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PREFACE 

Government Museum, 
Chennai - 600 008. 

This book "Early Eastern Chalukya Sculptures" has been written by the former Curator 
of this Museum, Dr. C. Sivaramamurti. It was published as the Bulletin of this Museum in 
1962. The Bulletin was to document a development programme under which the New 
Extension galleries were built and. sculptures were specially collected for display in the 
newly built Archaeological galleries. 

The Eastern Chalukyas were a branch of the Badami Chalukyas who were otherwise 
referred to as Western Chalukyas. Pulikesin II was the first great monarch of the Western 
Chalukya line. His conquest of Andhra in 611 AD from the Vishnukundin dynasty, paved 
the way for the formation of the Eastern Chalukya dynasty. Pulikesin II made his beloved 
younger brother Kuleja Vishnuvardhan as the Viceroy of the newly conquered Andhra 
region. From 624 AD to 1060 AD for about 436 years Eastern Chalukya Kings ruled 
Andhra region with many vicissitudes of fortune. ' 

In spite of their constant struggle with their rivals, the Rastrakutas and their own 
collateral family members, they did not fail to make their region a storehouse of Eastern 
Chalukyan Art. Vijayawada, Biccavolu, Daksharama and Bhimavaram of East Godavari 
and Mukhalingam of Srikakulam became the stage for the interplay of different motifs and 
traditions of South Indian Art Schools and the development of Eastern Chalukyan Art. 
Eastern Chalukyan Art is the outcome of the fusion of Western Chalukya and Rashtrakuta 
traditions with the plasticity (carving of sculptures of a sinewy nature) of the Amaravati 
School. 

At the instance of Dr. F.H. Gravely former Superintendent of the Museum, 
Dr. C. Sivaramamurti undertook many tours for collecting the sculptures and inscriptions 
for display in the newly constructed galleries. He was able to procure very fine specimens 
of sculptures of Eastern Chalukya Art now housed in the Museum. 

The present reprint has been brought out as the work of Dr. C. Sivaramamurti is of 
a pioneering nature. The various stages in the for.mation and development of the Eastern 
Chalukyan Art are delineated in this book. This work forms the basis for further reappraisal 
of medieval art schools of South India. 

2000 AD (R. Kannan) 
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PREFACE 

It was when the new extension to the Arch~ological Galleries was being 
got ready that at the instance of Dr. F. H. Gravely, I visited several places in the 
many districts of Madras Presidency in quest of sculptnres. and inscriptions. 
It was my good fortune that -Robert Sewell's monumenta.l book on the anti
quarian remains in the Madras Presidency proved a great guide for me and 
I could notice several sculptures that revealed new schools of art hitherto un
known or little known. One such is the fascinating school of No1n.mba sculpture 
from Hemavati in Anantapur district and the other is Eastern Cha~ukya 
sculpture. Bicca volhand V ijaya vada proved vel'ita ble storehouses of exainples 
of this school of sculpture; the former spot contains temples almost intact 
worthy of great attention and study. Dr. Gravely's warm encouragement 
enabled me to acquire some typical sculptures of both the schools besides other 
carvings fwm elsewhere in the Tamil districts. These form an important 
addition to the Archreological galleries of the Madras Museum. As I was busy 
then with my book on Amaravati Sculpture, I could not fully devote myself 
to the study and exposition of these schools. I however took up this work 
along with that on Indian Epigraphy and South Indian Scripts which latter was 
completed some time after my transfer to the'Department of Archreology as 
Superintendent of the Archreological Section, Indian Museum, Calcutta. I, 
then, as and when I found time, took the opportunity to finish this fascinating 
study' of a school yet practically un]mown to the world of scholars. I recall 
with gratitude the encouragement from Dr. Gravely that gave ,me the stimulus 
to study this school. I am grateful to Mr. M. Somasekhara Sarma and the late 
Pandit,V. Prabhakara Sastri for valuable suggestions. To Dr. A. Aiyappan, 
the Superintendent of the Madras Government Museum, I am grateful for his 
personal interest in expediting the publication of this paper. I am indebted to 
the Madras Government Museum, the Department of Archreology in India and 
tbe British Museum for the photos illustrating this book. To Mr. I. D. Mathur 
I am grateful for kindly preparing the Index, I am particularly happy on thi 
completion of, this book· on the Medireval Sculpture of Andhra as this along 
with -my study of, Amaravati Sculpture constitute an offering by me to the 
1and of ,my birth, as, though a Tamil, I had my birth and was brought up in 
Visakhapatnam district. 

CALCUTTA, C. SIV ARAMAMURTI. 
Dated 9th February 1955. 
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EARLY EASTERN CHALUKYA SCULPTURE 
BY 

c. SIV ARAMAMURTI. 

HISTORY OF THE EASTERN CHA1}UKYAS. 

The Eastern Chiilukya dynasty that ruled from Vengi was established by Kubja VishI).u
vardhana, the dear younger brother of Pulakesin II of .Badami. Pulakesin I of the throne 
of Badami was succeeded by his son Kirtivarman whose three sons were Pulakesin II, 
Kubja Vishr:lUvardhana and Jayasiihhavarman. Mangalesa, the younger brother of 
Kirtivarman whom he sncceeded, was a very powerful king. But the rightful heir to the 
throne was Ptllakesin II. Thwarting the attempt of Mangales8# to secure the throne for 
his own son, Pulakesin succeeded his uncle in about 608 A.D. Being a very powerful' 
warrior he subdued the Gallgas, Alupas, KonkaI).as, Mauryas, Latas, Malavas and the 
Gurjaras and repulsed no less a personality than emperor Harshavardhana himself. He 
was the undisputed master of the three Maharashtrakas comprising of ninety-nine thousand 
villages. Pulakesin made his dear younger brother VishI}.uvardhana the Yuvaraja and 
stationed him as a Governor at Kurumarathi where by his military prowess he kept under 
check difficult opponents like Appayika and Govinda. 

Pulakesin .being a ~owerful monarch intent on military glory turned his eyes to the 
east for further conque~t. He marched into DakshiI).akosala and proceeded fudher eastward 
towards Kaliilga. Aft~r the conquest of Kalinga the victorious army marched southward. 
The difficult fortress of Pishtapura (modern Pithapuram) wa~ subdued next, and after 
ravaging the area around the KUI).ala lake (modern Koleru) and COlouring its water red with 
the blood of men killed in battle, he overcame the kingQom of Veilgi under the VishI).u
kUI}.Qins. Crossing the Krishr:ui. he invaded the Pallava kingdom obscuring the splendour 
of the Pallava mona~ch who oppoSed him and making him vanish behind the walls of his 
capital at Kanchi and crossing the Kaveri by' a bridge of elephants, he penetrated into 
Chola territory and finally return'ed triumphantly to his capital as graphically described 
in the Aihole inscription. 

In this march of victory Pulakesin had the greatest help from his warlike younger 
brother whom he made the ruler of the coastal kingdom of Vengi. It was with the consent 
and willing co-uperation of his Lrother Pulakesin that Vishuuvardhana established himself 
as an independent ~overeign. 

In about 624. A.D., Vishp.uvard!?-ana began his rule which lasted for eighteen years. 
During the first seven ,or eight years he governed Vengi under the suzerainty of Pulakesin II, 
when the latter accordirrgto his Koppal'am plates recognised th~. right of his brother to 

. bequeath his kingdom to his descendants. From this time onwards VishI}.uvardhana 
aBsuIXIed the rank of a sovereig:n, king as may be seen in his royal titles in the Timmapuram 
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and Chipurapalle plates. Being skilled in daring deeds in many battles and on account of 

his success in impossible situations on land and water, against fortresses difficult of access, 
in the thick of forests and on inaccessible hills he was termed significantly Vishamasiclclhi. 
Vishl:lUvardhana was a Paramabhagavata, a devotee of Vishl).u bu t equally devoted to all the 

deities of the Brahmanical faith with a broad-minded spirit that encouraged faiths other 
than his own and his qneen Ayyana Mahadevi constructed a temple called Nadumbi-vasati 
for .Taina monks of Karnvuri Gal).a at Vijayaviif}a. Vishl).uvardhana was also a patron of 
letters and Bharavi adorned his court even when he was a prince. 

Vishl).uvardhana was followed on the throne by his eldest son Jayasirilhavallabha 
who bore the titles Sarvalokasraya and Sarvasiddhi. He ruled for thirty-three ~ears. 

The coming to the throne of Jayasirhha coincided with the sack of Badami and the death 
of Pulakesin to whose succ01lr Kubja Vishl).uvardhana had probably rushed and lost his 
life' in the affray _ JayasiIhha's relationship with the house of Bridami is not known, though, 
during the period of confusion after the d('struction of Badami by Narasirilhavarman, 
J ayasiIhha raised the status of Veng! from that of a dependency to a fnll-fledged sovereign 
state . 

• Tayasiruha died childless and ,,'as succeeded by his younger brother IndrabhaHaraka 
who ruled only for seven days. He appears to have been very liberal and large-hearted, 
beautiful and accomplished, as may be gathered from his titles 'l'yiigadhentl the cow of 
liberality and Birtldamakamclhvaja the God of love in .skill; and his liberality is borne 
out by the fact that in the short reign of seven days he issued a gift of a Yillage to a learned 

scholar Chal).Q.isarman 

Indrabhattaraka's son Vishl).uvardhana II came to the throne in 673 A.D~, ana rnled 
for nine years. Of this king not much is known except that he bore the titles Sat·'/..·aloka.4mya, 
Vishamasidclhi, Makrwadhvajaand Pmlay{ulitya. Vishl).uvardhana:s son Mailgi Yuvanija 
who had for a long time held the office of Yuvarlija even uncler his grand uncle .hyasiluha 
now succ'eeded his father assuming the titles Sakalalok(/.~mJJa, 8a1llastabhnl~aniJ.,4mya and 
Vijayasiddhi. He ruled for nearly twenty-five years, and was succeeded by .JayasililhtL II 
who ruled for thirteen yerrrs. 011 the death of Jayasililha, Kokkili, the younger of his two 
step-brothers, seized the kingdom only to rule for six months anel be orinm outhy his elder 
brother whoascenc1ed the throne as Vishl).uvardhana III to rule for a long period of thirty-five 
years. He assumed the titles, T,·ibhuvan{(1ilkn.~a, Vishamasiddhi and Samastab7wvana,~,,.aya. 
He was a contemporary of Nandivarman Pallavamalla, the Pallava king, whose able general 
Uc1ayachandra pursued the Nish:ida chief \Tho captured the A.4vamedhn horse ana annexed 
the southern part of Vishnnnlja's (Vishl)uyardhana's) kingdom, having brought under 
c·on.trol Nirayadya and others as mentioned in the U dayel1<lirain plates. P,lllavamalla 
who came to the throne of K,\,fIChi about 750 A.D., retrieveo the fort.unes of his family by 
reclaiming the portions of his kingdom that hall fallen irito the hands of his enemies and 
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his able general Udayachandra was very helpful. To assert his supremacy he performed 
the Asvamedha sacrifice and the territory here I(')st by the Eastern Cha!ukyas could not be 
recovered till nearly a century later. 

VisI,luvardhana III was succeeded by his. son Vijayaditya I who bore the titles 
T,.ibhuvanati~ku.~a and Samastabhuvanasraya. It is during the time of this king that the 
Western Cha!ukya house of Badami lost its power and the Riishtraklltas became sovereigns 
in their place. V migi which enjoyed peace all these years by the presence of a friendly 
royal house at Badami had henceforth to experience a period of unrest by continued warfare 
with the Rashtraklltas who became the perpetual enemies of the Cha.Jukyas. KrishI,la I, 
the uncle and successor of Dantidurga, sent an army under ~is son Yuvaraja Govinda who 
accordIng to the Alas plates was successful in subduing Veligi. 

VishI,luvardhana IV ascended the throne of his fa.ther- Vijayaditya. As just about. 
this time the Rashtraktita king KrishI,la I died in 772 A.D., and was succeeded by his eldest 
son Govinda II, and as there was a civil war in the Rashtrakllta realm owing to the desire 
of Dhruva Nirupama Dharavarsha, the younger brother of Govinda, to have the throne 
for himself, VishI,luvardhana supported Govinda who had the sympathy and help of several 
other nobles and kings. Ultimately Dhruva was successful, and though he sent an army 
to teach VishI,luvardhana a lesson for interfering in his affairs .it ended in a marriage between 
VishI,luvardhana's daughter Sllamahadevi and Dhruva whose chief queen she hecame. 
This alliance between the houses of Veligi and ~fanyakheta gave a brief spell of peace till 
the death of VjshI,lvardhana in 806 A.D. 

On the death of VishI,luvardhana his eldest son Vijayaditya II Narendt'am!'igarrija 
became the king. His younger brother Bhima RaJuki who coveted the throne ql1t'stioned 
his brother's claims and sought the help of the Riishtrakllta king to gain the-throne. The 
exploits of Vijayaditya who incessantly fought for twelve years to overcome his brother 
helped by Vallabhendra (the Rashtrakllta king) are described in the inscriptions of his 
succe3sors as for instance in the Satalllru grant of his grandson GUl)aga Vijayaditya III 
and the Attili grant C?f Chii!ukya Bhlma. It was the power of the Rashtrakllta king behind 
Bhlm.a Sa!uki that necessitated such terrible struggle on the part· of Vijayaditya. After 
the death of D~ruva and the succession on his throne by Govinda III there was civil war 
because of the contest of RaI).avaloka Kambha and taking advantage of this unrest the 
kingdom of Vengi asserted its independence. Govinda III who had to strengthen his own 
position bided his time and ~hen there was strife between Vijayaditya an(l Bhima Sa.!u~i 
heespOluied the cause of tlw' latter to establish his own sup~emacy over Vengi. But Vijaya
dityawas indeed a match for him. Though the Rashtrakll~as helped Ehlma in his initial 
attempts itwas VijayadityawhO ultimately triumphed. The death of Govinda in about 
814 A.D., arrd thepreseilce of his young son Amoghavarsha I on the throne with the conse
quent weakened position of the R.ash~ra.kiltas made it an opportune moment for Vijayaditya 
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with the aid of his Haihaya half brother Nripa Rudra to crush the power of Bhima. Vijaya
ditya after securing himself in his own realm of Vengi and expelling his brother turned 
his eyes towards the Rashtrakiitas to punish them for interfering in his affairs. But Kakka 
Suvar~avarsha of Gujerat, the cousin of the boy king Amoghavarsha I, being aware of 
their own strength as against that of Vijayaditya made peace with him and to assure himself 
of harmony gave his own sister SIIamahadevi in marriage to KaH Vish~uvardhana, the son 
and heir of Vija.yaditya. Vijayaditya was a great warrior and a born fighter. Several 
grants like the Satahlru and Uratiir grants of Gu~aga Vijayaditya, the Telugu Academy 
plates of Cha}ukya Bhima and tbe E4eru plates of Amma I mention how Vijayaditya 
fought for twelve years 108 l'lattles to defeat his brother and erected the same number of, 
temples for Siva one on the site of every battle-field. In the E4eru plates a portrait in 
words of this great warrior kiIlg,is presented as this brave monarch is described as having 
fought the armies of the Gangas and the RaHas for twelve years by day and by night, 
sword in hand, by means of polity and valour. Though a brave warrior with undaunted 
courage for fighting the enemy hordes he was h?wever deeply conscious of th~ evils of 
bloodshed in war which was forced on him. Like the Gupta king Skandagupta he fought 
tenaciously in spite of several setbacks and difficulties that he had to experience and persisted 
in looking forward for victoi'y, which at last graced him, and if the Gupta monarch had to 

spend the night on the bare ground with no other pillow except his own arm for that 
as described in 'the Bhiuari :inscription, Vijayaditya had equally to spend night and day up 

and alert with the sword ever in his hand till at long last he had peace. He fought as it was 

his duty to fight but like Asoka he had his own remorse. He felt for the several that had 

lost their lives in the unfortunate clash between brothers. A descendent of the Maha

bhMata heroes, he, also, like a later descendant of his, Rajarajanarendra, who gloried in 

his ancestors and caused to be written a simple and popular version of the great epic in the 

language of the people, felt he should not waver in the matter of his duty on the battle

field but follow the divine command of doing one's duty as Arjuna did long before him 

on the battle-field of Kurukshetra with his armies arrayed against those of his own cousins, 

and engaged his brother Bhima Sa}uki and his powerful allies, fightin~ evelY inch of his 

ground, such a large number as one hundred and eight pitched battles all over the kingdom 

within a short space of twelve years. And now he manifested his noble qualities as 'a great 

and good man devoted to God and man alike. 'To expiate the sin of man-slaughter in 

the battles fought by him he built· temples on everyone of the battlefields in honour 

of Siva named after himself Narendresvara and dotted his kingdom with these edifices. He 
was such a great builder that in one of the Rashtrakiita records wherein their superiority 

is sought to be established it is stated that the Vallabha king having vanquished this Lord 
of Veng! called on him to built the fortresses for his capital city. But theperson,to humble 

himself as a vassal of the Rashtrakiita was not the doughty Niuendramrigaraja.. After the 
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twelve years of strenuous fight Narendramrigaraja had a comparatively peaceful time when 
he devoted himself to acts of piety and benevolence. He richly endowed the temples built 
by him making provision for the regular condlict for services, music and dance. Attached to 
the temples were satras or free feeding houses built by him. For those learned in the Veda 
he established agraharas' and set up prapa.c; or water sheds for offering cool drink to thirsty 
wayfarers. He excavated several tanks for the benefit of man and beast and to help 
irrigation. He reared pleasant groves and pleasure gardens for the benefit of his p~ople. 
His great cultural activity gave an impetus for the cultivation of the fine arts. The 
several ruins of Chalukya temples all over the realm of Vengi represent the architectural 
and sculptural activity during the time. of this great king. 

Vijayaditya was followed on the throne by his son Vishl;mvardhana who however 
had a very short reign of eighteen months. As indi~ated by his name Kali Vishl~uvardhana 
he appears to have been a hero in battle worthy of his fatber helping him in his wars with 
the RaHas whose princess Silamahadevi he married. It is probable that he died prema
turely on the battlefield in engaging the Rashtrakuta Amoghavarsha I who claims a victory 

. . 
over the king of Vengi at Viligavilli. 

Vijayaditya III also known as Gu~aga Vijayaditya succeeded his father as his elclest 
born and was fully endowed with the warlike qualities of his father and grandfather. He 
was a remarkable ruler who raised the glory of his family to its highest. In the very first 
year after his coronation he started his military activities and anointed Pa~qaraliga as the 
Commander of his forces and sent him to quell a rebellion. and effectively recapture the 
territory that was lost by his anc('stor a century earlier. Pa~Qarailga captured the rebellious 
Boyakottams, stormed the fort of Kat·tum and beautified Kandl,kur to look like Bezwiiqa. 
It may be recalled that Udayachandra the able general of the Pallav~ king Nandivarman 
had subjugated the, southern portion of the Eastern Chalukya territory which originally 
belonged to the Pallavas and the Boyas under the Nishada chief Prithvivyagra who inter
fered with the Asvamedha horse was subdued. Pa~qaraiJga now regained this territory 
and ~onsequently had a clash with the Pallavas. Vijayaditya had his inroads in the affairs 
of the southern kingdoms. He offered protection to a Chola, who may have been a Telugu 
Chola prince or even probably Vijayalaya who began the line of the famous Chola monarchs 
of Tanjare, by espoLsing his cause against the inroads of the Pa~(j.yas and the Pallavas. 
The Pa~cfya king Varagu~a M~rafijaqayan had territorial aggression in the Chola country 
a.nd it is possibl.e that Vijayaditya who overcame the Pallavas rendered help that made 
it easy for Vijayalaya the' Chola king to sportively take possession of TaftchapurL 
"\ijayaditya's success over the PaUa~as whose gold he seized was fOIl~wed by other s~ccesses 
on the battlefield. Though closely related to the Rashtrakutas by his mother the family 
feud between the' Chaluky~s and the Rashtrakfltas was ever present and Vijayaditya 
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could not escape it. He proceeded against the Nolam:ba~, defeated and. ,kilIe<1 Mangi, 
and drove the Ganga!'! to take refuge in their hill-fort Gangakiita and terrified'Sankila the 
lord of Dahala who was helped by Vallabha. PaI)qaranga, the able general of Vijayaditya', 
burnt KiraI)apura where KrishI)a Raja dwelt. The burning of KiraI)apura, Achalapura 
and Nellurpura' gave Vijayaditya the peculiar title Tripuramarty.amahe~vara. 'A close 
Western Chalukya ally of the Ra.shtrakiita king Baddega was ~IBO amongst those vanquished 
by Vijayl1ditya. By his power he exacted a tribute of elephants from the king of Kosala 
(DakshiI)a Kosala), and having defeated the Eastern Ganga king of KaJinga received both 
elephants and gold as tribute. In all these battles Vijayaditya was ably helped by his 
tl'ustworthy generals Pat;t<Jaranga and Ka<}eyaraja. Vijayaditya wail a warrior first and 
.anything else next. His titles are very significant in this context as for instance Para
chakrarama, Vilcramadkavala, Nripatima,·ta1!4a, BQ/f}arang~udraka,Trip'uramartyamakes-
11a1'a, Arasankakesari a.nd so forth. His personal beautyissugge~ted in suchbirudas of 
nis as Bhuva,iakan,darpa. In the Sataliiru grant of GUl)aga Vijayadityathere is reference 
to the conquest of the Rashtrakiita' kingdom by Vijay~ditya and his suzerainty over the 
entire Dak8hiI).apa.tha including Trikalinga. The symbols of the rivers Ganga and Yamuna, 
of the Sun, Moon and the banner Pa.lidhvaja, symbols of sovereignty which the Rashtrakiitas 
ha.d inherited from their political predecessors, were appropriated byVijayaditya and the 
river symbols set up at the gate of his palace. It is interesting to recall that Ganga a.nd 
Yamuna. as guardians of the doorway occur in the earliest north Indian temples and it is 
from the Yamuna.-.(,}angetic doab that Vikramii.ditya of Biioda.mi through his son Vinayii.ditya 
led a north Indian expedition and returned with the symbols of Ganga. and Yamuna. and the 
pa.lidhvaja insignia of imperial dignity. The Ra.shtrakiitas who desired to assert their 
power and make these symbols of ,theirs significant by making their rule felt in the area 
of the rivers came int<:> clash with the Gurja·ra Pratiha.ras and created' a situation that 
weakened their position. GUI).aga Vijayaditya defeated KrishI)a II but res tOl:ed him again 
to his original position. 

