SHZNOJAd HH.L NO IVANVIA

MANUAL ON THE BRONZES

IN THE GOVERNMENT MUSEUM, CHENNAI

A TYPOLOGICAL AND DESCRIPTIVE ACCOUNT OF THE BRONZES
DISPLAYED IN THE RE-ORGANISED BRONZE GALLERY

Dr. R. KANNAN,
B.Com., B.L., M.B.A., C.A.I.I.B., M.Soc.Sci. (Birmingham, U.K.), Ph.D., I.A.S.,
Additional Chief Secretary Tourism, Culture and Religious Endowments Department,
Government of Tamil Nadu / Commissioner of Museums

Published by
Commissioner of Museums,
Government Museum,
Chennai - 600 008.



First Edition : 2003
Second Revised Edition : 2015
Number of Copies : 1000

©

Commissioner of Museums,
Government Museum,
Chennai - 600 008.

Price : Rs. 500/-

Front Cover : NATESA
Acc. No. 238, Provenance : Kankoduttavanitham,
Undivided Thanjavur Dist., Tamil Nadu.

Title Inner : BUDDHA
Acc. No. 2, Provenance : Velippalayam,
Nagapattinam Dist., Tamil Nadu.

Back Cover : SRINIVASA WITH CONSORTS
Acc. No. 31, Provenance : Srinivasanallur, Trichy Dist.,
Tamil Nadu.

Designed & Printed at :
IYYAN COLOUR WORLD
4/9, 4th Main Road, United India Colony ,
Kodambakkam, Chennai - 600 024.
© : 044-4213 3245 | +91 94440 59906 | +91 99412 69886
E-mail : iyyancw@gmail.com
Websiet : www .iyyancolourworld.com



151" Anniversary Celebrations of the Government Museum,
Chennai (‘Madras) on 19.06.2003

Several publications including the ‘Manual on the Bronzes in the Government Museum, Chennai,
First Edition were released by the Honourable Chief Minister of Tamil Nadu, Selvi J Jayalalithaa.

The first copies were received by His Excellency, Dr. A.P.J. Abdul Kalam, President of India who was
the chief guest.

(L to R) - His Excellency, the Governor, Thiru P. S. Ramamohan Rao; His Excellency, the President of India,
Dr. A.P.J. Abdul Kalam; the Honourable Chief Minister Selvi J Jayalalithaa; Hon'ble Minister for Education,
Thiru S. Semmalai; Dr.R.Kannan, |.A.S.
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FOREWORD

South India is the cradle of civilisation. The theory is that civilisation existed here mare than 10,000 -
15,000 years before the present. It has a highly advanced civilisation, which has produced its famous temples,
which serve as repositories of architeclure, art and culture. The sculptures, bronzes, paintings and even the
murals show by their highly stylised features that they ara the flowers and fruit of this highly evelved civilisation.
Some of the works of art of this culiure, which were either buried in tha seil or found neglected due to the passage
of time have been collected and deposited in the Government Museum, Chennai (Madras).

The Government Museum, Chennai is one of the great musaums of the world, It stands second in India in
terms of age and the size of its collection. The completion of the 151 sl_"r*ear of this Museum is a landmark event not
only in its history, but also in the world of museology. A series of events were proposed to commemorate this
occasion on the model of the Centenary Celebration held in 1351 AD. About Rs.4 Crores have been spent on
renovating the museum theatre, the compound wall (both herifage structures) and also the galleries, besides
setting up a new gallery called 'Exposition on the Progress of Industry and Handicrafts in Tamilnadu', This has
been set up at the instance of the Chief Minister and the President of India.

The Bronze Gallery of this museum has the bast collection of branzes in the world. This gallery along with
the Mumismatic Gallery and the Gallery on Chemical Conservation, which are situated in the same building have
baen modernised with tha latest tachnology in display. Air conditioning and renovation of the Bronze Gallery
building and the Contemporary Art Gallery building has been done at the instance of the Chief Minister. Their
lighting has been made on par with the best museums in the world like the British Museum, Louvre elc. using fibre-
optic lighting and other similar most up-to-date technologies. Simulation of the cosmic dance of the Nataraja on the
ground floor and of a Vaishnava temple mandapa atmasphere on the first floor transport the visitor into near virual
reality. Use of the latest tachnology in showcase design has fransformed traditional teak showcases into modem
ones. This has saved a lot of money by reusing the old shewcases. Technology from abroad has been adopted
and adapted with in-house design 1o suit Chennaj conditions. This process has resulted in the design of new
showcases based on German madular aluminium (Octanorm type) and British wood desian (Click type). They
have been called K brand in Chennai since they are quite different from the originals even in outsida looks let
alone intemals. The design of these galleries was done by Computer Aided Design and Three Dimensional
Modelling. It is perhaps the firs time in the world that such techniques have been used in the staid world of
museums, A video-room to show documentaries on branze making etc., and a computer based Video- surveillance
for security are other additions. This has made the display world-class.
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The technical work has been done by Dr.R.Kannan, the Commissioner of Agriculture and Museums, who
was also in charge of Archaeology earlier. His technical work and publications have been internationally recognised
by his being made an invited Board Member of the Association of International Museums of History at Paris.

Documentation of the collections is an important work of a Museum as a purveyor of knowledge in
addition to entertaining visitors. The Government Museum, Chennai, has a tradition of original and path breaking
publications to its credit. Some of the notable Indologists like Dr.George Bidie, Dr .Aiyappan, Dr.Thurston,
T.N.Ramachandran, C.Sivaramamurthi and others worked in this Mus eum and wrote books, which have
become standard reference material in their fields.

In keeping with this tradition, more than a dozen publications have been brought out for the 151st
Anniversary celebrations. These have World-class photography and printing, though the cost is a fraction of
even Indian costs.

This manual on the reorganised Bronze Gallery documents about 220 pieces which is one of the
largestin a single book so far. It gives an introduction to Hindu, Buddhist and Jain religions. It then describes
the process of bronze making . It goes on to give the typological description of the images. It then describes
each image that is displayed. It also has a glossary of Sanskrit and Tamil iconography related words. This is
aready reference for any scholar. The philosophy, theosophy, literature and other research works on sculpture
etc., have been used to describe and analyse the underlying thought behind each piece. There is also an
attempt to put the Iconography into a comparative context by comparing with similar strands of thought in the
other ancient religions of Indian origin, Hinduism, Jainism, Buddhism etc. Many new facts and ideas have
been discovered and presented. The presentation of colour photographs of the bronzes in the collection is
valuable both for historical purposes as a record and for scholars in far away places to see and compare.

Dr.Kannan has written several important books and monographs earlier. Some of these are Documentation
on the Cannons in the collection of the Government Museum, Chennai (1999 AD), Monograph on Holistic Dating
(2000 AD), Iconography of Jain Images in the Government Museum, Chennai (2001 AD) and Iconography of
Jain Images in the districts of Tamilnadu (2002 AD). Besides he has edited the Journal of the Museum, written
several articles and papers which have been published among others in the Annual Journals of the Museums
Association of India and in the 6th International Colloquium at Lahti, Finland in 2002. He is in the expert committee
on use of power tools set up under the aegis of the Indian Institute of Technology, Chennai. He has also participated
and contributed papers in International Seminars on Conservation. He has written, edited and published several
colourful brochures on the museum and its several galleries.

The publications made for the 151st Anniversary (2002-2003) apart from this book are:

Manual on the Numismatic Gallery in the Government Museum, Chennai.

Monograph on the Rock and Cave Art Gallery in the Government Museum, Chennai

AManual on the Holographic Gallery in the Government Museum, Chennai

Documentation of the text of the Son - et - lumiére on the Rock and Cave Art Gallery in English and Tamil
(2 books)

Documentation of the text of the Video clips on the Touch Screen on the Rock and Cave Art Gallery
6. Souvenir

7. Manual on the progress on Industry and Handicrafts in Tamilnadu Gallery (being written)
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Brochures

1. Brochure on the Rock and Cave Art Gallery
2. Brochure on the Botany Gallery
3. Brochure on the Bronze Gallery

Videos

1. Bronze making

2. The Museum through the ages (from the 1950s till the present)

3. Retrieving from the Archives the movie on the museum produced in 1971, converting it into CD and
subtitling it in English.
Rock and Cave Art

5. Video on the museum in general (present)

6. History of Industry and Handicrafts in Tamilnadu (being made)

The publications have been listed so that if some of them are lost in the future then, this list will be valuable.
This is the first time in the history of any museum that so many publications are being brought out within such a short
span of time of about six to eight months. This is apart from the work of setting up and reorganising galleries
referred to above. In addition Dr.Kannan has been giving technical advice when sought on how to renovate the
heritage structures like the theatre, compound wall etc.,so that it is done by the Public Works Department according
to Archaeological principles. He was the only person to correctly identify the red stone used in the compound wall
and the National Art Gallery building as Satyavedu (Andhra) stone and not Rajasthan stone as was thought by
even Engineering research scholars. | compliment Dr.Kannan for this prolific output of publications, which is
efflorescence within a short period of time for the Government Museum, Chennai. | am sure that it will be a valuable
reference work in the field in the years to come.

Fort St.George, ﬂa M

Chennai-600 009
31-3-2003. (Mrs.Lakshmi Pranesh)






Dr. R. Kannan, Ph.D., L.A.S., Government Museum,
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PREFACE TO THE SECOND REVISED EDITION

| am happy that the first edition of my book 'Manual on the Bronzes' published in 2003 AD has been
sold outinashorttime.

In my previous tenure as the Commissioner of Agriculture and Museums, when the Government
Museum, Chennai celebrated its 151* year in 2003 AD, the Bronze Gallery was reorganised on modern
lines. The chief guest was His Excellency Dr. A.P.J. Abdul Kalam, then President of India who had been
invited by the Honourable Chief Minister Selvi J Jayalalitha at the celebrations.

Attracted by the Nataraja in Cosmos display, Dr. Kalam took photographs of it with his personal
camera during his visit to the Bronze Gallery. The gallery was praised by His Excellency, Dr. A.P.J. Abdul
Kalam, and the Honourable Chief Minister Selvi J Jayalalithaa.

The latest technology and techniques that were available at that time had been used and adopted to
make the display on par with those in the best museums of the world. The work was started in November
2002 and completed by the end of March 2003. Detailed planning preceded this quick pace of execution,
which included Computer Aided Design and Three Dimensional Modelling. A Virtual Gallery and showcases
were first created and later translated into reality. This is perhaps the first use of such techniques in the world
of Museums. The Bronze gallery is still the best in the world, twelve years later in terms of antiquities and
display.

Visitors to the Gallery come from different backgrounds and therefore their demands vary. The
foreign visitors, for whom the gallery is a must-see, require an excellent reference book to refer during the
visitand to carry home as memorabilia.

This manual is a revised edition of the previous version, which includes newly researched material
on Sellur Buddhist Bronzes. These bronzes were received in the museum in 2011. Dr. R. Balasubramanian
contributed a lot of material for descriptions of Sellur bronzes and did some research on the lines suggested
by me.

| thank Dr. R. Balasubramanian, Thiru K. Sekar, Curators, and Thiru G. Ramesh who
rendered valuable help in bringing out this revised edition. Research publications written by great
scholars of yester-years like F.H. Gravely, T.N. Ramachandran, C. Sivaramamurti, P.R. Srinivasan and



This writer published as Occasional Papers in the Museum Journal, Bulletins of the Museum and Seminar
Papers.

| thank Thiru. Muthiah Stapati for his help in identifying the components of the adhishtana of a Hindu
temple through his line drawings. He has also described on a photo of a highly stylised shrine basement (the
Mela (west) Pattabhirama Sannidhi next to Teertakarai Vasudeva Sannidhi) all its components during a
personal inspection of the Sri Rangam Ranganatha Swamy Temple. We have attempted to transpose this
structure to the bronze images especially up to the base or adhishtana level. This approach has been tried
perhaps for the first time.

| fondly remember the late Thiru K. Lakshmi Narayanan, Assistant Director (Retired) who helped me
to bring out the first edition in a short time of four months so that it would be ready for the inaugural function
on 23.06.2003. | am also happy to have been instrumental in instituting an Endowment Lecture in the name
of Thiru K. Lakshmi Narayanan on 30.06.2006. The first lecture in this series, was presided over by
Thiru S. Ramakrishnan, |.A.S.(Retired). | myself, delivered the first lecture on "Tiruppudaimardur Murals' on
24.01.2014. The audience consisted of eminent persons like Justice Rathinavel Pandian (Retired) etc.

| hope that this book would be a useful guide for tourists and reference material for Scholars and
researchers.

-
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18-03-2015 (Dr. R. KANNAN, Ph.D.,I. A.S.)
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The Government Museum, Chennai completes its one hundred and fifty-first year in
2003 AD. The Government desired to celebrate it in a fitting manner on the lines of the Centenary Celebration in 1951
AD, when Pandit Jawaharlal Nehru, the first Prime Minister of India took part as the chief guest. The Bronze Gallery has
been reorganised. Its display has been modernised. The latest technology available has been used to make the
display techniques adopted to be on par with those in the best museums of the world. This gallery houses some of the
most famous South Indian bronzes in the world. Its collection is also considered one of the best in the world.

The work was started in November 2002 and completed by the end of March 2003. This quick pace of
execution was preceded by detailed planning, which included Computer Aided Design and Three Dimensional
Modelling. A Virtual Gallery and showcases were first created which was later on translated into reality. This is perhaps
the first use of such techniques in the world of museums.

It was felt that museum publications had also undergone a technology transformation in recent years as
evidenced by the book, Iconography of Jain Images in two parts in 2001 and 2002 published with world class colour
photography and execution. The profile of visitors has also changed. Especially, the foreign visitors for whom the
gallery is a must-see, demand a world-class reference to carry home. Therefore, this new manual, which would easily
lead to the newly redisplayed gallery, has been published. | have included newly researched material so that it would
not be a mere reproduction of the old books or a coffee- table book but also a book with all the knowledge intensity
usually associated with our museum publications. This Manual has also been written within the same tight timetable as
the reorganisation and redisplay.

Thiru K.Lakshmi Narayanan, Assistant Director, Thiru R. Balasubramanian and
Thiru J.R.Asokan, Curators have assisted me in the work of re-organising the gallery by working very long hours. The
former two, Thiru K. Sekar, Curator and Thiru Ramesh have helped to bring out this publication. Both items of work
together meant working nonstop for six months including on all holidays along with me.

I hope this book serves tourists and also kindles enough interest in them to buy our more advanced scholarly
research publications written by the great scholars of yester-years like F.H.Gravely, T.N.Ramachandran,
C.Sivaramamurti, P.R. Srinivasan and others which are considered definitive works. This work has used their material
for reference in the descriptive part, since there is no purpose in reinventing the wheel. The introductory part, which is
the theory part, is largely based on the work of this writer published as Occasional Papers in the Museum Journal,
Bulletins of the Museum and Seminar Papers. Any suggestions forimprovement are welcome.

"
Chennai-600 008. T&M -

31-3-2003 (Dr. R. KANNAN, Ph.D,, LLAS.)



To

The memory of late Sri. T.S. Padmanabha Iyer (Retd.) Superintending Engineer
(P.W.D) British India & Composite Madras State, my grandfather on his centenary (1901
- 2001) and my uncle late Sri. P. Subramanian. Also to Ms. Lalitha, my mother,
Mrs. Seetha, my wife, Master Sridar Padmanabhan, my son and Ms. Shrikalaa, my
daughter for their encouragement and help.

Dr. R. Kannan, Ph.D., 1.A.S.
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HOW TO REFER TO THIS MANUAL

The first part gives an introduction to Indian culture especially Tamil culture and
how Art and Architecture symbolise Indian philosophy. Iconography symbolising the
culture, mythology and the metaphysical i.e. explaining as Objective Correlatives, Indian
philosophy is then explained. It then describes how sculpture transformed into Bronzes,

their methods of casting and their dating.

The second part gives the descriptive details of the bronzes, with sufficient
background material to place them in their mythological, philosophical and iconographic
context. They are sub-classified into Buddhist, Jain, Brahma, Saiva and Vaishnava bronzes.
The Nataraja bronzes though they are Saiva bronzes are given a separate section as they
are numerous, they are the pride of India and the world. The museum has the best
collection in the world. They are also, therefore, displayed in a separate section. The

bronzes are listed in alphabetical order within each section for ease of reference.

In modern museology, displays are not constant but kept constantly changing except
for a few leading trademark pieces. In the Government Museum, Chennai, the Ardhanariswara
from Tiruvengadu, Mayiladuthurai (Mayuram) Taluk, Nagapattinam District and the
Nataraja from Tiruvelangadu, Tiruttani Taluk, Tiruvallur District and some similar bronzes
would fit this category of leading bronzes. This may kindly be borne in mind by the
visitor when referring to this manual. Still, a large number of the bronzes in our collection
are documented here. Even the new pieces would have to be mostly from one of the
types described here. Therefore, this manual would be useful to the layperson and

scholar alike.

A glossary of Indian language words especially Sanskrit and Tamil has been prepared

for ease of reference of technical terms used in Iconography.



a
Nataraja in the Cosmos
New Technology has been used for this display that simulates the Cosmos

Vaishnava Temple atmosphere -
simulated on the first floor of the Bronze Gallery
v




Bronze Gallery - Ground Floor - Hi-tech show case (German type) and Mezzanine Floor -
Traditional & K Brand show cases (English type)

Bronze Gallery - Ground Floor - Another view -
Hi-tech show cases (German type)
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MANUAL ON THE BRONZES
IN THE GOVERNMENT MUSEUM, CHENNAI

Introduction

The ancient and rich civilisation that is India was at the forefront of philosophy
and science at certain periods in its hoary past. Its metaphysical thought was
translated into physical phenomena based on technology that was far ahead of its
time. The culture that this civilisation gave rise to can be seen transformed into
physical form in the architecture and sculpture especially the bronzes in South India

and Tamilnadu in particular.

The bronzes are considered as the product of the most advanced technology of
their time. They represent the flowering of culture. The Bronze Gallery of the
Government Museum, Chennai draws visitors from all over the world as it is considered
to have the best collection of bronzes in the world. This Gallery has been reorganised
for the 151t Anniversary celebrations of the museum. Its display and lighting has
been modernised to be on par with the displays of the best museums of the world.
This Manual to the Bronze Gallery has been prepared so that visitors can easily know
the background behind each of the icons on display. This will also serve as basic
scholarly material on the bronzes, their origin and the technology behind them. The
South Indian bronzes of the Government Museum, Chennai represent most of the South
Indian art schools under three major Indian Religions - Hinduism, Buddhism and
Jainism. In this reorganised Bronze Gallery, the two major Hindu sects i.e. Saivism
and Vaishnavism are represented in the ground floor, the Nataraja, the Buddhist and
Jain icons in the mezzanine floor and some more Vaishnavite and other icons in the

first floor.

Art as part of life in India

Art in India was intertwined with other aspects of life throughout the history of
India. This is evident from the literary and archaeological evidence that has been
obtained. This continuity could be maintained only because the tradition itself had an

inbuilt paradigm of adjusting to change. It constantly adapted itself to changing times



and places, new rulers and the culture that they brought with them, while adhering

to certain underlying principles, which were perennial and immutable.

Ancient Tamilnadu

Tamil Nadu stretches from lower Andhra Pradesh to the tip of Kanyakumari. “In
fanciful legends are covered its misty dawns. Only a couple of thousands of years of
its history is known to us in bits and pieces.” We have only glimpses from its past
because marine archaeology has not been used to corroborate Tamil literature as Dwaraka
in Gujarat has been explored under the sea to validate the Mahabharata. Therefore,
much of its hoary past and memories of lands swallowed by the sea are dismissed as
myths. Yet history shows some myths become classified as reality when archaeologically
explored. The land is the cradle of civilisation having links with the Dwaraka of the
Mahabharata and even before. This is borne out by modern DNA analysis of

homo-sapiens.

It is clear that the Proto-Tamil population started civilisation in the vast jungles
in ancient times. They created hamlets and villages and towns and then an advanced
urban civilisation. The challenge before every human being from peasant to the king
was the mystery of life. In his essential loneliness, man faced nature when it was
benevolent and violent. The dark nights in the jungles, the hot sun, the windstorms,
cyclones and death were daily living images. He had to conquer fear by gathering his
inner strength which he named as “soul”. In the image of the mother who gave birth,
the hero brother and the Gods of the ancestors, he tried to assert mastery over all
overpowering nature. When he became helpless before the fury of nature, he went and
joined hands in prayer first to nature. Then gradually as civilisation advanced, nature
became God to be propitiated. Then God was personified as the consecrated idol to
be worshipped. It became the image of power, later beneficence and finally the

liberating force from the cycle of births and deaths.

Signs (Tantra and mudras), geometric symbols (Chakras), shrines (temples) and the
worship through these of the Gods (idols)were to get the help of the supernatural

powers hidden behind the mystery of nature.



Art and Architecture symbolising Indian philosophy

Indian architecture, whether Buddhist Stupas or Hindu and Jain temples are an
orchestra with multiple forms flowing out of and into a centre. It is like an epic poem
in brick and stone symbolising the infinite or God. Each detail can be separated but
it is in fact not independent. It is part of the whole, interwoven and interlinked. Seen
as a whole, it represents heaven and earth, the central mountain (Mahameru) and the
cosmic order on earth. The mood is one of wonder (vismaya). It is meant to give a
transcendental experience of bliss. The observer or participant or pilgrim moves from
the outside to the inside, circumnambulates the stupa or temple until he reaches the
centre (brahmastana) or apogee which represents the ultimate void, sunya, nirvana or
moksha (Black hole in modern physics). Inside the sanctum or garbhagraha of any
temple, sthirabhera or fixed deities usually of stone are installed. These sthirabheras
were usually made of stone though originally nearly several thousand years ago they
were made of lighter materials like wood. Alberuni (1878) in his Indica, records one
such famous temple to the Sun God, Aditya in Multan made of wood with the image
dating back to the Krita Yuga (several lakh years old) as per belief. It must have been
at least of the Mauryan era, circa 4th century BC. It is now destroyed. Sometimes the
images are very large ones made of stucco with delicate plaster applied and the details
of the figures brought out very carefully and coloured. The Siva and Parvati stucco
figures behind the Siva Linga in Vedaranyam and Tirumazhisai are exquisite examples.
The usual norm for these fixed images in the cella was stone. The moving images were

made of metal.

Sculpture manifests the vision of the whole (Poorna) by personifying it. Indian
art does not portray the specific. Each image is an embodiment of a dominant mood
depicted in a given pose. It is a still picture of dynamic movement at a given moment
in time. The cosmic infinite is depicted in the body of the particular form. The form
is personal but the idea is impersonal. Adi Sankara, the great philosopher considered
an Avatar (human manifestation) of Lord Siva, has beautifully explained it as embodying
the infinite in a finite form with features symbolising the triumph of good over evil

(Suguna Brahma symbolising Nirguna Brahma). That male and female are two sides of



the same coin is depicted by the androgyne form Ardhanariswara. This form for the
first time in history showed the oneness of the male and the female. This is also due
to Advaita philosophy that says that all matter and spirit are mere manifestations of
one divine force. The secret of the atomic structure was known thousands of years ago
to our seers. The three phases of creation, sustenance and destruction are embodied
in the iconographic depiction of the Linga. The Linga consists at the bottom of the
Brahma (creation) portion, above it in the middle of the Vishnu (sustenance) portion
and the visible top or cylindrical portion is the Siva (destruction) form. The bottom
portion has a lotus base (Brahma), on which is placed a rectangular or circular platform
yoni peetah (Vishnu) into which the pillar on top (Siva) is inserted all in the same
stone assembly. The earliest example of a Linga (Photo-Page No.13) that we have
discovered so far is in Gudimallam, 3 Kilometres from Renigunta near Tirupati (Andhra
Pradesh). The Linga form symbolises the eternal pillar of fire. It is interesting to note
that in modern physics, the universe started as a pillar of fire according to one theory.
God manifested himself as a pillar of fire to Moses according to the Old Testament.
There seems to be some common memory of humanity recorded in this iconic form.
The Gudimallam Siva belongs to circa 3@ - 2" Century BC . The depiction of the Yaksha
shows the expression of the strain of bearing the load of Siva on his shoulders par
excellence. It has the same iconographic features as the Buddhist sculptures of
Amaravati in the museum. The three aspects of creation, preservation and destruction
are depicted as conjoined images of Brahma, Vishnu and Maheswara. Harihara the
combined form of Siva and Vishnu and Lingas (four faced and three faced) all depict
the unity of the force that is responsible for creation. But the earliest depiction of
Siva in physical form in Gudimallam is not that of a Linga only as is commonly believed,
but as a personified Siva held above the head by a Gana (Yaksha if in Jainism and
Buddhism). The yoni peetah is fenced in by the grill of stone in the same manner as
in a Buddhist Stupa. From the style of the face of the gana, it may be taken as roughly
the period of the Amaravati Stupa.

The Siva is digambara (the loin cloth is open in the front), but has a headgear
of a wreath, which may be taken to signify a King or Chief. He holds an animal may
be an antelope in one hand and a vessel of water (Ghatam in Sanskrit or Sombu in

Tamil) in the other usually used by religious mendicants or saints (Sadhus or Rishis



i.e. Bhiksatanamurti). On his shoulder rests a bow. The animal and the bow in the
sculpture is taken to signify a hunter. A little reflection will show that the Ghatam is
out of place for a hunter. Therefore, the earliest discovered depiction also shows not
only a Linga, but also a personification as a hunter of souls (God of Destruction) cum
religious mendicant saint or Rishi (Sadhu) emerging out of the Linga or Pillar of Fire
i.e. the emergence of matter and creation out of the Big Bang. Energy becomes
matter. The Digambara pose shows non-attachment to the material world, i.e. he is
above the material world. This is called a phallic symbol of sex by a few Western
authors of the British Imperial era like Miss Mayo, who do not go deep into this but
want to criticise the ancient culture of India. Of course, there are others who treat
the ancient culture with deep respect. In this case, it is a symbol of creation. The
symbol here signifies fertility at the mundane level and the creation or the triumph

of matter over anti-matter at the metaphysical level.
Vaishnavism

Just as Buddhism and Jainism are protests over the excessive emphasis on
yagnas, the Vishishtadvaita philosophy arose partly as a protest and partly as a
modification of Advaita philosophy. At the mundane level, followers of Advaita who
are most numerous, worship all the Gods especially the Trinity of Brahma, Vishnu and
Siva without distinction. Images of Vishnu are found in Siva temples in Tamilnadu and
the present Karnataka and Andhra regions. In Kerala, even now Advaita is the only
philosophy followed and therefore temples have the images of both Siva and Vishnu.
Sri Ramanujacharya preached this philosophy in the period of the C(Chola King,
Kulottunga II (1136-1150 AD). He stated that the Jeevatma and Paramatma are different
but the former could merge with the latter i.e. attain salvation by surrendering to the
Paramatma and of course doing good deeds. Since the Cholas were staunch Saivites,
his philosophy which translated at the mundane level to giving exclusive primacy to
Lord Vishnu to the exclusion of Lord Siva was resisted. He fled to Melkote near Mysore
in Karnataka. He converted the Hoysala King, Vishnuvardhana (1111 AD -1141 AD) to
Vaishnavism by performing many miracles. He returned to Srirangam, where even now
his preserved body is worshipped in a separate sanctum. Madhvacharya in Udipi (12%

to 13®™ Century AD), South Kanara District, Karnataka preached Dvaita as a still further



modification of Vishishtadvaita. He stated that the Jeevatma and Paramatma are distinct.
The Jeevatma could attain salvation but not merge in the Paramatma. These philosophies
gave rise to temples exclusively dedicated to Lord Vishnu or his avatars, Rama, Krishna
etc. The later Pandya Kings and Vijayanagar rulers gave prominence to Vaishnavite
temples though they did not neglect Saiva temples. Dvaitas do not worship Siva at
all. Most Vaishnavaite temples in Tamilnadu, parts of Andhra and Karnataka, which
were under strong Tamil influence in the early days do not have images of Siva, due
to the rivalry between Saivism and Vaishnavism. This is relevant for iconography and
temple architecture scholars. For the past few decades such distinctions have ceased
to be relevant and are not considered important by both sects as religion itself and

Hinduism in particular face the challenges of the materialism of the West.

Sculptures were first made in wood/sudha/stone. Then they were transformed
into Bronzes as Stapathis (traditional Sculptors) mastered the art of metal casting.
As seen above, they are permanent art frozen at a moment of time for posterity.
They are shaped and formed as dynamic forms of life frozen at that moment in time.
Each small unit of the human figure has a role to play. Eyes, nose, ears, face, torso
and limbs and each physical gesture singly and in combination suggests an inner
meaning. In its sum total, it suggests an impersonal emotion and evokes a feeling
of oneness with the supernatural, the infinite or God the Jeevatma (the living
being) merging with the Paramatma (the transcendental). This symbolises the
abstract philosophy of Advaita (Absolute Monism) in concrete form. This gives a

heightened internal experience not easily expressed in words.

Nataraja, the symbol of the macrocosm in the microcosm

The Nataraja image is an example of the highly advanced thinking that the sages
(Rishis and Siddhas) of India symbolised.

Dance of Siva

Lord Siva’s dance represents His (Siva’s) activities (Panchakritya - five fold
activities) viz. Shrishti (overlooking creation, evolution) Sthiti (Preservation, Support),

Samhara (Destruction, Evolution), Tirobhava (Veiling, embodiment, illusion and also giving



rest) and Anugraha (Release from cycle of births and deaths, Salvation, Grace). The
36" verse of the Saivite Sastra, Unmai Vilakkam tells: creation arises from the drum
kept in the right upper hand; protection proceeds from the hand of hope (abhaya

mudra); from fire proceeds destruction; the foot held aloft gives release.

The entire interpretation given in the Tamil Saivite works like Unmai Vilakkam,
Tiru - Arul - Payan, Tirumandiram etc. for the Naadanda or Ananda dance of Lord Siva,
have been summarised in the following passage by the great Indian Art historian,
Ananda Kentish Coomaraswamy. At the metaphysical level, the interpretation by Ananda

Coomaraswamy in his ‘Dance of Siva’ states,

“The essential significance of Siva’s Dance is threefold: First, it is the image of his
Rhythmic Play as the source of all movement within the Cosmos, which is represented by
the Arch; Secondly, the purpose of his Dance is to release the countless souls of men
from the Snare of Illusion; Thirdly, the Place of the Dance, Chidambaram, the centre of

the Universe, is within the Heart” (Coomarasamy, Ananda, 1999, p.93).

In the language of physics, at the macro level, the universe is in a state of
dynamic equilibrium. The stars and their planets are all moving, though they appear
constant to the naked eye. This movement was realised by the sages who therefore
portrayed God as dancing eternally. At the micro level, in the smallest particle known
to physics, in the atom, the electrons and neutrons are dancing around the nucleus.
This dance of all matter around a nucleus the sages somehow realised and depicted
in the Nataraja form. This forms the dynamic pose at a moment in time for the
benefit of humanity. It is interesting to note that contrary to common belief Mayan,
considers Nataraja as the primal manifest form of the unmanifest. Time and Space,
Energy and Matter are represented in this form. Energy and matter were realised as
two sides of the same coin. “OM” the primeval sound of ancient Indian civilisation,
the music heard when the atoms dance, the music of the spheres as Pythagoras calls
it is symbolised in this form. The unity of space, time, matter and anti-matter is
represented in this form.

