing this detail so prominently being almost nil. Interestingly 

the shoulder ornament is seen on the side only. A flowerJike des~gn is shown between 

the hands which are treated with great skill. 

The ornateness of the loin-cloth is apparent which is brought out clearly by the 

treatment of the simha-mukha and the festoons and tassels hanging from it. The 

border of the cloth isnoteworthy.The ends of the cloth may be seen· to bedealt with 

rather in a 'modern' way. The. defective modelling of the leg is quite obvious not only 

from·the prominent knees but also from·the natural contraction of tile Iin8l5at that 

place. A very important detail of this bronze is its anklet a.eert on tJit, left 'leaOlllyf ' .' . . .,,; 

besides the padasara. This type or'anklet characterises the sculptures oCthewestern 

and eastern gopU1YJ8 of the temple at Chidambaram. A different type of anklet was 

s"n in the two beautiful bronzes (Figs.171 and 173) from Sundarapperumal-kovil 

which was similar to the anklet seen in some of the sculptures from the temple at 

Gangaikop4a-cho!apuram. But from' now onwards this additional anklet beco~es 

more or less a constant feature of bronzes. In several bronzes of subsequent periods, '. ,. 

thi8~ seen on both ankles. But later-day bronzes without this characteristic are not 

uncommon. 

The padmasana is sirtlple but delicately worked; its petals are broad and the 

lIJ,arginallines are rather faint. TIps of petals are not emphasised. As a whole its form • 

and details h~ve been beautifully conceived and tastefully executed. On these grounds 

this may alos be assigned to thS'second quarter of the 12th century A.D. but not to the 

lath century (J .I.S.O.A., Vol. VI,P .22) nor to the 12-13th century (The ArtofIndia and 

Pakistan, p.74). 

The ChaI].9ik~vara 1, height 45 cm, from Tanjore District may be examined here. 

It has been identified as Aiyanar in the catalogue,b.l1t as this figure has the third ey~ 

like the ChaI].~ike'vara (Fig, 112) from Okkiir ,this represents the saint. As the' 

Caialogue says: "This image has all the characteristics of an image of Cho!a type, 

inelqd~g the projecting elbow ernaments," We have, however, to give reasons fol' 

co~ideI1ngthis figure at this place. This chief points in favour of our'attribution are 

.. Cheprolii~~t fa~ialr~atures incJyding the sharp nose,. the heavy but-finely worked 

1. Catalo,w""t28, No.4, where. it is idetitift __ Aiyanir. 

" 

Fig. 207 

{ 
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neclclets of which at leas,t three are in evidence including the lower-most Ka1}thi with 

gems, e)bow ornament, amdtpe rather unnatural manner in which the),ajoopavita is 

bent. A~ov~ all there is the anklet on the leg bent and kept of the pedestal. Unlike that 

ofth~ Cho!a ~ing .this anklet is beaded. The other noteworthy features ofthis bronze 

are\the following:-

The hair is arranged in a beautifulj~a..bha;'a' fashion with rows of curly hair 

shown in tierS crowned by an exquisite £'lower design. The fillet-like decoration too is 

well executed. The face is broad and, chubby and· thesniiling expression is full· of 

scintillating charm. The treatment of the hair which rallsoneither.~houlder is 

pleasingas also that ofkeyuras. The gestures ofthehandsie:, kataka of the right hand 

and the lihuya-varada of the left hand are superb. The modelHngofthe arms however' 

seems to be slightly weak, while that ofthelegs and the rest ofthe body for that matter, 

is nearly perfect and their proportions commendable. In spite of the fact that the figure 

is seated erect, the lola leg together with the poses of the hands coupled, to some 

extent, with the slightly incli~ed parc&uheldih the right hand makes the bronze life

like. This shows that here is a combination oftwo apparently opposite qualites which 

has been naively introduced by the sthapati who must have been not only ftdly 

conversant with the background of the story of the subject-matter but also a past 
, ' 

master in his wor!>. No bows or ends of cloth are seen on either side of the figure. The 
. . , . 

sashes seem to be simple and their knot in front is gem:·set. 

The pedestal which' is a bhadriisana is high and has classical mouldings. The 

dePtession above the rounded moulding is wide and has also theverlical spacers. A 

tall spike It;. seen on either side of it. The style of this pedestal and to some extent that 

of the figures too, give an impression that the bronze is older than the period to which 

we attribute it. The treatment of some of the parts and the decoratiohsbelngtQoprnate 

this may be attributed to ~bout the fourth decade of the i2thcent~rY A.D. Ho~ever, 
, " , ,,' ".' . . ' I '.' " " ' 

we hasten to say again that t~is assignment is n6t by any means conclusive land is 

subjeetto modification should the4uture researches require-it. 

The next bronze which maybe said to belong to the same period as the above is the ' 

standing Umasahita,l ht.43 c~, from Settipulam, Tanjore District. Even at the outset .. 

, the, peeuliar,characteristicsofboththe figures comprising the group wn. be appar.ept., . 

The most important amongst the details which a.re responsible forgiv'ingthia 
" . . . " ... "-,' -"~:'-' \: ' . ., -..": ,. "'" ~\, .,:' ", '. '1' .:-._<; Ai.:' " , " 

1.CaJaJogu.e, p. 104, No. 1. 
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impression are the stifflimbs, broad kWf!his. broad and deeply looping waist-cords, the , 
anklet of Siva and the ornament on either shoulder ofUma. All these coupled with the 

asanas with developed parts make the group look somewhat unrefined and influenced 

by a strong local tradition. In this respect this group is of great interest. 

The ViI;ladhara, ht.SO cm. from Pudiir east in the Salem District may be found to 
. , 

, , 
share a majority of details with the Siva of the above mentioned Umasahita W,ig.20S). 

Here however the modeleing is better and the facial, features are more beautifully 

depicted. Interestingly here anklets are seen on both the legs. Moreover the beautifully 

swaying end of the waist-band seen attached to the left thigh is a noteworthy feature 

which is found to ~haracterise some oflater-day specimens. The asanas are somewhat 

unrefined and the padmlisana has become very high, rather unusually·high. This 

bronze may be assigned to about the same period. , 
The Chal)~ike'vara, ht.59 cm. belonging to the Eton College! which is dealt with 

at lenght by the authors of the Catalogue who have said that this, together with two 

other ChaI].q.ike~vara bronzes which also their show hair fastened behind with a 

ribbonjust as in this bronze, seems to be "more or less definitely ofCho!a type". seems 

to belong to this period. This is borne out by the emphasis laid on angularities as for 

instance the elbows apd knees, by.the inartistic decorative details and the very poor 

workmanship of pedestal. The last mentioned item, however,does not 'seem to be 

original. The stance and expression of the figure are attractive enough to make it one 

of the good specimens of the art as obtained during the second quarter of the 12th 

century A.D. 

The Surya 56 cm high, from Hari~chandrapuram, in the Tanjore District stands 

in sama-bhanga pose just like avishIfu. This attitude might be taken to suggest that 

both are considered as more or less identical in conception. In fact Siirya is also called 

SuryanarayaI].a. Noteworthy features of this excellently' modelled and highly 

proportionate bronze are the nimbus behind the head, the 'characteristicallytapering 

karaTJ4a-maku!a. the shoulder decoration occurring on the right side only; rather 

heavykaT}!his. b~utifullyswaying yqjiiopavita, ornate siinha-mukha on the waist-

, band,_ the looped sash, and realistically depicted bows and ends of cloth on either side. 

More 'interesting than these are the lotuses held in the two hands. They are 

exceedingly realistic in workmanship and may be said to be superb specimens oftheir 

1. CataJoglte,pp. 131-32, No.8. 

Fig. 209 

Fig. 210 

Fig. 211 , 
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kind. The manner in which the fingers holding them are depicted is also beautiful. 

Added to these, the padmasana on which the figure stands, is also a good specimen of 

its kind. In short, this figure is not only interesting fr<;>m the point of view of 

iconography but also a remarka1?lework of the period to which the above figure 

belongs. 

Fig. 212 The ChaI)~r~ekhara, in the Musee Guimet of Paris, is an interesting specime~ 
because of the inscription it bears. It has been dealt with inthe Catalogue on pp.l00-

01. The inscription means as follows:-

Fig. 213 "Hail! Prosperity! The go~ of Hastichlilai, i.e., Hastigalai (elephant-stable) {who 

ia} carried in srI-bali (procession) in the local temple ofPhalabharI~vara (Siva) in the 

village of Aru!mo.lidevapura". On palae~graphical grounds this inscription is assigned 

to the later ChoJa times, and consequently the bronze is to be dated to the same period. 

The decorative details such as broad ka'f~hls swaying ornament on each shoulder, the 

unrefined modelling, rather stiff posture,the anklet on the left leg and the badly 

finished asanas which are characteristic of the bronzes of this period, go to support the 

above attribution. However the two hanging ends of the waist-~ord and the chain-like 

piece hangiI\g in between the legs are beautifully worked. At the back the ~ir~-cakra 

the schematic arrangement of the hanging strands of hair and the modelling of the 

buttocks are also well done. The slender chain without a pendant hanging from the 

back of the neck is noteworthy. In general, this bronze is akin to the §iva of the 
.' 

Umasahita group from Settipulam and the VIpadhara from PudiIr East. This goes to 

show that it belongs to the same period as the latter. 

Fig. 214 The bronze group ofPradoshamurti, ht about 50 cm, from Vena~agaram, Tanjore 

District is a pretty little piece belonging to the same period. The Siva stands in 

beautiful ~r.i-bhanga and in the attitude of embracing Parvati. His ornaments may be 

seen to be similar to those ofthe Vl~1idhara from pudar East(Fig 209). But the anklets 

are not seen here. Parvatltoo stands in the beautiful tri-bhanga and her workmanship 

is seen to be akin to that ofthe Urns of the Settipulam groupCFig 208). Unlike the latter 

here the modelling is refined and the'detaHs are chastened well. The manner in which 

the~hip' and breasts are treated is superb and this quality is enhanced by the beauty 

of the drliperies and realistic fl~xions. The flat jJrabha with a series of big square 

perfo,rations in its middle and'shoWing'twenty four flames each with three tongues, 

. except the top-most'cme which has five tongues, is an interesting specimen oUts kind' 
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and its style being characteristic of the prabhaofthe period, it also helps in assigning 

the bronze to about the middle of the second quarter of the 12th century A.D. The 

padmasana is also well done, bilt theohadrasana shows definite signs of stylisation. 

The Vrishavahana, without consort and Nandi, from Gangaiko~~achoJapuram 1 is Fig. 215 

another interesting specimen oCthe period both for its icornographic spe,ciality and for 

the beauty of its workmanship. The striking feature of this piece is its si.mplicity. 
I 

Secondly this is the first image of this aspect of Siva to show four arms. Previously two 

Vrishavahanas one from Tandantottam and the other from Tiruyenkadu (128) have . . . .. . . 

been seen, which have only two arms. Thirdly the latter as well as the one from 

Vedara~yam2 stand leaningoh the right side whereas here the figure stands leaning 

to the left which has necessitated the showing of the lower right arm in kapy
avalambita pose whieh has been treated beautifully. The other arms, shoulders and 

the torso are all executed with consummate skill. The legs to.<> are treated in a superb 

manner except for the prominence giventothe knee~joints. The posture of the left leg 

crossing the right one is rendered in a splendid manner. In all these respects as also 

in the simple shorts, this figure is akin to the chola king (Fig. 206) although from the 

,artistic point of view this is certainly superior to the other. 

The Nate~a, heigpt 38cm from Tiruvalanga~u which is smaller than the other Fig. 216 

Natesa (Fig 164) from the same place discussed above may be taken up now. It is one 

of the images referred to more than one in connection with the problem of dating of 

bronzes by the authors of the catalogue pp 59-60,110-11. It is not now in the Madras 

Museum. A brief description of it is given by the authors on p 113. It is necessary to 

add a, few particulars to that description. Even at a glance its features suggest 

effeminacy ra~her than exuberant dynamism which is apparent in the Na~e~as such 

as the one from Tiruppana~dal not to speak of the magnificent Na~§a from Tiruva1aIiga~u 
itself. The upper left arm is held rather.low while in otherNa~ebs it is stretched out 

fully. Jatas being absent in this too, it. is impossible to say anything ,about its 

decorations including the representation of Ganga. The strands of hair seen on either 

shoulder not only hang low but also are ornate. There is a pair of pendent strings 

hanging from the right shoulder in fron t. They are however treated .in a way different 

from that of the stringofthe bigger Nate§a. The arms and the torso are well executed. 

1. K.A. Nilakanda ~a~tri. op. dl .• Fig. 69. 

2. O.C. Gangoly, South Iridian Bronzes, pI. XCIV. \. 
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Here also the flowing ends olthe stomach-band aremissingdue to the breaking away 

of half of the prabha on the proper l~ft side.Thplegs and the feet are modelled well but 

there is the constriction of the lines at the knee-joint and ~ts consequent projection 

which is a characteristic of bronz~s of this period. The toes and the padasaras of . 

several kinkiTfis are treated in an exquisite manner. A very interesting and noteworthy 

decorative element is seen on the right leg, above the ankle, which is not a nupura 

(anklet) but usually called as kihkirif. It must be mentioned here that among the 

bronzes dealt with above, some possess one more ornament on the leg besides the 

pOdasara, and only one of them shows·an ornament of this type namely the Bhiksha~na 

from Tiruvel}kaqu and it is co.nspicuously absent from Natesa bronzes. On the other 

hand, especially in the Na~~as belonging to subsequent periods, this ornament is 

invariably met with. Not only is it absent from early bronze Na~$as but from early 

stone Na~e~as also. A beginning of this detail is noticed in a few §aivite icons found 

amongst those occupying the niches of the western gopura of the temple at Chidambaram, 

which is the earliest of the fourgopuras of the place datable to about the middle of the 

12th century. By the time the eas terngopura ofthe same temple was completed, which 

happened round about 1200 A.D., this feature become more prominent and regular in 

the icons representing various aspects of~Hva. In the sculputures belonging to the 

north and south gopllras of the.same temple which may be assigned to a date 

somewhere between the first and the third quarter of the 12th century A D., this 

feature gets modified.! In addition to this detail,the style ofth~ prabha of this Na~a 
which is of the variety showing perforations along ib outer fringe and the style ofthe 

flames coupled with the insignifcant dwarf and cup-shaped lower part of the padniasana 

indicate a date about the middle of the 12th century. In the light of this, the statmenet 
, 

contained in the Catalogue that lethe maker of the larger and more elaborate one was 

acquainted with the smaller, or possibly with some earlier image which influenced 

both. (and) the presence of long necklaces suggests a Vijayanagar or later date for 

these images" (p IiI) requires modification. For, this smaller Na~eSa is definitely later 

than thebiggerom~; and theNa~e~asofVijayanagar times, as will be shown in the 

proJ;r Context below, havehighlydeveloped details as for example the very much 

developed headgear which i~unmistakableinthe Na~e~a.rrom Belur(Fig 294) dated 

to 16th century A~D; 

1. . Confir:;ti~n-of"ffiis"Viewwas_Jn!'Ee possible by an examination of photographs of quite a 
. significant number of sculptures of all the fourgopltras •• Mr. James C. Harle of the ~ord . . 
. University who made this collection ofphotographs was kind enough to show them to me, and I am ~ .. 

thallkfultohim for this. 

' .. 
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The standing Umiisahita group from Peruiljeri, Tanjore District may be said to Fig. 217 

belong to the same period as the above Na~e~a. At first glance, the gI'Qup would seem 

to have an ancient look. This is due to the beautiful proportions and refined decorations. 

But the high and ornateja?ii-maklf-!a the unnaturally $wayingyajfwpavita, the thick 

cluster of kaJJ-this and the poor disposition of the arms of Siva are found to be 

charcteristic of bronzes of this period. Uma's figure, however, is excellently modelled, 

which is evid~nt from the proportionate arms and legs, beautiful breasts and broad 

hi ps. Even the elongate kaTYl{t!ia-maku.ta is in the nature of adding to the gracefulness 

of the bronze. The fingers ~re tender and life-like and the poses of the arms are 

remarkably realistic. The drapery and the festoons on the waist too are executed with 

taste and refinement. The two asanas of the figures are also well finished. Thus this 

group may be said to be one of the few o~tstanding Umasahita bronzes known. It may 

also be attributed to about the middle of the 12th century A.D. 

At this juncture the group of Na~e~a, ht90cm, and Sivakamasundarl, ht 73.5 cm Fig. 218 

from MelapperumpaHam, Tanjore District, requires examination. This Na~e~~ fS of a 

peculiar type, with a small head,jatiis not spreading on either side but falling at the 

. back and accompanied by a couple ofga~as playingon musical instruments. This is the 

first example oCthis type that we examine here, and there are innumerable specimens 

of this type in several·temples especially in the Tanjore District. Though this b.ronze 

is found to be defective in many respects such as the disp~portionate limbs,· t~e 

unnatural manner of crossing of the uplifted left leg and the stylised end of stomach

band seen to be long enough to extend upto the bottom of the left prop of the prabha, 

it has some very interesting features too. Amongst them are the beautifully done 

fingers, the early manner of holding the kettle drum the simple decorations on the 

head aJ)d the body, thi"beautiful udara-bandhaends attaching themselves the pnwhCi 

the padasaras with kinki['i and the characteristic calf ornament wits a single kinki1Jl 

As has been said above the last mentioned item has become an invariable feature of . ,. . .. 

Na~esas proQuced from this period onwards. 

The Apasmara Purusha is of small size but his features are realistically executed. 

Theg~as, the one on the properleft playing oncympalsand the other on the proper 

right playirig on pot-drum (ghO!amin Skt, Ku!ia-muJa in Tamil) are also shown in 

expressive gestures. 

The most interesting item of the fi~re is its prabhCi w6ich is of the tubular variety 

. possessing onlyninet9f!n naples on its outer ed~e. Each llame·hasonly three tqngues 



" , ' ' , 

348 " Bulletin, Madras Government Museum, [N.S., G.S;, VIII, 
.. ,.,.' .'." ': . \. ;.... , ' ,.: ",: .. ' .. . ,. '.' " " ; 

except the one at the "apex, which is flve-:-toI)gUed. The manner of depiction of the . . " ,',. . '. ~. , , . \ . ,: ' " , 

prabha., in a beautif41 ,arch-like form, if! apparently due to the strong and persisient 

old traditio~,~ndprqbh&';ofth~ t)rpe a~ rarel; met with in the subsequent periods. 
, - " ~ . 

It is attached.: to an oblong asana showing a cornice-like part worked into petals of 
, , " . . ".; , , " . 

lotus. This is-rather peculiar. But the bhadr'd$ana, on which this &ana which is 

moulded togetl~~~'with the' figure and thep'rabhCi is placed, is still more peculia~, as it 
J , ,,)' • 

shows petal decoration ,at its bottom, a feature which is found to characterise the 

bhadr&a.n~ of much later periods. On account of this, it is ra~he~ ~imcult to say if this 

separate iisa,na is oriWnaI. 

Fig. 219. " It is the Sivakimasundarl of this group that is more attractive alid a more 

beautiful specimen than the~Nafe~a. Except fot the somewhat heavy ornaments like 

the necklaces and bangles, the figure asa whole is noteworthy for its noble features 

. such as slender but proport~onate limbs, beautifully modelled torso with full breasts 

and hips, realistic fingers, calm and beautiful expression, drapery with characteristic, 

lines: sug~sting folds, the gem-set waist bands- froIn' which hang fin~ly worked 

festoon~ and tassels ~nd the beautifully swayingyaJiiopav"lta. The shoulde~ ofnament 

is seen only on the right side, w~ich is an early feature. The very flexion in which the 
." t·, '..,' . . 

figure stands is graceful and this gracefulness is embelli~hed by the kataka and lola 

poses of the right hand and left arm respectively. The workmanship of the two &anas 

is quite in keeping ,with the tenor of ,the figure, the petals of the padmlJsanabeing 

especia11y well finished. This figure is therefore a remarkable example of the art as it 
• ol ' • .). , 

obtained, about the middle of the .12th century Ai"J. 

Fig. 220 The figures of the SOmaskanda group, ht 50cm, from Veniir SeruvaraHn the 

Arantangi Taluk of the Tarljote District have features very similar to those met with 

in the Umasahita from Perunjeri (Fig 217) discussed above and this therefore may be . 

attributed' to about· the' same' period. 

, Fig. 221 The PirvatT, ht 7Scm, from the same place is seen to be akin in several respects 

to th~ Siva-kimasundarT Fig (221)Qf the 'MelapperUmpanaJ!lNat~a group~ The 

differences iii detail met with here are\the presence of the shoulder ornament on both 

sides; the dtaperymarked byadouble parallE~lliile and the somewhat ornateasanas. 

In modellin,k- .:and" stance, this figure s~ to be even better than the 

Siva'kamasundari. The form of the face and the expression there, may be s9-id to be 

identieal with those of the other figure; This bronze may also be-dated to the middle 

of the 12th century A.D. 
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Here we should eamine the pretty little figure representing a human being from Fig .. 222 
l . . .... 

the Siva temple at K09.umw;li in the Coimbatore District. Quite a few remarkable 

bronzes of an earlier date from the same place have already been dealt with above. 

According to local people this figure is said to represent Ka~~appa-nayanar. A bronze 

representipg that Saiva saint from TiruvalangaQ,u (Fig 180) has been dealt with 

above. Though between these two figures there is a semblance of identity of workmariship 

and details, the latter one has significantly its hands in afijali pose and its shows a 

dagger tucked up at one side and wears a leather apron and chap.pals. The figure under 

discussion holds its right arm bent at right angle to the torso and the left arm bent and 

kept at a higher level. Each is held in the posture of,holding something. Besides, the 

figure does not show either dagger or chappal or apron. On the other hand,. it wears 

a finely worked shorts with waist-bands of exquisite quality. In addition, there is the 

rosary of beads on the neck hanging beautifully on the chest, the simple armlets and 

the fine elbow ornament with a small projecting piece. The hair is also dressed in a, 

beautiful manner. So, from these beautifully worked ornaments and drapery, this 

figure may be taken to repres.ent not the hunter saint Kal).l).appa-nayanar but some 

one else. This coupled with the poses,ofthe hand which,are suggestive of holding the 

cymbals, may be said to show that the person represented here is Sundaramiirti-

,nayanar. 

The modelling is slender but proportionate. The flexion (abhanga) suggested by 

the slightly bent left leg is graceful. The facical features are clear-cut and the torso, 

especially the chest 'portion, is executed well.The modelling of the -shoulders is 

characteristic of the bronzes of this period. The most interesting detail met with in this 

piece is the anklets seen one on each ankle. This was not p'resent in the Katl~appa

nayanar or other figures of earlier periods, but which becomes a regular feature of a 

majority of figures of the later periods. 

The back view of this piece shows the peculiar manner of dressing up of the hair' Fig. 223 

which is also a characteristic ofSundaramiirti-nayanar. The beauty of the modelling 

is clearly seen in this side, especially that of the back suggests power. As in the case 

of all the bronzes representing subsidiary figures, here-too the asana, is not well 

worked, although its form is quite pleasing. Thus it is a rare example of the art and it 

may be dated to the middle of the 12th. century A.D. / 
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., 
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The beautiful bronzeNate~al now in the Victoria and Albert Museum, South' 
. .'. . . 

Kensington, London may be considered now. Due t~ the excellence of photograph and 

to the uniform weathering of the figure, the bronze has a silken soft lQO'k,although its 

modelling suffers from many a defect. For instance, the arttlB are short and their lines 

are ru~ged as is obvious in the upper and lower left. arms; the same is true of the legs 

too and itisapparent in the.upiifted left leg. The manner in which the latter is disposed 

is not at all artistic because instead of stretching the leg sidewards, it seems to be 

jutting out too much' in front. However, it may be remembered here that such 

defici.encies have begun to characterise-the bronzes ofthis period and they abound in 

those of the subsequent periods,'Thus from now on one can see the gradual decline in 

the standards of the art. 

The special features of the bronze are.as follows: The face is ofthe protruding type 

of the period but its rounded features are beautiful. There is only a single row of 

feathers. in the head arranged makuta-wise. not fan-wise. The whirling,~ocks,five on 

each side, are also shown in a manneristic way and they are decora~Eklwith leafy 

design, the most int~restingdetail here is the big-sized mermaid inafljaii representing 

Ganga shown at tl,1e top right ofthe prahhii, which is quite a novel wa~f depicting the -

detail. The characteristic broad kalJ-th[ and the shoulder ornament on the right side 

only are seen. As usual thekett1e~dru~ is held by the fingers. The stomach cloth is 

simple and both of its ends, with a single wave, aI'&--attached to jhe prahha The shorts 

and the waist-cords are nicely worked. Interestingly instead of apiidasaraof kinki~,. 

an ornate pooasara is seen on each foot. Besides, there is on each anklet, an ankle 

without any kirikilJ-iattached to it,adecoration which has becotne a characteristic,.Qf 
. , 

the bronzes of this and subsequent periods. 'i'heprcibhli is also simple and is neither 

flat nor tubular, and it does not have any perforated part aslii the smaller Nat.e'a from 

Tiruvalangiiqu fig 216 There are twenty-one flames, each with three ton~es, ~xcept 

the topmost one which has--ijve, frin~ngthe outer edge of the:prahhii.They are 

however not particularly well finished. But the form oftheprabhii is oftheancient oval 

type similar to that of theVelirnJia{l~i and other Na~eSasnoticedabov~. Interestingly . 

it is attached to the oval-shaped sinallpadmCisanaofwhich the petals are wOrked thick

and somewhat realistically, 

'" 
1. Itis reprodu~ onpl. XXVI and}p{VIIA and on theja'cket of the book entitled-Tile woi,der t"al.was 

India, by A.L. Basham and as pJ. 14Airi V.A. Smith's Oxford History eflndia(Oxford University. 
~~ . . 
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The Apasmara Purusha is well-modeled but the details are not clearly seen. This 

bronze may be assigned to the beginning ofthe third quarter of the 12th century A.D. 

Now we shall examine the Rama and Slta from Ma~kkal in the Nannilam Taluk 

of the Tanjore District. The other two figures representing LakshmaJ;la and Hanuman 

have not been discovered. In both these figures the striking feature is their heavy 

modelling. Otherwise they are found to be.excellent examples of the art. Their size is 

considerable, Rama being 114 cm high and S1ta 83cm high, which shows the extreme 

heights to· which the technique of making images in eire perdue method had reached 

by the time they were made. 

Rama stands in the slight alicJha posture which is beautifully depicted, as is seen 

in the dextrous m~nner in which the right hip is dealt with and the beautiful way in 

which the left leg is bent and shown as though moving with steadied steps The 

om;;lments are however depicted in very low relief although their details are interesting 

and beautiful. Of these the siinha-mukha knot on the waist-band and the festoons are 

noteworthy. The shoulder ~rnament is seen on both sides here. The face shows rather 

sharp featqres and the manner of showing the eyes and lips is not good. The kiri1a is 

high and stylised but it does not look very ornate as in some of the later-day figures. 

There are the usual broad ka1J!his and the wavy form oftheyajiiopavlta is beautiful. 

The torso is powerfully moulded and a noteworthy feature is that as in all previously 

noticed images here too there is no mark on the chest, one which appears in some of 

Fig. 225 

the later-day images which wil be noticed below where its singificance will be Fig. 226 

indicated. At the back the modelling and the workmanship of the decorative details 

are clearly seen. 

That Slta is also by the same hand is unmistakable; all the beauty of modelling and 

decoration met with in the Rama is markedly seen here also. The details that are 

special to this figure are the beautiful tri-bhanga pose, the bun-like dhammilla 

he.address of which the full glory is seen only on the back, the ku!ilatkuntalas, the 

mahgalya-sutra on the neck, the long and slender hara of thin beads, shown twisted 
I 

in' a beautiful manner in between the breasts which are themselves sensuously 

modelled as full and rounded and not in an atrophied manner as is seen in many of the 

later-day figures of goddesses; the mekhala made oflinkaof elongated diamond shape, 

the broad hips enclosed by smoothly flowing line&, the thick series of close-fitting 

bangles on the wrists and a similar type of anklets on the ankles. At the back (fig 226) 

Fig. 227 
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the depiction of the headdress· and the modelling of the part below the waist are 

specially noteworthy. Each of these two figures stands on apadmasanaofwhich the 

petals are shown only by meaIls of grooves which is not quite asatisfactoryIIl~mlerof 

doing this important detail. 9n grounds of style, these two remarkable bronzes may 

be attributed to the middle of the third quarter of the 12th century A.D. 

The Sivakamasundari, forming a group with the beautiful Nate~a (Fig 137) in the 

Big temple at Tanjore may be examined. Its affinity to the SivakamasundarI (Fig 219) 

from MelapperumpaHam noticed above is great. But here we find sharper features 

such as those of the face and a greater. Orateness of makuta etc., besides the more 

developed or newer ornaments like the presence of the pe!ldent string on both the 

shoulders. Hence its attribution to this period. The padmasana is, howevers specially 

noteworthy. In view of these, this may be assigned to the beginning of the last quarter 

of the 12th century A.D. 

I 
Fig. 228 The Parvatr (or Sivakamasundarl) from Sivapuram may also be assigned to the 

same period on grounds of style which is seen to be almost identical with that of the 

above figure. Of the details, especially noteworthy are the beautiful bhanga, the full 

and well-modelled breasts, the beautifully swaying yajfwpav[ta, the drapery with 

folds suggested by fine lines and the two finely depicted hanging ends of waist-band 

seen on each thigh. The last mentioned detail characterises the figure sculptures 

especially of the west gopura, attributable to the period under discussion, of the 

Chidambaram temple. 

Fig. 229 The Somaskanda from the temple of VaittT~varan kovil in the Tanjore District 

seems to be another beautiful example of the art, belonging to the last quarter of the 

12th century A.D, All the three figures forming this group are excellently modelled and 

are of beautiful proportions. Siva.is majestically seated and hi~ finely workedjCz(a

makuta, ornaments and poses of hands are superbly delineated. Umii's posture is 

equally well executed and the noteworthy features of this figure are the ke;amakuta, 

the full breasts, the beautiful posture of the left arm and.prominent wheel designs on 

the drapery. The utkutikasana pose is also very natural. Both these figures have the 

shoulder ornament on either side. The figure of the little Skanda is also interesting. 

Fig. 230 Instead of the usual erect or slightly dancingform in which he is shown inSomaskanda 

figures, here he is dancing in the caturrL mode, with the right leg slightly lifted up and 

the left arm shown in the dancja-hasta fashion.The hair is arranged as ke~a-maku!a 
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fashion and the other features are beautiful. The back view of this group is interesting 

as it shows the hanging strands of hair on the back of the neck worked in the ancient 

style. The {isanas are intrestiiig, and the bhadrCisana is to be specially noted because 

its lower-mos t moulding con tains the peculiar decora tion in the form of a series oflotus 

petals. This is met with for the first time here and it becomes a characteristic of the 

same Cisana of a majority of bronzes of later periods. 

The figure representingvinadhara1 height 66 cm, from Vadarangam,l Tanjore Fig. 231 

District may be examined now. It stands in tri-bhariga pose which is obviously 

graceful. Its workmanship is simple and the details are clear-cut. This style of 

workmanship is characteristic of the bronzes of this period., Though thejata-maku{a 

is high, the emblems on it are not conspicuous. The face is definitely. oval and its 

fea~ures are bold. A number of sculptures of the east gopura 'of the Chidambaram 

temple may be seen to posses similar facial features as well as the finish of this bronze. 

Then there a.re the thick necklaces of the type met with in sculptures and bronzes of 

this period. The treatment of the other details such as the yajfwpauita is beautiful. 

Especially noteworthy is the shoulder orn~ment. There is the usual string on the right 

shoulder. But it is the strand. of hair with three twists in its tip treated in a s-qperb 

fashion that if:! most pleasing. The treatment of the arms and their dispostion are 

likewise well done; the fingers of the hands, particularly those of the two lower hands, 

suggesting the playing on the U1IJ-li, being rendered as if throbbing with life. The 

armlets show foliated heads which are exquisite. 

The style of the legs will be found to be akin to that of the Somaskanda (Fig.229) 

examined above which shows a smooth tapering down with a slight emphasis on the 

kneecaps. This loin-cloth is decorated with "a single row of rather widely spaced 

wheels, with an additional pair, slightly larger and more conspicuous, at a higher level 

on the most prominent part of the buttocks". (Catalogue, p.108). The sashes are simple 

but the sirhha-mukha clasp in front is interesting because of the developed loops 

ema~ating from its sides ap.d of the rosette-like pendant from which hangs a long 

beaded string which is attached to the left thigh. Another interesting feature is the 

Q.eaded cord that hangs low in a br<?ad loop on the left -sid~ and a similar but shorter 

one on the right side. Further, the manner in w:hich the border of the loin-cloth is done 

is also noteworthy as its hem is beaded. 

1. Caialogll£!. p. 108. 
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The padmasana of this bronze may be seen to be akin to that of the above 

Somaskanda with its petals indicated by inconspicuous lines. The bhadrasana is very 

simple. 

It is necessary to refer to the nipples of this figure which are rather prominent. In 

none ofthe bronzes noticed above have we come across this feature; but quite a number 

of bronzes belonging to later periods, to be examined below, show this prominently. 

The occurrence of this feature in this bronze may simply be taken to prove the 

beginnings of it here. Hit is not for its excellent modelling, r(;lstrained decoration and 

the charming posture, this bronze may have to be assigned to a later period. In view 

of the similarity of its style to that of the above mentioned Chidambaram sculptures, 

this may also be dated to about the last quarter of the 12th century A.D. 

At this juncture two interesting bronzes require consideration on account of their 
I 

style. They are a trident with the representation of Siva as Pradoshamiirti (or 

Alinganamurti) in front, from Tirunelveli, Tanjore District and a Nandi which should 

have originally formed a part of the group of /Siva as Vrishabhavahana from 

Tiruvanmiyiir, chingleput District. 

I 
Fig. 232 Though the trident is merely an emblem of Siva, its conception and execution are 

Fig. 233 

apparently of a high oJ;der. The beauty of the semi-circular prongs of which the lines 

flow in a rhythmic manner and of which the tips taper in a graceful fashion is enhanced 

by the prong in the middle, which though erect, is relieved of its 'monotony in a clever 

but artistic way by the two diamond designs introduced in it. The bottom ofthe trident 

is equally well designed and the proportions of its mouldings are simply grand. 

Coming to the miniaturePradoshamurti group, apparently the sthapati had not I' _ 

spared any efforts in delineating the figures of Siva and Parvati not o~ly accprdingto 

the rules of canons but also as beautiful specimens of art and a fine composition at that. 

A glance at the figure of§iva will show that its style is almost completely identical with 

that of the Vil}adhara examined abov~, including the tri-bhanga pose. Though the 

Parvatl figure is less clear eno'ugh, ~its details which are seen, 'Show it to be charming. 

That the sthapatiwas a remarkable man, one who was capable of making such minor 

works of his, too, like this trident, gems of art, is proved by the exquisite sketches of 

foilage on either side of the Pradoshamurti group. 

The Nandi" from Tiruvnnmiyiir, Chingleput District, is equally interesting from 

the point of view of modelling and decorative details which include the three bands 
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with bells shown round the neck, below the hump and at the back and the seat on the 

back which is tide by a ribbon with the knot prominently shown on this side apd the 

kinkirl,s on all the four legs. Each pair oflegs is made to stand on an asanashaped as 
i 

a double lotus. The other interesting detail of this quaint bronze are the face with the 

tongue shown as iflicking the left nostril, th~ fat hump with its muscles indickt~d by 

a deep C\lrl and the tail of which the hairy tip is shown entwined to the right hind leg. 

Of all its features of the pose of Nandi is majestic. The expression on the face portrays' 

clearly the bovine innocence. Above, another Nandi belonging to the Vfishabhavahana 

group (Fig.67) from TaI)<)antottam has been noticed .. When ~o~pared with that, _the 

Nandi under discussion, will be seen to suffer much. Nevertheless, that it is much 

better than those belonging to later period will be evident when it is compared with the 

Nandi of the V~ishabhavahana group ffom Vedaratlyam.l Just as in the case pfother 

Nandis this is also probably made according to the h~pow cast process. 

The Nate~a belonging to ~he Dharltmapuram Adhlnam may be eXamined now. Fig. 234 
, 

The most glaring detail'ofthe figure, namely the prahhii has assumed almost a perfect 

circular form and there are twenty-seven flames in it. Each of the flames except the 

crowning one, shows five tongues. The top-most f!.ame shows clearly six tongues 

although there must be one more which is but slighty rndicated on the proper left side. 

I t may be mentioned here that the flames of the prahhas ofNa~e~as and of many other 

figures belonging to subsequent periods show five tongues except in a few cases, as for 

instance the dated Nate~a from Beliir (Fig.294) to be discussed below, where their 

number is four although even in that the crowning flame has, obviously seven tongues. 