GUI).80ga Vijayiioditya. who died childless was succeeded by his brothei'sson . Chalukya 
Bhima I. But strangely enough this reign commenced withs~vere warfare. . ·The Rashtra-: 
kiitasespoused the cause of the dayadas of ChiiolukyaBhimaand fomented strife in the country. 
But Kusuma.yudha, III Cha.lukya fuedatory, stood valiantly by the side of Cha.Jllkya Bhima. 
and the Ra.shtrakiitas were repulsed. No less than 360 battles are rec9rded as having been' 
fought by Cha.lukya B~Ima in his rule of thirty years. In these:~attles success attended 
Cha.lukya Bhima but even he seems to have been taken" unawares at least on such an occasion 
a~ wh~n Ba4<Jega, the Lemu1av;a.<}a chief subdued by GUI).aga Vijayaditya, seized the great 
warrfor ·.Bhima like. a CJ;ocodiJein wa.ter; but the Cha.lukya.king·a.pp~ars tv have reco~er~ 
from !luch te'mporary eclipses •. After·his coronation Chal.ukyaBhimarichly rewarded his 
f,~ithfllliJ,Uiesan~ specially Kusnma.yudha •. Rash~!akilt!L KrishI)a IIreinfQrcing his army 
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with help from Karl).ataand Lata inva,ded the kingdom of Veligi. The king"s valiant son 
Irimartigal).<:j.a, a boy of sixteen, offered terrible battle and put to flight the enemy forces 
on the field of Niravadyapuraandkilled the invincible Rashtrakuta general GUI).q.ayaat 
Peruvangilru' but himself being mortally wounded died a victor on the battlefield leaving 
his father disconsolate with grief. The 'Rashtrakutas never more attempted a march on 
Vengi as long as Chalukya Bhima lived. ' 

Chalukya Bhima was not only a great warrior but also a great patron ,of art and 
literature. He was a great builder. The shrine of Siva at Samalkot named after him 
Chalukya Bhimesvaram is a monument erected by him. A more famous temple also built by 
Chalukya Bhima is the temple of Bhimesvara at Draksharama in the Godavari delta.. It is 
one of the five great Arama shrines, ,of the Andhra country. The untimely death of his 
brilliant son and 'the comparative peace that, his realm enjoyed turned the mind of 
Chalukya Bhima to devote his attention to religious activity which res1,llted in the building 
of such temples. This example of the monarch roused the enthusiasm of his fuedatories as 
well, as we find that on the Indrakila hill at Bezwada, Chattapa, one of his chieftains, built 
a shrine dedicated to Siva as Parthisvara in the seventeenth year of the reign of Chalukya 
Bhima (909 A.D.). Chalukya Bhrma's appreciation of other fine arts is also known as like 
the inscription from Tiruvottiylir which mentIOns Rajendrachola's appreciation and gift 
to a famous dancer of his time whose performance he' wi tnessed, the Attiligrant mentions 
the gift of land free 'from tax iJ? appreciation of her proficiency in the entire range of music 
xamastagandharvavidya to a courtesan named Cha,llava who inherited her love for music 
from her father Mallappa regarded as the very Tumburu among the musicians of his time. 

Chalukya Blfima I was succeeded by his son Vijayaditya IV whose tit'lEi J(ollabh£ga,~uta 
and Kaliyartiga1J-da suggest his martial ability but his reign was very brief, lasting onlYBix 
months. His triumph lies in hig victory over his enemies at a place called Viraja where he 
erected a pillar of victory Jayasthamba. This was in one of the wars against the Kaliilgas 
who were mostly t:ept under control by the Eastern Chalukyas but who now and then grew 
restive when opportunity afforded itself. But this victory meant his death. Vijayaditya 
had two sons by his queens Pallava Mahadevi and Melam ba, Amma by the former and by 
the latter Bhima who later became Chalukya Bhima II. 

On the: death. of Vijayaditya, Ammo. I succeeded him on the throne but along with 
that began also a ilad anarchy caused by the quarrel amongst difi~rent princes for the throne 
of Vengi. Ammo. I; Raja'mahendra as he was known, was,also called Vishl).uvardhana. 
Vikramaditya II, the paternal uncle of Ammo., who had already rebelled against his 'brother 

oVijayaditya IV who was away on the battlefield to court death was now all the more 
a. source of trouble. The Rashtrakuta king I~dra III was helping other relatives of Ammo. to 
defy his authority but Ammo. rose equal to the occasion and succeeded in securing him;self 
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in his kingdom. Alima not only disappointed the hopes of the Rashtraklitas for creating 
trouble for him but establishing himself he probably also invaded the realm of the Nolambas. 
He had able commanders in his service like BhaI.1<lanaditya to help him. Because of the 
frequent attacks of the Rashtrakutas on the capital at Vengi, Amma chose to remove it 
further up, aud it is believed by some that the foundation of the city of Rajamahendra
varam on the banks of the Godavari: is to be attributed to him. It is likely that he shifted 
his headquarters but the actual' founder of the city was Rajaraja, the son of Vimaladitya 
who came later in the picture. 

When Amma died after a rule of seven years his young son Beta or KaI.1thika Vijaya
ditya succeeded him. Tala, the son of Yuddhamalla I, easily uprooted the boy king and 
himself seized the power. It is not uti1ikely that as usual the Rashtraklitas fomented the 
trouble. Vikramaditya II, the uncle of Amma, now appeared on the scene, killed Tala 
and himself became the king. Vikramaditya II who had distinguished himself as a warrior 
was nevertheless attacked within a year of his reign, killed in battle, and succeeded by 
Bhima, another son of Amma 1. But again he was overthrown by Yuddhamalla II, the 
eldest son of Tala I, with the help of the Rashtrakutas. Govinda IV who came to the 
throne after deposing his elder brother Amoghavarsha II in 930 A.D., desired to bring 
Vengi within his influence and with th,at end in view interfered on behalf of Yuddhamalla 
II. The MaliampuI.1<li grant gives a vivid picture of the sad state of the country when 
" at'the setting (i.e., death) of Vikramaditya II, the kinsmen princes who were desirous of 
the kingdom, viz., YuddhamalIa, RajamartaI.1<la, KaI.1thika Vijayaditya and others were 
fighting for supremacy, oppressing the subjects like Rakshasas (at the setting of the sun). " 
Yuddhamalla II triumphed, killed Bhima the son of Amma I, and ruled.the kingdom for 
seven years. Still his authority was not recognised and there was war all the time and the 
Rashtrakutas were kept on in the country to help him in his precarious control over the 
kingdom. Yuddhamalla II beau~ified Bezwaqa; which was the seat of his government by 
building not only a tower to a temple erected by his grandfather Yuddhamalla I but also by 
erecting a new temple dedicated to Kartikeya. Chalukya Bhima II, the son of Vijayaditya 
IV by his queen Melamba, succeeded Yuddhamalla II. The coronation of Chalukya Bhima 
was in 934 A.D. He was no doubt a great fighter as his titles Gandamahendru and Raja-
1nat"tat],iJ,a suggest. The fact that Chi1lukya Bhima II freed his kingdom (r'Om Rashtrakuta 
domination effected by Yuddhamalla II has raised him in the estimation of th~ kings of his 
line that succeeded him. who honour him by the appellation Brihat BMma. Of the two 
queens of Cha!ukya BMma II one was the mother of his eldest son DanarI.l3.va and the 
s~cond was the mother of Amma II. 

CMlukya BMma II was succeeded in A.D. 945 by Amma. II overlooking the claims 
of Danaqlava. Though a small boy when he succeeded to. the throne and though only the 
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second in succession to the throne he still managed to rule for a 'long: time' though he had 
not a very peaceful time. After some years· of rule Amma II was, ousted from power by 
Badapa, a son of Y uddhamalla II. 

Amma II however on the pressure of the forces of Rashtrakiita Krishna'If! returned to 
Ka1inga whence he ruled for some years more when he was succeeded by Danar:Q8.va· 
The rule of the usurpers Badapa and his brother Ta.la and Yuddhamalla, the son of the 
latter, was at last put an ead to by Saktivarman, the son of Dami.rI}.ava who obtained the 
help of Rajaraja· the Great Chola emperor that subdued·Venginii.<}u in about 1000 A.D. 

EARLIER PHASES. 

For a proper understanding of Eastern Chalukya Ad it,is essential to go baCk to the 
ea.rlier centuries 'to study the earlier phases of art and to see their influences on later art. 
As Eastern Chalukya art is mainly developed from the Western and with a strong local bias 
it is essential that the art of the Deccan and Andhra should be studied together so as to 
cover the entire realm of the early Satavahanas. 

A comparative study of art in the Deccan will reveal repetitions of favomite poses and 
forms during the centuries a.nd it can be also noticed that some modes from North India 
are also repeated in the South. The fan-shaped headgear at' Safichi reminds us of the similar 
type:at Mathura. This fan: type of feminine coiffure occurs. at Amaravati and in one of 
the' terracott8.9 fonnd by Professor 'J ouveauDubreuil at Pondicherry some year ago-a hea.d 
of a woman, which he presented to the Madras Museum along with some others and which 
closely resembles a similar te1'racotta from Maski (Fig. 1). When we remember 
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FIG. 1. Terra.cotta. head from Maski. 

that late Sato.vahana coins with a. ship imprinted on them are found in the Coro,mandal 
coast, and atPondicherry itself Satavahana coins were found by Dr. Dubreuil, we can 
understand the extent to whichSatava.hana influences spread. 
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The occurrence of the name Vaka~aka in one of the later inscriptions at Amaravati 
should convey some definite significance. 'When the sculpture and painting at Ajar;tta is 
studied carefully it is possible to see parallels in the art of the Vakatakas where the main 
Gupta inspiration submerges the Satavahana and Ikshvaku influence from the Krishr;tii. 
valley, where the last Satavahana monarchs bereft of their western dominions continued 
to rule before their final downfall. The scene of Buddha overcoming Mara carved at 
Ajar;tta is just a development on that found at Ghar;ttasala which may be assigned to the 
time of the Ikshvakus. Mara's presence at Ajar;tta as Makaraket.ana, i.e., with crocodile 
Rtandard, is an innovation absent in earlier sculptures. But even if individual motifs are 
taken thfly are found repeated. The figure of dwarf with head on stomach occurring in the 
fourth period of sculpture at Amaravati occurs again in Ghar;ttasaJa (Fig. 2). It occurs 
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PIG. 2. Fdn/'(!1Jl,nl.:hn. motif from Ama.riivati, Ghal)~a8iilii., Ajal)tii, Badiimi: and Pr&mhanan. 

again in Gupta-Vakiit,aka sculptures at Ajar;tta and thence the motif is borrowed by the 
"Western Chalukya sculptors who have introduced it in the row of dwarfish figures in the 
BadamI caves. The motif Occurs again nearer its original form at Mahabalipuram in the 
seventh century ,A.D. and continues'for a couple of centuries more. It is really interesting 
to find that this n'lotif has migrated from the South through the Vakataka realm to the region 
of the Guptas as we find it occurring at Sarnath. Also the motif has crossed the seas and 
found its place al)long the lo'Vely carvings adorning the temple at Prambanan in Java which 
is contemporary with the late Pallava ones that they so closely resem ble in style and work-
111anship. 

This tendency in art can be observed in the early carvings of the Western Chalukyas. 
It is not only the panels of Brahma, Siva and Vishr;tu with attendants from Aihole that 
remind us of Gupta-Vakataka affinities but the figures of Ganga and Yamuna flanking 
doorwaysal'e a continuation of the Gupta traditions in Chiiluk):a art~ The pfl".~wghatas 
filled with lotnses suggesting a decorative pattern flowing from the mouth on either side of 
the pot are an earlier motif occurring in Satavahana sculpture. The early makara motif 
that develops floriated hind quarters along with similar bovine and' buffalo motifs even in 



1957J Ea1'ly Eastern Chalttkya Sculptm'p, 11 

the Aja1}.ta paintings is similarly carved in the Chalukya caves in Badami in the 6th cen
tury A.D. This motif is represented again in the Vishl).ukuwlin caves at Mogalrajapuram 
and in the earliest Pallava caves of Mahendravarman as for instance at Tiruchirappalli· 
The figure of Varaha. rescuing Prithvi already famous in the magnificent sculpture at 
Udayagiri has been the inspiration for the carver at Badami and when Narasi:rhhavarman 
sacked Pulakesi's ca.pital it is very likely that he carried workmen from here or the 
impressions from this cave were imprinted in the minds of his own workmen, who have 
carved the lovely Varaha panels a.t MahabaIipuram that so closely resemble the Chalukya 
carving. Similarly, the Trivikrama panel at Badami is repeated at Mahabalipuram .. 

The long yajnopat'ita that occurs iri late Satavahana sculptures thickens and runs over 
the right arm in the early Chalu~ya sculptures at Badami and similarly in early Pallava 
sculptures (Fig. 3). But the Pallava sculptor draws his inspiration more directly from the 
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FIG. 3. ra.iiiopal,;'ta from Amaravati. Nagii.rjuni~.()J}~, Ajal~~ii.. Bidimiand Ki!o.ppuddnnur. 

Vishl).ukul).Q.ins., Early Western Chalukya figures are massive and decorative detail iR 
greater in their case.than in the simpler Pallava work. But the drapery, tassels and waiRt
cord and loops a,re quite massive here. Here as in Mahabalipuramthe kit'ita of Vishl),u 
is also cylindrical.' The bracket figures from the cave temples of Badami are the precursors 
of,the later Wef'tern and Eastern Chalukya, Hoysala. and Kaht~ya ,bracket figures 
which are almo.st absent and unknown inPallava sculptures, tho'tlgh,rows of Gal),as 
and geese are COlnmon to both Pallava and Chalukya sculptur,es. 

The Salankayanas" the worshippers of Chitrarathasvami who .ruled from Veilgi in the 
4th-5th centuries A.D., were responsible fora temple to this deity, which has practically 
disappeared at Peda Vegi near Ellore, where, of the antiquities that are left there, is a Inuti
I.a.ted image of Gal).esa. lying iuone of the streets and the great influence of this type is 
apparent in all representations 6f Gai,tesa in the early centuries of the Christian era. 

The relationship between theVishl).ukul).Q.ins and the Vakatakas and their de~otion 
to the Lord of Sriparvata., the deity adored by Prabhavatigupta., the qqeen of Vakataka 
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Rudrasena 11 and mother of Pravarasena II, are both significant when considering any 
influences in sculpture from AjaJ.lta. When it is remembered that a member of the Vakataka 
lineage was a donor of a carved slab at Amaravati for the mahachaitya about the beginning 
of the third century A.D. we can understand that the Vakatakas were not totallv neW to the . , . 
KrishJ.la valley. The VishJ.lukuJ.lqin relationship appears quite a natural event. It is 
therefore not a.t all surprising that some motifs occur in'the heart of Vakataka territory 
which are:identical with those familiar in the KrishJ.la. valley and these contacts appear to 
have continued unruptured. 

One of the early sculptures of great interest in the study of the evolution of art in Andhra
desa, both from the ,point ,of 'view of iconography and art is probably 'the plaque from 
Peddamuqiyam, 'Cuddapah district, which may be assigned to the,period of the VishJ.lu
kUJ.lqins and that of the early rule of the Pallavas which extended to some of the Andhra 
districts during the time of SiIhhavishJ.lu (PI. I a), In this there is the representation of, 

GaJ.lesa, Brahma, NarasiIhha, Sivaliilga, VishJ.lu, Devi, Dmamahesvara'with Nandi, Lakshmi 
as Sri'I:Jatsa symbol and Mahishamardini. Anoteworthy point in the case of the figures here 
is that all of' them are shown withe. single pair of arms except Mahishamardini Durga, who is 
four-armed. GaJ.lesa is seated in the manner'in which several Javanese figures of his are 
,shown seated with the soles, of his feet coming'together, As is characteristic of all early 
GaJ.lesas he pas only a single pair of arms. '['his was a period of great fascinatlon for Nara
simha who has magnificent sculptures to represent him as for instaneethe colossal one in the 
Badami cave. The early method of representing 'Lakshmi as a Srivatsa symbol sea,ted 
on lotus with human face and wi th curly arms and feet is only a developmen t of the purely 
symbolic representation occurring in Amaravati and elsewhere. A study of the,evolution 
of St'i'vatsa, the symbol of Sri Lakshmi, is itself a very interesting one. The early S,-ivatsa 
symbol at Amaravati slowly develops until the symbol is transformed into semi· human shape 
as in that of the Gajalakshmi in stone· from ,Kaveripakkam and the ,Lakshmi figure from 
the 'village ' of Ena,q.i in Tanjore district, both of the .late Pallava period, and in each this 
tendency to humanise the symbol is remarkable. 

Another remarkable sculpture of about the same time is from Ma,qugula in'the Macherla 
area (PI. I b). The sculpture is a small one preserved in the local Siva:temple that contains 
some other interesting carvings and inscriptions ,as well. This carving presents a very 
lively picture of Siva with his fa.mily. He is seated at ease with one of his hands resting on 
the knee of his leg raised and bent on the seat and holds the sula'in one hand and'the naga 
in another. Hisjata is beautifully bundled up to form the shape, of an UshfJ-isha on his 
hell;d and ther~ are wild flowers and the crescent moon arranged on it. One of his ears is 

, . 

adorned ,with. a large circtilar ear-ring,patraku1J4ala. The third eye is present though he 
wears a smile of bliss and composure. Around his neck is.a hil,'a or necklace of pearls and 
he wears the yajnopavita. The ananta type of keyura armlet and bracelets adorn the figure. 
D nlike as in the Pallav8sculptures where the outer contour of the trisula is almost circular. 
the outer arms of the trident herc are double-bent which is a distinct feature inthe Chalukya 
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area also. Supporting his sea.t is 110 fat short dwarf reminding us of Kumbhodara who is 
mentioned by Kii,lidasa as " purified by tM touch of the feet of Siva when mounting his 
Nandi bull". tn the vicinity is the Nandi and Siva is caressing the horns of his bull. 
Pa.rvati is standing to his right holding him by her arm while supporting baby Shnda on her 
hip. Her braid is beautifully adorned and decked with pearls, elaborate kutJ4alas beautify 
her . ears, and a. necklace with a. large pendent adorns her neck. The family of 
Siva. is complete by the presence of Gat:tesa who is seated to the left. -It is noteworthy that 
Gat:teaa here has only a single pair of arms, an early feature, and has no crown on his head. 
It is to be observed that as in the case of all early images of the Chii,!ukya,area in,the Deccan 
the fnodaka is taken from a bowl containing several sweets. There are devotees adoring 
Siva and probably the couple presented in the extreme corner represent Manmatha and 
Rati whose triumph is complete in this happy faIlliIygroup of Siva who had earlier earned 
the name of Madana.ntaka by reducing to dust the God of Love and spurning t~e iife of 
a house-holder. This beautiful piece is iLlso to be assigned to the period of the Visht:tukut:t<lins. 

Another masterpiece of early sculpture of the same date but the workmanship of 
which is probably exquisite is that of Siva seated with his bull o.this· feet which is now 
preserved in the Museum at Vijayava,q.a (Pl. II a). This sculpture is of white marble like 
the Amara.vati and Nii,ga.rjunakot:t<la sculptures and shows a tendency of the sculptor to 
follow the grea.t Amara.vati tradition. The jata is arranged in the form of an ush1J.isha
shaped jatabhara but most arllistically. Siva carries the paraSu, an axe, in his right hand. 
This is one of those rare images of Siva with ~ single pair of arms and reminds us of the 
famous figure from Guq.imaIJam of the S3itavii,hana period. The tassels and loops around 
his waist are in that characteristic fashion that becomes more elaborate in the still later 
Pallava SCUlptures. His ear ornaments and the general arrangement of his features 
suggest how much this style of art has helped in the later development of Pallava art. 
The seated bull which is a magnificent presentation of the animal and a masterpiece would 
at once remind us of some of the most lovely bulls on Pallava seals. 

The tendency in early. sculptures of representing with only two arms the deities whom 
we later see with four arms is observed a.gain in another figure from Mii.Q.ugula of a seated 
Brahmii, who has the'full complement of fo.ces but has only a single pair Of arms (PI. lIe). 
In the right hand he carries the aks/tamala. The figure is very simple and the arrangement 
of the jata is also equally simple. A large pearl necklace is arranged on his chest. 

FroIll the same place comes the figure o( 110 Visht:tu standing,with his ustial four a.rms 
carrying his usual weapons (PI. II b). The chakra in this case is on edge in the prayoga 
fashion, a fea.ture that we observe in early Pallava SCUlptures also. The loop from the 
waist is present as well as the tassels on the sides. But the central tassel in' this case is 
something which is characteristic of Chii.lukua sculpture in the Deccan. The kil"'ita 
is elaborately worked, the pearl necklace ~s present and heavy ear-rings. In every way it 
is a. precursor of later VishI).u ima.gesobs~rved in Bhairavunikot:tq.a and still further south 
in the Pallava caves~ . 
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These figures are examples of loose sculptllres of the VishI).ukuI).Q.in period of which 
there are several others scattered all pverthe Andhra area. 

The sculpture in the Mogalrajapuram caves near VijayavMa (PI. lIT b) is very much 
weathered alid mutilated. Still it is very important for the study of early meaireval V ~ngi 
art. The carved panels on the pillars of cave No.4 are fine specimens of work as also the 
heads in the chaitya windows at the top of the facade (PI. IV c, d, e) but the animals in 
a row above are full of life, the elephant with his extended trunk and the lion with double
looped tail in action (PI. IV b). The curious animal 'ihamrigain the'group is reminiscent 
of similar figures occurring on the Amaravati rail. 

The horned d",arapala, with his yajnopav'ita over his right arm, presented in a natural 
way, resting his hand on his huge club and standing at case undaunted by the snake that 
raises his hood,close to his face over the left shoulder, is a fine example of a model for later 
Pallava sculptors (PI. lIT a). M~elidravinman introduced in his own realm not only 
cave architecture as he found in the realm of his maternal grandfather Vikramendra, the 
VishI).ukuI).Q.in king but also the several motifs that attra.cted him in those cave temples 
in his mother's realm. The figure of da.ncing Siva right on the top of the triple-celled cave 
presents one of the most magnificent, creations of the VishI).ukuI).Q.in sculptor (Fig. 4 and 

-
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FIG. 4. Na~" from MogalrajapuraD1 cave. 