The bronze images (utsava or festival deities) were intended to be taken out in

procession perambulating within the temple for the benefit of the devotees assembled in



the temple to witness the festival. The old villages and towns conformed to the
Vaastu (ancient Indian science of architecture in which the physical and spiritual
blended) form. They were laid out around the temple as a square or rectangle. The
icons go into the village, into every street by turn, stop almost at every doorstep to
bless every individual devotee. These are known as the Chalabhera or the moving
images. The fixed images were made in stone usually granite in South India and
marble in North India. These images corresponded to the theory of how an image
should look like. This theory is enunciated in Silpasastras written by masters in art
and architecture like Manasara, Mayan etc. The earliest is dated by historians
traditionally to the 3" Century BC, though now the dates are being pushed back in
the light of new evidence by a thousand years or even a few thousand years (refer

Holistic dating by Kannan, Dr. R., 2000).

Bronzes

The moving images were usually made in bronze through Cire Perdue or Lost Wax
method. The earliest example of a bronze found so far is the circa 2™ century bronze
of the Buddha from Amaravati. This is also in the museum. This method of casting has
been well known to the people of South India for a long time. The mode of casting the
metal images is termed as Madhucchistavidhana or the Lost Wax method. As the name
suggests the molten metal is poured into the hollow of the mould. That south India is
famous for her large collection of highly aesthetic bronzes is no exaggeration at all.
After the ravages of time and invasions have taken their toll, the temples in South
India are still full of images of the highest quality and many of them are still under
worship. The bronzes are known for their chiselled sophistication, perfection of
modelling and restrained artistic statement. They are unmatched examples of a mastery
of the technique of the Lost Wax method. The art was really developed in the Pallava
era (the bronze of Siva in the Sarabhai Museum) and reached its zenith in the Chola
era in the famous Nataraja icons. The art continued in the Vijayanagar period and is
alive even to this day. The artisans of Swamimalai near Kumbakonam, Thanjavur District

make excellent bronzes even now.

Bronzes used to be buried underground during alien invasions to save then from

being mutilated or stolen. Some of them had developed mutilations (Bhinna) on their



own. As per Agama Sastras (ancient proto- historic treatises governing the mode of
worship and rituals in temples) these were buried like human beings. Behind this is the
Hindu philosophy that once God has been symbolised in human form, he/she should be
treated as a human being, highly exalted albeit. This is the reason for a daily ritual bath
being given to the idols in temples, being given ritual food (Naivedya) etc. The ancient
Indians were the most advanced people of their time. In the cycle of time, they may
have later on fallen on evil days. It is wrong to judge ancient India by its present
condition. Even now as compared to thirty years ago, a revival of our ancient temples
and interest in our ancient arts and sciences is taking place. It is not so fashionable to
decry all things Indian as it was. Indian rulers of the day have paved the way for the
preservation of India’s cultural wealth. Under the Indian Treasure-Trove Act of 1878, the
museums used to receive all the bronzes buried in the ground. The Government Museum,
Chennai and the District Museums were very big beneficiaries. Now-a days there is a
tendency to keep these bronzes in the villages or towns in the temples near which they
are recovered for worship. The worry is that like the famous Sivapuram Nataraja they

should not end up in the illegal art market.

Modes of Casting

There are two methods of casting metal images - solid and hollow casting.

Solid Casting

The required image is fashioned by the sthapati in beeswax. Then the wax model
is given several coats of fine clay. The clay mould is then carefully dried under the sun
if it is mild or in the shade. After a few days the clay mould is ready for casting.
When the wax model is prepared and is ready for the preparation of the clay mould,
arrangements for the preparation of the alloy are made (Photos-Page No0.13). The
number of metals to be used in the alloy are five - copper, silver, gold, brass and lead
popularly known as panchaloha. In actual practice by chemical testing we have found

the percentages of the metals as follows:

Brass is an alloy of copper and zinc. Bronze is an alloy of copper and tin.

Normally bronze is a composite alloy of metals-copper, tin, lead, silver and gold in



varying proportions. But analysis of South Indian bronzes reveal that they
invariably consist of copper, tin, lead, zinc and iron. Trace elements such as arsenic,
antimony, bismuth etc., have been detected. Above 1% is considered as a major
element. Below 1% and above 0.1% is considered a minor element and below 0.1%
is considered a trace element. e.g. Copper:79%; Tin: 5%; Lead: 13%; Zinc: 1%; Iron:
1%; Trace elements are arsenic, antimony, nickel and silver and no gold is present.
This shows tin has been used. Therefore, the alloy is predominantly of brass, tin
and lead. Presence of gold and silver is rare or trace. The clay mould with the wax
model inside it is baked skilfully over an oven kept in the open ground. The
mould is sufficiently heated to drain out all the wax. When the alloy is ready, it is
poured through the orifice into the empty mould in a thin, even and continuous
stream. The molten metal is allowed to cool. Then the mould is broken open and
the solid metal image is obtained. The image is given finishing touches by the
sthapati. This part, the opening of the eyes of the image is what imparts the
exquisite expressions on the faces. This is done under some sort of spiritual
inspiration. Sometimes, Stapathis are known to take even weeks to open the eyes.
The science of image making is dealt with in the ancient Indian science of
Shilpasastra (sculpture science) in his work, Mayamatam by Mayan. It is conjectured
that this Mayan has links with the Mayan civilisation of South America (Kannan, Dr.
R, 2001(1), p.82). This work gives the iconographic features and iconometric

measures for sculptures. Bronzes are sculptures made of metal.

Hollow Casting

In this case the object is moulded in clay and the core is coated with wax,
which in turn is covered with a coating of clay. After draining the wax by heating, the
mould is used for casting. This method is usually associated with North India. The
majority of the images displayed in this book are made by solid casting method,

while, some representations of grama devatas (village deities) are hollow cast.

Investment Casting

The ancient Indian process of Lost Wax was revived in the 1980s as the only
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method that gives the fine tolerances up to the third decimal place by the
aeronautical and space industry of the United States of America. It has since then
caught on. The turbines in the aircraft engines and internal parts of the rocket
engines are made by this process, which is now called Investment Casting
(Photo-Page No.13). In India, the Defence Metallurgical Research Laboratory does
research into this process. Now, of course, high precision computer controlled
machines are used. This shows that at a certain point in time Indian technology

was far ahead of its time only to lag behind later.

Dating Of Bronzes

The five periods of Tamil Architecture and Sculpture - Pallava, Early Chola, Later
Chola, Vijayanagar and Modern - have their own characteristic styles. The characteristics
of each period developed gradually from that of the previous one in a continuum without

any abrupt breaks in style.

Pallava Period (600 - 850 AD)

The figures are natural in posture and moulding. The face is rather oval with a
flat nose and double chin. The front of the torso is almost flat. Draperies tend to be
heavy. Emblems are as a rule held in the hands in a natural pose. They do not have
the flames that surround them, a characteristic of Chola period iconography ( later
period). The Kirita (Vishnu’s head dress) tends to be nearly cylindrical. The sacred
thread is ribbon like with a special fastening over the left breast; it may extend

across the right forearm.

Early Chola (850 - 1100 AD)

Figures are slightly more formal in posture and moulding than in the Pallava period.

The face is rounder than before, roughly oval. As a rule the body is gracefully flexed.

Later Chola (1100 - 1350 AD)

Poses and draperies become more definitely conventionalised and the nose

becomes more prominent. The torso is somewhat more strongly moulded in front.
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Emblems are usually held on two raised fingers pointing up. The face is fully oval.
The Kirita becomes conical. The sacred thread consists of three strands of equal

thickness, so arranged as to produce a symmetrical effect.

Vijayanagar Period (1350 - 1600 AD)

Figures tend to be formal with elaborately conventionalised draperies. The face
is somewhat expressionless with prominent nose and chin. The stomach is rounder
than before and tends to droop forwards. The navel is often emphasised by horizontal

and vertical rays.

Modern Period (From 1600 AD)

Figures are unusually stiff and lifeless with unduly prominent noses, stiff hands
and conventionalised emblems and draperies. The mode of treatment of the face and
the abdomen characteristic of the Vijayanagar period tends to be intensified. The
intricacy of the features with Trivali (a fold in the stomach region) etc., can be seen.

The ornamentation is also more intricate.
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TYPOLOGICAL DESCRIPTIONS OF IMAGES

BUDDHISM

The sixth century BC witnessed a religious renaissance on the basis of the
doctrines of Buddha and Mahavira. These were reformatory movements that spun off
from the parent Hindu religion. They were protests against what was perceived as
excessive ritualism. They spread the gospel of liberation (moksha) based on reason

and freedom from rituals.

Since Buddhism is a development of the upanishadic (commentaries on the
Vedas) philosophy, “the Buddhist mythology which grew up about Buddhism drew upon
the traditions of the land in which the doctrine was first taught.” It considered
Buddha as a historical figure. In the Hinayana form of Buddhism, which prevailed for
a few centuries after the death of the Buddha, the new Protestant sect remained an
agnostic doctrine. As time passed, after the 2" Century AD, when Emperor Kanishka
held his famous council, the Mahayana form or deifying of Buddha started.  Still
later on, Buddha came to be considered an incarnation of Lord Vishnu and was co-
opted into the Hindu Pantheon of deities. This incarnation and reincarnation theory
(Jataka tales) is the contribution of Indian soil to Buddhist metaphysical thought and
philosophy.

The Buddha was considered too sacred to be represented in human form in
Hinayana Buddhism. So he was represented by symbols in the early period. It was
only after the advent of the Mahayana Buddhism that he came to be represented in

human form.

According to the Jataka tales, Buddha had a number of previous births known as
Bodhisattva (Buddha elect). These tales narrate the incidents to introduce the doctrine
of reincarnation, with each incarnation being a training ground to earn punya (the
nearest English equivalent is merit). This punya gives a higher form of life till the
being reaches Buddhahood. These lives in various forms sometimes-human, sometimes-
animal etc., resulted in the worship of minor deities and their female counterparts. This
culminated in an immense pantheon of various forms of the Buddha, Bodhisattvas, Tara

etc, whose images are frequently found in metal in South India.

The Buddha is represented as standing or seated. He has a single pair of
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hands. The hands are shown in one of the five poses; abhaya (open palm pointed
upwards in pose granting protection), varada (open palm pointed downwards in pose
granting boons), dhyana (in meditative posture), bhusparsa (touching the earth) or
dharmachakra pravarthana (the pose of turning the wheel of Dharma or righteousness)

(Line sketches-Page no.14).

Maitreya

He is represented as standing generally. He generally has two pairs of hands.
The upper ones carry a rosary garland and a bunch of five Champa flowers and the
lower ones are in abhaya and varada. A figure of a Stupa is to be seen on the

headdress.
JAINISM

The theology of Jainism believes in rebirth of the soul due to the Karma theory
like Hinduism but does not say anything about the existence of God unlike Hinduism.
This is due to its protestant character to Hinduism. It evolved more and more like
Hinduism which in turn adopted some of the Jain principles like vegetarianism.
Partaking of the character of Hinduism is shown in the use of the symbols of
Hinduism like the Chakra (wheel), conch etc., usually associated with the God, Vishnu.
But giving them different meanings also shows the Protestant nature of Jainism.
Ultimately, after the 9t Century AD, even the sacred thread of Hinduism is found
depicted on the icons. There are characteristics of Mahayana Buddhism in Jain
mythology as could be seen in the reincarnation of the Tirthankaras and their
adversaries, the evil forces through several births much like the reincarnations of the
Bodhisattva before he became Buddha. Similarly after enlightenment for the Jina or
realised soul, there is no rebirth. The division into two main sects Svetambara and
Digambara also reflects a Buddhist type division viz. Hinayana and Mahayana. The
theological basis of this division is explored in the book on Iconography of Jain
images in the Government Museum, Chennai by Kannan Dr. R., et al. (2001). The
iconography of the Jain images have to be studied in the context of this exchange of
religious and philosophic thought among the three ancient religions of India, viz.

Hinduism and its Protestant off-shoots Jainism and Buddhism.

Jainism centres on a series of twenty-four Tirthankaras among whom Mahavira
was the last and the most popular. They are represented either standing or seated

with a single pair of hands. A Tirthankara has to be identified on the basis of his
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cognisance symbol (lanchana), which can be seen on the pedestal right in the middle.

Yakshi Ambika

Yakshi Ambika is one of the four most famous Yakshis of the Jain Pantheon. The
origin of this Yakshi is shrouded in mystery but many legendary accounts are found
in both Digambara and Svetambara Puranas. The Digambara version of the biography
of Yakshi Ambika is narrated in the Yakshi Katha portion of a work called Punyasrava-
Katha, a palm-leaf manuscript. U.P.Shah found the manuscript in the possession of
the priest of the Jain temple in Jina Kanchi. According to the version of this
Punyasrava Katha, Yakshi Ambika was the wife of Somasarma, a Brahmin (the priestly
caste of Hinduism) of Girinagara. Her name was Agnila. She had two sons
Subhangara and Prabhangara, aged seven and five years respectively. Once during a
Sraddha (a ritual conducted on the anniversary of the death of ancestors) ceremony
in her house, a Jain monk who had fasted for full one month turned up and asked
Ambika to give him food to break his fast. Greatly delighted Ambika fed him with
dishes prepared for the specially invited Brahmins for the ceremony. On knowing this,
her husband became wild with rage and drove her out of the house. She left the
house along with her two sons and a faithful maid servant to the forest. According
to the legend narrated by the Svetambara work, Ambika Devi Kalpa composed by
Jinaprabha Suri (Circa 14™ Century AD), Ambika left her house in a helpless condition
along with her two sons. As Ambika travelled towards the forest, strange miracles
occurred. When her children cried out for food and water, a dried mango tree by the
road side gave them fine ripe mangoes and a dry lake nearby was filled all at once
with sweet water. Ambika and her children rested for a while under the mango tree.
At her home also miracles occurred. This made her husband and mother-in-law realise
their folly. Her husband rushed to the forest in order to bring her back to the
house. On seeing her husband coming, Ambika misunderstood his intention and
jumped into the nearby well with her children and died. She was reborn as the
Yakshi devoted to Neminatha Tirthankara. Her husband too, filled with remorse, died

soon after her death. He was reborn as a lion and became her Vahana (vehicle).

The iconography of Yakshi Ambika can be explained with the help of the legends
described above. She is represented invariably in South Indian sculptures and bronzes
with her two children and the faithful maid who followed her in the critical situation.

She holds a bunch of mangoes, which saved her and her children from starvation.
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Her story is illustrated in the wall paintings in the Sangeetha Mandapa (hall where
music concerts are held) of Vardhamana Temple at Thirupparuttikunram. Her two sons
flank the Yakshi on both sides. Behind her son on the right side stands the

attendant maid with a garland in her hand.

There is a sculpture (bas-relief) of Yakshi Ambika in Vallimalai Jain cave (Kannan, Dr.
R. et al., 2001, SL.No.73A on page no. 118). This is in seated Raja Leela pose with two
hands. Below on the pedestal are shown figures of her sons. Her husband has been depicted
in the form of a lion. The same theme had been used in casting Ambika figures four
centuries earlier to this Vardhamana temple painting at Thirupparuttikunram. Of the many
bronze figure of Yakshi Ambika, two in the Thirunarunkondrai Parsvanatha temple are
remarkable. They are described in the book Thirunarunkondrai Varalaru by
Dr.A. Ekambaranathan (1998, p.44 from Kannan, Dr. R. et al., 2001). They are comparable
to the Museum figure. He has illustrated one of these two bronzes. Like the Museum
figure, this 11* Century AD bronze also is depicted in Tribhanga standing pose. She is with
her maid on her left side. Her two children are shown on her right. As in the case of the
Museum figure, one of her two children is missing in the temple ensemble also. The other
12t Century AD Yakshi Ambika bronze in the same temple has both the children on her right
side in standing pose. An important difference noticeable between these two temple
bronzes and the Museum bronze rests on the type of one particular ornament found on
them. The temple bronzes have the sacred thread along with other ornaments. The Museum
Yakshi wears Channavira instead of sacred thread. The sacred thread symbolises the power
of the person who wears it to protect his/her devotees while the Channavira symbolises the
prosperity of the wearer. This symbolises how orthodoxy ultimately embraces even a
Protestant religion to Hinduism. Though the Yakshi Ambika story is an attempt to show that
service to suffering humanity is more important than ritual purity as symbolised in the
Sraddha (ritual performed on the death anniversary of a deceased ancestor) of orthodox
Hinduism, orthodoxy overtakes and embraces the symbol of this protest viz. the Yakshi also.
The adoption of the symbol of sacred thread used by the Brahmins, Kshatriyas and Vaisyas
(the three upper castes of Hinduism) by Jainism is a negation of the Protestant aspect and
also shows how any new order in course of time acquires the trappings of power and
exclusiveness. ‘La plus ca change la plus cette meme’ - the more it appears to be a radical

change, the more it becomes the same as the old order.
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HINDUISM

BRAHMA

He is one of the three Gods of the Hindu Trinity and is considered the first in
the order. The Trinity consists of Brahma responsible for Creation, Vishnu for
Protection and Siva for Destruction. Later on he lost his importance and a
mythological story is narrated as to how he and Vishnu tried to find out the head and
feet of Lord Siva standing as the cosmic pillar of fire (the cosmic Linga) and that
Brahma told a lie that he had seen the top. Therefore, his worship ceased in temples
and it is only rarely that he is worshipped as in Kodumudi (Erode district), which is
a temple dedicated to all the three of the Hindu trinity. The Vaishnavites portray
Brahma as having emerged from the navel of Lord Vishnu. He is shown on a lotus
with two leaves with its stalk emerging from the navel of Lord Vishnu.
Philosophically, he is said to be still in Rajo guna (the middle state of mind as
against Lord Vishnu and Lord Siva who are in Satva guna). The three states of mind
are Tamo guna (base instincts, thought and action), Rajo guna (a higher state of
mind but still the ego persists - both good and bad are present) and Satva guna (the
highest state of mind, where noble thoughts and good alone exists).

Brahma is portrayed iconographically with four heads, the fifth having been
plucked away by Lord Siva. The four faces are united at the ears. The four heads have
four kirita makutas combined into one, the difference being shown as bas-relief. He
is usually seated on a lotus. His mount (Vahana) is the swan (mythical Hamsa, a
bird which can separate milk from a mixture of milk and water i.e. knowledge(grain)
from a mixture of grain and chaff). He usually has four hands, the upper hands
carrying a rosary garland and kamandala, the lower hands are held in abhaya mudra

and varada mudra. He is seated in veerasana.

SAIVITE IMAGES

Siva is the third member of the Hindu Trinity. He has the largest number of
followers. Saivites except a very few also worship Vishnu. The word ‘Siva” meaning ‘the
auspicious’ occurs as an epithet of Rudra in the early Vedic literature. Rudra is

praised in all Vedic hymns. He occupies a supreme position among the deities and

19



is described as the destroyer. Various accounts of the birth of Rudra-Siva are
given in the Puranas. He has many names besides Rudra and Siva, such as

Maheswara, Tripurantaka, Trinetra and Neelakanta.

He is worshipped in the form of Linga or the primordial pillar of fire as seen
in the introductory chapter. The Linga is generally fixed on a circular or
quadrangular receptacle on a pedestal known as yoni or parivattom or avudaiyar
(Tamil), the surface of which is fashioned in such a way so as to draw off the
water poured over the God during the ritual bath. It is a common adage that Siva

is as fond of bathing as Vishnu of decoration.

Images of Siva are also worshipped. He is represented as seated, standing
and dancing. He carries an axe (parasu) and an antelope (mruga) in his upper
hands while the lower ones are in the abhaya and varada postures. In the North,
the trisul (trident) is often seen. Other emblems that are generally attributed to
Siva are, kettledrum (udukkai), skull-cup and various weapons of war. His matted
hair is made up in the form of a headdress called Jata makuta, showing the
crescent moon, skull, snake and flowers. He has three eyes (hence known as
Trinetra), the third one being situated on the forehead. The third eye is never
opened. If he opens it, it will burn every thing by its sight. This seems to
represent some kind of a fusion cum laser beam weapon, which we have not
discovered or invented yet. He is usually represented with ear ornaments inserted
in the lobe of the ears. He is adorned like Vishnu with the usual ornaments, viz,

necklace, girdle, armlets, anklets etc.

Siva has two main forms, one benign and the other terrifying. Each form has
many aspects, some of which are assumed for a particular purpose. In a majority of
cases the purpose is as in the case of Vishnu, to punish the wicked and protect the

weak, and bless the devotees.

Representations of Siva, as standing or seated, either alone or with his consort,
as a teacher of music and as a philosopher (Dakshinamurti); as a bestower of boons
(Anugrahamurti); and as a master of dance (Nrittamurti, Nataraja) are known as pacific

forms while the representations in terrifying form are known as Samharamurtis.
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Adhikara Nandi

When Nandi is standing (usually at the entrance of a Siva temple) in
therianthropomorphic form, he is called Adhikara Nandi. He holds a stick resting on
his right shoulder. His hands are in anjali mudra. His upper hands hold the emblems

seen in Siva’s images (see also Nandi). His consort is Kalakandi (Kundalini-in sanskrit).

Aiyanar

Aiyanar (The Lord) is one of the most popular village deities (Gramadevata)
of South India. He is linked with the mainstream Hindu Pantheon as the Son of
Siva. Simple shrines dedicated to Aiyanar are established on the south side of
rural villages, usually in association with a grove of trees and a pond. Aiyanar’s
shrines usually feature a stone image of the god and large group of terracotta
horses standing in the open air. At least two horses must be offered to Aiyanar
each year, so that he can patrol the village every night with his attendant,
Karuppan (the dark one). Aiyanar is worshipped with offerings of rice, fruit and
flowers, but during certain festivals blood sacrifices are carried out for Karuppan

within Aiyanar’s shrines.

Appar

Appar (Tirunavukkarasar) lived during the first half of the 7% century. He was
born a Saivite, but after the untimely death of his parents and of the man to whom
his sister was betrothed, he embraced Jainism. His sister, however, remained a
Saivite. He gained recognition as a Jain scholar and became the head of a
monastery. Once Appar suffered a painful stomach ailment, which did not respond to
the treatment of the Jain doctors. His sister prayed to Siva and gave Appar a pinch
of the sacred ash. He was immediately cured and became an ardent devotee of Siva.

The Jains subjected him to several ordeals but he emerged unscathed.

Appar lived to be eighty-one. He converted kings; brought the dead back to life and
composed poems that contain the essence of Saivite philosophy. Unaffected by fame, he
performed such menial services as cleaning the courtyards of temples that he visited. He
always carried a small spade for that purpose. In order to test his dedication, Siva

sprinkled precious stones among the weeds and sent celestial damsels to dance in his
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path. Appar’s devotional poems made those illusions vanish as quickly as they
appeared. Appar’s humility and dedication impressed Saivites so much that they

identified him by the spade that he carried.

Ardhanariswara

According to Saivite mythology, Sage Bhringi, whose devotion to Siva was
exclusive once found Parvati sitting very close to Siva. The sage could not ask her
to move, yet he wanted his worship to be directed to Siva alone. Quickly he assumed
the form of a bee, circumambulated Siva and flew away quickly. Parvati, offended by
this act wished to attain an even closer union with Siva and performed severe acts
of penance to achieve that union. After a period of trial, Siva much impressed with

her devotion and penance acceded to her wish by assuming the Ardhanariswara form.

The Ardhanariswara form is a literal composite of Siva and Parvati - in the right
and left halves respectively - rendered in standing posture. Philosophically it is a
union. Siva, the godhead and Sakti, the divine energy, are the creative forces, which
cannot function without each other. It can be philosophically seen as the portrayal
of matter and energy needing each other to function or that from energy comes
matter i.e. this universe. It also shows that male and female are two aspects of every

life split to ensure propagation.

As specified in the silpasastras, Siva wears the Jata makuta and Parvati the
karanda makuta. Parvati's narrow forehead, long, fish shaped eye, thin lips and
rounded cheek contrast with the masculine form of Siva. Even the shape of the nose
on either side is different. Though largely a matter of size, a contrast is seen also

in the jewels around the neck.

Bhairava

Bhairava is one of the ugra (angry) forms of Siva. According to the Sivapurana,
from every drop of blood that Siva shed in his fight with Brahma, there arose
Bhairavas (a manifestation of a part of the power of Siva), each equipped with a
deadly weapon. The army of Bhairavas fought along with Siva and subdued Brahma.
Though very much a feared form, his presence is indispensable in any large Siva

temple. Along with a hungry dog, his mount, he guards the temple properties.
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Anyone stealing temple properties incurs the wrath of Bhairava. This is to make

sure that people do not mishehave by literally putting the fear of God in them.

The silpasastras (treatises regulating the shapes of sculptures) mention sixty-
four forms of Bhairavas, though only three of them, the Vatuka, Kaala and

Svarnakarshana Bhairavas are commonly represented.

Despite the menacing attributes and its grim facial expression, the image has a

graceful charm as well, revealed in the subtle contours of its delicately profiled limbs.

Chandikeswara

The original name of Chandikeswara was Visarasarman. When young, on seeing a
cowherd mercilessly beating a cow, though he had no experience, he volunteered to graze
the cows. This was despite being a Brahmin by caste, whose work is normally only to
chant mantras (ritual chants to Gods) and pray. Every day after grazing the cows, he
would lead them to a river and as they quenched their thirst he would play, making a
Linga in the sand. Due to his care, the cows started giving more milk, some even
voluntarily letting out the milk in the fields. Visarasarman started collecting this milk
to pour it on the Linga in a ritual bath (Abhisheka). Word of his playing in the riverbed
and pouring the milk in the sand reached the village. His father, in order to investigate
the truth of this allegation, followed Visarasarman, hid himself behind a tree and waited.
As usual the youngster returned in the evening leading the herd. He made a Linga and
proceeded to sprinkle it with milk. The irate father walked towards Visarasarman,
expecting an explanation. Immersed in worship, Visarasarman was oblivious of the
presence of his father. Incensed at what he thought was arrogance, the father kicked
the pot of milk. Without even looking up, Visarasarman angrily hurled a stick that lay
nearby at the legs that committed the sacrilegious deed. Thrown to protect the offerings
to Siva, the stick transformed itself into an axe and cut off the father’s leg. The
agonising cries of his father did not distract the young devotee from his devotions.
Pleased with such display of earnest devotion, Siva appeared, blessed them and after
restoring the father’s legs, gave Visarasarman a new name, Chandesa, Lord of Passion and
made him the chief of his Ganas, attendants. Picking up the flower garland from his own
head, Siva wrapped it around Chandesa’s head and decreed that from that day onwards a

part of all the offerings made to him must be set aside for Chandesa.
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Chandesa’s presence is thus mandatory in Siva temples. The proper
circumambulation of a devotee starts with obeisance to Ganesa, then worshipping Siva
and he must end the perambulation seeking the blessings of Chandesa. His story
carved prominently on the wall of the Rajarajeswaram Temple at Gangaikondacholapuram

would indicate the popularity of his cult during the Chola period.

Chandesa is portrayed usually sitting in a relaxed manner, his right leg hanging
down and the left folded and resting comfortably on the pedestal. Nayanmars are
usually represented holding in their hands the object associated with their pious deed
and though Chandesa’s extended right hand does not hold anything now, by its
gesture and mythology, we can surmise that it must have held an axe. Some of his

representations in stone and metal show him carrying an axe.

Usually, his matted hair is piled up like a Jata makuta. The garland that Siva
gave him is clearly visible above his forehead. A flower is also stuck on the top of his

head. Short hair that cannot be tied in his Jata makuta falls in curls on his back.

His facial features with eyes closed as though he is in meditation and a trace
of a smile on his lips, make the visage serene. His smooth chin gradually recedes

towards his neck. Patra kundalas adorn his ears.

A simple ring like necklace rests on his chest. The necklace and its dark
shadow etch a line that seems to mark the head and neck as a distinct area. On his
broad, flat chest a yagnopavita rests. It runs parallel to the necklace, falls directly
on the Udarabandha and then goes back over the right hip. In the triangle formed
by the raised points of his nipples and the navel, we can see the trace of the head

of a charging bull, the norm the sthapatis follow in fashioning the chest of a man.

Chandrasekhara

The name Chandrasekhara means ‘wearer of the moon’. The inclusion of the
crescent moon (waxing phase) on the headdress of Siva is a usual feature of any Siva
image. The Siva image in a samabhanga pose with the hands in the postures of
abhaya and varada has been specially called Chandrasekharamurti. The upper hands
hold the usual symbols, the axe and antelope. Siva in this form is popular. Such

images are to be found in all Siva temples.
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The portrayal also known as Kevalachandrasekhara (Chandrasekhara alone) has
him represented as standing erect (samabangha posture). He has two pairs of hands.
The upper ones hold the usual emblems and the lower ones are in abhaya and varada.
The crescent moon is conspicuous in his Jata makuta. Representations of this form

are seen in metal images.

The waxing moon has been an object of great fascination from primitive times.
Accordingly great importance has been attached to this moon, associated with the
primary god Siva and given an honoured place on the Jata makuta (Matted hair on
the head tied in the shape of a conical crown) of Siva. Early Tamil literature and
later bhakti (devotional) hymns of Thevaram and Tiruvachagam (Tamil devotional
hymns) often contain references to the rising moon on Siva’s Jata makuta. The
legend behind the depiction of the moon on Siva's Jata makuta is that the moon god
who got into trouble with other Gods was persecuted by them after the “Churning of
the ocean of milk.” Helpless, the moon god got asylum in the person of Siva, who
as a gesture of kindness wore him prominently on his Jata makuta. All the Gods had
therefore to bow before him in view of his vantage position on the Jata makuta of
Siva. Wearing of the moon is therefore symbolic of protection and giving of asylum

to the persecuted and downtrodden by the grace of God.

The existence of the moon, the snake and the Ganga together on the Jata makuta
of Siva has been the subject of poetic imagination of devotees like Manikkavachakar

and others as emphasising Siva’s grace in reconciling the above antagonistic elements.
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Durga

She is represented with four hands, the upper ones carrying the emblems of
Vishnu and the lower ones being in the abhaya and Kataka poses. She wears a

karanda makuta on the head and a kucha bandha.
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Ganesa

Ganesa, the elephant faced God is otherwise known as Ganapati, Vigneswara
and more popularly as Pillaiyar in Tamilnadu. He is the first of the two sons of
Siva and Parvati, the other being Subrahmanya. Ganesa is the remover of all
obstacles in ordinary life and the embodiment of wisdom and strength. At the
commencement of any undertaking the Hindu of any sect offers prayers to this
deity to bless him with success. The conception and delineation of the majestic
form of Ganesa is the symbolic representation of the primordial sound “Om”, the
beginning of the universe, energy, power and joy all combined in one. Thirty-two
forms of Ganesa are known to exist. He can have as many as eleven arms
(including the trunk). One main variation is the Valamsuli Vinayaka (Tamil- also

Valampuri Ganesa) with the trunk turned right instead of the usual left.

The first Rig of Rig Veda refers to the elephant faced deity, Ganapati among
the Vedic Gods. However one version of a legend is that Ganesa wrote the great
epic of Mahabharata with his broken tusk to the dictation of Vyasa its author. The

broken right tusk is found in all the images of Ganesa.