The next details is fhe feathery crown. It no doubt has two rows of feathers one above 

the other but their fan-wise arrangement and subdued treatment are noteworthy. The 

double row arrangement of feathers is found is almost all the Nate~as beginning from 

the Nate~a (Fig.137) in the Big Temple at Tanjore, although such Nate~a as from 

Ttiruvalangac:lu and Puifjai show only a single row. Further, its top is connected to the 

prahh'fi only by a metal piece and it is clearly removed from the prahha, a feature which 

characterises almost all the later Nate~as. The treatment of the whirling locks of hair . . 

is noteworthy. Aset of seven locks is seen on either side. Each one of thejatas is done 

in a wavy form which is pleasi~g; and its end is depicted as prominent ringlet which 

is artistic. Interlinking of thejafiis by vertical rows of metal pieces, four on the right 

i 
1. O.C. Gangoly, op. cit., pI. XCIV. 



356 Bulleti,!,_ Madras GovemmeTJ.t Museum [N.S., G.S., VIII, 

side and five on the left side is seen. A noteworthy feature ofthe arrangement of the· 

jatas is that ~hey do not show any looping although it has been noticed on either side 

in the Na~a from the'Big Temple; Tarijore and on the right side alone in the Nate~a . " . 
(Fig.196) from TirupPJl~andal. The otheripteresting detail seen on theja!& is the 

figure of Gahgi. 

TJte face is round and its features indicate a family resemblance to those of the 

Nate~a in the Amsterdam Museum.1 The expression is one of supreme tranquillity.' . . 
- Among the ornaments, all of whic~ are boldly depicted, the long haro and the elbow 

. ornament which haS become stylised are noteworthy. The udara-bandha too is 

inte;resting on account of its rope-like twisting but pleasing pair of flowing ends in 

wavy form. That the modelling is somewhat heavy is easily seen by the treatment of 

the torso and the arms. While the arms is general are modelled in an effective manner, 

there is a slight distoration in the lines of the arm in the gaja-hasta pose. Moreover, 

the hand of this arm is also not done as it ought to be. The other hands are charming 

especially the had which holds the drum in a graceful fashion and the hand in the 

abhaya pose. 

The most beautiful part of this bronze is the legs. Though the knee-caps are as 

usual emphasised yet this has not marred even to a slightest extent the beautifully 

tapering lines of the legs which culminate in the tips of the toes especially of the lifted 

up left foot. It must be mentioned here that the treatment of this foot alone when 

compared with that of the same foot of Na~e~a (Fig.238) from Punganur, to be dealt 

with belo~, win s~ow that the latter bl'Onze is unmistakably later than the former. The 

figure of Apasmira has become comparatively small but its features are realistic. The 

treatment of the padmasana may be seen to be akin to that of the Nat~a from 

Tiruppal}andal in both of which petals are subdued and the ~oves are not prominent 

and the shape of the lower row of petals is cup-like. This may therefore be assigned to 

the fourth quarter of the l~th century A.D. 

Fig. 235 The Rama group from Tir.JJkkadaiyQr,2 Tarijore District, is one of the finest ofits. 

kind. The modelling ofthe Rama and Lakshmapa maybe found to be akin to that of 

the Rima from Mal)akkal (fig 226) but there is considerable differenc.e between them 

in the treatment of the details. This is exemplified by the wave-pattern of the shorts-:-

1. The Art of India ,aI,d Pakistan, pl.-'li2. Fig. 311. ~d M01"g. Vol. IV. No.2. cover page figure and 
reprodUction on p. 32. 

2. K.A.Nilakanda Sastri, 0p. cit.,·Fig. 81. 
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like garment ofthese figures, by the clearly worked simha-mukha clasp and by the two 

artistic ends of waists cord attached to each thi~h of the two figures. Further the 

headdress of Lakshma~a though of kesa-maku!a type is obviously much nearer a 

kin~a-makuta. The mos t in teres ti ng detail met with in the Rama is the mole-like thing 

on the right chest, a detail not met with in the images of Rama dfscussed above. 

Obviously it represents S':{vatsa; and its presence in t~is bronze denotes apparently 

the complete identification of Ram a with Vish.J).u. It may be remembered here the fact 

that during the 12th century A.D. the whole ofTamilna~ was reverberating with the 

verses from'the immortal Tamil RamayaJ).a of the great poet Kamban, where the 

deification of Ram a is complete. It is but natural that the ideas of this maha-kavi have 

influenced to a gre~~ degree the religious thoughts during that period, which got 

embodied in works of art as well. This Rama set may therefore be said to be a product 
\ 

of thi,s influence,and in some of the later-day bronzes, representing the theme, this 

idea is perpetuated. 

Comingto the figure ofS1ta, though it partes of some of the features like modelling 

and poses present in the STta from Ma~akkal (fig 227) in decorative details it differs 

much from the latter. The most conspicuous amongst them is the headdress which has 

assumed malutta form here while in the MaJ).akkal Sita, it has retained the traditional 

dhammilla form. Besides, the bigpatra-ku,!~alas, the beautifully modelled breasts, 

the tasteful channavira, the prominent shoulder ornament on ~ither side, the'fefined. 

drapery with the characteristic double ends of waist-cord seen attached to each thigh 

and the bhangaare oth~r interesting points to be noted in, this jigure. All the three 

figures stand each on apadmasana executed beautifullY. On 'the basis of the style this 

group may be dated to about the end of the 12th century A.D. The small figure:of 

Hanuman is a later addition. 

/ 

The Nate~a, ht 112cm, from Vellalagaram in the Mr.yiIram Taluk oft;he Tanjore Fig. 236 
. . .- . . 

District next -(:~lls our attention. Its modelling, details and proportions are all 

excellently-dealt with and it therefore has a classiFal;appearance. But, it is the highly· 

ornate iatiis, the slender stomach-band, thekinkiT}i-tied anklets, the holding or the 

~amaru by a single ~nger alone and above all theprabha, though beautiful in shape 

and style, showing as many as forty one flames each withfive tongues except the one 

at the top which seems to have provision for seven tongues, that determine the position ' 

of the bronze in ourscheme. The stylised padasarqs are to be noted as they are quite 
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different from those of earlier Na~e~as .showing the individual kihkiIJ'is clearly. The 

prahha also has the perforated part as the smaller Na~e~a from Tiruvalanga~u (Fig. 

216) The workmanship of the doubletier feathery crown, and that of the Ganga and 

of the flame of fire held by the upper left hand is beautiful. The smiling expression in 

theJace is splendidlydelineated. This is, therefore, a masterpiece of the art ofthis 

period and it may be assigned to round about 1200 A.D. 

Fig. 237' The Somaskanda group now in the Victoria and Albert Museum, South Kensington, 
I 

London, is another noteworthy specimen. The Siva is seated in the sukhasana pose 

and has a highja,{li-makuta possessing indistinct emblems. Its modelling is superb. 

The details to be noted in this are the beautiful little deet;'perched on the ,first two 

~gers of the upper left hand, the looped string besides "the usual pendant on each 

~houlder, the very tellinglihuya-varada pose oftpe lower left hand the simple waist

band, the festoons depicted on the shorts and the anklets besides thepadasaras.The 
. . 

U rna figure too is excellently modelled and the details that are interesting in it are the 

tall karanda malwta, the utpala in the right hand, the beautiful varada pose of the left . . ,. . 

himd, the beautiful breasts ,the thick series of bangles on the Wrists and a similar 

series of anklets on the ankles. Theniannerofdepictingthe~arias seen in the hanging 

left leg is a new feature met with f~r the first time here. The expression in both the 

figures is sublime. The baby Skanda is highly proportionately modelled and is shown 

in the sama-bhahga pose. This ligure is executed with skill as evidenced by the 

restrained decoration and smoothly flowing lines. This group may be assigned to the 

beginning of the 13th century A.D., owing to the. occurrence of the abovementioned 

new decorative details. 

Fig. 238 'Now we take up the Nate~al ht. 64 em from Punganiir in the Tanjore Di~trict for 

Examination. The authors of the Catalogue have saie} that it isofCho!a type and that 

is comes very nearthe Tiruvalanga9u Nete~a in poise and even surpasses it in some 

other respects (p 113) No doubt the head portion and the lower left arm in the gaja

hasta .pose' are excellently delirteated. The two tiers ot feathers on the crown are 

remarkably realistic, the fine whirling locks·ofhair flowing on either side are artistic,

the gaT}u' on the proper right and the balancing design on the opposite si~e are tasteful 

and the features orth,e face are full of charm and ~liSn1. But the other arms and their 

harids,the' strained lines of, the sides, the angular m()dellin~ of the legs and the highly 

1. Catalogue. pp. 111.~12, pl.XVI. Fig. 1 
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stiff arid ornate decorative details.have made the figure more a standarised one rather 

. than a bronze noted for life-like representation. In addition to these,the styli~,ed elbow 

ornament, the ·not quite satisfactorily done three-tongued flame held in the upper left 

hand, the prominent wheel designs on the shorts and the stylizedpooasaras are also 

in the nature of confirming the above impression. That the manner of holding the 

drum is also an innovation of the period has been seen above. Above all, there are the 

stiff a~klets with kinki",lon the anklets, which are the unmistakable characteristic of 

the bronzes of the period. The Apasamira is also not well executed. Neither is the 

iisana clearly worked. 

The back view helps us to know the position of the bronze better. The ~i~-cakra Fig. 239 

is ornate, the strands of hair falling on the neck' are bound by a 'ring,~ajnopavita is not 

only stiff but shows unnatural curving, each Qfthe buttocks bears a single big wheel 

design which is purely of the nature of patterning and the i~artisftic manner of lifting 

of the left leg is apparent. On these grounds this bronze may be assigned to the 

beginning of the 13th century A.D. 

The beautiful seated Ums. belonging to the Big Temple, Tanjore may be said to Fig. 240 

belongto this period. Its noteworthy featUreS are the beautiful posture, the' exceedingly 

well modelled torso with beautiful breasts, the finely delineated folds o,n the stomach, 

the beautiful drapery with folds and the splendid poses of the arms. The ornaments 

are of the usual type, but it may be mentioned here the fact that only a single pendent 

string is seen on each shoulder. Thus this is a-good specimen of the art, except for a 

slight pluuipy modelling. The asanas are as usual not quite well designed. 

The seated KalIl, ht.44 em, from Senniyanvipudi, Tanjore District may have to be Fig. '241 

assigned to about the same period on account of the following ;-

The ke~a,.maJ."flala is stylized, the facial fe~tures are characteristic ofth~ bronzes 

of the period we are discussing, the ornaments are also typical of the period, the 

modelli~g not artistic, the .lines of the sides of the torso are not flowing smoothly 

though the breasts are full, their nipples are prominent as in the figure of this period, 

the.. simha.mukha clasp and the festoons are stylised and .there are the anklets 

characteristic of the period. Added to these, there is the-very teUing looped string on 

each shoulder which is unmistakably an innovation introduced by thesthapatis of the' 

1. CCltalogu.e, pp. 122-23, pI. ~VI, Fig. 1. 

" 
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period. In spite of these, there is majesty in the pose and beauty in the expression of 

the face. The pedestal which is ta bhadrasana is typical of the period, and it bears an 

illegible inscription. The autors of the Catalogue, have, on the basis of "the general 

treatment and especially ofthe bows O'fthe girdle" (p.122) have considered this to be 

of Chola type. They go on to say: ''The inscription, most of which is unfortunately 

illegible, even after electrolytic treatment, in Tamil characters of the ealry Chola 

period." (Ibid.) On the other hand owing to the above mentioned details characteristic 

of the art of the period and to the fact that we cannot lay much store on the extremely· 

fragmentary inscription because of its being mostly illegible, this bronze may be 

assigned to the beginning of the 13th century A.D. 

Fig. 242 The bronze representing a kirig, over a foot high, probably Kulottunga III 1 (circa 
/ 

1178-1218 A.D.) formerly in the Siva temple at Kalahasti2 in the Chittoor District but 

now in the private collection may be examined now. Extremely fortunately it bears on 

its pedestal an inscription which according to Mr.G. Venkoba Rao, the epigraphist is 

in characters of about the 13th century A.D.S a proposition accepted by 

Mr.T.G.Aravamuthan. The inscription is in two parts. ''The first part ...... is a label 

'Kulottunga-~oladevar' and the ,second part is a record of the dedication of the image 

to that temple by one Udaiya-Nambi." So the difficulty in dating this piece has been 

very much reduced by this inscription. T4e style of the bronze, appropriately enough, 

is characteristic of the period to which the inscription is assigned on the basis of its 

palaeography. 

Prof. Sastri says the following about this: " .... the figure wears many ornaments 

and the face is expressive of youthful energy and eagerness. The image is important 

as perhaps the only authenticcontemp~rary portrait ofa Col,a monarch so far known."4 

But regarding his dating of the bronze expressed in the sentence " .... the image may 

have been made about the ,time of his accession," .... its date its most probably 

somewhere about 1180,''5 it may be said that it is somewhat early. 

~ The noteworthy details of this pretty little piece, are the curly hair in: front, 

depicted in a manner very similar to that which is met with in the bronzes of 

Jiianasambanda, the thick cluster of necklaces, the prominent beaded! strings on the 

1. T.G. Aravamuthan, Portrait Sculpture il£SOllth Imlia, p. 41, Fig. IS; KA Nilakanda Sastri, op. cit., 
Fig. 33. 

2. Catalogue, p. 31. 

3. Ibid .. 
4. Op. cit., p. 726. 

5. Ibid. 
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shoulder, the stylized and not clearly worked keyuras and elbow ornament, the ornate 

shorts and waist-bands and the anklets ofthree rings on the ankles. The asanas too 

are beautiful, the petals of the padmasana are in the traditional style. The bhanga of 

the figure is beautiful and the excellence orits conception is exemplified by the realistic 

rendering of the facial features and the smiling countenance. This may be attributed 

to the middle of the first quarter of the 13th century A.D. 

The beautiful little bronze from Tiruppurambiyam, Tanjor:eDistrict may be found Fig. 243 

to be almost akin to the above figure in style and decorative details. It is said to 

represent Kotpuli-nayanir: Though the modelling is not quite saitsfactory as is 

evidenced by the angular elbows and somewhat disproportionate legs, this piece has 

a classical look a~ut it. The interesting details of the figure are the thick set of 

kar:th'is, curved ahject held by the hands in anjall, .the wheel designs on the shorts 

and the anklets. This may be attributed to the first quarter of the 13th century A.D. 

The N a~e~a now in the Victoria and Albert Museum, South Kensington, London, Fig. 244 

is another interesting specimen of the art of the period under discussio;I1. The. details 

specially to be noted here are the two-tier' feather crown, the beautifully flowing ends 

of the stomach cloth, the holding of the q,amaru by a single finger, the anklet on the 

right ankle only, the sylisedpooasaras and the prabha with thirty-one stylized flames, 

each possessing four tongues except the topmost one which has five tongues. The 

modelling is good, though as is characteristic of the works of the period, it is slightly 

heavy. The uplifted left leg is not executed satisfactorily although here the pose is not 

so bad as in the Punganiir Na~esa (Fig 238). The square face with clear-cut details has 

a smiling expression which contributes to the excellence of the bronze. The Apasmara 

and the pedestal on which he is depicted are not worked well. On these grounds, this 

bronze may be assigned to about the end of the first quarter ofthe 13th century A.D. 

The remarkable group ofUmasahita from Kilaiyiir in the South Arcot District is Fig. 245 

an interesting example of the art as obtained during this period. Each of them is seated 

on apadmasana,and both of them might have had a common bhadrasana which is now 

missing. In all probability they originally formed a Somaskanda group fro~ which , , 

now the Skanda is missing. Of the two figures, that of Siva, ht 70cm shows superb 

finish and has a magnificence of its own. The perfection of its modelling is apparent 

from its head to foot; and the excellence of its workmanship is known from the tender 

and delicate treatment of the fingers especially those of the left hand which is in Ohuyev 
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varada pose. The one special characteristic of this marvellqus piece, which at once 

enables one to fix its position, is the looped string on the len shoulder; the usual 

pendant is seen on the right shoulder. 

The style of the figure of Urn a, ht 45cm, is not god and this will be apparent when 

it is comparaed)Vith that of the beautiful seated figure of Urn a (Fig 240) belonging to 

the Big Temple, Tanjore Discussed above. The rather inartistically worked karal!4ar 

makuta, the somewhat atrophied breasts and the rather unnatural posture of the left 

arm go to show that the figure has not been done with the attention it deserved. The 

Fig. 246 back view of these figures confirm the above es timate. The double row of curly strands 
/ 

Fig. 247 

of hair falling on the back of Siva and the imperfection noticed in the treatment of the 

len arm of Urn a are specially noteworthy in this side. Nevertheless, their style being 
I 

characteris tic of the bronzes of the period, they may also be dated to the end of the first 

quarter of the 13th century A.D. 

The Ambi ka group, a Jaina deity, from Singanikkuppam, South Arcot District has 

features which require its examination here. This was found aiongwith two beautiful 

standingTirthankara figures one of which is discussed below. Ambika, the chief figure 

of the group stands in the tri-bhanga pose on a beautifulpadmasanaover a bhadriisana 

which has a projection in front. She is resting her left hand on the head of a chetlor 

maid, also standing in the tri-bhanga pose and holding a beautiful mala of lotus 

flowers? There is a small boy resembling the baby Skanda of Somaskanda group on 

the right of Ambika. The interesting details of Ambika are the thick set of necklaces, 

the elbow ornament, the thick series of bangles, the loose drapery with flowing ends 

and bows on the sides and the beautifully looping sash possessing wide festoons and 
.. 

artistic tassels. Her posture is splendid; but the modelling is not good as is exemplified 

by the thick left arm and the atrophied breasts. The most intersting detail of this 

figure, and the one which distinguishes it as a Jaina icon, is the little seated 

TIrthankara figu~e on the karaTJcJa makuta. The maid loo'ks somewhat prettier and 

it is due to the beautiful proportions as well as to the refined ornaments. The ku~ila

kuntalas above the forheadare noteworthy. The garland which she holds in her hands 

is worked in an exemplary manner. The boy is not particularly beautiful compared to 

the skandas of the Somaskanda figures examined above. Nevertheless he shows all 

the characteris tics of a figure of a baby of the period. This group may be dated to the 

beginning of the second quarter of the 13th century A.D. 
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The bronzes representing the two m,ost important emblems of VisluJu, namely Fig. 248 

KaumodakT (the gada) ht 54cm, and the Suda~ana (the discus), ht 55cm, purchased 

locally in Madras, have all the features of the bronzes of this period. Besides,being Fig. 249 

representations of theAyudha Purushas they are very valuable for the study of 

iconography of this kind of icons. The one important detail to be remembered here is 

the shoulder ornament seen on either shoulder ,in both the figures. They may also be 

assigned to th~ second quarter of the 13th century. 

The Nate~a, ht. 86cm" from KaI}ko9uttavanitam, Tanjore District, may be 

examined here. It is no doubt a good specimen of the art of bronzes and a NaFesa noted 

for vigour. But owing to the evolved features and inartistic postures of the limbs it is 

not as charming as it ought to be. The manneristic headdress, the number ofja/Cis and 

the stylistic manner of showing them, the exuberance noticed inthe ornamentation, 

the unnatural bend of the hand of the a~ in the gaja-hasta pose, the discrepancy 

noticed in the proportions between the parts above and below the waist, and the 

bending of the part above the 'waist to front, instead of the usual majestic manner of 

showing the part as ending slightly to the back, all go to detract the otherwise well 

executed bronze. The other interesting detail of this is its prabha which shows at its 

two bottom ends and incurving which does not at all add to the beauty of this detail. 

Further, owing to the crowding \n it of thirty-nine flames each of five tongues except 

the one at the apex which has seven tongues, the prabha has become ornate,and it has 

therefore lost all its allcient charm which lingered on even up to the Na~~a (Fig 244) 

in the Victoria and Albert Museum; discussed above. The Apasmara and the padmasana 

are also not executed well. The other characteristic detail of the figure if the anklets 

the presence of which aids its dating. On these grounds this bronze may be dated to 

the middle of the second quarter of the 13th century A.D. 

The highly ornate Parvati from Tiruvetkatam near Chidambaram in the South 

Arcot District may also be attributed to this period. The ornaments and drapery of this 

figure are noteworthy. Though the limbs display some stiffness-in-modelling, yet the 

treatment of the figure is exquisite. In fact the modelling in general is beautiful, and 

this is exemplified by the excellent treatment of the hips and the breasts. It is the 

Fig. 250 

Fig. 251 

extreme mannerism noticed in the depiction of the cloth and the ornaments that gives Fig. 252 

a clue to its chronological position. The back view though displaying the novel manner 

of depicting the cord that connects the channavlra with the kaTfthi shows defects in 
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modelling of the left arm which is another proof for its age. This may ~ attributed to 

about the middle of the 13th century A.D. 

The Nate~a, ht. 153.3 em nowin, the Amsterdam Museum may also be attributed 

to the middle of the 13th century A.D, It is one oCthe biggest ofits class and it therefore 

deserves all appreciation for the mastery oftechnique it displays. Recently it has been 

written upon twice by Mr. John Irwin, first in The Art of India andPakistan'(p1.52, 

No. 311), on p 72 where its date is given as the 13th 14th century A.D., and then in 

Marg, vol IV No 2, on pages 32 to 35 where its date is given as circa 13th century A.D. 

The latter journal carries four, magnificent illustrations,including the one on the 

cover, of this bronze, which show three di ferent views of it namely front, back and left 

sides. In both the above publications, a ,complete description of it is given, the one 

in the journal p 35 being fuller. In the article contributed to the journal, this is 

compared with the two other magnificent Nate~as belonging to the Madras Museum 

namely the one from Velankal)l)i Fig 117 and the other from Tiruvalanga~u Fig 164. 

Since Mr Irwin's description of the bronze is almost classical, it is enough if we give 

here the reaons for our attribution of the bronze to about the middle of the 13th 

century, a dating, though, more precise, as is usual with us, than the other way of 

dating by centuries, which is found to agree more or less with the date of 13th century 

given to it after careful consideration by Mr Irwin. He says:" Certain features of the 

Amsterdam Nataraja, such as the more formalised treatment of the aureole offlames 
.) ., . 

and the flowing locks of hair suggest that it is undoubtedly the latest of the three. At 

the same time, there is a vitality in the figure itself and a freshness of vision in 

the modelling which clearly link it with the ChoJa tradition and caution any attempt 

to date it later than 1300 A.D."~ 

Our reasons are as ollows: The prabha, though, as required by the huge size of the 

figure, is large, yet because of the presence on it as many as forty-seven flames each 

of five tongues makes it more stylised than that of the Kal)koquttavanitam Na~e~a 

discussed above; and this is a special characteristic feature of the Na~e~as of this 

period. Then there IS the thin string tied round the right calf. The bounding of the 

strands of hair hanging on the back of the neck is a third feature. The double row 

offeathers on the crown and the manner of attaching it to theprabhii is the fourth 

detail. Too much of projection in front seen in the Ffted up leg-which is also lifted up 

1. Marg, Vol. IV, No.2, p. 33. 
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higher than is necessary-and the ann in gajahasta pose is a fifth item of d~tail. 

All these characteristics go to show that it has its place some years later than that 

of the Ka!lk04uttavanitam bron.ze; and hence its attribution to about the middle of 

the 13th century. In later-day Na~as these details become further developed as 

we shall see below. 

The estimate of the quality ofits workmanship as compared with that of the other 

two Na~e~as, given in the above mentioned journal by Mr. Irwin is as follows: ''From 

the point of view of style, the Amsterdam Na~araja differs from the other two figures 

in the naturalistic emphasis of the modelling. This is achieved not only by a more 

studied attention to surface detail, but also by a sharper definition of contours, which 

gives the effect of greater compactnesfo and thereby of more surface tension. The 

contrast is most noticeable wpen comparing the three figures from behind, particularly 

the shoulder-blades, the waists, the round contours of the buttocks, and such 

anatomical details as the knee-joints and the ankles."1 A word about this estimate may 

be said here. 

Instead of being a more naturalistic one than the other two figures in modelling, 

that it suffers from less naturaHstic modelling than the other two, is evident not only 

from the too much'ofprojection introduced in the left leg and lower left arm but also 

f~m the part' above the waist being cOJl?paratively shorter than the part below it. 

Further, from the back view of this NaFe~a it is seen that the depiction of the 

outstretching of the left ann is quite unnatural compared with that met with in the 

other two figures. Besides, the modelling of the anns and legs as seen from this side, 

leaves much to be desired especially when compared with that ofthe ather two figures. 

Thus in every respect, except for its size, this Na~e~a is seen to lag behind the other 

two Nate~as. Mr. Irwin is not unaware of this and in fact his yiews in the matter are 

full of meaning. He says: "Few people would prefer the Amsterdam Na~raja to the' 

famous example from Tiruv~langa9u which has lost its aureole of flames and flowing 

hair. There is a more even flow of rhythm in the latter figure and on the whole a more 

subtle a<ljustment at the planes to one another." (marg, ibid., p.35). And we are in 

oomplete agreeement with Mr. Irwin's statement about the technical excellence of the 

Amsterdam Nate~a namely: "Judged, however, as a technical feat of casting, there is 

no doubt that the Amsterdam Na~araja is the most remarkable of the three, especially 

when we taken into account not only the size but the depth". (Ibid) 

1. Ibid. 
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I 
Fig. 253 The Somaskanda in the Siva teple at Kunnal]dar-kovil in the former Pudukkottai 

Fig,254 

Fig,255 

State (now merged with the Tiruchirappalli District), though attributable to the same 

period as the above, has several features which are characterristic ofthe sculptures of 

the locality. Amongst them mention may be made ofthe peculiar manner of depiction 
I 

of the ja,ta-maku!a of Siva, the narrow torso and thick-set limbs. The prominent 

ornament on the calf ofthe right leg is noteworthy. Umi is also modelled ina similar 

fashion but the breasts are worked n the usual traditional manner. The elbow 

ornament shows the projecting end prominently which is noteworthy. Each of them is 

seated on a separate and highpadmCisana'ofwhich.the workmanship is beautiful. The 

padmlisanas ate cast together with the bhadrlisana possessing simple mouldings. The 

baby Skanda standing beind his parents, is certainly of better workmanship than the 

boy belonging to the Jaina Ambika group (Fig.247) discussed above. On the whole, in 

spite of the strong imprints of the local tradition, this group of bronzes has also 

qualities of a work of sculpture of the period, and it may therefore be assigned to the 

third quarter of the 13th century A.D. 

The standing Durga, ht.40 cm, from Mariyur in the Arantangi Taluk of the 

Tanjore District, is another noteworthyexample. Its special qualities are the tall and 

slender but beautiful modelling, the simple emblems of cakra and :ankha, the thick 

wave pattern suggesting heavy folds of the drapery; the peculiar shape of the loop of 

the sash, the beautifully hanging ends of waist-cords seen attached to the legs, and the 

thick series ofbangless on the wrists and anklets on the legs. Inte~tingly a parrot is 

perched on the wrist of the lower left arm, as in some of the early ChoJa Durgi stone 

sculptureS. The iisanas a.re also well made, and the whole figure with the pedestals is 

seen to be marked by good proportions and delicacy oftreatment, in spite ofthe erasure 

of the facial features due to corrosion. This may be assigned to about the last quarter 

of the 13t century A.D. 

The Ga1)e~a from Tiruve!vikkueJi, Tanjore District may be said to belong to the 

same Period. Its notewOrthy details are ,the naturalistic animal ~ace combined to an 

equally naturalistic human body, the shorts with grooves suggesting heavy folds, the 

flowing bows and ends of cloth seen on either side, the anklets on the legs and the 

padmasana of thick petals over b4adrosana. The latter lisana is noteworthy not only 

for its sharp edges, but also for the lotus petal design carved along the upper part of 

the bottom m~)Ulding. A beginning of this decoration of the pedestal has already 

been noticed in the Som~kancia (Fig. 229) troin Vaittftvaran-kovil. 
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The beElUtifulSomiskanda groupn~w in the Indian. M:useum, Calcutta, is a Fig. 256 

splendid example oft~e art. Exceptfor the facial features which are akin to those of 

,the Somiskanda fromKunni~dir-kovil (Fig.253), in other respects this group may be 

found to be similar to the Umasahita from IGlaiyiir (Fig.245) discussed above. The 
, / 

looped string on the left shoulder of Siva, and the atraphied breasts of Parvati are 

especially noteworthy in this connection. The~aby Skanda is also beautiful and the 

manner of showing his ke:a spread out fan-wise on either side.is beautiful. This group 

may also be attributed tO,the last quarter of the 13th century A.D> 

The Na~e'a in the SiVa temple at U~~ttiir in the Tiruchirappalli District is Fig. 257 

another excellent example of the art. Its details inclUding the beautiful circular 

aureole with thrity·six flames and decorated with makara-heads at either of its ends 

very much resemble ,those ofthe Amsterdam Na~e6a discussed above (p.323). But here 

ther are found at a slightly more advanCE!d stage of development as can be seen from 

the beautiful kiliki~-attached string round the right calf, the artisitc way of balancing 

the Ganga by introducingajumpingserp~nt on the leftjatiis and somewhat projecting 

out left leg. The modelling and rendering'of the facial feautres seem to be superior to 

th~se of the Amsterdam Nat~a.This may be attributed to the closingyears of the 13th .' ' 

century A.D. 

The last item of bronze to be attributed to the fag end of the later Chola period is 

the beautiful Pitvatl in the Jambuk~vara temple at Tiruvanaikkaval in the 

Tiruchirappalli District. Its classical modelling, simplicity of embellishments, the 

beautiful rhythm of lines and the splendid pose are apparent even at a slight glance 

at it. Indeed if it, is not for the slight sharpness of the features and manneristic 

delineation of the drapery, ,this might as welH~e worthyofthe earlierschools discussed 

above. Theas.anas are als~ well executed. 

The select examples ortheart belonging to the later ChoJaperiod,examined above, 

showclearlytheremar~bleadvancement that the art had made then. Not' only was 

the technical excellence ~f the earlier periods maintained but it may be said to have 

been perfect as exemplified by such outstandingspecimeris of the art as the Ainsterdam 

Nate~a and the Rama aridSIta (Figs. 225-27) from MaI].akkatBeside~ continuing the 

themes which were in vogUe during earlier periods, new themes like those of the saints 

were also chosen fot representation. In faCt it was during this period that the art of 

portraiture in bronze began to be practised, of which theexceUent examples are the 

• 

Fig. 258 
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Chola King (Fig.206) and the Kulottunga Cho}a III (Fig.242). The existence of a 

number of interesting Buddhist bronzes and the beautiful Jaina Ambiki (Fig.247) 

from Singal)ikkuppam testify to the popularity of the art amongst the followers of all 

the sets and religions. But the number of bronzes representing Hindu themes being 

large, it is clear that Hinduism was reigning supreme then. Even here, bronzes 
~ , 

belonging to Savisim being comparatively larger in nuIqber than those ofVais~vism, 
I . . 

it is easily seen that Saivism enjoyed a wide popularity as in the previous periods. As 

has been said above, The representations of certain themes containing new but 
. . 

significant elements throu light on the development of religious ideas during the 
'. /' o· " 

~,. 111isiauempliWby theintroudctionoCtheSrW~symboloa the right chest 
.,'.. ", , '" ,'4<"' _ _ '." ': ..... ' ... ,,' ~.- ",' " 

orttlmas aa tor instance the ltlma(ll1g.235) from'11rukka4"iyiir. ' 

That the traditions of the art were not static but were undergoing significant 

changes isknown fromthe varieties of ways in which such subsidiary details as the 

asanas, prahhas and the jewellery are made, and the anatomical features are 

represented. The development of the prahhas during this period can be easily seen 

from the prahhas of NaFe~as. Besides, during this period, such new. details as the 

looped string on the left shoulder, the anklets on both ankles, and the kihki1]i-attached 

calf ornament ,of Na~~as have been brought nto exil?tence. Owing to the fact that 

conventionalisation began to set iIi thed, ~aually the naturalism that chalSlcterised 
'. ' 

the modelling and other details of the bronz~ of earlier periods was disappearing from 

the bronzes of this period as is evidenced by the sharp facial features, the angularities 

of the limbs, the stiff ornaments and the unimaginatively depicted poses. 

Notwithstanding the above defects; there is no gainsaying ofthe fact that it was 

during this period that countless examples of bronzes ~eem to have been produced, of 
,f 

which those examined from only an ihsignificantly small number. Another fact to be 

remembered here is that though, as usual a great'majorityof bronzes are from the 

Tanjore District, yet the examples that have come from such places as Kilahasti and 

Salem show the wide prevalence of the traditions of the art during period. It is, 

. however, interesting to note, that these traditions did not remain the same in all the 

localities of this wide region, significant variations being introduced in such aspects of 

the art as modelling by local schools as is evidenced by the Somaskanda (Fig.253) from 

KUIJ.p.aIJ.dar~kovil in the former Pudukkottai State and the vil].adhara (Fig.209) from 

Pudur East in the Salem District. This tendency seems to have become very marked 
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during the subsequent periods with the result amongst the bronzes belonging to these 

periods quite a few distinct regional groups can be easily distinguished. In fact some 

of the schools, such as the one belonging to Andhradesa, seem to have been active from 

an earlier period exmaples belonging to which are known from that region. They seem 

to have had a vigorous existence till about 1400 A.D. from which date they appear to 

have been once again influenced by the unifying force of the Vijayanagar empire. The 

most important of these regional schools are the late Pal}~yan, the Ceylonese and the 

Andhra. Below we shall examine a few select examples of the art of bronzes created 

'by each of these schools during the period beginning from about 1100 A.D. and ending 

about 1400 A.D. 

-
LATER PANDYA BRONZES 

This school may be said to have been active in the ancient Pa~~yan territory now 

divided into the three Districts of Madurai, Ramanathapuram and Tirunelveli. Very 

few bronzes beloning to this region and dating from periods earlier than the 12th 

ce~tury A.D. have been known. But quite a few bronzes beloning to periods after that 

date are known. This is due mainly to historical circumstan~es. From about the 12th 

century A.D. the Chola power began to wane due to tlJ.e fact that the PaI?-9-yas began 

to be more and mor~ powerful and trie~ to expand their sovereignty over the whole of 

Tamil-nad. They did succeed in their attempts but it happened oply in the 13th 

century. After this, for .about a century or two and till it was superseded by the 

Vijayanagar rulers, this later Pandyan dynasty was more or less supreme in .Tamil

nad.As usual, the membersofthis royal dynasty too were patrons of art and religion. 

This is proved by the temples and gopuras that they constructed in almost all the 

important religious centres, containing innumerable sculputres and bronzes and 

paitings. So, the works of art especially of bronzes belonging to the period under 

discussion are found to hail from different parts of Tamil-nad, not merely from the 

ancient Pan~yan territory. This school seems to have survived for a long time after 
. ' 

the extinction of the PaI?-~yan dynasty as such. But since its later-day creations show 

markeq infuleunces of the traditions of the art as obtained during the Vijayanag-.u 

period, they are dealt with further on under that heading. 

One of the earliest exmples of the art is the standing VishI)u 1 from Sermadevi in 

the Tirunelveli District. It is 3 feet 2 inches high and is said, tobe "the large: South 

1. K.A. Nilakanda Sastri, op. cit. Fig. 77 ' 
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Indian bronzeofVish~uknown.l It is a beautiful specimen of the art. But its large size 

showing mastery of technique, in which respect, it may be compared to such large 
I - _ -

bronzes as the Napesa in the Amserdam Museum (p.323 above), the exuberant 

drapery, the inartistic sway of the yajiiopav'lta and above all the presence of the 

ornament on both shoulders the one on the left shoulder being looped, suggest that the -

bronze belongs to about the end of the 12th century A.D. 
I _ _ 

The bronze representing 'Sridevi2 from the same place probably formed a group. 

with the above Vish~u. If so, the details of this figure such as anklets, the conical 

kara'!4a-maku!aand the tenor of workmanship in general which show that the bronze 

belongs to the end of the i2th century A.D., may be said to assist in the dating of the 

above vishnu. In both of them, it mus't be mentioned here, the two asanas which are . . 
moulded together, are well worked. The provision of a bracket on either side of the 

asana of the Vishl)-u is noteworthy. 

The bronze representing a Jaina Tirthankara said to have been obtained somewhere 

near Sivagailga in the Rimanathapuram District may also be attributed to this 

period. The Jina is seated in the ardha-paryankasana on a simple but ni~ely finished 

high bhadrasana. Being almost nude, only the modelling of the figure has to be relied 

upon for its dating. The figure is excellently modelled and the proportions are 

beautiful. The face is of the slightly proturdingtype; but the expression, as is expected 

il1_~ representation ~f the theme, displays inner composure and self-abosorption. 