PI. IVa). Siva' as Nataraja dances' in theurdhvo,janupose trampling' Apasm.a.ra' and 
swaying· his many arms in ecstatic rhythm. The earliest Natariija' figure known in the 
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south in the Pallava realm is probably that on the Dhal'marajaratha 'at Mahabalipuram 
which is the precursor of the famous Nataraia prototype flO abundant specially in bronze 
in all Chota temples in the Tamil country. Here the Apasmarapurusha is present but the 
arms of Siva are only four. The Nataraja figure from Nalhir is the one Pallava example 
wherein there are a num bel' of hands and it approaches this figure a.t Mogalraiapuram in its 
similarity on several points. The KuramNataraja, which is also late Pallava, and in which 
the urdhvajanu pose of Siva is presented, differs from this in its number of arms which is 
limited to four (Fig. 5). In this feature of possessing a number of arms this image at 
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FIG. 5. Na~eSa from Kiiram, Madras Government Museum. 
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Mogalrii.japuram resembles several others from the Chii.!ukya area in the Deccan like the 
dancing dei~y in the Badami cave (Fig. 6) and from almost every place in North India and 
represents the North Indian tradition of bhujataruvana, a regular sylvan cluster of arms 
as described by Kalidii.sa in his Meghaditta in the context of Siva's dance at Ujjayini. But 

" / 
~ 
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FIG. 6. Na~arii.ja. from Badami cave. 

the presence of Apasmarapurusha. here shows the southern tradition which this seulpture 
clearly follows, as Siva's dance on Apasmarapurusha is something characteristic of the 
Na1;esa figure in the South whatever may be the number of arms. It is here to be observed 
that Siva dances either in the chatura or in the lalita pose in all sculptures in the Western 
Ch:1lukya area in the Deccan in South India, in Orissa and generally everywhere in North 
India, and his bull Nandi is shown beside or behind him. In the Pa.Ja and Sena sculptures 
of Bengal and specially in the eastern parts thereof the tradition is to present Nataraja 
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styled here as Nartesvara· dancing not beside or in front of the bull but directly on the 
back of the animal (Fig. 7). In one of the most magnificent SCUlptures now in the Dacca 
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FIG. 7. Na~arii~ from Sankarbandha, Dacca Museum. 

Museum, the animal is iIi an ecstacy so to say, ·and is not only admiring the dance of Siva 
but is conscious of the fact that his own back is the dancing theatre. It is in the Moga.l
rajapuram sculpture that there is a combination of the northern and southern elements. 
It is curious to find that in Eastern Cha.lukya sculpture the: form of Nataraia..follows the 
southern tradition of four arms while the dancing pose is ohatura, or laUta omitting altogether 
the bull and Apasmara. 

In the Ul}.Q.avalli caves on the other side of the rIver Krishl;Ui. the carvings on ·the pillars 
are important as the precursors of s9me of the famous panels of Pallava sculpture at Ma4a
. balipuram. The Varaha a.nd Narasimha panels occur here. Trivikraroa has his represen
tation atUndavalli in thesame.manner as at Bada.mi and Maha.ballpuram. In the. scene 
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of Krishl).a lifting Govardhana we can see how closely the sculptor of Maha.balipurarn has 
followed his earlier model at Ul).QavalIi. Some of the details like the Gopi carrying pob 
arranged one over the other in a pile found at Ul).(}avalli is repeated in almost identical 
manner more elaborately in the sculpture in the Govardhana cave at Mahaba1ipuram. The 
Gajendramoksha panel at Ul).(}avalli shows how well the famous Gupta panel in Deogarh 
could inspire sculptors by its fame travelling through the Vakataka domain. 

The Pallavas who ruled .from the third century onwards as the earliest Prakrit- charters 
show possessed a kingdom which included a. part of the Krishl).a valley. The Bhairavuni .... 
kOl).Qa cave temples in Nellore district closely reseml>le the early Pallava one~ in the Tamil 
country and have probably to be assigned tb the sixth century when the Pallava monarch 
SiIhhavishl).u ruled or even to the time'of MahendravarIQ.an I himself early in the seventh 
c~ntury. The cave temples at Bhairavu.nikol).Qa are guarded by dvarapalaka's with a single 
pair of arms, some of them horned and carved in a style suggesting great affinity to the 
dvarapalakas in the ear. caves of Mahendravarman I at Dalavanur, Mal).Qagapattu and 
other places. While both agree in features like the peculiar headgear, horns, arrangement 
of hair in a large mass extending on either side of the face to rest on the shoulders, orna
ments, waist-band treatment, heavy club and general bearing, the Bhairavunikol).(Ja figures 
suggest earlier workmanship. But as already pointed out by Profess6r Jouveau Dubreuil 
there has been artistic vandalislll at Bhairavakol).Qa and the lion pillars, the lion heads 
on the chaitya windows, in fact quite an amount of earlier work has been ruined by later 
sculptors who have tried to "improve" the existing carving. Between temples Nos. 1 and 
2 the letters in very early Pallava-Grantha resembling those of Mahendravarman's 
time record'the name of the temple 'S1'ibrahrne.~varavish1.tU' which should be understood 
in the light of the Mal).Qagapattu inscription of Mahendravarman 'bra,hmesvaravish,.iu-
lakshitayatanarn.' 

That tradition of presenting the three Gods, the trinity, Brahma, Vishl).ll, and Siva 
together in t~ree temples conceived and executed together which. forms such an essential 
-factor in all early constructions as in those of the Cha!ukyas and the Pallavas and even in 
far off Prambanan in Java has its origin ill earlier triple cells of Brahma, Vishl).H and Siva 
afl from the Mogalrajapuram caves where the three kUiJft or chaitya windows of tl~e facade 
'contain the three heads of Brahma in one, the head of Vishl).u and Lakshmi in.' another 
and that of Siva and Parvati in the t11irl1 (PI. IV c, d, e). 

. / 

The art of the Sa.tavahapas has had two later developments, c;me in western Deccan 
arid the other in the east. 'The Vakii.taka caveR at Ajal).ia with the finest floral designs and 
Aculptu~'es shows the effect 'of Gupta art on something which is fundamentally derived 
from late Satava.hana. This sculpture and architecture is continued in the earliest Cha}ukya 
templeR at .Badami and AihoJe. The pilaste~'s from the Gautamiputra Yajiia Satakarl').i 
cave at ~asik a.~e_ exac.tly like the uprights of BUlldhist st-itpa rails in the Krishl').a valley of 
which the most magnifieent is that from Amar:hati. 1.'Jw decoration on the pilaster here 
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can clearly be traced in somewhat modified form in the richly ornamented pillars of the 
cave at AjaI}.ta. The full and half lotus medallion with half-opened buds iIl fanwise arrange
ment on the sides give a contour in which a. largacentral arc is flanked by two similar ones. 
This is repeated in the ()rnamentation on the AjaI}.ta pillar, the arcs developing greater 
curvature and more equal proportion being all of them adjuncts to a.dditional half or full 
lotuB medallion (Fig. 8). The tripartite flutes of the Satavaharia period multiply in the 

C.S. del. 
FIG. 8. Pillar from Amarii.vati, Ajantii. and Bii.dii.mi. 

, 

pillars at AjaI}.ta. In the early Western Ch:llukya pillars from the VaishT)ava cave at 
Badami that are square in section, the triple arc and fluting continues, while there are 
motifs like makara, bull or buffalo with floriated hind quarters introduced in medallions after 
similar motifs of theVakataka workmen at AjaI}.ta. Similarly the chaitya window of which 
the simplest example is found in the early Satavahaba caves and other monuments develops 
angular ou~er additions at the base and tendril-like projections towards the top in the 
Gupta-Vakat~ka caves at· AjaT).ta (Fig. 9). In the semi-circular space within the chaitya 
window in this and a.lliater phases of it is found a lovely human head. In the Badami 
caves the chaitya window is more developed but is clearly after the one from AjaT).ta as the 
angular basal.projections develop into makara heads withont change of the contour and 
tendril-like decoration on either side of the top continues. The other side of the d~~ 

A 
C.S. del. 

FIG. 9. Cl;a-itl/a window from Karlii., AiaJ}.~ii., Biidii.mi, MOKa,lrajapuram and Mahiiba.lipuram. 
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Jopment of chaitya window is seen in the Vishr;mkul).Q.in and the early Pallava caves where 
the top is shaped like a shovel head and side decorations are of floral patterns. The other 
type of pillar is square in section half way up from the base and circular above with fluted 
conicylindrical and bulbous parts beneath the fluted corbel with central band of which the 
elements, shaft and corbel are repeated with some modification in early Pallava caves 
(Fig. 10). The apsidal Durga. temple at Aiho!e and the Cheza.rla temple in Andhra are of 
supreme importance for understanding the development of South Indian architecture. 

,~ 

OJ 

c.s. del, 
FIG, 10, Pillar from Biidami, Tiruchirapalli and Mahabalipuram, 

Even the arrangement of pillars and pilasters and sculptured panels is a common 
feature in the early ca.ve temples of the Vishl).ukul).(lins and of the early Pa,)]ava ones as at 
TiruchirapaUi, Mal).Q.agapaHu, Da!avanur, etc. The bracket figures on the pillars in the 
Badami caves are precursors of similar lovely ones in the Rashtrakuta caveS at Enora, the 
late.r Chalukya ones at Kuruvatti and other places, the Hoysala ones at Ha!e.bi(j., Beliir, etc., 
the Eastern Cha.!ukya ones as at Draksharama, the Kakatiya ones as at \Varangal, Palam
pet and other places. The decorated high plinth of the apsidal temple of Durga at Aihole 
is also the early prototype of the later higher and more richly decorated ones of the temples 
in Cha.!ukya style. The rich ceiling carvings showing the Dikpalakas, lotus pattern, etc., 
so characteristic in later Chalukya temples have their beginnings in the lovely ceiling car
vings in the Vaishl).a.va cave at Badami. Ca.rvings on the pillars. as in the later Eastern 
Cha!ukya and Kakatiya temples have to be traced to the earliest phases of \Vestern Cha!ukya 
and'Rashtrakuta art. Aiho!e is t,he meeting· place of northern and southern elements and 
every part of the temple and its decoration, niche, pillar, corbel, pavilion has to be studied 
in relationship to all these later modifications which spread all over South India. The 
massive pillars in Mahendravarman's caves are clearly after the earlier ones at Mogalraja
puram (Fig. 11) ; but with the 10tuslDedallions on the cubical parts and the three facets in 
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" FIG. 11. Pillar from Mogalrajapurm and f'alaV,lI1Ur. CS. d~l. 

the centre seen from every side of the hexagon the pillars recall their origin, the uprights of 
the Amaravati rail where the lotus medallions and the triple fluting show their influence on 
the la.ter pilla.r (Fig. 12) and in this may be observed a continuous story. 
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The early Pallava. cave at Dalavamir which is an excellent en,mple has a double arch 
on the lintel above the pillars immediately below the eves and kuif,us whic~ issues from the 
mouth of makara and the rider on the animal's back and its general arrangement all point 
to the undulating garland issuing similarly from the_ coping ~f the Amaravati rail of about 
150 A.D. (Fig. 12). In this as in many other motifs Satavahana art has left its impression 
on many a later phase of art in South india. When we observe the makaratora1Ja decora
tion over niches in the early Pallava temples and compare thesewith Eastern Chalukya liS 

at Biooavolu we can understand how close has been this parallel development to the north 
and south of the river Krish:r:1I1. 

THE FLOW OF TRADITIONS. 

The interplay of different mot.ifs and traditions of other schools in Eastern Chalukya. 
art and its various stages in the course of its formation and development form very interest
ing study. As alreany remarked the Western Cha1.ukya traditions form the main sourl'e 
of inspiration for Eastern Cha!llkya art. rfhe traditions of the homeland no doubt weighed 
deeply with the earliest rulers of the line, speciallyKnhja. VishI).llvardhana and probably 
his immediate successors. But when Pulakesi came to Andhra through Kalinga as a. 
victor he fOlind in tbe l~nd of the vanquished the traditions of the VishI).ukuI).Q.ins which 
after all were not 'quite new as they were intermixed with those of the Vii.katakas who 
were the political predecessors of the Western Chalukyas. These traditions enriched 
considerably those of the Western Chalukyas In their fresh territory acquired by them and 
flowered and blossomed into a new school under the dynasty established here by Pulakesi 
in that of the family of his beloved brother I\.ubja. VishI).uvardhana;' Eastern Chalukya 
art is thus a storehouse of many traditions blended into one. The Close contact with the 
Kalinga area that was for qu~te a long time practically under the protection of the Eastern 
Chalukyas brought a fresh and charming strea.m to enrich the main current of the art Of 
Vengi and every tint so added enriched the general scheme of the colour of this school. 

Certain features observed in sculpture all over the land are characteristic of the age 
in which they occur which are unconnected with their geograpblcal distribution _ The 
variations in geographical limits are again special factors, that distinguish the different 
schools in widely separated areas in an identical loclLtion of -time. Thus the images of 
GaI).esa in the early centuries of the Christian era have a natural elephant's h~a.d without 
the trace of a crown and possess a single pair of ar-ms, a feakre thitt occurS invariably 
aU over the land. This special characteristic of age occurs not onlY'in Gupta sculpture 
as at Bhumara, D.eogarh and Udayagiri but inSalankayana sculptu~es from Vengi, VishI).u
kUT).(}in. sculptui·es from Vijayavaqa, Mii4ugula andPeddamuqiyam and in the eal:liest 
Eastern Ohal~ukya carvings that <;1osely follow Western -Cbalukyatraditions.. Thene~t 
stage of development when thecl'own appears completely chapges this, common tradition 
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C. S. del. 
FIG. 13. Ganesa.'s hea.d and hands. 

temple Sot Ellora has a small lotus over his temples somewhat developed which is the 
precursor of the elaborate jewel!,ed crown in later Cha!ukya,Hoysa!a and Ka.katiya sculpture. 
This should be compared with the lotus still more faintly distinguished on the temples of 
the Eastern Chalukya Gar.tesa monolith from Biccavolu (PI. VII b) which presents an earlier 
stage than that at Ellora where the second pair of arms, has already come jn. This lotus 
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jn the WeRtern ChalukYI1 area develops into a magnificent jewelled crown while the trans
formation in Eastern Chalukya area in the proximity of and a zone of a natura.l flow of ideas 
from Kalinga takes the shape of jatarnaktlta as it occurs in Orisf:an figures. rrhus the image 
by the time it develops an additional pair of arms in Eastern Cha! ukya sculpture has also 
a jatiimakuta over the heac1. rrhe loveliest example of Gar:tesa in Eastern Chii.!nkya scnlptu re 
and probably one of the best of its kiud among GaJ)e8a figures in India is the four-armed 
figure from the Golingesvara temple at Biccavolu which shows this feature of jat{is arranged 
in the most pleasing manner by the ma'lter craftsman (Fig. 14). The not-too-Iarge 

C. 8. del. 
FIG. U. Ganfl~a's jatas fl'om Biooavolu. 

sil'aSchakra-like halo behind the hea.d of the e-.trly monolithic GalJ,esa from Biccavoln is in 
conformity with the early Chalukya traditions of showing an elaborate halo, a feature found 
continued by the Rash~rakfttas, Western Gangas, N olamb"as and the Eastern Chalukyas. 
This. fea,ture may be observed. in some of the carvings from the niches olthe temples at 
Biccavolu. The Gai)eSafigure in early PaJlava art correspondingly develops only the 
beginnings of a kara1JrJarnakuta over the natural elephant's head and the earlier stage Jacking 
it is unfortunately not available for our study, though it is possible that we have to under
stand that the Peddamu4iyam. plaque which shows the Vishr:tukuI}.4in-Pallava traditions 
has already suggeRted the beginnings of the crown for the two-armed GaI}.esa, though 
early GaI}.esas of the Vishr:tukur:t4ins normally lacked it as in the Mogalrajapuram and 
Ui)4ava.11i caves, and the ,PaliaYa sculptor chese to repr~senthis figure from the beginning 
probably with this additional'decoration rather than without it. 
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Two types of yajrwpavita occur on the figureR of the earliest EaRtern Chalukya dviim
f)tdas, of which two excellent exampleR forming a pair -one of them inscribed veginiithu 
velarpJ,u Gtt~u,!aya and mentioning GUl).(}aya the sculptor in the court of the lord of· Veilgi 
(PI. VI a)-are preserved in the Madras Museum (PI. Va, b). One is a long one composed of 
a string of elongate bells (Fig. 15) and the other of half-blown lotuses and lilies betden the 
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FIG. ]5. En,stel'n Cha!ukya dt'ararii1a 
from Re~\\'ada, Madras Government Museum. 

C. S. deZ. 

petals of which are f,abulously large spheroid pearls (Fig. 16). Thif! latter is suggestive 
of a garland of golden flowers and rare pearL~ of celestial glory. In later RashtrakUfa 

FIG. 1'6. Eastern Chi!ukya dwo,pii!o, 
from Bezwada, Madras Government Museum. 

C. S. d.! 
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tradition theRe large spheroid pearls between lotus petals are substituted by bunches of 
stringed pearls of normal size as may be seen in the late Pallava d'l.l£it'apala figures from 
Ka.veripakka.m (Fig. 17) which are the direct outcome of the impact of the Rashtrakufas 

/ 
('.S ,71't. 

FIG. 17. P,\lIam tTl"/l'fl1'ii/fI 

from l'ii.H'ripii.!,k'IIl1, 'I:tdms fro\"crnment :\Ills('um. 

in pfl.lIava terl'itor~·. rrI1t.~ arti"tic arrangement of t.he hi7.alTe ja,(ii. in a large clU!~ter 

surrounding the head, the geJll'ral pose n.uIlmode, the knit brow when present with the side 
tusks and the number of arms and crOfised legs of the Eastern Chatukya dt'(lmpii.la.~recall 
tho~e at PaHa4akal of a somewhat later date rather than the €arlier ones of the Krishr,1I1 
valley or further south in the Pallava area. While the tl'n.dition of the horned lZ'I.,timpiila 

from the Vishl)ukul)Q.in caves is founa transported to PaJlava area. through Bhairavuni
kOI)Q.a further south to the Tiruchirapalli caves, it is absent in these Jl~astern Cllii!ukya 
figures that follow the traditions of the homeland. Even with the la[l~e of time and the 
interplay of influences we find the horned d'l.'{{.mpii.la as one of .~. pair just as in Pallava 
tel!lples fails to occur in Chii.}ukya shrines, and the normal type co~timws as in the Malle
svara temple at Vijayavada 01' the temples at Biccavolu. '1'ho lion head decoration for the 
armlets which in Pallaya and Chola sculptures is a rmmlt of Cha!ukya and Hashtrakuta. 
inroads has a perfect]y normal place in Eastern Chalukya carvings as in the dca·rapiilas at 
Patta4akal that are cousins so to say of the Eastern ClHilukya. The same physiognomy 
in the face and features, the po!'c and decorative arntngemcnt at once recall this close 
relationship. 

The proximity of the Palla\'a realm and the contad with the rulers of Kanchi, the 
northern part of whose territory in the Krishr,ut urea was first wrested' by Pu]akesi and 
given .to KubjaVishl)llVardhana allll which was again got back from the Eastern Ch:i!ukyas 
by Udayachandra, the able gCl,eral of Nandival'man Pallayamalla, gave opportunities 
for t.he Eafltern Chfi.!ukya sculptor to (Ldd a rich colour to his art hy a study of the traditions 
of K:i.Jiehi which were not only admired lmt almqsf: . tr:U1f'planted in their realm by the 
'\Yl,stern Chii!ukyas wlH'n the vietO!'iol1!~ king Vikr:tll1!lllitya "'US f'truck hy the beauty of the ~ 
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sculptures in the RajasiIhheBvara (Kailasanatha) temple at Ranchi. AR we gather from 
the Vakkaleri grant of his son Kirtivarman II, Vikramaditya made gifts to the RajaRilh
hesvara temple at Ranchi and was so impressed with the images and carvings and SCUlptural 
decoration which greeted his eyeR in thiR temple that he had them overlaid with golil. 
This appreciation of the beauty of the Pallava temple at Kanchi by Vikramaditya surely I 
led to some of the best sculptors and architects of the Pallava realm to go to his kingdom; 
and it is interesting to find there is evidence for this not only in the SCUlptural and architec
tural features of the templeR of his period at PaHa4akal but also the support of two inscrip
tions on the eastern gateway of the Virupak8ha temple one of which mentions the builder 
as' the most eminent sutradhru'i of the southern country'. Another on the east face of the 
temple of Papanatha eulogises a sculptor ChaHare-Revadi-Ovajja who is described as one 
who 'made the southern counfry', i.e., who built temples of the southern country, and 
this sculptor belonged to the guild of the Sarvasiddhi-a.charyas the same as that of the 
architect of the Virupaksha temple. An insCl'iption from the east gateway of the courtyard 
of the Virupaksha temple mentions that the sut1'adha1'i GUJ}.qa constructed it for Loka
mahadevi, the queen of Vikramaditya II, to commemorate ?is conquest of Railchi three 
times over. The Rasht .. akiita temple at Ellora d.raws its inspiration in all its details from 
the Vinlpaksha and 'l'railokyesvara temple at P~Ha4akal and was probably built by the 
same architects or those in tlle pupilage of the £alll,ous architects from the south respom;ihle 
for the Pat,taqakal temples. In the face of all t.his, the striking resemblance of the early 
Chalukya carvings to those of the PaHaq.akal and the Ellora group and the occurrence of 
the name GUJ}.qaya as the sculptor of the Vengi court-ve!liniith~t vela1p!u Gu~u!aya-several 
decades earliN than the GUI).qa of the PaHaqakal inscription has something to suggest 
abou~ the peregrinations of sculptors' families from one kingdom to anothtlr in quest of 
royal favour and patronage and it is not unlikely that the ma,.,ter GUI).Qa of the Pattaq.akal 
temples is in some manner a descendent of the earlier GUJ}.4aya of the Eastern Ch8.lukya 
court as the South Indian tradition is strongly in favour of naming the grandson after the 

grandfather, paternal or maternal. The simplicity of the Pallava sculptures both in figure 
and in decoration is echoed to an extent in Eastern Chalukya sculpture but the Western 

Chalukya and Rashtrakuta element of ornamentation is, however, often present. making 
the school a blend o.f both. The Pallava mode of pillar, pilaster, niche with makaratomtJa 

decoration, kuijuOJ: chaitya window, the pavilion'decoration on the vimiina is all in general 
the model for the Eastern Chalukyatemple type as in the case of the Western Chalukya 

temples like those .at Patta4akal, the Rashtrakuta Kailasa temple at Ellora and the early 

Pat}.Q.ya temple!'! as at Ka.~ugumalai and other. places. But the fusion of Pallava and 

Weiltern Chalnkya traditions producing a strange but rich product of art in East~rn Chtfukya 
art shows an arresting similarity to the late Pallava sculpture of Kaveripa.kkamtransformed. 

into something exquisitely rich and beautiful by the transfusion into it of Rashtrakiita 

tra.ditions and decorativ~ element which in their turn originate from Chalukya.. 
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But obvious and pointedly Western Chalukya trends in Eastern Chaluky·a .sculpture 
may be observed in the emphasis on the strings of bells as decoration as in thel ease of th~ 
ynjiioparita of the dvampala, the necklace of bells for Gal).esa and his ankl '~s composed 
of beBs, the jewelled 7cirtta with the kat·a/.u!a pattern dovetailed in it as in the Javanese 
type of crown in sculptures at Barabudur and Prambanan, which by the way not only show 
trapcs of Pallava but also Chall1kya art, the hams, keyftms, udat'abandhas, and yaj1iopavitas 

ornamented wit:h pearls, the f01'1!1er with characteristic elaborate pendant decoration and 
~mall pearl Rtri;ng tassels and long pearl taf1Rels centrally suspended from the clasp of the 
wai:.;t 7.one. 