The beginnings of Ganapati worship in this part of the country are to be
found in prehistory. The origin can certainly be traced up to the Sangam age, 1.
e. First Sangam. Historically, we can see it at least from circa 1000 BC. The concept
became more popular with the conquest of the Western Chalukyas by the Pallavas
during the 7% Century AD. Siruthonda Nayanar one of the sixty three saint-
devotees of Siva and the commander of the Pallava army seized an image of
Ganapati from Vatapi as a token of his victory and installed it in the Ganapatipuram
temple, Tiruchenkattangudi village, undivided Thanjavur District in Tamilnadu. In
the temples built by the early Cholas, Ganesa was only a parivara devata or tutelary
deity and no separate sanctum was built for him. Whatever may be the view of
historians and scholars regarding the antiquity of worship of the God in
Tamilnadu, the fact remains that Ganesa worship was in vogue from early times
and that he had become the most adored and familiar deity in the South even
before the Pallava period. He is with us for more than two thousand years. One
can therefore find his image worshipped in the nooks and corners of India. A

village in Tamilnadu may not possess a temple built for any God, but certainly an
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image of Ganesa can be found under the green wood tree. He is a God of the

humble masses.

Ganesa is also the lord of the Ganas that keep Siva company while he is
dancing. Rishi Tandu, who has codified Siva’s Tandava Karanas by careful observation,
puts Ganesa as one who belongs to the dancing group of Ganas. But Ganapati was an
actual performer and a participant of the sandhya (evening) dance of Siva. Nritta
Ganapati or the dancing image of Ganesa is a very rare pose as compared to other

Gods in the Hindu pantheon. This pose is to make devotion pleasant and refreshing.

Gangadhara

He is represented as standing, holding a trident obliquely across his back. He
is shown supporting the river Ganga (Ganges), symbolised as a Goddess in her descent
to the earth. When accompanied by Parvati, he is shown as embracing her with his
lower left arm, consoling and assuring her that his affection would not be transferred
to the river Goddess. His lower right arm is either held in the abhaya pose or placed
near the chin of Parvati. His upper right arm holds up a lock of his matted hair
(jata) on which is seen the river Goddess, Ganga. Sometimes the right arm may hold
the axe and touch the lock of matted hair. Parvati stands to his left in a state of
mental uneasiness, due to jealousy on finding her Lord supporting on his matted hair,
a woman, viz., Ganga. Parvati’s right hand hangs down freely while her left holds a

flower or is in the Kataka posture.

When Gangadhara is shown without Parvati, his lower right hand either rests on
the sacred bull (Rishaba, his vahana or mount) against which he leans, or is held in

the abhaya or varada pose, while his left rests on the waist or in the varada pose.

This aspect illustrates the story of the descent of Ganga for the sake of
Bhagiratha. Siva agreed to receive Ganga on his matted locks so as to prevent the
force of the fall of Ganga, from causing heavy damage to earth. He received her on
his right matted locks and hence became known as Gangadhara. When she came down
with great force, Siva wanted to humble her and made her stay for sometime in his
hair. When requested by Bhagiratha, he released her and he is known as

Gangavisarjanamurti.
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This theme is popular in stone sculptures, where Bhagiratha and others are
also represented along with Siva and Parvati. It is seen in Mahabalipuram and
Tirugokarnam (Pudukottai District and also sculptured as a bas-relief in the panel
in the Rock Art and Cave Art Gallery, Government Museum, Chennai . Please
refer to the Monograph on Rock Art and Cave Art by Dr. Kannan(2003). But in
metal, only Siva and Parvati are represented. Sometimes Siva alone is shown. He
carries the trident in his upper hands while the lower ones are in the abhaya and

varada poses.

Kalr

Kali is the feminine counterpart of the angry forms of Siva. She has several
manifestations, the most frequently rendered being the Durga, Mahishasuramardini,
Bhairavi and Chamundi. In the silpasastras, literature and popular expressions of
art, she is portrayed as fierce, gruesome and blood thirsty. Yet because her
malevolence is directed against the wicked, she is feared by the evil and revered

by the good.

The vivid descriptions of her appearance and the rituals connected with her
worship in the Silappatikaram, a 2" Century AD Tamil epic, indicate that by the
third Century AD, her cult had reached a fairly evolved state in Tamilnadu. In the
peasant, matrilineal societies of South India she is considered to be even more
powerful than Siva. She is popular among the rural folk who propitiate her with
spirits and ceremonies. Until recently her worship used to include animal sacrifice

and libations of toddy.

Kalyanasundara

A group of sages approached Siva, the source of all knowledge, with a
request to remove some of their doubts. After imparting true knowledge and
removing all their confusion, Siva demonstrated the state of Samadhi (Trance). As
he entered into a state of deep trance, controlling all his senses, the sense
perceptions of all the creatures of the universe also ceased and all the activity
and regeneration of life stopped. The rest of the Gods, disturbed at this
development, sent Brahma and Vishnu to Siva with a request to end his Samadhi,
marry Parvati and revive life. Siva acceded to their request and married Parvati.

He stands as Kalyanasundara, the handsome bridegroom. Vishnu is the brother of
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Parvati, who gives her away in marriage. This portrayal is famous in Madurai. It is
considered to have been popularised by King Tirumalai Nayak in the 16%"-17t
Century AD to unify Saivites and Vaishnavites around the Nayak throne. He even
built in a role for the Muslims in the annual Chithrai festival in the month of

April, when the divine marriage is re-enacted every year to get their loyalty also.

Siva is represented as a bridegroom, standing and holding the right hand of
Parvati. Sometimes, his lower right hand is shown stretching to receive the right
hand of Parvati. Parvati stands either to his left or to his right with her head
slightly bent down shyly. Her left hand either holds a flower or hangs loose. In
some compositions, Vishnu, who gives Parvati in marriage, is seen standing and
pouring water over the right hands of Siva and Parvati, from a spouted vessel (Kendi
in Tamil, kamandalu in Sanskrit), which is held in his lower right hand. Vishnu's
upper hands hold the usual emblems, while the lower left hand is in the

katyavalambita (keeping the hand on the hip) pose.

Representations of this depiction of Siva are found in metal with Siva and
Parvati constituting the group. The occurrence of this portrayal along with Vishnu and

Sridevi is rare.

Kannappa Nayanar

According to the Periyapuranam, the great Saivite hagiography compiled by the
Tamil poet Sekkilar during the 12% Century, Tinnan was a hunter who lived in
Pottappinadu, the region around Nellore in the present day Andhra Pradesh. It is
identified with the present Sri Kalahasti, a pilgrim town. In one of his hunting
expeditions, Tinnan found a Linga in the jungle and started worshipping it regularly.
Unfamiliar with the canonical modes of worship, his offerings to the Linga were
roasted flesh, tasted by himself to make sure it was succulent. As he had to carry the
meat in one hand and his bow in the other, he filled his mouth with water for the
sacred bath and carried flowers for puja (worship) by sticking them in his own hair.

Yet, as they were offered with genuine devotion, Siva gladly accepted them.

As he always does with his devotees, Siva decided to test the extent of Tinnan’s

devotion. One day as Tinnan went to worship the Linga, he saw blood dripping
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from its right eye. Evidently he had been worshipping a mukhalinga, for only on
such Lingams is a face vividly carved. Though not a stranger to the sight of
blood and wounds, Tinnan was shocked at this. Immediately, he tried to cure it
with medicinal herbs. However, after trying all the cures known to him and
despite his devoted care, the bleeding persisted. Finally, he stood in front of the
Linga, very worried and wondering what to do next, Tinnan remembered a familiar
proverb: “ The cure for weakness of flesh is flesh”. And then, immediately
drawing an arrow from his quiver, he scooped out his own right eye with its sharp
tip. He placed his own eye on the bleeding eye of the Linga. To his great joy, he
saw that the bleeding had stopped. However, blood began to trickle from the
other eye of the Linga. Now that he knew the remedy, Tinnan quickly proceeded
to gouge out his remaining eye. Seeking no further proof of Tinnan’s devotion,
Siva then blessed him and restored his eyes. From that day onwards Tinnan gained
a new identity, being called by the new name Kannappa meaning “the devotee who

gave his eye”.

Kankalamurti

This aspect of Siva is closely allied to Bhiksatanamurti (sage cum mendicant)
and almost similar in appearance. He is represented standing with two pairs of
hands, the lower left holding a kettledrum, which is beaten by a stick held in the
corresponding right hand. The upper right arm holds the kankaladamaru or the
staff on which the bones are tied up and ornamented with peacock feathers. A
number of snake ornaments are distributed all over the body. He wears sandals

on feet and he is draped.

To expiate the sin of having severed one of the heads of Brahma, Siva went
to Vishnu to get his sin wiped out. But at the gate, Vishvaksena, the gatekeeper
stopped him. During the fight that ensued between them, Vishvaksena was killed
and his body was fixed in the trident with which he met Vishnu. Vishnu advised

him to go to Varanasi, where his sin would be washed away.

A number of examples of this representation are available in stone and a few

in metal.

30



Maheswarr

This is a form of Parvati representing the features of her spouse Maheswara.
Usually she has four hands. In the upper hands she carries the deer and damaru.
Her lower hands are in abhaya mudra and carrying the skull cup. The third eye, the

symbol of Maheswara is also portrayed.

Mahishasuramardini
She is a manifestation of Durga with more than two pairs of hands. She is
represented as killing the buffalo headed demon king Mahishasura, who is seen lying

at the feet of the Devi. Various weapons of war are held in her hands.

Manikkavachakar

He is the author of the famous Tamil Tiruvachakam hymns. His right hand is in
the upadesa mudra (pose of imparting learning), while his left holds a palm leaf
manuscript. He is a great Saivite saint. He started life as the Minister of the Pandya
King, Arimartana Pandyan (vadavooraar). He misspent the money given to him to buy
horses in building a Siva temple at Avudayarkoil, Pudukottai District, when he had a
Darshan (vision) of Lord Siva there. When he returned to Madurai, the King imprisoned
him for his misappropriation of the royal money. The good lord intervened by
converting foxes into horses, which the King accepted only to find that they turned
back into foxes the next day. Then, the King had a vision of Lord Siva, who made him
realise his mistake. The King apologised to Manikkavachakar. But the saint had no
desire to return to worldly life. He is one of the four great Saivite saints, who re-

established Saivism in Tamilnadu.

Nandr

It is obligatory for every Siva temple to install a Nandi (sacred bull of Siva)
image in the reclining form of a bull in front of Siva. Even in respect of other Gods,
viz. Ganesa, Subrahmanya, and Parvati etc who have separate vehicles, Nandi is
installed occasionally as a substitute. Because of his association with spiritual
wisdom he is given the honourable title of Iswara and called Nandikeswara. In early
Tamil literature, the word Nandi is synonymous with Siva. The form of Nandi is

usually in a reclining position. When standing, he is called Adhikara Nandi.
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Evolution of religion began with two main aspects, hero worship on the one
hand and worship of nature and its symbols on the other side. The hero
worshippers have regarded the bull, which is the earliest animal to be tamed, and
domesticated, with great respect and adopted it as an outward symbol of an
unseen intimate relationship with Siva. This motif, the Bull, has thus survived the
ages to become the sacred vehicle of Siva besides being the foremost devotee of
Siva. It is a significant fact that the bull has also figured prominently in the
Mohen-jo-daro seals where it may be considered as a link between the dim past and
the present day Saivism. The worship of Baal, the bull derided in the Bible might
have been linked to this cult. This is because Manetho, who taught the Egyptians
their astronomy is considered as Manitha, an Indian Hindu sage (Kannan, Dr. R.,

2000, p.35).
Nataraja and Natesa

Among the aspects of Siva, the dancing form of anandatandava is the most
popular in South India and the usual features are: the right leg of the God is
placed on the back of a demon called muyalakan (Tamil) or apasmara (Sanskrit -
personification of ignorance) and the left is raised. The upper right hand holds a
kettledrum or udukkai (Tamil) and the upper left hand carries a fire pot, with
tongues of flame leaping out. The lower right hand is held in the abhaya pose,
the wrist being encircled by a serpent while the lower left hand is bent across to
the right side in the position known as gajahasta or the elephant trunk pose, its
fingers pointing below towards the left leg, which is raised in a dancing position.
An ornament fashioned like peacock’s feathers and exhibiting a head encircled by
a snake adorns the head. Ganga and the crescent moon are seen on the locks.
The ecstatic and violent movement of the dance described as the anandatandava in
the quick whirling around on one leg is indicated by the matted hair stretching
out on both sides of the head in wavy lines and by the cloth tied around the
waist also flying in the air. Bhringipada, a jewel, peculiar to nataraja alone, is

occasionally depicted.

There are many and varied legends explaining the origin of the dance of Siva.

But the most popular is that Siva danced to quell the pride of Kali.

Bharata’s Natyasastra, the authoritative treatise on Hindu Drama and Dance
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written by Bharata, a Rishi, speaks of 108 kinds of dances of Siva. The Saiva
Agamas (texts of rituals governing temple worship in Saivite temples) mention that
Siva performed 108 poses of dances. Perhaps the 108 dance poses referred to in
Bharata’s Natyasastra are identical with 108 poses mentioned in the Saiva Agamas.
Further it is said that Siva in different places and on different occasions performed
108 varieties of dance. Most of the 'poses' of dance (karanas) are depicted in
Brihadeeswara temple at Thanjavur and in the gopuras (temple towers) of the

Nataraja temple at Chidambaram.

As stated earlier the Anandatandava Nataraja is popular in South India.
Chatura (square mudra) and Lalita (bent square mudra) two of the 108 dance poses
are rarely met with in South India. Both the words Natesa and Nataraja are almost
synonymous. When his dance is viewed as a cosmic one, he is known as Natesa,
meaning “Lord of Dances” and when it is viewed as a classical one, he is known

as Nataraja meaning “King of Dances”.
Parvati when associated with Natesa images is called Sivakamasundari.

A large number of representations of Natarajas and Natesas are available in

stone and metal.

Parvati

Parvati or Uma or Gauri as she is otherwise called is portrayed with Siva as
his only consort. She is represented when she is with him (Siva) as standing or
sitting to his left with two hands, the right one holding a blue lily and the left
one hanging down freely, (lola ). Her head is decorated with a karanda makuta
(the crown is in the form of a cone with the base at an angle of 30° pointed
towards the apex; this shape is supposed to resemble the neck of a peacock), a
headdress looking like a number of inverted pots arranged one over the other and
sometimes with a royal headdress called kesabandha (hair done as a bun). When
represented alone, she is always depicted seated and with two pairs of hands.
The upper ones hold an axe and a noose (pasa), while the lower ones are in the

abhaya and varada poses. Siva’s vehicle is the bull and that of Parvati is the lion.

Besides worshipping Vishnu or Siva as the case may be, some people called
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Saktas consider the female, whom they called Devi, as the supreme deity. Since
Sakti cult is more akin to Siva cult and since the Saktas identify her with the
consort of Siva the forms of Devi are dealt with under Siva. Devi has three main
forms: Durga, the fighter, Kali, the terrifying destroyer and Mahalakshmi, the

benign bestower of prosperity.

Pradoshamurti

In this version, Chandrasekhara is represented as leaning towards Parvati.
The upper hands hold the usual symbols, the axe and antelope. The lower left
hand embraces his consort and the lower right is in abhaya. Parvati holds a flower
in her right hand while the left hangs down. In some representations, Parvati is

shown as embracing Siva around his waist.

This representation is very popular in metal and can be seen in almost all
temples. The name Pradoshamurti is given to this depiction, because such images
are taken in procession within the temple premises on pradosha days i.e. two days

before the full moon.

This representation is also known as alinganachandrasekhara (embracing

Chandrasekhara).

Somaskanda

In this portrayal, Siva is seated with Uma on his left and their son
Subrahmanya (Skanda) in between them on the same pedestal. The upper hands of
Siva hold the usual symbols, while the lower right hand is in abhaya and the lower
left hand either in varada or simha karna (mudra depicting the ear of the lion).
Uma’s right hand is in Kataka and the left one rests on the seat or is held in
varada. Skanda is represented as a child standing, sitting or dancing between his
parents and holding a lotus flower in both hands. Sometimes the right hand
holds a lotus flower and the left hand hangs loose. In some cases, the left hand
holds a fruit and the right is in suchi mudra (pointing at something) or may be
stretched out and be without the fruit in it. When seated, Skanda is found in
between Siva and Uma or sometimes on the lap of Uma. Skanda is usually adorned

with a karanda makuta on his head and other ornaments. He wears a Channavira.

This representation is commonly seen in metal images.
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Subrahmanya

The son of Siva and Parvati, Subrahmanya is the most popular deity of South
India. He is best known by the name of Murugan (Tamil) which means the most
beautiful and the valiant. He is the originator of the Tamil language itself. He
taught the language to Sage Agastya. He bears innumerable other names viz.
Vadivelan- the lovely one bearing the Vel (the spear), Kumaran- the eternal youth
and son of Siva, Arumugan- the God with six faces, Devasenapati- the generalissimo
of the celestials, Skanda- the transcendent and Kartikeya- Siva’s son nursed by the

six Kartik women (pleiads in Greek mythology).

Skanda the name by which he is most popular in North India, is a lesser

deity there-more often a bachelor.

Scholars of the British era and their followers thought that the worship of this
form of God is pre-Vedic in evolution and therefore does not find a place in the
deities of the early Vedic pantheon. Skanda mentioned in the Rig Veda is a general
term to denote the Brahman, the Supreme Being. It was interpreted so that it did
not relate to the Subrahmanya of the South. This shows that the Aryan-Dravidian
racist theory was holding scholars so much in thrall, that they created a divide
where none existed. Now, that the theory has been demolished, it is clear that such
far fetched interpretations are unnecessary. Brahman is the ultimate formless reality
and all Hindu images represent that reality in various forms according to the
persuasion of the devotee. Adi-Sankara in his Advaita philosophy stresses this when
he states that an ordinary person may go to a temple to worship God in the form
of deities endowed with good qualities (Suguna Brahman). As he/she advances
spiritually he gets into the concept of the formless God or Nirguna Brahman. When
he reaches ultimate bliss, he merges into the divine or Brahman itself. Jeevatma
(the soul of the person) and Paramatma (the universal soul) become one. The
Prahlada episode where Vishnu emerged from a pillar eloquently illustrates this
philosophy. Skanda figures in the great epic of Mahabharata, and the Puranas. In
the Kumarasambhava of Kalidasa, the great Sanskrit poet, extols him as the heroic
son of Siva and the great commander of the celestials who were saved from the
troubles of the mighty Asura (demon) Tarakasura or Soorapadma, the latter name by

which he is better known in Tamilnadu and in the Skandapuranam.
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The nature of worship of God evolves in relation to the culture and natural
surroundings of the people; the Gods are endowed with the virtues and
weaknesses of the people who worshipped them in the dim past. This is the
scientific and rational view. Later influences of other religions or other sources
also play a role. Anthropologically, Muruga worship represents a stage of
development characteristic of people who lived in the hills, the association of the
peacock as his vehicle, the simple spear and the romance of the God with the
hunter girl, Valli, as portrayed in the Tamil Sangam Age lyrical poetry - all confirm
the above view that the worship of the deity was an evolution from the soil. It
also shows the intermingling of Sanskrit and Tamil languages and their common
origin. He teaches the Sage Agastya, who has come down from the Himalayas the
Tamil language. This shows that both languages lay claim to divine status. There
are references to this form of the deity in the earliest Sangam literature and still
earlier Tamil grammar, Tol-Kappiyam, which is about at least several thousand years
before the birth of the Christ. Recently, it has been claimed that Tolkappiyar is a
Vedic Brahmin. ALl scripts in India have a common origin in Proto- Brahmi. The
Bhattiprolu casket in the Chennai museum in bi-script of Tamil and Asokan Brahmi
confirms this. Therefore, there is no reason why languages though sounding
different should not have a common origin since their antiquity is so hoary.
According to the early Tamil literature, Murugan was the presiding deity of the
Kurinji (hill and forest) country. The fact that his famous temples are all still on
hilltops shows that he is connected with the ancient tree and serpent worship and

deities worshipped along with such trees.

“Su” means happily wedded to the “Brahma jnana” - the supreme knowledge
of the supreme being; “brahmanya” means one who tends to the spiritual growth
of the aspirant. Thus the special feature of worship of Subrahmanya is that the
worshipper will be endowed with super divine knowledge or Jnana. According to
the legends, the son taught the spiritual truth behind the primordial sound “Om”
even to his father. His simple spear, the “Vel” , is synonymous with jnana Sakti,
the celestial power of jnana or divine wisdom and destroyer of all evils and

ignorance.
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Sukhasana

When Siva is seated alone, he is known as Sukhasana. The image should be
erect. His left leg is bent and rests on the seat, while the right leg hangs down.
The upper hands hold the axe and the antelope, while the lower hands are in abhaya
and varada or simha karna. It is essential that neither Devi nor Skanda are present

near Sukhasanamurti.
This representation is commonly seen in metal images.

Sulam

This is the weapon (trident) of Lord Siva. It is taken in procession on festival
days. On the obverse, it may have a small figure of Siva as Vrishabhavahana (riding
on Vrishabha) or Ardhanariswara. On the reverse, it is plain. When the obverse is

depicted with Pidari, one of Kali’s most terrible forms, it is known as Sulapidari.

Sundaramurti

He was the last of the Samaya Kuravars (great saints of the Saivite religion)
Saivite saints. His poems are also part of the collection of Thevaram hymns. He is
represented as singing in ecstasy. His right hand indicates the pitch of his song,

while his left hand beats time.

In mythology, he is supposed to have been a page boy of Lord Siva. While
plucking flowers in Kailasa, the heavenly abode of Lord Siva, he cast amorous eyes
on two ladies in waiting of Parvati. To expiate this sin, he was born in a Brahmin
family in Tirunavalur, Nadunaadu near present Vriddhachalam in the 9t Century AD.
He was brought up by the chieftain of Nadunaadu. His first attempt at marriage
was prevented by Lord Siva in the garb of an old man. Siva claimed him as his
slave, but later on ended up running errands for him. There are many miracles

attributed to him. These helped to turn the common folk towards Saivism.

Tirujnanasambandar

As a child, when he cried at not finding his father (who had been away to
take a holy dip), Goddess Parvati pacified the child with milk. The temple tank

where it occurred is in Thonipureeswarar temple. The sanctum of Thonipureeswarar
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(Lord Siva) is in the the lower floor of the Sattanathaswamy temple, Sirkali in present
Nagapattinam district. The mother and father who suspected this were shown a vision
of Umasahita. The child started singing Tamil devotional songs, which are compiled as
Thevaram, along with those sung by Appar and Sundarar. He is represented as a child
and as a youth. As a child he holds a cup of Parvati’'s milk in his left hand and his
right hand is in vismaya pose. As a youth, he is portrayed with a pair of cymbals one
in each hand. He lived a short life of 16 years. He performed many miracles. He
performed pilgrimages to many Siva temples with Appar, who was quite old by then. He
vanquished the Jain monks of Madurai in argument. This was decided by a miracle,
when the palm leaf manuscripts of his songs did not burn while those of the Jain
monks burnt. The practice of throwing into fire manuscripts which come out unscathed
is anal- vadam (anal - fire; vadam - argument). The floating of manuscritpts when
thrown into water is punal-vadam (punal - water; vadam - argument). This shows their

acceptance by God. His palanquin was carried by Appar, since he was a small child.

Tripurantaka

Tripurantaka is the image of Siva where he is known as the destroyer of the

three cities and their demons - tripuras.

According to legend three demons in the form of flying fortresses of iron,
silver and gold were destroying everything. The celestials (Devas, demi-gods) were
unable to fight them; they therefore appealed to Siva for redress. But they were so
proud that they thought that their help was indispensable to Siva and offered to
cooperate with him in the destruction of the tripuras. Though Siva did not need
their help he accepted their offer out of his grace. The story continues in the Yajur
Veda that Siva did actually fight with the three demons using his bow and arrows in

destroying them.

The South Indian version of the same valiant deed of Siva is different. When
everyone had prepared for a fight and Siva stood ready, all the Gods began to
think that Siva could destroy the Asuras (evil celestials or Demons) only with their

help. This thinking provoked the laughter of Siva. As he laughed at the ego of
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the Gods and at their idea of helping him, the Tripuras were burnt to ashes. Siva

never fought the demons.

Umasahita

Siva is represented as standing or seated with Parvati (Uma) beside him,
either on the same pedestal or on a separate one. Siva’s upper hands hold the
usual emblems and the lower hands are in abhaya and varada. The Devi’s right
hand is shown holding a flower or in the Kataka mudra . Her left hand is shown

sometimes in varada and sometimes resting on her seat.

This portrayal is commonly seen in metal images, in standing or seated

postures.

Veenadhara Dakshinamurti

He is represented both in seated and standing poses. When seated, the
Veena (string cum percussion musical instrument) is supposed to rest on the right
thigh. Both the lower hands hold the Veena, while the upper ones carry the usual
emblems, rosary and fire or rosary and snake. In metal images he is represented
as standing. His lower hands are always in the posture of holding the instrument.
In all the metal images, a separately cast Veena is intended to be provided in the
hands as and when required and hence this instrument is not seen in the images.
His upper hands carry the axe and the antelope. His right leg is kept firmly on
the ground, while his left leg slightly bent, is placed a little forward.

Veerabhadra

He is represented as standing on a pair of sandals with a fierce face. Usually he
has four hands and sometimes eight. His right hands hold the sword and the arrow,
while the left holds the bow and the mace. When he is shown with eight hands,
weapons of war are held in all his hands. He usually wears Jata makuta. Sometimes
a royal headdress showing a Linga in the middle adorns his head. Daksha stands on
his right side with the head of a goat and with his hands folded in worship. He
(Daksha) is of small stature, evidently to indicate by contrast the hugeness of

Veerabhadra.
Siva assumed this form when his father-in-law, Daksha insulted Parvati as a
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result of which she committed suicide and became Sati. To avenge the death of
Parvati, Siva took the form of a gigantic figure to destroy the sacrifice organised by
Daksha. When Veerabhadra came to the sacrificial area, Daksha was transformed into

a goat.

This form is represented both in stone and metal.

Vishapaharana

In this depiction, Siva is represented as seated with his upper hands carrying
the usual emblems i.e. axe and antelope, while his lower left hand is shown
holding a cup and the lower right hand is in the varada pose. Sometimes the
lower right is shown holding a snake. Siva drank and digested poison-hence the
name. This was when the milky ocean was churned to get amruta (ambrosia) for

immortality.

In some bronzes, Parvati is represented as preventing the Lord from
swallowing the poison. When Parvati prevented him from swallowing the poison, it
got held up in the neck portion making the neck blue. Hence, he is known as
Neelakanta (one with the blue throat, Neelakanta, hence the name of the
Himalayan peak). Neelakanta is a more popular form than Vishapaharana but less
suitable as the subject of a metal image. Though this portrayal was popular, it
was rarely represented in metal. Suruttapalli, 40 Kilometres from Chennai has a
famous Chola period temple dedicated to Lord Siva in this mode. In this temple
which has sculptures from the earliest Chola period, Lord Siva is reclining on the
lap of Goddess Parvati after drinking the most toxic poison (hala kala visha) spat
out by Vasuki, the great divine snake when the great milky ocean of the cosmos
was being churned by the Devas and Asuras in an effort to get Amruta (ambrosia)
in order to attain immortality. Only Lord Siva had the capacity to swallow this
poison which was threatening to destroy the universe. This must be an allegorical
reference to some early cosmic phenomenon. There are other excellent sculptures
like one sculpture depicting Siva in penance standing on one leg, with Vishnu and
Brahma worshipping him. The cognisance symbols, Rishabha, Hamsa (swan) and

Garuda are at the base of the pedestal.

This refers to the story about Brahma seen in the description of Brahma.
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VAISHNAVITE IMAGES

Vishnu

Vishnu, the preserver and the second member of the Trinity is an old Vedic
God. He is mentioned in all the four Vedas - Rig, Yajur, Sama and Atharvana. He is
identified with the sun and a host of other divinities. In the Sathapatha Brahmana,
he is included as one of the Adityas. In this context, Brahmana means commentary
on the Upanishads. 1In the Mahabharata he is declared as the last Aditya, son of
Aditi.

Aditi is mentioned in the Rig-Veda as the mother of the Devas and also the
visible earth and beyond, i.e. all matter. She had eight sons of whom she cast
away the eighth i.e. the Sun. These sons were called Adityas. In early Vedic
times, they were six, then later seven and finally eight of whom the Sun was cast
away. The six Adityas are Mitra, Aryaman, Bhaga, Varuna, Daksha and Ansa. Daksha
is frequently excluded and Indra, Savitru (Sun) and Dhatri are added (Dowson,
John, 1982, p.4). They are thought of as the eternal sustainers of luminous life -
i.e. an allusion to matter and anti-matter - matter is luminous and white, while
anti-matter is black and absorbs all light. This is the conclusion of modern physics

after much research and still a universal theory of physics has not been reached.

In the later period of the Itihasas and Puranas, he is worshipped as the
supreme deity and occupies a pre-eminent position in the Hindu Trinity among the

followers of Vaishnavism.

He is represented in standing, seated or reclining posture. He has four
hands normally of which the upper right holds a discus and the upper left carries
a conch. The lower right is in the abhaya pose while the lower left one may be in
the varada or katyavalambita pose or holds a mace. He has two consorts, Sridevi
and Bhudevi respectively the Goddess of prosperity and the earth. They are
represented as standing and sitting on the right and left sides of Vishnu. Both of
them have a pair of arms; while the one carries a flower, the other hangs loose.
Sridevi is identified with Lakshmi. She is worshipped independently as Mahalakshmi

or Gajalakshmi, having two pairs of arms.

Vishnu is said to have manifested himself to his devotees in different forms
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in different places and in each of these places he is worshipped in the form in

which he is said to have appeared or incarnated.

Balakrishna

He is represented as a crawling child or in a dancing pose. When he crawls,
his legs and hands rest on the ground. Sometimes he holds butter in one hand.
His headdress resembles that of a kondai. Krishna is supposed to have played a lot
of pranks in his childhood to entertain the Yadavas of Nandagaon in Vrindavan,
near Mathura. His fondness for butter, which he usually stole, is one of the

famous stories told about him.

Dhanvantari

He is the tutelary deity of Hindu medicine. He is represented always as seated
with a pair of hands and in front of a bowl on which the discus and conch are seen.
The right hand holds a vessel of medicine (amrita or nectar), while the left holds a

bowl, with which the medicine is to be poured out.

Garuda

He is the vehicle of Vishnu and a mythical kite (half kite and half man). He
is represented as a man with a beak like nose and two spreading wings. He is
generally shown as standing or kneeling on one knee, the other leg being bent

and firmly on the earth or a pedestal.

He has two hands, which are either in the anjali pose or outstretched with
the palms turned upwards to receive the feet of Vishnu who rides on his

shoulders. He is installed in every Vaishnavite temple opposite the central shrine.
The figures of Garuda are common and made in stone and metal.

Hanuman

He is portrayed in the form of a monkey with admirable human qualities. He
is the son of the wind God, Vayu, a Deva (celestial) and his wife, Anjana Devi. He
is, therefore, called Anjaneya. He was granted a lot of boons even as a child by
the celestials. Therefore, he acquired enormous power and strength, both mental

and physical. He is the greatest devotee of Vishnu in his avatar as Rama. It is
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said that wherever Ramayana is recited, Hanuman will be present in spirit. He is
Chiranjeevi (one who has no death). He is represented either in the anjali pose or
with the right hand in front of the mouth in token of his humble devotion. The
left hand and the tail hang down freely.

His figures are commonly seen in stone and metal.

Kaliyakrishna

He is represented as dancing on the hood of Kaliya, the serpent king. His
left hand holds the tail of the serpent while his right hand is in the abhaya pose
or outstretched so as to balance himself. The left leg is slightly bent and the
foot is placed firmly on the hood of the serpent. The right leg is raised upwards,

being bent at the knee, suggesting that a kick on the hood is contemplated.