_ Behind tnefigure is the back of the ltscina behind which are two chauri-bearers, 

one on each side. Their decorations, poses and modelling are in the characteristic style 

of the art as was in vogue round about 1200A.D. On these stylistic ground~ this bronze 

may be attributd to about 1200 A.D. 

Fig. 260 The seated Vish~u, ht. 50 em, from Sermlidevis is an interesting specimen ofthis 

s~hool. Its special feature~ are the hand poses which are similar to those of the Siva 

from Kilaiyiir, the.presence of looped string on both the shoulders which is.different 
I _ -. 

from that of the sanie Siva from Kilaiyiir where it is present on the left shoulder only, 

the thick garment with sets of triple-lines. running parallel to one another with small -
I . 

flower designs in between two of them and the prominent double-ring. anklets 
- I _ . 

resemblingthose of the Siv/il ofthe Somaskanda group (Fig.253) from Kunria~~irkovil. _ 

1. Ibid., p. 733. 

2. Ibid.. Fig. 79. 

3. Ca.talog/ll~. p. 67, No. 19. 

.. -
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But the modelling and expression are beautiful. On the above grounds, this bronze 

may be dated to the middle of the 13th ceJ1tury A.D . 

. The standing figure of Parvati belonging to the Kuttalanatha~vamin temple of Fig. 261 

Kuttalam in the Tirunelveli Distrct t is one of the remarkable creations of the later 

pal).c:Iyan school. Except for the slight defect in the modelling of the left arm which is 

known from. the unnatural curve it takes at the elbow, this figure is noted for good 

proportions, restrained decoration and fine modelling which is evidenced by that of the 

hips, for that matter, by the part below the waist and by that of the fullbreasts. The 

tribhahga in which it stands is charming and the pose of the right hand holding the 

utpala adds to the charm. The other noteworthy details of the figure are the fine looped 

strings OIl hoth shoul4ers and the round-topped ke~a-bandha·on the head. This method 

of dressing up of the hair seems to be a characteristic of the traditions of this school. 

The pedestals are obviously stiff and less clearly worked. This may also be attributed 

to the middle of the 13th century A.D. 

The Umasahita,1 ht.43 em, from Tanjor District is an example of this school from Fig. 262 
I 

the ChoJa country. The details such as the peculiar jata-makuta of Siva and conical 

karalJcJ.a-makuta of Urn a, the'looped string pn the shoulders of both figures, and the 

pro~inent anklets are the unmistable characteristics of the traditions of this school. 

The bracket-like detail present on either side of the asana may be said to have been 

derived from that of the vishl)u from Sermadavi discussed above (p.329). On these 

ground this figure may be assigned to the beginning of the 14th century A.D. 

The Pradoshamurti from Tiruvaymur in the Tanjor District maybe attributed to Fig. 263 

the same period, on stylistic grounds. 

The litIe Jnaiiasambanda, from Lalpet in the South Arcot District is an excellent Fig. 264 

representation of the baby saint. Its modelling is superb; proportions are beauitful, 

headdress is fine and the poses ofthe hands are realistic. The slight tribhahga posture 

is consummately delinated. The only ornaments such as the ring around the neck with 

a trident-like pendant flanked by a tooth-like piece on either side, the beaded armlets 

and the simple anklets are tastefully worked and they enhance the beauty of the figure Fig. 265 

tenfold. The back view shows interesting details like the strands of hair on the back 

of the neck, the p'endant,nibbling amidst them and the two kihki,!,'ls of the waist-cord. 

The asana however is rathter stylised with is a characteristic of the art of the period. 

Tl?-is piece may be assigned to the middle otthe 14th century. 

1. Calcuoglle. p. 105, No.3. 
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The standing Mahavira from Siilganikkuppam, South Arcot District,lsabeautiful . 

specimen ofthe art. Its proportions are good and workmanship is smooth and pleasing. 

In serveral respects it may be found to be similar to the seated T'irthankara (Fig.259) 

fyom Sivagailga. But such details as the modelling of the arms and the manner in 

which they are joi ned to the shoulder seem to be manneristic. Besides , the pedestal has 

certainly become conventionalised showing broad totuspetal designs on its lowermost 

mouldingtoo. On these grounds this bronze mayatso be attributed to the middle of the 

14th century A.D. 

Fig. 267 The Nate~a. ht.95 cm, from Kondavittantidal, Tanjore District may be taken as a 

product of this school. The details of this figure such as, th~ perforatedprabha with 

forty-twoflames each with five tongues except the top-most one showing seven flames, 

the inartistically spread-outj<#& and the "imperfectly modelled legs showingshrinking 

of the muscles about the knees and the anklets tied high up on the calf are certainly 

characteristics of this period. On these grounds this may be assigned to' the last 

quarter of the 14th century A.D . 
. 1 _ _ 

The standing Vishl,lu 1 and Sridevi2 fromSermadevi, probably forming a group may 

be assigned to the ep,d of the 14th century on the basis of the stylised d~aperyofboth 

figures, the presence of a single-ring anklets in Vish!lu and anklets consisting of a 

thick se~ies of rings in SrIdevI, and the stylised asanas. The modelling ofSi-fdevl is 

interesting not only because it is akin to that of the Umi of the Somaskanda group 

(Fig.253) from KunnaI].dar-kovil. but also because a number of bronzes representing 

~ddesses produced by this school duringsubsequent periods are also characterised by 

similar modelling showing that this is a speicalfeature of the traditions of the schooL 

The bronzes examined above show certain innovations in modelling and decorative 

details which are peculiar to this school only, as for instance, the ParvatI (Fig.261) 
"- ,-from Kuttalamand theSridevi from Sermadevi illustrate the new style of modelling. 

The kirita of seated Vish!lu (Fig.260) from the same place and theka~maku!a of 

the above mentioned Sr1dev1 are specimens of anew type of decoration. 'Moreover, the 

provision of brackets for pedestals met with in SClI,lle of the bronzes is also another 

ihnovation.T~.e size of the Vish~ufroni'Sermadevi bring'S' out the fact that the 

school was well v~rSed in the technique too. Thol,lgh they are marked by such special 

1. K.a. Nilaka~ta Sastri,op. cit., Fig. 78. 
2. Ibid., Fig. 80 
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details, they P!eserve the classical qualities of the art to a considerable ext~nt. This 

is well borne out by the large Vish~u from Sermadevi and the Parvati (Fig.261) from 

Kuttalam.The existence of Jaina bronzes show that the religion continued to exist 

during this period and that rituals in the Jaina shrines required them as those in the 

case of Hindu temples. It is thererore clear that, though the number of bronzes ofthis 

school known so far is small, it does not seem to have lagged behind the schools that 

existed earlier in the Cho!a country either in technical proficiency or in aesthetic 

vision. Since the ancient PaJ;l9yan terretory has not been explored with an eye on this 

so much as the other parts ofTamil-na~, there exists this paucity of ear~y examples. 

But the discovery of the early Pi~yan N~a (Fig.54) at Poruppamettu.,pa~~i in the 
Tirumangalam Taluk of the Madurai District and the existehce of the later P!lI~9yan 

. bronzes discussed just above in the various temples in the territQry show clearlylhat 

a concerted search for such works of art willbe fruitful. 

BRONZES OF THE SCtI.OOL OF CEYLON 
o 

Since Ceylon has been the next-door neighbour to Tami1na~, there has been an 

active intercourse between the two countries throughout the ages. Naturally in 

cultural matters, as in other aspects of life, the refined influences of one country were 

felt by the other. Cultural c~mtacts like this seem to have been great when the 

intercourse between the town countries was strong and comparatively long-lasting. 

Such a state of affairs seems to have existed during the 11th and 12th centuries 

although even long after the curtailment of this contact the influences s-eem to have 

continued. In illustration of the above statement are the famous bronzes Qf Ceylon 

which thought at a superficial glance might appear to be products ofthe mainland, yet 

on close scurtiny would reveal their true Ceylonesse charecter. M9stof them were 
I 

discovered in excavations near the Siva temples at Polannaruw:a and they include 

examples of several periods. Dr. A.K. Qoomaraswamy has writtEm on them in his usal 

inimitable and authoritative manne'r in his monograph on the Colombo Museum 

Bron.zes. 1 Subsequently a majority of the bronzes have been illustratd and commented 

upon several times, owing to their special qualities. Here we shall briefly notice some 

of the mo~t important and speical chara9terisitcsofthe bronzes beloningto the period 

ending about 1400 A.D. which are distinct from those met ,with in the bronzes 

produced by the contemporary schools in the mainland. 

1. The authors ofthe Caialogue have dissclissed ahout them ofpp. 43-47 of the Catalo","'lc where they 
have given references t.o other publications on the bronzes .. 
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Fig. 268 .of thes~bronzes three of .four distinct groups and be distinguished. Tpe Surya 

(C~mma~~aP1Y~';~p. cit. PI. VII.'. Flg:14) '~~d the Chandik~~vara (ibid., PI. IX, 
: <,' ". ;,:.,," ::.>.' ." , ". '. • ',.. i .. "" :,: ' . - .":.,.' ,;,' i.: 

Fig.lS) may be said to be the e~rliest.Ofthese two, the Chans:li~esvara seems to be 
< - '. • '.! : ~ ; " . . , . .' . .;, " ~:. II!.:.., < :. " .' • 

earlier than the fqrmer. This ~ borne out by th heavy but smooth modelling, the '. ,",.... :", '. .', .". ',' " ". . .'. " i ,' .. ::" '".'" . 
restrained ornamentation, the finley arranged kesa-maku.ta and the ~bsence of the 

a~klets.1'he expression is beautiful ~nd the pose is' akin ~ ~tof~y ~ C~~di~vara 
of Tamil-na~ belonging to th~ 12th c~ntruy A.D. Th~ m~nner ~f holding the flower 

garla'nd in his afvali h~nds: isalsQ ~omparableto the d~~ils m~twith in sllI1ilarbronzes 
, . . . ',' ..... '" 

beloning to Tamil-nasi. Then the,re is the padm'&ana which is quite different in style 
• , ' • <' " ~ .." , 

from the Cisana of the bronzes of the other grol1ps and which is ciosely related ~o the 

'&anas of some of the b'ronzes 'rroll1- Ta~il-n~d. On these'grounds thj~ ~ay be assigned 
: . .' . ." .. . ': . ~ '; . ,. ... . 

to the end of the 12th,century. 

The Surya is probably the mO$t beautiful of these· bronzes. That'it is akin to the 

SGrya (Fig.2U) from Harischa~~rapuram discussed above and dated to, the 12th 

,¢entury A.D. is easily seeri.: But tJie atrophied: conical karaT}~a-maku!a, the thick 

series of necklaces, the unnaturally curvingyaj nopapUa and th~prominent anklets on 
, .;", ',;' - '. '. 

the legs are Pt'Oofpositivie for i~s later date than the other Siiyra. The modellillgofthe 

figure is superb and the proportions are.beauti(l,lI. The, pedestal is also worked' ' 

tasteiully and this is apparentjn the ~orkmanship ofthe padm,asana.This figure may 

be assigned to about 1200 A.D. 

The second group oonsistsof a number of bronzes such'asthe two Sundaramiirtis ' 

(ibid., PI. VIII, Figs~' 15'and 16),the JiicutasambCtnda:(ibid., PUX, Fig.20) and the 

Appar(O.C.Gangoly, South Indian BronzesjPI.XCI) .. All of them ate 'marked by a 

. slender but defective modelling; This is knoWn from the unnatural manner, of ' 

attaching the arms,: to the shotilders,the concave lines that enclose the leg, and 

possibly the anns too~andthe wide chestdver a narrow waist. Moreover they suffer 

from the defective proportions~ In.addition to these, thethic}tandstiff:necklac~sand 
, the other stylised ornaments are characteristics which have begun to appear in" 

bronze8;belongingto the13thceritury, ofTaniil-na~tBesides, tbere is the prominent 

anklet on both the legs in aU of them except i'nthe Appar, \\lfth an additional anklet 

consiSting'ofa series' ofrings;in the target hfthetwo Sunda:ramU,rtis. Above all the' 

pedestalS on1 which they stand are of the \type showing lotus petaldecorati6n on the 

bottom moulding of the bhadT"aBani;i.This w~ have noticed as beginning to appear in 
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Tamil-na~ only in a few bronzes assigned to the beginning of the 13th century. Its 

presenc~ in all the bronzes mentioned above, show that this should have been thought . 

of as a necessary item of a bronze by the makers of these bronzes; and for such a thing 

. to be widely practised in another country would presuppose a considerable lapse of 

time. On these grounds these bro1').zes may be attributed to the end of the 13th century 

A.D. In spite of these late features. the expression of each of these figures has been 

rendered according to the classical traditions and it is this feautre, to some extent 

coupled with the beautiful stances and expressive hand gestures that makes these 

bronzes lQvely works of art of Ceylon. 

The Nate§a 1 may be said to comprise the third group. It suffers badly from several 

defects. This fact has made Mr. Gangoly say that "it is perhaps the most decadent 

specimen of the image discovered up to date.''2 This is probably due to the fact that the 

maker of this bronze was quite new to the work of modelling figures in wax, p~rhaps 

a novice in the field. Neverthelss, that he was an artist of no me an order is exemplified 

by the. extremely new way of showing the whirling locks of hair, by the beautiful 

decorative details, and above all by the realistic rendering of the facial features 

suggesting an expression of diyine composure. Here too are seen the anklets. But the 

manner ofholiding the.flarnaru by all the fingrs is based on ancient tradition. On the 

basis of these details this may be attributed to about 1300 A.D. The Na~e~a3 may be 

Fig. 269 

examined now. Even a glance at it may show that it is distinctly different from the Fig. 270 

other NaFe~a, in conception and'execution. The square-cut face is obviously of the later 

Cho.la type. But the modelJingand decorations leave much to be desired. The anklets 

are prominent and above all the (farnam is held by a single finger. In view of these 

feautres this may be dated to the first quarter ofthe 14th century A.D. (It may be said 

here itself that the other Nate~a4 is a decadent specimen ofthe art and it may be dated 

to a period later than 1500 A.D). Th~.Siva, in the so called sandhya-nritta pose5, and 
f. 

the FarvatI6 show further development of the details. Of the two fingures, Siva is 

superior in every respect to ParvatT and this is evident froni the stance and the hand Fig. 271 

poses. But the extreme ornateness of the decorative details and the somewhat sharp 

1. O.C.Gangoly~op. cit., pI.X,Figureon theproperleftjand V.A. Smith,A. IlistoryofPine 4rtin/"dia, 
'cmd Ceylim, Oxford, 1911, Pig. 188. 

2. Ibid. 

3. Ibid., pI. X, Figure on the proper right. 

4. Ibid., pI. XI. 
5. Ibid., pI. XIII. 
6. S. Paranavitana, Art a;"d Architecture of Ceylon (1954), Fig. 10. 
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facial feautres detract the quality of the bronze. The anklets are present here. The 

Parvati, however, is not at all a good specimen. But the presence of ornaments 

including the vajl-bandha. The presence of brackets below the spikes on either .side is 

to be specially noted because an exactly similar detail is met with in some of the ' 

bronzes beloning to the later PaI)pyan school, (e.g. Figs. 261 and 262), and the 

workmanship of the pedestal make it necessary to attribute the bronze to this period. 

On these grounds these t~o bronzes may be attributed to the second half of the 14th 

. century A.D. 
, 

A word about their identification may be said. The figure of Siva is not in the 

sandhya-n[itta pose by in the pose in which"all the V!ishabhavahanamurti bronzes 

should be. The manner in which the lower left arm is held as ifleaning against the bull 

is enough to suggest this. In addition the left leg is crossed in the characteristic 

manner. So, these two bronzes may be said to form the Vrshabhavahana group. Then 
. I . . 

the question'arises where is the vehicle of Siva here? It is answered by pointing to the 

Fig. 272 beautiful figure of bul}! which has been usually dealt with. seperately.The classical 

qualities of the art, not met with in any of the other bronzes dealt with above, are 

prominently present in the bull. It therefore shines by contrast. With this bull behind, 

the Vrishabhavahana group must definitely look beautiful. 

Of the remaining bronzes t the Umasahita and Parvat12 are apparently similar to 

the bronzes produced in Tamil-nasi during the late Vijayanagar period, and these may 

accordingly be assigned to the 17th century A.D. The presence of such late bronzes iIi 
~ . . . 

Ceylon,shows that the religious intercourse between the Island and Tamil-na}l 

continued to be active even during that period as it used to be before. 

The brief examination of the ceylonese bronzes reveals the fact that there was a 

school of bronze in that coun try which was very active during the period between 12th 

and 14th ·centuries A.D. and in the productions of which quite a few original features 

are marked. This is exemplified by the slender modelling ahd by the asanas bearing 

thick lotus petal carvings, even on the bhadriisan.a. Such special characteristics make 

these bronzes belong to a separate class, although they exhibit qualities which are 

inspired by the traditions of the art that obtained in the mainland .. 

1. O.C. Gangoly, op. cit., pI. LXXXV. 

2. S. Paranavitana, op. Cit., Figs. 7 and 8 respectively. 
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BRONZES OF THE ANDHRA SCHOOL 

In the early centuries of the Christian era, this part of South India was the centre 
. . 

of great schools of sculpture and their contributios,such as those from Amaravati, 

NagaIjunakol).9a and Jaggayyapeta are world famous. But from about the 5thcentury . . . ' 

A.D., there does not seem to have existed any active school of a~t in this region . . . 

although a few sculptures and bronzes such as those from AmaravaU and Buddhapa!i, 

dealt with at the beginning, have been rarley met with. The reasons are not known for 

this sudden disappearance of the artistic talents from this area. It is however known 

that there exist Hindu monuments scattered over the length and breadth of the 

Andhrade~a awaiting a systematic survey and publication. A few interesting and 

important ,but isolated sculptures and temples of this ares ascribed to the early 

Eastern Chalukyan period have been brought to the notice of the world of scholars by 

Mr.C Sivaramamurti through his book entitled Early Eastern Cha"lukyan Sculptures 

(published as Bulletin of the Madras Museum). even in this book no examples of 

bronzes have been dealt with. This fact shoWs Clearly that there neither was a demand 

for bronzes nor were there stapatis who could create works in bron.zes. One of the 

reasons for the paucity-of examples of this branch of sculpture seems to bethis. In 
. . 

Tamil-na~, throughtout the ages fromabout600 A.D., under the inspring leadership 

of saints of spiritual gre~tness and under the exemplary patronage of the powerful 

princes and potentates, a number of magnificent temples were erected as well as . 
',' , >" 

elaborate arrnagements :were made for. regular ritualistic offering of worship in them 
. .. ~ 

incl~dillg period~cal festivals. requiring portable images in .metal for taking out in 

prc~~s·~i~~. InAndhrade~a, ho:wever, the avidity of the people in these matters does 

not seem to haye beep so m~:rked bu~ was very much subdued. Neverthe!.ess from 
," " ~ . , 

about the 11th-12th centuries A.D. there seems to have behrun a renaissance in 
- -: .': . , ! 

cultural matters tJ:1e impetus for which was given.by the elightened rulers of the.' 
" - , . . 

Kakat'iya dynasty 1. Examples of the ~rt belonging to the period of this dynasty are-
• . ! . .. 

found in Palamapet and Warangal 2• This new wave of enthusiasm for promoting the 

arts and~niftsseems to ha~e contipued unabated ever since i'n Aridharade'a as is 
. . -' 

evidenced by the works: bf" art . prodoced under the patro'nage of. the elightened but 

1. See The EW'ly llislory ot'lhe lJe(:ealt (Published under the authorityofthe Govemment of Andhra Pradesh 
and printed by the Oxford University Press, 1969), Chapter IX, for a recent and exhaustive treatment of 
the history of and sculpture under th.eKnka~Iya~. 

2. Ibid" {;hapterX,pp. 741-42 and 759-61. 
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pompous kings of the Vijayanaga~ ~mpire which we shall examine in the following 

section. The· bronzes from Andhrade~a represent~ng the period ending about 1400 

A.D; are therefore only a few, 1 of which some of the well-known are noticed below; It 

may be said in advanced that certain marked characteristics met with in the bronzes 

to be dealt with presently, which are akin to the stone sculptures ofWarangal are also 

seem in their pristine form in the works ofthe subsequentperiods too, belogingto this 

region. 

Fig. 273 One of the earliest bronzes belonging to the period under discussion, is the 

Fig. 274 

standing Jaina TIrthankara ParsvaniUha, 2 ht.17.5 em, from Kogali in the HarpanahaJ.Ji 

Taluk ofthe Bellaty District. It stan,ds in the eroct posture and abOve its head are the 
, ;,..... . 

simple but artistically worked five hoods of,the serpent the liiiichana (cognizance) of 

the Tirthankara. As usual, the figure is otherwise devoid of any other ornamentation. 

The modelling is slender but oeautiful and the treatment ofthe limbs is refined. The 

proportions too are good and features even in their somewhat worn out Condition are 

naturalistic. The slenderness of the modelling, it may be noted, has been a special 

characteris tic of the sculptures of Andhrasde~a as is evidenced by the sculptures from 

Jaggayyapeta, Am aravatT etc .. In view of the excellent finish and beautiful features of 

the bronze, it may be attributed to about he 11th centuty A.D. 

The figure represf;'nting a woman, ht 15.5 em. "discovered accidentally during 

excavations of the foundations of a house in warangal"3 see~ to be another beautiful 

specimen of the art. 'l'his has been identified as "Lakshml in the form of a lamp

bearer." But it would be better to call it merely ·as a votive lamp-bearing figure on 

account of the fact that serveral such figures are known from T.amilnll~, and in every 

one of the cases, the figure may be said to be a representation of the donor who gave 
. . . ',! . 

it away to a religious institution .... The idea behind this particular type 0,£ donation is 

that the person in whose behalf the figure is donat~d is considered to be doing the 

serivce of bearing ~he lamp eternally in front of the god. Ii 

In modelling this will be seen to be quite akin to the above Pirsvanatha but the 

details of this figure owing to the difference in the subject ape naturally different. This 

1. Ibid., p. 761, where Mr. Yazdani refers to this atate ohft'airs. 
2. T.N. Ramachandran, JuiJ,a MOlUlIllelds and PIOt'.eB of FirBt GlaaB ImpOrlcu.ce. p. 66, where there 

'. is only a mere mention of this image. 

3. 'l'he Eatry lIistoryo{Uw IJt.!ccan, p. 761, pl. XLU ~). It haa been described earlterintheAm",ai 
R(port of the ArcdmJ!olol!icul Departme"e of Hyde.l'ooad. 19.33-4, p. xi Illld in the JQlU'IIal of tlt.e 
Itldiu/l Sodely o{O,.ienlal Art,' June 1934, pp. 11-12, pl. Xii~. 

4. O.C. Gangoly, South Indian Bronzes, p. 25. 
5. Ibid., pp. 25-26. 
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figure too stands in the sama-bhanga p-Q&e, and has.a round and naturalistc head. The 

nose, eyes and lips are executed with understanding and the expression conveyed by 

the manner of their workmanship is serenity which is quite apporpirate to the theme. 

So, as Mr. Yazdani says. "the workmanship of the face shows both technical skill and 

intellectual qualities of a high order." 1 The torso is beautifully modelled and the detail 

specially noteworthy is the breasts which are full and highly realistic. The waist is 

sl~nder and the part below the waist too is treated with consummate skill showing 

clearly the emphasis on hips. There are a few beaded necklaces on of which is long and 

hangs down between the breasts somewhat in the Cashion of the detail met with in the 

STta (Fig.227) from Mal!akkal discussed above. There are bigpatra-ku1]flalas in the 

ears, and it is interesting to note that they are similar to those of all the thr.ee figures 

of the Ver:tugopala.2 group (Fig.279)f~m Chimakurtifo be discussed below. The 
..--

garment consists only of shorts with their broad ends shown hangiilgin front reaching 

to the ankles. The subdued mekhal(J. is to be noted. The other interesting point to be 

note is the prominent single-ring anklets on the ankles. In the Chimakurti group, the 

VeQugopala has a similar anklet whereas his consorts have each a pair of such ring. 

It has been shown above that in the examples ofthe art of Tamil-nap, this particula:r 

detail makes its apparence only in the 12th century A.D. 

The back view shows to interesting details. One of them is the peculair manner Fig. 275 

of knotting of the hair which gives a clue to the identification of the figure as a 

representation of a human being and which is unmistakably the precursor of the same 

detail ~et with in all the three figures of the Vel}ugopala group from Chimakurti. The 

second is the bulky buttocks which show the flaw in the-modelling of this part oCthe 

figure, a tendency noticed also in bronzes of the periods from about the 12th century 

A.D. of Tamil-nad. . . 
The above mentioned details sllow that this bronze bas not only sottle ~~rtant 

"features which characterise the bronzes from Tamil-ni4 belonging to the1~ century 

and after. But also possesses a number of points inelu~ing the modelling which make 

it a prototype of the figures of the Vel}ugopila group from Chimakurti, but nota 

distant one at that. On these grounds this bronze may be assigne4 to the 12th century 

A.D., and the date of "ninth to tenth centuries A.D." given to it in ~he E~rly History of 

the Deccan (p.761), seems' therefore to be too early. 

1. 1'he Ecu'ly History o(tlre DecQ/£, p. 761. 

2." Catalogue, pI. X 
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Fig. 276 The Mahavira 1, ht.29 cm, from'Kogali in the Bellary district, stands on a pedestal. 

in. front of which are shown three lions the middle on of which is the lCiflchana of the 

TJrthankara. B'ehind is a prahhawith pointed apex bearing in front a mukko<f,ai and 

halo below. The pedestal has an inscription in Kanarese.Though the facial features 

are renderedjd a excellent manner,the modelling is evolved and the details such as 

the pedestal and the prqhha are ornate. Owing to these, this bronze may be dated to 

the 13th-14th century A.D. 

Thus the art of bronzes in Andhrade~a during this period is attested by only a 

small number of example. Even so, that it had its own traditions is amply borne out 

by the slender modelling and by the s'pecial ornamentation met with in the examples 

noticed above. 

BRONZES OF THE VIJAYANAGAR PERIOD 

It is well known that the establishment of the Vijayanagar empire about the 

middle of the 14th century ushered in,an era ofpe.ace and prosperity for the whole. of 

South India. This state of affairs may be said to have lasted til about 1700 A.D .. iThe 

rulers of this empire were ardent fJindus,aIthough.they ever ready to assist the cause 

of the followers of the other faiths too. They patronised all kinds of religious and 

cultural activities and as a consequence a number of temples were built and countless 

number of sculptures were produced during the time of their rule. In view of the fact . 

that their sway extended over almost the whole of South India which has been for ages . 
. • I '. • 

divided 'into three or four regions, each posseS&ing a distinct group of traditions in art 

. and cUlture, the works of art attrributed to this periodbut belonging todifTere~t 

regions show features which are characteristic oftne tl:aditions of the region concerned. 

So, the evolution of the art during this period is best studied region-wise. Even during 

this p~riod, the art ofhronzessemsto have flourishedonlyin'I1amil-rlaQ as is known 

form the numerous ef{amplel:j, the specimens, ofthe art -known from each of the other -'

regionsnamley, Andhra anci Kerala being,how9ver, only a few. 

;THE ANDHRA SCHOOL' 

In view of the fact that an examination of the exarrii:>les of bronzes from Andhra 

deS' a belonging to the Vijayanagar period,iirimediatley after thatofthe bronzes from 
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the same region attributed to earlier periods would facilitate the study of the 

development of the art here, some of the well known bronzes produced by this school 

of Andhrade~a are dealt with below. 

The Ka~~appa-nayanar in the Siva temple K§lahasti in the Chittoor District may 

be said to be one of the earlie&t and best examples of this school. Though the District 

of Chittoor has always remained as a border area between Tamil-n!4 and Andhra

de~a, from the time of the establishment of the Vijay~nagar empire, it gradullay 

became more and more Andhra in character. So, Kalahasti, Tiruppati and other 

adjacent areas may be s·aid to form part and parcel of Andhrasdesa for purposes of our 

study. Hence the propriety of considering this bronze as of the Andhra school of the 

early Vijayanagar period. The details that are ~ote\vorthy in this bronze are the tall 

and slender build which unmistakably proves its affinity to the broznes discussed 

above and to those to be discussed below, the peculair dressing up of the hair, a late 

example of which will be seen in the ornate Ka~~appa-nayanar (Fig.320) from 

TiruviilangaQu to be discussed below, and the pedestal composed of the two usal 

asanas moulded together. The slight bhahga and the simple decorative detail~ such as 

the apron-like garament, the channau'lra and the anklets shown high up are also 

noteworthy. The arms are held up, and the poses of the hands suggest that the saint is 
I . 

going to pluck out his eye for replacing the damaged eye of Siva his ish!a-deuata. The 

expression suggests absolute composure which is quite in keeping with the traditional 

story relating to the act of the saint. In spite of the fact that the facial features~ 

sharp, the elbows are angular and stylisation is evident from the circular mark ofthe 

knee-caps, the lines that compose the mass are pure and their flow is rhythmic, which 

are characteristics of classical traditions. So, this bronze may'be assigned to the 

middle of the 15th century A.D. 

. 
Fig. 277 

The group of three standing figures representing the famous emperor of the Fig. 278 

Vijayanagar, namely Krish~adevariiya. and his two. queens kept in the I' _ 

Srinivisapperumal temple an the .hill of Tirumalai near Kalahasti may be examined 

next. In view of the fact that the person represented wasaJamous historical figure of 

India this group of bronzes (strictly they may be said to be of copper because of the high 

copper content of the alloy), has been illustre~ted and written upon frequently.! Mr. 

1. V.A. Smith, A. Histor;yofFille A"ti,l India and Ceylon, (Oxford 1911) pI. XLVIII;O.C. Gangoly 
SOllth Indarl BrcmzeB, (Calcutta, 1915), PI. LXXIV; A.K. Coomaraswamy, History of Indian cu,d 
Indon(>.8ian Art (London, 1927,), Fig. 245; aRd T.G. Aravamuthan, Portrait SClllptllre in SOllth 
Inclia, (London, 1931), Fig. 21.' . 
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T.G. Aravamuthan gives a description ofthis group in his Portrait Sculputre in South 

India on pp. 46-47. He says: " ......... he (Le., K~ishq.adevaraya)stands in the centre, and 

a queen, Chinna-devI, stands on one side of him and another queen, TirumaHi-devi 

stands on the other. The identity of each figure is placed beyond doubt by the label 

incised prominently on a shoulder of each statue. All three statues are :made of copper 

and are excellent examples of repousoe-work. Eac~ is made'in two hpllow sections, a 

. frontal and a rear one, put together so as to give the appearance ofa solid statue and 

kept in position by rivets. They are exceedingly well-proportioned without exception 

and are executed with considerable skill-the workmanship being very delicate in 

places. The king's statue is about four feet in height, but statues of the queens have 

been made to a proportionately smaller scale, in deference in all probability, to the 

Indian artistic tradition of figuring the minor members of a group in a smaller size 

than that of the principal figure". 

Among the other characteristics of the figures of this group the following are 

noteworthy viz., the stiffness of the posture~ even of those of the queens which are in 

slight bhanga, the sharilness of such features as the nose, lips, the chin and the elbows 

and the angularities of the modelling. Besides, the draperies ofthe figures are not only 

elaborate but also ornate. The fan-wise projecting frill arrangements of the hem of the 

garment of the queens is a unique feature met with here. Though the breasts are full 

and are rendered with an eye on realism, unlike in the case ofthe bronzes representing 

goddesses, here they are covered with a piece of diaphanous cloth. The other 

interesting detail to lie noted is the headdress of the queen and the crown of the king. 

The king's crown is a conical cap with a couple of tassels hanging in front of it and it 

is exactly similar to that of the stone statue of the same king found in a niche in the 

northgopuram of the Na~e~a templeatChidambaram.1 The headdress of the queens 

is of a circular dhammilla variety, and in the illustration, only the upper rim ofit is 

visible. But surely it is worked beautifully as in some of the figures of the consorts of 

Sundaramiirtinayanar to be noticed below. Each ofthem stands on apadmasana over 

bhadriisana both of which are of the conventidfialised type. In spite of the defects of 

these bronzes,their tall and slender modelling are in the true traditions ofiheAndhra 
. . 

school and may therefore be said to be good examples of these pers~tent traditions as 

they obtained in the early decades of the 16th century A.D. the technique in which 

they are made and the ornmanents of simple wires are specially noteworthy. 

1. T.G. Aravamuthan. op. cit., p. 47. Fig. 22. 
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The beuatiful set of Vel)ugopala (ht.22.5 cm) with Rukmi~f (ht.18.5 cm) and Fig. 279 

Satyabhama (ht.18.5 cm) from ChimakurtP in the Ongole Taluk Of the Guntur District 

may be taken up next. Some more images including a few other VeI).ugopala set;:;, a 

Vish~u, a NarasiIhha and a KaHya-~ishl)a have also been discovered in the same 

place, and a discussion on them is found on pp. 56-58 in the Catalogue. Of all these, 

the Ve~ugopala set under study is easily the best as the figures that comprise the set 

are simple and well proportioned and as they are neatly executed.2 The interesting 

points to be noted in them are the following. 

The mos:t! conspicuous of them is their slender modelling which connects them at 

once wi th the bronzes of this school, belonging to earlier periods. Their headdr~sses are 

simple and are apparently of the type met with in the lamp-bearer (Fig.274) from 

Warangal. The necklaces are of very simple workmanship and the draperies are also 

simple but the treatment of thE} knots in front, though nice, is somewhat folkish in 

character. Of the tl}ree figures, VeIfugopala is the best in every respect. Its modelling 

is perfect, stance charming, hand-poses life-like and expression full of divine splendour. 

A small dagger is seen tucked in at the right side. There are the characteristic shoulder 

ornaments including the looped one. The modelling of the other two figures is not good 

and this is proved by.the disporportionate rendering of the torso, defective modelling 

of the arms and the unrealistic. delineation of the fingers. Nevertheless, the features 

of the face and the breasts are exceedingly well executed and this, coupled with the 

beautiful ring-like patra-ku"[t~alas and the beautiful kela-bandha, makes these 

figures excellent examples of thi~ school. From these details and from the fully 

conventionalised asana on which e'ach stands, these bronzes may be said to date from 

about 1600 A.D. 

The other Ve~ugopala3 set from the same place obviously is in the same style but 

ofa considerably later period. They maybe dated to about 1700 A.D. The next in point , 

of time comes the third Vel).ugOpalaset..4 The style in which the figures of this set are' 
. . I' 

done is apparently highly mltlnneristic: ,This is known"from the delineation 'of the 

garment of each of them. Moreover, the deteriOration of the modelling is''8vident in the 

depiction of the waist and limbs of the female figures. These maybe dated to the 18th 

century A.D. 

1. Cata.logue, p. 91. No. 10;·pl. X. Figs. 1 and 2. 

2. Ibid. 
3. Ca.talogue, p. 91, No. 11. 

4. Ibid. p. 90, No.8. 

Fig. 280 



Fig. 281 

384 Bulletin, Madras Gouern,ment Museum [N.S., G.S., VIII, 

This brings to a close the examination of the bronzes of this school. The earlier 

bronzes of this school show the continuance of the earlier traditions while th~ late 

examples are poor in every respect suggesting the setting in of decline of the art. The 

bronzes from this part of South India beloqging to subsequent periods are very inferior 

as will be shown below in the proper context. 

THE TAMILIAN SCHOOL 

It is again in Tamil-na~ that the schools of bronzes were very active during this 

period also. This is known not only from the large number of examples of the art 

already known to the scholars but also from the existence of countless specimens of 

them either in worship or kept in stores in the temples of South India. Just as the 

specimens of the Andhra school of the perioaare seen to have been made according to 

the age-old traditions of the region, the bronzes ofTamil-na4 too as will beseenbelow, 

are made in the earlier traditions with certain modifications in modelling and 

decoration brought about by the efflux oftime. Even amongst them, those that belong 

to the ancient Cho!a country possess ·certain distinctive features that have been 

characterisitc of the bronzes of the locality belonging to earlier periods also. Similarly / 

the bronzes from places in the ancient Pa:r;u;lyan country display features characteristic 

of the traditions of the art that have been in vogue in that area. 
.. 