Something of the simplicity of the early Vishl).ukul).Q.in traditions in art is obvious ~ 
~fl) 

in EaRtern Chalukya sculpture in Rpite of all the blend of different modes of other RchoolR 
observed in it. A look at the mode of wear of antal'iya or lowergarment for a female deity 
first in the standing figure of a goddess in the PeddamuQ.iyam plaque and of Parvati in the 
Eastern Chal~kya sculpture of Alinganachandrasekharamurti (PI. XX) from the Golin
g'esvara temple at Biccavolu would reveal how a tradition has survived for Reveral centurieR. 
'1'he curve of the vertical hem of the cloth towards the right lower end here marks out the 
mode of wear of a woman while a Rtraight central edge of cloth thickened horizontally 
at thp.hottom in the case of male deitieR in the Peddamuqiyam plaque (PI. I a) develop 
into the characteristic heavy anta1'iya'mode of wear in Pallava sculpture. 

A touch of the Central Indian traditions from Dakshil).a Kosala that eo often came into 
the picture in the history of EaRtern Chalukyas is observed in the special representations 
of deviand the yoginis like Gomata (Vrishabha) and Chamul).Q.a. (PI. XXIV c, d). The 
former, that occurs among representations of t~e sixty-four yoginis, temples for whom are 
famous at Bhel'a.ghii.t and Sutl).a, and of which a fine example from Sutl).a. is preserved i'tl the 
Indian Museum (Pl. XXXII c), is a rat'eand interesting form of which the figure from the 
Golingesvara.temple at Biccavolu presents a fine specimen. The form of Chii.mul).q.a. from 
the same temple is yet another figure of interest. These supply not only sculptur~s of 
special iconographic interest but also suggest some special influences from other areas. 

But by far the most important influences to be observed here are form the Kalinga 
territory. If the Chii.muwla. figure just mentioned should be traced to the Kalinga area 
it may.be observed that it is not unlike the remarkable Ja.jpur figure o.f ChI1mul).da.. But 
influences from Kalings. are more deep-r60ted. Surya is represented at Biccavolu wearing 
shoes, a feature unknown in South Indian sculpture including W ~stern ChI1lukya, though 
itis8.. common factor in all North Indian SCUlpture, the traditions extending to the limits of 
K;1linga. The occurrence of the sho.es for SUiya in East~rn Chii.!ukYa sculpture (PI. XXilId 
and XXVII a) shows how northern traditions t~avel1ed through :Ka.ling~·(PI. X}L"I{I b) 
and swayed the sculptor of V ~ligi. . It does not stop with it. ·:The. utta"'iya cloth worn by 
Vishl).t:t in ~linga and Pa.ls. sculptures has a peculiar wave-like pattern suggested.by wavy 
double lines incised at intel'v~ls. Though this assumes :i. more zigzag course· in later 
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sculpture specially in Bcng-ai the tines -are more even. in eat'Her ca.rving -and mor.eso in 
Kalinga (Fag. 18 .and PI. XXXI e) :and Bihar.. It is this mode that is -adopted :3iS w.eshocld 

c. S, del. 

FIG, 19. rJttariya and gada of VishI}.u from Baripada Museum. 

e:Jtpect in the Eastern Chalukya. ca.rving of VishJ}.~froni Biccavolu. The mode of 1Iajfiopo,vita 
and the centra.l ~assel from the waist cord composed ol a decorative chain of sma.llioops 
is a.11 Buggesti\1e of the flow of idea.s fr.om Kalinga. Still the gada is not held up as in North 
Indian sculpture .and is allowed to touch the ground with the hand resting on its handle 
as in the uS!lal Chalukya sculptures in t~e western zone and in the Pallava. a.nd Chola. sculp
tures in the South. The occurrence of Ekapadamurti a.t Biccavolu (Pl. XXV e), So figure 
that is such a. favourite in Orissan sculpture (PI. XXXII a)' is not without significance in 
this contextef influences from Kaliilga.. A comparison of the magnificent seated Kartikeya. 
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carrying his spear and cock and with his peacock at his feet near the seat as he occnrs in 
a niche at Biccavolu and in Eastern Ganga sculpture at Mukhalingam in exactly similar 
fashion would spea.k eloquently of the relationship Eastern Chalukya scnlpture bears to 
thatoof Kalinga (Pl. XXVIII a,b). The jiitas of Ga~esa forming his jatii1n'Ukftta in the 
magnificent scuipture from the temple at Biccavolu (PI. XXI) shows that in this as in 
several other cases the Eastern Challlkya sculptor had discarded the traditions of the 
original homeland and that of the adopted country, South India, but had chosen northern 
modes for presentation. Even in representing heads in MaJus or chaitya windows the lovely 
three-quarters view as at Bhuvane8war or Ko~arak is present at Biccavolll and even the 
face of the figure recalls Orissan form (PI. XXIII a), and on top of all this, 1nithu11a figures 
like those from Bhuvaneswar, Puri and KOI).arak are carved to decorate the Eastern Chalnkya 
temples (PI. XIX a). The nortli~l"lllimit.# where Siv~ as DakshiI).amurti appears)s Mtlkha
linga in southern Kaliilga. Here itself DakshiI).amiirti is often substituted by LakuHsa 
whose is a. favourite form in this area. Lakulisa does not occur in South India till the 
introduction of his figure by the great Cho}a emperor Rajendracho}a after his triumphant 
return bringing home the Ganges as Gailgaiko1Jrla when he brought' several Saiva acharyas 
also from the Gangetic area with him to be settled in hi!'! kingdom and it is one such fignre 
in the temple at Tiruvottiyur near Madras now mis-spelt GauHsa that represents in all 
pl"Obauility I-lakulisa as his figure indicates (PI. XIX c). Anyway the introduction of 
Lakulisa in South India is far earlier than that of Rajendra when we consicler the prominent 
repreflentation of LakuliBa in one of the ruined Siva temples in the field at Biccavolu 
(PI. XIX b). It is well known that the Nartesvara Siva of the Pala region specially from 
East Bengal dances on the back of the Nandi bull that looks up with lifted head in great 
ecstacy. Though this mode of presentation oHhis iconographic form is avoided in Bas tern 
Chalukya sculpture and the norlllal chatum or laUta tii1Ji!.a'Va figure is preferred, some figures 
of Siva like the Ardhanarisvara from Biccavolu are made to stand on their vehicle, in this 
case one foot representing one half of Siva and the other of Parvati resting on the back 
each on one of the two vehicles bull and lion seated below, the bull with uplifted head 
and ecstatic as in the Dacca sculptures of Nartesvara (PI. XXV b). The ftrdhvalingaof Siva 

here is another feature borrowed from Orissa (PI. XXX b). Himilarly a favourite motif in 
Kalinga sculpture is the umbrella-shaped bunch of peacock feathers uSl:ally presented as 
royal insignia which occurs in Bhuvaneswar and has travelled over the seas to distant 
places like Barabudur and Prambanan in far off Javll). This occurs in exactly the manner' 
in ~hich it appears in h.alinga sculpture in Easter~ Chalukya sculpture also as Siva as 
Kankalamilrti c;irries the may'umpichchha or the bunch of .peacock feathers (PI. XXV a). 
The form of Mahishamardini Durga. trampling t~e buffalo'and killing the demon is the 

North Indian type (PI. XXIV b). This occurs not only in Kalinga, Pala (PI. XXXII d), 

Chande'llru, ? ... aihaya and other sculpture of North India but also in the Deccan in Western 

Chalukya ,scrilpture as it i!'! a deriyative from early Gupta. . The independent occurrence 

of Galig~' outside the sphere of the gateway at Biccavolu is not without significance' 
(PI. XXVI a) . . Ganga. and Yamuna guarding doorways of temples is a feature in Gupta 
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temples all over North India and every school of art affected hy the impact of the Gnptas 
adopted this motif (Fig. H). TIm,: this OCC'llI'S ill tIll' V:'ikr1taka monnment!" as a significant 

PIG. HI. G'lliga. and Yamuna ,loorwa.y 

f~()m Dah Parvatiya, A~,;am. 

C S clel. 
I 

motif. The political successors of the Vakatakas, the \Vestern Chii.!nkyas, adopted thi5 
pleasing motif but in· an interesting manner. As may be observed at Aiho!e they were 
centent wi th showing in the vicinity of Saitkha and Padma nidhis two Pfl1"ttakalasas guarding 
the doorway (Fig. 20) a mode of sym bolic presentation of the rivers inherited from the time 

C.S. de! 

FIG. 20. pumak(lIn.~(Is on doorway from AihoJe. 



32 Macl"as Government Museum Bulleti,~ [G.S. VII. 2. 

of the Sii.tava.hanasas it occurs at Amara.vati and elsewhere. But 80fter the northern con
quests 80nd victorious return of Vinaya.ditya during the time of his father Vikrama.ditya of 
Ba.da.mi with the symbols of Ganga. and Y8omuna. and the Pa.lidhvaja from the Y8omuna.
G8ongeticdo8ob forming the insignia of imperial dignity, special significance came to he attach
ed to this motif. The Ra.shtraktitas, the political successors of the Western Cha.!ukyas, 
inherited this insignia along with the empire. The Sa.taltiru grant of Vijaya.ditya refers 
to the conquest of the Ra.shtraktif,as by Vijayadity80 and his suzereignty over the whole of 
Da.kshil}.a.patha including Trikalinga and his appropriation of the symbols of Ganga., Yamuna., 
the sun and moon and the banner PaIidhvaja, symbols of sovereignty that the Rashtraktitas 
had inherited from the Western Cbii.}ukyas. In this context it is inost interesting to see 
how for the first time Ganga and Yamuna as guardians of d'oorways are introduced on 
Eastern Cha.!ukya temple doorway at Biccavolu (PI. XVII) and most significantly probably 
during the time of GUl,laga Vijayii.ditya. 

But with all this the early traditions of the homeland are not quite forgotten even 
dnring the different stages of development of Eastern Cha.!ukya sculpture. The yajno
pa'L~ita running over the right arm is a feature not only in Western Chalukya but also in 
VishnllkuI).q.in ,and Pallava art. But it is not an invariable feature in all sculptures. It is 
an alternative mode of presenting the yajnopavita which is also sboWnin the normal way 
when it is generally sho:rter. The seated Siva as Virabhadra of the Saptamatrika group 
from the Golingesvara. temple at Biccavolu presents the yajnopavita not only running over 
the right a.rm but also as a thin ri,bbon-shaped band divided into three strands (Fig. 21 and 

O.S. deZ. 
FIG, 21. ,Ylijiiopavita fr~m Biceavolu.. 

Pl..X;x.X a). SiPlilil;r triple ,strand of yajtiopavita occurs also in theVish,I;lukm;l<lin pla.que 
of the f8oinilfgrOup of Sivi(PI. 1'6). But to uilderl;Jtand fu~ly thesignific~nce oOhis tyPe 
of presentati6~'of yajnop~".ita we have to t:urn our eyes t'o'the'y¢ry early Western Cha.!ukya. 

. sculptures f~om:the ceiljngs of the Aihole temples representing trip I e' groups of Siva, Br8ohma. 
80nd Vishl,llf. , HeJ:\.. +he Seshas~yi VishI).u (PL XXXI a.). w~ars his yajnopavUa in -thr~e 
strands whlch'rune over hiJ rigl}t' arm very much as in tlreSiv80 figure at Bicc8ovolu. Simi. 
l80rly -'in all these Eastern Cha.lukyo: carvings the armlet is the ananta type 80S it occurs in . 
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the Bada.mi, Aihole area. The t,.£sftla of Siva here has a shape closely resembling that 
ocourring in the western zone, double curves characterising the outer prongs, but it should 
be remarked at once here that the form of t?'-i/;ftla is similar in the art of the Vishl)ukul)q.ins 
also. The long flowing garlands of bells on the necks of bulls in Eastern Cha}ukya sculp· 
ture recall parental zone in the west (PI. XXXV b, c). 'fhe bracket figures so charming 
in the Vaishr;tava cave at Badami which have their later derivations in similar pillar decora
tions in the later Western Chii.Jukya. structures as at KuruvaHi become a regular feature 
in temples of Cha.!ukya. derivation and are probably the most attractive element in their 
latest phase in Hoysa}a and Kakatiya temples. The bracket figures though not very 
frequent are not altogether excluded in Eastern Chn,!ukya sculpture as they do occur though 
in attep.uated glory as at Dn1ksharama but the motif gains great popularity with the 
sculptor in the still later Kakatiya temples and the slender and elonga.te dance figures on 
pillar brackets from Palampet and \Varangal (Fig. 22) are masterpieces as important as 

t'-------; 
\.,~~~~ 

FIG. 22. Pillar bracket figure 
from Warangal. 

C.S. del. 

the charming madanakai figures from the Bellir and Hoysa!eSvara temples which a.re better 
known. 
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THE SCULPTOR REVEALED IN HIS ART. 

The EaRtern Chalukya sculptor must be counted among the most open-minded of 
the votaries of art. He was prepared to corisider and imbibe the traditions of alm~st 

every school he came across. He was one who vastly experimented and his productions 
reveal a. story which. is as fascinating as it is interesting. Every little characteristic 
noticeable in Eastern· Chalukya art can be accounted for by the study of the interplay 
of the traditions of different schools and the reaction of the sculptor towards them. 

There is. probably no school of sculpture in India wherein music and dance have not 
claimed an extensive and lively treatment. Eastern Chalukya art is no exception and the 
sculptor has shown in every crea.tion of his how much he was saturated in and visibly 
moved by the powerful influences of ndt!Ja and sangita. Often among the themes'chosen 
fQr portrayal are several groups of musicians and dancers ntostly of the heavenly order. 
Among the masterpieces o~rly sculpture now lying in the Jamidoq.q.i in Vi·jayavaq.a are 
fine groups of gods and goddesses, Gandharvas and Apsarases, dancing and playing musical 
instrument" (PI. Xlb) . . Even in later sculpture at Bhimavaram the rows of danseuses 
using the' kohtttam' rods (PI. XXXV a) that became all the more popular a few centuries 
later in Vijayanagar sculpture suggef;t how greatly these festivities of fine alts impressed 
the craftsmen that handled the chisel and cl'eated works of art that mirrored the rich life 
of beauty and culture that flourished in their day. 

For one' who evt:ju casually visits places in the Andhra districts of the Godavari region 
it will not fail to occnr that in Reveral temples there is great emphasis on the association 
of ~'ishis·with the sacred spots and telllpies. The very river Godavari is known as Gautami 
a.nd associated with sage Gautama whose daughter she is supposed to be like Jahnavi 
the daughter of sage Jahnu that Gailgii. is according to the legend. The way in which the 
rishi Agastya is associated with Vedara1)yam further south in the Tamil country, with the, 
Podiyal hillaond the representation of rishis in several Chola temples, at once comes to our 
mind as this af!pec~ ofrishi worship in Andhra is consideled. . In fact the association of 
temples with sages as. for instance one in Bhimavaram with MaIiij.avya has deep rooted 
significance. 'l'he term Ma,1)q.avya here is probably a corruption of Manavya. the gotra or 
clan which claiIT,ls the Chalukyas. Another temple in Rajahmundry is associated with 
l\,Iii.rkal~c}eya· a great sage who obtn.ineu immortality through the grace of Siva. The 
temple .of Siva· at Draksha.rii.ma is also associated with rii:jhis. Probably it is here that 
we have· t]:w ea.rllest repres~ntation of the Seven r~sh.is an:d Arundhati (PI. XXXIII-a). 
T~e only other ° place proba.bly where the seven sages are. represented in SCUlpture is 
Raj~ir near the kft~~(lsor hot spring;;; but they are quite modern. The spjdt of adoration 
of ° ~ages so characteristic of the EaR tern -Chatukya period which has been reflected in 
this excellent frieze of the seven sages at Dra.kshara.ma showing each sage in a miniature 
shrine sugge~ts also the iinmense devotion of the sculptor to .theorishi cult. In fact even 
in repreSC!l:tiI1g· °mu:s~c ·and dance the sculptor takeR th~ opportunity of predenting 
Sii~3ili(1l'lp; the °sag~ so devoted to ll1US;C a.nd dance who even in his watery abode in 
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a lake enjoyed the flute and drum and the patter of feet and the sway of the limbs of divine 
dancers in action, 

In Eastern Chalukya temples the're, is sometimes met with a miniature shrine model 
of the larger one, This is most interesting for the study of not only the architectural' 
features of the temples but also the l~anner in which the large temple itself came into being. 
The miniature model is the priliminary sample or foretaste of the larger one to come. 
The royal builder desired to have an idea of what, his creation would look like when finished. 
Thus arose these miniature models as we find in the courtyard of the temples a.t Bhima
varam (PI. XXXIV ab) and Draksharama ~PI. XXXIII b), 

To understand this custom:of the preparation of smaller examples we should only 
refer to the an'cient practice of the artists getting ready what is known as varlJaka. 

Damoda.ragupta in his Kuttanimata d,escribes Banar~s as Ii. very beautiful and ideal city 
appearing almost like a vari},aka orpriliminary sketch or model prepared by Visvakarma 
to. satisfy the curiosity of Brahma regarding the former's ability and capacity to create 
the three worlds. 