These images differ from those of dancing figures of Bala Krishna and Navanita
Krishna only in the fact that the dance takes place usually on the hood of the five-headed
serpent king Kaliya, whose tail is held in the outstretched left hand. Other forms of

the snake are also seen.

Krishna

He is the most popular of all the avatars (incarnations of Lord Vishnu).
Among other deeds, he destroyed a number of demons. His achievements have
been so great and glorious that among the incarnations of Vishnu, none receives

more widespread worship than Krishna.

He is generally represented as standing with or without his two consorts,
Rukmini and Sathyabhama on his right and left respectively. They are regarded as
incarnations of Sridevi and Bhudevi respectively. Krishna is shown with a pair of
hands. The right carries a peculiarly curved stick, probably the shepherd’s hook
or is in the kataka pose as if intended to receive the stick. The left hand is
raised horizontally and bent at the elbow as if about to rest on the shoulders of
Satyabhama. When represented with four hands, which is very rare, he carries the
usual insignia of Vishnu in his upper hands. His head may be adorned with royal

headdress or the hair may be tied up in an ornamental knot on the top of the
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head and secured by flowers and the feather of a peacock. Rukmini usually holds
a water lily in her right hand while the other hand is in Lola hasta. Sometimes
instead of holding the flowers, the respective hands may be in the Kataka pose.
The hair of both Devis is usually tied up in an ornamental knot and secured by

flowers or the head may be surmounted by royal headdress.

The valorous deeds of Krishna, since childhood, including the circumstances
under which he was born are detailed in the Mahabharata. He bore several names

for having performed wonderful exploits and heroic deeds.

Krishna with consorts

In addition to his portrayals as a child, Krishna is shown as a man with his
consorts, Rukmini on the right and Sathyabhama on the left. He is portrayed in

the mature phase of the avatar (incarnation) as the ruler of Dwaraka.

Laksminarayana

As the name itself indicates, Vishnu, in the seated posture is in the company
of his consort Lakshmi, who is on his left lap. The lower right hand is in the

abhaya pose, while the lower left embraces the consort.

Navanitakrishna

He is represented as dancing on the hood of Kaliya, the serpent king. His
left hand holds the tail of the serpent, while his right hand is in the abhaya pose
outstretched so as to balance him. The left leg slightly bent at the knee joint,
rests on the ground, while the right is lifted up and bent inwards as in dancing.
The left hand is stretched out and thrown outwards. There was a serpent called
Kaliya, who was terrorising people in Vrindavan on the banks of the river Yamuna.
Krishna is supposed to have subdued him by dancing on his hood making him
give forth his venom and go to the sea. The distinction between this pose and

Kaliya Krishna is that in this pose he holds a ball of butter in his hand.

Narasimha

In this form he is represented with the head of a lion and a human body.

He is shown as standing or sitting, either alone or with his consort. He is usually
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represented with two pairs of arms. In some forms he has more than two pairs of
arms. When represented with more than two pairs of arms, various weapons are
associated with the hands. As Narasimha (sometimes specially distinguished as
Ugranarasimha) he may be either seated or standing. In southern images of this
terrible form, he is always shown in the act of either fighting or tearing out the
entrails of the demon Hiranyakasipu (the father of his devotee Prahlada), whom he
came to destroy; but in images from the north where Narasimha is less popular, he

may apparently stand alone.

He is shown alone or with his consort, Lakshmi. When seated alone, with legs
crossed in yogasana (meditative) posture, he is known as Yoganarasimha. In this
pose, he is represented with only four arms, the upper hands carrying the usual
symbols and the lower hands being stretched out and bent to rest on the knees. As
Yoganarasimha he is seated in meditation with a band around one or both legs and
with one or both hands directed downwards. In this posture he practises yoga to
regain control of his fury after the destruction of the demon. When he is shown
in the company of his consort, Lakshmi, who is seated on his left lap he is known
as Lakshminarasimha. When he is represented as tearing Hiranyakasipu, the demon,

either in stone or metal, sometimes he is shown with more than four arms.

It is said that Vishnu took the man-lion incarnation to kill the demon king
Hiranyakasipu because he had condemned his son Prahlada to death for worshipping
Vishnu. This king had earlier adored Brahma and secured boons from him that he
would not be killed by God, man or beast, with any weapon during the day or night,
inside or outside his house. Having obtained the boons, he became haughty and
troubled the celestials (Devas). So Vishnu took the form of a man-lion and tore him
with his claws during twilight, sitting on the door step of the residence of
Hiranyakasipu. The circumstances under which Hiranyakasipu met his death fell outside

the conditions of Brahma’'s boon.

This incarnation is profusely seen in metal. Prahlada when represented is shown
as standing in the anjali posture. Yoganarasimha and Lakshminarasimha are

represented both in metal and stone in large numbers.
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Panduranga

Panduranga of Pandharpur, near Poona (Pune), Maharashtra State is usually
portrayed with only one pair of hands. They rest on the hips or hang beside his
hips. The left one holds a conch, in the latter case. Vishnu is said to have appeared
in this form to a Brahmin (Brahman) at Pandharpur in the Bombay Presidency (present
Maharashtra) to reward him for his intense devotion to his parents. The Brahmin
chose his parents in preference even to Lord Krishna, who manifested himself in

physical form to the Brahman. This legend is datable to circa 15%" - 16" Century AD.

Rama group

Rama, the hero of the great epic Ramayana and his consort Sita are popularly
worshipped from very early times. His images do not exhibit either the four arms of
Vishnu or the distinguishing symbols of conch, discus etc. Human in form but God
in essence he is represented always as a royal personage of great beauty having
ornaments etc that indicate his high birth and noble character. He is the
embodiment of virtue and stands as the symbol of truth. In the avatar
(incarnation), all the other Gods are present in one form or another. For instance,
Hanuman is an amsa (element) of Siva. He is held in the greatest veneration by all
Hindus. He is generally represented as standing with his consort Sita on his right
and Lakshmana on the other. He has two other brothers, Bharata and Satrugna.
Rama and Lakshmana are represented as holding a bow and arrow in the left and
right hands respectively. It may be noted that the position of the hands are only
shown. The bow and arrow themselves are seen only rarely. The headdress of
Rama and Lakshmana are kirita makuta and karanda makuta respectively. Sita is an
incarnation of Lakshmi with a lotus in the left hand, the right hanging freely. Her
hair on the head should be shown securely in an ornamental knot, known as

kesabandha and occasionally she wears a karanda makuta.

The story of Ramayana is popular and the heroic deeds of Rama are well
known. Though the various episodes are represented in stone, painting, wood etc,
in metal images he is represented always as standing with a pair of arms in the

company of Sita, Lakshmana and Hanuman or with Sita only.
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Ranganatha

Ranganatha of Srirangam, reclines on his serpent bed (Adishesha). This form
was an idol worshipped by the Kings of the Solar dynasty (suryavamsa) to which
Lord Rama belonged. Vibhishana, the brother of Ravana, though an Asura by birth
becomes the devotee of Lord Rama. He gets the idol as a present from Lord Rama
to take to his kingdom, Lanka. On the way, Ganesha intervenes and makes him set

it down at Srirangam.

Santanagopala

The iconography is similar to that of Vatapatrasayi, but it is without the

banyan leaf.

Srinivasa

Srinivasa of Tirupati has his lower right hand in the abhaya while the lower
left is placed against the thigh, suggesting that “the ocean of mundane activities,
samsara, is only thigh deep to his devotees.” His consorts accompany him.
Srinivasa means one who dwells in Sri, i.e. Goddess Lakshmi . This refers to Lord
Vishnu. The mythology of Srinivasa is narrated in Tirupati Mahatmyam, which

narrates the story of his life on earth as a Prince of Tirupati.

Sudarshana Chakra (Discus)

This is usually seen in the upper right hand of Vishnu. It is identified with
kriyasakti (kinetic energy) as distinguished from bhutisakti (potential energy).
When personified, he may have four, six, eight, sixteen or thirty-two arms and each
is associated with a weapon. Sculptures in stone or metal of 'Sudarshana' are

found in almost all the Vishnu temples while in some there are separate shrines.

Sudarshana has an outline of a wheel with a figure of the fierce spirit of the
discus in a standing posture, within a hexagon formed by two interlacing equilateral
triangles. He wears Kirita makuta surrounded by flames. On the reverse is the
figure of four-armed Yoganarasimha on an equilateral triangle with its apex pointing
upwards. The two upper hands carry the usual emblems of conch and discus while

the two lower hands are outstretched and rest on the knees. The figure on the
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obverse has two projecting tusks. The chakra in both of its forms is considered to be
the destroyer of all enemies. The earliest depiction is considered to be the one in

a separate shrine in Varadaraja Perumal Temple, Kancheepuram.

In some cases, the discus when personified is represented as a figure with a

pair of hands in the anjali pose and having the chakra fitted on the head.

Tirumangai Alwar

He is represented as standing with a sword in his right hand and a shield in
his left hand. In some cases the position of the hands suggests holding of the
above weapons. The hair on his head is tied in a knot at the centre. As a rule

he is profusely ornamented. He wears no sacred thread.

Tondaradippodi Alwar

He is represented as standing in the anjali pose and with a flower basket in one
arm. He wears the sacred thread. His head always has a small tuft of hair in front or

in the centre.

Vaikunthanatha

Vishnu is represented as sitting on a serpent couch in Vaikunta, his celestial

abode. His left hand rests on the couch and the right hand rests on his knee.

Vamana

He is represented as a dwarf with a single pair of hands, a hunched back
and protruding belly. He has on the Jata makuta of his head a small tuft of hair
tied into a knot. He holds an umbrella. He carries a copy of the Vedas in his
right hand and a spouted vessel (kamandalu) in his left hand. When he takes
three strides he is known as Trivikrama, which means, ’ the God who took three
strides”. In this form he has four or more arms, two carry the usual insignia of
Vishnu, the second pair of arms being in abhaya and varada poses while the third
pair if any holds the mace and bow, (gada and saranga). His right leg rests on
the ground while the left one is used for taking strides of the three worlds to
measure them. King Bali is represented just below the left of Vishnu, in anjali

posture.
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It is said that King Bali with his powers acquired through religious penances had
driven Indra out of his kingdom. This pained Aditi, his mother and Vishnu was
requested to restore the celestial kingdom to Indra. Accordingly, Vishnu incarnated as
Vamana (a young boy), came to Bali who was conducting a sacrifice and begged him for
some land as a gift. Bali accepted promising to give whatever he wanted. Vamana
asked for three paces of land, which was promised by the king. Immediately Vamana
took the form of a gigantic figure and with one pace he measured the whole of the
earth and with the second step the entire universe. There was nothing left for
measuring out the third pace of his legs. For this the king offered his head to stand
on. He sent him by the pressure of his foot to the patalaloka (nether world). The

worlds acquired from Bali were given to Indra.

Vamana is represented both in stone and metal, while we come across Trivikrama in
stone in large numbers and none in metal, except the one under worship in the temple
at Singanallur, Coimbatore District. The most famous temple is at Tirukoilur, Villupuram

District, where Trivikrama is depicted in stone as a huge idol.

Varadaraja

Varadaraja is the greatest among boon bestowers. His temple is in Kancheepuram.
He has his lower right hand in the varada pose i.e. boon bestowing posture. The lower
left rests on his hip i.e. katyavalambita. He holds a mace. His consorts accompany him.

He is in Sthanaka (Standing) Posture in Kancheepuram.

Varaha

As stated earlier, the body has the human form while the head is that of an
animal (boar). He is represented as standing or seated, either with his consort Bhudevi
or alone. When standing alone, his upper hands carry the usual symbols, while the
lower ones are placed on the hips. When standing with his consort Bhudevi, who is
seated on his left leg, which rests on a serpent hood, his lower left hand embraces her.
The lower right hand is in the abhaya pose. When seated with his consort on his left
knee, he is in Sukhasana posture, the other features being similar to the standing form.
Sometimes he is seen with Lakshmi on his left lap. In this pose, he is known as Lakshmi
Varaha. He is called Varaha when alone, and Bhuvaraha when he is in the company of

Bhudevi.
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It is said that Vishnu took the form of a boar to lift the earth Goddess when the

entire universe had become an ocean.

This incarnation is abundantly represented in stone, wood, painting and ivory

and very rarely in metal.

Two forms are represented-Varaha in which he is standing with Lakshmi on his
raised left knee and Lakshmi Varaha in which he is seated with Lakshmi on his left
knee. In Bhuvaraha he bears Bhudevi, the earth Goddess, on his left knee,
representing the earth which he came to rescue. In all three forms he has two

pairs of hands of which the pair on the hind side hold the discus and conch.

Vatapatrasayi

The divine baby is shown lying on a banyan leaf holding one of his toes in
his mouth. It is said that in this form he is brooding on the ocean about the

chaos caused after the destruction of the universe at the end of an aeon.

Venugopala

He is represented as a young boy playing on the flute to entertain his
companions and cows. He is shown as standing erect with his left leg resting on the
ground and the right leg, bent at the knee goes across the left leg so as to touch the
ground with the toes. Both the hands either hold the flute or are in the posture of
holding it. In some cases he is represented with four hands, in which case the upper
hands hold the usual emblems. He wears a Kirita makuta or a bunch of peacock’s

feathers and is accompanied by his consorts, Rukmini and Sathyabhama.

Yasoda Krishna

He is represented as lying on the lap of his foster-mother Yasoda who is
feeding him. The real mother Devaki was put in jail by her brother Kamsa, the
ruler of Mathura in present Uttar Pradesh. So the foster parents who were

cowherds by profession took care of him.

Note : While indicating provenance in the next section, in some cases the erstwhile or
undivided districts have been indicated. This is because the old British districts have been devided
and their boundaries changed in recent years. It has not been possible to ascertain their new

districts due to paucity of time.
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Description of the Buddhist, Jain and Hindu
(Brahma, Saivite and Vaishnavite) Bronzes

BUDDHIST BRONZES

SI.No. 1. BUDDHA

Accession (Acc.) Number (No.) 1; Height (Ht.) : 29 cm. (Centimetres); Breadth (Br.) 11 cm.;

Provenance : VELIPPALAYAM, NAGAPATTINAM TALUK(TK.), NAGAPATTINAM DISTRICT
(DIST.), TAMILNADU (TN.);

Period : Circa 12" Century AD.

The Buddha is standing. A long sanghati (upper garment cloth worn in folds by
Buddha and the Buddhist monks) with wave like horizontal lines hangs from neck to
feet covering the entire body. The ends of the sanghati are in elegant zigzags at the
bottom. Ear lobes are empty and elongated. The right hand shows abhaya, the mudra
of protection. The palm is marked by a chakra placed within a geometrical figure
formed by four bands, each band consisting of two parallel lines. This palm mark is
referred to as one of the uttama (mark of the greatest) or maha purusha lakshanas or
marks of Great Beings. The left hand shows ahuya varada or the mudra (sign) of
inviting for conferring a boon. Its palm presents the same chakra design as noticed on
the right. The mouth is firm suggesting determination and the lower lip is prominent.
The eyes are open though not fully disclosing the downcast eyeballs placed within
silver whites. A hook like mark made of silver called urna, which is also a maha
purusha lakshana, is embossed on the forehead; its stem touches the hair. The hair
on the head is in eight rows of stud like curls - the curls are so conventional that it
is hardly possible to call them curls - and is surmounted by a tapering and flame
like cranial protuberance called usnisa indicative of supreme knowledge, which is also

a maha purusha lakshana.

SI.No. 2. BUDDHA

Acc. No.: 2; Ht. : 49 cm.; Br. 20 cm.;

Provenance : VELIPPALAYAM, NAGAPATTINAM TK. NAGAPATTINAM DIST, TAMILNADU;
Period . Circa 12" Century AD.

He stands on a circular padma peetah (lotus pedestal) in turn placed on a

rectangular bhadra peetah (rectangular base). The right hand is in abhaya mudra; left
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in ahuya varada. The palm mark on both hands is a full-blown lotus within four lightly
concave single lines. Urna (curl of hair between the eyebrows of the Buddha) mark of
the hook type is engraved and not embossed on the forehead. The lower lip is
prominent and overhanging. The hair is in stud like curls of seven rows, the curls
being clearly indicated and surmounted by a flame like usnisa (a flame like
protuberance on the head of the Buddha, a symbol of wisdom). The nose is long and

pointed. The face is round. The ear lobes are symmetrically elongated.

In excellence and finish, it is comparable with the Gupta type of Buddhas of

North India.

SI.No. 3. BUDDHA

Acc. No. 3; Ht. 52 cm.; Br. 17 cm.

Provenance: VELIPPALAYAM, NAGAPATTINAM TK., NAGAPATTINAM DIST., TAMILNADU;
Period . Circa later half of the 12" Century AD.

He stands on a circular padma peetah attached to a rectanqular bhadra peetah.
The right hand is in abhaya; the left hand is in ahuya varada. The eyes are wide open
with eyeballs marked in line. The lips are thick set or compressed with an attempt to
smile. The nose is aquiline. The Urna mark described here recalls the fact that it is
just one of the curls cut away that stuck to the forehead. The hair on the head is in
five rows of curls surmounted by a flame like usnisa. The legs are elongated. The
face is round. The body is in samabhanga (standing erect) pose covered by a long
and simple sanghati with wave like horizontal lines, which hangs from neck to feet
with ends in elegant undulations. This gives it a fanlike appearance at the bottom.

The image resembles Gupta Buddhas.

Si.No. 4. BUDDHA

Acc. No. 12;  Ht. 106 cm.; Br. 58 cm.

Provenance : THANJAVUR TOWN (OLD SPELLING TANJORE),
THANJAVUR DIST.,TAMILNADU;

Period : Circa 16" Century AD.

He stands on a circular padma peetah placed on a rectangular bhadra peetah, the
latter supporting an elaborate prabha (circular arch) for the figure. The prabha

consists of two shaft plates supporting a makara torana (arch with the decorative
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carving of a crocodile) surmounted by a kirti mukha (lion’s head signifying glory) or
yali’s (mythical animal - half lion and half elephant - some say they existed but are
now extinct) head. The right hand of the Buddha is in abhaya, left in varada. The
Buddha's garb consists of a long robe with folded edges wrapped over the body like
the Roman toga leaving the right chest and arm bare and covering an undergarment.
The ear lobes are elongated and bored. The face is oval, the nose being aquiline and
pointed. The hair on the head is arranged into six rows styled to conform to
convention, each curl giving the impression of being an ornament than of a curl. A
high usnisa shaped like fire in five flames shoots up on the crown of the head
suggesting the triumph of divine or spiritual knowledge. The image exhibits a
tendency towards being muscular, the figure being realistic. In spite of careful

moulding, the face lacks expression.

SI.No. 5. BUDDHA

Acc. No. 4; Ht. 52 cm.; Br. 21 cm.;

Provenance: VELIPPALAYAM, NAGAPATTINAM TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa later half of the 12" Century AD.

He stands on a high circular padma peetah on a rectanqular bhadra peetah. He
wears a long sanghati; the right hand is in abhaya and the left in ahuyavarada. The
facial expression is happy, the face being round and the nose aquiline. The hair is
in eight rows of conventional curls and surmounted by a flame like usnisa. This

image also resembles the Gupta style.

Sl.No. 6. BUDDHA

Acc. No. 19; Ht. 73 cm.; Br. 34 cm.

Provenance : NANAYAKKARA STREET, NAGAPATTINAM, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 10™ Century AD.

He stands on a circular padma peetah , which is like a real lotus in blossom,
attached to a square bhadra peetah, which is meant to be a simhasana in as much as
lions are carved in a sunken band on each side of the bhadra peetah. Besides, the
bhadra peetah has four rings on each of its two sides, which are intended to secure the
image to a base while it is being carried in temple processions. It will thus be clear
that this image was one of the utsava vigrahas used by the Buddhists at Nagapattinam
for being carried in procession when Buddhism was popular at Nagapattinam; hence its

huge size.
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The usual long robe with folded edges covering an undergarment is worn over
the body exposing the right chest and arm. The right hand is in abhaya, the left in
Kataka (as if holding the stalk of a flower, usually lotus or lily) and both are without
palm marks. The face reminds one of Amaravati, Goli, and Nagarjunakonda style faces
of the Buddha. The nose and the lips are carved to perfection, even the nostrils in
the former finding a place. No urna mark is shown. The hair is in seven rows of
conventional curls, surmounted by the usnisa in five flames. The ear lobes are
realistic, though bored. The feet, hands, their fingers, the nose, chin in fact
everything in this image is so close to perfection that the image appears realistic.
The absence of the palm marks and the urna mark will also speak for the relative
antiquity of the image as compared with the later images conforming to such
conventions in depiction. The image is so different from any northern type that it
can be termed as indigenous while in point of dating it may be ranked with the best

specimens of Early Chola Art

Sl.No. 7. BUDDHA

Acc. No. 37; Ht. 74 cm.; Br. 37 cm.;

Provenance : NAANAYAKKARA STREET, NAGAPATTINAM, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 11" Century AD.

The Buddha is seated. The hands are in dhyana. He is seated on an elegant triangular
padma peetah mounted on a rectangular bhadra peetah. The latter is provided with holes
one at either end and corresponding rings on its inside to hold the shaft spikes of a
prabha. The prabha is in three parts, a lower part, a middle one and an upper one. The
lower part, which is designed as the background of a simhasana (throne), is a broad and
curvilinear plate with foliage designs at the ends flanked by rearing sardulas or yalis and
with a horizontal projection in the centre intended to serve as a cushion for the body of
the Buddha to lean against. There are foliage designs present on the cushion and also one
at either end. The middle part is a circular aureole, which is secured to the lower one by
means of an iron shaft (now rusty and broken) fixed to its back and going into two
sockets present in the lower one. The aureole goes behind the Buddha's head and bears a
circular course of 35 flames over a similar course or band of foliage. The shaft that
supported the aureole also supported the third and upper part, which is now loose owing
to the shaft having rusted away. The third part is a purely decorative plate, circular for

the most part but tapering at the top. It consists of three creeper courses in the midst of
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heavy foliage and flowers such as lotuses, lilies etc. At its bottom a spread umbrella is
attached which goes right over the head of the Buddha. The robe of the Buddha is folded
at the edge that is so wide both in front and back that there is clearly the suggestion
that the latter is a different cloth corresponding to the uttariya (cloth folded around the
body used as upper garment). The earlobes are bored and are elongated, though
proportionate to the face. The nose is pleasant with the nostrils also indicated and the
lips quite real. The hair in seven rows of curls is surmounted by a flame like usnisa. The
anatomy of the whole figure is smooth. The style suggests South Indian, comparable with

later Chola bronzes.

To the lower part of the prabha are attached the figures of Nagarajas (Cobra
considered to be the King of serpents), one at either end. They stand on either side of
the Buddha and function as the Chamara-bearers (persons waving fly-whisk) of the Buddha,
holding a fly whisk in the hand that is farther away form the Buddha and holding the
hand that is nearer the Buddha in what is called the vismaya hasta or pose of wonder and
devotion. Five serpent hoods placed over their heads indicate that they are nagas
(serpents), while their personal attire and ornaments such as karanda makuta (the crown is
in the form of a cone with the base at an angle of 30° pointed towards the apex; this
shape is supposed to resemble the neck of a peacock) on the head, patra kundalas (ear
rings in the shape of a palmyrah leaf) in the ears, necklace, waist girdle, wristlets, armlets,
rings and belt and drawers and yagnopavita (sacred thread) in three strands indicate their
regal if not their divine status. Their symmetrical pose by the side of the erect Buddha
with their bodies inclined towards the central figure of the Buddha and their legs away
from the Buddha, their anatomical features and the absence of any marks on their
foreheads and palms all resemble so closely features present in some of the Andhra
sculptures of the Buddha such as those from Amaravati, Goli and Nagarjunakonda that one
cannot resist concluding that the Nagarajas in this bronze were perhaps influenced by the
Andhra ones. The Buddha's life is so full of associations with the denizens of the Naga
world that the early Buddhist sculptors derived from the Nagas a convenient decorative
motif with which they decorated their sculptures especially when they portrayed scenes
from the Buddha's life or from his past births called Bodhisattvas. The resemblance of
these Nagarajas with the Andhra ones coupled with the determination of the Buddha type

as indigenous makes the style typically South Indian.
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Sl.No. 8. BUDDHA

Acc. No. 77;  Ht. 43.5 cm.; Br. 15 cm;;

Provenance : AMARAVATI, GUNTUR DIST., ANDHRA PRADESH;
Period : Circa 3" - 4" Century AD.

He stands with the right hand in varada and the left holding one end of his robe,
which covers the left shoulder leaving the right one bare. The Urna mark is absent. The

Usnisa shows protuberance but the curls are worn and smooth; it is not clear.

SI.No. 9. BUDDHA (MAITREYA)

Acc. No. 46;Ht. 76 cm.; Br. 38 cm.;

Provenance : NAANAYAKKARA STREET, NAGAPATTINAM , NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 13" -14™" Century AD.

Standing in tribhanga (three bends or flexions of the body) on a circular padma
peetah attached to a rectangular bhadra peetah. The latter bears a Tamil inscription

in two lines.
“The Great Being Akalanka who is both mother and father of the world.”

Akalanka is another name for the Buddha. The concept that he is both father and
mother is worth comparing with Siva being described as “jagat mata: pitarau” (father and
mother of the world) in the Hindu philosophy. This inscription is of great importance to
our study of Buddhism that flourished in Nagapattinam in South India circa the 14% and
15™ centuries AD. The record is a praise of the Buddha as akalanka; father and mother of
the world. The image according to the donor’s devotion and prayer stands for the Buddha.
The iconographic features of the image helps to determine the age of the image as not

later than the 15" century AD.

The Buddha has four arms. The upper right has a rosary garland, the upper left has
a bunch of champa flowers, the lower right arm is in abhaya pose and the lower left is in
ahuya varada mudra. Both palms have palm marks described in SL.No.1 (Acc No.1). Heavy
ornamentation in the shape of Kirita makuta, makara kundalas (ear ornament or ring in
the shape of a crocodile), necklaces, three-stranded yagnopavita, waist girdle drawers
with simha mukha (face of the lion) and tassels, armlets, wristlets, rings, padasaras
(anklets) and siraschakra (hair clip on the back of hair plait) has been depicted. A Stupa

design appears to mark the kirita (crown); from these, we conclude that Maitreya is the
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god represented. The inscription on Maitreya who is the Buddha to come is appropriate
indeed. This is comparable with South Indian Hindu bronzes of the Vijayanagar School

such as of Rama, Vishnu etc; hence it is indigenous.

Sl.No. 10. BUDDHA (Maitreya)

Acc. No. 53; Ht. 25.5 cm.; Br. 9.5 cm;

Provenance : VELIPALAYAM, NAGAPATTINAM TK., NAGAPATTINAM DIST., TAMILNADU;
Period . Circa 16™ Century AD.

He stands on a circular padma peetah attached to a square bhadra peetah. The
latter has a Tamil inscription on the back portion which reads as ‘Peria Pillai Nayanar. It
states that the Nayanar Bronze (here the use of the word ‘Nayanar’ to refer to Maitreya

has been made by one Peria Pillar).

SI.No. 11.  MAITREYA

Acc. No. 56; Ht. 39.5 cm.;

Provenance : MELAYUR, SIRKALI TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 9" Century AD.

This gold plated Maitreya popularly called “copper gilt” is standing erect on a circular
padma peetah, the front part of which is cut with a socket on its inside suggesting that
this image was fixed on the top of a prabha belonging to some other bigger and central
image during procession. This must have formed part of a group of processional images.
His right hand is broken, but showing varada mudra; the left hand is broken near the wrist
and is missing. The face is round reminding us of Javenese types. He wears a karanda
makuta in low and rising tiers, with stupa in front and other decorative designs on it
resembling Javanese designs. He wears makara kundalas in his ears. His hair is arranged
wiglike, with a siraschakra. He wears a broad necklace with pendants as in images from Java
and Nalanda, waist-girdle, a garland-like yagnopavita thrown over the right forearm as in
Pallava sculptures, a long strand-like ornament thrown yagnopavita-wise extending up to
the feet, a thick under-garment with lines, tassels, loops and securing strings arranged in
elegant knots, a belt with clasp showing a flower in the place of the usual simha mukha
are some of the interesting details in this image warranting an earlier age for it and an
easy comparison with the Javanese of Sailendra times and Nalanda and Kurkihar types of the
9t Century AD. The stupa design on the makuta makes its identity as Maitreya certain. This
image was found at Melayur near Tiruvali, the birth place of Thirumangai Alvar in the

Sirkali Taluk, which is about 30 miles from Nagapattinam along the sea coast. It vouches
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for the popularity of Buddhism outside Nagapattinam and shows that there were votaries of the

Buddha even further north as there were further west. This was stolen in 1982 AD.

BUDDHA
Acc. No. 5;  Ht. 27.2 cm,;
Provenance : VELIPPALAYAM, NAGAPATTINAM TK., NAGAPATTINAM DIST., TAMILNADU;
Period . Circa 13" Century AD

He stands on a circular padma peetah attached to a rectangular bhadra peetah, the
latter bearing on its upper rim a Tamil inscription of the 13th and 14th centuries AD. This

was stolen in 1982 AD. The description is being given based on the Accession Register.

BUDDHA

Acc. No. 8; Ht. 47.5 cm;

Provenance : NANAYAKKARA STREET, NAGAPATTINAM TK., NAGAPATTINAM DIST,,
TAMILNADU;

Period : Circa 13" Century AD

The image shows heavy encrustation that has eaten into the metal in many places.
The earlier part of the inscription is similarly eaten away. A long sanghati is present; the
right hand is in abhaya, the left in varada. The face has suffered terribly owing to
encrustation. The ear lobes are elongated and they have been bored. The urna mark has
also suffered due to encrustation. The hair arrangement is in eight rows of studs meant
to be curls and surmounted by the usnisa in seven flames. This was stolen in 1982 AD.

The description has been given based on the Accession Register.

This information is recorded here in the hope that someday the above three
Bronzes (Acc. No.5,8 and 56) will be traced like Dr. Douglas Barret, the then Curator

of the British Museum, traced the Sivapuram Nataraja and restored it to India.
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JAIN BRONZES

Sl.No. 1. MAHAVIRA

Acc.No. 389/57;Ht. 84.5 cm.; Br. 23 cm.;

Provenance : SINGANIKUPPAM, TINDIVANAM TK, VILLUPURAM DIST., TAMILNADU;
Period : Circa 13" Century AD.

This majestic Tirthankara image is one of the five Jaina bronzes received for the
Museum as Treasure Trove objects. The Tirthankara Mahavira stands in Kayotsarga
(standing erect-posture) on a Padma peetah over a rectangular base. The right hand
just above the wrist portion is broken and missing. The pieces on the lateral sides
intended to receive a Prabha are broken and missing. The four rings attached to the
lower part of the pedestal are meant for ropes to tie the image for taking out in
processions. The engraving of the two seated lions made on the front side of the

pedestal helps us to identify the Tirthankara as Mahavira.

Sl.No. 2. TIRTHANKARA

Acc.No. 721/74; Ht. 78 cm.; Br. 26 cm.;

Provenance : GIDANGAL, TINDIVANAM TK., VILLUPURAM DIST., TAMILNADU;
Period : Circa 13" Century AD.