Chola-mandalam Bronzes 

Of the specimens of the art belonging to Cho!a-maJ).4al.am the Kalikalamurti 1 from 

TirukkaHir, Tanjore District, is one of the earliest. As has been said by the authors of 

the Catalogue, it has affinity with bronzes of the lllte~ Chola period. But the jata.. 
',.' .. . 

makuta and the ornamanets including the serpent encircling the lower ri~ht'fore-arm 

and the waist-bands are almost stylised. The kiriki~l-attached ornament present on 

both the legs is another interesting detail characteristic of the period. Above all, the 

Fig. 282 sharp feautres of the face and the stiff modelling of the limbs which are verywell seen 

at the back prove that the bronze is a product of a school somewhat removed in time 

from the last phase of the school of later ChoJa period. The little antelope is worked 

beautifully and the manner in which it is made to jump is interesting. On these 

grounds this bronze may be dated to the beginning of the 15th century. So, the 13th 

century A.D. date given to it in The Art of India and Pakistan is rather too early. 

1. Catalogue, p. 115; The Art of India (md Paki8~(u', pp. 74-75, pI. 53, Fig. 359. 
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The beautiful little Yoganarashimha,1 ht. 16.5 cm, locality not known, but Fig. 283 

certainly from some place in the Cho~a terriotry, is another excellent specimen of the 

early phase of this period. The posture is splendid, the manes are not stylised, the 

flowery channavlra is delicately worked and th expression is suggestive of joy 

(probably born out of the idea of having protected his ardent devotee Prahl~da and 

brought peace to the entire universe by destroying Hira:~1Ya-ka~ipu). This may be 

dated to about the first quarter of the 15th century A.D. It may be mentioned here the 

fact that most of the Vijayanagar rulers were Vaishp.avites although they were never 

bigoted; and interestingly the period is repr~sented by a number of Vaish~avite 

bronzes especially those representing the avatars of Vish~u. 

I -The pretty little piece representing probably Nisumbhasudani, ht. 16.25 cm, from Fig. 284 

Tambikkottai-Va9akaq,u in the Pattukkottai Taluk of the Tanjore District is an 

interesting specimen of the art of this period. It is eight-armed and the emblems held 

in them such as the trident, gamaru-likeobject, the shield and the trident-topped 

ghan!a (bell) are noteworthy. Though the finish of its torso and the workmanship of 

the emblems and ornaments resemble·those of the earlier bronzes, protruding face 

with sharp features, the presence of looped string beside another string on the 

shoulders, the anklets on both the legs, the poormodeIIingofthe legs and above all the 
I -

stylised kesa-maT}gala and prabhava!i mark the bronze out as belonging to about th~ 

second quarter of the 15th century A.D. The slender build of the demon shown lying 

on his back on the front side of the pedestal also goes to support this dating. In spite 

of this, in general treatment it displays qualities of a refined work of art. 

The GaJ;le~a from Kilakkurichi in the former Pudukkottai State, now in the Fig. 285 

Government Museum, Pudukkottai, is,also to be assigned to about the same period on 

account of the ornate asanas, although the other details of the bronze such as the 

beautiful modeUing,·and delicaely work ornaments, the presence of an anklet on the 

left leg only an above all the realistic delineation of the limbs and the elephant head 

with the beautifully stretchin~ out trunk would suggest an earlier date for it. 

The seated goddess, probably Uma, originally belonging to a Somaskanda group, Fig. 287 

from Tiruve~ka~u is an excellent specimen of the art. Its posture, the tender fingers 

the realistic modelling of the torso showing traces of folds en the stomach and the 

be.autifulpadmasanaare all treated tastefully. But the face with sharp feautures, the 

1. Catalogue, p. 78, No.7 
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sparsness of ornamentation, the slightly less successfuly modelled left arm, mask-like 

manner in which the garment is.worked and the sharp-edged bhadrasana not moulded 

together with the padmiisana are obviously. according to the traditions of the art orthe 

15th century. This bronze may be assigned to about the middle of the 15th century. 

The K9:liya-krish~a, ht. 75 em from Nilappagi, Tanjore District is another beautiful 

specimen of the art. Not only the mai-n figure but the subsidiary figures of the serpent 

and the Naga-raja in anjali pose shown under the five spread-out hoods of the serpent 

are also executed with skill, with the result the whole composition seems to throb with 

Jj~. This may be assigned to the ~iddle ofthe 15th century A.D., on the basis of the 

/style of the ornaments and facial feautres. 

Fig. 288 The Na~b, ht. 89 cm, from Zamin Peraiyur in Perambalur Taluk of the 

Trichirappalli District, formerly in the Madras Mm;eum, Subsequently presented by 

the Government of Madras to ~he Bharat Kala Bhavan, Ban.aras, is a charming bronze 

but for the perforated prabha showing elaborately worked :fifty-three: five-tongued 

flames onit. The stiffnecklets, besides thesignificantlongbeadedrosary, the two rows 

of feathers on the crown, the holding of the lJ-amaru by a single finger and the presence 

on both the legs the thin kinki1J['attached ornament are noteworthy as.it is they give 

a clue for the attribution of the figure to about the middle of the 15th century A.D. 

Fig. 289 The Parvat1, about 87 cm high, from Tiruvaduturai in the Tanjor District stands 

on a less clearly workedpad~lisana, in the beautiful tri-bhanga pose. Its modelling is 

beautiful but its build is slender. The manner of depicting the breasts is in the classical 

tradition, the fingers are rendered'gracefully, the garInent with finely worked folds is 

charming, the flow of the yajiiopavita is deHne,ate tn a superb manner and the 

expression is one of serenity. But a significant change is noticed in the depiction of the 

necklaces namely they are of simple wires not of the thick apd brqad type showing 

jasmine flower-like details met with in the bronzes of earlier perio¥.Except for this, 

its affinity to the seated Uma (Fig.286) from TiruveI}ka~u discussed above is stirking. 

This type of ornaments has however been· noticed in such examples of K~ish~adeva

raya and his queens (Fig.278) and in the figures of the Vel.1ugopala set (Fig.279) from 

Chimakurti. This feature coupled with the tall "and slendfor build of the figure may be 

taken to suggest that it has been influenced by the traditions of the Andhra school of 

art, although in other respects including the beautiful finish and fine proprtio,ns, it is 

a typical example of the local school. These new elements characterise the bronzes of 
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'. . 

the subsequent period, a fact which may be taken to suggest the gradual flow of artistic 

traditions of theAndhraschool into Tamil-nru;l in the wake of the expansion of the 

Vijayanagar empire. If this is so, then this bronze may be said to be one of the earliest 

examples in which are blended in a sURerb and pleasing mann~relements of the 

traditions of both the schools. This may be attributed to the third quarter of the 15th 

century A.D. 

The ChaI;l9ikes'vara, ht. about 75 cm, belonging to the-Dharmapuram AdhTnam in Fig. 290 

the Tanjore District and the beautiful Kaliya-krishna, ht. about 63 cm, from Fig. 291 

Sundarapperumal-kovil in the Tanjore District may be seen to be akin in style to the 

above discussed Parvati and may therefore be not much removed in time fr,om that.-

The workmanship of the padmiisanas of these figures is similar to that of the same 

asana of the Uma (Fig. 286) from Tiruvepka<;lu. The exuberance of the style and the 

beauty ofthe modelling of the Kaliya-krishr:ta are seen bestin its rear view. These may Fig. 292 

also be attributed to the third quarter of the 15th century A.D. 

The famous Parvatl,l ht.93 cm, from Jambavanodai, Tanjore District, formerly in Fig. 293 

the Madras Museum, Subsequently prsented to the National Museum, New DeThi, is 

another interesting example of the art. Its affinity 'to the Parvati (Fig.289) fr~m 

Tiruyaduturai discussed above is great, but the other figure has a karalJ-cJa-makuta 

whereas the present figure has a ke~a-makuta. The wiry necklace, sharp feautres of 

the face, the angularities of the elbow, the slender build and the stylised garment are 

noteworthy. This may be attributed to the last quarter of the 15th century A.D.2 

Now we shall examine the important Na~e~a,3 ht. 67 cm, from Belur in the Salem 

District. Its importance lies in the fact,that on its bhadrasana is an inscription dated ., . 
Kali 4611 which is equal to 1510 A.D. Though this pedestal is separate, it has been 

considered to go together with the figure proper and therefore, the date is appli'c:ible 

to the figure alsf>. That the date of the figure is known, gives one great relief because 

it removes the great responsibility placed on him in dating the bronze solely on the 

basis ofthe style. The details fo be taken no~ of in this bronze, are the ornate prabha 

of oval shape possessing fOrlY Games, each of which, except the topmost, one showing 

four tongues and all of them connected by a ring-like piece, the clear fan-wise 
, , 

1. Catalogue, p. 118, No.11; The Art a/India aml Pahistwt, p. 75, pi. 57, Fig. 322. 

2. In The Art of India. aml Pahistan its date is given simply as 15th century A.rl. 

3. Catalogue, p. 112, PI.XVI, Fig. 2. 

Fig. 294 
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'arningement of the' feathers on the crown an~.-the anklets on both ankles. The 

treatment of the fac,and the modelling of the legs are bad. They ugly contraction at 
'/' the kn~e-joint is an;~ye-sore. The stretching-out ofth~ left leg too is inartistically dealt 

with. It is therefore clear that by the, beginning of the 16th century the art has begun 

to decline::~ 

Fig. 295 The ten-armed standing figure of Bhairava, l ht.14 em" from Tanjore District, 

though a small bronze; shows beautiful features. The four other right hands hold a 

¢amaru, an anku~a, a khatJ,ga and a sula. The corresponding l~ft hands hold a n'iiga, 

a paia, a ghanta and a ~apaJ.a. the long garland worn in theyajiiopavita fashion is 

interestirig ~ also the wavy shooting up ofthejatiis forming a beautiful heart-shaped 

halo behind the head; The simple necklet, tpe anklets and sharp-edged Cisana are very 

important as they ~re marks of it ~ge. This figure may' be dat~d to about the first 

quarter of the 16th century A.D. 

Fig. 296 i The standing goddess~ 2 ht.62 cm, from Srirangam, Tiruchirappalli District, with 
/ 

Fig. 297 

an attendant on whose head she has placed her left hand, is a masterpiece of the art 
, ' , 

of the 16th century A.D. Its rounded features and beautiful pose are dealt with in an 

exceptionally brilliant ma~nel'. The modelling of the breasts, as is characteristic of 

good examples, is superb. But the slight stunting of the torso and ,the excessive 

emphasis laid on th~ right hip have deprived this bronz~ to some extent of its real 

charm. The simple wiry necklet of the figure is notwrothy. This bronze may be 

assigned to the middle of the 16th century A.D. It may be noted that this bronze, 

according to the traditions ofthe territory, is heavy. So also are the bronzes to be dealt 

with hereafter. This shows from about the middle olthe 16th century the traditions 

of tJ:1e art of the Andhra scbool which seem, to have exerted their influenc:e on the 

traditiofls of the Cho!ama-\l9alam for about a century have lost their hold on the 

,sthajJatis of this territory and they, since then, seem to have begun to practice the art 

according to the indigenous tradition. • 

. , - ' . 
," TQ.e beautiful Tiruinangai aJvar, a ht.75 em, from Srinivas~nalliir, Tirchirappalli 

Di~t.rict, a "particularly well executed bron~e" may also be assigned to the same period. 
~ " ' 

1. .r~5_16. 
0{.. "". 

2. Ibid., p. ,', ',~ Unidentified NQ. l. 

3,. ,bid., p. 9S.~:No. 11 . 
. ,;:': 

',',,", 
'.,'; 
';"?~ 

<;\ 
" 

'>. ". 
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The Sudar£ana, locality not knowm now in the Art gallery, Tanjore, is a powerful 

representation of the Ayudha Purusha with sixteen arms and in the posture of quick 

movement. The lotus petal designs along the inner fringe of the discus, the kalJ-thls, the. 

anklets and calf-ornament and the style of the asanas show that this bronze belongs 

to about the third quarter of the 16th century A.D. 

The manner in which the hair is dressed in. the bronzes representing women 

during the second half of the 16th century A.D. is beautifully illustrated by the hair

dressing of the two consorts of Sundramlirti-nayanar,namely, Sangili-nachiyar and 

Paravai-michiyar from Tiruvaymur in the Tanjore District. The former shows a keia

bandha type and the latter shows the circular type of dhammilla dressing;'Besides, 

the naturalistic manner of marking the hair falling in strands with curls at the tip, is 

a special feature of these bronzes. 

The Subrahma~ya as Sik,hivahana,l ht.16 cm, from Mullanguc;li in the Tanjore 

District is a fine specimen attributable 'to the last quarter of the 16th century. The 

stUdy of the peacock is remarkable and· the manner in which the deity is seated on it 

is exemplary. The back view shows the ~iraS-eakra of ornate type and the strands of 

hair falling on the back of the neck with the pendant, absent in the other broznes 

discussed above, hanging in the middle. 

Fig. 298 

Fig. 299 

Fig. 300 

Fig. 301 

The bronze representing Pradoshamurti from Tiruvaduturai may also be assigned Fig. 302 

to this period. The necklets of wire, heaviness of modelling, the stylised headgear ~ 

prabha and garments and the leg~ornament tied high up near the kriee of Siva help us 

in dating the bronze, Moreover, the affinity of the ParvatI of this group with the 

goddess from Srirangam (Fig.296) noticed above, is striking; but apparently the 

features of this figure are more evolved than those ofthe other. The sharp-edged asana 

too is a characteristic of the bronzes of this period. In spite of the conventionaIisation 

of details, owing to good proportions and beautiful poses, these two figures form a 

splendid group composition, the stylistic arch of the jJrabha with prominent makara-

head· decoration at its ends adding charm to it. 

Now we shall examine the group of three bronzes representing Vishl.1U as Fig. 303 
/ - - -

Vaikun~hanatha, ht.22 em, with Sridevi, ht 16 em, and BhTIdevi, ht 16 cm, 2 from 

1. CtaJ.ogl.le. p. 127 

2. Ibid., p. 134., No. 1. 
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Polagam in the Tanjore District. Each one of them is seated on a seat made of coiled 

serpent. The Vishqu is seated with right le~ placed on the left lap. His lower right arm 
hangs down and is resting on the right knee while the corresponding left arm is kept j 

on the seats as if in support of the body leaning backwards. The posture makes the 

figure look majestic. The bronzes of the goddesses are similar to each in everyone of 

the respects including, rather strangely, the kuca-bandha which is usually found only 
/ - - . , 

in Sridevi. The modelling though heavy is smooth except- for a certain amount of 

imperfection noticed in the arms of Vishnu. The ornaments are uniformly stiff and 

heavy. The draperies have apparently become stiff. The' mask-like manner of showing 

them is noteworthy. In spi te ofthese the faces of thesefigur'es are full of splendour and 

the expression suggests divine composure. This group may be assigned to about 

1600 A.D. 

The Devasenapati from TiI1.!veJvikkuc;1i and the Kalarimiirti from Tirukkadaiyiir 

Fig. 305 both the places. in Tanjore District, may be seen to be identical in style. They are 

iconographically rare specimens. They may be assigned to the beginning of the 17th 

century A.D. 

Fig. 306 The Jnariasambanda l,ht.51 cm, from Vac;1akkuppoyynr in the Tanjore District is 

a beautiful specimen of the art. Here a young, child decked in the typical children's 

jewellery is reprsented. The arrangment of the hair with the usual knot projecting in 

front is also interesting. The child's innocence is apparent in the expression The 

workmanship of the stiff necklaces and channavira the anklets and the iisana is ' 

characteristic of the period. This 'may be assigned to the first quarter of the 17th' 

century A.D. 

Fig. 307 The Pradoshamurti, 2 ht.43 cm,from Panangattangudi,Tanjore District, may OIl 

Fig. 308 

grounds of style be said to belong to the first quarter of the l7th century A.D. This is 

known from the sharp facial features, unsatisfactory mQ(ielling" prominent nipples 

and stiffjewelery. It isot of C:hoJa type as mentioned in the Catalogue. 
\ 

A number of bronzes were discovered at Madukkiir in TanJore District. Of these 
/ '~ 

the representations of the Saiva saints namley Appar, Sundarar, Jiianasambandar 

and Ma!likkavachakar are interesting. All of them are in one and the same style, 

1. Catalogue, p.134, No. 1. 

2. Ibid., p.l03, No. 1. 
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decorative details being changed according to the theme. The Appar in anjali, Spud on 

left arm, wearing rosary of beads on head, arms and wrists and a loin-cloth, stands in 

abhanga pose on a padmasana. There is smoothness and eveness in modelling and Fig. 309 

splendour in expression. The JfHinasambandar, ht.74 cm. is somewhat ornate, and its 

modelling is not so good. Here somewhat a grown up child is represented. Instead of 

closely shown curls of hair, a ke~a-makuta is shown here. The features of the face and 

the gestures of hands are higly expressive. The Miil)ikkavachakar, ht. 59 cm, is a more 

beautiful figure than the Appar. Its modelling is fine, bhanga is charming and the Fig. 310 

expression is full of seriousness which is in keeping with the expounding of the truth 

contained in his wonderful work called the Tirtlvacakam, as suggested by the right 

hand in vyakhycma-mudra and th left hand holding the manuscript of the scripture. 

Theyajnaopavlta is rendered in a beautifully swaying manner. The be!1~tyofits bac.k 

view is worth seeing. 

Fig. 311 

The grolij> ofSundaramiirti, ht. 66 cm, and Paravai, ht. 57 cm, is more interesting Fig. 312 

than the otherB'. Of the two, Sundaramiirti is not so good as Paravai. The interesting 

points of the former are its headdress and postures of the arms. The defective details 

are the sharp features of the face and the sharpness in the rendering of the knees. 

Paravai is an excellent specimen of the art of the period. Just as in the other Paravai 

from Tiruvaymur (Fig. 299), here also the headdress is of the ciruclar dhammilla type. Fig. 313 

Though heavy, its contours are not bad as compared with Sundaramurti. The beauty' 

of the hair-dress and modellingofParavai is known better from its back view. All these 

bronzes may be assigned to the end of the first quarter of the 17th century A.D. 

The crawling Balakrishl)al made of brass, 15 cm long, from U!undanguc;li in the Fig. 314 

Tiruchirappalli District and the charmingYasodii-krishJ?a,2 ht. 12.5 em, from, Thogur Fig. 315 

in the Tanjore District and the interestingAiyanarS riding an elephant; ht. 57 em, from Fig. 316 

the same place are other interesitngspecimens ofthe art and they may be dated to the 

beginning of the secopd quarter of the 17th century A.D. 

I 
Two bronzes representing the famous Saivite woman saint, namley Karaikkal Fig. 317 

Ammaiyar, one belonging to the Dharmapuram AdhInam in the Tanjore District and Fig. 317A 

the other from TirutturaippuI].~i in the same District may be said to belong to the 

1. Catalogue, p.84, No. 1. 

2. Ibid., p. 83, No. "6. 

3. Ibid., p. 128, No.7. 
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second quarter of the 17th century A.D. Interestingly the former shows an"ordinary 

woman while the other is a representation of the saint as an emaciated womna. It is 

in this latter form that the saint is usually depicted in sculputre and bronzes. 

The group of Ram a, 1 (ht. 22.5 em, STta (nt. 19 cm)and Lakshma~a (ht. 20 cm) from 

Perunto~~am in the Tanjore District, is interesting as it represents the figures in the 

fully conventionalised fc):rm. Both Rama and Lakshma~a wear Kirlpa-makuta and Slta 
. . 

wears not only kara1J-<!a-maku!a but ·also kuea-bandha which, being characteristic of 
;" - - - "'._. 
Sridevi clearly shows the complete identification of Sit a: wth Sridevi. The ornateness 

of the bronzes is glaring although because of the good proportions and beautiful 

bhangas, they have a charming look. These may be assigned to the middle ofthe 17th 

century A.D. 

Fig. 319 The Hanuman,2 locality not known but now in the Victoria and Albert Museum, 

. Fig.320 South Kensington, London and the Ka~~appa-nayan8.r,3 ht. 78 cm, from Tiruvalanga9u 

in the Chittoor District may be said to belong to the same period as the above. The 

modelling and otlier details of both are of an inferior type. They are very unsatisfactory 

especially in the KaI:tlJappa-nayanar. The interesting point to be noted in this bronze 

is its headdress which is similar to that of the Ka~l}appar (Fig. 277) from Kalaha:sti 

discussed above. This indicates that the traditions regarding the manner of decorating 

a Kannappar figure have been followed throughout the ages without much change. ... . 

I 
Fig. 321 The Siva in thesukhasana pose in the Government Museum, Pudukkottai may be 

Fig. 322 

Fig. 323 

assigned to the third quarter of the '17th century A.D. on the basis of the stylised 

features-such as the headdress and ornaments. The necklaces ofwi·re are significiant , . 

aids in this connection. 

The Nritya Gane~a,4 ht. about 43 cm, locality not known, but probably from . . . 

Tanjore District, is a typical example of the art as was in vogue in the. third quarter 

of the 17th century. The ornaments made of thin--strings ol\ly and the uncouth 

modelling of the legs are proof positive for this. 

The eight-armed Ugra-narasimha in the Government Musuum, Pudukkottai and 

Fig. 324 the eight-armed Bhairava from Kalahasti in the Chittor District are akin in modelling 

anddecorative details. They may be dated to the last quarter of the 17th century A.D. 

1. Ibid., p .. 81. No.3 

2. O.C. Gangoly, SOllth bldicul;Bi'Oltzes, pI. LXIX. 

3. Catalogue, p;133, No.2. 

4. Catalogue, p. 125, No.6. 
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The last bronze to be dealt with here is the Avalokite'vara,t ht. 105 c~, from Fig. 325 

NagapaHil)am in the Tanjore District. Its ornate features and stylised details and the 
. . 

elaborately worked prahha, all go to show that the bronze belongs to the end of the 

17th century A.D. 

The foregoing study of a sele.ct number of bronzes produced in ChoJa-maI)galam 

during the Vijayanagar period has revealed several interesting points relating to the 

development of the art. From 1400 A.D., for about a century, there seems to have 

occured a commingling of the tradi tions of the art of the Andhra school and those of the 

school of the ChoJa-mal)galam. Beautiful examples of this mixed style are the Parvati 

(Fig.293) from Jambavanogai and the Kaliya-krishI)a (Fig. 291) from 

Sundarapp~rumalkovil. Then the sthapatis of Cho!a-maI)galam seem to have again 

reverted to the indigenous traditions. One of the best examples that illustrates this 

change is the SubrahmaI)ya (Fig. 300) from Mullangu~i. But about the last phase of 

this period the art began to decline rapidly and consequently the examples belonging 

to this phase suffer very much from imperfect modelling and stiff features. 

'A significant change has been noticed in regard to jeweliery in the e.xamples 

examined above. From after about the middle of the 15th century A.D., the necklaces 

etc., instead being thick, are shown as made of simple wire. This characteristic persists 

till the end of the period and is seen to have been continued even- in bronzes of the 

modern period. Similarly in the case of the Cisanas,especiaily in bhadrlisanas, a 

notable change of workmanship has been effected. From after 1500 A.D., or so, the 

edges of the mouldings of the bhadrasana have become sharp. Besides, the petal 

designs on the lower-most moulding of this asana have become much styllised. 

A variety of themes have been chosen for representation. Of these Subrahmar;tya 

on peacoCk (Fig. 300), the Aiyanaron elephant (Fig. 316) and the saints ofVaishpavism , 
and Saivism are no~eworthy. The depiction of the hair-dressing in the figures of 

women such as Paravai (Figs. 312, 313) the consort of S,undaramiirti~nayanar is 

interesting. That the sthapatis of the iast phase ofthis period too were masters in the 

. technique of making bronzes is amply borne out by the remarkable eight-armed 

BhairavaCFig. 324) from Kalahasti. Another interesting fact known from the above 

study is that even upto the end of the 17th century A.D. there was a flourishing 

1. T.N. R.l!machandran. Nagdp(l!.ti!l(u/~ (wd other Buddhist Bronzes il'. the Madras Mllsellm. p. 50. PI. 
XVII. Fig. 1. 
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Buddhist community at Nagapatti~am, which required for its religious purposes, such 

huge and intricately worked bronzes as the Avalokite~vara. 

. A Characteristic of the bronzes of this period belonging to Cho!a-ma!1~alam 

prominently seen, is the evenness· of their modelling and unhampered flow of lines. 

Pandi-Mandalam Bronzes 

Now we shall examine some select specimens of the art produced in the ancient 

Pandyan territory, during the Vijayanagar period . . . 
One of the earliest bronzes of this region belonging to this period is the Pradoshamurti , . 

in the Government Museum, Pudukkottai. Even at a glance the peculiarities of 

modelling and decorations ofthe group can be recognised. The draperies are especially 

noteworthy, Yet, they bear marks of classical traditions in their high proportions and 

smooth modelling. Of the two figures, it is the Parvatl that is typical of the school. The 

thick anklests ofBiva and the three-ringed anklets ofParvati are noteworthy. These 

and the elaborate shoulder ornaments suggest the middle of the 15th century as the 

date for the group. 

Fig. 327 Another earliest .bronze of this terriotry to belong to this period is the beautiful 

Kaliya-krish!1a in the Ku~al A.~agar (Vishr;lU) temple at Madurai. Except for the 

heaviness in modelling and the slight imperfection in the rendering of the poses of the 

arms, this is a good example of the school. The headdress, the thick jewels and the 

serpent are all worked in a delicate manner. The treatment of the asana which is a 

bhadra-padmlisana, is particularly good. The figures in miniature size representing 

Kaliya under the hoods ofthe serpent and his consort, NaginI, on the pedestal in front 

are also execu ted s-kil fully. This image may be attributed to the las t quarter of the 15th 

century A.D. 

Fig. 328 The group representing Kris'h~al (ht. 88 cm,) with Rukmi9-i (ht. 68 cm) and 

Satyabhama (ht. 67 cam), from Sermadevi in the Tirunelveli District show the 

characteristic sharp facial features, the looped shoulder ornament, anklets (Single 

ringed in Krish!1a which shows another on left leg above 'the ankle and triple-ringed 

in Satyabhama and with a cluster of thin rinf,"S in the Rukmitli), keyuras and elbow 

1. Catalogue, p. 92, No.I. 
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ornaments. The presence of thick and broad necklet in Krish!la shows that the group 

is earlier in date than 1500 A.D. The headdress of all the three is noteworthy, 

especially, that ofthe goddesses, whichis a variety of dhammilla, tied to the left in a 

pleasing manner. The modelling is as usual heavy and the imperfection in depicting 

the postures of the Jilllbs,a special characteritistic of the traditions of this school, is 

apparent in the manner in which the right arm ofKrishpa is depicted! The ornments 

and draperies are worked in low relief. The pedestals are of the standardised tYpe. This 

group may be assigned to the last-quarter of the 15th century A.D. 
, 

The Sundaramiirti from the Nellaiyappar (Siva) Temple ofTirunelveli seems also Fig. 329 

to belong to this period, although it might appear to possess certain feautres like better 

modelling and less exuberant ornamentation than the Krishpa of the above group. 

The Krishtta from the KrishJ)a temple in Ambasamudram in the Tirunelveli Fig. 330 

District, may be found to be identical in style with the Krishtta from Sermadevi (Fig. 

327) discussed above. But the imperfection met with in the postures, in the rendering 

of the fingers and in the modelling-especially noticed in the knee-joint-is more here 

than in the other. This may therefore he dated to the first quarter ofthe 16th century 

A.D. 

The group of Adhikara-nandi, ht. 75 em, with consort, ht 65 em, from Vettililangu!am 

in the Ramaniithapurani District, is an interesting specimen of the period both for its 

artistic qualities and its iconography. The ornaments including those on the ,shoulder 

are of thin Wire, the draperies are worked in lowreliefand the headdresses and iisanas 

are stylised. Though they no doubt belongto the Pindyan country, in their modelling, 
\ . . , 

decoration and stances, they seem to display characte,ristics of the traditions of the art 

otthe Cho!a-ma~~alam. Theyinay be assigned to about the middle ofthe i16th ce~t~ 
A.D. 

Fig. 331 

Th~ s~mi-emaciated figure ofKaraikkil Ammaiyar from the KuttalanatbaS'vamin Fig. 332 

temple at ~uttalam in the Tirunelveli District is a beautiful bronze of the period. The 

expression is especialy realistc'. This may be assigned to. the third quarter of the 16th 

century A.D. 

The bronze representing Sundramurti in the Kuttalanat~vamin temple, Kuttiilam Fig. 333 

in the Tirunelveli District is one of the 1atest examples of this school. Its stiff poses, 

imperfect modelling .and stiff ornaments' ~uch as the armlets and anklets, indicate 
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/ 

clearly that it is a perfect, specimen of lifeless convertionalism, to which the art was 

-rapidly heading during the last phase of the period under discussion. The stiff wood

like unornamented pedestal is also noteworthy. This may be assigned to about 1600 

A.D. 

~ - - -
Fig. 334 The last exmples of the school to be noticed here are the Sridevi and Bhiidevi, each 

Fig. 335 

59 cm high, from Ammappettai in the Madurai District, bronzes representing 

goddeses (Le., women of the period) which are also of the completely s:onventionalised' 

type. EverY one ofthe details of each of these, such as the ear-decorations, the other 

ornmanents, drapery and the peculiar anklets proclaim t~is. Added to these is the 

asana in the typical inartistic styl~ of the period. These may be assigned to about the 

middle of the 17th century A.D. 

The characteristics of the examples of bronzes of this period belongi~g to this 

school are heaviness in modelling, imperfect manner of displaying the postures of the 

arms, the exuberant and stiff ornamentation and extreme sharpness of features. 

During the last phase of the school, the art had declined so much that the examples 

produced then were mereconvEmtJonal figures without"any suggestion of qualities like 

beauty or rhythm or proportions. TIlisstate of affairs paved the way for the utter 

deterioration in the standards of the art during the subsequent period called for the 

sake of convenience, the modern period. A (ewexamples of bronzes belonging to this , 

period,discussed below will amply bear OJlt this statement. 

BRONZES OF THE MODERN PERIOD 

Of the numerous examples of bronzes belonging to this ~eriodthe GaruQa,l ht. 20 

cm, ftoom Kanko~uttavanitam in, the Tanjore District, is one of the earliest. The 

manner otrepresenting,the serpent and the stiff arms ,prove that the bronze is a PQor 

specimen of art. This may be assigned to the first half of the 18th century A.D: The 

Fig. 336 eight-armed Virabhad~,2 ht. 95 cm, 'fr«?m TiruvalangiQu in the Chittoor District is 
. . \ . 

another example' of the' period and it may be dated to the second' half of the 17th 

Fig. ~37 century A.D. The Kajlkal.amiirti in theKuttalanatha~vamintemple at Kuttllam in 

the Tirunelveli District is more elaborate than the previouS'Virabhadra, and it may' 

be ass~ign~d ~o about 1700 A.D. -

1. Cat,J)ogite, p. 94, No. 1. 
2. Ibtd .• p. 116,: NO~·l. ',,-

, i ..... .'. 
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The Kaliya-Krishq.a, ht. 75 cm, from Palani in the Madurai District has details. Fig . .a38 j 

which. are clear-cut. But that there is a wide gulf separating this and the other 

Kaliyalq'ishI}a (Fig. 327) in the Kiidal A.l.agar Temple ~t Madurai is easily seen. In this 
/ 

example the workmanship of the Kaliya is significant. This may be assigned to the 

middle of the 18th centur A.D., if not later. 

The Na~e~a, locality not known, now in the art collection of the Philadelphia Fig. 339 

Museum, Pennsylvania, U .SA., i~ a good example of the art of the period. The 

inartistic manner of depitcing the left arm in gaja-hasta posture is itself ehough to 

show its date. It may be dated to about 1800 A.D. To a Still later period may belong 
/ . 

the woodlike Siva belonging to tlie Government Museum, Pudukkottai. It may be Fig. 340 

dated to the first quarter of t~e 19th century A.D. The figure representing Yasoda-

lq'ishl.la,l ht. 14 cm, rXom Uppiliyapuram in the Tiruchirappalli District, is a fully Fig. 341 

conventionalised specimen. That the~e is nq comparison between this and the 

beautiful Yasoda-k:rishq.a (Fig. 315) from Thogiir is apparent. This may be taken as 

typical of the art as it obtained about the middle of the 19th century A.D. The 

Varadaraja,2 ht. 53 cm, is anotlier typical example of the art of the period. The authors 

cifthe Catalogue have rightly said that "it has been cast in the style suggestive of the 
o· 

most ornate style of temple architecture of the modern period" (p.69). This may also 

be assigned to about the middle of the 19th century. It i~ however an interesting 

specimen from the point of view ~f the technique in which it is made~ As the above 

. mentioned authors say, the casting of this bronze is done with an unstable vacuolated 

core. It may be mentioned here that several bronzes in the folk style, to be discussed 

below, !'lre cast in this style. 

Fig. 342 

/ 

The Varadariija~ 3 with consorts in an elaborate setting consisting of a pedestal on Fig. 843 

which they stand borne by Garu~a and an ornate prabha, total he~ghts of the group 

being 40 cm, locality not known, is an example ofthe art as it existed during the lIecond 

half of the 19th century A D. The three principal figures are of copper and th .. rest are 

of brass. As has been said by the authorS of the Catalogue" the three prinicpal images 

are rather crude, and the, only special interest attae9ing to the set lies in their 

elaborate and somewhat better executed setting" (p.68). It may be said that it is in this 

1. Catcdoglte. p.82. No. 1. 
2. Ibid.. p. No.7. pI. II. Fig. 4. 
3. Ibid.. p. 68. No.2. 
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style bronzes, both big and small, were made in the subse.quent period. This is 

exemplified by a number of examples of bronzes made, in 1908-09 by a sthapatiof 

Svamimalai near Kumbhako~am in the Tanjore District,:to order (rom Mr. O. C. 

Gangoly who has reproduced them in his South Indian Bronzes, on PIs. XLVIII, LIX 

and LXXII. 

BRONZES FROM TRICHUR (KERALA) 

The Government Museum at Trjchiir near Cochin in the Kerala State contains a 

small number of bronzes discovered in the neighbouring places. Three of them may be 

seen to possess characteristics of the art of the period under discussion. One ofthe~ 

is a dviira-plilaka, which forms a pair with another one, both of which are badly 

mutilated. The chief interest of these two figures is that they are made in the hollow

cast process, which can be noted from the hollow of the broken left arm of the figure. 

Secondly the workmanship of the details is in the typical style of the locality, in which 

the well-known 17th-18th century paintings in Cochin and some other places in 

Kerala· are executed. The elaborate ornamentation and the heavy modelling of the 

figure testify to this. But in view ofthe roudned features this bron~e may be attributed 

to the 17th century rather than to the 18th century A.D. 

Fig. 345 The Durga is later than the above, but it is beautjfully executed. Without the bulk 

and the elaborate decoration this bronze would be a beautiful spei~men of the art as 

obtained during the beginnigofthe 18th century A.D. The bronze representing a DevI 

Fig. 346is easily seen to be a typical elfample of the art of the 19th century A.D. 
. '~ 

It remains now to illustra~e the course of develo.pmentthe art of bronzes has had 

Fig. 347ih Andharad~aduring this period. The Somaskanda,l ht; 75 em, fromNellore town, 

may I;>e said to beone of the interesting examples of the art of the 17th century A.D. 

In view ofthe fact that Nellore, like Kalahasti and Tirumalai, is not very far away from 

the northern border ofTamil;.na~, the traditions of the art of Tamil-ni\d, as those of 

-o.ther aspects of life, are likely to influence those of the above mentioned places. This 

Somaskanda bronze illustrates this beautifully by its modelling and decoration which 

are akin to those of the bronzes of the last phase ofthe·ChoiatMandalam school ofthe . .. 
1. Catalogue, p. 106, No.2. 
2. Ibid., pp. 81.82, No. 8.. 
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Vijayanagar period. However, the crude modelling and attenuated torsos of the 

figures are in the characteristic local style. This bronze may'be dated to the end of the 

17th century A.D. 

/ - - -
The group of VishtlU (ht.46cm), Sridevi (ht 39cm) and Bhudevi (ht.39cm), from Fig. 348 

Yerrampalem in the Rajahmundry Taluk of the East Godavari District is a typical 

example of the art ofAndhrade~a of the period under study. It may be assigned to the 

middle of the 18th century, on grounds of style. A latest example of this school of 

Andhradesa is the group representing Rama, ht.22cm, and Slta \ ht.19cm from 

Chimakurti in the Guntur District. The stylisation that has verged on crudeness is 

apparent in every one of the details of these figures. This may be assigned to the end 

of the 18th century A.D., if not later. 

SMALL ORNATE BRONZES 

So far we have been examiningexamples of the bronzes made according to the well 

defined and refined traditions of the art. There are specimens of the art made 

according to other methods as well. These bronzes may be divided into two or three 

distinct categories. Of these, two important categories of bronzes may be briefly 

examined below. They are the small ornate bronzes and the bronzes in the folk style. 

In view of he uneven and irregular na ture of their workmanshi p, these bronzes cannot 

be even approximately dated. If this difficulty is put aside and the pieces are studied 

closely, they are found to posess a charm of their own which, though archai~, is natural 

and of abiding character. 