~3~~itllllla:01ehTM;r ~~ r4~~~ I 

rlr~ mf:ibI(A ~~;r ~~tJfT ~ II 

The commentary says • 3l!f-Fi~t111~ ~ ~ I 

~fd~T fu: cfiH:i1T1I," ~ I 
This varrpaka is of frequent occnrrence in San;krit literature. 
divine beauty sent to the earth was queen Jasamadevi' 

~~~T~fi'NT~~ I 

F.lf4rn ~ ;rr~ ~·aA~oIR~i!.*~II~ II 

Ktttta1'imata, 177. 

~fii :q "~f.ffiT.J~t 
t 

Like a var'IJ,aka sample of 

Hirasaubhagya, VI, 42. 

The Kathasaritsagara similarly describes another beautiful damsel as a varlJaka prepared 
by Brahma. himself 

~ :q ~T w:f f-q(Ia:01;;qf1i~n ~ffi I 
" C'''''~ C' '~ 
~: fj;r~T~>I.\~416\ol6f,f1 m I 

Kathasa?'itsaga'ra, VI, ii, p.14l. 

and in the same way a large artificial lake appears as a varrpaka sample before creating 
the ocean 

~.~~ ~,:q~101f11~4~ I 

m'l.: f1t!~Mr'lT fet~i ~ II 
Katha~aritsagf!ita, VIII,. ii'i,p.256. 
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Even metaphorica.lly the miseries experienced on earth are described in the Riijataf'a1igil,~i, 
as a vaNJaka or sample ta.ste of the tortures of hell. 

~ ~ ltIFetM(tI~~t~~lifil~'1 
T'IrITni .... !rm • ~~6r.:nmTftT llURISlUI 0' muTT: Cfil MUQI ,It I ;q: II 

~ 
Bajatarangi't}i, IV, 655. 

A vaNJaka sample or taste of bea.uty from II. beauty spot from the fair form of lovelywoman 
is graphica.lly presented in the Gathasaptasati 

~ SIf? ~ a{rqW1:e:ijFetOOuft8~ 3fT I 

~afl{ tlUt~8Cjfij:rraj Cf ctloft ~\i1UIIUIfJ;. II 

[&lrCfiCfiQ IGCfirq'1:e:BfiI~!ififlMCfi~~f?hCfiI I 

~ ffl'1~8Cjf6'CfiII'lcr ~ ~: llJ 
GathasaptaSati, VII, 20. 

In the Dharmasarmabhyudaya the var't}aka as a. priIiminary sketch of an artist is described 
in the verse 

Cf'If%Cfit%QG~fi1offl ~ c;q,ltfitRt'G Cj&ICfI'9.m~ I 

<1r61dlffla:~ ~ffi«tf(:5cht~~d~SlFet~~ II 
Dha'f'masarmabhyudaya, V, 5. 

Sri Ha.rsha. in his Naishadhiyachar.ta uses another term, hastalekha for nearly the same 
thing and the commentary of Na.ra.yat;ta explains it clearly. 

~: ,ulfitltf ~~~-TTg: fcfic?~: I 
Naishadhiyacharita, VII, 15. 

-~ (' ~ ~(' "' ~~et @1F.f l!IlCI(Cf\(flt ~1\i1«+t+t ~(")8: I 

~ ~ ([(Ot$ulIlfi ~ (ffl&:.ft'!i<1lfr dlfl~t+( II 

N aishadhiyacharita, VII, 72. 

(fflclts+t«,*~g~ \i1rlt~lW1l?JCfi+t6t ~I 

@I U+tiN~'!i<1<1"d§@Cfi SN+titcr feNT<1T " 
N aishadhiyacharita, XXI, 69. 

The respective linea from the commentary in the three ca.ses are clear on the point. 

a"dIt~lctQlq~ (ecltsflttfdllW1(i4~~: ~.lf: «I~il ttffl~~ 
. ij ~ ~<i:, ~l1T 'iilklij"'a:6fd +lTCf: I 

3Flflsfq' ~ ~t .~ qi:tT~ ij"'a:(<1{ ~ iir+tYn\' I 

~m-~Jum;r f{ m~: n I 
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This term is also of frequent occurrence and it may be seen in the verse from Hi"asaubMlgya 

~ ~ f6jf~AIC£I~~T~M ~ ~11~; I 
~,.......,. r--. ...... .c:::r,-...."r--t'I"\.""\ -... 

~I~ TOOIg: l<fi~T~~ I~RT~qreS~::tEt~~i§li( II 
HirasaubhCtgya" VIII, 157, 

The commentary here says ~~ ~ ~~: %~q:,*'>.6j:i'>.~: <[.f..IT EtfA&5~i(, 

, ~(>5Cf\ ' ~ ~ I NRrr~'ffl ~ II 
Whether styled hastalekha or va'fl,taka what is meant is a priliminary sketch for an 

artist and a model for a sculptor; and among the very few extant examples we know of 
such, those prepared by the Eastern Cha}ukya sculptor are most noteworthy. The practice 
of sculptors that we know from literature is here beautifully illustrated in his preserved 
examples by the sculptor of Cha}ukylt Bhima who prepared one for each temple he executed 
for the approval of his royal master. It is an eloquent testimony to the care and fore
thought of the Eastern Cha!ukya sculptor in the preparation of large edifices revealed in 
these examples preserved to posterity. 

SCATTERED TREASURES OF SCULPTURE. 

In Bhimavaram near Samalkot, not very far from the famous Bhimesvara temple 
dedicated to Siva is a modern looking construction, a te:)nple for VishI).u, styled MaI).Q.avya
narayaI).a.. In this the main temple which is absolutely modern does not concern us so 
much as the several fine sculptures of early· mediaeval date fixed ~ll round in the outer 
compound walls including the approach and the garden of the temple. Here hidden 
amongst bushes an,d shrubs a.nd peeping from the walls are fine sculptures which represent 
the early phases of Eastern Cha}ukya art. The original temple dedicated to VisbI).ushould 

• 
have contained several carvings illustrating the Ramaya1J-a and the Bhagavata. In fact 
the surviving fragments here show clearly that there has deen a narrative series of sculptures 
of which only a few have survived to suggest what has been 10st~There have been a)so 
other iconographic forms apart from incidents from the Ramaya1J-(J, and the life ofKrishI).a. 
The sculptures though worn or broken still reveal that the craft~:rnan who prepared them 
was a master at his art and could produce vigorous carving. nerc RavaI).a is shown seated 
in the il.lii!ha posture ofthewarriol' in action with his numerous hands brandishing the 
sworcland other weapons with mighty fury and his cluster of heads looking ferocious 
(PI. IKb). In the arrangemerl't ·of the heads of RavaI).a here one can easily' recall the line 
of Ba,l)11 
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in the yerse 

1Ilad,'as GOt.~tH'I&11lent MfISW1n BlIlletln 

~~IIf'.:(i\-s l'4rul::qi+i~fi:sr-f: 

~~PfuTi?il@ 1rc1~11 P:4ifl 
,... fil . 

ltl'f.l~~.6'':(P.4Cf.q(~qlf1'f.1: II 

[G.s. VII, 2. 

Kada-mba"l, 1, 2. 

wherein Ra.v80J}.a as a great Sivabhakta is described as having a circle of heads on the crown 
crests of which nestle th,e particles of dust from the feet of Siva, 80 line that has also 
inspired exactly similar treatment of the disposition of RavaJ}.a's heads in the scene of 
RavaJ}.80's shaking Kailii.sa at Ellora. 'Vhen we nnderstand the constant intercourse bet
ween the Bashtrakfttas and the Eastern Chalukyas we can see the reason for this identical 
treatment of the figure. The RamAya1,ta and the Mahabhli,'ata and the BhlJgavata have 
been an eternal source of inspiration for the decorative play of the sculptor on the surface 
of the walls of temples. The plinth of the Ellora temple has several lovely scenes from. 
ihe Bamaya1,ta and the Mahabharata just as at Aihole in the Durga temple of early Western 
Chalukya date and the Gupta temple at Deogarh. This scene probably represents HavaI}.a 
fighting Jatayll. It is a favourite SCl~ne judging from the fact that it occurs both in early 
Western Cha.}ukya sculpture as at Pat,ta(lnkkal in the Virlipaksha temple and in the 
Ra.shtraklif,a Kailasa temple at Ellora in almost identical form. As the sculpture here is 
fragmentary the rest of the scene showing Ja,f,ayu is absent. 

Another, scene from the Ramayal),a is suggested in the fragmentary carving of two 
princes under a tree with a monkey on it (PI. IX a). This probably represents Rama 
a.nd LakshmaI}.80 whom Hanumii.n approachei at the instance of Sugriva, This sculpture 
reminds us at once of similar situation in the Javanese panels from Prambanan. Ramo.. 
IS seated despondent with his hand in the alapadma attitude suggestive of wonder which is 
as much as to'remilol'k whether there could be a more unfortunate person than himself, and 

, . 
LakshmaI}.a standing beside him attempts comforting him. Hanunllln seated on the 
branch of the t~tle if!' waiting to approach the princes. 

Much more mutilated hilt still vel'Y significa.nt is a panel representing the 've1,mgana 
of KrishI}.a 'playing the . flute and hoMing the ci,ws ftnd cattle spellbound by his divine 
music'(Pl. X'a). The c?whet;d boys go into ecstasies and the cattle lift their heads up 
a.ttracted by the soft strains of mpsie, rfhe jewelled waistband of KrishI}.a, with long 
central tasselisvel'Y characteristic of Uii.!!ht,raklita influence in Eastern Chii.lukya territory. 
But this element of decoration is 1111 the more vivid and elabol'attl in every Ii ttle detail 
of the yajJi6jJaV';,ta, the uda7'aliemdha. the wai~t.halld, the hei7'a, the key/t,1'a, the kU1,tl,lala,s. 
the vaijayantimala a.nd the ki7'ita, of Vishl)u and t.he Ita,ra. and eoifi'ure of Lakshmi in the 
La.kshmimirii.yaI}.a figure which is n.hw another fragment from here (PI. IX c). 
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And yet another fragment shows GaruqaniiriiyaJ:tn YiRhJ:tu 11l1llti-armed Reated on the 
shoulder of Garuqa (PI. X b). Though very much worn it RtiIl retain;; the grace of its 
original finish and the curves of the fignreR illnstrate what a masterpiece it Rhollld have 
been when it was fresh from the sculptor's workshop. It recallR Rimilar figureR of Vi~hJ:tu 
on the Garuqa of early date specially GaruqanariiyaJ:ta from Rajgir and Deogarh. The 
temple ofVishJ:tu which was adorned by these carvings is unfortunately no more in existence. 
But the sculptures which probably represent a very early phase of EaRtern Chalukya work 
must be ac:signed to the time of some early succeRsorR Of KubjaviRhJ:tuvardhana who was 
a great devotee of VishJ:tu, Paramabhagavata. It iR not unlikely that the term MaJ:t(Javya 
is only a corruption of manavya which is the gotm clan of the Chalukyas. 

This early phase of art in the Eastern Cha!ukya rt!allll is also represented by some 
more fine carvings from Vijayavaqa which as one of their great seats was embellished 
from the earliest times by the Eastern Chatukyas with several temples of tine workmam;hip 
of which only some have stll"vived. 

In the Jammi doc}c}i there are some pillars of a ma~uj,apa and some carved panehl 
preserved which give a fine idea of the superior artiRtic work of the Eastern Chalukya 
sculptor (PI. XI a). The capitals of these pillars with seated lions at the corners on either 
side of central projecting corbels facing the fOllr c1irectionsare full of life and cloRely 
resemble similar animals with \Vestern Cnalukya and Hiishtrakilta influence in PallfLYa 
and Chola territory, as for instance from Ka.veripll.kkam and also the carvings of the 
NoJamba school in the Chalukya style from Hemiivati in Anantapur district, the home of 
the Nolamba rulers. The corbels of these pillars are most beantifully carved with very 
spirited figures of dancers and warriors on their front. 

One of the panels here represents a number of lllusic,ians and dancers (PI. XI b). All 
of them are denizens of the celestial spheres. A nyrnph towards the. extreme left is playing 
a 'Vi~ta along with her consort who also is thrumming the same type of instrllment. 'rowards 
the right end there is similarly another pair of the celestials, a lady sounding the cymbals 
and the other playing the flute. In between the~e two pairs are three musicians, two 
drummers and one playing the cymbals. Above these figures a venerable sage distinguished 
by his matted locks and long beard is shown resting lying flat within a rectangular hlock. 
The sage is probably the famolis SiitakarJ:ti who was doing penance lying absorbed in his 
aquatic abode in the lake Paii.chapsara where he was enticed throngh the aid of five celestial 
nymphs by Indra when he was n.l!).rmml at the severe penance of the anehorite Who subsisted 
only on tender sprouts of grass like the deer of the forest. K{1liLlasa in his description in 
the Ragh1wamsa of the progress of the aerial car towards Ayodhya places the ii.4f"ftma of 
Satakal'l).i beyond that of Agastya and giws a graphic pen piCture of the sage in his mansion 
below the waters of the lake not only listening to bnt absorbed in the music and soundin ct 

b 

of the drum, the sweet notes of whi·.;h reached the balconies of the celestial car itRelf. 

7 
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l(('1 .. t!~'iffrr~ ~crr: OO~ iWr ~~~ I 

~ QQk16100t ~~Ik1<IC?ttlf~~~ II 

3U 6 ~~I'5I'lft1~: m~'li~ I 
.'-" 

@i1TfcT~ ~lQ;fk1: Q~lceil ~~II 
('1~lq'ik1~~: ~m~('1W!:~: I . 

~: 3tlffflrMilMI a:rUr m~: cmRt II 
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Rttghuvamsa, XIII, 38-39-40. 

Probably connected with the same story and as it seems in continuation of the earlier 
one just mentioned are two other panels representing da.nce and music (PI. XII a b). One 
of these presents So beautiful dancer in a lovely chatura pose while' another dancer stands. 
towards the farthest end watching the movements of the other dancer to the sounu of 
cymbals and the drum. 

The other panel shows a woman playing a flute, one sounding the cymbals, and another 
a small hand drum while a dancer towards the extreme right dances in the chatu1'a pose 
with her right hand in the karihasta and the left held in pataka suggestive of protection. . . . . 

In all these panels t~e figures are all very animated and the movements full of· life. 
The swaying of the heads by the drummers in the first panel, the heads thrown up in 
rhythmic consonance as the fingers sound the drums, the similar attitude of those playing 
the cymbals, the conscious enjoyment of the music as the flutist plays his flute and the 
'V''i'l}a players nodding their heads in approbation remind us of the line 

et10w.jl~"'~C?I~fAl('1~nl\jl "IlITfir ~~ I 
N avaratnamala, 6. 

Inthe.s~on~panel the intense gaze of the drummer as he watches the correct timing 
of the cy~bais hi ~erfect consonance with the movements of the dancer whose swift swaying 
of limbs and movements of faces turning now this side and now the other shows expressively 
his appreciation .asit wer.e as·he stands beside the other dancer who pulls herself up to 
gracefully standstill ~or w while absorbed ill: oontemplation of the superior charm of this 
divine art of expressi'o?- by gestu:\-".e reminding us of Ka.lidii.sa's wonder whether dance which 
he descriqes as an ocular sacrifice for pleasing the gods 

~~a:'il'i"'f.?o ~: CfiRr ~ T.[T~ I 
Malavikagnirnitra, I, 4. 

is more charming or.tll,echarming position -q.f the dancer I,ts she stands for a while not in 
~tion but in repose' 

if.11~~ql: ft.tI('1'iR1('1{j ~1k14i&\Il<!ffi~ I 
Miilavikagnimitra, II,' 6. 
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The third panel shows even more vigorous figures, . the dancer keeping pace with the 
drummers and musicians by her quick movements perfectly keeping the count of time. 
The dancer herself with her hands thrown abont in a characteristically artistic manner 
reminds us at once of an earlier painting of the Pallava period of Mahendravarman's time 
from the Sittann,avaaal cave of which this is a reverFed type and also a similar figure of 
da.ncer from a famous panel in the story of Siddha.rtha at Barabudur. 

The musical scenes that abound in early Eastern Chalukya sculpture suggest the 
a.esthetic appeal of the time and the great popularity of the fine arts, specially musi(' and 
dance. There istprobably an exuberance of expressi<,>n of musical appreciation in the 
prolific occurrence of scenes of musical orchestra, classical and folk dance; the latter in 
groups of damsels with pairs of small rods struck together to keep time and produce an 
effect of consonance with the swaying movements of the dancers separating themselves 
into pairs in the groups. The effect of rhythmic movement, perfect count of time and 
group discipline makes this hallisalasya or kolattam one of the most fascinating folk da.nce~ 
known in India. 

In some panels occurring on the walls of the Malhisvara teluple at Vijayav34a belonging 
to the time of Yuddhamalla the carvings which are not only full of vigour and animation 
but also elegant reflect the high !1esthetic sense of the sculptor and his proficiency not only 
in his art but also in the allied arts of music and dance recalling the close connection between 
these arts as recorded in the ear ly texts of Chitrasutra like the I ine of theVish'lJudharmottara 

~~ tfqT~ ~\1~ ~ I 

iW~II~ ~~ fi:.r-ir ~ ~ ~ II 
3ffflit ~ if ~c:rmt ffilf ~ ~~ I 
if ~ FlifT ~ :ID~~~ II 

Vish'lJudhar'l1wttara, IIIi .i,4. 5, 7. 

The musicians are shown within a rectangular frame around which there· is a group 
of damsels vigorously swaying their limbs and sounding the small wooden rods in consonance 
with their movement (PI. XIII c). The kola[tam which is so popular even here as addi 
group dance gained greater favour with the, people with the lapse of time and the long 
plinths of the ma1.irJ,apas of the Vijayanagar period all over as at Hampi repea.t this motif 
inprofusion suggesting the great popular appeal for the art and the a.tmosphere surcharged 
with this musical joy. 

Another panel (PI.XIII b) shows five musicians in a row all with right leg bent and left 
thrust back in an attitude of flying as usually celestial beings are often represented in 
carvings, the firs~ playing flute; the second and third who are damsels sounding one a gui~r
shaped virJii, and, the other a pair of oymba1s, and the'last two playing a vi'lJa of the 
long and slender type.· . 

Another panel of the same time represents graphically the fight of Narasimha with 
Hira1}.yakasipu (Pl. XIII d). The doughty commanders or' the- demon king are shown 
engaging the martial ability of Vi!;hnu's incarnation. Trampled under his fqQt lies one, and 
fighting from the four directions with tireless energy'are four others, oneef th~ probably 
the trampled ~me. is HiraJ.lya himself. The umbrella. is held 'up over ·N~siIhha.a.nd 
the demon king even e-s in the case of Mahishasura. fighting Durgi in the Ma.haIla.liVuram 
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punel, in both these caseR Sl1gg('st.in~ of the imperior l"Clyal glory of the vanquished. Near 
the foot of Narasirilha and illlploring him to spare her spouse lying at. his feet iR the dl'JllOll 

queen who was a model of chastity and devotion to her lord. 'I'his iR a great mast.erpiece 
probably glorifying Narasililha better than allY other reprcRentation of hiR of ot,her )-;('hools 
of sculpture in the country. 

'ro this same period may be assigned a fragment of carving found lying at the foot of the 
Parthisvara temple near the Krif\Jl1~ll canal. It iR a Siva ga1./.a' exquisitely carved, with 
much olit l11uti lated, hut still retain ing som ething of itR original finish to Rllggest how beauti
ful it should have been when complete (PI. XIII a). The face is most expressive, the eyes 
elegautly carved and the hair in ringlets carefully arranged in artistic fashion around the head 
and decorated with a jewelledfilld,. '1'he ear-ornaments, necklet and wla1'abandha are a.ll 
in perfect consonance with the deeoratin~ clJarm of this,little ga.1.ta figure. 

Close to it lies in three broken fragments a long pedestal of exquisite workmanship 
showing the respective vahanas of the lVIlltrik:ls beginning with Brahmi and M:lbe~v:HJalllL 
ending with ChamUl~(J3. (PI. XV a). These mounts of the mother goddesses, swan, bnl!, 
peacock, garm}a, 1-nlffalo, elephant and jaekal are so well proportioned and beautiflilly 
earwd that they snggest what a marvellous group of exquisitely cl1rvec1 figures representing 
the deities has I,t:'en lost. 'I'hese figllres show to what heights the }i}astern Ch:'L!ukya seulptor 
could rise eVen in the depiction of. anilllrti stlHlies. 

This dexterity of the hand of the Easterll Chalukya sculptor in portraying animals and 
his masterly stndy of the beast in its numerous forms is not only to be observed here hilt in 
the still earlier monolithic foreparts of elephants, one pair of which shot.ld havc adorned 
a yery early direlict temple at Vijayavii<}:t, and is now prcserved in the Maclras Government 
Museum. 'rhe beautiful modelling of the temples and eurved trunk, the natu~al folds of the 
Happing ears, and the straight and heavy forelegs fashionecl,by probably the same sculptor 
that wrought the monolithic dVil'rapalas, also preserved in the same :Museurn, tightly take 
a place with the magnificent el('phants in the large group of carvings eonstituting the scene 
of Arjuna's penance at Mahabalipuralll , and those eomtituting the long rows of animals 
supporting the heavy plinth of the stupendous eighth <!Cntury monument of Kailasa at 
Ellora which is a wonder of achievement in the art of the Rcnlptor. 

Originally found fixed on the Indrakila hill but now brought down and set up near 
the Akkanna l\Iadanna cave is an inscri lled pillar with earvings on all the four sides(Pl. XIV). 
This has been discllRsed and described amI the inscription edited by Mr. Krishna Sastri. 
The inscription gives the several nameS of Arjnn::t and mentions how the pillar was set up 
at the place where Arjuna performed pemtnee by the son of Kaliyama-Boyi of Pechchev3,(}a 
na.med Trikoti Boyi who considered himself an incarnation of the Yaksha who accompanied 

. Arjuna to the IndrakIla hill which he supposes to be the same as the mountain on which he 
established the pillar. The chieft.ain ,,,ho erected the pillar was'a contemporary of one or 
other of the Eastern Chalukya king" of about the ninthcentllry A.D., to whom he was very 
loyal as the inscription records and the seript displays the stage of evolution of writing about 

that period of history. 

It is probahle that the erection of this pillar and recording a belief that this was the 
place where .\r]una performed penance for the p{i.~'/lpata weapon favoured the building a little 
Jate~ of ~he'Pal'tblsvara temple. Any\\ay the title Yuddham~lla borne by princes of the 
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line, the Mallesvara temple and th(; Piirthlsvara temple in the context of this pillar and 
the great popularity of the theme in f'arly medicyal sculpture all oyer the land shows 
the power of influence of thiR thonght in the realm of the EaRtern Chalukyas 3,f'. well. 

The story narrated in the panels on all . the four sideR of t.his pillar is one of the mORt 
popular in art and literature. It is that of Arjuna's effort to obtain the pasttpata weapon 
from Siva as giv~n in the Mahabhamtaand made more popular in his lovely poetic ballad 
of the Kir{Uiirjttniya by Bhiiravi, the poet who lived in the days of SiIhhavishI;lu Pallava 
and inspired the carver of Mahabalipuram to create his masterpiece of Arjuna's penance for 
the pasttpata weapon. Earlier even in Gupta sculpture as on the pillar from Rajaona 
now in the Indian Museum this popular story is narrated in srlllptured panels. The Eastern 
ChiilnkY,a carvinf,{ is only ano~her version of what we find }lot only at Mahabalipuram but 