The Tirthankara is shown in standing pose on a Padma Peetah (lotus pedestal) over
a rectangular base. On the backside of the pedestal there is a Tamil inscription ‘Nayanar

Athipathi Azhagar’ consecrated by Vakkaram Kizhar.

Sl.No. 3. TIRTHANKARA

Acc. No. 390/57;Ht. 54.5 cm.; Br. 19 c¢cm.;

Provenance : SINGANIKUPPAM, TINDIVANAM TK., VILLUPURAM DIST., TAMILNADU;
Period . Circa 13" Century AD.

This standing Tirthankara is very similar to the one described in Sl.No.64
(Kannan,Dr.R. et al., 2001) and is in well-preserved condition. The figure stands on a
circular plate. As such it might have been made to fit as a part of an ensemble. In

the absence of the cognisance the figure can only be referred to as a Tirthankara.
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SI.No. 4. TIRTHANKARA

Acc. No. 705/73; Ht. 25cm.; Br. 19 cm.;

Provenance: TIRUMALAI, POLUR TK., TIRUVANNAMALAI DIST., TAMILNADU;
Period : Circa 12" Century AD.

This bronze icon came from Tirumalai of Polur Taluk, Tiruvannamalai District,
Tamilnadu. Tirumalai is the name of the hill on which a Jaina temple is housed. The
village near to the hill is referred to in ancient records as Vaigavur. Tirumalai is an
important Jain centre from the time of the early Cholas (9-10t" Century AD). The
earliest epigraphical record made in the 19' regnal year of the Rashtrakuta King
Krishna III (957-58 AD) mentions the provision made by the servant of the queen of
a local chieftain for a lamp to the Yakshi of this temple. The Jain temples here
enjoyed continuously the patronage of succeeding royal houses. The famous Chola
princess Kundavai, (11" Century AD), Vidukathalagiya Perumal, an Adiya Chieftain (12
Century AD) and Rajanarayana Sambuvaraiyar (14" Century AD) have made renovations
and endowments for the Jain temple in Tirumalai (Krishnan K.G., 1981, p. 115 from
Kannan, Dr. R. et al., 2001). The 15" Century AD Tamil literary work Adinathar Pillai
Tamil, in its first invocation Chapter (Kappu Paruvam) mentions Vaikai (Vaikavur) as one
of the important Jain centres of Tamilnadu (Adinathar Pillai Tamil, 1956, p.7 from
Kannan, Dr. R. et al., 2001). The Tirthankara icon from such a place displays the long

tradition of its place of origin.

The figure of the Tirthankara is depicted in seated Ardha-paryankasana posture on a
rectangular pedestal. A beautiful detachable circular Prabhavali is provided. The Prabhavali
contains the Bha Mandala, Mukkudai, the branches of the tree under which the Tirthankara
attained Kevalajnana and two Chamara bearers. In contrast to the nude figure of the
Tirthankara, the figures of the two Chamara bearers are fully dressed. The posture and
ornaments of these figures are similar to those of the Sivaganga Tirthankara bronze
described in S.No. 67 in “Icononography of the Jain Images in the Government Museum,
Chennai” (Kannan, Dr. R. et al., 2001) . Though the Prabhavali and one Chamara bearer
are missing in the Sivaganga ensemble, the remaining portions display a striking

similarity with this bronze.

The figures of the Chamara bearers of Tirumalai ensemble are depicted with Karanda
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makuta, shoulder tassels, Keyuras (shoulder or forearm ornament), thick necklace, sacred
thread and the Udarabandha (a band of silk or gold thread worn on the stomach). The
subsidiary strands of the sacred thread branch out from the main thread and go through the
Udarabandha, a feature often found in Chola bronzes. The 12t Century AD late Chola period
Vishnu bronze housed in the National Museum, New Delhi is designed with a similar type of
sacred thread (Sivaramamurti C., 1963, pl. 71a from Kannan, Dr. R., 2001, p.98). From its
features the Tirumalai Tirthankara bronze may be dated to the late Chola period, Circa 12t

Century AD.

SI.No. 5. TIRTHANKARA

Acc. No. 108/49; Ht. 38.7 cm.; Br. 33 cm.;

Provenance: SIVAGANGA, SIVAGANGA DIST., TAMILNADU;
Period : Circa 12" Century AD.

This late Pandya period Jain Tirthankara was purchased from a resident of
Sivaganga in 1946. The Tirthankara is depicted in seated Ardha-Paryankasana (unlike
Padmasana both the feet are not placed over each other; this is the common seated
posture of even common folk in South India) on a nicely designed bhadra
peetah(rectangular base). The bhadra peetah pedestal has a projection on either side
over a yali figure (mythical animal with the face of a lion and the trunk of an
elephant - (some contend that it actually existed but is now extinct), to receive the
Prabha, which is missing. On the ends of the cushion shown at the back of the
Tirthankara are two standing Chamara bearers. The Chamara bearer on the right side of
the Tirthankara is missing. On the backrest, there are carvings including the figures of
a Yaksha and Yakshi in dwarf size. The pose and the asana (sitting posture) with a well
designed cushion are in the same fashion as seen in the famous late Chola period
Nagapattinam seated Buddha bronzes housed in the Buddhist Section of the Bronze

Gallery of this Museum.

SI.No. 6. TRITHIRTHI

Acc. No. 393/57; Ht. 19cm.; Br. 14cm.;

Provenance : SINGANIKUPPAM, TINDIVANAM TK., VILLUPURAM DIST., TAMILNADU;
Period : Circa 11" Century AD.

This is a beautiful Trithirthi bronze, which has the figures of three Tirthankaras.
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But in the Museum Register, it is recorded as Tirthankara. The Mula Nayaka (Main
Tirthankara is depicted in the Ardha-Paryankasana seated posture on a rectangular
pedestal. The four legs of the pedestal are similar to those found in Karnataka and
Western Indian Jain bronzes. An inverted ‘U shaped Prabhavali for the seated Mula
Nayaka is designed with Bha Mandala and Mukkudai. Two Alavattams (circular plate
like structure fixed on top of a long stick) one on each side are fixed at the back
of the Prabhavali. These are usually carried when processions of deities and royalty
are taken out. Two carved stalk like brackets, with a round top on which the other

two Tirthankara figures stand, are attached at the dorsal sides of the pedestal.

The standing Tirthankara image on the left side of the Mula Nayaka figure is shown
with a five-headed snake, which spreads its hood as canopy over the head of the
Tirthankara. Over the snake hood is depicted the Mukkudai (triple umbrella) with a good
floral design background. The presence of the five-headed cobra helps to identify the
figure as that of Suparsvanatha. The figure of the Tirthankara on the right side of the Mula
Nayaka is depicted with a Prabhavali topped with Bha Mandala. A Mukkudai is shown above
the Bha Mandala. In the absence of the cognisance figure on the pedestal it is difficult to
identify the figure of the Mula Nayaka. However Trithirthi groups of Adinatha, Parsvanatha

and Mahavira have also been discovered in several places.

Trithirthi images were popular at Digambara sites and a good number of such
sculptures datable to the period between 9' and 12 centuries AD are found in
Deogarh and Khajuraho (Tiwari, Maruti Nandan Prasad, 1983, p.7 from Kannan, Dr. R.
et al., 2001). The design of the pedestal, its carved brackets on top of which two
figures of standing Tirthankaras are depicted and the posture of the Tirthankara
figures show close resemblance to Karnataka Jain bronzes. From its features, this

ensemble of the Trithirthis may be dated to Circa 11t Century AD.

SI.No. 7.  YAKSHI AMBIKA

Acc. No. 391/57; Ht. 56 cm.; Br. 33 cm.;

Provenance : SINGANIKUPPAM, TINDIVANAM TK., VILLUPURAM DIST., TAMILNADU;
Period : Circa 13" Century AD.

Yakshi Ambika, the Yakshi of the 22" Tirthankara, Neminatha is here depicted in
Tribhanga (body bent three times at the knee, hip and neck) pose. She stands on a
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Padma Peetah (lotus base) over a rectangular pedestal. The pedestal is shaped like a
building with a portion of the centre projected. The Yakshi rests her left hand on the
head of her maid who holds a beautiful garland. Her right hand is in Kataka pose. On
her side stands a small boy. The Yakshi has a set of thick necklaces on the usual
design pattern of later Chola sculptures with elbow ornaments and bangles. Her lower
garment with flowery ends and bows on the sides is tied in a loop on both sides with
festoons and tassels. The design is elaborate. She wears a Channavira (an ornament
consisting of three chains with a central leaf type pendant) with a central chain and
a mango shaped pendant. One of the most important iconographic features of her
form is the Karanda Makuta on her head. A little seated Tirthankara figure is depicted
in the Makuta. This helps, as in the case of Buddhist icons of Avalokiteshwara and
Maitreya, to identify the figure as that of a Jain Yakshi. The figure of her maid is
charming with refined ornaments. Her hair-do with beautifully curled hair rings above
her forehead may remind the lovers of Chola bronzes of the figure of Sita, the
famous 10* Century AD bronze icon of the Rama group of bronzes from
Vadakkuppanayur (a village in Nagapattinam Taluk in Nagapattinam district, now housed
in Government Museum, Chennai). The small boy on her side reminds us of the usual
pose and poise of the small Skanda figure of the Chola period Somaskanda ensembles.
The boy also wears necklaces, Channavira (an ornament consisting of three chains with
a central leaf type pendant) and hip ornaments. The depiction of the well-developed
breasts of the Yakshi and her maid shows the lack of discomfort over depiction of the

human body in Indian culture.
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BRAHMA

Acc. No. 1; Ht. 56 cm.; Br. 44 cm.
Provenance : UNKNOWN

Period . Circa 15" Century AD.

Brahma is portrayed iconographically with four heads, the fifth having been
plucked away by Lord Siva. The four faces are united at the ears. The four heads have
four kirita makutas combined into one, the difference being shown as bas-relief.
Brahma is seated on a Padma peetah over a bhadra peetah. He has a rosary and kalasa
in his upper hands, while the lower hands are held in abhaya mudra and varada mudra.
The kalasa is portrayed to show that there is no life without water. He is seated in
veerasana. He wears large kundalas. There are two slender beaded necklaces. The
sacred thread divides into four parts. The two outermost parts are short and beaded.
The inner two parts are without decoration and reach till the loin cloth. The Prabha is
double arched and has six flames on each side, the top central one being a yali
having a flame on the head. There are two pronounced makaras at the base of the
Prabha. As stated in the section on typology, Brahma has no followers like the
Saivites and Vaishnavites for Siva and Vishnu respectively. His images are not common

in metal. This is the only one in the collection of the museum in metal.
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SAIVITE BRONZES

In the Ground Floor, we have placed the Nataraja in its context i.e. at the centre
of the cosmos to show that this image symbolises creation and the whole cosmos. We
have simulated a temple atmosphere with corbelling and a sanctum in the first floor.

We have placed a bronze of Varadaraja with Sridevi and Bhudevi in the sanctum.

SI.No. 1.  ADHIKARA NANDI

Acc. No. 634/68; Ht. 74.5 cm.; Br. 32 cm.;

Provenance : MADUKKUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 11" Century AD.

He stands in the posture prescribed in the Silpasastras. The upper hands carry a
parasu and mruga and the lower pair is in anjali. Tassels indicate the lower garment. Three

necklaces, udarabandha and yagnopavita are shown. The siraschakra is seen at the back.

Sl.No. 2. AIYANAR ON ELEPHANT
Acc. No. 320; Ht. 34 cm.; Br. 25 cm.;
Provenance : ULUNDANGUDI, UNDIVIDED THIRUCHIRAPPALLI DIST., TAMILNADU;

Period . Circa 16™ Century AD.

This bronze image shows Aiyanar riding on an elephant with two tusks. Holding a
lotus flower in its trunk, the elephant is elaborately decorated with lotus medallions on
the top of its head, and kirti mukha (faces of glory) on its fore knees. A small figure of
an attendant is seen behind Aiyanar. He holds a goad. The nose is pointed and a bell

hangs from the seat tassel on the elephant.

Sl.No. 3.  AIYANAR ON ELEPHANT

Acc. No. 778/75; Ht. 23.5 ¢cm.; Br. 11.5 cm.;

Provenance : PARITHIYUR, COIMBATORE DIST., TAMILNADU;
Period : Circa 17" Century AD.

This piece is similar to Acc. No. 320 except that Aiyanar himself holds the goad in
his right hand while the attendant is free.
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SI.No. 4. AIYANAR ON AN ELEPHANT

Acc. No. 317; Ht. 57 cm.; Br. 45 cm.;

Provenance: THOGUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 17" Century AD.

This seventeenth Century bronze image of Aiyanar riding an elephant with two
tusks is extremely rare. Where it was originally worshipped is uncertain - it is likely
that a large image of this extremely beautiful piece was commissioned for a village
shrine, but there is no evidence of Aiyanar being worshipped in major Siva temples.
Cast separately from his elephant mount, Aiyanar wears three Saivite symbols in his
hair, which is spread out; a snake on the left, a skull in the centre and a crescent
moon on the right. Holding a lotus flower in its trunk, the elephant is elaborately
decorated with lotus medallions on the top of its head, and kirti mukha (faces of
glory) on his fore knees. A small figure of an attendant is seen behind Aiyanar. He

holds a goad. A garland of skulls is seen on the back of the elephant.

SI.No. 5. AIYANAR

Acc. No. 1836 / 94; Ht. 28.5 cm.; Br. 16.5 cm.;

Provenance: TINDIVANAM,TINDIVANAM TK., VILLUPURAM DIST., TAMILNADU;
Period : Circa 17" Century AD.

This seventeenth Century bronze image of Aiyanar is seated on a bhadra peetah.
The cognisance symbol as in a Jain bronze is depicted as a bas relief on the front of
the pedestal. He holds a sendu (Tamil - a stick with a crooked top). The top portion
is broken. He keeps his left hand on the left thigh. He is seated in Veerasana. The
yoga patta (a band used by great teachers to keep their legs in a particular pose
during their yoga practice) from the hip goes around the raised left leg. He wears
ratna kundalas (ear rings with precious stones set in them), two necklaces,

skandhamala, udarabandha, lower garment, padasara and rings on the fingers.

SI.No. 6. APPAR

Acc. No. 343; Ht. 57 cm.; Br. 20 cm.

Provenance : VEMBAVUR, PERAMBALUR TK., PERAMBALUR DIST., TAMILNADU;
Period : Circa 12" Century AD.

The hair is near to the head. His hands are in anjali, with the Uzhavara Padai
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(Tamil - spud) leaning against the right shoulder. The upper necklace and wristlets are
each a simple band with a large clasp; the lower necklace hangs between the breasts.
It is composed of Rudraksha beads as are also the chaplet on the head and a string

round the upper part of each arm. A short garment is shown worn around the loins.

SI.No. 7. APPAR

Acc. No. 1648/85; Ht. 38 cm.; Br. 13 cm.;

Provenance: PERUMBALUR, UNDIVIDED TRICHY DIST., TAMILNADU;
Period : Circa 15" Century AD.

The hair on the head is nearly invisible. His hands are in anjali, with the Uzhavara
Padai (Tamil - spud) leaning against the left shoulder. He wears three chains with a
single Rudraksha bead in each. The earlobe is elongated as in depictions of the
Buddha. He has Bahu valayas and kankanas. A short garment is shown worn around the

loins.

SI.No. 8. APPAR

Acc. No. 47-8/36; Ht. 39.5 cm.; Br. 19 cm.;

Provenance : KODIAKKADU, VEDARANYAM TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 12" Century AD.

He is in standing pose on a lotus pedestal attached to a bhadra peetah. His hands
are in anjali, with the Uzhavara Padai (Tamil - spud) leaning against the left shoulder.
The top portion is broken and missing. The earlobe is elongated. A short garment is

shown worn around the loins. He has no other ornaments.

SI.No. 9. APPAR

Acc. No. 131/ 50; Ht. 69 cm.; Br. 22 cm.;

Provenance : MARIYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period : Circa 15th Century AD.

The hair on the head is almost invisible. His hands are in anjali mudra with a
rosary (rudraksha mala). He wears three chains with a single rudraksha bead in each. The
earlobe is elongated as in depictions of the Buddha. He has bahu valayas and kankanas

of rudraksha. A decorated short garment is shown worn around the loins.
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SI.No. 10. ARDHANARISWARA

Acc. No. 447/60; Ht. 102 cm.; Br. 46 cm.

Provenance : TIRUVENGADU, MAYILADUTHURAI TK, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 11th Century AD.

This is a unique and graceful image of Ardhanarisvara in tribhanga posture. The right
half depicts the Siva aspect while the left depicts Parvati. The upper right holds the parasu
and the lower right is in the posture of resting on the bull. The right half of the makuta
is portrayed as a jata makuta and the left as a karanda makuta. The right ear lobe wears a
makara kundala and the left a patra kundala. A siraschakra is shown. The left half of the
torso bears a well-treated and prominent breast. There is a majestic and sweeping curve at
the left hip. The only left arm is in kataka pose. Haaras, keyuras, kankanas, udarabandha
and upavita are beautifully decorated. The katisutra has the kirti mukha fastening. The
vastra on the left is shown below the knee, the left leg is firmly placed on the pedestal and
the right is gracefully bent. The whole figure stands on a lotus pedestal, which has two

square holes at the bottom.

There is an inscription at Tiruvenkadu during the 29 regnal year of Rajadhiraja,

which refers to the Ardhanarideva installed in the temple.

An inscription of 1047 AD lists the various jewels presented to the
Ardhanariswara image. As such gifts usually are made either at or soon after the
consecration of the image, the image must have been presented either that year or a

little earlier.

Though each half of the figure is physically the opposite of the other, with
every part of the anatomy precisely rendered, the effect is not as incongruous as one
might expect. The details of each half are skilfully rendered so that they concentrate
our attention upon half the image at a time. Parvati is standing in the dwibhanga
(two bends) posture, while Siva is in tribhanga (three bends). Siva infact appears to

be supporting the willowy Parvati, who is leaning on him.

As Siva usually appears with four hands and Parvati with two, so naturally in this
image, he has two hands and she, one. Parvati’s arm is round, smooth and gracefully
bent. Her torso is treated with great sensuousness. In contrast, Siva’s torso and

his broad chest exude a sense of firmness, the masculine aspect.
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Siva’s Doha (shorts or short cloth i.e. the traditional dhoti tied up) is folded and
tied around his upper thigh so that it leaves most of his leg bare. Though the leg
appears relaxed with the knee bent, its rippling muscles appear to support the weight
of the whole body. As required by the androgynous figure, shorts are seen on the
right thigh while there is reqgular garment reaching to the ankle on the left leg.
Parvati's leg is straight and lithe, its femininity further emphasised by an almost
transparent lower garment that clings to her leg. The rhythmic folds of the lower

garment that fall like waves at regular intervals add to its fluidity.

Walking around and standing by the side of Parvati, one sees in her profile a
voluptuously formed female. Similarly, from Siva’s side one sees an athletically built,

relaxed male.

SI.No. 11. BHADRAKALI

Acc. No. 284; Ht. with prabha 62 cm.; Br. 48 cm.;
Provenance : UNKNOWN;

Period . Circa 14" Century AD.

This does not differ from other Kali figures except that it has additional arms
characteristic of Bhadrakali. The hands hold the following: discus, conch; drum, noose;

sword, shield; trident and skull-cup.

Sl.No. 12. BHAIRAVA

Acc. No. 245; Ht. 49 cm.; Br. 23 cm.

Provenance : TIRUVELANGADU, TIRUTTANI TK., TIRUVALLUR DIST., TAMILNADU;

Period : Circa 14" Century AD.

The pedestal is modern. Four hands are found, the upper ones carrying the tomara
(club), and chamara (fly-whisk) and the lower sporting the abhaya mudra and holding a
skull-cup. The dog, which is usually present, is absent in this case. This figure is crude

and very corroded with patra kundalas in both the ears.
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SI.No. 13. CHANDIKESWARA

Acc. No. 332; Ht. 55 cm.; Br. 20 cm.;

Provenance: NIDUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

The general treatment including that of the necklaces suggests that it should
perhaps be regarded as Chola type, though there is no trace of projecting elbow
ornaments. Makara kundalas are worn. The hands are in anjali mudra. The groove on the

upper part of left arm in which the axe should fit is shown.

Sil.No. 14. CHANDIKESWARA

Acc. No. 331; Ht. 46 cm.; Br. 16 cm.;

Provenance : OKKUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

In this image, the necklaces depart much more definitely from the form
characteristic of images of Chola type and there is no trace of projecting elbow
ornaments. The headdress is very peculiar, especially its ornamental ribbon with flower
ornament in front and behind and the elaborate bows at the sides. The kesabandha is
very elaborate and replaces the more common jata makuta. Earrings are absent. Hands are

held in anjali mudra. The axe rests against the right arm.

Sl.No. 15. CHANDIKESWARA

Acc. No. 448/60; Ht. 66 cm.; Br. 38 cm.;

Provenance : TIRUVENKADU, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 11" Century AD.

The figure is two handed and is seated on a bhadra peetah. The right hand is in
Kataka posture suggesting the presence of a parasu; the left is in the ahuya varada
(inviting people in order to confer boons on them) pose. It also looks like simha karna
from another angle. The left leg is folded and rests on the pedestal while the right hangs
down and is supported on a lotus flower. Yagnopavita and udarabandha are seen. He

wears a jata makuta. The face is full of grace and charm.
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SI.No. 16. CHANDRASEKHARA
Acc. No. 203; Ht. 55 cm.; Br. 40 cm.;
Provenance : PANAGATTANGUDI, NANNILAM TK., TIRUVARUR DIST., TAMILNADU;
Period . Circa 10" Century AD.

This is a Chola period image. The upper arms have the axe and antelope and the lower
ones are in abhaya and varada mudras. The median loop of the girdle is broad and shallow.
The antelope’s head is not twisted, but the whole animal faces away from Siva instead of
towards him. Anklets are depicted on both the legs. The crescent moon is clearly shown on

the left half of the headdress a little above the middle.

SI.No. 17. CHANDRASEKHARA
Acc. No. 208; Ht. 27 cm.; Br. 17 cm.;
Provenance: SETTIPULAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

This image is similar to Acc. No. 203. It also has stylistic details. Siva carries the axe
and antelope in his upper hands and has the lower pair of arms in abhaya and varada
mudras. A snake is coiled round the headdress above the jewel that decorates the middle of
its base in front and below the crescent. A face looks out from the left side of the headdress
above the snake and a similar one from the right earring. A snake is coiled round each wrist,
hanging down over the hand. The sacred thread is twisted once round the wrist band, the
sides of which are joined by a pair of bands to a pendant hanging between the breasts from
the lower necklace. Another short band joins the upper end of the right and one of these
bands with the middle of the waist band where the sacred thread twists round it. The tail
and face of the antelope are turned towards Siva. The lower garment protrudes at the sides
just above the knee. There is an object which is like the head of the snake twisted around
the wrist on the palm which is in varadamudra. The hand in abhaya mudra also has a similar

feature.

SI.No. 18. CHANDRASEKHARA

Acc. No. 1546/89; Ht. 26 cm.; Br. 9 cm.;

Provenance : KANNAMANGALAM, ERSTWHILE NORTH ARCOT DIST., TAMILNADU;
Period . Circa 18" Century AD.

This is a crude image standing on a padma peetah fixed on a square base. The
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upper arms have the axe and antelope and the lower ones are in abhaya and varada

mudras.

SI.No. 19. CHANDRASEKHARA

Acc. No. 1341/85; Ht. 33 cm.; Br. 16 cm.;

Provenance : NADUKOTTAI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 15" Century AD.

This is similar to Acc. No0.1546/89 except that the lower left hand is in ahuya mudra.
The head has kesa bandha, elaborate hair ornament, two necklaces, shoulder tassels,
yagnopavita, elaborate ear ornaments, udarabandha, Keyuras, kankanas and padasaras. His
lower garment is well decorated. The upper arms have the axe and antelope. The features

on the face and the ornamentation make us to date it to circa 15th Century AD.

SI.No. 20. DEVI

Acc. No. 1869/96; Ht. 36 cm.; Br. 20.5 cm.;

Provenance : KIDANGAL, NAGAPPATTINAM DIST., TAMILNADU;
Period : Circa 17" Century AD.

The image is in standing pose with a single pair of hands. It appears to be part
of an ensemble as the base is provided with a base pedestal attachable to a larger one.
She wears a slender Karanda-Makuta with a round halo at the back. The head dress and
ear ornaments are richly decorated. Necklace, elaborate ear ornaments, udarabandha,
keyuras, kankanas and padasaras are shown. Her lower garment is well ornamented. She
holds a lotus flower in her right hand and keeps her left hand in katya valambita
mudra. It is quite interesting to find a bronze with typical Kerala features in a bronze

recovered from Chola territory.
There is a rod behind the halo to place it in an ensemble.
SI.No. 21. DEVI
Acc. No. 1870/96; Ht. 28.5 cm.; Br. 16.5 cm.;

Provenance : KIDANGAL, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 17" Century AD.

This image is very similar to Acc. No. 1869/96 except two differences. The previous one
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has a rectangular face while this one has a square face. The three fingers of the left hand
kept in katya valambita mudra are above the front fold of the lower garment in the
previous one but in this bronze all the five fingers are exposed over the folds of the

lower garment.

Sl.No. 22. DEVI

Acc. No. 307/55; Ht. 58 cm.; Br. 15 cm,;
Provenance: UNKNOWN;

Period : Circa 17" Century AD.

Goddess probably Parvati stands on a double circular asana, which is placed on
a separate low bhadra peetah. The figure wears a karanda makuta with a prabha around
it probably based on ancient sculptural representations of a prabha. A long plate is
attached at the back of the figure probably to hold a chatra above. Her hand holds a
lotus bud with its stalk and her left hand is in the katyavalambita pose. The

ornaments are elaborate but the general effect is that of an ancient figure.

Si.No. 23. DEVI

Acc. No. 78-7/43; Ht. 58 c¢cm.; Br. 21 c¢cm.;

Provenance: SEMANGALAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 19" Century AD.

Devi standing on a low circular peetah over a bhadra peetah wearing jata makuta,
yagnopavita, katisutra, armlets, wristlets and kundalas. The right hand is in the kataka

mudra and left in lola.

SI.No. 24. DEVI

Acc. No. 172/50; Ht. 60 cm.; Br. 21 cm.;

Provenance: KADUVANGUDI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 13" Century AD.

The Goddess stands on a padma peetahover bhadra peetah. Wears karanda makuta,
haaras and the lower garment, which is in folds. She holds a lily in her right hand
and the left is in lola hasta. On both the arms there is a Bajibandha like ornament, a
feature usually found in figures of the chola type. The right leg of the figure is
slightly in advance and the figure is bent towards the right.
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SI.No. 25. DEVI

Acc. No. 1198/84; Ht. 57 cm.; Br. 22 cm.;
Provenance : UNKNOWN

Period : Circa 17" Century AD.

Devi stands on a high circular padma peetah over a high bhadra peetah. The right
hand is in kataka pose while the left is in lola. A karanda makuta with a head band,
makara kundalas, necklaces, skandhamalas, siraschakra and yagnopavita are seen. The

drape is heavy. The pedestal has four rings at the bottom.

SI.No. 26. DURGA

Acc. No. 268; Ht. with prabha 62 cm.; Br. 43 cm.;

Provenance : RAYANALLUR, TIRUTTURAIPPUNDI TK., TIRUVARUR DIST., TAMILNADU;
Period : Circa 15" Century AD.

The upper right arm carries the discus and the left a conch curled to the right
(valampuri); one of the lower arms is broken and missing, and the other is in
katyavalambita mudra (keeping the hands on the hip). Makara kundalas are worn by
the deity. She wears a Channavira. The small size of the flames on the prabha, on the
discus and conch, as well as the treatment of the projecting parts of the girdle cloth
suggest close affinity with images of the Chola type; but the face suggests that it
belongs to circa 15" century AD. The workmanship of the prabha forms a striking

contrast to this, being particularly good.

Sl.No. 27. DURGA

Acc. No. 290/54; Ht. 28.5 cm.; Br. 16.5 cm.;

Provenance : PUDUKKUDI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 17" Century AD.

The upper right arm carries the discus and the left a conch; the lower right arm
carries something in the palm, the other is in katyavalambita mudra (keeping the hands
on the hip). Makara - kundalas are worn by the deity. She wears a channavira. The
flames on the prabha and the features of the face and body suggest close affinity with
images of the Kerala type but it was found in the Chola heartland. The lower garment

is elaborately carved.
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SI.No. 28. DURGA

Acc. No. 686/72; Ht. 34.5 cm.; Br. 14 cm.;

Provenance: CHETTIPULAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 11" Century AD.

This is an excellent chola piece depicted in standing pose on a padma peetah
fixed on a square pedestal. She carries the discus and the conch; the lower right
arm is in abhaya mudra while the lower left is in katyavalambita mudra (keeping the
hands on the hip). Makara kundalas are worn by the deity. She wears a kuchabandha,
channavira, decorated lower garment and padasaras. The oval face, the karanda

makuta, ornaments and other features make us date it to the 11th century AD.

SI.No. 29. DURGA

Acc. No.124/50; Ht. 46 cm.; Br. 20 cm.;

Provenance : MARIYUR, ARANTHANGI TK., PUDUKOTTAI DIST., TAMILNADU;
Period : Circa 11™ Century AD.

This is a standing figure. The figure is tall and slender and wears an elongated
kirita. The siraschakra is present. The waist is unnaturally low. She has a discus in her
upper right hand and a conch in her upper left. The lower right hand is in abhaya
and there is a parrot in the lower left hand. She is also called, in view of the

emblems of the Vishnu she holds, as Vishnu Durga.

SI.No. 30. GANESA

Acc. No. 1339/ 85; Ht. 35 cm.; Br. 15 cm;

Provenance: NADUSIKKOTTAI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 14" Century AD.

This deity wears a conical makuta, a necklace, keyuras, kankanas, yagnopavita,
udarabandhaa and lower garment. Kinkinis (a chain on the legs with bells) on both
the legs are seen. The makuta, necklaces and general style of this image suggest
that it is of the early Vijayanagar type. The upper right hand holds the usual goad,
and the upper left holds the usual noose. The lower right hand has a broken tusk
with which he wrote the Mahabharata. The lower left hand carries the modaka (rice
ball inlaid with sweet jaggery paste). The trunk is valamburi, while usually it is

idamburi.
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SI.No. 31. GANESA

Acc. No. 1652 / 85; Ht. 23 c¢cm.; Br. 16 cm.;

Provenance : PERUMBALUR, UNDIVIDED TRICHY DIST., TAMILNADU;
Period : Circa 17" Century AD.

It is similar to Acc. No. 1339/85 except that it is more stylised as it is of a

later period. The trunk is idamburi and taking the modaka from the left lower hand.

SI.No. 32. GANESA

Acc. No.47-5/36; Ht. 42 cm.; Br. 20 cm.

Provenance : KODIAKKADU, VEDARANYAM TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 11" Century AD.

The Ganesa is portrayed as standing on a padma peetah over a bhadra peetah,
which is provided with rampant lions on either side on top of which projects, a metal rod
on both sides. The left one is intact but the right one is broken and missing. The hands
carry axe, noose, tusk and cake. He wears an ornate karanda makuta, necklaces,
udarabandha, armlets, bracelets, padasaras and katisutra with tassels. He has an

elephant’s head with a single tusk. The trunk is valampuri and rests on the belly.

Sl.No. 33. GANESA

Acc. No. 288; Ht. 36 cm.; Br. 16 cm.