A very interesting example of the group of small ornate bronzes is the 

Cha:r:t~ra§ekhara2, ht. 28cm, from Vac:;lakkuppoyyur, Tanjore District. The authors of 

the Catalogue have as usual noted down the special features of this bronze. Their 

description of the bronze is as follows: 

"Hands with axe, antelope; varada and abhaya, Lotus pedestal with tips of petals 

strongly emphaised on wide square base. 

"A most unusal type of image with half-prabha attached to the back of the 

headdress and upper arms. The crescent is conspicuous across the middle of the upper 

part of the headdress. A snake coils round the upper part of the arms on each side. The 

1. Catalogue., pp. 81-82, No.8. 

2. Ibid.,p.61. 

Fig. 349 
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lower draperies are conventionalised and much ornamented, but not altogether on the 

usual plan. Between the prahha and the head is a small halo. The face ~nd tail ofthe 
I 

antelope are towards Siva."l 

It is of interest to note that this bronze seems to resemble in workmanship the very 

elaborately worked and ornate Dvarapalaka (Fig.344) in the Trichiir Museum, 

discussed above. Here the details are worked in a much le~s exuberant manner. 

Allowing therefore a few decades for the development of elaooration, this bronze:! may 

be dated to the early decades of the 17th century. Its modelling is, however, in the 

u~ual style and not of the bulky type of the Dvarapalaka. This is another point to be 

taken into account in connection with the dating of the bronze. 

As regatds its probable date the above mentioned authors say on p.61 of the 

Catalogue that "the images with which it was found suggest that it is likely to be of 

later date". We have examined above on or two bronzes fromt he same place of which 

we have assigned the Jiianasambanda (Fig.3D6) to about the first quarter olthe 17th 

century. This is another independent piece of evidence which supports the above 

dating. It may be mentioned that in spite of its elaborately worked details and late 

date, the bronze is finished in. a beautiful manner and its posture is majestic. 

The standing,'Durga, ht.26cm, from Pudukkup.i in the Tanjore Taluk of the 

Tanjore District is also in the same style, but here the figure is bulky. The padmasana . 

and the broad square bhadrasana may be seen to be clear identical with those of the 

above bronze. The prabha of this figure is flat and has a solid appearance. Its flames 

and the manner they are linked by a rod are significant in that they suggest that the 

prabha is a late descendant of the one met with in the Na~e~a (Fig. 294) from Beliir 

dated to 1510 A.D. The features of the face are crudely depicted, but the torso, inspite 

of its heavy moulding, is exceuted well. The other interesting detail consists of the 

three or four strings, hangingfro.m the waist-band, that are attached to each leg. This 

Fig. 352 may be dated to the secondhalf of~he-l7th century A.D. How from this period onwards, 

little or no attention was paid to the working of the backside is known from-the back 

view of this piece. 

Fig. 353 The standing Vishapaharari[;l, ht. 25.5 cm, is from Settipulam in the Tanjore 

District. This has been discribed~y the authors of the Catalogue as follows on p. 108 

1. Ibid., p. 102. 
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of the book: "Axe, antelope, poision, abhaya (in the hands). A crude image ...... with 

completeprabha, removable from the base which is of more novmal dimensions ....... " 

The asanas are ofthe type met with in the above bronzes. The design of the prabha is 

very poor. The modelling of the figure is similar to that of above Durga, but the poses 

of the front hands and the facial featur~s are executed better here. This bronze may 

therefore be assigned to about the first quarter of the 18th century A.D. 
t' _ 

The bronze representing a standing SrinivEisa, ht. 28.5 cm, from Pa.I.ani in the Fig. 354 

Madurai District, has also an asana of the type met with in the above mentioned 

bronzes. This is rather a strange conicidence suggesting that either the tradition 

relating to the making of su~h bronzes prescribes this type of iisanas for them or that 

they all belong almost to the same period when it was the praCtise to prodvide this type 

ofasanas for such bronzes. In view of the apparent difference, met with between the 

bronzes, in the treatment of their other details, th~t the latter is not probable and 

that the former is only plausible is also known from the difference in the provenances 

of the bronzes. Its half-prabha is simple. But-the elaborate shoulder ornmanents, the 

peculiar manner of showing the hair spread-out on either side of the head, the 

imperfect modelling of the limbs and the unsatisfactory manner of depicting the 

feautres of the face go to show that this is much later than the above one. Another 

bronze representing Kaliya-krish!la (Fig. 338), from the place has already been 

noticed and it is dated to the middle of the 18th century. This bronze may also be dated 

to the tiame period. 

The standing Vish~u, ht. 45 cm, from Elumagalur in the Mayuram Taluk ofthe 

Tanjore District is a very interesitng figure. Its padmasana is of the type seen in the 

above bronzes, but the bhadriisana isofthe type usually associated with the bornzes 

in the refined style belonging to very late periods. It does not also seem to fit properly 

into the scheme of the figure. It is- therefore possible that it is a later-day substitute 

for the original asana. The prabha is very OTnate and its three-fou,rth circle sits on the 

props seen on either side ofVish~u. The modelling of the figure and the rendering of 

the features are somewhat good. But the highly developed character of the ornamentation 

is at once recognised in the number of ends of the waist-band and, that of the strings 

that hang down and attached to the legs as well as from the manner in which they have 

been done.'The other interesting details to be noted are the acquiline nose and the halo 

behind the maku.ta with a wide top. This type ofmq,kuta is characteristic of the art of 

Fig. 355 
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Kerala of the 17th-18th centuries A.D. The reason for its occurrence here is a matter 

to be investigated. On the basis of the style, this bronze may be assigned to about the 

second half or the end of the 18th century A.D. 

Fig .. 356 The standing goddes probably Pa!Vati, ht. 65 cm, from Pudiir East, in the 

Tiruchengodu Taluk of Salem Di3trict, is another interesting and beautiful specimen 

ofthis category of bronzes. It will be found to be somewhat akin to the Durga in the 

Trichiir Museum in style, but here the deails are more and their workmanship is very 

ornate. Moreover, its facial features and the halo behind the crown are closely real ted 

to those of the above Vish!lu. Hence this may be dated to about 1800 A.D. The 

sesnsuous modelling of the breasts, the long file of bangles on the wrists and 

elaborately worked flowing draperies are noteworthy. 

Fig. 357 The standing Durga 1, ht. 24 cm, found along with a number of small bronzes in folk 

style to be dealt with below from Naikuppam in the Tiruppattiir Taluk of the 

Ramanathapuram District and the Cha~9ra~ekhara,2 ht. 17 cm, from Karappidagai 

Fig. 358 in the Tanjore District, may be said to occupy a place, in regard to the style, between 

the above group of bronzes and the group of bronzes to be dealt with below. The Durga 

is somewhat better finished tlianthe ChaI}~rasekhara, although both are of the crude 

and uncanonical type of bronzes. They may be dated to about the beginning of the 19th 

century, on the basis of thier style. 

BRONZES IN THE FOLK STYLE 

Now we shall examine a few typical examples of the art belonging to this very 

interesting category of bronzes. A majority of the bronzes to be discuused below eome 

from twO places namely Karappidagai, NagapattiI).am Tal,uk, Tanjore District and 

Naikkuppain, Tiruppattur Taluk, :Ramanathapuram Distrct.3 About these pieces the . 
authors of the Catalogue, say as follows: 

"All images from the former of these finds and all but one of these from the latter, 

are more or less crude, many of them extremely so (see PI. XXIII); and their 

physigonomy, especially in the latter find, is suggestive of that characterisitc of 

primitive village goas rather than of the more cultured style of image with which this 

1. Catalogue, p. 120, No.4. 

2. Ibid., p. 102, No.7. 

3. Ibid., p. 58. 
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catalOgue chiefly deals. That the Naikuppam find at least was connected with a 

grama-deuata shrine is further indicated by the fact that about half the images in it 

represent Aiyanar's attendant·s. The only figure ofAiyanar himselffrom this find is the 

only one which is really well executed, and this in spite of the fact that it is also the 

smallest."l 

Amongst this class of bronzes the worshipper, ht. 16 cm, from Vac;lakkupaIJ.aiyur Fig. 359 

in the Tanjore District may be considered somewhat better executed than the rest, 

except for the tiered arrangement of the garment and the unnatural manner of 

bending the right leg. The face is elongate and there ~eems to be a beard. Its feautres 

are well worked. This may be dated to about the second half of 18th century A.D. 

In view of the fact that the Naikuppam bronzes are in general more interesting 

both in workmanship and in the variety of themes, than the Karappidagai bronzes, the 

former may be examirled firs t. 

Of these the Madurai-vIran,2 ht. 11.5 em, takes precedence over others in view of Fig. 360 

its nearly cultured style. Even so, the modelling of the legs is crude and the eyes and 

the nose are not treated.well..The knotting of the hair to right is noteworthy. It may Fig. 361 

belong to about 1800 A.D. The Sailgilik-karuppan,8 ht. 17 em, seems to come next to 

the above in regard to its proportions and delineation of the details. The beaded 
I ';' 

necklace, the fetters on the legs with chains attached to them. and the headress of this Fig. 362 

bronze are intereting. The Karuppal)pasvami,4 ht. 23 em, shows the characteristics of 

the folk style such as the applique nipples and necklace, sharply tapering limbs and 

bulging out of the part between the armpits and knees. The expression suggests 

seriousness. The simple garment and the ornament of a novel type seen on both 

shoulders are also interesting. These two may also belong to about 1800 A.D. 

The Yasoda-k~ishr:ta,6 ht.20 cm, is modelled in the same manner as the above 

figure. The nipples here also are of the appliql,le type, and the breasts are beautifully 
I 

represented. She holds a ratherbeautifullotus in her right hand and the baby ~ishl}a 
by her left hand. Interestingly she wears the hair in the manner in !which the 

goddesses of the KJ;jshl)a group (Fig. 328) from Sermadevi wear. The drapery with 

1. Ibid., pI. XXIII. (44) 

2. Ibid. pI. XXIII (~. 

3. Ibid.; pI. XXIII (12). 

4. Ibid., pI. XXIII (14). 

5. Ibid. pI. XXIII. (16). 

Fig. 363 
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numerous folds and a pair of festoons, h~nging one on either side, are also speical 

feautres of this bronze. Baby KrishIYl, true to the folk style, possesses long tube-like 

limbs, but the arrangement of his hair is remarkably similar to that of the crawling 

Bala-kJ;ishJ?a (Fig. 314) discuused above. The nose has begun to protrude and the face 

has begun to assume an unshapely roundish form, which becomes very ugly in the 

other bronzes. It may be dated to the beginning of the 19th century A.D. 

The Vish~u,l ht 22 cm, and Durga,2 ht. 22.5 cm, are both in the same style as the 

Fig. 365 above two bronzes with this difference that here the details are executed more curdely 

than there. This is ,known from the manner in which the draperies, the arms, the 

headgears and the emblems of both the figures are done. Interestingly the Vish~u's 

yaj'ftopavita is worn in theprachina,.Vlti fashion. The noses of the figures are pointed 

and the eyes are of the applique type. The breasts of Durga are however nicely 

depicted. These two may be assigned to the first quarter the 19th century A.D. 

Fig. 366 The standing Aiyanar,S ht. 8.5. cm, locality not known, is still cruder in style as 

exemplified by the garment with tiers of proturding folds, incompletely chastened 
I 

body and the summary manner of depicting the ja{a-bhara. The facial features are 

however better executed, and the posture is full of feeling. Its date may be the same 

as that of the above. 

Fig. 367 Now we shall examine the bronzes from Klirappidagai. of These the worshipper,' 

ht. 9.5 cm, is better than the rest. Its slender build, garment with thick folds and the 

Fig.369 fine expression are noteworthy. It may belong to about 1800 A.D. The KaJi,15 ht. cm. 

is a typical example of this style and may be said to be an excellent specimen where 

all the conceivable items of a crude style are present in a perfect manner. This factor, 

however, makes one laugh rather than scoff at the maker of this bronze which is, 

however, a fine study ofte subject in this style. It may also be dated to about 1800 A.D. 

Fig. 369 The figure of another grama-devata,6 ht. 10 cm, shares a majority of its details with 

the above Kali, but here the rendering of the arms and the nose is still more crude. It 

Fig.370 may be dated to the first quarter of the 19th century A.D. stilL(urther emphasis· on 

crudeness is exhibited by the grama-devata} ht. 11 cm. In addition, it has a terrified 

1. Ibid., pI. XXIII (9) 

2. Ibid., pI. XXIII (11). 

3. Ibid., pI. XXIII (3). 

4. Ibid., pI. XXIII. (8). 

5. Ibid., pI. XXIII (7). 

6. Ibid., pI. XXIII (2),. 
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expression as suggested by wide open eyes and the knitting of the brows. A similar but 

slender bronze, ht. about 14 cm, representing agrama-devata, holding a trident in the Fig. 371 

right hand, is from the Kudal A.l.agar Temple at Madurai. The rendering ofthe hair and 

the nose and eyes is noteworthy. A very interesitng bronze, though extremely crudely 

finished; is the figure representingagrama-devata, locality not known. Its face, torso, Fig. 372 

draperies and arms are all treated in a specially unrefined manner. Yet there is 

something attracting in the representation, which eUcits admiration. The above three 

bronzes may be assigned to the first quarter of the 19th centu;y A.D. The extreme 

limits in this style seems to have been reached in the Yasoda-k.rishpa, locality not Fig. 373 

known, although, here the breasts alone are remarkably well depicted. A specially 

noteworthy feautre of this piece is that its eyes are depicted by cavities rather than by 

the applique method. This may also belong to the first quarterofthe19th century A.D. 

The bronzes examined above are noteworthy for their technique and style. They 

are cast, like the bronze Varadaraja (Fig. 342), with "an unstable vacolated core.1 " 

This, coupled with the small size of the bronzes, shows that they have been made in 

the villages by the village craftsmen for worship. in the village shrines. These 

spetimens are therefore marked by rustic simplicity. 
" ' 

The style of these pretty little bronzes is interesting. Even at the first sight of 

them, one can recognise that their style is closely allied to that of terra-cottas. Though 

the subject-matter has been taken from the religious traditions of the sophisticated, 

which suggests that these traditions have been universal in their character, the 

smgularity of the style of these bronzes shows that the village craftsmen have also 

made valuable contributions to the Indian artistic traditions in general, whicQ have 

become richer by these cqntributions. The manner in which the themes have been 

, given forms is characteristic of the huge terra-cotta figures which can be seen in every 

South Indian village even to-day. Just as the simple folk ballad and music which have 

been delighting generations of villagers from time immemorial, who would not brook 

even a slight te~pering with them, their works of art also, in a simple style seem to 

have been giving them soul satisfying pleasure, and they cannot, therefore, be happy 

if the style of their works of art is changed. So what Mr.Ajit MookeIjee says about the 

art of the Adivasis seems to be true of the folk art of the villagers, of which the above 

1. Catalogue, p. 69. 
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bronzes repre$eni one branch. He says: ~'The exact reason behind this phenomenon 

is difficult to explain. But it is evident that once the aesthetic awarencess of the 

Adivasis is evoked by a pattern, it tends to resist any significant modification. In 

communities living.in isolation, where tradition is passed on by oral transmission and 

technical skill is handed down from mother to daughter or father to son, there is little 

scope for modification in the traditional forms and motifs. "1 He goes on to say:" Many 

of their art forms are results of deep spiritual experience, the innate meanings of which 

cannot be clearly understood in terms of our aesthetic reactions. The age-old emotional 

content conditioned by the environment and social behaviour has contributed a mass 

of.signifiwnce to these art forms." They are above all objects of veneration which in its 

height of'intensity transcends the nama (name or subject) and rupa (form). Thus, the 

style ofthese bronzes, though unrefined from a different angle, has got the sanctity of 

age-old traditions and the works, in that style, possess the rare significance of 

ennobling the multitudes of simple-minded villagers and elevating them to a high 

state of spiritual experience which is but the goal of every noble and creative activity 

of the humanity in general. 

1. Indian Tribal Art, in Traveller i'n India (issued on behalf of the Department of Tourism, 
Government ofIndia) Vol. V, No.2 p. 15. 
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Aesthetic qualities of art, 
deteriora tion of 

requirements of 

Agamas 

Karflnagama 
Agamic irUunctions 

rules 
Agni, emblem of 

PAGE 

295 
226 

244 
226 

244 

245n 
290n 

45,263 
395 

13n 
·12 
13 

14 
57,58,105 

112 
406 

317 

83 
6In,84,171 

84 
137 

192 
1M,153 

in a cup in Natesas 90 
Ahuya-varda, pose 42, 90, 111, 156, 165, 

Aiyanar 
standing 
on elephant 

from Thogur 

166, 207, 244, 254, 
307,342,358,361 

341 
404 
393 
391 

his attendants, images of 403 

Aiyappan,A 13,184o,303n 
Ajnaiia 108n 
Aksha-mala 124, 333 
Alidha, pose ' 129, 249, 351 

cum-ablmga, pose 128 
cum-dvi-banga, pose 151 

Alinganamurti (Prad05hamurti) 354 

, Alupa, king 182, 183 
Alupendra 188 

" 

Alvars 
Tirumangai 

Amalan Seyyavayar 
Amaravati 

bronzes from 
bronze Buddha from 
Buddha 

PAGE 

30 
32,54 

226 
28,36 

16,17,19,20 
21 
19 

Buddha in marble 25 
Buddhas in marble and bronze 200 
earliest phase of sculptures 14 
sculptures of 35, 377, 378 
SCUlptures of women of 69 
Nalagiri medallion from 15 
stllpa-slabs from 25 

stllPas of 27 
Ambasamudram 
Ambika, Jain 

from Singanikkuppam 
Amitabha, Dhyani Buddha 

miniature figure of 

395 
366 

362,368 
92 

188 
Ammaiappan, equivalent of Ardhanari 76 

. Ammappettai 396 

Amsterdam Nataraja 356, 364, 365, 267, 370 
Amu£cla (joy) 263 

A'tuu&da-tw&dava 111 
mode of 142,167 

theme of 195,199 
form of 109 
Natesaa 104,160 
Natesa8,notyetperf~ 159 
Natesas, creation of 161 
Natesa from Okkur, 171 
one of the earliest 
Natesa from Sivapuram 195 

Amia 25 
Andra, country 
Andhradesa 

bronzes from 

15 
18,29,35,369,377,399 

378 
sculptures of 
the art of bronzes of 

Andra, images 
school of 
school, traditions of 
school of art 

378 
380 

17 
369,377,378 

382,388 
387 
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PAGE 

Andra-Pallavas 29 

period of 28,29 

brozes of 15,19,23,26,56 

patimascma 42 

Animals, in bronze 12 

studies in bronze 140 . 
Anjali, pose 87,88,128,187,201,204, 

205,216,223,263,282, 
304,305,312,313,340,349, 

350,361,374,386,391 

Anklet, valaya type of 223 

on right leg 247,361 
on left leg 341 
beaded 342 
one more than piid(18ara on leg 346 

on each ankle 349 
without kill-killi 350 

kin-kinTs tied 357 

with kin-kin' 359 

double ringed 
single-ringed 
on both legs 

Annapiirni-devi 
Alltcu{ya (lower garment) 

Antiquities 
from Nilgris 

Antiquity of wearing tculdai 

Anuridhapura Buddha 

Aparajita,the Pallava king 

370 
372 

384,388 
337 
139 

12,13 

14n 

224 

19 

57 
Apasmara Purusha 64., 91, 95, 96, 109, 142, 

159,170,173,194,211, 
241,279,280,288 
289,304,831,847, 

351,356,359,361,363 

absent from Natesa 154 
in stone Sculptures 154 ; 

ApTiaka, the elephant of the king of 15n 

Appar ·58, 205,374 

from Madukkur 
p~onzes of 
Devcu·am by 
stone figures of 

Appliqu,e, t~ 

metood: 
Apron 

390 

225 

84 
225 ; 

403,404 

405 
.305 

PAGE 

Aravamuthan T.G. 69n, 265n,268n, 292n, 
293n,312n,313,335n, 
360n, 360, 381n, 382n 

Architecture 

Indian 

school of 
of South Indiarl' Temple 

of temple 
Arddha-cCUldra,.nllldrli 

ArdhanarT 
from Tiruvenkiidu 

Kumbhako\lam 
TiruviramTSvaram 
relief sculptures 

ArddhiiJijaif-mlldrii 

Arddhapcujlwlk-asana 

Arjuna 

from Tiruve~atam 

his discovery of the lord 

Armlet, simple, with knot 
on the outer side 

three on each arm 
with prongs and festoons 

Art, Indian 

of bronzes 
intelligent application of 
varioWt formulae of 

and architecture 

local schools of· ; 

forms,resUIts of deep 
spritual experience 

25, 61n, 113 

2 

28 

9,112 

397 

210 
76,237 

155· 
237 
237 
238 

312 
184;186,370 

85,89,90,182 

78,96, 126 

88 

130 

223 
339 
1,2 

8 

104 

6n,113 
260 

406 
Arts and crafts, devoted to religion ; 318 

and literature, advancement of 113 

Art GaUery, TaI\iore 74,77,125,143, 
176, 225, 249n,301 

Kiritamiirti in 242 

SudaJ;SlI-na in 
Freer, Washington D.C. 

Articles of Bronze 
Artists of South India, 
favourite themes to 
AruJmolidevapura, village of 

A8~'~, ~harp-edged 
traditiion of making of 

Aslu,a-mangala 

.. 389 
121,146,198 

12 

127 
344 

38S,389. 
401 

IS 
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PAGE 

Ati-bhailga 65, 133, 191, 231 
Attachment of the two wings of 
the Jatas in Na~as 280 
Attendant to Annapurna 

~ . 
Avaloki tesvara 

from Kadri 
Lokanatha 
in Boston Museum 

from Nagapa~ti~am 
Avatar of VishJ.lu 
Avidyii, destruction of 

337 
93,103.104,394 

179,202,234 
185,188 

92 

323,325,332,393 
127,385 

Ayudha Purusha in human form. 
108n 

363,389 

B 

Baby-god, Skanda 
Back view, not worked 
Badami, Chilukyas 

Nate£a 
Trivikrama 

Bahu-valaya 

Biilacandra SikhimaI].i 
Bala-Krish~a, crawling 

from U!undangu~i 
Banaras, Bharat Kala Bhavan 
Band, besides nligavalaya 

with oval design 
Bandha, of the chest 

circular 
BOIldhas of theJa!lis 
Banerji, R.D. 
Bank ofItaly, Rome, Nat.eS'a in 
Basham,AL. 
Bas-reliefs 

from AmaravatI 
Goli 

Beaded garland on head not 
met in any other 
Bellary 

67 
400 
196 

91,91n 
102 
152 
182 
404 
391 
386 
169 
126 
207 

338 
·95 

1, 36n, 102n 
89 

3500 
15 
25 
25 

203 

i8 
Benjamin Rowland 6n 
Bezwada 16,17 
BhadriiBcula, ofNate.:as without 119 
padnlOsOlla • 

moulded together withpadnlOsOlla 120 

with lotus petals in 
its mouldings 150,,348,374,376,393 

PAGE 

without spacers in the moulding 164 
with simple brackets 195 
with aharp-edged 
mouldings 224, 388, 393 

BhadriisOlla, with an off-set in the 
middle with an inscription on 2~1 

stylised 345, 382 
Blladra-padmasOlla 394 
Bhairava, from Tiruve~ki4u 227 

eight-armed 236 
ten-armed 
from KAlahasti 

Bharata 
Bharat Kala Bhavan, Banaras 
Bhattacharyya, B. 

388 
392,393 
66n,295 

386 
333 

58 Bhigavata, scenes from 

Bha-mOl.'r/ala (halo) 
Bhiksha~na 

sculptures 
in the Nige{vara temple 
from Tirunimanalliir 

236 
191,226,301 

337 
69,75 

185,186,190, 
191,301 

Tiruvepki~u 186,227,301,346 
BhudeVi 124,179,180,220,221,276 

309,328,335 
with makar",.ku~lljaJas 
with yaj";,opavUa 

220 
220 

175 
111 

from Sirupanaiyijr 
BhujangCincita, NarJa in 
Bhuja/lga-triisita mode 
of dance 
Big Temple, Tanjore 

111,195,210 

82 
inscriptions in 226, 244 
images donated for 249 
Nates'a 193,244,283,284,288, 

• 290,352,355 

Tripurantaka 
sculptures of 
yO!a-vari of 
Umi'from 

Birds in bronze 
Birlldas in Telugu - , 
Belur,Na~a 

Chandik~vara .. 

279,307 

299 
248 

359,362 
12 
18 

148, 183, 213, 248, 
846,355,387,400 

311 



INDEX 

PAGE 

Vhtadhara 1~6,1~7,128,136,148, 161 
Bodhisattva, heat! of 24 

Maitreya 
from Sinchl 
Sarnath 

Bodice-like pattern in Srldevi 

Borobudur Buddha 
Boswell,J. 
Boston, Museum 

AvalokiteS'vara of 
Pirvati in 

Bowl from Nilgris 
Brackets in Cisana 
Brahma 

from Tiruttapj. 
Brahmanism 
brahminical pantheon 
B~hma-£asta; Subrahmanya 
Breeks, J. W. 
Brihadi'vara temple at Tanjore 
Briha tphaliiyanas 
Bphaspati 
Bronze Age in South India 
Bronzes, f;rom Adichanalliir 

ofKOngu 

49 
189n 
189n 

181 
184 

16n,16,17n 
17,21n 

92 
327 

13,14 
371,3'12,376 

151 
81 

18,30,35 
.35 

124 
13,l4n 

113,114 
18 

182 
12 
15 

260 

ofVeFr 260 
of Pal,l9ya 26Q 
of uncanonical type 402 

Buddha 12, 16n,25, 28, 30, 39, 135, 
186,187,269,270,303 

bronzes 
Gupta 

16,22,24,30 
23 

images 16,26,30,39,44,121 

in Boston Museum 17 
in Colombo Museum 
in arddhaparyank-asana 
in teaching pose 
in uytiJch.ylin~mudra 
from AmarlivatI' 
Anuridhapura 

Borobudiir 
Buddhapii9 
Don-duo~g 

Mathura 

21 
184 
185 
185 

19 
19 

184 
23 
17 
19 

PAGE 

NagapaWt;lam 119,120,174,184,185, 
208, 269, 270, 275, 

303,316 

Nagarjunakol,lga 
Vidyiidharapuram 
Sultinganj 
prahhii.for 

19 
19 
23 
42 

padmii8ana of 42 
Buddhas cif the Andhra-Pallava period 28 
Buddha-grihas 25 
Buddhamitra of Ponpar~ 115 
Buddhapa~ 16, 17, 19, 21n, 22,23, 

24,28,377 
Budc1h8val,li 16, 19 
Buddhism 18, 30, 49, 54, 58, 103, 199, 315 

Mahayana 26 
originated in Magadha 26 

Buddhist, deities 114 
saints, images of 
shrines 
worship 

16 
18,25 

25 
26 

394 
settlements 
community 

pantheon 182 

vihom of NigapaWl,lam 32,56, 1.13, 115 
/ 303 

Buddhists 
" Bull, vehicle of Siva 

Burgess, J. 
Burial sites, Iron Age 

Burma 

c 

30,39 
140,376 

25n 
13 
22 

347,389 Calf-ornament with a kinki{,r 
Campa, Buddha 20,24 
Cakra 38,40,48,55,149,271,309,366 

Carm?n,bara (animal-hide cloth) 306 
Cast, solid 

bollow, the bull 
Casting process of 
Catura, mode of dance 

ofSkanda 

103 
140 

3,13,59 
95,154,194,195 

352 

Catur~t~4ava 91,193 
Ceylon 123, 262, 317, 375 

bronzes from Polonnaruwa 373 
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bronzes, late 

Pattini Devi 

PAGE 

376 

123 
school of 369, 373 

Ceylon and Madurai, conqueror of 112 

Chalil9eSanugrahamiirti 299 
Chandike$vara 155, 204, 207, 216, 239, 254, 

.. 263,278,312,315,341,374 

from Beliir 

in Dharmapuram Adhinam 
in Eton College 

148,311 

387 

293 

fromOkkur 
Semangalam 

TaI].ganto~tam 

Tiruvelvikkudi . . 
Tiruvenkadu . , 
Velarika!1~i 

201,203,216,222,341 

261,281,300 

222,263 
306 

156,204 
155,202,216,232, 

. 263, 281, 306 

earliest representation of 

earliest bronze 

155 

202 

with flower garland between 
hands, first example of . 222 

225 
240,243 

243 

of early tradition 
I 

Chap9rasekhara, Kevala 
in Dharmapuram 

Adhinam 
from KarappiciIagai 
in Musee Guimet 
from Okkiir 

Va9akkuppoyyiir 
Chain-like, decoration seen 
for the first time on shoulder 

piece between legs 

design on thighs 
Cha:lukyas, of Badami 

Early Eastern 

Chalukyan sculptures 

402 
274,325,344 

325,332 

399 

94 

344 
324 

196 
377 

Chapals worn by Ka!ll:1appanayahar 

Chauri-bearer 

36 
305 

370 
103 Cheraman-perumal . , 

Chidambaram, form of NaFesa 
temple gopllra. 

sculptures 
sculptures in thegopllras 

Chimakiirti 

Chinnadevi, queen 

111, H2, 161 
346,353,382 

354 

341 

379,383. 

382 

Cho!a, age 
bronzes 
country 

Chqla, craftsmen 
dynasty 

PAGE 

89 

184 
104,142,146,171,182, 
190,198,371,373,384 

3 
56,141 

earliest imperial kings 114 
images 

imposition of themes by 
king, portrait of 

kingdom 

5,140,213 

105 
360,368 

57,320 
king 57,70,97,105,184,205,226 

period, early 

period, later 

post 
213 

313,340,342,345 
10,47,48,112,114, 
115,140, 142n,213, 

226,263,318,319 
200,222,303,317,328, 

331,334,367,384 

, long necklace 

power, A!upa ruler subjected to 183 
spread of 184 
waning 

queen 
territory 

type 

369 

203 
17,196,260,385 

70,116,157,181,184, 
203,213,312,314,319, 
341,343,358,375,390 

Cho!a mlll"uja1am 56, 172n, 384, 393, 394 
development confined to 255 
school of 
school, last phase of 
traditions 

Cire perdu.e 

Cochin paintings 

Codrington, K.de ,B. 
Coins, of copper 

makers of Tamilna9 
Colombo Museum 

260 
398 

388,395 

1,4,11,28,78,86 

398 

1 
15 
15 
17 

Coomaraswamy, A.K. 1, 4, lIn, 17, 20, 20n, 
21n,22, 22n, 25n, 92, 

123n,123,143n,145,212, 
213,283,294, 374, 381n 

Copper, figures of the Buddha 
shrines 

Copper-gilt tiles of the shrine of 

16 

16 
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Na~a at Chidambaram 
Copper-plate grant, 
of ParameJvaravarman I 

from Tiruvilangaq.u 
Cotton collection in Eton College, 
England 

Creeds, mixing of 

Cii..la.T1ul{,i 
Culture, Indian 
Culture and religion 
Cultured style 

Dacca Museum 

D 

Dagger, in Ka~ppanayanir 
on one side 
in Vepugopila 

Dagger-like tip 
Dakshi~miirti (stone) 

171 

66 
290 

293 
115 

301 
11 

113 
402 

102 
305 
349 
383 

126 

from Kiverippikkam 75 
I 

Dakshipamiirti, Siva 249 
forms not accompanied by consort 307 

Dalavanur, rock-cut figures at 7 
Daman/. 64,108,141,194,237, 

247,286,375 

emblem of 
held by thumb and 
middle fingers 
held by all fingers 
fastened to the first finger 

manner of holding 
Dana (giving), pose 

153 
90,169 

158 
194,357, 

361,375,386 
291 
227 

Dancing, girl, bronze figurine from 
Harappa 1 

66 
127 
352 

18 
338 
14n 

Siva sculptures 
KaliYa-krishna 

Damla,.hCl8ta 
Da;ii 

Darukavana, rishis of 
Das, G.H. 
Demons of the three cities 
(Tripurasuras) 

DellCl8 , 
imploring Siva 

151 

35 
151 

and devi, differences in 
Devakula, figures in 
Devaram 

Devasena 
Devasenapati or 'l'irakiri 

from Tiruvelvikkudi . . 

179 
295 

75n,83 

124 
124,191,193 

291,390 

Devi absent from Dakshipamiirti 249 
Devis, ofVishpu with necklet 
enclosing locks of hair 138 

1-
ofSrinivisa from Sirupapaiyiir 174,189, 

293,294 
of Srinivasa 179 

Devotee of Napirija ofChidambaram, 
Parintaka I 112 
DhCUlimilla, headdress 153, 174, 292, 335 

of Sita 336, 351, 882, 391, 395 
of Parvai 389 

Dhanesar Khera, Bud<:lha figures from 12n 

Dhinyaka!aka 19 
Dharmapuram Acllilnam, Miyiiram, 
MarkaQ4eya in 205 

Cha:tlQra!ekhara in 243 
Na~a 355 

Cha~9ikeivara 387 
Devis of Vish.!tu from Perunto~m 220,235, 

275 

Devi to Vpshabhavihana 226 

Dharma-~a-ratha ofMahabalipuram 127 
Dhyani Buddha, Amitaoha 92 

on the makllta 188 , 
Discus, in the hand ofVish~u 33 

study ofits position in stone 
sculptures 48 

Donation ofbronz"nnentioned in 
inscriptions 226 

17,20 Don-duong, Buddha from 
Double row of feathers 355,358,364 
Double-band, below niiga,.llalayCl8 122 

Double-bell clasp 125, 143, 228 
Double-lotus 70, 82, 176, 215, 355 

design ofpadm(isw,a 131,159,170 

rest 
Double-ring. aakIet 

Drawe~, modelled 

74,91 

370 
73 
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with creeper or floral designs 68,76 

Dubreuil, Jouveau G. 47,48, 52n, 58n 
81n,14p,222,303,319 

DllkUla 
Durga 

sculpture of 

69 
, 401,404 

sculptures if Chola times 

from Mariyiir 

38 

366 

366 

398 

402 

400 

213 

in Trichur Museum 

from Naikkuppam 

Pudukkuc;li 

DlIara-plilakas 

in Trichur Museum 398, 400 

of the VJjay81aya-chole~vara 52 

Dvi-bhcmga pose 161, 224, 240, 268, 

Dwarf 

291,294,297,307, 
308,324,339 

below the foot of the Lord 

below the foot of Tripurantaka , 
I 

64,288 

111,251 

249 

296 

56 

377 

below Siva 

Dynasty, of the Cholas 

of the Kakatiyas 
of the Pallavas 18, 19, 29, 56 

headed by SimhavislI~u Pallava 29 
of the par;tq.y~ 14,56,104,369 

of the SatavIIhanas 15 

ruling 
single royal 

Dynamism, exuberant 

E 

318 

112 
345 

East gopllra of Chidambaram 

Economic life 

353 
54 

295 
2 

175 

2 

Effigies, not portraits 
Egypt 

Ekave!,[ 
Elam 

Elbow ornament, without 
projecting piece 

simple 
on the left elbow only 

conspicuous in some 
with projecting piece 

126,241 

132,201,216;306 
127 

163 

179,221,223, 

PAGE 

235,327,341,366 
absence of, not a 
criterion for dating 

thick 

with knot 

203 

273 

275 
beaded type 308,334,340 

with big fan-shaped projection 

stylised 

Elephanta Gaogadharamiirti 
/ 

Ellora, Na~a 
two-armed Tripurantaka 

Elumagalur Vishl.1u 

conch and discus 

conch and discus with 
small flames 
cakra and tai,kha 

g,amam and agT,i 
and their flames 

with only three flames 

paraslt and deer, missing from 

distinctive of saints 

held by the ,first two fingers 

held by Subrahmanya 
of Nis"umbhasudanI 

on makll!a 
of Vishnu 

of Vishnu for dating 

of Vishnu in human form 
on the headdress 

/ 
of Siva, trident 

End, ribbon-like 

with wavy tip 

308 
356,359 

84 

91 

63 

401 

219 

163 

366 

108,153 

232 

177,273 

144 

205 
55 

124 
385 

227 

227 

222 

363 
287,291 

354 

64 

64 
projecting above waist band 64 
on the sides not in two strands 201 

in duplicate 215 

a pair, attached to each thigh 217 

with frilled tips 219 

England 17, 293 
Epigraphist for Incija, Government, 
Ootacamund, office of 
Eton College, England, 
Cotton collection of 

Cha!lc;like~vara 
Europe, method employed for 
producing images in 

264 

293 

343 

4 
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PAGE 

Excavations at Nagarjunakop<;ia 25 

Feathers, single 
series of 

F 

bound by a ribbon 

in two rows 

280,284,296,350 

287 
355,364 

crown, two-tier 361 
fan-wise arrangement of 387,388 

Festivals included in templerituals 58 
Festoons, deeply looped hanging 
on the thighs 150 

absent from back side 253 

Figurines in terra-cottas 13 
Flames, in the 
emblems 42, 46, 47, 48, 219, 232 

at the base of emblems 219, 222 
of the prahhii 

single-tongued 
three-tongued 

four-tongued 

five-tongued 

nine-tongued 
of fire 

80,82,211,248 

188,326 
82,97,142,180,170, 

194, 210, 288, 296, 314, 
330,344,347,350 

248,361 

162,192,210,289,355, 
357,363,364,372,386 

286 
108 

of fire in a receptacle 158 

on the head of Buddha, 270 
five -tongued 

Flower garland, 
absent from the hands 204,216 

'in Cha~<;iikeivara, occurring for 223 
the first time 
in Cha~<;likeS'vara 263 

Flower-like design between the hands 341 
Folk, art 

art traditions of 

ballad 
music 
style 
style, bronzes in 

405 

311 
405 
405 

316,3g7,403 
402 

Fondling young deer, posture of 301 
1 Foucher, A. 