right in the Chalukya'homeland at PaHa<1akal in the Virflpaksha temple. The tremendous 
popularity of this theme is observed in the occurrence of a lengthy na,rration of a sequence of 
incidents from this story on the plinth of the early Chola gopum of the Hajarajesvara temple 
in about 1,000 A.D. (Fig. 23). 'fhe story was a gl'l'ltt favourite with both sculptor and painter 

C,S. del. 
FIG. 23.-Kiruturjuniya. panels fron. the Brihadisvara temple. Tanjore. 
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and many a temple O.f the Vijayanagar periO.d bas a narratiO.n O.f the Kirii.ta incident, O.ne 
O.f the mO.st nO.tewO.rthy bO.t.h in line and cO.lO.ur and in sculpture being frO.m the temple at 
LepiLkshi.1 

The inscriptiO.n O.n this pi1lat gives Ii giRt O.f the stO.ry O.f the penance O.f .A l.'juna fO.r the 
pasupata weapO.n, hO.w dwelling at Dvaitavana, Arjuna intensely f!:lIt for his brO.thers in 
distress, and intent O.n getting the powerful pasupata weapO.n, and aided by VishI}.u, prayed 
to' Mahendra, andon his advice, resO.rted to' the Indrakila hill, perfO.rmed austerities, pleased 
Siva, and frO.m him O.btained the pasupata weapO.n. It al!'O. mentiO.ns hO.w the Yaksha who' 
then shO.wed Arjuna the Indrakila hill was nO.,w bO.rn as TrikO.ti-BO.yi, sen O.f Ka1iyarua BO.yi 
O.f Pechchev34a, and remembering hiR fermer birth and assO.ciatiO.n with Arjuna set up this 
pillar. The qualities O.f TrikO.ti BO.yi are also' recO.unted. 'The inscriptiO.n reads from bO.ttO.m 
to' to'P and is en two' sides, nqrth and sO.uth. 

The panels en this pillar are in three rO.ws and have to' lie fO.llO.wed in the sequence O.f 
north, west, sO.uth and eas~e rO.w after the ether. The top J'?W shews the three principal 
deitiesO.f the Hindu pantheO.n who' are shown tO.gether in all early medieval temples as in 
these O.f th~ VishI}.ukuI}.Qins, Western Chii.lukyas and Palla vas ,and as described in inscriptiO.ns 

mentiO.ning such temples like ~~~(1lq(1'1~. The first is' Brahma, the next 
Siva with his CO.nsO.rt FiLrvati and the third is VishI}.u and the fourth the sym bO.lic liitga fO.rm 
O.f Siva which is actually enshrined in the Siva cell in additiO.n to' the SO.miLskanda fO.rm O.f 
Siva cO.rreRponding to' the Brahma and VishI}.u figures in the adjoining cells Qf the many 
Pallava shrines O.f Mahendravarman's time So. these figures O.f the top rO.w shO.uld net be 
brO.ught in as part O.f the stO.ry O.f Arjuna narrated in the panels belO.w as these are distinct 
frO.m the deities in ,the tO.pmO.st panels. 

So. the a.bsence' O.f Mahendra and the presence O.f Brahma in the first panel O.f the first 
rO.w should nO.t'puzzle the O.bserver. NO.r should the terms Brahman used in the verses O.f 
the Mahiibhiirata stO.ry 

'~ (of( ~ ffi(f ~ij): ~~: I 

and 

(=NT 'ref~p.mft~ ~)S~'141i1Cfta: I 
~"~:q1gql~ie ~~~~ II 
~ '~: a 3ftct': ij' ~: snref.it'4 I 
qt~'.nt'€t,oo~~ II 

," ." 

!tfahabh{wata iii, 37, 11. 

'" ,Mahabhiirata, iii; 137, 83-84. 

be un~~rstoO.d a~ t:~ fe;rring to' 'Br.a.hms.' ,a.CJ it is distinctly: th~~~, given that Mahendra appea.red 
'80S an O.ld s'age who', advi,sed Arjuna to' appeaseSi'v&; ~ndjt 'is firsts~ge Vyii.sa. and later 
Indra di~guis~,801i'a., sag~ who' is referred to' as Brahmaniil these verses. . .. .. .. 
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Similarly the presence of either VishI),u or Haraganri or the Sivaliilgashonld not be 
brought into the sculptural story narration; specially the throwing of the flower garland by 
Arjuna on a small earthen mound he prepared to represent Siva to assure himself of victory, 
a.s he felt his opponent invincible, and his wonderingly noticing that very garland on the 
head of the kirata should not be brought in here simply because of the presence of the SiYa
lingo. in one of the topmost panels, as all the topmost panels do not logically fit in the story 
and a.s they excellently explain'a scheme of representation quite distinct from the narrative 
in the panels below. It should here we remembered that the sculptor follows the story 
as given by Bharavi rather than the story in the Mahabhamta. 

The Yaksha mentioned in the inscription has no place in the lIfahabharata story though 
Bharavi introduces this character as one who came to lead Arjuna to the Raivataka hill. 
The story of Bharavi shows how Siva was pleased when Arjuna caught him by his legs as he 
wrestled with him and then aud there revealed himself and bestowed the longed-for weapon 
on Arjuna, and the worship of the Sivalinga by Arjllna and his recognizing Siva in the Ki'filta 
by those very flowers which were his offering in worship does not come in at all in Bharavi's 
narrative. The great quality of a malla in Arjuna was the object of a.dmiration for Siva 
here and well may Bharavi say 

('{t!T-IT (P.ff rr ~ ~ ~ ~:f3Ci3Bf..I(1~ I I 

~~: @ifM(tf,iIir ~ ~~R tlffi~ II 
Kirat{ujttniya, XVIII, 14. 

And the wonderful term ?nahahavamalla used by the poet in the line 

Ki1"atarjftnlya, XVIII, 8. 

became a favourite title for severa.l Chalukya monarchs. 

The story begins on the north face in the middle tie,r immediately above the inscription 
and represents Arjuna doing severe penance standing on one leg but carrying hiR weapons 
about hiro as described in the legend. 

The story goes that the rishis got frightened at the s.evere penance of the armed ancho
rite, and resorted to Siva to aid them in knowing the purpose of this great austerity. The 
middle tier of the western fa.ce shows Siva and Parvati disgnised as Kirii.ta and Kirati 
with the bow prominently present in the hand of the divine htmter who starts to find out 
the purpOse of Arjnna's penance. 

The third panel of the story is the middle tier of the southern face where Arjuna i!! 
shown shooting Mllkamra, the demon who rushed towards Arjuna, to kill him. The, lower 
tier is devoted to the continuation of the inscription on the northern f~ce. 

The fourth in'this series· is the corresponding middle tier on the eal?tCl;n, fac,e. of the. pillar 
where the Kirata shoots all arrow on the selfsame boar andclairns it'as.his to which' .t\rjllna 
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objects pointing out that the shot of the Kirata on game already aimed by him was against 
the rules of sportsmanship. 

The scuffie that ensued is shown in the bottom panel on the western face. Sivaafi 
~'ira.ta and Arjuna are depicted wrestling with great gusto and Parvati is watch;:1g the game. 
The boar, the cause of this dispute is down below where the ga'l]-as that followed the Kirata 
according to the story watch with wonder the mighty combat of two great mahahavamallas. 
It is here that Bharavi praises Arjuna as having tripped Siva the great victor of the Tripuras 
by catching his legs as he jumped 

~ ~1(qRG#I+H1(1 @I~ ~ ~: t 

~moni{~~Riffl-il~l~ ~ ~ 3(1~ II 
Kiratat'juniya; XVIII, 12. 

And so wondered Siva the destroyer of all action at the great act of Arjuna in trying to 
throw him down on the ground·· 

~o: ~.~ Cfiq1JTT ~t ~: 'R: 3+1T"\ , 

~'tl':t'I+M~oir ~ ~ ~ ~ II 
Kirlitiirjuniya, XVIII, 13. 

The next panel, the bottom one on the eastern face shows Siva pleased and revealing 
himself'in his true form to Arj'una who immediately bows to him 

~ ~~+IfiSRf fu<fe f;(u~"$.)~ql I 

~d~'1.f)lt< itt ~~ ;;;n1t~: II 
Ki'l'iitiirjftniya, XVIII, 15. 

and that pleasure of Siva wonderfully put by Bharavi as Siva's appreciation which was all 
the more for his might and skill as a wrestler rather than for his austerities 

01reT ~ or ~ .~ lllf.1I"14"11 ~::!8('R':4(1ql I 

Kiriitiirjun'iya, XVIII, 14. 

The gift of piiSupatastra is also presented in this itself as it is represented as a flaming 
: . 'obJect in·a rectangular box held in his right hand which kneeling Arjuna with bent head and 

supplicant hands is receiving from the IJord. 

,A LEGACY OF MONUMENTS WITH :SCULPTURAL WEALTH. 

Midway behve'en Samalkot and Rajahmundry IS the village of Bicca volu which con tains 
several important temples of the early Eastern Ch~lnkya period. The village is named after 
a title of the king B~rudankabhima who waR no other tha~ Gu~aga Vijayaditya III. In the 
vicinity of the village but in the fields stand three temples deserted and almost on the verge 
of decay and within'the village another group of three temples still under worship. 
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Among the temples in the fields there is one larger than the others and which lacks 
profuseness in decoration though all the architectural features observed in other temples are 
present here also (PI. XVI a), In this there is an almost total absence of figure sculpture 
as even the niches are bare and except for t.he carving of the d'lJiirapalas on the door-jambs 
and Lakshmi on the lintel there is very little here of sculptural detail, Still from the point 
of view of architecture the features are v~ry interesting for a study of Eastern ChMukya 
temple strudure which follows the Draviq.a type inspired by southern traditions. As 
observed both in Pa~lava and Western CMlukya territory, the vimiinahere immediately 
brings to our mind the Pallava type which has been the main source of inspiration ~ven for 
he PaHaq.akal group and the famous Rashtrakiita monument at Ellora. 

The dViirapiilas here on ths door-jambs lie also half-buried as t~e floor level has consi
derably risen constituted as it is of the earth from the field a.ll around a.ccumulated during 
the ages. In characteristic form one of the dVii1'apiilas h.as his hip twisted in the Pfishtha
svastika forin while the other has just one leg crossing the other as he stands at ease like his 
other companion re&ting on his huge club (PI. XV b). There is a snake in one of the hands 
of both the dViit'apiilas and a hand is held as uSlial in the vismaya pose of wonder (PI. XV c). 
A lady attendant stands beside the dVii1'apiila in each case, the lady on the left being shown 
in side view, a tradition that iR observed at l\'Iahabalipuram in the case of several figures, 
which has tremendolls artiRtic effect. 

Beyond this and a little away and probably nearer the village and on its outskirts 
stands another temple which is in a very sad state of preservation (PI. XVI b). Unlike the 
previous one which is bare of decoration by the introduction of animal and human motifs 
this temple has several figures which constitute valuable materi·l for the ~tudy of the 
sculpture of the period. The three large niches that have the miikam tOt'a1,ta decoration on 
top, a feature which i~ lacking ill the former temple, have figures of Siiry~ (PI. XXVII a) 
and VishI}.u (Pl.XXV d) in them. On the tiers above there are several figures representing 
individual iconographic forms and motifs like the mithunalwhich are excellent material for 
study. The doorway of this temple has an unique feature as it shows the two river 
goddesses, Ganga and Yamuna on either side, a feature that is absent in other temples 
of the period in this. area I(PI. XVII). This view of Ga.nga and Yamuna as guardians of the 
doorway which is very common in Gupta temples is known to have been brought along with 
the Piilidhvaja banner as symbols of sovereignty from the Yamuna-Ganga doa.b by the 
Western Chalukya. king Vikramaditya of Badami through his son Vinayaditya who led 
a north Indian eKped~tion and returned victorious. This was later appropriated by the 
Rashtrakiitas, the poljtical Bucces.sors :of. the early Western CMlukyas •. As the .Eastern 
Chalnkyas were eternally at feudwitil the Rashtrakiitas, and as GUJ}.aga Vijayaditya. was 
a king of this dynasty to whoiil, accordirrgto the inscriPtions, even the Rashtrakiita king. 
Vallabha paid homage, he was, a.s the insc~'iption says, the lord of ihe entire DakshiI}.apatha 
incl~ding Trikalinga and won· the symbQls of the rivers Ganga and Yamuna an~the banner. 
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PaUdhl'aja which symbols of sovereignt.y the Rasht,rakfltas had inherited from their poli
tical pl'erlecessors. This fact gathered from the Satalilru grant of GUl).aga Vijayaditya is 
sculpturally borne out by this new introrluction in this tcmple which lIlay be assigned to the 
time of this king. Other fact,ors also point to this date. For instance the GaI)esa images 
which occur on the tiers of the vima,na show a single pail' of arms (PI. XIX a.), a feature that 
can be observed not only in earliercarvingR of GaI)esain the Eastern (PI. VII ab) and Western 
Chalukya territory but even also on the seal·of GUI)aga Vijayii.dit,ya from Satahiru 
(PI. VIII). This seal is a beautiful work of art illustrating fine makara figures exactly like 
those f~om the maka1'a t01'a'IJa over the niches in this and the other temple., and also as they 
occur as decoration for the kiu!tlS of horse-shoe shape (Fig. 24). 1'ill the time of GUI)aga 

C. S, riel, 
FIG, 24,-l\u'lll from tl'ml'J .. , Bi('ca\'o]u, 

Vijayaditya th~ single pa.ir of arms of GaI)esa continues though in his time the additi'onal 
pair is also introduced and another maHterpiece of about his time shows the additional pair, 
of aims for a; GaI;lesa in the Golingesvara temple (PI. XXI) which should also be assigned 
to the tim~ of Vijayaditya or slightly later . 

. 'Somewhat separately sitnated on the outskirts of thc village iR yet another temple 
(PI. XVIII c) with features bearing close similitude to the one just described, having very 
simila.r central niches on the three sides with the 1naka1'a decoration and with figures in 
them .. One of these and a striking one is Siva dancing in the chatw'a pose in his Nataraja 
form (PI. XVIII b). Though the 6ikha1'a of this temple is unfortunately ruined 'and lost 
the material for the study of the architectural motifs of th~ Eastern Chaluk) Ii. temple is very 
rich herc. f1'he to,'a1Ja decoration on the niche (PI. XXII e) whidi closely resembles the 
~outherp type as we find at Kai?-c'hipnram in the Kai )asanatha. te'mple (PI. XXII a) shows 
the iloriarted tail. of the makara on either side, the cherub Ga~ta seated on the rnakara and an 
a.r~h~ iss.uing ,troD;! the mouth of one makal'~.' to" 'ineet. the, ,~outh . of the other 
~ri the'. othe~ side, and' there are r~aring lions o~e on- either side ,neal' the curled up snout 
of the '~n~l~,ias. '. The sinall carved central pl'oje'ctioor'ight above the lintel of the niche 
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is also very characteristic. All these features recall Rimilar execution in the Rtructnrn.l 
temples of RajaRimha in Kallchipuram and in the homeland of the Chajukyas at 
PaHaqakal. 

The k{uJu is characterized by a greater profusion of the maka1'a element introduced 
on it than in similar ones either from the Canarese or Tamil dif;tricts. Complete figures 
are shown in the kiuJ,us rather than peeping heads as in earlier Pallava and Chalukya 
counterparts. The row of t'yala busts is also characteristic here of the motif in the south. 
It is particularly to be noticed that there are mithuna figures on the tiers (PI. XIX a) that 
recall similar motif from Orissan temples and the reason for this is clear as we are aware 
from history of the connection between€he Eastern Chl1!ukya. rulers and Kalinga. It 
should be specially remembered that Gut;\aga Vijayaditya was the overlord of Kalinga 
and the Ga1)esa figure here on the tiers of the 1Jimana which should be assigned to his time 
(PI. XIX a) shows the deity with a single pail' of arms exactly as it is in the Sataltlr grant. 

The row of geese under the eves as a motif which we find occurring at Maha.balipuram 
(PI. XVIII a) is repeated in tl;is monument just above the niches in the place where it ought. 
to occur (PI. XVIII b). The temple itself is in the sot:thern style with several elements 
suggestive of northem influenee through Orissa. 

One f..uch prominent feature here is the presence of Lakulisa in exactly the same 
form as he occnrs in Orissan sculptures (PI. XIX b). It should be remembered that at 
Mukhalingam even in the Eastern Gailga temples Lakulisa is substituted for Dakshi1)amiirti 
as this figure is a favourite one. Lakulisa occurs so often in OrisRan sculpture that it is 
no wonder this motif struck the imagination of not only the Eastem Chalukya ·sculptor 
but also the pious builder of the temple who wanted to have Siva as the great teacher 
introduced in all his glory as in Orisqa. Thus we have a form of Lakulis~ travelling· south 
earlier than the one intrvduced two centuries later by that great conqlleror who brought 
home Ganga., the emperor Rajendrachola, the son of Rajaraja the Great. .q'his later image 
whos~ origin and significance is now forgotten is enshrined in a cell in the Tirnvottiyiir 
.temple at M.adr.as. Rajendra honoured the great Saivach~ryas from the banks' of the 
Ganges during his great expedi tion in quest of the G!l.nges, and being struck by this form 
of Siva introduced it as he had introduced many other motifs from the north in South India.. 
A forgetful posterity has styled this image in Tiruvottiytll' as. GaullSa which though 
a.pproximating the term Lakulisa is still an obvious mistake for Laknlisa.. 

We may now compare the'Lakul~~a figure from Tiruvottiyiir (PI. XIX c) ~itli the Que 

introduced from Orissa intlie EaCite'rn' Ch.ii.tukya temple. The m.udras of tlie hand of the 
lower pair of arms are very signIficant in bo~h. The hands are in ~he -attitude o-{ prea.ching 
which is so characteristic of Buddha in the dharmachakrapra'l)at·tana attituQe. Ih fact 
both these sculptures remind us at once of Buddha prea.ching the law at Sarnath. In the 



50 [G.S. YII. 2. 

case of the sculpture from BiC'cftvol the lotus on which he is seatetl with its long stalk flankt'cl 
by figures at once recallR Bllddhu. figures in similar at.titude Reaterl on lotus with a long 
Rtalk that penetrated to the nether world as the story goes, which the NagaR tried to shake. 
'Ve have such images at AmaraYatl and elRewhere and it would be interef<ting to compare 
this with that. This figure of Lakulisa carries the akshamala and the kapala in his other 
two hands and the Zaguq,a or the long stick held against his shoulder is very characteristic 
of this icon; and it is interesting to find that this form was intr<;>duced south of Orisf:a 
two centnries before Rajendra brought it further south. 

In the villa;ge itself there is a group of three temples dedicated to Siva. The central 
shrine, which is the largest of the three is dedicated to Siva known as Golingesvara and the 
adjacent ones also of Siva are styled f:hrines of Rajaraja and Chandrasekhara: All the 
three temples belong to the same period and may be assigned to the time of GUJ.laga 
Vijayaditya or slightly later. There is greater profusion here of sculpture (PI. XXII b) 

than in the earlier discussed temples. 

In the case of th6 Rajaraja temple there are three niches on all the three sideg, one 

devoted to GaQ.esa (Pl. XXIII b~~ another to Kartikeya on peacock (PI. XXVIII a) and 

the third to Mahishamarddini (PI. XXII e). The Chanclrasekhara temple lacks such 

figures. The central shrine of Golingesvaht. has a wealth of iconographic material, as all 

around it, in niches and between pilasters, there are figures of Surya, VishJ.l'l, Vayu, Indra, , 

Agni, Bhikshatana, Brahma, Naga with kalaSa, SkILnd<t., Nagi, Ekapada, Ganga, ChamuQ.qa, 

_Mahishamarddini, Vrishabha, Kankala and Ardhanarisvara. The general arrangement of 

these temples with their niches, k£lq,US, pilasters, gargoyles, etc., can be understood by a look 

at a side view of the GoliIigesvara temple (PI. XXII b). Some of the figures composing 

the rnithuna motif and Stlrasundaris in Muftls like the one from the GoliIigesvara from 

the virnana top in. threequarters view (PI. XXIII a) remind us at once of similar Orissan 

figures and also thoRe from Khajuraho. 

In the rn~lkharna1.Lq,apa of the' temple of GoliIigesvara are preserved two exquisite 

masterpieces of Eastern Ch8.lukya sculpture, one representing Siva and Parvati in the 

10rro known aR .Aliilganachandrasekharamflrti, and the other, a seated figure of GaQ.esa. 

Both these are great masterpieces. Unlike the usual .Aliilganachandrasekha.ramurti in 
Southern India wherein the upper pair of arms are ghown carrying the pamstt and the 

rnriga , the axe and the cleer, while the lower oneR are in abJIO,Yu, and in emhrace on the waist 

of Devi, here in this scnlpture (PI. XX), one of the npper pair of.arms carries the sMa while 
the other is in the alapadrna attitude snggestive of wonder. The lower pail' is in the f'ame 

position "a<; in si :nilar images of AliilganaC'handra~ekhra·amiirti. It is interesting to note 

the untaJ1ya or" t.he I nder-garment of DCYI fiqanged in exactly the same manner as in the 

case of the earh" figures in the panel frolll Pe lldamutJiyam. rfhe katiMtt1"a and the side 
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tassels, etc., are all in the usual Chalukya style charaderistic of the ~ollth. The !/njJir:pat~ita 
is a. broad ribbon with a loose ribbon knot, a feature to be noted in latl' Pallava, ·Western 
Cha}ukya. and early Chola sctdptures. 'rhe jatll?JlUk1lta of HiYa ann the km'al.lifa11Wkutn, 

of Devi are after the sou thern tra<'lition. 

The Ga1).esa image is an outstanding masterpiece (PI. XXI). Thejatdmu./mta is here 
very clearly and beautifully fashioned in the northern tradition by the scnlptor who has 
also adorned it with pearl festoons issuing from the mouth of a si1idlal1wkha l;sed as a central 
decoration for thejatatnttk!lta. Lovely little chiima.,·aR adorn the ears. There is a garland 
of bells on the neck as well as the feet. The u.dambandha and the 1uigayajrwpavita are 
shown. Th.e keyitras are of the early type in the form of a,nanta coiled round the arm. There 
is an additional pair of arms which.is a fresh introduction just abo-nt this time in this area. 
One of the hands carries the ak.~ha1n{jl{i while the other carries the par(l.~tt. The other two 
hands carry the broken tusk and a vessel full of '1Iwda,ka on which Ga)~eHa is feeding himself. 
The short and stout but very well-marked features, t.he natural elephant's head, a prominent 