Provenance : TIRUVELANGADU, TIRUTTANI TK., TIRUVALLUR DIST., TAMILNADU;
Period : Circa 12" Century AD.

The image wears a low karanda makuta and a sacred thread, which is divided in two
below the breasts and again closes above the waistband, which is incomplete behind. The
left fork of the waist band division passes beneath the band to end under the girdle. The
right fork passes over the band and around below the stomach to unite with the right
hand end of waist band and then as usual with the uppermost branch of sacred thread
and onto the left shoulder. It is a well-finished image in rather heavy style but
somewhat less ornate. He has the goad and noose in the upper hands while the lower

hands have the broken tusk and modaka (rice ball).
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SI.No. 34. GANESA

Acc. No. 585/66; Ht. 42 cm.; Br. 24 cm.;

Provenance : UDAYAVARKOILPATTU, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 15" Century AD.

Standing on a round padma peetah on a square bhadra peetah, he has the noose
and the goad in the left and right upper hands respectively. In the lower right hand
he holds the broken tusk with which he wrote the Mahabharata. He carries a sweet rice
ball (modaka) in his lower left hand. The trunk is touching the modaka, as if he is
going to take it to the mouth for eating.

The image stands on a padma peetah over a bhadra peetah.

SI.No. 35. GANESA

Acc.No. 291; Ht. 66 cm.; Br. 38 cm.;
Provenance: SOUTH INDIA;
Period : Circa 17" Century AD.

The Dancing Ganesa has a Karanada makuta on his head. The sacred thread
divides into three, the middle portion tied below the waist band, one end having the
form of a small cobra head and the other is the tail of the cobra. The rice cake is

replaced by a fruit shaped like a mango which he carries in his lower left hand.

The provenance is from Gravely and Ramachandran, 1932. We have no further

information.

SI.No. 36. GANESA

Acc. No0.133/50; Ht. 33 cm.; Br. 18 cm.;

Provenance : MARIYUR, ARANTHANGI TK., PUDUKKOTTAI DIST., TAMILNADU;
Period . Circa 14" Century AD.

He stands on a circular padma peetah over a square bhadra peetah which has on
either side hollow stumps to receive the prabhavali. The figure is quite massive. The
head has a karanda makuta. The hair do has siraschakra. It has a lot of curls which

bulge out at the base like terraces. This is at the back.
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SI.No. 37. GANESA

Acc. No. 286; Ht. 52 cm.; Br. 28 cm.;

Provenance: VELANKANNI, NAGAPATTINAM TK., NAGAPATTINAM DIST.,TAMILNADU;

Period : Circa 10" Century AD.

This deity wears a Karanda makuta. The sacred thread is divided into two; both parts
passing towards the right, the upper one not reaching the waistband, only the lower continues
around the body. The makuta, necklaces and general style of this image suggest that it is
of Chola type, though the bows of the girdle are slightly unusual. The upper right hand
holds an axe instead of the usual goad, and the upper left holds a rosary instead of the

usual noose.

SI.No. 38. GANESA

Acc. No. 287; Ht. 37 cm.; Br. 18 cm.;

Provenance : SETTIPULAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period . Circa 10" Century AD.

The deity wears a karanda makuta. The sacred thread is divided in two, both
passing towards the right, but the upper one does not reach the waistband, only the
other continues around the body. This image is not very well executed and has necklaces
in higher but cruder relief. The upper hands hold the usual goad and noose, the latter
broken. A fruit, shaped like a mango, though no doubt intended to be a wood apple,

replaces the rice cake.

Sl.No. 39. GANGADHARA
Acc.No. 225; Ht. 21 cm.; Br. 11 cm;
Provenance : UNKNOWN;

Period : Circa 17" Century AD.

A trident is held by both the upper arms across the back. The lower right and left
ones are in abhaya and varada mudras respectively. A crude image with makara
kundalas in both ears. Ganga is not shown. Both the upper right and left hands hold
the trident at the back. The figure is depicted standing in dvibhanga on a lotus
pedestal.
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SIl.No. 40. KALI

Acc. No. 1424/87; Ht. 46 cm.; Br. 25 cm.;

Provenance : PUDUKKOTTAI, PUDUKKOTTAI DIST., TAMILNADU;
Period : Circa 15" Century AD.

Her hair is flame-like on the outer edge. Her upper arms look as if they hold
some weapons. The lower left hand holds a skull-cup while the lower right carries
a weapon, trisul. The earrings are like patra kundalas. The breasts are depicted with
a kuchabandha. The lower garment has designs. She sits on a lotus pedestal fixed
on a bhadra peetah. There are metal projections indicating that it is meant for

being carried in a procession.

SIl.No. 41. KALI

Acc. No. 1543 / 89; Ht. 35 ¢cm.; Br. 18 cm.;
Provenance : UNKNOWN;

Period : Circa 17" Century AD.

She stands on a lotus pedestal fixed on a bhadra peetah. She carries a snake and
a drum in her upper arms. In the lower right arm she carries a sulam, while the lower
left has a skull cup. She wears ratna kundalas, a necklace, skandhamala, kankanas and
lower garment. The features are somewhat crude and rigid making us date it to circa

17th Century AD.

Sl.No. 42. KALI

Acc. No. 280; Ht. 29 cm.; Br. 29 cm.;

Provenance : SENNIYANVIDUTHI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

The general treatment of this image especially of the bows of the girdle seems to
indicate that is of Chola type. The hair is flame like with crow pea, crescent and datura
flower on the right and skull on the centre with a snake on either side of it. The upper
pair of arms hold the trident and a snake held as a noose. The lower pair sports a
skull cup and abhaya. A snake is found wound around each breast. The sacred thread
composed of skulls is undivided. Girdle but not the cloth projects at the sides. The

pedestal, which is rectangular is inscribed. The inscription, most of which is
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unfortunately illegible is in Tamil characters of the early Chola period. In poise and

pose it is very similar to Maheswari bronze (Acc. no. 668/70).

Sl.No. 43. KALI

Acc. No. 244/53 ; Ht. 36cm.; Br. 16 cm.;

Provenance : THAMBIKKOTTAI VADAKADU, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 14" Century AD.

Kali stands erect on the two peetahs. The bhadra peetah has two spikes. She
wears an elaborately worked and frilled hair-do, with a crecent in it, simhakundalas,
necklaces, serpents on the breastband, kapalamala, channavira, minutely worked lower
garment, valayas and padasaras. The upper right hand holds a lotus and the upper left

a pasa; the lower right hand a khadga and left a kapala.

Sl.No. 44. KALI

Acc. No. 314/55; Ht. 47 cm.; Br. 26.7 cm. ;

Provenance : SHOLAMPATTI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 16" Century AD.

Kali, called Mariamman in the Collector's Report, is seated on a padma peetah over a
bhadra peetah. She wears karanda makuta with hair shown as flames behind it. Behind the
flames is a serpent whose five outspread heads of hood serve as a canopy for the deity. Four
hands are seen, the upper right hand holds a damaru and the lower right a sula; the left
upper is missing while the lower left carries a kapala. The deity is seated in sukhasana pose,

wearing kucha bandha, haaras etc.

Sl.No. 45. KALI

Acc. No. 1323/85; Ht. 35 cm.; Br. 16 cm.

Provenance : NADUKKAVERI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 19" Century AD.

The Devi is in folk style. The features are intact. It conforms to type.
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SI.No. 46. KALYANASUNDARA

Acc.No. 224; Ht. with prabha 34 cm.; Br. 27.5 cm.
Provenance : UNKNOWN

Period . Circa 16" Century AD.

The base is a lotus pedestal fitting into slots on bhadra peetah (rectangular
stand) on which is fixed a prabha. Vishnu holds the emblems, discus and conch in his
upper pair of hands; in the lower right hand he holds a vessel with a spout (Kendi)
for pouring water as a token of giving Meenakshi away in marriage and the lower
left hand is in katyavalambita (keeping the hand on the hip). Meenakshi is ready
to be grasped by Siva and holds a blue water lily. Siva has the usual emblems in
his upper arms, axe and antelope; the lower right is stretched out to grasp

Meenakshi’s hand and a lotus bud is found in the lower Lleft.

Vishnu and Siva are practically alike except for their positions, emblems and
headdresses, the Vadagalai namam (mark on the forehead in the shape of U) of the
former and the third eye of the latter. Meenakshi has the sun and moon shaped
ornaments commonly worn by brides on the hair-do, a small kondai (hair-bun) on the top

of her head and the back of her hair is worn in a long plait.

Sl.No. 47. KANKALAMURTI

Acc. No. 241 ; Ht. 33 cm.; Br. 15 cm.;

Provenance : TIRUKKALLAR, MANNARGUDI TK, TIRUVARUR DIST., TAMILNADU;
Period : Circa 12" Century AD.

The general treatment, especially the necklaces and ornamental loincloth,
suggests affinity with the images of Chola type. On the other hand the emblems
borne in the hair, though small, are in very high relief for their size, and the
immense floral fastening of the sash is very unusual. There are no projecting elbow
ornaments, though all four arms are separate almost from the shoulders. The back
right hand is offering something to the antelope, which has risen on its hind legs to

reach it. The back left hand is missing.
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SI.No. 48. KANNAPPA NAYANAR

Acc. No. 338; Ht. 78 cm.; Br. 24 cm.;

Provenance : TIRUVELANGADU, TIRUTTANI TK., TIRUVALLUR DIST., TAMILNADU;
Period  Circa 13" Century AD.

His hair is tied in a kesa bandha with a band over it in the middle and a
wheel shaped ornament on either side in front. No earrings are seen. All necklaces
are short and uniform. The lowest one is with a circular pendant. A quiver full of
arrows is on the left shoulder, attached to a band passing around the left side of
the waist, i.e. like a sacred thread but crossing the body in the opposite direction;
a bow hangs from the left shoulder; a sheathed dagger is hanging on the right
side of the pleated belt worn by him in front of the right leg. A lower inner
garment is shown below the belt reaching nearly to the knees. A garment of
feathers is worn above this inner garment. The inner garment is depicted as a

thin filament, which shows the skill of the Stapathi.

SI.No. 49. MAHESWARI

Acc. No. 451/61; Ht. 64 cm.; Br. 43 cm.;

Provenance : TIRUKKODIKKAVAL, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 11" Century AD.

The four-handed Goddess is seated on a padma peetah over a bhadra peetah, the
left leg is bent and rests on the pedestal. The right leg hangs down. The Devi wears
a jata makuta onto the right of which is a sasikala (crescent moon) and on the left is
a flower and snake and in the centre is a small siraschakra; she wears patra kundalas on
the right ear and makara kundalas on the left ear. In the place of the tilaka (vermilion
mark in the centre of the forehead) a third eye is seen. The nose is sharp and the
face is well presented. The upper pair of arms holds a trisula and pasa, the lower
right is in abhaya and the left holds a cup. A snake forms the kucha bandha (breast
band). Upavita (sacred thread) is present. Two square holes are present on the

peetah to receive the prabha, which was not recovered when the collection was made.
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SI.No. 50. MAHESWARI

Acc. No. 668/70; Ht. 50 cm. ; Br. 40 cm.;

Provenance: TIRUVENGADU, SIRKALI TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 10" Century AD.

The figure of kali is depicted in seated at ease pose on a rectanqular bhadra
peetah. She has four hands, the upper right and left hands carry a trident and goad
respectively. The lower right hand is in abhaya mudra whereas the left hand carries a
skull cup, her hair is designed in the shape of flames. Two cobras and a crescent
moon decorate her hair-do. She wears a broad necklace, yagnopavita with skulls and
lower garment. She has keyuras, kankanas and padasaras. The crescent moon shown on
the right side of her hair-do indicates her association with Siva. On this score we may
identify this figure as Maheswari also. The oval face, the head band and features of

this bronze adequately exhibit the Chola idiom.

SI.No. 51. MAHISHASURAMARDINI

Acc. No. 273; Ht. with prabha 75 cm.; Br. 62 cm.;

Provenance : TURAIKKADU, TIRUTTURAIPPUNDI TK., TIRUVARUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

The figure has flame-like hair, with a crescent on the right side of the head and
a pair of snakes one on either side of the skull found on the head. The upper arms
are in kataka mudra (for trident) and holding a cobra; of the next set of arms, one is
broken (which would have held a sword) and the other holds a shield; the next arm
holds a bow, which is broken and a bell; the lower most pair of arms holds a dagger
and a skull-cup. The third eye is depicted. The right earring has a human form; the
left is a patra kundala with some object in the centre that we cannot identify. A snake
coils around the breasts like a kuchabandha. The breasts are exaggerated. There is an
udarabandha with the sacred thread in addition. The girdle projects. The pedestal is
plain with Mahishasura below in front of it. The image portrays considerable vigour.
It reminds us of the famous broken Nisumabhasudani sculpture described by

K.A.Nilakanta Sastri (1935, page 110) This is an early Chola image.
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Sl.No. 52. MANIKKAVACHAKAR

Acc. No. 341; Ht. 57 cm.; Br. 24.5 cm.;

Provenance: KILAPUDANUR, NANNILAM TALUK, TIRUVARUR DIST., TAMILNADU;

Period : Circa 10" Century AD.

He has a wide circular kesabandha at the back of his head, which is flattened
behind. Two necklaces of rudraksha (Elaeocarpus sphaericus) beads and a waistband are
seen, the lower necklace hanging low between the breasts. He wears a loin cloth. The
ends of the loin cord (katisutra) hangs on the left thigh. There is a bracelet on each
wrist and a band immediately above each elbow with a small pendant tag on the
outer side. The rosary is twisted around the right arm just above this, with a knot

on the outer side to reduce its diameter to that of the arm and thus hold it tight.

SI.No. 53. MANIKKAVACHAKAR

Acc. No. 339; Ht. 41 cm.; Br. 21 cm;

Provenance : KURICHI, UNDIVIDED THANJAVUR DIST.,TAMILNADU;

Period : Circa 14" Century AD.

His hair is curled. He wears a yagnopavita. He wears a loin cloth. He keeps his
right hand in chin mudra. He holds the palm leaf manuscript of his work,

Tiruvachagam in the palm of his left hand.

Sil.No. 54. MANIKKAVACHAKAR

Acc. No. 340; Ht. 47 cm.; Br. 18 cm.;

Provenance : VADAKKUPUYYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 14" Century AD.

His hair is curled. He wears a yagnopavita. He wears a loin cloth. He keeps his
right hand in chin mudra. He holds the palm leaf manuscript of his work, Tiruvachagam

in the palm of his left hand.

Sl.No. 55. MANIKKAVACHAKAR

Acc. No. 342; Ht. 59 cm.; Br. 24 cm.;

Provenance: SETTIPULAM, TIRUTTURAIPOONDI TK., TIRUVARUR DIST., TAMILNADU;
Period . Circa 11" Century AD.

The figure is pleasing with the kesabandha in circular form at the back of the
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head. There are two necklaces, the lower necklace being of rudraksha beads. It hangs
between the breasts. The lower garment is tied between the legs but not around them.

A string is tied in front of the right leg.

Sl.No. 56. NANDI

Acc. No. 326; Ht. 17.5 cm.; Br.15 cm;
Provenance: UNKNOWN;

Period : Circa 17" Century AD.

This is a therianthropomorphic presentation of a God. Jata makuta with a
crescent on right side and something unrecognisable on the left is depicted. Two
pairs of arms are present with the upper ones holding the axe and antelope. The
palms of both lower hands are up-turned to bear Siva’s feet. He has a Siraschakra

on the back of the hair-do.

Sl.No. 57. NATARAJA

Acc. No. 234; Ht. 111 cm.; Br. 103 cm.;

Provenance: VELANKANNI, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 11" Century AD.

The feather headdress is compressed into makuta form. The cobra and crescent
are clearly shown on its surface on the right and left respectively, but are neither
large nor in strikingly high relief. Below them are flowers that on the left are
probably intended for the double datura or possibly of a lotus, and the very
different flower on the right perhaps for the pendulous Cassia fistula. The skull is
not very distinct and it is possible that a jewel was intended to be placed instead.
The lotuses in the whirling locks are large and decorative. The Ganga is absent.
There are three heavily embossed necklaces, the uppermost plain, and the next
broad with pendants throughout and an ornamented centre. The third hangs from
beneath them to a little above the waistband. The girdle seems to consist of four
separate bands rather than of a single band with lines of decoration. The second
band from the top bears a few rather heavily embossed flower ornaments, alternately
large and small. The loincloth is without decoration. The drum is held between
the second finger and thumb. The demon’s hair lies close to his head instead of

being raised. This beautiful bronze exhibits imperial elegance.
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Sl.No. 58. NATARAJA

Acc. No. 752/75; Ht. 115 cm.; Br. 77 cm.;

Provenance : KUNNIYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 12" Century AD.

Dancing the anandatandava on an oval padma peetah, over another padma
peetah, which in turn is on a rectangular bhadra peetah. The upper right hand
carries the drum but the left is without Agni. One of the fingers each in the right
hand and left are broken. He wears a small jata makuta, which has the usual
crescent moon, flower, skull etc. The third eye is prominent. The left ear has a
patra kundala while the right has none. The skandha-mala is present in the right
shoulder whereas it is absent in the left shoulder. He wears the usual ornaments etc.
The ends of the udarabandha are broken. On the right wrist, the usual serpent is
seen but without the hood. The lower right hand is in abhaya while the lower left
hand is in gaja hasta. The fifth finger in the right lower hand is broken. There are
very simple bangles. The prabha has 21 flames and is well preserved. On the left
side of the prabha the end of the lower garment is sticking while the rest of the
portion is missing. There are no jatas, which usually adorn the headdress. The
apasmara at the foot is parallel to the pedestal and his headdress looks like a flat
one. The serpent in his left hand with its noose is fine and in the usual posture.

Siraschakra of Nataraja is damaged. The image requires chemical treatment.

Sl.No. 59. NATARAJA

Acc. No. 653/70; Ht. 113 cm.; Br. 97 cm.;

Provenance : KOTTANGUDI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 13" Century AD.

Nataraja is in the usual tandava posture. He holds a drum and Agni in the upper
hands, while the lower ones are in abhaya and gaja hasta mudras. He has the third
eye, wears patra kundalas, crescent moon, skull, flowers, Ganga on his right locks,
snake with single hood on the left side and an elaborately decorated prabha. Muyalaka

is seen at his foot.
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SI.No. 60. NATARAJA

Acc. No. 40/36; Ht. 115 cm.; Br. 76 cm.;

Provenance: MELAPERUMBALLAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

This figure of Nataraja is with prabha. The upper hands have Damaru
(kettledrum), flames issuing out of a cup, which is shaped like a lotus bud and held
between the forefinger and thumb. The lower pair of hands is held in abhaya and kari
hasta mudras. Jatas are found at the back. Bhringipada (foot ornament) is present in
the right leg. Muyalaka is trampled on his back. There are two ganas near either
side of the prabha. The gana on the right side plays on the bhandavadya (playing on
pot drum,-Kudamuzha in Tamil). The gana on the left sounds cymbals. A bit of the
flame of the ornamental prabha is broken and separate. There is a cut on the left

thigh.

Sl.No. 61. NATARAJA

Acc. No. 1039/ 81; Ht. 114cm.; Br. 110 cm.;

Provenance : JAMBAVANODAI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 10" Century AD.

This figure dances on the apasmara lying over a padma peetah on a rectangular
plate. The prabha has 53 flames and three are missing. The prabha issues from the
mouth of a makara . The centre of the prabha has an ornamental gem like thing. The
peacock feather headdress in which a goblin and a hooded snake and crescent moon are
found is shown. The ends of the jatas are in ringlet form. The figure holds the usual

emblems. Through rows of necklaces, a long haara of rudraksha is seen.

SI.No. 62. NATARAJA

Acc. No. 632/68; Ht. 106 cm.; Br. 87 cm.;

Provenance: MADUKKUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period . Circa about 12th Century AD.

The image is a Nataraja icon of the Anandatandava variety. The image has four
hands depicted in the conventional style. Nataraja dances on the Apasmara . There
are five jatas connected with flames. Makara kundala on his right side and patra

kundala on his left side are seen. A snake on the left side parallels the Ganga

125



mermaid on the right side of the locks. The serpent in the upper right forearm is

broken. But in the record, it is stated as if it is in the lower right forearm.

SIl.No. 63. NATARAJA

Acc. No. 236; Ht. 115 cm.; Br. 90 cm.;

Provenance : TIRUVELANGADU, TIRUTTANI TK., TIRUVALLUR DIST., TAMILNADU;
Period : Circa 11" Century AD.

This Nataraja dances on the apasmara on an oval shaped padma peetah. Nataraja
has a headdress made of feathers. A skull appears in the middle of the lower part of
the headdress. A snake on the right side of the headdress among the feathers and a
crescent moon on the left side are seen. A Datura flower is seen on the right side
of the headdress and another flower near the crescent. The upper right hand holds the
drum, and the left hand holds Agni; the lower right hand is in abhaya while the lower
left hand is in kari hasta mudra. Nataraja is wearing a makara kundala in his left ear
and a patra kundala in his right ear. He also wears shoulder tassels, keyuras, kankanas,

udarabandha. Bhringipada is not found in this Nataraja.

The expression of the demon is striking. His head is finished well. He has a band
across his head from ear to ear where the hair meets the forehead. He is seen holding
a snake in his left hand. Though the prabhavali is missing, its stumps on the pedestal
shows that it did exist. There is a three tongued flame on the right side of the
pedestal. This Nataraja was admired in the 1920s by the world famous sculptor, Rodin,

after whom there is a museum in Paris, France.

Sl.No. 64. NATESA

Acc. No. 238; Ht. 86 cm.; Br. 107cm.;

Provenance : KANKODUTTAVANITHAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 11" Century AD.

With the exception of the skull, all the emblems in the headdress are shown in
full three-dimensional form, the snake above and the flower below on the right and
two flowers on the left with the crescent on their side. The flower on the right is
clearly Calotropis and on the left Datura, double above and single below. There are

lotuses (not in the round) behind the ears. The whirling locks are united by two
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transverse rows of small lotus flowers that end in large blossoms and buds
alternately. Ganga is shown on the right side of the jata makuta as a mermaid, with
the lower part of the body in mermaid form. The feathers are surmounted by a
lotus in low relief, the whole being supported behind by a rod, spirally ornamented,
ending above in a yali head on the back of the prabha. There are two necklaces,
the front middle part of the lower one falling away from the upper one, though not
very far and bearing a large central ornament and pendant, a small crescent or
sickle shaped ornament being attached further to the right. The girdle consists of
five separate ornamental bands of which the middle one is the broadest and the
bottom one bears bells along its lower border. Each leg bears an anklet with a bell
in front. The drum is held between the first finger and the thumb and next two
fingers below, the little finger not touching it. The demon wears a band where his
hair, which lies flat, meets the forehead, with a lotus in the middle of it and

another at either end.

SI.No. 65. NATESA

Acc. No. 92/48; Ht. 110 cm.; Br. 75 cm.;

Provenance: PORUPPUMETTUPATTI, MADURAI DIST., TAMILNADU;
Period : Circa 9" Century AD.

Natesa in an altogether different posture usually seen in images found in the temples
of the Pandya kings. He dances with the right leg lifted and the left on the demon. The
demon is shown to be under great strain. The demon with curly hair, bracelets and other
ornaments and with a serpent in his left hand is carved on a rectangular peetah (base)
having a depression in it in the middle part. The peetah at its sides has two stumps
supported by yalis (yali - a mythical animal) to receive the prabha etc, which is missing.
The figure is adorned with jata makuta. Short locks are shown. The image has all the
usual ornaments. Yagnopavita and udarabandha are seen. The bronze is datable to the 9%

century AD., the closing period of the early historical Pandya Empire.

SI.No. 66. NATESA

Acc. No. 240 ; Ht. 47 cm.; Br. 40 cm.;

Provenance : OKKUR, UNDIVIDED THANJAVUR DIST.,TAMILNADU;
Period : Circa 9™ Century AD.

Siva is depicted here as the lord of dancers. He dances upon the back of the
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Muyalaka, who holds a cobra on a lotus pedestal. The importance of this figure is
well explained by Thiru P.R.Srinivasan in his “Bronzes of South India”. The crescent
and the Datura are depicted in the round i.e. depicted three dimensionally and not
as bas-relif, for the first time on the headdress of this figure. The skull on the
forehead is very prominently depicted with crane feathers. The face is oval. But the
forehead is long and broad. He wears two neck ornaments. Patra kundala on the
right ear, kankanas, an upper garment, which flows in the air, yagnopavita, lower
garment and kinkini. He holds the dress in his upper right hand and the fire vessel
in the upper left hand. His lower right hand is shown in abhaya mudra and his
lower left hand is depicted as gajahasta. The prabha which enriches the dancing
figure of Natesa is in parabolic shape with 19 flames. Two cuts are seen on his right

leg.

SI.No. 67. NATESA

Acc. No. 514/65; Ht. 126 cm.; Br. 98 cm.

Provenance : AVANAMPARITTIYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 12" Century AD.

Natesa dances the Anandatandava on the reclining apasmara who holds a snake
in his left arm. The image is on a rectangular bhadra peetah with four holes. The

arch pours out from the mouth of gaping makaras (crocodiles) with floral tails.

The image is four handed, holding a drum in the upper right, as if holding a
fire in the upper left, the lower right in abhaya and the left in gaja hasta (hand
held in the pose of the trunk of an elephant). A simple undergarment is seen.
There is no kati sutra (thread tied around the waist). Udarabandha is present. The
yagnopavita is in three strands. The upper garment issuing from the contour of the
left waist is extended to reach the arch. Valayas (Tamil, simple armlets), patra
kundalas on the left ear, two necklaces, an upper simple semicircular one and a
lower larger one are seen. There are ten locks of hair on either side, which are
connected by six bands of floral designs. A crescent over the forehead and circular
designs on the patta (the base band below the crown) are similar and presumably
later additions. The jata above has nine prongs with a circular kapala (skull) and
Datura flowers. A mermaid figure, Ganga is noticed on the uppermost lock of hair

on the right side. The lock of hair flowing backwards is not extended but rather
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restricted in length and is shown reaching only up to the neck. A snake is seen on
the left side on the uppermost lock of hair as a counter balance. A snake is seen
below the elbow in the lower right arm. A circular siraschakra (hair clip on the
back of hair plait) is present at the back. The little finger in the lower right arm

and the uppermost lock of hair on the right side are broken.

SI.No. 68. NATESA

Acc. No. 1425/87; Ht. 74 cms.; Br. 63 cm.;

Provenance: KAKARAI, UNDIVIDED TANJORE DIST., TAMILNADU;
Period . Circa 15" Century AD.

Natesa dances on apasmara on a padma peetah over a bhadra peetah. The upper right
hand holds the drum, which is fixed to the prabha, the left hand holds agni; the lower right is
in abhaya and its counterpart is in kari hasta mudra. There are thirty-six flames in
the prabhavali, which is more or less circular in shape. Makara kundalas, patra kundalas,
siraschakra and other ornaments are present. There are five jatas on each side. The Ganga is

seen in the right side of the jata. The crescent moon is seen on the left of the jata makuta.

Sl.No. 69. NATESA

Acc. No. 53/38; Ht. 53 cm. Br. 29.5 cm.;

Provenance : KURAM, KANCHEEPURAM DIST., TAMILNADU;

Period : Circa 9" Century AD.

The deity dances on the back of apasmara over a circular peetah on a rectangular
peetah, which is broken. The apasmara faces us. Natesa has four hands holding
damaru, abhaya, snake and kari hasta (Tamil for gaja hasta in Sanskrit) . The left leg
is raised and bent in what is known technically as urdhvajanu posture. He wears various
ornaments like valayas, yagnopavita, udarabandha, etc. The image may belong to the late

Pallava period. The dance is also unique. The image is very special.

SI.No. 70. NATESA

Acc. No. 232; Ht. 77 cm.; Br. 52 cm.;

Provenance : PUNGANUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 13" Century AD.

This image is of late Chola type. Among the Natesa images known to scholars
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only one from Polonnaruwa, Ceylon (Sri Lanka) shows a similarity to this bronze. Both
these bronzes differ from most of the known bronzes in having a drum attached by a
band to the back of the first finger instead of being held either in the hand or in
between the fingers. The character of the face is almost undefinable. The simple
waist band without either loop on the right or flowing end on the left are all
characteristics that produce the impression stated above. The features of this icon are

more or less closely paralleled in the other Natesa images.

A skull appears in the middle of the lower part of the headdress, a snake on
the right above among the feathers and a crescent moon on the left of them. There
are small lotus flowers among the whirling locks, above which rests a full length
human figure of Ganga on the right, balanced by a group of lotuses on the left.

There are anklets on both legs.

The demon, a daintily odd figure is well executed. His head is finished well
and shows clearly the pair of canine teeth protruding from his upper jaw. He has a

band across his head from ear to ear, where the hair meets the forehead.

Sl.No. 71. PARVATI

Acc. No. 1783/94; Ht. 43 cm.; Br. 17 cm.;

Provenance : PAVATTAKKUDI, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 15" Century AD.

She is depicted standing in tribhanga pose on a padma peetah fixed on a
square pedestal. The right arm is depicted as if meant to hold a flower while the
left is in lola hasta. Makara kundalas are worn by the deity. She wears a necklace,
keyura, yagnopavita, a lower garment decorated with circular designs and padasaras.

The head is in karanda makuta.

Sl.No. 72. PARVATI

Acc. No. 464/62; Ht. 53 cm.; Br. 20 cm.;

Provenance : KURICHI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 14" Century AD.

This piece is similar to Acc. No.1783/94 but of a later period. There is no base.
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SI.No. 73. PARVATI

Acc. No. 504/65; Ht. 27 cm.; Br. 18.5 cm.;

Provenance: OLAYAKKUNNAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 15" Century AD.

This piece is different in style from the other Parvati pieces described above.
She is depicted in seated pose on a round pedestal. She carries a goad and noose
in her upper arms. The right lower arm is in abhaya mudra while the lower left is
in varada mudra. She wears a conical makuta, channavira, row of valayas and lower
garment. The prabha at the back is designed with pearl festoons and flame designs.
The bronze in all its features expresses clearly a Kerala style though found in

Thanjavur district.

Sl.No. 74. PARVATI

Acc.No.410/58, Ht. 46 cm.; Br. 19 cm.;

Provenance : ALATTUR, ERSTWHILE SOUTH ARCOT DIST., TAMILNADU;
Period . Circa 13" Century AD.

Parvati is standing on a padma peetah over a rectangular bhadra peetah in the
tribhanga pose. She wears kesabandha in the form of a karanda makuta, decorated with
jewels. She wears makara kundalas, shoulder tassels, necklaces, yagnopavita, keyuras, bangles
and padasaras. The sari is striped. Her right hand is in kataka pose and her left hand is

lola hasta.

Sl.No. 75. PARVATI

Acc. No. 47-4/36; Ht. 94 cm.; Br. 32 cm;

Provenance : KODIAKKADU, VEDARANYAM TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 10" Century AD.

Parvati standing in tribhanga pose on a padma peetah over a bhadra peetah.
The hands are in kataka and lola hastas. The image has a karanda makuta and makara
kundalas. Traces of trivali are seen. The waist zone is elaborately worked with tassels
hanging from the sides and the centre. Armlets, bracelets and padasaras are also

depicted. Necklaces and yagnopavita are present.
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SI.No. 76. PARVATI

Acc. No. 127/50; Ht. 40 cm.; Br. 19 cm.;

Provenance: MARIYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period : Circa 16" Century AD.

The image is of the usual type, but more slender. The bud held in her right

hand is broken and missing. The peetah has no stumps.