Freer Art Gallery, Washington D.C., 

• 

PAGE 

goddess in 121 

G 

Gada 40,46,100,219,302,309 
Gaja-hasta, pose 64, 90, 94, 108, 142, 

159,169,194,210,246, 
356,358,363,397 

. Gal}a, under left foot of 261 

playing on musical instruments 347 
playing on cymbals 347 
playing on pot-drum 347 

Ga~<;iar-Aditya-Chola's wife 
Sembiyan-madevT 265n 
Gandhara 

Ga1ole$'a 

12,12n 
196,211,213,215 

bronzes 

nritya 
of Val amp uri type 

from Ki~~kkurichi 
Kodiakkadu 
Pufijai 
Semarigalam 
Settipulam 
I .. 

Sivapuram 

172 

392 
172n 

385 
198 
297 
282 

200,214 
171,200 

366 Tiruve!vikkuc;H 

Velanka~!li . 
Ga:nga 

201,205,214,297,306 

284,295,345,356,358 

as mermaid 157,329,350 

in thejatiis ofNa~a . . 291,315,367 

absence of 167, 209, 280 
seperately made and rivetted 245 

Ganga.Bhattaraki in Adavallar 245n 
Gangadhara panel, from 
Tiruchira ppalli 36, 81n, 84, 85,89 

89 Gandharvas in 

Gangadharamiirti of Elephanta 

Gaitgaikonda-chola, 

84 

title ofR8j~ndra i 
Gangaiko~gacho!apuram 

113,289 

113 
284 

299,341 
290 

NaFaraja in 
temple, sculptures of 

Gailgaipiindw' 
Gangoly, O.C. 1,5, 13n, 143n,145,206, 

2440, 249n,324n, 345n, 
374, 375n, 376n, 392n,398 
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Garland in yajliopcwita fUJJhioll 
Garment, with thick fold 

silken 
with flower and wheel design 

mask-like 
with protruding folds 

Garuda from Kankoduttavanitam . .. 
Gautam Sarabhai of Ahmadabad 

Geometric designs 

GhaJam (pot-drum) 

Girdle, details of 
without simh~mllkh(l, 

Goddess, from Adichanalliir 
in the Freer Art Gallery, 
Washington D;C. 

from Turaikkac:lu 
in the Victoria and 
Albert Museum 

from Tiruvenkadu 
1_ •• 

Srirangam 

Go!aka-maharishi 
from Kodiakkadu 

• I • 

of the line of Saiva Acaryas 

Gold bowl from Dr graves 

Gold -plating of images 

• Goli, Buddha images 

388 

55 
333 
336 

386 

404 
396 

253 

187 

347 

293 

197 

13 

121 

314 

328 

385 

388,389 

202,216 

203,222 

203 

14 

54 

121 

25 stiipa-slabs from 

Gopalachari, K 15n 

66n,240,243n~264,337 Gopalachari, S . 

Gopalan, R. 18n 

Gopinatha Rao, T.A. 91n, 93n, 102n, 134n 

Gopllra, of Chidambaram temple, 341 
sculptures in 

by the Pa!l9yas 369 
Gopllra, western of Chidambaram 346, 352 

I 
temple, Saivite icons lif 

eastern 

north 

Grama-devata 

346,353 

382 

405 

in Kt'i<;lal AJ.agar temple 405 

403 
183 

Shrine of 
Grantha inscription 

Gravely, F.H. 

Grecian figures 
Grfua 

1,2,3n,5,8,9,32n 

16 
25 

Guntur 
Krishna region 

Gupta 
bronzes 

Buddha 
kingdom 

origin of 

period 

school of art 

sculptures 

style 

traditions 

H 

Hadway, W.S. 
Hair-dressing, peculiar 

of the consorts of 
Sundaramu~ti-nayanar 

Characteristic of 

18 
56 

17,28 
7,22 

21 
27 

27 

12,28,295 

27 

189n 

7 

7 

5,8,8n,9,10 
381,393 

389 

Sundaramiirti-~ayanar 349 
Halihala, Lok~vara 185,189,267,317 

the poison 187 
Hanoi, Museum at 20 
Hanuman 175 

from Vac:lakkupppaiyijr 3,173,187,267 

later additi0!l 357 
from Victoria and 
Albert Museum 392 

Hara 

Hal'a, long 

44,143,231,277 

50,67,71,209,301,356 

of Rlldr(jksha berries 59,129 

~ndent, characteristic of 59, 228 
Siva images 

beaded 141,154,246,351 

Harappa, culture 

dancing girl from 

Harischa~9rapuram Surya 
Harle, James C. 

Hartnika 
HUJJtiliilai (elephant-stable) 

Havell, E.B. 
Headdress, of maJmla form 

of Vish!lu 
with peacock feathers 

cylindrical 

11 

1 

343,374 

346n 

25 

344 

1 
208,212,357 

222 
245,284 

278 
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unique 

. of Cha~gikJvaras 
of rare type 
of Lakshmana 

manneristic 
of queen 

of Kris~a group 
stylised 

Hellenistic 
Hindus 

rulers ofVijayanagar 

Hindu, monuments 

metal images, South Indian 

Philosophy 
artists . 

images 

worship 

Sculpture Gallery 
pantheon 

temple 
discinclination to realism 

Kubera 

themes 
Hinduism 

tenets and principles of 

Hirahadaluilli, copper-plate 
inscription of 
Hirapyaka~ipu 
History of, of the art 

ofJ;emple architecture of 
South India 

Hollow-cast process, Nandis 
made of 

I 
Hunter saitnt of Saivism 

.Hyderabad, excavations in 
Hymns in Tamil 

Icons in bronze 

Idumbavanam 

I 

Ikshvikus of Nagarjunako:p9a 
Image, trom Campi 

287 

311 

339 
357 

363 

382 

395 

395 

1 
121 
380 

377 
2,5,70 

3 

3 
3 

30 

36 
114 

115,373 
295 

321 

368 

30,368 

318 

18 

385 
31,151,225 

112 

355,398 

304 

12 
58 

26 
307,316 

i8 
20 

Polomiaruwa 213 
Images, inseribed of ~iva with pendent 59 

"ara 

solid, making of 

Imperialism 

Implements of bronze 
India, north 

Gupta kingdom 

Indian, art, history of 

craftsmen, skill of 

lady, shyness in marriage 

Museum 
Sculpture 

Indra 

the kirl,ti1l 
Indologists 

Indus valley 

seals 

Inscribed bronzes 

Inscription, on bronzes 

on copper-plates 
on images, dated 

in Sanskrit 
palaeographyof 

in Tanjore 

of R8.jendra I 
I 

on the pedestal of Natesa 

103 

113 

12 
23,26 

27 
85 

85 

230 
53,267 

85 
151, 182 

35 

283 

1,2 

2 

115 

31 

18 
183 

29, 182 
182 

225,227,243 

292 

249 
.in the Big Temple of Tanjore 

in the temple at Tiruvep.kiit;lu 155 

ofMahendravarman I 32 

Institutions, religious 58 

Iron Age, burial sites ofNilgiris 13 

antiquities 12 

Iron implements 13 

Ii-win, John 3,6,7n, 11n,12n, 17,32, 
59,62,214,283,284,364,365 

Ishta-devata 

ltaiy, Bank of, Na~a in 

I voiy-carvers of Vidi~a 

J 

Jaggayyapeta, sculptures from 
Jain, deities 

metal images 

Pa!li 
Jaina, Ambiki 

bronzes 

381 

89,93,94,95 

85 

14,377,378 

114 

5 
115 

366,368 

373 
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shrine 
Tfrthankara from Sivaganga 

Jainas 

113,373 
270 

30 

387,393 Jambavanodai Parvatl 

Jambhala 321,322,332 

from Nagapat~il}-am 321 
Jambukeavara temple Parvatl 367 
Jajas 167,245,380,372 

dressing up of 125 

projecting out 134 
maklt~cz,.wi8e 153 

spreading out 106,157,169 
manneristic 295 

without flowers 157 

like a turban 233 

in a geometric pattern 242 
in Natesa showing Ganga 296 
for the first time 
highly oma te 357 

forming the halo 388 
in mcu.,dala form 190 

in makuta form . 141 
ja#ci-bamlha, its view at back side 233, 234 

Jata-bhara 95, 342, 404 
Jata-maku~ 59; 61, 65, 67, 110, 123, 134, 

136,137,143,144,164,169, 
186,195,212,216,229,243, 

249,256, 257,300,307,312, 
319,325,332,337, 

347,353,358,371 

j~i:i-maklLIa, conical 71, 89, 301 
cylindrical 63, 136, 155, 261, 277 
high 75,93,106,117,125,165,173 
of matted hair 77 
with four-petal formation 
with pronged ornament 

objects on it 
of Siva 
ofParvati 
pyramidal 
refined 
stylised 

tier-wise arrangement or 
JatCunakuta Lokeavara from 

78 
229, 241, 256, 

259,307 
291 
366 
132 

262 
306 

282,384 

156,315 

N agapa~ti~am 
J atci,.mcu.u!,a},a 

Javanese sculptures, kcu.,thi in 

Jewellery, changes in 

of Sambanda details of 
Jina 

Kafichi 

PAGE 

262,323 
190,236,247 

52 
393 

390 

270,370 

115 
Ji'iiU,a, agni as the symbol of 108n 

Jfianasambanda 205,225,254,374,400 
stone figure 

from Lalpet 
Vadakkuppoyyiir 

Madukkiir 
I 
Sivapuram 

Jiiiini: who knows, the meanings 
ofPrcuuwa 

Joradeul, Trivikrama of 
Jupiter in Kanyi 
Juiila, on the head of Buddha 

225 
371 
390 

390 

205,224 

108n 
102 

182 
120 

three-pronged, on Buddha's head 184 

Kaccha 

K 

127,232,260,274,276 

Kadri, bronzes 125, 174, 179, 190, 198, 
202,234.267,317 

Mafijunlitha temple 182 

Kadarikli, uihiira at 183 
Kailasaniitha temple at Ka!lehlpuram66, 324 
KAkatiyas 377 
Kalahasti 368, 398 

bronze 
temple 

Kulo~~uD.ga III 
Sola-ma-devT 

316,381,392,393 
202 

Kiihlrimurti, from Kodumbalur 
Tirukkadayiir 

360 
252,297 

195 
390 

Kali 

. from Senniyanvidudi 
Kali era 
Kaliyuga 

Kaliya, five-headed 
under the hoods 

in miniature form 

6,254,404 

359 
183,387 

183 

127 

128 
394 
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Kaliya-krish~a 

favourite theme of 

PAGE 

in Ku~al Alagar temple' 

of Madurai 

127,401 

127 

394,397 

from Nilappadi 

Palani 

Sundara -perumalkovil 
K al-mari-adiya-tnndava 
Natesa (leg reversed) 

386 

397 

387,393 

104,111 

Kalyanasundara 227, 234, 235, 241, 
244,260,265 

from Konerinijapuram 275 

Tiruvelvikkudi 255, 264, 266, 308, 315 

Tiruvenkadu 38,100,227,241,243, 
251,268,269, 
272,275,315 

Tiruvottiylir 315,320 
Kamakshi, queen of Sivanripati 249 

Kamban 318, 357 

Kanchipuram 18,29,31,35~36,37,66 
Kailasanatha temple at 324 

Vaikunthapperumal temple 38 

Parvati 

Kandarkottai worshipper 

Kan<;liyur, sculptures 

326,327 

293,312 

ofVfrattanesvara temple 299 

Kanishka casket 11, 13 

Kankalamtirti, from Kuttillam 396 

Tirukkalar 384 

Kankana 162,174,189,204 

Kankodutta-vanitam Natesa 248,363,364 

Garuda 396 

Kannada, country, early 
Natesas from 154 

old, script 183 
Kam?-appa-nayanar 

from Kalahasti 
Tiruvillangadu 

306,349 

381,392 

202, 242, 294, 
304,308,381,392 

kcwthi (necklet), with festoons 51 
in Javanese and N:iland:i 52 
sculptures 
two for the first time 

with kinkird 
formed by a ring 
with pronged ornament 

54 

87 
149 

ring -like, enclosing 

strands of hair 
a ttached to kllca-bandha 

Karaikkal Ammaiyar 

from Kuttalam 

Kara~a, bht\ianga-trasita 
lala:t;a tilaka 
tala -samsphoti ta 

urddhva-janu 

KaraI?-agama 

Karar.uJa-mnkll!a, with pronged 

ornaments on all sides 

with a seated Tirthankara 

PAGE 

178 

268 

6,391 

395 

111 

104 
66n 

66n 

84 

230 

362 

392 of SIta, a novelty 

Kiirappidagai bronzes 

Kari-hasta 

402,403,404,405 

168 
Karuviir -Devar 

KaruppaI}I].aS'viimi 

Karuntat!Ailgu<;ii sculptures of 

Ka~i-hasta 

115,317,318 

403 
299 

142 
195 Kati-sama 

Ka!i-siitra with sirilha-mukha 

Ka!ydvalambita, pose 

65 

45,55,177, 
196,273,345 

Kaumodaki (gadli) 363 
KaverI, temples on the banks 
built by Aditya I 58 

43 
75 

Kaverippumpa~~iI?-am, 

Kaverippakkam stone DakshiI?-amurti 

Kerala 380 

128,132,137,139,174,216, 
222,265,267,304,312,326, 

371,383,389 

KeS'a-bandha 

Ke~a - bhara 

Kesa-makuta 
206,301,314 

162,352,357,374,387,391 

Ke~a-man~ala 

KeYli.ra, with prongs 

with prongs perfected 

with mnkCY'a heads 
naga-ualaya type 
like a floral design 

with tassels 

with a band below 
tied by means of cloth 

KeyiZra-like ornament on 

359,385 

99 etc. 

199 
189 

250,256,277,301 

187,293 
166,309,328 

107 

263 
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the M aJUI.~a 
Kandalavala, Karl 

Khadiravani-Tiri from 
Nagapa~i~am 

Kiiakkurichi Ga~e8"a 
Kf,aiytir, Subrahma~ya 

UmS-sahita 
; 

Siva 

~~vi~angai 

135 

32n, 43n, 63n, 71, 
74, 97n,24On 

333 

385 
124,127,128,142 

Ki~ppudaniir VishapaharaJ;l8 

361,367 

370 

35 

71,126 

Ki'iki~,i: of the band on both legs 301 
on all four legs of Nandi 355 

of the waist-cord 

kinki~-atta,*ed 
3'71 

139,357,367,368,384 

84 kira1;a, Vec,ta~ in Tamil 
Kiratamiirti 63, 78n, 80, 83, 86, 

87,88,90,96, 119, 
120,129,145,148 

from RidhinarasiIDha 
puram 

in Tanjore Art Gallery 

261,277,300 

242 
from Tiruve!vikku9i 143, 146,.155 
Tiruvetkalam 60,75,78,117,127,191 

Kiratirjunamiirti 

Kiri1;a, of ~ra~das 

cylindrical 

conical 

ofjala 
worn by Rama and 

Lakshmana 

78n 

46,47,51 

163 

309 

196 

392 

KirI~-makut:a 50,86,176,231,297,357 

not seen in htun8:n figure 
KodanQariima birll.da of Aditya I 

302 

58 

Kodiakkadu, bronzes from 

Kodikkarai Go!akamaharishi 
Kodumblhir, Velirs of - . 

stone ViJ;tidhara 
Kabirimiirti 

198 
203,222 

.56 
75 

195 

sculptures and temples 311 
Kodumu~,bronze 144,148,151,155,349 
Kogali,bronzes 378, 380 

Ko~c;lavittinti9a1 Nat4a 372 
Konerir&japuram bronzes 

Kongu 

264, 268n,275 

151,154,260 

Kongu-ma~4alam 
KoIigurui4u, distinct 
sChool of sculpture 

bronzes from 

Kotpuli-niyanir • 
KramrisCh, Stella 

Krishna . . 
as grown-up child 

dancing 

anklet of 
two-armed 

from Ambisamudram 
Sermidevi 

148 

97 

103 
361 

1,6 

300,315,335 

128 

128 
394 

63n 
395 

figures oflater periods 
394,395,403 

156 
~sh~a valley 18, 20n, 23, 26, 29, 43 

KPshJ;l8devariya, queelUl of 335, 381 

KPsh~i~-yajnopavita 189 

Kubera, Hindu 321 
Kllca-bar,dha 

of Siti, a novelty 
Kii4al A,l.agar temple 
Kulotturiga I 
Kulottunga III 

Portrait of 

Kumbhako9Bm 

Ni~vara temple 

Ardhanirl 
Trivikrama 

123,179,181,233, 
268,275,390 

392 
394,397,405 

114,317 
304,317,360 

368 

128 

69,"13,75, 
81,263,299 

237 

102 
Kundavai, sister of R8janija I 113 

Kundavarma 182 

K~4iki 
(spouted water vessel) 227,262,333 

KunniMiir-kovil 
Somiskanda 

Ktiram 

Nate&a 

367,368,370,372 

66n 
63,68,70,71,73,80,85,90, 

91,95,96,107,108,195 

Kushan period 

Ku1:ila-Kuntalaa 

Kuttilam, Piirvati 
Karaikkil Ammaiyir 
Sundaramiirti 

11 
174, 278, 292, 

304, 338, 351,362 
371,372 

395 
395 
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K:mknlamiirti 
Klittan viraniyar, queen 

Rnjanija I 

L 

LaddIe, double-faced 

Lakshmal,la, from Paruttiytir, 

PAGE 

396 

226 

337 

similar to Rama. 162 
from VagakkuppaI)aiyiir 173,187,267 

and Hanuman 267 
headdress of 357 . 

Lakshmi 123, 233, 2~5, 264 
as Srillatasa symbol, 177 

the State 182 

of Kalya~asundara panel 227, 269, 275 

similar to Parvatt 233 

or lamp-bearer 

Lalata-tilaka karana 

Lalita, pose 

Lalitisana 
Lalpet Jiianasambanda 

Lambodara 
Lamp-bearer orLakshmi 

LiIich3na 
Lat~madhya (creeper-waisted) 

~-reve1'8ed dance 
Lids of vases 

Lingodbhava from K8.iichl 
LiI~kClmala (sportive lotus) 

Lions on bhadriiscula 

Literature 

Lippe, Aschwin 
Local schools 

378 

104 

195,334 

92 
371 
172 

378,383 

290,378,380 

122 

104 

12,13 

35,36 
230 

274 
199 

14S,146n 
260 

in Pudukkottai region 261 

Lola, pose 24, 122, 123, 132, 138, 
147,153,162,179,221,252, 
275,291,293,336,339,342 

Lokanitha Avalokitelvara 
from Kadri 125, 188 

Lokeavara 183, 188, 263, 332 

from Nigapa~VJ?8m 92 
Longurst, AH. 19n, 25, 35n, 69n, 102n 

Lotus, or Padmif, 
pattern in vase of 13 

under the foot of Buddha 25 

in the palm 

held by Vishl,lu 
held by Surya 

Lunar race 

Madhurantaka 

Madukkur 

M 

Madurai, copper coins from 

kalma.J,'i-agiya-tin4ava 
associated with 
Mfnakshi temple at 
political struggles at 

and Ceylon, conqueror of 

M (uJllraiYlt1,,-jl.Q1"'lm-ko~IcJa, a 
title of Parantaka I 

PAGE 

40,46,55 

219 
343 

182 

313 
390 

14 

104 

104 
105 

112 

112 

Madurai-viran 403 
MahibaUpuram 7,35,36,37,69,102,127 

McJI~kcwi Kamban 357 
Mahapurusha (great man) 

characteristic of 272 

Mahayana, Buddhism 26 
Buddhist pantheon 182 

Mahivira 372, 380 

Mahendravarman I 

Mahesvarf 

from Velarika~ 

29,32,36,84 

209,237,253,254 

206 
in Gautama Sarabhai collection 

Mahishisuramardanl from TuraikkliQ.u 

217 

314 

26 Magadha 

Maitreya 41,~4,49,50,54,56,60,63, 
(?,S, 88, 81n 119, 189n, 334 

Makara, motif 
falling on shOUlders 

heads on prabha. 
head worked in beam 

head in keyllra 

192 
·297 

187,367 

187 

189 
Makara-kUI)~la 33, 49, 75, 79, 86, 98, 106, 

132,149,161.165,176,188, 
193,196,206,209,218,220, 
228,230,262,272,276,285, 

297,308,320,322, 
325,326,332,334 

Makara-like motif at bottom 
of prabhii 
Makara,.mllkha motif 

192 
82 
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~akuta 132n,152,200,238,319,401 

of unique ,specimen of 141 

of kw·at.,das 142 
form of headdress 298, 357 

with tiet-wise arrangement 

with knotted ribbon 

Maku!a-like decoration 
~akuta-wise, arranged feathers 

arrangedjatcis 

217,281 

261 

167 

350 

153 

222 Makutas of devis for dating 
~ala 168,236,362 

351,356,367,379 ~anakkal Rama group 

MaI:1c1agapattu inscription of 
~ahendravarman I 32 

Mangalore (ancient ~angahipura) 182,183 

~ii.rigalya-siitra 69, 121, 179, 233, 235, 
257,308,310,329, 

338,340,351 

~anjunatha'temple at Kadri 182 

, ~anuscript, emblem of 
~anikkavachakar 

~aravijayottungavarIpan 

~arble Buddhas from 
Amaravatl 

~ariyUr Durga 

~arkandeya 

~arshall, Sir John 

~1tangl 

~athura 

~ayavaram 'region 

~ayidavolu, copper-plate 
inscription of 

~ayUram 

~edhi 

~ekhahi 

~elapperumpanam ' 

205 

304 

20, 20n, 25 

366 

205,224 

1 

265 

20,28 

32 

18 

243, 258, 3€>7, 308 
25 

351,379 
347,352 

~elayur ~aitreya 41, 44, 50 
~ermaid representing Gwigii 290, 329, 350 

~esopotaniia 

~etallurgy 

~etal-casting , 

~etal -workers of South India 

1,2 

12 

284 

15 
~inakshr temple at M,adurai 104 

~inakshi, C 128, 140, 141, 222n 
~issionaries, Buddhist 26 

~ixed groups of bronzes 

~ixed style 
Moda}m 

Modern period, bronzes of 

PAGE 

'57 

393 

171,215 

396 
~ogalrajapuram, rock-cut figures at 7 
~ole-like projection symbol 
for S,.i~)(I.tsa 177, 218, 232, 357 
~onks, Buddha 115 

~ookerjee, Ajit 

Mudikonda -cho!a, title 
Mukkodai 

Mullangudi Sikhivahana 

MUn<;la-mala 

Murals of Sitannavasal 

Musee Guimet, Paris, 
ChanQrasekhara 

Museum,Aunsterdam 
Boston 
Colombo 

Dacca 

atE.F.E. O. 
~useum, Indian, at Calcutta 

405 

113 

380 
389,393 

236 

311 

274,325,344 

356,364,370 
17, 21n, 92, 327 

17,21 

102 

20 
41,53,367 

~adras 3, 5, 8, 9, 13n, 16, 
31,36,46,60,70,74, 

128,178,225,237,254, 
273,309,345,364,387 

~etropolitan, New York 139,144, 
146,151,194 

National, New Delhi 

Philadelphia 
193,387 

397 

309,385,392,394,399 Pudukkottai 

Trichur 
Trivandrum 
Victoria and Albert 

398,399,400 

44,45,49,282 
328, 350, 358.361, 

363,392 
~uttaraiyars of vallam 

~iivarkovil of Kodumbahir 
~uyalaka 

56 

195 
109 

102 ~ysore, Trivikrama of 

N 
Nciga-kllca-baltdha 314 
Nagapattinam, Viotive stupas from 25 

Buddhist vihara at 32,44,56,57,113, 
303 

Buddhist community 394 
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Simhanada 
Loke8vara 

PAGE 

92 
92 

monks of the vihiira of 115 
Buddha 119,120,174,184,185, 

208,269,270,275,393,316 
Ja#ci-maku~ LokeSvara 262, 323 

Jambhala 322 
Avalokite8vara 323, 325, 332, 393 

Shadaksharl LokeSvara 3~1 
Tara 

Maitreya 

333 

334 
Naganija 249,386 

Nagarajas, attendants on the Buddha 303 

Nagtirjunakon4a 
Ikshvlikus of 
Buddha from 
Buddha-grihas at 
excavations at 

. sculptures 

Nligarjunakopda, stupas of 

36 

18 
19 
25 
25 

69,377 
25 

stupa-slabs of 25 
NdgClrvalaya, with head at the back 127 

of serpent shape 237 
NSgeSvara temple at 
Kumbhako~Dl 69,73,75,81,2~3,299 

Naigin1 . 394 

Nama (/'lame of Subject) <&06 
Naikkuppam ;W2, ;WS 

Nilandti 28n,52 
Nalagiri, the elephant 15 
Nalhir NateSa 90,91, 91n, 93, 99, 107, 

109,117,118,120,127,129, 
136,157,158,160,170 

Nambi Aildar Nambi 115,317,380 
NambiAppi 
Nandi 

made of hollow-cast procees 
Nandivarman Pallavamalla 
Narasinga-munaiyadaraiyar 
Na~nija, from Tiruvalanga4u 

of Chidambaram 
Adavallar 
Gangaikopc;lacholapuram 

Nat.e8a, in the 

58 
238,354 

354 

38 
302 

3 
112 
226 
284 

AmsterdaDl Museum 356, 364, 365,367, 370 

PAGE 

from Anaikkudi 173 
104, 199 i~ iimuJ(Ja,.tiU,~a form 

BSd8mi 
Belur 

91,91n 
148,183,213,248, 
346,355,387,400 

in bhltjcu&ccuicita mode 111 

Chidambaram form of 111 
.Dharmapuram Adbinam 

.earliest in bronze 
355 
66 
91 

89,~3,94,95 

248,863,364 

154 

Ellora 
Italy 
Kal}koduttavanitam 

from Kanna4a country 
KOJ:l~avittanthJal 

Kodumudi 
372 
148 

Kriram 63, 68, 70, 71, 73, 80, 85, 
90,91,95,96,107,108,195 

Nat.e&a, leg-reversed 72 
MelapperumpaHam 347, 352 
Nalhir 90,91, 91n, 93, 99, 107, 

109,117,118,120,127,129, 
136,137,157,158,160,170 

Okkur 90,95,142,157;167, 
170, 171, 171n, 

Polonnaruwa 
Poruppumettuppatti 

212,21<&,283 
10<&,117, 

120, 135, 158, .159, 
180,194,286 

Philadelphia Museum 

Punganlir 

397 
19<&,213,2<&<&,283, 
290,356,358,361 

PuDjai 
Semanplam 

295,296,329,331,355 
273,289 

Sivapuram 135, 1<&2, 157, 158, 
160,167,173,192,193, 
194, 195, 208, 209, 211, 

212,288,330 

TaJ:ldantottam 170 
Tarijore 82, 160, 193, 211, 217, 

244, 248 279, 280, 283, 285, 
286,288,289,331,352 

Tiruppa~ndal 329,345,856 
Tiruvilangadu 10, 54, 60, 82n, 109, 

121, 157, 169,210,211, 
244,280,283,290,295, 

296,304,305,316,317,'329, 
330,345,350,355,358,364 
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PAGE 

Tiruvarangu!am 91, 91n, 99, 108, 160, 
_ 191, 193, 208, 210, 232 

in Urddhavajanu 66, 66n 

from U~t8ttur 367 
Na~a, from Vehinkanni 10, 99, 1&0, 171, 

208,212,217, 
244, 245, 246, 

247,285,288,350 

Vellti!agaram 357 
Victoria and Albert Museum350, 361, 363 

ofVijayanagar times 346 
without GaJlga 157 

without Apasmara 154 

with Ganga onjatci8 315 

theme perfected 316 
with double row of feathers 

from Zamin Peraiylir 
National Museum 
Nathamuni 

. Nitya-rllja 
Na~a-~ii.stra ofBharata 

355 

386 
193,387 
115,317 

249 
66n 

20,58,318 Nayanmlirs 
Nayar, T.B. 78,78n,83n,84,85, 

85n,87n,89,145 

Necklace, long, evidence for date 213 

ofvi.~u for dating 222 

ring-like 329 
of wire 389 

Nellaiyappar temple, Tirunelveli 395 
Sundaramurti 
Nellore 18 

Somiakanda !rom 398 
Nepal, bronze workers of 

New Delhi, Natinal Museum 

12 
193 

New York, Metropolitan 
Musellm of Art 139, 144, 146, 151, 194 . 

Niccappa~tAlagan 292 
Nidiir Somaskanda 319 

Nilapp8.~ Kiliyalq-ishna 386 
Nilgiris 13, 14 
N~umbha 314 
Ni$umbhasiidani 314, 385 
Nude figure, a fine study of 185, 301 

Nupuras 128,301,311,315 
of sever~l rings 291 

PAGE 

of different types 294 

extra, appearing for the first time 299 

Nritya Gan~a 392 

o 
Okklir,Chandikesvara 201, 203, 216, 222, 34 

Chandrasekhara 325, 332 
NareSa 90,95,142,157,167,170 

171n. 
Parvatf 

Omgodu 

326 

18 
Ornaments, personal 12 

of wire 395 
enclosing the strands of hair 139 

Ornate bronzes, small 399 
Ottakkiittan 318 

Oxford University 346n, 377n 

p 

PadmB.sana of Andra-Pallava 
Period 

Paintings in Cochin 
Pala, period of 
Plilampet sculptures 

Pallava 
late 

Mahendravarman I 
Parmeavaravarman I 
Riijasimha 
Simhavis~u 

42 
398 

12 
377 

6, ~2, 57,71 
114 

84 
66 

3~, 154 
29 

18,29,56 dynasty 

,period 6,35,67,75,98,145 

sculptures 72, 84, 85 
simple form of headress 222 

Pallavas 18n, 29, 32, 57,112 

Pallava-Cho\a transitaion period 56, 63, 63n 
Palapi, KAliya-krisna 397 

standig Srinivasa 401 
Panangattanguqi pradoshmurti 390 

PaJl4i-ma~dalam 172n, 394 
Pat"t!it~cho~a, title of Rajendra 1 113 
Pat,HfitavatBala, title of RajeJldra I 289 
PaIl';iya, country 14, 104, 105, 369, 373, 

384,394,395 
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dynasty 
early,bronze 

later bronze 
R8.jasizilha 

Varaguna 
school 

PAGE 

14,56,104,105,369 

56,369 

260,369 
105 
105 

56,369,371,376 
316 

66 
38 

paJ).qyas 
Paramesvaravarman I 
Parame5varavinnagra 

Panintaka I 63, 105, 112, 113, 
116,164,171,175,184 

earliest inscription of 226 

ananda-tandava form in 161 
his time 
great Siva-bhakta 171 
school of 124,143,165,174,177,184, 

188,196,198,199,216,241 

Madhurantaka 313 
viranarayana, Madirai 

konda 
Paranavitana, S 

317 

376n 
389,391,393 Paravaimichiyar 

Paruttiyiir, Rama 

Sita 
Srinivasa 

Vish1).u 

120,161,174,317 
150,161 

162 

Parsvamitha from Kogali 
Plirvatf, from Jambavanodai 

of Kalyanasundra group 

Kanch[puram 

Kodumugi 
Koneriarajpuram 

Kuttalam 
Okkiir 

PudurEast 
Semangalam 

Sivapuram 

Ta-!lganto~~m 

Tiruvaduturai 
Tiruvanaikk~,val 

TiruveJ).k:idu 
Tiruvetkalam 
of rishabhavahana 

. 
177,302,309 

378 
387,393 

241,257,266, 
308,315 
324,326 

144 
265 

371 
202,326 

402 
281 

352 
146,165,253 

386,387 

"" 367 
238 
363 

144, 147, 173, 
180,235, 

group 

from Ve,l!iir Seruvarai 
in Museum of fine Arts 
Boston 
in Freer Art Gallery, 

PAGE 

253 
348 

327 

Wasington D.C 138,146,147,198 
in Metropolitian Museum 

Pasupata, the weapon 

Pasupatei!varar 
Patallputra 

Pattini Devi 

139,144, 
146,151, 
153,194 

84 
84 
27 

123 
Peacock, Feathers, in NateSa for the 

first time 

157 

arranged injata maku~ 
on headdress 
study of 

Peasant-artist 

167 
245 
389 

" 11 
7 Persian art 

Peruntottam 32,39,43,54,176,177, 
178, 179, 180, 182, 198, 218, 
223,235,238,241,272,274, 

275, 276,277,306,392 

Perufijeri 347 

Philadelphia Museum Nate$a 397 
Piccinc;lar, setting up of an image of 226 

Polonnaruwa , brozne 212, 214, 283 

Polagam Vaikunthanatha , 389 

Ponp<?r!.i, Buddhamitra 
Potrait, sculptures 
Portraiture, innovation of 

the art of 

115 

115 
367 

Poruppumettuppa~~i, Na~a 104, 117, 120, 
135, 158, 159, 

Prabh8va!i, oval' 
of perfect oval form 

with makara- heads 

Perfection in 

180,194,286 

211,212,350 
248 

295,389 

199 
Perfect circle 355 
with perforations248, 279, 314, 344, 358 
with yaF 
with incurving at bottom 

Pradoshamiirti [AliIigamiirti] 

Pradoshamiirti, miniature size 

248 

363 

354 
354 
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from Panangattanguc,ti 
in Pudukottai musem 

from Tiruviduturai 
Tiruvaymtir 

Ve!lalagaram 
Prahhida 

PratimQ. worship 
Pratima-ncitaka 

; 

p,·w.,ava, sound of Sahkha 

Pudukkottai 
local school of 
Na~a of the region 
Museum, Vislqlu 

Pudukku~ Durga 
Pudtir East, Vinadhara 

Pirvatf 

PAGE 

390 
394 
389 

371 
344 

385 

57 
295 
108 
58 

260 
195 

109,316 

400 
343,344,368 

402 

Punganur,NateSa 194, 213, 244, 283, 290, 

Puiijai, Ga~e8a 

Na~a 
Purushottama 

Quiver 

356,358,361 
297 

295,296,329,331,355 
272 

Q 

two, at the back of 100 
86 Arjuna 

R 

Ridluinarasirilhapuram Kiritamurti 261, 

Raipur, Trivikrama of 
Rijadhiraja 

277,300 
102 

155,226 
Rijamannir 
Rijanija I 

278,300,302,315 

113,115,116,163,184, 
227,249,251,253,265, 

29On, 304, 316,318 

Adavallir image of 
bronzes of the period oC 
bronzes oCthe saints 
Known only from the 
timeoC. 

244 
155,226,254 

225 

inscriptions oCthe time of 134; 226, 244 
queen of 292 

schooloC 200,201,211,212,2~1, 
244,255,269,288,315 

sculptures oC· 200 

PAGE 

I . 