tusk, and'above all the artisti(: excellence in t.his figure mark it out as a great mastel·piece. 
The p1'abha behind t.he japis is another noteworthy feature in Cha\ukya SCUlpture. 

In considering this Ga1J.CRa image it would be interesting to see the different traditions· 
pertaining to,the image of Ga1).eRa all OVCl' the conntry !lliring the different centuries. As 
may be seen from tpe figure illu!"tratiJg these details not only does Ga1).eKa lack additional 
pair of arms in the earlier stages all over the country but also wears It simple elephant's 
head without any crown to adom it. It is only latcr that first a small lotus decoration 
rises above hi~ teillples on thc head and develop!; into the ja·tli1nuktlta in northern India, 
the ratnal1w.k~ta in the Chalukya area and thc ka?"al!:.t.lam",kuta in the 1'amil area. Dnring 
the earlier stages we find that G(1).esa in the Eastern Chi1.1ukya territory lacks the crown 
and has j list a lotus peeping out over hiR tcmpleR as in early specimens of this image in the 
Western Chii.lukya area and further north. But by the time of GU1).aga Vijaya.ditya the 
influence of Orissa is obvious and it may be noticed that thejatii11tukuta is very prominent. 
The Chalukya tmdition of hells is however observcrl here. 

We may now consider the general disposition of the niche and the figures in the group . . 
of three temples with the Goliilgesvara shrine as the principal one. The makara to?·~~ta arch 
over the nich~ is exceedingly well represented in every case in this group of temples, . We 
have only to compare thismakara to?"a'IJa decoration (PI. XXII e) with similar ornamenta
tion in early Pallava structural temples as at Kanchi (PI. XXII a). The tnakil.ra tot'a1.ta 

niche top in the Kailasanatha temple at Kanchi is, for example, excellent for comparison 
with the type occurring here. Sevel~al.\Vestern ChMukya 'Inaka1'a tora'IJa niche.tops.can 
also be brought in for comparison. The evolution of the makara tm:a'1.ta motif fro~ the early 
Amaravati period has been already noticed earlier (see above) and the next stage of evolu
tion of this decorative niche top may be easvy seen by compar.ing the Kailasan·8.tha temple' 



52 [G.S. Vn 2. 

'lnaka,1·a tm·a'l.za with the ma1ca,1·a to,·a1.za of Mahendravarman'R time. Comparison of this 
Pallava niche top with the one from these temples of the Eastern Chalukya would ~how 
the elose similarity in every feature, the flol'iated tail, the gnping modh and the cm·leel 
snout of the nwJcara, the dwarf rider on its neck, the arch issuin,gfrom the mouth of one and 
proceeding to the mouth of the other ma1cm-a, the prancing lion near its snout, and the 
central-bud like projection and f;0 forth. 

Now, to consider one of the motifs occurring within the niche; in the case of Mahisha
marddinl here, great achievement is suggested by two fignTes of cherubs flying above hold
ing a crown over her which is af; much as to say that she is crowned with success in achiev
ing something great (PI. XXII e). To understand this better we have to look to earlier 
representations of a similar nature. At D:logarh in the panel reptesenting Gajendramoksha, 
the triumph of Vi&hJ).u and his great achievement in ref;cuing the elephant from its foe, 
the Naga is suggested similarly by devas fluttering above holding a huge crown on top 
within the niche (PI. XXII d). This early Gupta sculptute only shows one of the stages of 
the development,of this rllotif which goes back to greater antiquity. To comprehend this 
Gupta motif again we have to examine still earlier sculpture. In Satavahana carving of the 
second century A.D., the great renouncement of Siddhartha which is another great achieve
ment iR similarly suggested by figures of deva,,~ fluttering above carrying in similai· manner a 
crown. An excellent example of this type is among the treasures of Amaravati: sculpture 
(Pl. XXII c) in the Briti~h Museum '" 

Durga is here reppated in another niche (PI. XXII b). She is in the northern style 
piercing the buffalo demon with her Mila holding up the sword to ~trike the neck of the 
buffalo from which is issuing the demon. Her left foot tramples the buffalo demon as she 
stands in warrior attitude. It is not Dnrga of the southern type, asw-efind her in action 
at Mahabn,lipuram or Ellora monnted on her lion and striking the buffalo demon, or stand
ing at ease on the cut head of the buffalo as is also usually seen in the south. This tradi
tion of representing Durga trampling and cutting the buffalo is already noticed even in the 
early Peddamm}iyam plaque (PI. I a), is observed in several Western Chalnkya. figures, and 
in the Eastern Chalukya area also the form obtains. 

In one hftheRe niches the GaJ).8sn, figure is fonna (PI. XXIII b) in very much the Rame 
fashion a·s the GaJ).esa preservecl in the lIIall(lapa of the Golingesyara shrine. 

VishJ).u is twice represented carrying the sahkha and chaha, the lotus and the club, 
and wearing the 1'a,nanuilii and other ornament,s, bnt still eimp1er than the more elaborately 

decorated later figm.·es from Orissa, the tradition of which al·ea in representation of thi8 

icon is however followed here (PI. XXIII c, XXV d). In Oi'issan sculpture of VishJ).u of the 
--, ----~ .... -....t-r---:-----~---.------~ ~.- .. ---. - -_.:_ ••. --_ .. ..!.. .. 

, • The Ama'l"llvati ·sculptures in the British Museum have recently been studied by Mr. Barrett whose 
valuable boo1, on this collection has now bf'E!n puhlbhcd bj.' the British )'luseum, ' 
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inediaeval period there is a combination of the .,ollthern anti northern clements (PI. 
XXXI c). The sankha ana chak"a are carried in the normal wayaH ill the Houth in the 
upper pair of arms, and the lower left hand rests 011 the ya,dil. Unlike as in North Indian 

sculpture from Bengal, Bihar, Uttar Pradesh, Rajasthan and other places where the F;piral 
of the conch is held downwards it is here held the opposite way as in the south. The 
chak,.a however in Orissan sculpture haR the central tassel issuing in zigzag fashion from 
the wheel, a feature that is observed in North Indian scnlpture. It is held by the fingers in 
the peculiar manner observed in North Indian sculptllres and not in the lUanner as it is 
held in South India. The hand resting on the clllb iF; reminiRcent of southern traoition 
as in North Indian sculpture the gad{~ i., held up in the bawl. Another important feature 
to be noticed in the case of the Orissan ViEhl).U is that 111' wears the utta1'iya which is 
suggested in flowing lines as covering the chest diagonally with one end of it reHting on 
the shoulder encircling it in semicircnlar faHhion. The ka!'iMtfm has a central tllSi-cl 
composed of a chain-like decora.tion. 1.'he loops :In(l ("(mtml tasfiel are no doubt 

obRerved in Cha!uk~'a sculptl1re ~1l over bnt"thi" C"hain-like decnmtion composecl of linkR 
is peculiar to OrisRa. 

In the Eastern Ch~11ukyan repreRentation of Vish1).l1 some of these interesting features 
may be observed. In the case of the cita,kra, however it is a plain wheel-like thing with 

circular decorations imtead of the Stu~1PY artistic !'pokes ohserye<l in OriRsan selilptnre. 

The central tassel issuing flame-like in it 7,igzag fa~hion i" absent in the Eastern Cha!l1kya 

chak1·a. The hand resting on the club is in mllch the "ame fashion. The utt(f.I"i.YG of cloth 

with lines suggef:'ting the folds is yery much after the Ol"is~an type. The long Jlajiinpa?''ita 

and the vanamala are all important for comparison. 

In the case of the representation of Surya in the niche from the Goliligesvara temple 

(PI. XXIII d) there are lotuses presented in hoth his bands as n"ual Imt the noteworthy 

feature here is that he is attended by Da1).(}a and Piilg-ala, wears top boots anll I)etween his 

feet is seen the charioteer Aru1).a, which form It characteristic of all North Indian 

representations of the SUll god. It is interesting to note that unlike as in South Indian 

sculptilres and Western Ch:11ukya representations of Surya where the god has his feet 

bare, he is,here represen.ted with shoes, a tradition that is observed in Orissa anrl of which 

the famous K01)arak Surya iR a fine example (PI. XXXI b). 

Chamli1).f]ii. in one of the nicheR here (PI. XXIV c) i., very mud, arter the Orissan type whit::h 
is itself closely allie,a to other ~gllrei' 6f the kind frow else;"'here in North India, as for instance 
from Bihar (PL'XXXII b)~ Shu i~ Hcatecl on the p'reWsana, a corpse whiehjackals are tearing 
and eating with gURtO. One of her handH. is in the iwjan;/', an attitude of threatening and 
commanding' silcnc(] and .awe a.nll this tarjm,,'/' finger is just plaeed on her ]ip~ to sngg('st ~n 
a.tmosphere of a we. Her face iR shrunk like her body rcyt;aling her as nlmosfa skel'?toll and 
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on her shrunk helly is the in(listinct mark of a scorpion suggesting tho pn,ngR of hunger and 
indicating her terrific aspect as KL"isodarI. She carries the 7.:hatt~ail{Ja, n, weapon composed of 
bone, a long hone handle with the human skull fixed towards one end. Her kapala 8kull 
cap howl, the khatvaitga weapon, the sword, the peculiar ta7jani, her bundled lip hair, her 
peculiar seated posture, and the hide of the elephant, usually associated wit.h Chamm;l.(}a, 
shown above her in a manner similar to Bhairava from Orissa,' all combine to make 
it 3, really terrible concept. As it is in this fashion that this sculpture oCCUl'S in Orissa also, 
the source of inspiration for this Ea~tern Clla!ukya sculpture is not far to seek for. In passing 
it Illay be noticed that the tradition of represen ting the gajajina over Bhairava, in a manner , 
to suggest the contour of a standing elephant above, long and drooping, as the hide should 
be, a.s seen in Orissan carvings, a fine example of which is preserved in the Indian Museum, 
is exactly so repeated in the case of Chal1l1'I).lja aho in Orissa. It is interesting to compare 
with this a sCldpture in the Indian Museum of ChamuI).Qa from Bihar wherein the hand in 
tmjani, the elllaciated form of the goddess and the scorpion in the belly are very clear. 

In two other niches Kankala and Bhikshatana are represented, one receiving food ,from 
a J.lishipatni (PI. XXIV a) and the other standing with an a.ttendant (PI. XXV a), both 
of them carryi.ng 1nayut"apichha or the peacock-tail bunch in hand. The maytlf'apichlta is a 
very great favourite in Orissan sculpture a~d the influence of Kalinga tradition here is 

obviolls. 

Siva as Ekapada OCCllrs in another niche in the GolingeSvara temple (PI. XXV c) and 

it should be observed here that this deity standing on a single leg is'very frequently met 

with in Orissa. l'ather than elsewhere. It is interesting to compare thi.!ijmage with similar 

representation from Mukhalingam and several other places in Kalinga. 

In yet another niche there is a seated figure of a goddess with bovine head (PI. XXIV d). 
Among the sixty-four Yoginis fro m BheragMt, SutI).a and other places in Central India the 
form of Devi with the bovine head as one of the Yoginis is noteworthy and in the long 
description of the thousand names of Lalita!-Lalita.~ahasranama-Goma.ta is specially 
mentioned. It is the ,concept of Goma.ta which this figure represents in sculptural form. The 

~. 

carving of similar figures from SutI).ii. now preserved in the Indian Museum with an inscrip-
tion on its pedestal mentioning it as Vrishabba. is interesting for comparison (PI. XXXII c) 
as traditions seem to ha.ve flowed from, the Haihaya area also from Central India into 
~astern Ch8.lukyaterritory. 

In yet another niche there is Ardhanarisvara shown here (PI. XXV b). The half of 
the figure representing Siva has two arms, one carrying the Aula in the tradition of North 
Indian sculpture. There is only oneal'H1 on the side of Devi and this carries either a flower 
or mirror. The feet rest one On the bull and the other on the lion as these two a.nimals are 
resp~ctively the t'iihanas of Siva and Dev!. Th~jata is arranged in a bundle on one side ,and 
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on the other the dhammilla of Devi is arrang~d inheautiful feminine coiffure f~shion. The 
sculptor has taken great ca.re to represent the con~ollr line of the figure on both sides with 
special attention ,to narrow the w~ist, widen the hip, dt·oop the shoulder, amplify the 
breast, add a charming smile to the face on'the feminine side with corregponding effect 
of ma.sculine form on the other. This is a great masterpiece indeed. The bringing together 
of bull and lion together here is a.lso reminiscent of sculpture from North India where it is 
common. Here Skanda appears twice in the niches, one in the Rajaraja temple 
(PI. XXVIII' a) and the othe,r in the Golingesvarra. temple (PI. XXVI b). He is seated 
in one and standing in another., In one the peacock vehicle is shown down below his 
master's couch as he is seated and in the other it is shown stretching out its neck as it stands 
behind him for fondling the hand.' of Skanda held out to it. ,The seated figure ca.rries not 
only a spear like the other standing one but also a cock which is so characteristic of Skanda. 
Skanda in his GJrumiirti form is known to have explained to Brahma. the meaning of 
pra1}ava ; and to suggest this ~ishis are shown at his feet awaiting to be enlightened 
regarding the signifi:ance of omkam. The seated figure of Skanda (PI. XXVIII a) which 
so closely resembles similar Kaliliga figures may be compared with a carving from Mukha
lingam of the Eastel'll Ganga school (PI. XXVIII b). 

The standing figure of Skanda is a very charming one and the representation of the 
peacock with its stretched out neck is very natural and free from any convention 
(Pl. XXVI b). 

Among the sculptures from the nich~s there is one of Brahma with attendants on 
either side of him (PI. XXVII b). He is standing on a lotus supported by three dwarfish 
figures which may be taken as the Trayividya or the three Vedas. Brahma.'s face here is 
in youthful fashion following the southern tra.dition and there is neither beard nor pallnch 
which is observed in Northern Indian mediaeval SCUlpture. 

Yet· ano~her sculpture from the walls of the,Golingesvara temple is one of Ganga. 
standing gra.cefully with a mayurapichha or peacock feather fan in her left hand a.nd 
a. v:essel in hel' right hand (Pl. XXVI a). An attendant figure is holding an umbrella 
over her. The significance 'of Ganga. image in Eastern Chalukya sculpture has alreaqy 
been noticed (see above), 

Some loose'sculptures of great beauty lying in the.courtyard of the Golingesvar30 temple 
suggest what 80 wonderful group of Saptamatrika has been lost of which only these few 
remain. One of them is ChamuI}.Q.a. represented with very fearful .face and form seated 
on a corpse on which a jackal is feeding with gusto.(PI. XXIX a). She wears a mU1}fj,a'l'ltala 

and yaj-nopavita ~ornposed of huinanskulls; her necklace is a fearful snake, from h~r ear 
lobes i'lsue snakes with raised hoods, her matted hair is spread about as a hll~e, mass of 
frizzled locks encirc1ing her head and have human skulls as decoration. Her sunken eyes, 



56 Mad,'as Government JI['ll.~~ftrn Bulletin [(i,S, VII. 2. 

gaping mouth and frightfnl tusks strike terrol'. In her rihgt pair of arms she ,has a kha·fvliilga 

and the sword, in the left pair a huge. cobra and a skull cap from which to drink blood. 
She has a sunken belly and the contours of the ribs gr~phically present hel' emaciated form. 

Another charming figure is that of Kanmari seated on a pedeRtal against which is 
Rhown her vehicle. a peacock (PI. XXIX b), The figure is a very Jovely one showing the 
youthful goddess wearing the ka?'a'!'!i!amukuta, necklace, lI.rmlets and bracelets and 1/aj11.0-
pavita running over her right arm, The centrlftl tassel so characteristic of Chalukya figures 
is here very prominent dangling from the katisutra and the folds of the nivibandha of her 
garment issuing from above the waistzone is very artistically displayed. Th~ pa/;a and 
vajra are prominently shown in.her upper arms. While o;le of these is held in the fingers 
in the ka,.tar;,rnukha attitude the other is held in normal fashion. One of her right hands 
iR in abhaya and the other is. resting on her knee. The decorated si1'aschakra behind her 
head is prominent. The face of the goddess is very charming and it is one of the ~ne~t 
sculptures of the time of GUI).aga Vijayaditya. 

The Virabhadra accompanying the Saptamatrika group is also fortnnately preRerved 

for uS (PI. XXX a). Siva is seated with one leg bent on the seat and the other resting 

on the ground, At his feet and below the'sEat is seated his vehicle the Nandi bnll with 

its face turned to gaze lovingly at the feet of his master, The jatlis of Siva a.re arranged 

in artistic fashion as a crown. There are kU'!'!i!alas on his ear lobes shaped like lotus buds 

like similar ones in very early Pallava and ea~ry Western Chalukya sculptUL'es. The broad 

necklace is compolled of strands of pearls, and the uda1',!,bandha is similarly composed. The 
yajnopavita runs in ribbon shape in three strands over his right arm as in the case of early 

'Western Chalukya figures from Aihole (PI. XXXI a). It is very interesting ~o compare 

this feature as it points.to the persistence of early t.raditions from the homeland even after 

som e cen turi es. The keyu1'a 0 r the arm let is si milar I y sha ped in the ananta fashion en twining 

the arm. in the early Aihole fashion. Siva carries the akshamlilli and suZa in his upper pair 
of arms while the other two are in the tripatlika attitude This rather uncommon but 

artistic nlityahasta chc;>s~~ for representing abhaya and 1Ja,-ada by using the tripataka 

suggests the artistic mind of the sculptor who has chosen to speak in dance gestures. The 

Sir'a.~chakra is present her~ as in the ca'e of Kaumari. This is also a fine specimen of the 

Eastern Ch:1lukya ad of the ninth eentury. 

. Closely resembling the N~taraja in the niche of one of the temples In the 'fields of the 
Biccavolu village is ariother,im~g:e of the same form which was found under a tree neglected 
and uncareCt for and is now preserved in the Eastern Chalukya bay of the Madras Govern
~ent -M~lf;eu~ (PI. ·xxx 6), A noteworthy feature' of this fo~m of Siva. is that though 

'there'al'e only four arms as in the sonthem representations of Natesa the dance itself is 
in the ch~twrq, mqde as iIi the Flclllptl1l'es from other parts of North I~dia and the Deccan 
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but more important than everything else is the il,rdh'l)dlihgaof Siva. This !'hows the 
influence of northern tradition again. It should here be specially noted that this feature 
is invaria.ble in representations of Siva fromBeng~l, Orissa and elsewhere. Even in repre
senting Ardhana.ri8vara, as for instance, in the famous one from the Rajshahi Museum 
the- Siva half shows the u?'dhvalinga and it is unnecessary to state that in the case of Ham
Gauri~of the Pala period this urdhvalinga is clearly shown as a characteristic of Siva. To 
understand this tradition We have to see earlier sculpture, as for instance, the inscribed 
I;rara-Gauri from Kadambi belonging to the transitional period from Kushan to Gupta, 
wherein the urdhvali1iga aspect is as prominent as the virupaksha third eye in the forehead, 
not across the forehead but along it the whole length. Siva carries the 8ula here and the 
emphasis on the sula rather than on the axe and deer ~s again a characteristic of northern 
sculpture found here. 

The premature death of his valient son IrimartigaI).c}a on the battle-field just at the 

moment of victory, and his long rule of several years with a number of battles which had to 

be fought all along, made Ch8.lukya Bhima turn his eyes to the Almighty iIi a different angle 
of vision, and being himself a patron of art and literature, he dedicated the skill of his 

sculptors to the service of God by building temples of Siva. One of them is the famous 
shrine at Draksharama in the Godava.ri delta and it is named BhimeSvara after the king. 
In this temple a very noteworthy sculpture which may ordinadly be missed as itis situated 

near the steps leading to the large tank is a slab dedicated to the Saptarishis and ArUl'i
dhati (PI. XXXIII a). It should be remembered that several of the temples in Andhra are 

associated with rishis and even fu rther south we hav.e several instances of teoJples aRsociated 
with sages. Here there are eight miniature shrines in the plaque with the sikhara carved 

in Orissan style which again shows northern inflnence from Kaliiiga in this area as GUI).aga 
Vijayaditya was an overlord of Kaliiiga also. In these shrines in order may be seen Atri, 

Bhrigu, Kutsa, Va8i~h~ha, Arundhati, Gauta.ma,' ,KaSyapa and Aiigiras. The rishis are 
all simply dressed and have their huge locks ofjata bundled up in big knots over their heads, 
wear a long beard, and, as all ,of them are compassionate towards all beings, their right hand 
is in abhaya and the left haud carries the ku1J4ika or water. vessel. '"~he only difference in the 

case of Arundhati is that she wears feminine dress and is of more slender prop9rtions. T~is 

sculpture is ,probably one of the-most important from the point of view <.>f the study of the 
Saptarishis, as no o~her earlier representation of the seven sagEls is So far known. . . 

. The temple at Dra.ksharama. possesses a huge Nan~li~of e~celle~t workmllonship which 
is as. beautiful as, if not even more than, the one in Bhimesvara temp'le at J3himavarain 
near Samalkot which is also a con.struction by Chalukya Bhima. A noteworthy carving 
here in this temple is' the small miniature shrine :which was prepared by the archit'ect of the 
temple to give the king an idea Qfhowthe structure would look when finished (PI; XXX III b) 
This miniature model is alAol"flpresented at Bhimavar&m near Sii.malko~ VVli~ie'!n. th,e A}lrin~ 