SI.No. 77. PARVATI

Acc. No. 462/61; Ht. 78 cm.; Br. 27 cm.;

Provenance: PUDUKKUDI, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period : Circa 13" Century AD.

Standing on a padma peetah over a bhadra peetah, the left leg is firmly placed
on the pedestal and the right is slightly bent; right arm is in kataka and the left in

lola mudra. She wears jata makuta.

SI.No. 78. PARVATI

Acc. No. 249; Ht. 64 cm.; Br. 22 cm.;

Provenance : OKKUR, NAGAPATTINAM TK., NAGAPATTINAM DIST., TAMILNADU;

Period : Circa 11" Century AD.

0f the two hands, one is in kataka mudra and the other hangs casually.
Kesa bandha and makara kundalas are seen. The threads on the body extend
around both the sides as in Sridevi but with the two parts crossed behind instead
of being united. The girdle and the cloth do not project at the sides. This is
clearly an image of the Chola type and shows the projecting elbow ornaments
prominently. In the treatment of necklaces and other features, it closely

resembles the Sita bronzes associated with Rama.

SI.No. 79. PARVATI WITH ATTENDANT

Acc.No. 720/73; Ht. 90 cm.; Br. 42.5 cm.;

Provenance: TIRUVENGIMALAI, UNDIVIDED TRICHY DIST., TAMILNADU;

Period . Circa 11" Century AD.

Standing on a padma peetah over a rectangular bhadra peetah having two spokes

one in each end. The image is slightly bent towards the left while having the left foot
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firm on the ground. She wears a karanda makuta and haaras, the lowest one meets in
between the breasts and branches off into two strands in addition to having one central
band. The two strands go down and join at the back. This is somewhat similar to
Svarnavaikakshya worn by Parvati of Okkur. She wears a kantti, a beautifully ornamented
Siraschakra of the concave type and ten plaits of hair just below the siraschakra.
Skandhamala is present only in the right side. The right hand is in kataka while the left
one rests on the head of a woman carrying a casket. Her head reaches to about half
way between Parvati’s knees and hips. The ends of the katisutra have a knot at the right
side and extend downward. Kirti mukha is absent. This image is very ornate and can be

dated to 10 to 11t centuries AD.

SI.No. 80. PRADOSHAMURTI

Acc.No. 210; Ht. with prabha 47 cm.; Br. 32 cm.;

Provenance : PANAGATTANGUDI, NANNILAM TK., TIRUVARUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

This is also a Chola image. Siva has the axe and antelope in the upper arms, the
lower right is in abhaya mudra and the left is around Parvati’s shoulders. Parvati’'s
right hand is in the kataka mudra and the left hangs down (lola hasta) freely. There
is a crescent to the right on the headdress (on the jata makuta). The tail and right
cheek of the antelope are turned towards Siva. Parvati wears the projecting elbow

ornaments often found in this class of image.

SIl.No. 81. PRADOSHAMURTI

Acc.No. 1649/85; Ht. 28.5 cm.; Br. 18 cm.;

Provenance : PERAMBALUR, PERAMBALUR DIST., TAMILNADU;
Period : Circa 16" Century AD.

This is a Nayak period image. Siva has the axe and antelope in the upper arms,
the lower right is in abhaya mudra and the left is in varada mudra. On the jata
makuta, the crescent is shown on the left side. Parvati is shown on his left side
standing in tribhanga pose. Parvati's right hand carries a lotus and the left hangs down
(lola hasta) freely. Parvati wears the projecting elbow ornaments often found in this

class of image.
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Sl.No. 82. SAGE

Acc. No. 78-9/43; Ht. 46 cm.; Br. 19 cm.;

Provenance: SEMANGALAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 10" Century AD.

A devotee stands on a padma peetah over a bhadra peetah. His hands are in anjali
pose. He wears a top knot and garment which extends upto the knee. He has a beard and

armlet on the right arm.

Si.No. 83. SIVAKAMASUNDARI

Acc. No. 515/65; Ht. 91.5 cm.; Br. 32 cm.;

Provenance : AVANAMPARITTIYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 12" Century AD.

The deity stands in tribhanga on a circular padma peetah over a square bhadra
peetah. She has a karanda makuta, skandha mala (shoulder tassels), yagnopavita,
valayas, armlets, makara kundalas, padasaras and two simple semicircular necklaces.
A full and flowing lower garment is worn. The kati sutra has four bands with side
loops and a semicircular loop in the front. She wears mekhalas (hip ornament
usually worn by women). There is a slight protuberance of the knees. Three
flowing lines above the circular and sunken navel suggest feminity. The right hand

is in kataka and left in lola. Siraschakra is present and seems to be detachable.

Sl.No. 84. SIVAKAMASUNDARI

Acc. No. 1044/81; Ht. 82 cm.; Br.26 cm.;

Provenance: JAMBAVANODAI, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period . Circa 13" Century AD.

Sivakamasundari is in the usual style with her right hand in kataka mudra and
the left held as lola hasta. The lower garment has a lot of folds. Being a later period

image, it is more stylised. Traces of trivali are seen.

SI.No. 85. SIVAKAMASUNDARI

Acc. No. 1427/87; Ht. 54 cm.; Br. 20 cm.;

Provenance : KAKKARAI, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period . Circa 15" century AD.

Devi stands on a padma peetah over a bhadra peetah, which has a hole in the

front and back to secure the idol. She wears karanda makuta, necklaces, siraschakra
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and patra kundalas. Her right hand is in kataka mudra and the left is in lola hasta.
The left hand is broken into two parts (now joined). Traces of trivali (three folds of

skin on the stomach in the narrow waist portion) are seen in Parvati genre bronzes.

SI.No. 86. SIVAKAMI

Acc. No.1369/87; Ht. 63 c¢cm.; Br. 27 cm.;
Provenance: UNKNOWN;

Period . Circa 18" Century AD.

This image of Sivakami has two hands and stands on a circular padma peetah,
which in turn is on a bhadra peetah. The right hand holds a blue lily and the left
hangs down. She is adorned with karanda makuta, makara kundalas, skandhamala,
necklaces, yagnopavita, kati sutra, a bangle in each hand and a mark of tilaka on her
forehead. She has a sharp nose and wears siraschakra and nupuras. The appearance
of the fingers is pleasing. These features make us date it as late as the 18th

century.

SI.No. 87. SOMASKANDA

Acc. No. 220; Ht. 50 cm.; Br. 60 cm.;

Provenance: NIDUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

The treatment of this image especially the necklaces and faces clearly mark it
as of Chola type inspite of the absence of the projecting elbow ornaments. Siva
sports the axe and antelope in the upper arms and has the lower ones in abhaya
and ahuyavarada respectively. The usual snake and a flower are present on right and
left respectively of the jewel in Siva’s headdress which lacks the usual crescent. The
face and tail of the antelope point to Siva. Subrahmanya is shown as standing erect
and wears a karanda makuta and patra kundalas. Uma is in Rajaleelasana. Her right
hand is in kataka and left in varada mudras respectively. She wears a high decorated

hair-do.

SI.No. 88. SOMASKANDA

Acc.No. 14/32; Ht.47 c¢m.; Br. 59.5 cm.;

Provenance : SORAKKUDI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

Siva is seen sitting with Uma on a bhadra peetah with a seat for Skanda between
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them. The Skanda is now missing. In his hands he holds an axe and the antelope
(which is missing). The lower pair of arms is in abhaya and ahuya varada mudras.
The head shows jata makuta with the crescent moon on the left side. The right ear
is empty while the left has a patra kundala on it. A three-stranded yagnopavita is
seen. Two necklaces, one narrow and the other broad are seen. The waist girdle and
loincloth extend up to the thighs with an ornamental sash surrounding the kirti
mukha.  Keyuras (shoulder ornament), valayas (bangles) and padasaras (anklets) are

depicted. The right leg hangs down and rests on a plain base.

Uma sits to the left of Siva in the utkutika (raising a leg, with the other leg
hanging down, right and left respectively in this case) while resting on a plain base.
A karanda makuta is worn on the head. The hands are in the kataka and varada
postures. Two necklaces, with one hanging low are present. A single stranded

yagnopavita, keyuras, valayas and padasaras are seen.

SI.No. 89. SOMASKANDA

Acc.No. 223; Ht. 27 c¢cm; Br. 30 cm.;

Provenance: TIRUVELANGADU, TIRUTTANI TK., TIRUVALLUR DIST., TAMILNADU;
Period : Circa 9" Century AD.

This image is the smallest Somaskanda in the collection of the Government
Museum, Chennai. Siva is seen sitting with Uma on a bhadra peetah with a slot
between them for Skanda. Skanda was not found when the icon was collected. Siva
is holding an axe and antelope in his upper pair of hands. The lower pair of hands
is carrying a skull-cup and a trident. The head shows a jata makuta with the
crescent moon at the top and the skull at the bottom with snakes in between. On
the left side of the jata makuta snakes and a large Datura flower near the bottom
are seen. Siva wears a makara kundala in his right ear and a deeply cylindrical patra

kundala in his left ear. A three stranded yagnopavita is seen.

Uma sits to the left side of Siva with her left leg hanging down. Uma is
wearing patra kundalas in her ears. Her hair is done up like a karanda makuta. The
breasts are not exaggerated. She holds a lotus bud in her right hand and left hand
is in ahuyavarada posture. Uma’s hair falls in seven ringlets, of which the two
outermost on each side are twisted into shoulder ornaments. The girdles of both
Siva and Uma have ornamental bows on both sides. At the front of the stand

between them are two circular depressions evidently intended to receive Skanda’s
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feet. But as seen above the icon of Skanda was not recovered when the collection
was made. The skull-cup and the trident clearly shows the influence of Chalukyan
iconography. This bronze is unique because it represents a fusion of Pallava and

Chalukya styles.

SI.No. 90. SOMASKANDA

Acc.No. 1426/87; Ht. 45 c¢cm. ; Br. 57 cm.;

Provenance : KAKKARAI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 12" Century AD.

Siva is seated on a rectangular pedestal. Upper hands carry the axe and antelope.
Lower hands are in abhaya and simha karna poses. The jata makuta is slightly
elongated. The usual ornaments are present. The Devi is seated with hands in kataka
and varada poses. Heavy encrustations are present. Skanda is a very nice figure but

broken near the ankle and separated from the peetah.

Sl.No. 91. SUBRAHMANYA

Acc. No. 1432/87 Ht. 44 cm.; Br. 19 cm.;
Provenance : UNKNOWN;

Period : Circa 17" Century AD.

The figure is depicted in standing pose on a lotus pedestal placed on a square
pedestal. He has four hands. He holds Sakthi ayudha (the weapon given by his mother
Parvati) in his upper right hand. The weapon in his upper left hand is broken and
missing. The lower right and left hands are in abhaya and varada mudras respectively.

He wears karanda makuta, a necklace, skandhamala, udarabandha and lower garment.

Sl.No. 92. SUBRAHMANYA WITH VALLI

Acc. Nos : 1041/81; 1042/81; Ht : 118cm.; Br.41.5cm.; Valli Ht.: 98cm.; Br. 31cm.;

Provenance: JAMBAVANODAI, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period : Circa 13" Century AD.

Subrahmanya and Valli stand on two separate peetahs. The peetah is a padma peetah on
a bhadra peetah. He wears a kirita makuta, makara kundalas in his ears, necklace, haara, shoulder
tassels, udarabandha, sacred thread and valayas. He holds the sakhti ayudha in his upper right
hand and vajra ayudha in his upper left hand. The lower left and right hands are in the pose
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of holding a bow and arrow respectively. Valli wears a karanda makuta on her head, patra
kundalas in her ears, channavira, shoulder tassels, necklaces and valayas. The girdle is

elaborately carved. The right hand is in kataka mudra while the left is in lola hasta.

SI.No. 93. SUKHASANA

Acc. No. 199; Ht. 39 cm.; Br. 32.5 cm.;

Provenance : UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 10" Century AD.

The upper arms hold the axe and antelope and the lower ones are in abhaya
and simha karna poses respectively. The snake and crescent are very small and
inconspicuous on the right and left respectively of the upper part of headdress.
Makara kundala (ear ornament in the shape of crocodile) in the right ear and patra
kundala in the left are seen. Necklace and waistband with large and finely finished
ornaments are seen in the middle in front. The sacred thread divides into two
branches with a small ornamental knot above the left breast. The mruga (antelope)
is held on his left hand. It is spotted. Its breast and the back of its head is turned
towards Siva. Its feet rest on the tips of his fingers. The thumb is broken at the

tip. The pedestal shown does not belong to the icon.

In the absence of the pedestal it is impossible to be sure that this figure did

not really form part of an Umasahita or Somaskanda group.

Sl.No. 94. SULAM

Acc. No. 1325/85; Ht. 40 cm.; Br. 19.5 cm.;

Provenance: KALANJIMEDU, UNDIVIDED THANJAVUR DIST, TAMILNADU;

Period : Circa 13" Century AD.

It has a circular lotus base with a cylindrical stalk. The three branches of the

Sula are symmetrical. This is a plain piece.

Sl.No. 95. SULAM

Acc. No. 1047/81; Ht. 60 cm.; Br. 37.5 cm.;

Provenance: JAMBAVANODAI, THANJAVUR DIST., TAMILNADU;

Period : Circa 12" Century AD.

It has a circular lotus base with a cylindrical stalk. Of the three branches of the

Sula, the central is one like the Sakthi ayudha (weapon of Subrahmanya). The other
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two are curved like a circle. This is a plain piece.

Sl.No. 96. SULAM

Acc. No. 622/67; Ht. 64 cm.; Br. 35 cm.;

Provenance : MUTTAM, ERSTWHILE SOUTH ARCOT DIST., TAMILNADU;
Period : Circa 13" Century AD.

It is similar to Acc. No. 1047/81 except that the three ends are joined at the top.

The centre prong has a lotus half way up its length.

half

Sl.No. 97. SULAM

Acc. No. 246/53; Ht. 40 cm.; Br. 31 cm.;

Provenance : THAMBIKKOTTAI VADAKADU, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

The trident has rosette and floral designs on it.

SI.No. 98. SULAM
Acc. No. 350; Ht. 43 cm.; Br. 30 cm.
Provenance : SENNIYANVIDUTHI, PATTUKKOTTAI TK., THANJAVUR DIST., TAMILNADU;

Period : Circa 10" Century AD.

The outer branches arise from makara heads, with a lotus design embossed about

way up. The central branch has a somewhat different lotus design above and

below, the latter with a small semicircular projection on either side. About halfway up

is a

somewhat larger pair of semicircular projections. It is plain behind. There is a

figure of Siva with Rishabha (divine bull, Nandi) at his back. Siva carries his usual

symbols, the axe and the antelope.

ears.

SI.No. 99. SUNDARAMURTI

Acc. No. 349; Ht. 53 cm.; Br. 27 cm.;

Provenance : THIRUVELANGADU, TIRUTTANI TK., TIRUVALLUR DIST., TAMILNADU;
Period : Circa 13" Century AD.

The hair is tied in an ornamented kesa bandha. Rings hang from the lobes of his

The right hand is raised to mark the pitch of his song and the left beats time.

Three necklaces are seen, the innermost of rudraksha beads hanging low between the

breasts, crossing over the middle one and under the outermost, both of which have
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large central ornaments. The sacred thread is three-stranded and undivided. The
udarabandha is in four bands. The upper broad band is decorated alternately with

the design of wheels and diamonds.

Sl.No. 100. TIRUUNANASAMBANDAR

Acc. No.299; Ht. 50 cm.; Br. 30 cm.;

Provenance: ERAYANKUDI, NAGAPATTINAM TK., THANJAVUR DIST., TAMILNADU;

Period : Circa 15" Century AD.

Though it is argued by some that the ornament Channavira on the torso of the
bronzes re-labelled as Tirujnanasambandar would make them Balasubrahmanya, since
this ornament is worn by Kshatriyas (the warrior class), it is not accepted by wus. This
is because though Tirujnanasambandar was a Brahmin (priestly class) child, because of

Lord  Siva’s grace he was exalted and could then afford such ornaments.

Tirujnanasambandar wears todus and dances with his right foot on a lotus
pedestal. The upper border of the kesa bandha has the form of a projecting
semicircular crest. The girdle is tied in front of the right leg. On the inner side of
this is a bell attached by a long string and a corresponding bell on the opposite

leg.
This image has been entered as Balasubrahmanya in the Accession Register.

However since the index finger is pointing at something which is the
iconographic hallmark of Tirujnanasambandar, we re-identify it as that of the saivite

boy saint.

SI.No. 101. TIRUINANASAMBANDAR

Acc. No. 162/50; Ht. 47 cm.; Br. 29 cm.;

Provenance: VELLALAGARAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 15" Century AD.

Tirujnanasambandar dances on a padma peetah over a bhadra peetah. He wears
the hair as kesa bandha adorned with jewels. A siraschakra is seen at the back of the
hair-do. The right hand is in suchi mudra while the left is in gaja hasta. He wears
patra kundalas, haaras, girdle with bells attached and a prominent patta on the

forehead.
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This image has been entered as Balasubrahmanya in the Accession Register.

However since the index finger is pointing at something which is the
iconographic hallmark of Tirujnanasambandar, we re-identify it as that of the saivite

boy saint.

SI.No. 102. TIRUUINANASAMBANDAR

Acc. No.170/50; Ht. 47.5 cm.; Br. 28 cm.;

Provenance : VELLALAGARAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 15" Century AD.

Tirujnanasambandar dances on a padma peetah over a bhadra peetah. He wears jata
makuta, patra kundalas, haaras, channavira, udarabandha, valayas, a girdle of bells, anklets
and padasaras. The hands and feet are in the usual posture. A siraschakra is seen on the

back of the hair-do.

However since the index finger is pointing at something which is the iconographic

hallmark of Tirujnanasambandar, we re-identify it as that of the saivite boy saint.

SI.No. 103. TIRUUINANASAMBANDAR

Acc. No. 1650 / 85; Ht. 36 cm.; Br. 21 cm.;

Provenance : PERUMBALUR, UNDIVIDED TRICHY DIST., TAMILNADU;
Period . Circa 15" Century AD.

The image wears todus and dances with the right foot on a lotus pedestal. The
girdle is tied in front of the right leg. The headdress is arranged in kesa bandha
with a chain of beads. He wears ratna kundalas, three necklaces, channavira,
kankanas, kati sutra with bells and padasaras. This is entered as Balasubrahmanya in
the Accession Register, but the index finger, which is raised and points at something
is taken to mean that it is pointing to Parvati in the sky who fed the saint with
milk. The child saint points this out when the father scolds him for drinking milk

from strangers at the temple tank at Sirkali, Nagapattinam district.
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Sl.No. 104. TIRUUNANASAMBANDAR

Acc. No. 1052 / 81; Ht. 45 c¢cm.; Br. 30 cm.;

Provenance: JAMBAVANODAI, UNDIVIDED THANJAVUR DIST.,TAMILNADU;

Period : Circa 13" Century AD.

The iconography of this piece is similar to Acc. No. 1650/85 except that it is
an earlier piece. The treatment of the headdress and the torso make us date it to
the period circa 13th century AD. He stands on a round pedestal fixed in turn in a
square pedestal as in the previous piece. This is also wrongly entered as
Balasubrahmanya in the Accession Register, but we have properly identified it based
on the pointing index finger. Though channavira is seen, it cannot be taken as an
index to identify it as balasubramanya. The child saint though a brahmin is treated

as the son of Lord Siva. Therefore channavira a princely symbol is worn by him.

SI.No. 105. TIRUUINANASAMBANDAR

Acc. No. 47-6/36; Ht. 58 cm.; Br. 34 cm.;

Provenance : KODIAKKADU, VEDARANYAM TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 14" Century AD.

The iconography of this piece is similar to Acc. No. 1052/81 except that the lotus

in the pedestal is prominently shown.

Sl.No. 106.TIRUUINANASAMBANDAR

Acc. No. 344; Ht. 57 cm.; Br. 25 cm;

Provenance : VEMBAVUR, PERAMBALUR TK, PERAMBALUR DIST., TAMILNADU;
Period : Circa 12" Century AD.

The hair is tied up as a knot on top of the head. The right hand has the
forefinger pointing upwards, the left holds a cup. Two short necklaces are seen, the
upper one being very slender. The lower one is broad and supporting, back and front.
The two ends of each of a pair of threads, one passing round each side of the body,
with a central tassel between them are seen. Two slender girdles are shown, the lower
one being fringed with bells of the spherical type. It is tied in a small looped knot on
either side, one end each of which bears a larger bell of the same type, as does a

similar tassel in front of each leg. The image is naked except for armlets, etc. The
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bronze is in the District Museum at Madurai.

SI.No. 107. TRIPURANTAKA

Acc.No.450/61; Ht.100 cm.; Br. 52 cm.;

Provenance: TIRUKKODIKKAVAL, KUMBAKONAM TK., THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

Standing on a lotus pedestal in dwibhanga pose; wears a jata makuta the
crescent moon on the right and cassia flower and snake on the left. His hair-do has
a siraschakra. He wears ordinary elongated earrings. The third eye appears as a tilaka
and the face is charming. Two haraas adorn the neck. Upavita and udarabandha are
present. The kati sutra is fastened with the kirti mukha motif. The upper pair of arms
bear parasu and mruga. The latter is broken and lost. The lower pair is in the pose of
holding a bow and arrow. The right leg is firmly placed on the pedestal and the left

is slightly bent. The hands wear kankanas, keyuras and valayas.

SI.No. 108. TRIPURANTAKA

Acc. No. 231/53; Ht. 45 cm.; Br. 21 cm.;

Provenance : TRANQUEBAR, TRANQUEBAR TK.,NAGAPATTINAM DIST., TAMILNADU;

Period : Circa 11™ Century AD.

He is standing in tribhanga pose on a padma peetah over a square plate. He wears a
jata makuta. His ears are adorned with makara and patra kundalas. He has four hands. The
parasu in the upper right hand is missing, the upper left hand holds the deer; the other two
hands are in the posture of holding a bow and arrow. Necklaces, yagnopavita, udarabandha,

girdle and padasaras have been depicted. The piece is worn out

Sl.No. 109. TRIPURASUNDARI

Acc. No. 232/53; Ht. 35 cm.; Br. 12.5 cm.;

Provenance : TRANQUEBAR, TRANQUEBAR TK., NAGAPATTINAM DIST., TAMILNADU;

Period : Circa 11" Century AD.

She stands in tribhanga pose on a padma peetah. She wears a karanda makuta,
makara kundalas, haaras, yagnopavita, armlets and wristlets. The lower garment
reaches to the ankle. On the garment are portrayed links suggesting folds as well as
some floral designs. Padasaras are seen on the legs. She has two hands, the right is

in kataka and the left is in lola hasta. The piece is worn out.
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Si.No. 110. UMASAHITA

Acc.No. 215; Ht. 43cm.; Br. 31 cm.;

Provenance: SETTIPULAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 12" Century AD.

The treatment of this image, especially of the ends of Siva’s girdle and the
presence of projecting elbow ornaments not only in Parvati but even in the fork
between the two elbows of each side of the four armed Siva clearly place this image
as a later Chola image in spite of several marked differences in detail of necklaces,
sacred thread and girdle. Siva’s upper hands face outwards but their emblems have
been broken off. The front hands sport abhaya and varada mudras. Parvati holds a
lotus bud in her right hand. Siva’s headdress bears a jewel in front. Above this it
bears a cobra on the right of the jewel. All these emblems are in particularly high
relief. Parvati wears a karanda makuta. Siva’s right ear and Parvati’s both ears bear
makara kundalas; Siva’s left ear bears a patra kundala. In both images the median
loop of the girdle has the conventional parallel-sided form. In the Siva image there
is above it a particularly large lion face ornament with large and widely opened
mouth and the ends of the girdle project most elegantly at the sides. In the Parvati
image there are neither lion face ornament nor projecting ends to the girdle, but the
pleated end of the cloth projects backwards from the inner side of the left leg, which
is covered to the ankle, the right one being covered only to the knee. Siva’s legs are
almost bare to the top, except that the left one bears an anklet at the level to

which the ends of the girdle fall.

Sl.No. 111. UMASAHITA

Acc.No. 219; Ht. 48 cm.; Br. 35 cm. Ht. 37 cm.; Br. 30 cm.;
Provenance : SIKKIL, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 10" Century AD.

Siva sports the axe and antelope in his upper pair of arms. The lower pair
sports abhaya and ahuyavarada mudras. Parvati’s arm holds a lotus and the other
rests on the pedestal. Both images have makara kundalas in both ears. On either

side of the jewel in Siva’s headdress is a flower, that on the right apparently a
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double datura and that on the left a lotus with the usual cobra and crescent above
them. The antelope’s tail and face are turned towards Siva. Each figure wears two

slender necklaces of simple pattern.

Sl.No. 112. UMASAHITA

Acc.No. 217; Ht. 46 cm.; Br. 54 cm.;

Provenance : UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 10" Century AD.

Siva’s hands hold the usual symbols, axe and antelope; Parvati’s right hand
holds a lotus bud and the left is in Ahuya varada. The girdle and cloth, though
somewhat crudely worked, are fully decorated; but as is usual in seated figures,
they cannot compare with those of standing figures. That this image is of Chola
type is, however, indicated by the general form of the necklaces, by Parvati’s
projecting elbow ornaments (though these are not distinct), and by the treatment

of the face.

A skull is represented in Siva’s headdress below the jewel, above which are
two rather obscure objects, that on the right probably representing either a flower
or a seated figure of Ganga, and that on the left probably a lotus or datura
(Datura fastuosa) flower. The crescent moon above the latter is clearly shown but

the cobra usually found on the right is not seen.

Siva’s sacred thread is knotted in front to a thinner and shorter thread
passing from the right shoulder around the left side of the body and crossing the
sacred thread behind. Parvati's clothes are of the Sridevi type. The breast and the

back of the head of the antelope incline towards Siva.

Sl.No. 113. VEENADHARA DAKSHINAMURTI

Acc. No. 229; Ht. 66 Cm.; Br. 26 cm.;

Provenance : UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 12" Century AD.

This image has Chola type features. But the high relief of the ornamentation,
especially the necklaces and the lion-faced clasp of the girdle prevent us from

ascribing the image definitely to the Chola period. The upper pair of arms carries
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the axe and antelope; both the lower arms are in kataka mudra to hold the Veena.
The snake and the crescent are inconspicuously shown on the right and left
respectively on the top of the headdress. The loincloth has a design of a single
row of rather widely spaced wheels, with an additional pair, slightly larger and more
conspicuous, at a higher level on the most prominent part of the buttocks. The

breast and the back of the head of the antelope are towards Siva.

SI.No. 114. VEERABHADRA

Acc. No. 246; Ht. 95 cm.; Br. 47 cm;

Provenance : TIRUVELANGADU, TIRUTTANI TK., TIRUVALLUR DIST., TAMILNADU;
Period : Circa 16" Century AD.

The figure has four pairs of hands, all more or less broken, of which the second right
evidently held a snake. There are patra kundalas in both ears. A long garland of skulls hangs

from the left shoulder across the legs, ending on the right side in the girdle.

Sl.No. 115. VISHAPAHARANA

Acc. No. 226; Ht. 62 cm.; Br. 41 cm.

Provenance : KILAPPADANUR, NANNILAM TK., TIRUVARUR DIST., TAMILNADU;
Period : Circa 9" Century AD.

Siva has the axe and antelope in the upper arms. The lower ones carry the cobra and
poison. The treatment of this image, especially the high relief of the details of the
headdress, seems to indicate the affinity with Somaskanda images. The headdress bears a
Datura flower, presented in three dimensions as seen in certain Natesa and Nataraja images
on its left side. An imperfect crescent also designed in three dimensions is seen on the
right near the top of the headdress. There are makara kundalas in both ears. The inner
of the two necklaces is very broad and plain. The outer one appears to have been designed
with an ornamental centrepiece, but its surface is now quite smooth. The sacred thread is
divided into three, its broad central portion being looped over the right forearm, a feature
that shows that it is early Chola piece emerging from Pallava type image depiction - a
continuum. The face and breast of the antelope are turned towards Siva. The Jata makuta
is decorated with a jewel in the centre. There are jewels on the upper arms in the shape
of trident with two small projections on either side (total five-to signify the five

elements-panchamahabhoothas).
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VAISHNAVITE BRONZES

SI.No. 1. BALAKRISHNA

Acc. No. 107; Ht. 51cm.; Br. 38 cm.;

Provenance: SRINIVASANALLUR, MUSIRI TK., TIRUCHIRAPALLI DIST., TAMILNADU;

Period . Circa 14" Century AD.

The figure of Balakrishna is depicted in dancing pose on a lotus pedestal attached
to a square pedestal. He has kesa bandha with decorative jewels. He wears three
necklaces, udarabhandha, keyuras, kankanas, hip ornaments and padasaras. The right hand
is extended forward as in most images of Navanitakrishna as if holding the butterball.

The makara kundalas are noteworthy.

SI.No. 2. BALAKRISHNA

Acc. No. 110/49; Ht. 42 cm.; Br 25 cm.;

Provenance: ALANGUDI, UNDIVIDED THANJAVUR DIST, TAMILNADU;
Period . Circa 15" Century AD.

Balakrishna dances with the left leg planted on the padma peetah over bhadra
peetah and the right one is lifted up. The right hand is in abhaya and the left is in

danda mudra. He wears an ornamented tiara, patra kundalas and necklaces.

SI.No. 3. BALAKRISHNA

Acc. No. 52/37; Ht. 54 cm.; Br. 35 cm.;

Provenance: ALATTUR, ERSTWHILE SOUTH ARCOT DIST., TAMILNADU;
Period : Circa 16" Century AD.

Balakrishna dances on a padma peetah over a bhadra peetah with four circular
rings on either side. He is on his left leg and the right is raised and bent. The
right hand is in the abhaya and the left outstretched. The hair is worked like a kesa
bandha with a siraschakra. Ornaments are small, imperfectly made makara kundalas,
necklaces, armlets, bracelets, anklets, padasaras, channavira and waist string with

small ornamental bells are present.

SI.No. 4. BALAKRISHNA

Acc. No. 320/55; Ht. 49 cm.; Br. 28 cm.;

Provenance : UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 16" Century AD.

Balakrishna dances with his right hand in abhaya mudra, while the left hand is
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in danda mudra. He stands with his left leg on a padma peetah over a bhadra peetah.

He wears jata makuta, siraschakra and the usual ornaments.

SI.No. 5. BALAKRISHNA

Acc. No. 102; Ht. 49 cm.; Br. 30 cm.;

Provenance: PARITTIYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period . Circa 15" Century AD.

The image is in a dancing pose with the right hand held in abhaya mudra and
the left outstretched. The pedestal shows an inscription in modern Tamil characters
with the following meaning: “The God that gave the leg. The gift of Tittar Nayakar
for the merit of Kayilappa Mudaliyar.” The image has makara kundalas. Neither

waistband nor string round the stomach is present above the girdle.

SI.No. 6. BHUDEVI

Acc. No. 83B/44; Ht. 39 ¢cm.; Br. 11 cm.;

Provenance: AVIDI, EAST GODAVARI DIST., ANDHRA PRADESH

Period : Circa 17" Century AD.

Bhudevi stands on a padma peetah over a bhadra peetah carrying a lotus in
her right hand. Her left hand is in lola hasta. She wears karanda makuta,
necklaces, armlets, anklets, bracelets etc. The tassels are quite prominent. The

figure is in stylised form.