Sivapida"ekhara-Aru! 317 
Molivarman 

~ar8ja- jananithateriilja. Parivira 
~asiIDha,Pallava 

226 
38 

Pi~dya 

Rijendral 
105 

115, 116, 280, 284, 
2900,292,807,813 

conquest of North India by 
great builder of temples 

Kalyansundra group oC 
Madhurintaka Panditavataala 

289 
818 
227 
818 
817 
292 

Gangai KoJil4a-cho!a 
Portrait of 
schooloC 150,255,260,271, 

292, 297, 299, 806, 
807,818,815,819 

sculptures oCthe time oC 200 

Rajendra III 817 
Rijim, Trivikrama oC 
Rima 

Crom ChimakUrti 

Manakkil 
Paruttiyiir 

102 
800,302 

399 
851,856 

120,161,174,817 

Perunto~t.am 392 
Sundraperumil-kovil 297, 316 
Tirukka4aiyiir 356,868 

Vadakkuppa~iyUr 120,185, 161, 162, 
166, 173n, 173, 182,190, 

191,197,297,860,317 
Valarpuram 297,812 
two- armed 63n 
archer of archers 63n 
Prince of princes 808 

with karcu.'cfart,akll.ja 174 
group first produced 199 

themeoC 255 
completely identified with Vishnu 857 

with ~rIvatsa symbol 868 
Ramachandran. T. N 1,2, 2n, 8n, 5,8, 9, 12n, 

16n, 17, 19n, 21, 21n, 22, 
25n, 26, 32, 32n, 36n, 39, 50,· 

500,54, 78, 85, 89, 92, 92n, 
119, 119n, 120, 145, 145n, 
225, 262, 262n, 269, 269n, 
270, 303, 303n, 321, 322n, 

831, 331n, 833, 378n, 893n 
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R8.manuja Acarya 

Ramaya\1a, scenes from 

of Kamban 

PAGE 

Rao, Lakshminarayana, N. 
Rao, Venkoba,G. 

115,318 

58 

357 

183n 

360 

147 

44 

138 

171,186 

236 

236 

Ra.<!ika 

Uatna, on the palm 
Nolana. -meklwlii. 

Raina - I'a!{a 

no/lla - "alaya 
Hall dru[terriffic] 

Ual/Llra fonn of deity 
with channavira 

Ualldra.- cum- Ilaumya. 

Rea,A. 

Realism, Hindu disinclination to 

191 

314 

12, 13n 

295 

Relic caskets of silver etc. 25 
Religion and culture, effiorescence of ll3 

Repousse-work 382 

Ribbon, band looking like 149 
with knot .' 261 

decoration on ke;abamlha 265 

Ring enclosing the 
strands of hair 

Ring on calf 

Rishi, Markandeya 

artists 

Rishis of Darukiivana 

l,{ishi pa tni 

Rituals in temples 

Rock-cut, figures 

temples, survey of 

Rodin, A 
Rohi~l, nakllhatra 
Roman figures 
Rosary of beads 

RukmiI,li 
Riipa (form) 

Sacred thread 

absence of 

S 

195,197,216,219 
242,276,3£i9,364 

149 

205 

61n 

338 

335,338 

30,39,103,114,121 

62 

172n 

283 
182, 183 

16 
262,296,305,349 

335 

406 

of Kris/miijina type, rare 
of long strand 

62,72 

138 

189 
200 

in queens 

Sailendra king 
Mnravijayottuilgavarman 

Saint$, Buddhist 

PAGE 

335 

304 

16 
Bronzes, known from the 225 

time of Rajaraja I 

Saivism, 30, 58, 103, 254, 315, 368 

representation of gods 58,316 

and goddesses of 

saints and teachers of 

baby saint of 

themes of 

Saivite, icons in chidambaram 
gopura 

103,393 

224 

49 

346 

Pantheon 

Saints 

hymns of 

63n 

83,225,254 

6Q 
Woman Saint Karaikkal 
Ammaiyar 

themes 

theology 

Sakka, the kir'fpin 

Sakti, emblem of Subrahma~ya 

Siiliiilkayanas 

Siikyasimha 

Salatore, B.A., 

Siimanthi flower 

Sambadar 

Devaram by 

SanchT, great stupa at 

Bodhisattva 

Sandhyii-nritt(t of Siva 
Sangili-nachiyar from Tiruvaymur 

Sanghati 
Sangilikkaruppan 

I 

391 

58,254 

75 

35 

142, 192 

18 

270 
182n 

287 

58,75 

83 

85 

189n 

376 
389 

19 
403 

S01ikha 

andcakra 

44,149,271,366 

309 

looking like flame of fire 108, 108n 

Smikha's sound representing Prcmuva 108n 
~ . 
Sankaracariya 103 

Sankaram, monolithic StllPas at 25 

Sarabhai, Gautam, collection of 

Sarnath, Buddha 

Bodhisattva Maitreya 
SCirhga., the bow of Vish~u. 

217,253 

28, 121 

189n 
100 
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PAGE PAGE 

Sastri, Krishna H 145 

Sastri, Nilakanta K.A. 52n, 57n, 69n, 73n, 
75n, 105n, 112, 

112n, 114n, 121n, 
1230, 1900, 1930, 1950, 

200,2170,2920, 299n, 
302n, 313n, 345n, 356o, 

360, 360n, 369n, 372n 

Satavahana 15, 19 

Satyabhama 335 

Satyamangalam Vish~u 36,37 

School, of Andhradesa 369,377,380 

of Ceylon 36 

in Cho!a-T1w{t~lalam 260 

Gupta 28 

local and regiooal 260,316 

in Kongu 151 

northern 28 

pa~~yan 56,369, 3'71, 376 

of Paraotaka I 121,143,165,174, 
177,184,188,196 

198,199,216,214 

of Rajaraja I 200,201,211,212, 
241,244,255,269 

of Rajendra I 150,255,260,271, 
292,297,299,306, 
307,313,315,319 

Tamilian 384 

Script, Grantha 183 

old Kannada 183 
Sculptures, of Andhrade~a 378 

in bas-relief 57 

characteristics of 225 

of early periods 299 

of Early Eastern Cha!ukyan period 377 

early Chola 263 

of dancing Siva 66 

at Gangaiko~9-a-cho~a 341 

in the gopllras of 
Chidambaram temple 341 

of Kodumba)ur 311 

of Kumbhakonam 81 

Sculptures, of Pallava period 

of slender-limbed women 

in stooe and metal 

of Tiruttani 

72,84,85 

69 

85, 188 

81 

of War an gal 377 

Sekkilar 318 

Semangalam bronze 261, 279, 281, 282, 300 

Sembiyan-ma-devT, portrait of 123 

wife of Gaodar-Aditya-Ch0.la 2650 

Semi-folk style 316 

Senas, period of 12 

SenniyanviQudi, KaF 359 

Sermadevi, bronze 

Serpent, on lower left arm 

onja!a 

to balance G(uiga 

as bangles 

369, 370, 371, 
372,395,403 

126, 159, 169 

296 

367 

135 

as waist-band 190, 236, 301 

associated with Tripurantaka 207 

on right shoulder 

on left shoulder 

131, 154 

261 
hoods as liiiichana 378 

Sasha~ayio panel at Mahabalipuram 36 

Settipulam, bronze 200,214,215,342,344 

Sewell, R. 160, 17, 17n, 19, 

Shadiikshari Loke~vara 
from Nagapat~i~am 
Shah-jI-kl-Dheri 

21n,220,230,24 

331 

11,13 

Shiyali-Mayavaram region 41,56 

Shrines, of copper 16 

Buddhist 19 

to goddesses, separately built 113 

ofNa~e~a at Chidambaram with 171 

copper gilt tiles 171 

Jaina 373 

of griima-deuata 403 

of villages 406 

Sieves io bronze 
~. ,-8dpa-s(JBtrcL 

12 

2 ,. 
Silpa texts 

Silver inlaid eyes 

S,irhha-mllkha, knob in the 
SiraBcakrcL 

knot 

9, 61n,66n, 131 

39,54 

development of the motif 

in waist-band 

40,98,106 

52 

60 

design in the tassel 109 
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on the waist-band 
eloborately worked 

PAGE 

85,106,118 
2.59 

Simhanada, in the mahariija-lihi 6 
pose 

LokeSvara from NagapaWI.1am 92,103 
SiIhhavisl.1pu Pallava 29 

SirigaI.1allur Trivikrama 97,135,148, 
150, Hi9, 229 

SingaI.1ikkuppam, Jaina Ambika 362, 368 
Tfrthankara 

Sinnamanur, plates of 

363,372 
105 

46 

170 
156,180 

220 

, 
SiraS-cakra, uncircumscribed 

absent from NateSa 
unbounded 
without rim 
cup-like 

like a flower 

13Q 

52,130,142,148,150, 
152,174,195,2~7,299 

petalled and rimmed 229 

with siThha-mllkha design 106, 110 
of wheel type 74,126,133,219,274 

Sircar, D.C. 
1-

Sirupa~aiylir Srinivasa 

18n 
174,175,196, 

198,220,230,272, 
274,275,293,294 

Sita with dhammilla headdress 174 

from Mapakkal 

Paruttiylir 

VadakkuppaI.1aiyiir 

357,379 

150,162 

139,150,153,162 
163,292,293,336 

Sittannavasal, murals of 
I . 
Siva, representations of 

I 

two-armed 
the supreme deity 

bow of 
cosmic activity of 

dancing of 

Siva, as hunter 
as To[llldaiyaseviyan 

necklace of 
with long necklace of 
hermaphrodite nature of 
largest bronze of 

with pendant at the back 
with pendant on the thigh 

311 
58,63 

63n,233,234 

30 
63n 

141 
6,329 

84 
75 
70 

212 
247 
243 

169 
152 

ishta-devaiii 
in Madras Museum 
in Pudukkottai Museum 
in Sandhyanrtya 
in sllkh'iisana pose 

emblems of 
temples to 
at Kalahasti 
Kuram 
Polonnaruwa 

Tan<;lanto~?tm 

Tiruve~9u 

SiYaganga, seated Jaina 
Tirthankara I _ 

Sivakamasundari 
from Melapperumpallam 
Pui\iai ., 

Tiruvaymiir , -
Sivakami 
I 
Siva-nripati 
,. I 

Sivapuram, Gapesa, 

PAGE 

381 
74 

392,397 
375 

68,77,164,358 
138 

31,58 

292 
66 

373 
128 

134n,226,301 

270,370,372 
348,352 

352 
296 

328 
249 

249 

Valampuri 
Ji'ianasambanda 

171,198,200,201 

20.5,224 
Na~a 135,142,157,158,160, 

I 

167,173,192,193,194,195, 
208, 209,211, 212, 218, 230 

; 
Natesa, a perfect example 160 
of aij,wtda-tiU,dava mode 
Parvati . . 352 

Somaskanda 173,224,321 
Sivapurapa, themes of 66 

Sivaramamurti, C 1, 25n, 35n, 36n, 
69n, 75n, 102n, 127n, 
195n,249n, 315n, 377 

Skanda, dancing incaillra mode 352 
in sama-bhwlga 358 

Smith, V. A. 1, 5, 3500, 375n, 381n 

Sola-ma-dev'I from 
Kiilahasti 252, 292, 304, 313 
Solidcast, bronze 54, 255 

images 58, 103, 316 
Somaskanda, in Indian Museum 367 

from Kunniindar-kovil 366, 367, 

Nellore 
Nidiir 

368, 370, 372, 
398 
319 
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, 
Sivapuram 

Sorakkudi 

Tiruvalangaq.u 

Tiruve!lkiq.u 
Vai ttTS'varan -kovil 

VeHiir Seruvarai 

in Victoria and Albert 

Museum 

Sri, Symbolic form , - . 
Sri-bali 

164,173,224,321 

156, 164, 165, 
184,267,321 

31, 99, 122, 123, 
131,156,164,180 

156,268 

352,366 

348 

358 

SrT-deVi,and Bhii-devT from 

Ainma ppettai 

55,232 

344 

396 

from Peruntottam 

Sermadevi 

SirupaQaiyiir 

I _ Vadakkuppa~iyiir 

Srinivasa group, first set of 

from Palani 

123,180,242 

369,372 

175,275 

206 

176 

401 
162 Paruttiyiir 

I 

Sirupa~aiyiir 

Tiruve}vikku~i 

Vad4kSdu 

Vadakkuppapaiyijr 

,-

174,175,189,196, 
198,220,230,272, 
274,293,294,311 

271 
178, 196, 198, 
211,218,219 

178, uh, 182, 
201,271 

with Srivatsa mark 177 
I 

Srinivasan, P.R. 19n, 123n, 161n, 184n, 

1-
Srinivasanalliirl Vis~u 

Tirumangai AIvar 
Sripurambiyam, Battle of I _ 

Srirangam , goddess 

Sr[vatasa. symbal of Sri 

225n,303n,338n 

176 

388 

105 
388,389 

177 

as triangular mole 218 

on Rima 368 

StMmIka image 33 
Structural temples, survey of 172n 

Study in nude 185 
Stii.pa27 

monolithic at Sankaram 25 
of Ainaravati and Nagarjunako~9a 27 

of SiinchI southern gateway 85 

votive 16, 16n, 24, 25 

worship 18 

Stiipa-slabs 25 
Subrahmanya, as Brahma-~asta 124, 142 

as Devasenapati or TarakSri 193 

from Kilaiyur 124, 127, 128, 142 

as Sikhiviihana from Mu}!angugi 388 

from Tanganto~~m 124 
Tiruvidaikkali 185 

Sild pose 

Slldarsana-cakra 

, inTanjore Art Gallery 

Sukracarya , -
Sukra-niti-sira 

Sumatra Buddha 

Sultanganj, 

102,224 

100,363 

389,393 

295 
295 

21,23,28 

Maravijayottungavarman, 303 , 
304 

the Sailendraking 

Sundara-Chola Madhurintaka 313 

Sundaramiirtiniiyaniir 58, 66, 83, 103, 
349,391,393 

consorts of, hair dressing of 

Devaram by 

from Kuttalam 

Madukkiir 
Nellaiyappar temple, 
Tirunelveli 

Sundarapperumiil-kovil Rama 
different type of anklet in 

KiiIIya-!trish!la from 
Siirya from Harischa!l9rapuram 
Siirya-naraya\la 

Sviimimalai, bronzes made in 

.Symbol, for 'OM' in early 
inscriptions 

1-
for Srivatsa 
of SrTvatsa on Rimas 

T 

Tableaux by gods and goddesses 

TOlascuhsplwtita kanu.,a 

Tliliccara4u. 
Tamil-Pallava, bronzes 

382,389 

84 
395 

390 

395 
297,316 

341 

387 
343,374 

348 

398 

108 

272,177 

368 

231 

66n 

121 
29,56 
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period 
sculptures 

Tambikkottai-Vadakiidu 

35,36,43,56 
171 

Ni~umbhasiidan1' . 385 

Tandantottam bronze 124, 128, 134, 140, 
. 141,143, 144, 146, 147, 

148, 150,153, 164, 165, 
170, 173, 180, 222, 233, 
238,253,263,345,355 

Tanjore, Art Gallery 74, 77, 125, 143, 
176,225,249n, 301 

Big Temple 82,113,114,193,212, 
217,226,227,244,249, 
279,283,286,288,289, 

307,352,356,359 
Tara 
Tarakari or Devasenapati 

Tami£ga, fold of cloth 
Taxila figures 

Technique, of casting bronzes 

advanced 

of casting solid 
of heavy modelling 

perfection attained 

333,334 
191,193 

100 

12n 
61, 102, 318, 

352,364 
137 

46,47 
146 
188 

with vacuolated core 397, 405 

Technology 14,255 

Temple, a psidal at Kiiram 66 

rituals 30, 58, 103, 114, 121 

rock-cut and structural, 
survey of 

Temple-building activity of Aditya I 

Terractotta, figurines work 
Terracottas 
Themes, ii1Ulnd(Vt~uf.(U,a 

of Buddhism 

complicated, good ~tudy of 

172n 
112 

13 
406 

195,199 
49 

19,8 

favourite in Rajar~a's time 249n • 
Hindu 368 

of KaJiya-J¥ishIpl, favourite of 
South Indian artists 127 

Theme,ofNiiyanmars -317 
I 

from Siva-pura~a 66 
of "Royal persons , 
Saivite 
Vaish!lavite 

317 
49,58,124,255 

49 

Thogiir, Aiyaniir 

Yasoda-krish!la 
Tibet; bronze workers of 
TTrthankara 

from Singanikkuppam 
Sivaganga 

on Kcu'cu.'~lrmcJtIl!a 
Parsvanatha from Kogali 

319 
391,397 

12 
16n 

362,372 

270,370,~~2 

362 
378 

356,368 

390 

'I'irukkadaiyiir Rama 

Tirukkadavur Kailkiilamiirti 
Tiruchirappalli 29 

Gangidhara panel 36, 81n, 84, 85, 89 

Til'ltkllPii. (a flower -like 
head ornament) 336 

Tirumala-devI, queen 382 
Tirumalai 382, 398 
Tirwnangai Alvar 

Tirunamanalliir. 
Tirupati 
Tiruppanandal Nate$a . . . 

32,54 

185,186,190,301 

Tiruppurambiyam, Vr~uidhara 

381 
329,345,356 

125,145 

361 
52,58,81 

66 
386,387,389 

67,365 

290 
242, 294, 304, 
308,381,392 

Kotpulinayanar 
Tiruttani figure 

Til'lttton~(I.ttogai 

Tiruvadu turai 

Tiruviilangac;lu 

temple at 

Ka!l!lappa-nayaniir 

lallitclrtilaka kcu'cma 

Na~a 

I 
Saiva saint 
Somaskanda 

Virabhadra 

104 
54, 60, 82n, 109, 

121,157,169 
349 

122, 123, 131, 
156,164,180 

396 

Tiruviili, the birth place of 
Tirumangai Alviir 39,54 

367 
354 

Tiruviinaikkaval Parvatl 
Tiruvanmiyur Vrishabhaviihana 
Tiruvarangu~am 

Bhikshatanamurti 
Narda 

100,166 

191 
91, 91n,99, 208, 

160,191,193,208, 
80, 142 
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Tiruviiymiir, Sivakimasundari 
Pradoshamiirti 
Sangili and Paravai 
Paravai 

TiruveJvikkuqi, GaJ.letCa 
Devaseniipati 
KalysJ.l8sundara 

Kiratamurti 
1_ • 

Srinivasa 

828 
371 
389 

391,393 
366 

390 
255,264, 

266,808,315 
143,146,1~5 

271 
155 
227 

Tiruve~kiqu 

Bhairava 
Bhikshitana 

Cha~~ik~vara 
185,186,190,191 

204 
discovery of bronzes in 225 , 
images of Siva 251 
Kalyi~a8undara group 38, 100, 227, 

241,243,251,268, 
269,272,275,315 

PSrVati 
I 

Siva temple 
Somaskanda 
Umi 
VishJ.1u 
Vrishabhaviihana 

Tiruve1J.kidudaiyar Temple 
Tiruvetka}am 

Arjuna 
Kira!amlirti 

PirvatI' 
Tiruvit;laikka}i Subrahama~ya 
TiruviramIs'varam, Ardhaniri 

sculptures of 
Tiruvottiyiir KalY8pasundara 
Todas of the Nilgiris 
Todll (earring) 

T01Hj,aimO?'4aicur, 

238 
134n 

385 

385 
173,272,273 
173,227,252, 
253,317,345 

226 
191 

96,126 
60,75,78, 

117,127,191 
363 
191 
237 

69 
215,320 

74 
-i6,321 

56,57,103, 
172n,314 

Traditions, Badami Cha!ukyan 
getting standardised 

196 
199 

of Andhra school 
of Chola-mandalam . . . 
of folk-art 

382,3"88 

388 
311 

of Gupta times 

of Koogu con~ry 
of Kanna4a country 
of the echool of ~endra I 
of Parintaka I 

Tranquebar Tripurintaka 
Tree-in-railing design 
Trichiir Museum, dviiropiilaka 

Durgi 

Trimiirti cave Vishnu 
Tripurintaka, with two arms 
at Ellol'{l 

with serpent 
with Tripurasundarl 
from Kodumucp 

7 
154 
154 
307 
198 
291 

15 
398 
398 
35 
63 

128,.1'29 
128,149 
148,151 

153 TaJ.lCjlanto~!Bm 
Miyiiram 
Tranquebar 

258, 260, 307,308 
291 

Iqumbavanam 307,316 
T~rUore 255,257,258,260,279 

Ve!!anur 260 
Tripurisuraa 151 
Tripurasundarl from Tan9anto~m 165, ISO 
Trivandrum Museum 49,51, 282 
Trivikrama, from Singinalliir 97, 135, 

148,150,199,229 
Bidimi 102 
Joradeul 
Kumbhakopam 
Mah8baUpuram 
My80re 
Raipur 
Rajim 

Tulu-ni9 
Turaikk&qu Mahishisuramardanl 

u 
U9aiya-nambi 
Udara-bai,d/,a. beginning stages of 

Uttariyain 
" ofvast,.a 

ribbon-like 
rope-like twisting of 

Udm'a-bw,d/,a, tassels and 
festoons hanging from 

102 
102 

35,102 
102 
102 
102 

183,184 
314 

242 
158 

200,209 
89,107 

.356 

193,231 
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Udayendiram plates. of 

Ugra-narasimha 

Ulundangu~ 

105 

392 

391 

umi 67,69,70,77,88, 
165,320,321 

from Sorakkudi, hair in 
two tier& 

K!~aiyiir 
Big Temple, Tanjore 

Tiruvalaiigagu 

Tiruve~ka~u 

in lltklltikiisana , 
and Siva 

156 

362 

359,362 

122,123,131 

385,386 

156, 165 

239 
Uma-sahita 243,307,319,371,376 

from K1!aiyiir 
Peru"ttjeri 

Settipulam 

Umbrella, triple 

Upendra 

Uppiliyapuram 

Ur, gold bowl from 

Urddhva-jiUm, pose 

Urddhva-kefta 

Urddva-tar.u!ava 
Ur~,a, 

UsnIsha 

llt8ava-lligraha 

361,367 
347,348 

342,344 

16 

35 

397 

14 

.66 

237 

104 
21,22,323 

20, 21n, 21, 23 

121,304 

llttal'rya, with loop at right side 
of stomach 168 

of single-strand, attched 
to Pl'ahhii 

ends on thighs 

Uttattur Nat~a .. . 

1-
Vac;J.aka<;lu Srinivasa 

v 

Vadakkuppanaiyur, Rama 
group 

158 

260,327 

367 

178, 196, 198, 
211,218,219, 

162,173,182 

Rama 120,135,161,162, 
166, 173, 173n, 182, 190 

191,192,197,297,300 
V jic;lakkuppaJ;laiyur, 
SitS 

Lakshma~a 

139, 150, 153, 162, 
163,292, 293, 336 

173,187,267 

Hanuman 

worshipper 
/-

3,173,187,267 

403 

Srinivasa 178, 181, 182, 201, 271 

Vac;lakkuppoyyur,Cha~~ra~ekhara 399 

Jiianasambanda 390 

Vadarangam viz:1adhara 128,353 

Vaikaksha 143, 175, 188,266, 267 

Vaikunthaniitha from Polagam 389 

Valkun!happeLuma~ temple 38 

VaishJ;lavism 30, 38, 49, 58, 
254,315,368 

saints of 393 

Vaish!w~,a Prablumdluuns 115 
Vaishnava saint 30 

Tirumangai AIvar 54 

Vaish~avite, images 61, 198, 254 

bronzes 61,103,218,385 

pantheon 63n 

themes 49 

Vaishnavites 

rules of Vi jay ana gar 

Vaitti;varan-kovil Somaskanda 

57 

385 

352,366 

Vajl-bandha 

Vajra 

Valarpuram Rama 

VaZampllri Gap~a 

10,100,107,122,128, 
132, 135 , 138, 154, 162, 

166,191,199,230,238 
250,252,291,298,300, 
301,310,328,339,376 

124, 142, 192 

297,312 

172n 

Va.l.ududaiyiir Vish~u 45 

Varuuniilii 40 

Varadaraja 397 

Varagu~a Papc;J.ya 105 

Vadiha-ma~c;lapa of Mahabalipuram 

Vasisthesvara temple 

35 

299 

186 

151 

V nstra;-yajfiopallita 

. running over right arm 

V Ii.<;tll-~ as tra 2 

2 Veda 

Vedarapyam V!,ishavahana 345,355 

Velanka~~i, bronzes 
I 

GaJ;lesa 

Cha~~ik~vara 

206 

201,205,214,297,306 

155, 202, 216, 
232, 263, 281,306 
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PAGE 

Mahesvarf 

Natesa 

206 

10,99,160,171,208, 
212,217,244,245,246, 

247,285,288,350 

Velir bronzes 

Vel irs of Kodumbal ur . . 
VelJalagaram Natesa 

VelJanur Tripurantaka 

Velh.ir Seruvarai 

Venugopala 
Vetrrnar (hunter), Siva 

Vettialangulam 

260 

51 

357 

·259 

348 

379,383,386 

84 

395 

85 Vidi~a, ivory-carvers of 

Vidyadharapuram Buddha 19 

304 

32,56,113,115,303 
Vi/tara 

of Nagapattinam 

of Kadarika 

Vijayalaya 

Vijayalayacholesvara 

Vijayanagar 

early 

empire 

period 

rulers 

or later date 

Village, craftsmen 

deities 

Vi~ta 
Vi"uidhara 

DakshiI:amiirti 

from Beliir 

Koqumbliliir 

Pudilr East 

Semangalam 

Tanqan to~!am 
Tanjore 

V[~adhara from 
Tiruppurambiyam 

Vadarangam 

without serpent 

182 
57 

52,57 

48 

213 

369,378,380,387 

222, 289, 369, 376, 
380,393,394,399 

369,385 

283,290,346 

406 

29.400 

76,307,353 

59,77, 78n, 79n, 83, 
104, 119, 120, 125, 
249,307,311,332 

145 

116, 127, 128, 
136, 148, 161 

75 

.343,344,368 

282 
128 

74,117 

usually without goddess 

125, 145 

128,353 

131 
128 

VTrabhadra from Tiruvlilangadu 

Virarajendra's son Madhurantaka 

Vrra~!"-ii~~vara, Ka~qiyiir, 
scul ptures of 

Tiruttani 

PAGE 

396 

313 

299 

52,57 

Vishapahara~a 31, 32, 46, 65, 68, 
70,75,81,82,88,98, 

101,126,165,187,400 

Vishl)u, from E;lumaga~ur 401 
with devis, first set of 199 ,. -
as Srinivasa, first set of 176 

of Kalya~asundara group 89 

in Indian Museum, Calcutta 41,53 

from Koc;lumu<;li 

in Madras Museum 

146, 148, 149 

36,46,273,309 

sculptures at Mahabalipuram 

sculptures at KanchTpuram 

necklets and emblems for 
dating 

figures of the Pallava 

Period 

35,36 

353 

222 

145 

from Paruttiyiir 177,302,309 

Peruntottam 3, 39, 60, 123, 176, 177, 
178,179,180,182,198,218, 

223,231,232,233,235, 
238,241,242,253,271, 
272,274,276,277,306 

Pudukkottai 309, 316 

identified with Rama 357 

from Satyamangalam 36,37 

Sermadevi 369, 370, 371, 372 

Srinivasanalliir 176 
temples 18, 31, 57 

from Tiruttani 81 

Tiruvel)ka9u 173,272,273 

of Trimurti cave . 
in Trivandrum Museum 

Vish~u, from V~~ududaiyiir 
Yerrempalem 

Vital'ka-mlldra 

Vogel, J.Ph. 

Votive lamp-bearing figure 

Vrishabhantikamiirti 

Vrisha bharudharmilrti 

Vpshabhavahanadeva 

35,36 

44,45 

45 

399 

324 

1 

378 

134 

134 
134,227 
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setting up of an image of 227 

VrishabhaviihanaMii'rthi 137, 141, 143, 144, 
231,235,237,376 

Vrishabhaviihana, from 
G~ngaikoJ.lga cho!apuram 345 

Tandantottam 128, 134, 144, 153, 164, 
. , '. 180, 233, 238, 3~5, 355 

Tiruviinmiyiir 354 

Tiruve!lk8.~u 134, in, 227, 
238,252,253,317 

VedaraJ.lyam 
Nandi of 

345 

354 

Vrishantika with two arms 63 

VyCiRhywulrmlldl'ii 92, 182, .185, 187, 
·189,324,391 

w 
Waist-cord, beaded 

ends showing heart-lilfe 
design wi th kinkin is 

Warangal, sculptures of 

lamp-bearer, or Lakshmi 
Washington, FreerArt Gallery, 

205 

224 

239 
378 

378,383 

PiirvatI 138, 146, 147, 198 
Wave-upon-wave pattern 90, ioo, 122, 130, 

133,136,166,173, 
187,219,229,232, 

327,333,356 
Weapons, in bronze 

of war 
Woman Saivite saint, Kliraikkiil 
Ammaiyiir 

Wood carving 

Working metals 

Worship, of pl'a.timas 

12 

12 

6,391,395 

28 
13 . 

57 

62 of metal figure 

in temple 57,104,377 

and festivities, similarities in 
of Subrahmanya in 

South India 
provision made for 

setting up of images for 

in village shrines 

Worshipper 
from Kanc;larakottai 

Va~akkup~p'aiyiir 

115 
142 

226 

227 
406 

404 
293 
403 

YajnopaJ.lUa of lJastl'a 

of pearls 

of plaited wire 

pendent in Vish~u 
images 
ribbon-like 

ornate 

y 

PAGE 

45,60,72, 
98,164,165 

46,51,129,146,149 

50,53,67 

60 

divided into three 

with double-bell clasp 

60,89,107,214 

65 

72 

76 

three-stranded 

Yajnopallita, flat, going 
over the right 

forearm 
two-stranded 

single-stranded 

of twisted strands 

Krislmajina 

of archaic type 

79,86,143, 
161,176,201,202, 
222,230,261,285, 

298,306,309 

98 

117, 125,236, 
256,262,320 

132,135,158,209, 
228,234,325 

155 

189 

with clasp at the back side 
231 

233,242 

of rain a 263 
of prcich[niill[ti fashion in Vish~u 404 

Yii!(waJ"i of the Big .Temple, Tanjore 248 

Yasoda-krishna 403,405 . , . 
from ThogiIr 391, 397 

Uppiliyapuram 

Yazdani, G. 

Yerrempalem Vish!lu group 
Yoga-narasimha 

Zumin Peraiyiir 

Zimmer, H. 

z 

397 

37811,379 

399 

385 

386 

l,~,~I1,6 



PLATE I 

Fig. 1. Figurine of goddess (?), Adichanallur, Tirunelveli District; an early piece. 

Fig. 2. .onze bowl, Nilgiris; about th-e last centuries before Christ. 
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Fig. 1 

Fig. 2 
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PLATE II 

Fig. 3. Elephant on a Pi1J.~ya (1) cast coin, locality not known; about the early 
centuries A.D. 

Fig. 4. Elephant (Nalagiri 1) on a marble medallion, Amarivat"f. Guntur District; 
about 2nd century A.D. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE II 

Fig. 3 

Fig. 4 



PLATE III 

Fig. 5. Buddha (headless), standing, Amaravati; about the 2nd half of the 4th 
century A.D. 

Fig. 6. Buddha (damaged), standing, Amaravati ; about 400 A.D. 

Fig. 7. Head of Buddha, Amaravati; about 400 A.D. 

Fig. 8. Buddha, standing, Buddhapad, Guntur District; now in the British Museum, 
London; early 5th century A.D. 



Bull., Madras Govt. Mus. (N.S;) G.S. VIII. PLATE III 

Fig. 7 

Fig. 6 Fig. 5 Fig:. 8 



PLATE IV 

Fig. 9. Buddha, standing, AmaravatT; about 500 A.D. 

Fig. 10. Buddha, standing, Buddhapa<;i ; now in the British Museum, London; about 
the end of the 5th century A.D. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE IV 

Fig. 9 

I Fig. 10 
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PLATE V 

Fig. 11. Buddha, standing, Buddhapac.i; in the British Museum, London; first half 
of the 6th century A.D. 



Bull., Madras Govt. Mus. (N.S.) O.S. VIn. PLATE V 

Fig. 11 



PLATE VI 

Figs. 12 & 12A. Hands of Buddha (?), Buddhapiig; in the British Museum, London; 
about the middle of the 6th century A.D. 

Fig. 13. Votive Stupa, Buddhapag ; in the same institution; about the 6th century A.D. 

Fig. 14. Pedestal (of a Buddha ?), Buddhapiig; in the same institution; about the 
6th century A.D. 
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Fig. 12A 

Fig. 12 

Fig. 13 Fig. 14 



PLATE VII 

Fig. 15. VisbJ}.u as Sriniviisa, standing, Peruntottam, Tanjore District; in the 
Tanjore Art Gallery; middle or second half of the 8th century A.D. 

Fig. 16. Rear view of above. 

Fig. 17. VishJ}.u, standing, Peruntottam, Tanjore District; in the same institution; 
about 800 A.D. 

Fig. 18. Rear view of above. 
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Fig. 15 Fig. 16 

Fig. 17 Fig. 18 



PLATE VIII 

Fig. 19. VishQu as Varadaraja (?), seated, (Shiyali-Mayavaram region, Tanjore 
District ?); now in the Indian Museum, Calcutta; about the beginning of 
the 9th century A.D. 

Fig. 20. Rear view of above. 
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PLATE IX 

Fig. 21. Vish~u as SrTnivasa, standing, locality 110t known; now in the Trivandrum 
Museum; early 9th century A.D. 

Fig. 22. Rear view of above. 

Fig. 23. Vj~h.n.u standing Valudugaiyur, Tiruchirapalli District; slightly later than 
the above. 

Fig. 24. Rear view of above. 
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Fig. 21 Fig. 22 

Fig. 23 Fig. 24 
• 3A • 
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Fig. 25 

Fig. 26 



PLATE XI 

Fig. 27. Four-armed deity, standing, locality not known; now in the Trivandrum 
Museum; about the second quarter of the 9th century A.D. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE XI 

Fig. 27 



PLATE XII 

Fig. 28. Maitreya (copper-gilt), standing, Melayur. Tanjore District; about the 
middle of the 9th century A.D. 

Fig. 29. Rear view of above. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE XII 

Fig. 28 

Fig. 29 
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PLATE XIII 

Fig. 30. VishlfU: standing, PeruntoHam, Tanjore District; in the Tanjore Art Gallery; 
about the end of the second quarter of the 9th century A.D. 

Fig. 31. Rear view of above. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE XIII 

Fig. 30 

Fig. 31 

.4A. 



PLATE XIV 

Fig. 32. Tripurantaka, standing, locality not known; in a private collection; about 
the middle of the 9th century A.D. 

Fig. 33. Rear view of above. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE XIV 

Fig. 32 

Fig. 33 



PLATE XV 

Fig. 34. Natesa, Kflram, Chingleput District; about the third quarter of the 9th 
century A.D. 

Fig. 35. Rear view of above. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE XV 
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PLATE XVI 

Fig. 36. Somiiskanda, Tiruviilangiigu, Chitto or District; about the beginning of the 
second half of the 9th century A.D. 
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PLATE XVII 

Fig. 37. Rear view of Fig. 36. 

Fig. 38. VishapaharaI,la, Kllappudanur, Tanjore District; slightly later than the 
above. 

Fig. 39. Rear v:ew of above. 



PLATE XVII 

Fig. 37 

Fig. 38 Fig. 39 
• SA. 
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Fig. 38A 



Fig. 40. 

Fig. 41. 

PLATE XIX 

.7 

. \ 

. , .. 

'i:;"""'~;'V 

Vll}idharamurti, lo~aJity not t.d~";· n~;": in the Tanjore Art Gallery; 
the date same as of Fi,. 3-8~h1! .,,'t. 

\":y .. ,}:.:~.,, 
Rear view of above. fit,,;.,' 

Fig. 42. Siva (of Umisahita group ?), seated, 1~~I.ity not known; now in the same 
institution; about the beginning of thelsft':quarter of the 9th century A.D . 

. ' -/ 
Fig. 43. Rear view of above. 

---'--

". ~~ ... 
,. ~ . 
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Fig. 40 
Fig. 41 

Fig. 42 Fig. 43 



PLATE XX 

Fig. 44. Kiratamurti, Tiruvetkalam, near Chidambaram, South Arcot District; in 
the Siva temple there; about the last quarter of the 9th century A.D. 
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.6. 
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Fig. 45 
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PLATE XXII 

Fig. 46. Arjuna, from the same place as Fig. 44; date same as of Fig. 44. 

Fig. 47. Rear view of above. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE XXII 

Fig. 46 

Fig. 47 



·PLATa XXUI 

Fig. 48. Nlt~8a, locality not known; now in the Bank of Italy, Rome; about 
900 A.D. 

Fig. 49. Simhanida or Loke8vara, Nlgapattio.am, Tanjore District; date same as of 
Fig. 48. 

Fig. 50. Rear view of above. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE XXIII 

Fig. 49 

Fig. 48 

Fig. 50 



PLATE XXIV 

Fig. 51. Natda. Nallur, Tanjore District; in the Siva temple there; about the 
beginning of the 10th century A.D. 
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Fig. 53. Trivikram(l, Siftgiinallur, Coimbatore District; in the Vish~u temple there; 
date same as of Fig. 51. 
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Fig. 54. Natesa, Poruppumettuppatti, Madurai District; date same as of Fig. 53. 
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· PLATE XXIX 

Fig. 56. VIJ}.adhara, Beliir, Salem District; about the first quarter of the 10th 
century A.D. 