11Ia.d1·as Govemment lJ[lIgemn B'lllletin [G.R. VII. 2. 

of Rhimesvara a iOimilar miniatlll'e model is found with carvings on !J,ll sides (PI. XXXIV); 
and here again the rip,hiR ani! their importance is emphaRil'<ed on the plinth portion. 

The tradition from the Western ChaJukya homeland of the bracket figures of BUt·a· 

.~rtnda1'ls which we find in profusion from the time of Badami till the late medi:l.eval period 
in not only later Western ChaJukya temples as at Kurnvafti and other places but also in 
HoysaJa temples from Behlr, HaJebiq. and other places and in Kakatiya shrines as from 
Palampet, Warangal, etc., is not altogether forgotten in Eastern ChaJukya territory, as 
here at Draksharama, as one enters the temple, one finds miniature bracket figures very 
much worn but still suggesting how the tradition wa.s kept up. The ma'l.tdapa in t!Ie tank, 
the water pavilion for the festival of the barge in Vasanta or spring, brings the Eastern 
Chalukya temple in a line with the several South Indian ones where this again is a special 

feature. 

In the B~imesvara temple at Bhimavaram near Samalkot, as already remarked, the 

Nandi is a very fine one (PI. XXXV c) charaderised by long garlands of bells which is a 

special noteworthy factor in the case of bulls of the Eastern ChaJukya period, a tradition 

derived from the homeland in the west. Vijayavaqa abounds in a number of Nandis like 

this and one such found at GailgaikoI).qachoJapuram (PI. XXXV b) so differ~nt from the 

rest of the sculptures around it and so exactly like those of the Eastern Chalukya school 

confirms in a strange way the conquest of Vengi by Rajaraja and Rajendra, the great ChoJa 

emperors, and it:is one of those carvings like sevet'al others from elsewhere brought home aR 

trophies by Rajendra that occurs in the shape of this bull in the shrine adjacent to the 

large one at GangaikoI).q.achoJapuram. This is well worth comparing with the bull from 

Bhimavaram. 

The pillars of the marJilapa wherein the Nandi is housed are decorated with carvings 
illustrating the musical joy which was such a feature in the Eastern ChaJukya kingdom 
a.bout the time. Here the des·i dance known as ko/attam is depicted where the dancers in 
gr~ups divided themselves into pairs to strike and keep time with small wooden rods as 
they.swayed their limbs in dance movements (PI. XXXV a). 

The Eastern Chalukya period was one of intense martial activity no doubt but it was 
also the time when art and literature were given an impetus. It was during the time of 
the ChaJukya'3 that the Telugu language was fostered; and the earliest Telugu poetry 
is in Eastern Chalukya inscriptions; and the birth of the great Telugu epic Mahabharata 
was at the instance of that great Eastem ChaJukya king, who is even now the darling of 
the Andhras, Rajarajanarendra, whose preceptor Nannayabhatta wrote at his instance 
for the benefit. of the people, in a language that they could understand, in the Telugu of 
the time, from the original text of the epic in Sanskrit. It was similarly successive Eastern 
Chalukya kings from the time ~f KubjavishI}.uvardhana that fostered the art a.nd culture 
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of their realm, Vijayaditya II Narendmmrigaraja who constructed a hundred and eight 
Siva temples as a thanksgiving for his succegs in his hundred and eight battles, GUl).aga 
Vijaytl,tlitya III who several decades later continued the martial glory of his ancestor 
VijaY:l,ditya II, and ChiiJukya Bhlllla, the worthy nephew of GUl).aga Vijayaditya. ThiH 
artistic activity of the kiug inspiretl other noblemen also in the land to engage thelllsehcH 
similarly and the P:l,rthiHvam temple on the Indmkila hill was, as the inscription records, 
built by Chattapa, a chieftain of the tillle of Chatnkya BMma. Even kings of the collateral 
line who were quarrelling all the time with the regular line of kings and causing confusion 
in the country added further to the beauty of the realm specially at Vijayavaqa, the 
favourite town, by beautifying it by the erection of new temples as Yuc1dhamalla did. 
'l'hlls the story of SCUlptural actiYity in Andhra during the tillle of the Eastern Chalukyas 
is a fascinating one and it reveals the trends in the sphere of art in the mediaeval period, 
as the hi-;tory of mediaeval art in Andhra is only the history of EaF-tern Cha}ukya art. 
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Gu:r;t~ya ... 7 57 

- Veginiitha Ve!a'.'qu. 25,27 jafiibhiira 18 

Gupta 19; 22, 31. 88, jalii.makl4a 24.30,51 
43, 47, 52, 57 Ja~iyu sa 

- inscri ption 10 Javanese ... 12.28,38 
- panel .. , 18 ~ .. yaBimha II 2 
Gurjara Pr .. tihara 1,6. JayasimhavaU .. bha .. ~ '" 2 
Gurumiirti 55 (BarvalokcJSraya) tl (Sart'tU1ddhi). 



Jaya.simhavarman 

J ayastambha 

Kc'idamba,·i 

Ka4-eya.rija 
Kailisa (temple) 

Kailii.sa.nitha. 

Kikatiya ••. 

Kakka Sllvarl).&varsha. 

kala~a 
Kilidisa 
Katinga •• , 

Kaliyama.-Bayi 

Kaluguma.lai 
Kinchi .,. 

KiilChil'll ram 

Kaudukur 

rul.likii.la ••• 

Kankilamiirti 

k(ZpiUa 

];arlJ'!4a ••• 
ka,·a!.i4amalm(a 

ka.rihasta. .,. 

hll.!·tan·imUkha 

Kartikeya ••• 
Ka.ruviiri Ga1.la 
l{u.syapa •• , 
Ka.thasaritsiU}01·0 
kafisue,·a ." 
Ka.~~iim 
Kaumii.ri ••• 

Kausambl 
!Caveri (river) 

Kii.veripikkam. 

Iferitra 

KhajurahQ 

hhaf:va!i,ga 

Kira~apura. 

K i,·atarjulIiya 

Kirii.ta. 
Kiriti 

Hr'!a 
Kirtivarman. 

J-cont. 
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50, 53, 56 
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57 
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13,28,38 
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42 
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40, 

24. 
49. 

51 

51, 

. Kirtivarman II 

Kokkili 

kplaHam 
KOl)irak 

Koilkal.las 

Koppara.m (plates) .... 

Krish~ii. 

Krishl)a (rived 
- (canal) 

KrishI}.a I .... 

K-collt. 

26 
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34, 41, 58 

30,53 

1 
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18,37,38 

1, 17.22 

42 

3 

Krishl.la II.... 6 
Krishl)a. III (Rii.sh~rakiita king). 9 
Krish1.lii. Raja. 6 
Krish1.la Valley 10, 12, 18, 19. 25 

Krisoda1·j .... 54 

Kubja.vishl).u~dhana 39 
Ifitifl' 18. 22. 27, 30. 

Kumhhoda.ra. 

KUl.liila. lake 

hunt! 
Tcu,,!,q,ala ••.• 

K!.tt;(!iT:.a .... 

KurukRhctra. 

Kllruma.ra.thi 

Kuruva.W 

Kushii.1]. .... 
KU,8U'I'lIii1j1l.dha 

Kutsa. 

Ku-Hantmata 

Inglll!a 
Lakshmal)R. 

Lakshmi:, Sri 

Lakshmi .... 
J~\kshminirii.yal)a 

La.lmliSa. •... 

Laliti 

Lalitasahasranii11la 

Lalitatil'!4ava 

La~as 

Lepii.kshi .... 

Linga 

JJokamahii.dey·' 

L 

48. 49, 50 

13 

1 

34 
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50 

38 

12 
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Lotus 

Love 

Miioherla 
Madanintaka 
madanakai ... 
Madras 

L-cont. 

M 

Mac,.ugula (Miioherla area) 
Mahibalipuram 

Mahiibh4rata . 

Mahidevi, ?allava 
Mahihavamalla 
Mahendra •... 
Mahendravarman 

Mahendravarman I 
Mibesvari 
Mahishamardini (Durgi) 
Mahishisura ... 
Makaraketana 
Malavas 
MaZavtkagnimitra 

MaliampiiJ;uJi (grant) 
MalZa 
Mallappa 
Mallesvara 
Minavya 
MalJ.~gapa~~u 

maMapa 
MiIJ.4avya ... 
MiIJ.~vya-niriyalJA 
MaIigi ... 
MaIigaleBa. 
Ma~ Yuvarija 
Manmatbil. .••.• 
Minyakhe~a . 

Mira 
Mirkal].4eya 
Miski 
Mathuri 

Matriki 
Mauryal 

... 

.... 
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M-cont. 

mayurapichha (buDoh of pea-
cock feathers). 

1 MeghadUta 

I· Melimbi 
mithuna 

modaka 
Mogalrijapuram 

Moon 
Motif 

- buffalo 

- bun ••• 
'-bOvine 
- geese ... 
- ma"kara 

.. ~. 

_ makara-Wra'l'}a ... 

....,. mithuna 
- tora'l'}a 

Mounts (Vihana) 
- Bull ... 
- Buffalo 
- Elephant 
- Garu4a 
- Jaokal 

- Peacock 
...- Swan 

mriga 
mum-Ii ••• 
Miikisura 
Mukhalingam ... 
mU"khamaMapa 

m~ 
Museum-

- British. 
-Da~ 
- Indian (Calcutta) 
- Madras 
- Rijshibi 
- Vijayav. 

NacJumbi-vasati 
Niga 
Nigi 
Nigas, the ... 
nagayajno:plWita . 
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N-COllt. P-cont. 

NiigiirjunakoJ;l~a 

N aishadhiyacharita 
Nalliir 
Nandi (Bull) ••• 

Nandivarman Pallavamalla 
Nannayabha~~a 

Namsimha 
Narasirhhavarman 
NiiriiyaJ;la 
N arendresvara 
Narendramrigaraja 
Nartesvara 
Nasik 
Na~arii.ja 

- at Kiiram 
- ai Nartesvara ••• 

Na~esa 
nii!ya 
nii.~yahasta 

Nallamtniimiilii 
NeHore 
Nell iirpura 
Niravadya 
Niravadyapura 
Nishidhti. 
Wivibandha 
No!ambas 
Nripa Buan. 

omklWa 
Ol'issa 

Orison 

Padma1~idhis 

Paintingl\-'-'-AjaJ;lt& 
Pila . 
Pilampet 
Piilid1waja 
PaUna 

-Caves 
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.. , 

p 
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36 

15 
12, 13, 16, 30, 56, 

57,58 
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Pallava-Grantha 
Panchipsara ••. 
Pal}.~railga 

Pii.J;l~yas 

Pipanii.tha 
Paramahhiigavata 
paraSu 

Pirthisvara 
Piirvati 

piisa 
piSuputa. 
Pii.supatastra 
pafij,kiJ, 

patr'ku'!4ala (circular ear-ring) 

Pa~~a~kal 

Pechchev~ 

Peda Vegi 
Peddamii~iyam (Cuddapah di strict) •• , 

Peruvangiiru ••• 
Pingola 
Pish~apum (Pi~hipura.m) 

Podiyal 
Pon!1icherry ••• 
POSBS-P08turB-

- al'4ha 
- alapadma 
-chatura ..• 
-Zalita 
-tar.1am· 

prabha 
Prabhii.vatigupti 
Prikrita 
Prambanan ·(lava) 

pra,ava 
Pravarasena II 
p1'1lfij,S(Jna 
1!rish!hasvastik(J-/orm 
Ppthvi 
Prithvivyiighra 
Pulakesi 
Pulakesin I ••• 
Pulakesin II ... 
Puri 
pU",akalasa .•• 
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Raivataka. (hill) 
Raghuvam.~a 

Rajahmundry 
Rajaona 
Rajamahendra varam 
Riijamiirata,!qa 
Rii.jaraja (Chola king) 

Riijariijanarendra 
Riijarajesvara 
Riijasimha ... 
RajasimheSvara 
Rajasthan ••• 
Rjj,jatarangin~ 

Rajendracho!a 
Rajglr 
Rii.kshasas 
Rama 
Riimiiya7J-a 
Ra!].ii.valoka Kambha .•• 
Ra9htrakii~as 

Rat! 
ratnamakura 
RaHas 
Rava!].a 
rishi 
I.t ishipatni .•• 

R 

Rudrasena II, the Vaka~aka 

Saiva aoharyas 
Saktivarman 
SalaIikayanas 
Samalkot 
SaIichi 
,ang"ita 
Sankila 
satikha 

. Saptamitriki 
Saptarishis -
Simith ... 
Sarvasiddhi-ii.cl;liryas ..• 
SitakarI"li 

s 
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~ii.taliiru (grant) 
Satavihanas 

Sena 
Seshasay'i ... 
Ship 
Siddhiirtha 
sikhara 
Silamahidevi 
simhamukha 
Simhavish!].u (Pallava) 
siraSchalora 
SittannaviSaI 
Siva 

Sivabhakta 
Sivalinga .'. 
Skanda 

, Skandagupta 
Somiskanda 
SrWrahmesvaravishj,~u 
Sriparvata ••• 
SrivatBa-(symbol) 
stupa-Buddhist 
Sugriva 
sula 

.. 

-trisUla (trident) 

surasundar"i 
SUrya 

Su~na 

sUtradhii,'i '" 

Tila 
Tamil· .•••. 
TaiichipUri ••• 
Tanjore , ••. 
Telugu 
T,~lugu Academy (plates) 
Ti~aPtI.;a,m (p1ates) ••• 
Tiruchirapp'alli ••• , 
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Tim I"ottiyiir 

Trailokyesvam 

Trayividya 

Trikalinga 

Triko~a-Boyi 

tripatiikii ••• 

Tripllras ... 
Trivikra.ma 

udarcibandhas 

Udayachandra 

Udayagiri... 
Udayendiram (plates) ..• 

Ujjayaui 

Umamahesvara 

UJ?~lavalh ... 

Ura~iir 

ul'dhvajiinu 

urdhvaliliga 

ushl,tash"i 

Uttar Pradesh 

utta1"iya 

viihana 

Vaijayantirniilii 

Vaislll~ava ... 

!'ail'a 

Yakataka 

-Cave 

Vakka~cri (gmnt) 

Vallabha ••• 
VailItbhen ura 
1'anamiilii ... 

VaraguJ?a'Maea"iijar}a,"an 

Vara.ha (figure) 

V ru'naka ... 

Vasanta 

",sishtha 

Vayu 

Vedas 
Vedara.nyam 

VCllgi 

T-cont, 
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Vijayaditya IT, Narendramrigaraja " 

Vijaya,ditya III, Gunage 
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( Parachakra1'iill1a) 

(Vikrrt'Jlladharrllll ) 

(Nti pat i1llarliilli! a) 

( l:Ianm'miga,;udmka) 

(Arasiili!kakesari) 

(Bhul'anakan(Zarl'a) 

Vijayaditya. IV 

(Kollabhigant!a) 

(leali y{tl'iigiil,!C! a) 

Vijaya,ditya, KaJ,lthika 

V ija ~'ii.la ya 
Vijayanagar 

Vija~'a va,(Ja 
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Vikramendm 
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Virahhadra 
Viraja 

Yiriipakshlt 
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Vishamlls'iddhi, Vi~hl,lUvardhana ... 
Vishl)u 

Y-islmudha1'-lllOttm'a 

Vishl}ukul}-~ins 
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V-COllt. 

Yi~hnuvardh[1,lla II 

-(8an:alokii;raya) 

(l'isliamasiddlti.) 

(Maliaradltl'a.ia) 

(Pralaylid,ilya) 

... 2 

Visb~uyardhalla III... ... 2, 3 
-( 1"'ibhuvCi lIiimkl,~a) 

(V·isltamasiddhi) 
(8 a71lastabhm'anli "'aya) 
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VisvabrmiL 
Vrishabhii ... 
vylila 
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Yajiiol'avita 

Yaksha 

Yamuna 

Yogini 

Yuddhamalla I 

Yuddha.malla II 

Yuddhama.lla. 
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PLATE I. 

(a) Plaque showing Gal1esa, Brahma, Narasirhha, Sivalinga, Visht,lu, Lakshmi, Hal'agauri 
and Nandi, Sri as Sl'Ivatsa and Mahishamal'dini, Peddamuij.iya,m, Cuddapah drstl'ict. 

(b) Siva with Piiol'vati, Skanda., Gal1esa, Nandi and attendant figures, Maq.ugu}a, Guntul' 
district. 



nULL., MADRAS GOVT. MUS. (RS.); G.S. VII. 2. PLATF: J 

a 

b 



PLATE II. 

(a) Siva and Nandi, Museum, Vijayavada. 
(b) VishlJ.u, Magugula, Guntnr district. 
(0) Brahma, Maqngnla, Guntur district. 



a 

h 

c 



(a) Horned dvilmpiila, from 1\Iogall'fljapl1l'am CI1SP, YijaYfw:i<}u. 

(b) l\logalriijapuram caye facade. Yijay:mll}a. 



mTLh. :\IATlRAS (iO\,1'. Ml"S. tN.S.), (;.R. \"II. ~. 'PLATE III 



PLATE IV. 

(a) Nataraja from the top ~r Mogall'ajaplll'am cave. 
(b) Elephant and' lion from the animal frieze in Mogalrajaptll'am can~, Vija~·:tya,~a. 
(c) Brahma from ku(iu;.l\Ibgalrajapuram cave, Vijayava<}a. 
(d) Visht;tu and rJakshmi from MI(Zfl, Mogalrajapl1l'am cave, VijayaYIl,<}a. 
(e.) Si'\'a and Pal'Yati fL'Om kil (lu , Mogalrajaplll'am caye, Vijaya.Yi.i(la. 



BULL., MADRAS GOVT. MUS. (N.S.), G.S. VII. 2. PLATFl IV 

c 

a 

d 

b e 



PLATE V. 

((/) So- (II) TiI'II'l'tlpalas froll1 \'ijayavit(}a, Madras Government lUllsellm, l\irtdras. 



nULJ,., MADRAS nov,],. MUs., (N.s.), G.s. VII. 2. 



PLATE VI. 

(a) Inscription on the back of dvampala (Plate V, a). Reads: GU1playa: 'oeginathu 
ve?a~u!u and has incised drawing of pU?"lJaghata below the inscription. 

(b) Eastern Chalukya seal from the Sataluru grant of GUl).aga Vijayaditya III with the 
legend" T?'ibh1Wanafnkusa "~Madras Government Museum, Madras. 



b 



PLATE VII. 

(a) Ga1).esa from Vijayavaq.a, Madras Government Museum, Madras. 
(b) Monoiithic Ga1).csa iIi the fields, Biccavoln, East Godavari district. 



BULL., MADRAS GOYT. :\Il~S. (N.S.), n.s. HI. 2. 
PLATE VII 



PLATE VIII. 

(a) & (b) Two views of the seal of Gunaga Vijayaditya from Satahiru showing Gal).esa on 
one side and Lakshmi on the other, Madras Govel'llment Museum, Madras. 



BULL., MADRAS GOYT. MUS. (N.S.), G.S. VII. 2. 

PLATE VIII 

a 

b 

.1 



PLATE IX. 

(a) Rama, LakshmaI).a and Hanuman, 1\IaI).q.avyaniirayaI).a temple, Bhimavaram, East 
Godavari district. 

(b) RavaI).a, MaI).q.avyanarayal~!1 tempk, Bhimavaram, East Godavari ilistl'ict. 

(c) Lakshminu,rayal~a. Mu,I).c}avyaml.rayaJ).a temple. Bhimavaram, East Godavari district. 



BULL., MADRAS GOYT, MUS. (N.S.), G.S. VII. 2. PLATR IX 



PLA~E X. 

(a) Vel).ugopalaamidst cows and cowherds, Mal).q.avyanarayal).a temple, Bhimavaraill, East 
Godavari district. 

(b) Garu4anarayal).a, Mal).qavyanarayal).a. temple, Bhimavatam, East Godavari dish·jet. 



BULL., MADRAS GOVT. MUS. (N.S.), G.S. VII. 2. PLATE X 

a 

b 



PLATE XI. 

(a;) Pillar capitals from rttalFJapa, Jamido(j.(j.i. Vijayavaqa. 

(If) Sage Sfiltakarni and celestial musicians, Jamido(j.(j.i, Vijayavft(j.a. 



BULL., MADRAS GOYT. MeS. (N.S.), n.S. YII. 2. PLATE XI 



PLATE XII. 

(a)d: (b) Musicians and dancers, Jamido44i, VijayavaQa. 

J 
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PLATR XIII. 

(a) Sivagalfa near Pu,rthiRvara temple, Indrakila hill, Vijayavu,r}a. 

(b) t1: (0) Mnsiciall'3 and dancers from the Mallesvara temple, Vijayavada. 

(d) Narasimha in action, Mrt1lesvara temple, Vijayavu,eJa,. 



a 

d 



PLATE XIV. 

(a) to (d) Kil~atarjllna pillar nea.r Akkannamadanna cave, Vijayrm1da. 
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PLATE XV. 

(a) Long pedestal for Saptamatrikas showing their rOflpective lliihanas in the propor 
order from near Parthisval'a temple, Indrakila hill, Vijayavada. 

(b) cf (c) Dvampalas with attendant figures on the door jambs of the large temple in 
the field (PI. XVI-a), Biccavolh, Baflt Godiivar"i di~tl'ict. 





PLATE XVI. 

(d.) Large plain temple in-field, Biccavolu, East Godavari district. 

(b) Temple in, field close to (a), Biccavolu, East Godavari district. 





PLATE XVII. 

Doorwayoftemple (Plate XVI b) showing Ganga and Yamuna guarding it, Biccavolu, 
East Godavari di8trict. 
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PLATE XVIII. 

(a) Row of geese nc:tr t,he roof-line from mtha, Mahlll1alipnram, C'hingJepnt district. 

(0) Natariij:l in niche and row of geese near l',)()f-line of temple (XVIII Il), Bin::a
voIn, East (io(hiyarf district. 

(~) T(~mple in field, Bicc:1yo1i1, F.a;;:t ciod:hal'l di"tri('L 
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PLATE XIX. 

(a) Detail of tiers of the 1)imana with motifs like Gar:tesa, m1'th~ma, etc., from temple 
(XVIII c), Biccavolu, East GodavarI district. 

(b) Lakullsa from the Siva temple, Tiruvottiyul' near Madras, Chingleput district. 

(c) LaknHsa from temple (XVIII c), 13iccayoln, East GodavarI district. 
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PLATE XX. 

AliilganachandraHekharumllJ:ti in Goliilge~yara temple, Dilx'aYolu, East GodayarI 
district. 
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PLATE XXI. 

Gar;tesa in GoliIigesvara temple,Biccavolll, East Godavari district. 
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PLATE XXII. 

(a) lIfaka,ra to ?'alIa, as niche top from thE; Kailasanatha temple, Karichipurarn, 
Chingleput district. 

(b) Side view of Golirigesvara temple, Biccavo)u, East Godavari district. 

(c) Siddhartha's renunciation from Amaravati, British Museum. 

(d) Gajendramoksha, Deogarh, Jhansi district, Uttar Pradesh. 

(e) Mahishamardini Durga, Rajal'aja temple, Biccavo)u, East Godavari district. 
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PLA'l'B XXIII. 

(a) Surasundari: figure in kuif,u f)'gm a tier of 1;imana, Golingesvara shrine, Biccavolu, 
East Godavari diRtrict. ' 

i (b) GaT.leBa, Rii.jaraja temple, Biccavolu, East Godiivari: district. 

(c) VishI}.u, Goliilgesval'a temple, Biccavolu, East Godavari: district. 

(d) Surya with attendants, GoliilgeHvara temple, Biccavo!u, Eas~ Godavari: district. 
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PLATE XXIV. 

(a) BhiksMtana, GoliIigesvara temple, Biccavo[u, East Godavari: district. 

(b) Mahishamardini, GoliIigesvara temple, Biccavolu, East Godavari district. 

(c) Cha.mu~Q.a, GoliIigesvara temple, Bic:cavolu, East Godavari district. 

(d) GOnlata, GoliIigesval'atemple, Biccavolu, East Godavari district. 
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b 

c d 



PI-.J.A TE XXV. 

(a) Kal'tldil a III it rti with attendant, GoliilgeSYlll"a temple, Bit'Cl1volu, East· Godu,yari 
distl'iet, 

(b) Anlhan:trlsvara, Goliilgesvarn temple, Biccayolu, East Godayarl dist.rict. 

(c) Ekapiic1alllfll'ti with aitendantR, Goliilgesyara temple, Biccavolll, EaEt GOdILYR1"j 
district. 

(d) Vish1}u with devotee, Goliilger-ivara temple, Biccavoln, East Godavari district. 
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PLATE XXVI. 

(a) Ganga with attendants, Golingesvara temple, Biccavolll, East Godavari district. 

(b) Skanda fondling peacock, GoJingesvara temple, Biccavolu, East Godavari dish-ict. 
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PLATE XXVII . 

.(a) Sflrya from temple in the field, Biccavoln, East Godavari: district. 

(b) Brahma with attendants from temple in the field, Biccavolu, Ea<;t GodavarI 
district. 
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PJJATE XXVIII. 

(a) l::lkanda seatell, Golrfrgesvara temple, Biccavolu, East GodaYarl district. 

(b) Skanda seated, from Mukhalingam, Srikakulam district. 
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PLATE XXI~. 

(0) Cllll Il 111 J,I <Hi from Saptaul<ltrik:"L gronp in the cOlll'tyal'l1 of GoliJ\gesyara temple, 
Biccrlyolu, Ea"t (~olH\:t\,1 di~trid. 

(b) 1\all111:-ll'l of the Sapt:ll11:Hrik:"L g1'ollp in the conrt."ar<1 of the GoliJ\geSYfLra temple, 
Bi('c[LYolll, East (ioll;l \a1'1 c1Jstrid. 





PLA'l'E xxx. 
(a) Vlrabhadra of the Saptamatrika group in the courtyard of Goliilgekvara temple, 

Biccavolu, East GodavarI district. 

(b) Nata.raja, from Biccavolu, Madras Government l\[uECnl11. 
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PI,ATE XXX 



PLATE XXXI. 

(a) Seshasayi Vish~u from Aihole, Prince of Wales lYIusenm of \Vestern India, 
Bombay. 

(b) SUl'ya from Sun temple, Ko~arak, PUrl district, Orissa. 

(c) Vishnu, lYIayurbhaftj, Orissa. 
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PLATE XXXII. 

(a) Ekapadamul'ti from Orissa, Indian Museum, Calcutta. 

(b) ChamUl)-Q.a from Bihar, Indian Museum, Calcutta. 

(c) Vrishabha from Sutna in Central India, Inc1ian Museum, Calcutta. 

(d) Mahishamarc1ini from Dnhni in Bengal, Indian l\IUSt'lUll, Calcutta. 
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PLATE XXXIII. 

(a) Panel showing Saptarishis and Arnlldhati from Daksharamtl, Eac;t Godavari 
dish:ict. 

(b) Miniature model of a temple in stone from Bhimeswara temple, Daksharama, 
East Godavari district. 
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a 
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PLATE XXXIV. 

(a) & (b) Two views of miniature model of temple in stone from the BhimesvRra 
temple in Bhimavaram near Ramalkot, East Godavari district. 
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PI.JATE XXXV. 

(a) CloRe up of pinal' showing koliit(am dance from Rhlml'~yar!t tc>mplc, Rhlma
varam, East Godav:l,ri district. 

(b) Eastern Chiilukya bull from Gailgaikof.lqacholaplll'am templl" Til'nchirappalli 
ilis tr ict. 

(c) Nandi from the Bhiml'8val'a temple in Bhil11!tYn.ram, EaRt (h)(liiy!tl'"i diRt-rieL 
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