Fig. 57. Rear view of above. 

Fig. 58. Buddha, standing, NagapattiJ}.am, Tanjore District; date same as of Fig. 56. 
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Fig. 59. Goddess (PirvatI?). locality not ~nown: now in the Freer Art Gallery, 
Washington D.C. (U.S.A.); about the first quarter of the 10th century A.D. 

Fig. 60. Rear view of above. 

Fig. 61. Subrahmal)ya, KilaiYilr, Tanjore District; now probably in the Siva temple 
there; date same as of Fig. 59. 
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PLATE XXXI 

~ig. 62. Vll}.iidhara, Tiruppurambiyam, Tanjore District; now in the TanJore Art 
Gallery; about the beginning of the second quarter of the 10th century A.D. 

?ig. 63. Rear view of above. 
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Fig. 64. Kaliya-krish1J.a, locality not known; in a private collection in Madras; 
date same as of Fig. 62. 
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Fig. 65. Tripuriintaka, TaQ.~antottam, Tanjore District: in the Siva temple there; 
about the second quarter of the 10th century A.D. 

Fig. 66. Rear view of above. 
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Fig. 67. Siva as Vrishabhavahana; in the same place as of Fig. 65; date same 
as of Fig. 65. 
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Fig. 71. Natesa, in the same place as of Fig. 65; date same as of Fig. 65. 
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Fig. 72. SubrahmalJ.ya, in the same place as of Fig. 65.; date same as of Fig. 65. 

Fig. 73. Rear view of above. 
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Fig. 74. Kiratamurti, Tiruve\vikkuQi, Tanjore District; now in the Tanjore Art 
Gallery; about the last years of the second quarter of the 10th century A.D. 

Fig. 75. Rear view of above. 
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Fig. 76. PirvatI, locality not known; now in the Metropolitan Museum of Art, 
New York (U.S.A.); about the middle of the 10th century A.D. 
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Fig. 78. VishQu, standing, Koc;lumu4i, Coimbatore District; in the Siva temple 
there; about the middle of the 10th century A.D. 
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Fig. 80. Tripurlintaka group, in the same place as of Fig. 78 ; date same as of Fig. 78. 
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Fig. 80 A. Detail of Siva of Fig. 80. 

Fig. 80 B. ParvatI of Fig. 80. 
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Fig. 82. Natesa, in the same place as of Fig. 80; date same as of Fig. 80. 
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Fig. 84. Chal}.~ike8vara. seated. Tiruvel}.kag.u, Tanjore District; date same as of Fig. 82. 
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Fig. 86. Somaskanda Sorakku~li, Tanjore District; date same as of Fig. 84. 

Fig. 87. Rear view of above. 
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Fig. 88. Natesa, Okkur, Tanjore District; date same as of Fig. 86. 

Fig. 89. Rear view of above. 
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Fig. 90. Rima, 81 ta and Lakshma~a, Paruttiyiir, Tanjore District; in the Rima 
temple there; date same as of Fig. 88. 
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Fig.~ 91. SrlnivliSa, in the same -place as of Fig. 90; date same as of Fig. 90. 
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Fig. 92. Somiskanda, Sivapuram, Tanjore District; in the Siva temple tbere; about 
the middle of the 10th century A.D. 
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Fig. 93. "Natesa, in the place as of Fig. 92; date same as of Fig. 92. 
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Fig. 94. Gat;\esa, in the same place as of Fig. 93; date same as of Fig. 93. 

Fig. 95. NateRa Anaikku<,li, Tanjore District; slightly later than the above. 
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Fig. 96. Rama group, Va<;lakkuppanaiyur, Tanjore District; about the beginning of 
the third quarter of the 10th century AD. 
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Fig. 96 B. Detail of STu. of Fig. 96. 

Fig. 96 C. Detail of LakshmaJ;la of Fig. 96. 
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Fig. 97. Rear view of Fig. 96. 

Fig. 98. Hanumlin, probably of the Rama group of Fig. 96 ; date same as of Fig. 96. 

Fig. 98 A. Rear view of above. 
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Fig. 99. Srinivsa group, Sirupanaiyiir, Tanjore District; early part of the third 
quarter of the 10th century A.D. 
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Fig. 100. Rear view of Fig. 99. 

Fig. 101. Buddha, seated, Kadri, near Mangalore, South Kanara District; in the 
MaiiJunatha temple there; about 968 A.D. 
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Fig. 102. Halahala Loke8vara; in the same place as of Fig. 102; contains inscription 
with the date in Kaliera corresponding to 968 A.D. for its installation. 
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Fig. 104. Bhikshatanamurti, Tirunamanallur, South Areot District; slightly later 
than the above bronzes from Kadri. 

Fig. 105. Rear view of above. 
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Fig. 106. Subrahmal!ya as Devasenapati, Tiruvi<;laikkali, Tanjore District; in the 
temple there; about the end of the third quarter of the 10th century A.D. 
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Fig. 107. Natesa, Tiruvarangulam, near Pudukkottai, Tiruchirappalli District; now 
in the National Museum, New Delhi; date same as of Fig. 106. 
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Fig. 108. Rear view of Fig. 107. 

Fig. 109. Srlnivasa, Va <;iaki<;iu, Tanjore District; about the beginning of the last 

quarter of the 10th century A.D. 
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Fig. 110. Gal}.esa, Kogiakagu, Tanjore District; date same as above. 

Fig. 111. Gal}.esa, Settipulam, Tanjore District; about the last quarter of the 10th 
century A.D. 
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Fig. 112. ChaJ}.c;iikesvara, Okkiir, Tanjore District; date same as of Fig. Ill. 

Fig. 113. Rear view of above. 

Fig. 114. Golaka-maharishi (7), Koc;iikkaIai Tanjore District; in the temple there; 
date same as of Fig. 112. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIlle PLATE LXXII 

~ --

• 19. 



PLATE LXXIII 

Fig. 115. MiirkaJ;u;leya, belonging to the Dharmapuram Adh'lnam, Miyuram, Tanjore 
District; date same as of Fig. 114. 

Fig. 116. Mahesvarl, VeliIikaJ}.J}.i, Tanjore District; about the end of the 10th 
century A.D. 
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Fig. 117. Natesa, from the same place as of Fig. 116 ; date same as of Fig. 116. 

Fig. 118. Rear view of above. 
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Fig, 119. Gal,lesa, from the same place as of Fig. 117; date same as of Fig. 117. 

Fig. 120. Rear view of above. 
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Fig. 121. ChaJ)Q.ikesvara, from the same place as of Fig. 119 ; date same as of Fig. 119. 

Fig. 122. Rear view of above. 
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Fig. 123. VishQu group,Peruntottam, Tanjore District; about the end of the 10th 
century or the beginning of the 11th c~ntury A.D. 
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Fig. ]24. Rear view of Fig. 123. 

Fig. 125. Jiilinasambanda. Sivapuram. Tanjore District; in the Siva temple there; 
about the beginning of the lith century A.D. 
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FiB. 126. Kalyil)asundara group. TiruveJ}.ki~u, Tanjore District; now in the Tanjore 
Art Gallery. Tanjore; about the first decade of the 11th century A.D. 
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Fig. 128. Siva of Vrishabhavahana group; from the same place as of Fig. 126; 
llOW in the Tanjore Art Gallery, Tanjore; 1011 A.D. 



Bull.. Madras Govt. Mus. (N.S.) G.S. VIII. PLATE LXXXIII 

Fig. 128 



Bull., Madras Govt. Mus. (N.S.)~G.S. VIII. PLATE LXXXIV 

Fig. 129 



PLATE LXXXV 

Fig. 129 A. ParvatI of Vrishabhavahana group of Fig. 128; 1012 A.D. 

Fig. 129 B. Rear view of above. 
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Fig. 130. Bhairava. in the same place as of Fig. 128; about the same period as 
of Fig. 128. 
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Fig. 131. ArdhanirI, from the same place as of Fig. 130; now in the Madras 
Museum; date same as of Fig. 130. 
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Fig. 132. Rear view of Fig. 131. 

Fig. 133. Somiskanda, from the same place as of Fig. 131; date same as of Fig. 131. 
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Fig. 134. KalyaI;lasundara, locality not known; now in a private collection in Bombay; 
date same as of Fig. 133. 

Fig. ]35. Rear view of above. 

Fig. 136. Kevala Chandrasekhara, belonging to Dhannapuram Adhlnam, Mayuram, 
Tanjore District; date same as of Fig. 134. 
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Fig. 137. Na~eSa (with Sivakitmi); under worship in the Big Temple at Tanjore; ,date 
about 1010 A.D. 
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Fig. 138. Tripurlntaka group, belonging to the Big Temple, Tanjore; now in the 
Tanjore Art Gallery; about the closing years of Rajaraja I's reign. 

Figs. 139 and 139 A. Rear views of above. 
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Fig. 140. KalyaQasundara, TiruvelvikkuQ,i, Tanjore District; in the Siva temple there; 
about the end of the second decade of the lIth century A.D. 

Fig. 141. Rear view of above. 
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Fig. 142. Tripurantaka, Mayuram Tanjore District; in the Siva temple there; about 
the beginning of the third decade of the 11th century A.D. 

Fig. 143. Rear view of above. 
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Fig. 144. Tripurantaka, VellanUr, Tiruchirappalli District; in the Siva temple there; 
date same as of Fig. 142. 

Fig. 145. Rear view of above. 
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Fig. 146. lata-makuta Lokesvara, NagapattiI}.am, Tanjore District; about the end 
of the first quarter of the 11 th century A.D. 

Fig. 147. Cha1} <;iikesvara, locality not known; now in a private collection; about 
the beginning of the second quarter of the 11th century A.D. 
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Fig. 148. Kalyih~asundara group, Konerirajapuram, Tanjore District; the ParvatT 
and Lakshmi are in a private collection while the whereabouts of Siva 
and VishQu are not known; about the third decade of the 1 Ith century A.D. 

Fig. 151. Lakshml of the above group. 

(Figs. 149 and 150 are on Plate XCVII.) 
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Fig. 149. PirvatI of the group of KaIyioasundara of Fig. 148. 

Fig. 150. Rear view of above. 
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Fig. 152. Buddha, standing, NagapaHit).am, Tanjore District; about the end of 
second quarter of the 11th century A.D. 

Fig, 153. SrInivasa, Tiruvelvikkuc;li, Tanjore District; in the Vishl}.u temple there (?); 
about the third decade of the 11th century A.D. 
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FiS. 154. Sr'1nivisa group, Va4akkuppanaiyur, Tanjore District; about the end of 
the third decade of the 11th century A.D. 

Fig. ISS. Rear view of above. 
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Fig. 156. KiriHamurti, Radhanarasimhapuram, Tanjore District; in the Siva temple 
there; date same as of Fig. 154. 
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Fig. 149. ParvatI of the group of Kalyal)asundara of Fig. 148. 

Fig. 150. Rear view of above. 
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Fig. 152. Buddha, standing, Nagapattit}am, Tanjore District; about the end of 
second quarter of the 11th century A.D. 

Fig, 153. Srlnivasa, Tiruvelvikku4i, Tanjore District; in the Visht;lu temple there (?); 
about the third decade of the 11th century A.D. 
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FiB. 154. Srlnivisa group, Vagakkuppanaiyiir, Tanjore District; about the end of 
the third decade of the 11th century A.D. 

Fig. ISS. Rear view of above. 
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Fig. 156. Kiratamurti, Radhanarasimhapuram, Tanjore District; in the Siva temple 
there; date same as of Fig. 154. 
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Fig. 157. Natesa. Semangalam, Tanjore District; date same as of Fig. 156. 
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Fig. 158. Rear view of Fig. 157. 

Fig. 159. ParvatI, from the same place as of Fig. 157; date same as of Fig. 157. 
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Fig. 160. ChaJJ.~ike8~ara, from the same place as of Fig. 157; date same as of Fig. IS7. 

Fig. 161. Rear view of above. 
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Fig. 161. Ganesa, from the same place as of Fig. 160; now in the Trivandrum 
Museum; date same as of Fig. 160. 

Fig. 163. ViJ;lidhara, from the same place as above; date same as above. 
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Fig. 164. Natesa, Tiruvilangi9u, Chittoor District; about the fourth decade of the 

lIth century A.D. 
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Fig. 166. Tripurantaka with consoi't, Tranquebal', Tanjorc District :rlatc same as cf 
Fig. 164. 

Fig. lfi7. RpM' view or aboyc, 
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Fig. ]68. Sola-ma-devi, formerly in the Siva temple at Kiilabasti, Chittoor District; 
now its whereabouts not known; date same as of Fig. 166. 

Fig. 169. Natesa with SivakiimasundarI, Punjai, Tanjore District; in the Siva temple 
there; date same as of Fig. 1(:8. 
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Fig. 169 A. Head of Natesa of Fig. 169. 

Fig. 169 B. Legs of Natesa of Fig. 169. 
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Fig. 171. Rima, Valarpuram, North Arcot District; in the Sundara-pperumil 
temple there; about the end of Rijendra I's reign. 

Fig. 172. Rear view of above. 
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Fig. 173. Rijamannir, in the same place as of Fig. 171; date same as of Fig. 171. 

Fig. 174. Rear view of above. 
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Fig. 175. Bhiksha.t;&na, TiruveI)ka4u,Ta.njOre Distd'ct; now in the Tanjore Art Gallery; 
about 1,048 A.D. 
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fig. 176. Rear view of fig. 175. 

Fig. 177. VishQu, Paruttiyur, Tanjore District; in the Rima temple there; date about 
the same as of Fig. 175. 

Fig. 178. Narasingamuniyadaraiyar (? Rima), Tirunimanallur, South Arcot District; 
in the temple there; date same as of Fig. 177. 
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Fig. 179. Buddha, seated, Niigapattil;).am, Tanjore District; about the middle of the 

I J tb century A.D. 
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Fig. 180. KaJ}.l)appanayanar, Tiruvalangligu, Chittoor, District; date same as of 
Fig. 179. 
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Fig. 181. ~e~n view of Fig. 180. 

Fi,. 182. Ch~l}.ljiike8vara, Tiruve\vikkuljii, Tanjore District; in the Siva temple there; 
about the beginning of .the third quarter of the 11th century A.D. 
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Fig. 181 
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Fig. 183. Tripuriintaka group, I(jiumbavanam, Tanjore District; in the Siva temple 
there; date same as of Fig. 182. 

Fig. 184. VishQ.u and Bhiidevi; in the Government Museum, Pudukkottai; date 
same as of Fig. 183. 
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Fig. 185. Chal)\likesvara, Belur, Salem District; about the third quarter of the lIth 
century A.D. 

Fig. 186. King, Kandarakottai, South Arcot District; about the seventh decade of 
the lIth century A.D. 
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Fig. 187. Mahishisura-mardani (1), Turaikkiq.u, Tanjore District; middle or the end 
of the third quarter of the 11th century A.D. 

Fig. 188. KalYiJ,Jasundara, Tiruvottiyiir, near Madr'as, Chingl"eput District; in the 
Siva temple there; about the end of the school of Rajendra I. 
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Fig. 189. Somiskanda, NIgur, Tanjore District; about the last quarter of the 11th 
century A.D. 
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Fig. 190. ;ram bhala, Na.gapa~~it;lam, Tanjore District; date same a.s of Fig-.JaR 

Fig. 191.. Avalokftesvara., from the same place a.s a.bove ;" about the closing yea.rs of 
the 11th century A.D. 
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Fig. 192. Chandrasekhara, Okkiir, Tanjore District; about the last few years of the 
11th century A.D. 

Fig. 193. Pirvatl, from the same place as above; about the beginning of the 12th 
century A.D. 
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Fig. 194. Goddess (? Bhndevl), locality not known; now in the Victoria and Albert 
Museum; South Kensington, London; about the beginning of the 12th 

century A.D. 

Fig. 195. Sivakiimasundarl, Tiruviymnr. Tanjore District; in the Siva temple there; 
date slightly later than the above. 

Fig. 196. Natesa; Tiruppanandil, Tanjore District; now in the Tanjore Art Gallery; 
about the first quarter of the 12th century A.D. 
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Fig. 197. Sha<;lakshari Lokesvara, NagapattiQam, Tanjore District; about the end 
of the first quarter of the 12th century A.D. 

Fig. 198. Shadakshari Lokesvara, from the same place as above; datc same as above. 

Fig. 199. Avalokitesvara, from the same place as above; about the beginning of 
the second quarter of the 12th century A.D. 
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Fig. 200. Tiri, from the same place as of Fig. 199; date same as of Fig. 199. 

Fig. 201. Maitreya, from the same place as above; about the second quarter of 
the 12th century A.D. 
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Fig. 202. Slt3., locality not known; now in a private collection; about the end 
of the third decade of the 12th century A.D. 

Fig. 203. Rear view of above. 
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Fig. 204. R,.ishipatnI, locality not known; now in a private collection; about the 
middle of the second quarter of the 12th century A.D. 

Fig. 205. Rear view of above. 
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Fig. 206. Chota King, locality not known; now in a private collection; about the 
second quarter of the 12th century A.D. 

Fig. 207. ChaJ].9ikesvara, from Tanjore District; about the fourth decade of the 12th 
century A.D. 
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Fig. 208. Umiisahita, Settipulam, Tanjore District; date same as of Fig. 207. 

Fig. 209. Vhiidhara, Pudilr East, Salem D;strict; date same as above. 
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Fig. 210. Cha09ikesvara, locality not known; now belonging to the Eton College. 
England; about the second quarter of the 12th century A.D. 

Fig. 211. Surya, Harischandrapuram, Tanjore District; date same as above, 



Bull., Madras Govt. Mus. (N.S.) G.S. Vill. PLATE CXXX) 

Fia. 210 

fiS' 211 



PLA TE CXXXII 

Fig. 212. Chandrasekhara, locality not known; now in the Musee Guimet, Paris; 
date same as of Fig. 209. 

Fig. 213. Rear view of above. 
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Fig. 214. PradoshamUrti, Ve1\alagaram, Tanjore District; about the middle of the 
second quarter of the 12th century A.D. 

Fig. 215. Vrishabhavahana. GangaikoI}.Qacholapuram, Tiruchirappalli District; date 
same as above. 
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Fig. 216. Natesa, TiruvalaIigi4u, Chittoor District; now in a private collection; 
about the middle of the 12th century A.D. 

Fig. 217. Umasahita, standing, Perunjeri. Tanjore District; in the Siva temple 
there; date same as above. 
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Fig. 219. Sivakamasundari, forming a group with the Natesa bf Fig. 218; from 
the same place as of Fig. 218. 
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Fi~. 220. Somiskanda, Vellur Siruvarai, Tanjore District; date same as of Fig. 218. 

Fig. 22L Pirvatl, from the same place as above; date same as above, 
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Fig. 222. Sundaramurti, Kogumugi, Coimbatore District; in the Siva temple there: 
date same as of Fi g. 221. 

Fig. 223. Rear view of above. 
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Fig. 224. Naida, locality not known; now in the Victoria and Albert Museum, 
South Kensington, London; about the beginning of the third quarter of 
the 12th century A.D. 
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Fig. 225. Rima, Mav.akkil, Tanjore District; date same as of Fig. 224. 
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Fig. 227. siu, forming a group with the Rima of Fig. 225. 

Fig. 228. Pirvat'f, Sivapuram, Tanjore District; date same as above. 
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Fig. 229. Somaskanda, VaittIsvaran-kovil, Tanjore District; about the Jast quarter 
of the 12th century A.D. 

Fig. 203. Rear view of above. 
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Fig. 232. Trident with Pradosbamurti, from Tanj{)re District; date same as of Fig. 231. 

Fig. 233. Nandi, Tiruvinmiyiir, Chingleput District; date same as above. 
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Fig. 23.4. Natesa belonging to the Dharmapuram Adhinam, Tanjore District; about 
the fourth quarter of the 12th century A.D. 

Fig. 235. Rima group, Tirukka\laiyur, Tanjore District; in the Vish~n temple there; 
about the end of the 12th century A.D. 
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Fig. 236. Natesa, Vellilafaram, Tanjare District; about 1200 A.D. 

Fig. 237. Somaskanda, locality not known; now in the Victoria and Albert Museum, 
South Kensington, London; about the begining of the 13th century A.D. 
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Fig. 238. Natesa, Putiganur, Tanjore District; date same as of Fig. 237. 

Fig. 239. Rear view of above. 
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Fig. 240. Uroi, in the Big Temple at Tanjore; date same as of Fig. 238. 

Fig. 241. Kill, seated, SenniyanviQ,udi, Tanjore District: date about the same as of 
Fig. 240. 
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Fig. 242. Kulotturiga-chola III (?), Kilahasti, Chittoor District; formerly in the 
Siva temple there, but now in a private collection, about the middle of 
the first quarter of the J 3th century A.D. 

Fig. 243. Ko!puli-niyanir, Tiruppurambiyam, Tanjore District; first quarter of the 
J 3th century A.D. 
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Fig. 244. Natesa, locality not known; now in the Victoria and Albert Museum; 
South Kensington, London; about the end of the first quarter of the 
] 3th century A.D. 
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Fig. 24S. Somaskanda KI}.aiyur South Arcot District; about the end of the first 
quarter of the 13th century A.D. 

Fig. 246 Rear view of above. 
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Fig. 245 A. Detail of Siva of Fig. 245. 

Fig. 247. Ambiki group (Jaina), SingiJ}.ikkuppam, South Arcot District; about the 

beginning of the second quarter of the 13th century A.D. 
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Fig. 248. Kaumodaki, locality not known, purchased at Madras; about the second 
quarter of the 13th century A.D. 

Fig. 249. Sudaraana, forming a group with the above'. 
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Fig. 250. Natesa, Kloko~uttavanitam, Tanjore District; middle of the second quarter 
of the 13th ·century A.D. 
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Fig. 251. PiirvatI, Tiruvetkalam, South Arcot District; in the Siva temple, there; 
about the middle of the 13th century A,D. 

Fig. 252. Rear view of above. 
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Fig. 253. Somaskanda, Kunnal}.{iar-kovil, in the former Pudukkottai State; in the 
Siva temple there; third quarter of the 13th century A.D. 

Fig. 254. Durga, standing, Mariyilr, Tanjore District; last quarter of the 13th 
century A.D. 

Fig. 255. Gal}.esa, Tiruvelvikkugi, Tanjore District; date same as of Fig. 254. 
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Fig. 256. Somiiskanda, locality not known; now in the Indian Museum, Calcutta; 
about the last quarter of the 13th century A.D. 
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Fig. 257. Natesa, 0Wittiir, Tiruchirappalli District; about the closing years of the 
13th century A.D. 

Fig. 258. Parvatl, Tiruvanaikkaval, Tiruchirappalli District: in the Jambukesvara 
temple there; date same as of Fig. 257. 
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Fig. 259. Jaina Tirthav.kara, from near Sivagatigi, Ramanathapuram District; about 
1200 A.D. 
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Fig. 260. Vishvu, seated, Sermidevi. Tirunelveli District; about the middle of the 
13th century A.D. 

Fig. 261. PirvatI Kuttllam, Tirunelveli District; date same as of Fig. 260. 
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Fig. 262 Umisahita, from Tanjore Distriet ; beginning of the 14th century A.D. 

Fig. 263. Pradoshamurti, Tiruviymiir, Tanjore District; date same as of Fig. 262. 

Fig. 264. Jnanasambanda, Laipet, South Arcot District; middle of the 14th century 
A.D. 

Fig. 265. Rear view of above. 
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Fig. 266. Mahivlra, standing, SiOglOikkuppam. South Arcat District; date same as of 
Fig. 264. 

Fig. 267. Nateea, Koo4avittiDti4al, Tanjore District; last quarter of the 14th century 
A.D. 
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Fig. 268. Cha\l~like8vara, Polonnaruwa, Ceylon; in the Colombo Museum; about 
the end of tbe J 2th century A.D. 

Figs. 268 A, B, C. Saivite Saints (Sundaramurti. Appar and Jiiinasambanda); in the 
same institution; about the end of the J3th century A.D. 
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Fig. 269. Natesa, in the same institution where Fig. 268 is; about 1300 A.D. 

Fig. 270. Natesa, in the same institution as above; first quarter of the 14th 
century A.D. 
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Fig. 271. Siva, in the same institution wbere Fig. 270 is; second balf of tbe 14tb 
century A.D. 

Fig. 272. Bull, probably forming a group with the above. 
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Fig. 273. Piravanitha, Kogali, Bellary District; about the 11th century A.D. 

Fig. 274. Lamp-bearer, Warangal; about the 12th century A.D. 

Fig. 275. Rear view of above. 

Fig. 276. Mahivlra, standing, Kogali, BeUary District; 13th-14th century A.D. 

Fig. 277. Kaooappa-niyanir, Kilahasti, Chittoor District; middle of the 15th 
century A.D. 
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FiS. 278. Krishoadeva-riya and his queens, Tirumalai, Chittoor District, in the Srlni
visa-perumil temple there; early decades of the 16th century A.D. 
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Fig. 279. Ve!)ugopala, RUkmiOl, and Satyabhimi, Chimakurti, Guntur District; about 
1600 A.D. 
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Fig. 280. Rear view of Fig. 279. 
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Fig. 281. Kankilamurti. Tirukkalar, Tanjore District; beginning of the 15tb century 
A.D. 

Fig. 282. Rear view of above. 
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Fig. 283. Yoga-narasithha, locality not known, (but certainly from a place in Chola 
territory) ; first quarter of the 15th century A.D. 
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Fig. 284. NisumbhasudanI, Tambikkottai- Va~akiiQu, Tanjore District; second quarter 
of the] 5th century A.D. 

Fir. 285. GaJ;l. caa , Kllakkurichi, in the former Pudukottai State now in the Govern
ment Museum, Pudukkottai ; date same as above. 
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Fig. 286. Umi, seated, TiruveJ}.ki4u. Tanjore District; middle of the 15th century A.D. 

Fig. 287. Kiliya-krishva, Nilappa<,li, Tanjore District; date same as above. 
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Fig. 288. Nateaa Zamin Peraiyur, Tiruchirappalli District; date same as of Fig. 287. 

Fig. 289. Pirvatl TiruviQuturai, Tanjore District; third quarter of the 15th century 
A;D. 
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Fig. 290. Chal}QikeBvara, belonging to Dharmapuram Adhlnam, Tanjore District; 
date same as of Fig. 289. 

Fig. 291. Kiliya-krisbl}a, Sundarapperumil-kovil, Tanjore District; date same as 
above. 

Fig. 292. Rear view of above. 

Fig. 293. Pirvatl, Jimbavinogai, Tanjore District; last quarter of the 15th century 
A.D. 
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Fig. 294. Nateaa, Beliir, Salem District; Kali 4611 ... A.D. 1510. 

Fig. 295. Bhairava. from Tanjore District; first quarter of the 16th century A.D. 
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Fig. 296. Goddess, standing, SrIrangam, Tiruchirappalli District; middle of the 
16th century A.D. 

Fig. 297. Tirumangai, Alvir, SrIniviisanalliir, TiruchirappalJi District; date same 
as above. 



Bull., Madras Govt. Mus. (N.S.) O.S. VIII. PLAtE CLXXIX 

Fig. 296 



PLATE CLXXX 

Fig. 298. Sudarsana, locality not known; now in the Tanjore Art Gallery; about 
the third quarter of the 16th century A.D. 

Figs. 299 and 299 A. Sangili and Paravai (consorts of Sundaramurti-niyanir), back 
view, Tiruvaymur, Tanjore District; second half of the 16th century A.D. 
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Fig. 300. Subrabma(l.ya as Sikbivihana, Mullangudi, Tanjore District; last quarter of the 
16tb century A. D. 

Fig. 301. Rear view of above. 



Bull., Madras Govt. Mus. (N.S.) G.S. VIlJ. PLATE CLXXXI 

-o ..... 



PLATE CLXXXII 

Fig. 302. Pradoihamiirti, Tiruvic,iuturai, Tanjore District; probably in the temple there; 
date same as of Fig. :00 . 

. , 
{;I' 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. PLATE Cl XXXII 

Fi~. 302 



PLATE CLXXXIII 

Fig. 303. VishlJ.u as Vaikuotha-nitha with consorts, Polagam, Tanjore District; about 
1600 A.D. 

Fi,. 304. Devasenipati, Tiruvelvikkuc;1i, Tanjore District; in the temple there; beginning of 
the 17th century A.D. 

Fi,. 305. Kilirimurti, Tirukkac;1avur, Tanjore District; in the temple there; date same as of 
Fi,.304. 
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PLATE CLXXXIV 

Fig. 306. Jiiinasambanda. Vagakkuppoyyiir, Tanjore District; about the first quarter 
of the 17th century A.D. 

Fig. 307. Pradoshamiirti, from Tanjore District; date same as of Fig. 306. 

Fig. 308. Appar, Madukkiir, Tanjore District; in the temple there; date same as 
of Fig. 307. 

Fig. 309. Jiiinasambanda, from the same place as above and in the temple there; 
date same as of Fig. 308. 
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Fig. 310. MiJ}.ikkavichakar, from the same place as Fig. 309. and in the temple 
there; date same as of Fig. 309. 

Fig. 311. Rear view of above. 

Fig. 312. Sundaramiirti and Paravai, from the same place as above and in the 
temple there; date same as of Fig. 310. 

Fig. 313. Rear view of Paravai of above group. 
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Fig. 314. BilakrishJ}.a, crawling, Ulundatigu9i, Tiruchirappalli District; beginning 
of the second quarter of the 17th century A.D. 

Fig. 315. Yasodi-krishQa, Thogur, Tanjore District; date same as of Fig. 314. 

Fig. 316. Aiyanir on elephant, from the;(same place as above; date same as of 
Fig. 315. 

Fig. 317. Kiraikkil Ammaiyir, belonging to the Dharmapuram Adhinam, Tanjore 
District; second quarter of the 17th century A.D. 
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Fig. 317 A. Kiraikkil Ammaiyir, TiruUuraippii\l9;, Tanjore District; in the temple 
there; date same as of Fig. 317. 

Fig. 318. Rima, Siti and LakshmaQ.a, Peruntottam, Tanjore District; middle of 
the 17th century A.D. 

Fig. 319. Hanumin, locality not known; now in the Victoria and Albert Museum, 
South Kensington, London; date same as of Fig. 31~. 

fig. 320. KaQ.l,).appa-niyanir. Tiruvilangi9u, Chittoor District; date same as of 
Fig. 319. 
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Fig. 318 
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Fig. 821. SivA, seated ;, in the Government Mnseum, Pudukkottai; third quarter of the . 
17th century A.D. 

Fig. 322. GaI}.~8arJ dancing, locality not known; third quarter of the 17th cenuuy A.D . 

. ' . 

:~:A* 7'&' $ ~~~." 

( ,-



Bull., Madras Govt. Mus. (N.S.) G.S. vln. 

Fig. 321 

'~, ,~, 

). ~ .. ~o _1> .. -.,,;" ~ ....... ". ; 
~. 

.. ! 

PtA tE CLXXXVIII 

Fig 322 

.~ . .. L 



PLATE CLXXXIX 

Fig. 323. Ugra-narasimha; in the Government Museum, Pudukkottai; last quarter 
of the 17th century A.D. 

Fig. 324. Bhairava, Kilahasti, Chittoor District; in the Siva temple there; date 
same as of Fig. 323. 
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Fig. 325. Avalokitesvara, NigapattiQam, Tanjore District; end of the 17th century 

A.D. 

Fig. 326. Pradoshamiirti; in the Government Museum, Pudukkottai; middle of the 
15th century A.D. 

Fig. 327. Kiliya-krishQa, Madurai ; in the Kii4al Alagar Temple there; last quarter of 
the 15th century A.D. 
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Fig. 328. Krisho.a with RukmiJ)1 and Satyabhimi, Selmidevi, Tirunelveli District; 
date same as of Fig. 327. 

Fig. 329. Sundaramurti, Tirunelveli, Tirunelveli District; iB the Nellaiyappar (Siva) 
temple there; date same as of Fig. 328. 
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Fig. 330. KriahJ;la, Ambisamudram, Tirunelveli District; in the Krish9a temple there; first 
quarter of the 16th century A.D. 

Fig. 331. Adhikira-nandi with consort, Vettiilatigulam, Ramanathapuram District; middle of 
the 16th century A.D. 

Fig. 332. Kiraikkal Ammiiyir, Kuttilam, Tirunelveli District; in the Siva temple there; 
third quarter of the 16th century A.D. 

Fig. 333. Sundaramiirti, from the same place as above; about 1600 A. D • 
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Fig. 330 Fig. 331 
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Fig. 334. Srldevl and Bhiidevl, Ammippettai, Madurai District; about the middle of 
the 17th century A.D. 

Fig. 335. Garu4a, Kaoko4uttavanitam, Tanjore District; first half of the 17th century 
A.D. 

'" . ' 

· .. 



Bull., Madras Govt. Mus. (N.S.) G.S. VITI . PLATE cxclIr 

.. 49A· 

-.- ---.; 



PLATE CXCIV 

Fig. 336. VIrabhadra, Tiruvilangifi!u, Chittoor District; second half of the 17th 
century A.D. 

Fig. 337. Kankilamiirti, Kuttilam. Tirunelveli District; in the Siva temple there; 
about 1700 A.D. 
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Fig. 338. Kiliya-krishQa, Palani, Madurai District; middle of the 18th century A.D. 

fig. 339. Natesa, locality not known; now in the Philadelphia Museum of Art, 
Pennsylvania, U.S.A. ; about 1800 A.D. 

Fig. 340. Siva, seated; in the Government Museum, Pudukkottai ; first quarter of the 
19th century A.D. 

Fig. 341. Yasoda-krishQa, Uppiliyapuram, TiruchirappalJi District; middle of the 19th 
century A.D . 
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Fig. 342. Varadarija, locality not known; date same as of Fig. 341. 
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Fig. 343. Varadaraja, locality not known; second half of the 19th century A.D. 
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Fig. 344. Dvarapilaka, in the Government Museum, Triehur, Kerala State; 17th 
century A.D. 

Fig. 345. Durgi, in the same institution as above; beginning of the 18th century A.D. 

Fig. 346, Dev!, in the same institution as above; 19th century A.D. 
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Fig. 347. Somaskanda, Nellore Town, Nellore District; end of the I ith century A.D. 

Fig. 348. Visbt;lu with SrIdevI and BhudevI Yerrempalem, East Godavari District; 
about the middle of the 18th century A.D. 

Fir. 349. Rama and sIu Chimakurti, Guntur District; end of the 18th century A.D. 
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Fig. 350. Chandrasekhara, VaQakkuppoyyur, Tanjore District; early decades of the 
17th century A.D. 

Fig. 35]. Durga, standing, Pudukkugi, Tanjore District; second half of the ]7th 
century A.D. 

Fig. 352. Rear view of above. 
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Fig. 353. Visbapabarat;la, standing, Settipulam, Tanjore District; first quarter of the 
18th century A.D. 

Fig. 354. Srlnivasa, standing, Palani, Madurai District; date same as of Fig. 353. 

Fig. 355. VisbJ;.lu standing, Elumagalur. Tanjore District; second balf of the 18th 
century A.D. 

~t .. ~ 
~) :.-"', 

-;. .. 

~ .. , 



Bull., Madras Govt. Mus. (N.S.) G.S. VIII. 

• 
'( 

.... _,,-.... -.. "' ..•. ''' .. '-.. ,". , .~':' 

• ". ",:'''. <>I """ 

'"'. . ~ 
. .~ ~, 

II ",."" 
'.- , . 

-.:~: . 

• 51 A·. 

L i.~ .. ~ 
_...tIr"!C":Il ' 

Fig. 353 

. . 

• 

PLATE eel 

Fig. 354 



PLATE CCII 

Fig. 356. Goddess (probably ParvatI), standing, PudUr East, Salem District; about 
1800 A.D. 

Fig. 357. Durga; standing, Naikuppam, Ramanathapuram District; about the 
beginning of the 19th century A.D. 

Fig. 358. Chandrasekhara, Kirappigligai, Tanjore District; date same as of Fig. 357. 

Fig. 359. Worshipper, Vagakkuppanaiyur, Tanjore District; about the second half of 
the 18th century A.D. 
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Fig. 356 Fig. 357 

" I 
" ; 



PLATE CCllI 

Fig. 360. Madurai-vlran, Naikuppam, Ramanathapuram District; about 1800 A.D. 

Fig. 361. Sangilikkaruppan, from the same place as above; date same as of fig. 360. 

Fig. 362. Karuppat;ll)asvami, from the same place as above; date same as of Fig. 361. 

Fig. 363. Yasoda-krishl)a, from the same place as above; about the beginning 
of the 19th century A.D. 
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