SI.No. 7. BHUDEVI

Acc. No. 301/54; Ht. 58 cm.; Br. 18 cm.;

Provenance: NEDUVASAL, THANJAVUR DIST., TAMILNADU;

Period : Circa 16" Century AD.

Bhudevi stands on a padma peetah over a bhadra peetah in a tribanga pose.
The hands are in kataka and lola pose. Karanda makuta, siraschakra, kundalas,
necklaces, sacred thread etc. are seen. No rings or prongs are found in the

pedestal.

SI.No. 8. BHUDEVI

Acc. No. 115A/50; Ht. 39 cm.; Br. 13 cm.;

Provenance: YERRAMPALEM, EAST GODAVARI DISTRICT, ANDHRA PRADESH;

Period : Circa 16" Century AD.

This is a crude later period piece. The headdress is similar to those found in

Nepal bronzes. The facial features are also of Eastern type (Orissa ) like the
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Balakrishna in the Government Museum. She stands on a cup like pedestal fixed on
a bhadra peetah. She wears a broad necklace, shoulder tassels, elaborate ear
ornaments, long chain with pendant, yagnopavita, bahu valayas, valayas and
padasaras. Her lower garment is again in the eastern style. She holds a lotus in

her right hand and her left hand is in lola hasta.

SI.No. 9. BHUDEVI

Acc. No. 302/54; Ht. 43 cm.; Br. 17 cm.;

Provenance : NEDUVASAL, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 16" Century AD.

This is a small image, with crude workmanship. Siraschakra is shown. There are

rings on the pedestal.

Sil.No. 10. BHUDEVI

Acc. No. 165/50; Ht. 42 cm.; Br. 13 cm.

Provenance : THIRUVADUTHURAI, THIRUVIDAIMARUDUR TK., THANJAVUR DIST, TAMILNADU;
Period : Circa 15" Century AD.

Bhudevi is depicted standing in tribhanga posture on a round padma peetah
attached to a square base. She wears a karanda makuta of three tiers, necklace,
yagnopavita, keyuras, kankanas and padasaras. Her lower garment extends below the
knee. Her right hand is kept in kataka mudra as if holding a flower. Her left hand is

kept in ahuya varada mudra.

Si.No. 11. BHUDEVI

Acc.No. 321B/55; Ht 26 cm; Br. 14 cm.;

Provenance : TIRUVELANGADU, UNDIVIDED THANJAVUR DIST, TAMILNADU;
Period : Circa 15" Century AD.

Bhudevi is seated on a padma peetah over a bhadra peetah. She holds a lily
flower in her right hand and her left hand is portrayed in ahuya varada mudra. She
wears makara kundalas in her ears. Her head is adorned with a karanda makuta. She
also wears necklaces, keyuras, valayas and padasaras as ornaments. The sacred

thread is seen.
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SI.No. 12. CHAKRA

Acc. No. 11/31; Ht. 40 cm.; Br. 23 cm.;

Provenance: KALICHERU, NELLORE DISTRICT, ANDHRA PRADESH;

Period : Circa 17" Century AD.

The chakra has crossed equilateral triangles in the centre enclosing a star like

design. Four marginal flames are present; the bottom one flanked by yali like animals.

The whole is placed on a padma peetah which is placed on top of a bhadra peetah.

Sl.No. 13. CHAKRA

Acc. No. 476/62; Ht. 52 cm.; Br. 26 cm.;

Provenance : PERUMARUDUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period : Circa 15" Century AD.

The Discus has sixteen spokes, four marginal flames and two supporting

rampant lions. There is a kirti mukha at the central hub of the discus.

Sl.No. 14. CHAKRA (SUDARSHANA)
Acc. No. 186; Ht. 61 cm.; Br. 41 cm.;
Provenance : UNKNOWN;

Period : Circa 17" Century AD.

The Discus has a central flame, four marginal flames eight rays and two supporting lions.

Sl.No. 15. CHAKRA (SUDARSANA PURUSHA)

Acc. No. 190; Ht. 23 cm.; Br. 18 cm.

Provenance : UNKNOWN,

Period : Circa 14" Century AD.

The image has crossed equilateral triangles in the centre with a six armed figure
in front, which carries discus, conch, arrow, bow, lotus and mace. A marginal garland

above, and at sides, four flames and two streamers are seen.

Sl.No. 16. DHANVANTARI

Acc. No. 38; Ht. 4.5 cm. - with the disc slightly more; Br. 3.5 cm.

Provenance : ULANDANGUDI, TIRUCHIRAPALLI TK., TIRUCHIRAPALLI DIST., TAMILNADU;
Period : Circa 17" Century AD.

The left hand holds a flask of medicine while the right has a ball of medicine or
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some substance. There is a round halo behind his head on which the chakra and
sankha, the symbols of Lord Vishnu are shown as bas-relief. The hair do comes right to
the forehead with a top knot on the head. He wears patra kundalas in his ears and a
necklace. He wears the sacred thread and an udarabandha. He also has shoulder tassels.
He is seated on a padma peetah over a bhadra peetah. He is seated in
ardhaparyankasana. The bhadra peetah is placed over another square peetah. The face is

rounded which is characteristic of Kerala figures.

SI.No. 17. GARUDA

Acc. No. 158; Ht. 26 cm.; Br. 18 cm.;

Provenance: UNKNOWN;

Period : Circa 17" Century AD.

The image is half kneeling with the palms of the hands raised to support the
feet of Vishnu. The image is very crude with a single headed cobra hood in the
front of the kirita makuta headdress, on the outer side of the todus in the ears
and on the lowest necklace above the left breast. Behind the head is a small stand

for Vishnu. The right knee is on the ground and the left one is raised.

SI.No. 18. GARUDA

Acc. No. 154; Ht. 29 cm.; Br. 16 cm.

Provenance : KANKODUTHAVANITHAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 17" Century AD.

The deity stands on a platform with a socket beneath to fit on the top of a
cylindrical base pillar. In his right hand he holds the tail of a five headed cobra, on
the neck of which his right foot is placed. His left hand rests against his hip. A pair
of outwardly curved tusks protrudes from his upper jaw as in terrifying forms of Siva.
There are patra kundalas in his ears. The drum and two pipes on the ground at his
feet are for heralding the approach of Vishnu. Six feathers of his wings protrude on

the right and left sides from the body. He has a strutted makuta.

SI.No. 19. HANUMAN

Acc. No. 164; Ht. 46 cm.; Br. 17 cm.;
Provenance: SOUTH INDIA;

Period . Circa 14" Century AD.

In this South Indian icon, Hanuman stands as a devotee. This image is very
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ornate and conforms to stereotypes of his bronze image. The hair is tied in a kesa
bandha on top of the head, the sacred thread divides into two and the waistband
is present. The forehead is marked with a namam conforming to the Vadagalai

form. This conforms to Chola idiom.

Si.No. 20. HANUMAN

Acc. No. 167; Ht. 10 cm.; Br. 12 cm.;

Provenance : UNKNOWN;

Period : Circa 17" Century AD.

Standing with his right hand raised as if to strike a blow, this tiny bronze is a
good translation of the theme usually found in Vijayanagar sculptures. During the time
of Vijayanagar period, Hanuman cult became very popular. He is depicted as giving a
clarion call to assemble the victorious warriors. Near fort entrances sculptures of this
design were consecrated. In this particular bronze he is depicted in standing pose on

a rectangular pedestal as if giving a call to rally the warriors.

Sl.No. 21. KALIYAKRISHNA

Acc. No. 123; Ht. 75 cm.; Br. 30 cm;

Provenance : NILAPPADI, NAGAPATTINAM TK., NAGAPATTINAM DIST., TAMILNADU;

Period : Circa 16" Century AD.

Krishna has makara kundalas in his ears and a small ornamental loop on each
side of his girdle. His right hand is in abhaya pose. Kaliya has a human bust with

hands in the anjali pose beneath the cobra hood.

Sl.No. 22. KALIYAKRISHNA

Acc. No. 124; Ht. 35 cm.; Br. 30 cm

Provenance: PANDARAVADAI, PAPANASAM TK., THANJAVUR DIST., TAMILNADU;

Period : Circa 15" Century AD.

Krishna is depicted as if dancing over the spread hoods of Kaliya. He has a
raised right leg. He holds the tail of the Kaliya (snake) with his left hand. His right
hand is in abhaya mudra. Kaliya has a human bust with his hood and heads turned to

Krishna’s right. Krishna has patra kundalas in his ears and no loops to his girdle.
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SI.No. 23. KRISHNA AS SANTANAGOPALA
Acc. No. 81; Ht. 30 cm.; Br. 18 cm.;

Provenance : UNKNOWN;

Period : Circa 17" Century AD.

The baby Krishna is depicted as trying to suck his right toe. He holds the
right foot which has been brought near his mouth with his left hand. He keeps his
right hand on the right thigh. His entire body except the head is decorated with

floral and rounded designs recalling the habit of tattooing.

SI.No. 24. KRISHNA AS VATAPATRASAYI

Acc. No. 80; Length: Leaf with stalk 8.5 cm.; Br. 4 cm.;
Provenance : UNKNOWN;

Period . Circa Early 17" Century AD.

From the style, we can say that it is an image influenced by the British Raj. The
hair style is cropped in British fashion. The figure is made of brass. It is an image in
European rather than Indian style. It forms a marked contrast to all the others in the

collection.

Sl.No. 25. KRISHNA WITH CONSORTS

Acc. No. 21/33; Krishna Ht. 73 cm.; Br.26 cm., Rukmini Ht. 52 cm.; Br.22 cm.,;
Sathyabhama Ht. 52 cm.; Br. 22 c¢m.

Provenance : ADIKUDI, UNDIVIDED TRICHY DISTRICT,

Period : Circa 14" Century AD.

Krishna stands in tribhanga on a padma peetah. The right hand has a detachable
sendu and the left looks as if trying to rest on the shoulder of Sathyabhama.
Kesabandha on the head, the right ear with makara kundalas and the left with patra
kundalas are seen. Among ornaments special mention may be made of the bajibandha

(armlet) and the bhringipada.

Rukmini stands on the right of Krishna on a padma peetah. Her right hand hangs
down and the left is in kataka mudra. The hair is secured in a beautiful knot as in the
case of cholamadevi image at Sri Kalahasti. Kuchabandha is absent but baji bandha is

seen.
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Sathyabhama stands on the left side of Krishna and is similar to Rukmini in all
repects except in the pose of her figure and also that her right hand is in Kataka

while her left hangs down. Bajibandha is shown.

SI.No. 26. LAKSHMINARAYANA

Acc. No. 39; Ht. with prabha 21 cm.; Br. 15 cm.;

Provenance : CHIMAKURTI, ONGOLE TK., GUNTUR DIST., ANDHRA PRADESH;
Period : Circa 17" Century AD.

The prabha is shown with a seven-headed cobra, discus, makaras, yali, conch and
foliage over the head of Vishnu. One of the four arms of Vishnu is in abhaya mudra
and one arm is around Lakshmi. The discus and fingers of the back right hand of
Vishnu image are broken and missing. The Vadagalai namam is shown on Vishnu’'s

forehead.

SI.No. 27. NARASIMHA

Acc. No. 64; Ht. 58 cm.; Br. 49 cm.;
Provenance : UNKNOWN;

Period . Circa 15™ Century AD.

The deity has four pairs of arms holding the conch, discus, entrails, leg and head
of the demon and seems as if tearing the stomach. The image is somewhat formal of
moderate workmanship with kirita makuta and Tengalai namam. Prabha arises from

makara below, yali head in middle above, flames on outer edge.

In this image, Narasimha is shown in action tearing out the entrails of Hiranyakasipu.
He has four pairs of hands , the uppermost hands carry the discus and conch, the next
lower carry the entrails of Hiranyakasipu, the next holds the demon and the lowest tears his

stomach. The facial expression is fierce and almost real.

SI.No. 28. NARASIMHA WITH LAKSHMI AND PRAHLADA

Acc. No. 63; Hight of Narasimha 20, 21.5 cm., of other two figures 13, 14 cm. The Lotus
pedestals (though Lakshmi’s pedestal is unfinished) are on a rectangular base
29 c¢cm long by 6.5 cm wide by 5 cm high. Total Ht. 27cm.; Br. 29 cm.

Provenance : UNKNOWN;

Period . Circa 15" Century AD.

Narasimha has eight pairs of hands. The lowermost hands have the entrails of
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Hiranyakasipu; the next pair has the noose and axe; the next has the arrow and bow; the
next the discus and conch; the next pair seems as if tearing open the stomach, the
next holds a club and something not identifiable; the next holds the sword and shield;
and the next pair holds the demon’s legs and head. Lakshmi has two pairs of hands,
the upper ones each holding a bunch of flowers. It has practically the form of a discus
with flame above, the lower ones in the abhaya and varada poses respectively.

Prahlada is present with one pair of hands in the anjali pose.

These images are very crude, but form a group not commonly seen. Each wears
kirita makuta. The Lakshmi image appears to be made of brass, and each of its
earrings bears a mango shaped pendant. Prahlada in addition to the usual clothing
and ornaments wears an angavastram (shoulder cloth) over his shoulders, though in
the presence of a God this is considered most disrespectful. Narasimha and Prahlada
have the Tengalai namam (Y shaped as against the U shape of the Vadagalai namam),

Lakshmi the tilak.

SIl.No. 29. NAVANITAKRISHNA

Acc. No. 109; Ht. 52 cm.; Br. 33 cm;

Provenance : TIRUPUVANAM, MADURAI DIST., TAMILNADU;
Period : Circa 15" Century AD.

A dancing image with patra kundalas in the ears. The string around the stomach
is tied on the left side in front and the girdle which is reduced to a string of bells
on the right side in front. He holds a butter ball in his right hand while the left is

in danda mudra.

SI.No. 30. NAVANITAKRISHNA

Acc. No. 99; Ht. 52.5 cm.; Br. 39 cm.;

Provenance : ULUNDANGUDI, TIRUCHIRAPALLI TK., TIRUCHIRAPALLI DIST., TAMILNADU;
Period . Circa 15" Century AD.

A dancing image with the right hand in abhaya mudra. In this he is poised on
his left leg, the right one being raised. There are lotus buds behind the ears and
patra kundalas on the ear lobes. There is no waistband but a string is tied around
the stomach, from which a single tassel extends along the front of the right leg

and a pair along the front of the left. The girdle rests on the upper part of the
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thighs on top of the tassels. It is tied in an ornamental knot on the left side at

the back, a dagger being attached in a corresponding position on the right side.

Sl.No. 31. RAMA

Acc. No. 1420/87; Ht. 26 cm.; Br. 14 cm.;
Provenance : UNKNOWN;

Period : Circa 17" Century AD.

Rama, an incarnation of Vishnu is depicted in standing pose on a lotus pedestal.
The left and right hands respectively are in the classical Rama pose of holding the
bow and arrow. He wears a udarabandha, yagnopavita, two necklaces, a skandhamala
on his shoulders, Bahu valayas on his forearms and kankanas on the wrists. The lower
garment is artistically designed with tassels and string work. This is an excellent

Nayak period piece.

Sl.No. 32. RAMA

Acc. No. 495/65; Ht. 88 cm.; Br. 36 cm.;

Provenance : OLAYAKKUNNAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 14" Century AD.

This image stands on a round padma peetah over a square bhadra peetah in
tribhanga posture. He is depicted holding a bow in his left hand and an arrow in his

right hand.

RAMA ENSEMBLE

SI.No. 33. RAMA

Acc. No. 315/55; Ht. 104 cm.; Br. 53 cm.;

Provenance : TIRUVALANGADU, MAYILADUTHURAI TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 14" Century AD.

Rama is standing on a padma peetah in the tribhanga pose. He wears kirita
makuta and siraschakra and other ornaments. The hands are held in the posture of

holding a bow in the left hand and an arrow in the right one.
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LAKSHMANA
Acc. No. 316/55; Ht. 93 cm.; Br. 42 cm.
Provenance : TIRUVALANGADU, MAYILADUTHURAI TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 14" Century AD.

He is similar to Rama in all respects but smaller in size. His hair-do is in the

of a jata makuta.

SITA
Acc. No. 317/55; Ht. 86 cm.; Br. 33 cm.
Provenance : TIRUVALANGADU, MAYILADUTHURAI TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 14" Century AD.

She is standing on a padma peetah in the tribhanga pose. Her right hand is in

lola hasta pose and the left hand in the kataka pose. She wears jata makuta, haaras,

valayas, channavira, waistband etc. in the usual manner. A siraschakra is seen on the

head.

HANUMAN
Acc. No. 318/55; Ht. 73 cm.; Br. 19 cm.;
Provenance : TIRUVALANGADU, MAYILADUTHURAI TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 14" Century AD.

He is standing on a padma peetah. He wears jata makuta, siraschakra, udhara

bhanda etc. His hands are held in the usual supplicating manner, since he workships

Rama always.

with

SI.No. 34. SITA

Acc. No. 1097/82; Ht. 34 cm.; Br. 15 cm.;;
Provenance: UNKNOWN;

Period : Circa 19" Century AD.

This piece is crude. Sita wears a kucha bandha (breast band) and a lower garment

floral design. The crown with its ear attachments reminds us of the headdress

worn by therukoothu (street play, a folk art form). She holds a lotus in her left hand

and her right hand is in lola hasta. Skandhamala, bahu valayas and kankanas on the

wrists are seen.
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SI.No. 35. SRIDEVI

Acc. No. 685/72; Ht. 42 cm.; Br. 14 cm.;

Provenance : CHETTIPULAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 15" Century AD.

This is a classical later Chola period piece. The headdress is in karanda makuta.
It differs from the normal karanda makuta. The usual balance seen among the three
tiers is absent. She wears a broad necklace, shoulder tassels, kucha bandha, elaborate
ear ornaments, yagnopavita, bahu valayas, valayas and padasaras. Her lower garment
has well designed decorations. She holds a lotus in her left hand and her right hand

is in lola hasta.

Sl.No. 36. SRIDEVI

Acc. No. 1475/88; Ht. 18cm.; Br. 6 cm.

Provenance : JAYAMKONDAN, PERAMBALUR DIST., TAMILNADU;

Period : Circa 16" Century AD.

The headdress is in karanda makuta. She stands on a padma peetah fixed on a
bhadra peetah. She wears a broad necklace, shoulder tassels, kucha bandha, elaborate
ear ornaments, channavira, bahu valayas, kankanas and padasaras. Her lower garment
is decorated with wavy designs. She holds a lotus in her left hand and her right

hand is in lola hasta.

SI.No. 37. SRIDEVI

Acc. No. 115/50; Ht. 39 cm.; Br. 13 cm.;

Provenance : YERRAMPALEM, EAST GODAVARI DISTRICT, ANDHRA PRADESH;
Period . Circa 16" Century AD.

She stands in tribhanga with the right hand in lola hasta and the left holding
a lotus bud. She wears strutted karanda makuta, ear rings which look like the
patra kundalas, necklaces including an elongated one and the lower garment
reaching to the knees. No kucha bandha is seen. She stands on a stylised calyx of
a padma over a bhadrasana. Siraschakra is seen. In the absence of a kucha bandha
the identification of Sridevi has been made on the position of the hand holding the
lotus. With that pose the figure has to be placed on the right side of her

consort. Usually Sridevi is placed on the right side of the Lord Vishnu.
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SI.No. 38. SRIDEVI

Acc. No. 164/50; Ht. 42 cm.; Br. 13 cm.;

Provenance : TIRUVADUTHURAI, THIRUVIDAIMARUDUR TK., THANJAVUR DIST; TAMILNADU;
Period : Circa 15" Century AD.

Sridevi stands on a padma peetah over bhadra peetah. Siraschakra, karanda
makuta and patra kundalas are seen. The hands are in kataka and varada mudras. Her

lower garment is fully designed. She wears breast band and yagnopavita.

SI.No. 39. SRIDEVI

Acc. No. 321A/55; Ht. 26 cm; Br. 14 cm.

Provenance: TIRUVELANGADU, UNDIVIDED THANJAVUR DIST.; TAMILNADU;
Period : Circa 15" Century AD.

Sridevi is seated on a padma peetah over a bhadra peetah. She is holding a lotus
flower in her left hand and her right hand is portrayed in varada mudra. She is wearing
a karanda makuta on her head. She wears patra kundalas in her ears. She also wears
shoulder tassels, keyuras, necklaces, a breast-band, channavira, udarabandha and

padasaras as ornaments.

SI.No. 40. SRINIVASA

Acc. No. 1889/96; Ht. 33.5 cm; Br. 22.5 cm.

Provenance: THIRUMARUGAL, NAGAPATTINAM DIST.; TAMILNADU;

Period : Circa 18" Century AD.

The image has elaborate features with a beautiful pear shaped prabha with
flames on the edges. He stands on a padma peetah fixed on a square pedestal. The
conch and discus are carried in the upper arms. The lower right hand is in abhaya
mudra while the lower left hand is depicted as if touching the gada (mace). The
sacred thread, bahu valayas, kankanas and kati sutra are seen. The lower garment

is artistically decorated.

Si.No. 41. SRINIVASA

Acc. No. 1421/87; Ht. 29 cm.; Br. 14 cm.;
Provenance : UNKNOWN;

Period : Circa 18" Century AD.

The image is elaborately carved. He stands on a padma peetah fixed on a
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bhadra peetah. The conch in the upper left hand is obscured by the elaborate
treament of the flames. The upper right hand holds the discus. The lower right
hand is in varada and the lower left hand is depicted as touching the gada (mace).
Both discus and conch have the usual marginal flames but no central ones. The
sacred thread, bahu valayas, kankanas and kati sutra are seen. The lower garment is

artistically decorated.

Sl.No. 42. SRINIVASA

Acc. No. 30; Ht. 64 cm.; Br. 26 cm.;

Provenance : VADAKADU, THIRUTTURAIPPOONDI TK., TIRUVARUR DIST., TAMILNADU;

Period : Circa 14" Century AD.

The treatment is very formal in this image. The flames on the discus and conch
are somewhat large but the central ones though present in front are absent behind.

Vadagalai namam is present.

Sl.No. 43. SRINIVASA WITH CONSORTS
Acc. No. 29; Ht. Srinivasa 81 cm., Sridevi: 64 cm., Bhudevi : 64 cm. Br. Srinivasa 33 cm.
Sridevi : 21 cm., Bhudevi : 21 cm.;

Provenance : VADAKKUPPANAIYUR, NAGAPATTINAM TK., NAGAPATTINAM DIST., TAMILNADU;

Period : Circa Third decade of the 11" Century AD.

The conch is Idampuri. This is a set of images of Chola type but with the discus
held at right angles to the sagittal plane of the body. Both discus and conch
have the usual marginal flames but no central ones. Sridevi wears an elaborate
necklace, channavira and kucha bandha. Bhudevi wears an elaborate necklace and

sacred thread. Kucha bandha and channavira are absent.

Sl.No. 44. SRINIVASA WITH CONSORTS

Acc. No. 31; Ht. 76 cm.; Br. 26 Cms., Ht. of Sridevi and Bhudevi 62 c¢cm.; 62 cm., Br. 20 cm.; 20 cm.;
Provenance : SRINIVASANALLUR, MUSIRI TK., TRICHY DIST., TAMILNADU;

Period : Circa 15" Century AD.

The draperies including the median loop of the girdle are treated conventionally

and the flames on the discus and conch are very small.
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Sl.No. 45. SRINIVASA WITH CONSORTS

Acc. No. 28; Ht. of Srinivasa : 45 cm.; Br. 20 cm., Ht. of Devis : 35 ¢cm.; Br. 10 cm.;

Provenance : SIRUPPANAIYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period : Circa 10" Century AD.

The discus of Srinivasa, which has flames issuing from the centre on both sides, is
held almost parallel to the sagittal plane of the body. The conch, which is held sinistrally
has only a single marginal pair of flames. As regards the Devis, the poses of their hands
are in reverse of the canonical arrangement. The left hand of Sri Devi and the right hand
of Bhu Devi usually bear flowers, while their other hands are held in lola hasta. Their elbow
bands bear a projecting ornament on the outer side which is particulary conspicuous. The
lobes of ears of both Devis are pierced and enlarged, hanging so as to touch the shoulder
ornaments, but there is no clear indication of earrings. The patra kundalas usually worn by

Sridevi are absent.

Sl.No. 46. SURYA

Acc. No. 354; Ht. 56 cm., Br.19 cm.;

Provenance : HARISCHANDRAPURAM, KUMBAKONAM TK., THANJAVUR DIST., TAMILNADU;
Period . Circa 11" Century AD.

Surya’s head has a karanda makuta with a halo behind his head. He wears
makara kundalas. He has a pair of hands with a lotus in each. Necklaces, draperies,
etc. are shown as in the Chola images. The sacred thread is undivided. The folds of

the short cloth are depicted beautifully.

SI.No. 47. TIRUMANGAI ALWAR

Acc. No. 181; Ht. 75 cm.; Br. 29 cm ;

Provenance : SRINIVASANALLUR, MUSIRI TK., TIRUCHIRAPALLI DIST., TAMILNADU;

Period : Circa 16" Century AD.

This image is finished very well. The knot of hair, which is portrayed in the
finest detail, is situated behind the centre of the head; but the image is identified by
the kataka pose of the two hands meant for receiving the sword and shield, which are
missing. There are small lotus buds behind the ears and pendants hang from the

lobes (patra kundalas).
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SI.No. 48. THIRUMANGAI ALWAR

Acc. No. 1542/ 89; Ht. 38 cm.; Br. 13 cm.;

Provenance : UNKNOWN;

Period : Circa 17" Century AD.

This is a well finished image of the Nayak period. Pendants hang from the ear lobes
(patra kundalas). The image has a battle axe in the right hand while the left holds a long
danda (spear). The head sports kesa bandha and there is a Vaishnava religious mark on the
forehead (Naamam). He wears a long chain with a pendent, udarabandha and an elaborate

lower garment.

Sl.No. 49. THIRUMANGAI ALWAR

Acc. No. 475/62; Ht. 66cm.; Br. 22.5 cm.;

Provenance : KALPATTU, ERSTWHILE SOUTH ARCOT DIST., TAMILNADU;

Period : Circa 13" Century AD.

This is an excellent image of the late Chola period. He wears patra kundalas, a
necklace, bahu valayas and kankanas . The lower garment is artistic with an urumala (thigh
ornament) on each fold of the dhoti . The bronze reminds us of the features found in the

famous Darasuram temple (near Kumbakonam, Thanjavur district) sculptures.

SI.No. 50. TONDARADIPPODI ALWAR

Acc. No. 179; Ht. 47 cm.; Br. 19 cm ;

Provenance: TIRUPPUVANAM, SIVAGANGA TK., SIVAGANGA DIST., TAMILNADU;

Period : Circa 17" Century AD.

The basket hangs on the left arm. A vadagalai style namam is portrayed on the
forehead. The name ‘Tondaradippodi alwar’ is inscribed on the pedestal in modern

Tamil characters.

Sl.No. 51. VAIKUNTHANATHA WITH CONSORTS

Acc. No. 36; Ht. Vaikunthanatha : 22 cm., Sridevi : 17 cm., Bhudevi : 17 cm.;
Br. Vaikunthanatha : 16 c¢cm., Sridevi : 11 cm., Bhudevi : 11 cm.

Provenance : POLAGAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period . Circa 17" Century AD.

Vishnu's left hand rests on his serpent throne and his right forearm rests on
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his knee. The treatment of these images is much the same as that of Srinivasa.

The image of Vishnu has the Srivatsa mole. Both the Devis wear patra kundalas.

SI.No. 52. VAMANA (GOD)

Acc. No. 71; Ht. 12 cm.; Br. 4.5 cm.;

Provenance : MULLANGUDI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 17" Century AD.

Vamana holds the vedas and a water vessel in his hands. The umbrella is

absent. The figure does not stand on a pedestal.

On the top of the head is a tuft of hair directed forward. The only clothing
is a narrow strip of cloth between his legs, attached at either end to a string
round the waist; but all the usual ornaments are present. The vedas are in the

form of a palm leaf manuscript, the bundle of leaves being secured by two bands.

SI.No. 53. VAMANA (SAGE)

Acc. No. 45/36; Ht. 46 cm.; Br. 31 cm.;

Provenance: MADRAS (CHENNAI), TAMILNADU;

Period . Circa 14" Century AD.

This is an image of sage Vamana in copper, seated on a padma peetah in the
sukhasana pose. The image is so made that the padma peetah can slide over an
elevated seatshaped rest on the back of the vahana in brass. The sage has jata
makuta and finely worked beard. In his right hand, which is in the chinmudra
attitude there is a rosary. The left hand holds a book. There are chains of beads on
the neck coming up nearly to the waist. The vahana is a fierce tiger trampling a
demon and is made of brass. There is an inscription beneath the plate on which the

tiger stands stating that the image is of Vamana.

SI.No. 54. VARADARAJA WITH CONSORTS

Acc. No. 21; Ht. Varadaraja : 95 cm., Sridevi: 76 ¢cm., Bhudevi: 76 cm. Br. Varadaraja: 37 ¢cm.,
Sridevi: 23 cm., Bhudevi : 23 Cms. Base Ht. 22cm.; Br.124 cm.;

Provenance: TIRUPPUVANAM, SIVAGANGA TK., SIVAGANGA DIST., TAMILNADU;

Period : Circa 16™ - 17" Centuries AD.

The conch is valampuri (whorls rising to the right and coiling in an anti-

211



clockwise direction). The lotus pedestals of all three images rest on a massive

stand which also supports the encircling prabha.

The ornamentation of this set of images is very elaborate. The basal flame
of both conch and discus is divided into two parts, which bend in opposite
directions, so that each appears to have five marginal flames. The latter but not
the former has a central flame in front but not behind. Sridevi wears solid todus in
her ears in place of the usual pierced patra kundalas. Varadaraja wears three
necklaces and the Devis in addition to the tali, two necklaces of which the lower is
very broad and highly ornamented and supports a row of mango shaped pendants.
Varadaraja’s mole is not of the usual simple triangular shape. All the details of
the figure have however, now disappeared. All three figures wear anklets and each

has its own type of drapery, differing somewhat from that of the others.

SI.No. 55. VARAHA

Acc. No. 59; Ht. 56 cm.; Br. 28 cm.;
Provenance: UNKNOWN;

Period . Circa 15" -16" Century AD.

This is a beautiful image. Varaha raises his foot and rests it on the head of
a cobra. The discus is held parallel to the sagittal plane of the body. He holds
Goddess Lakshmi by his lower left hand. She is seated on the raised left thigh. The
front right hand is in the abhaya pose. Lakshmi’s left hand holds a lotus, which

conforms to the stereotype with the seed receptacle exposed.

SI.No. 56. VENUGOPALA

Acc. No. 126; Ht. 40 cm.; Br. 13 cm.;

Provenance: SOUTH INDIA,

Period . Circa 15" Century AD.

This image is very florid in style. The image has makara kundalas in both
ears; the triangular mole as srivatsa is absent. The outer necklace hangs low
between breasts. The sacred thread is undivided and waistband is close to the

girdle.
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Sl.No. 57. VENUGOPALA WITH CONSORTS

Acc. No. 133; Ht. of Venugopala : 11.5 cm. Br. 6 cm.; Ht. of Devis : 10.5 cm. Br. 5 cm.;
Provenance : CHIMAKURTI, GUNTUR DIST., ANDHRA PRADESH;

Period : Circa 18" Century AD.

An elaborately designed and beautifully finished set. Venugopala’s hair is tied
in an almost spherical kesa bandha, secured by a band that extends over it from
one side to the other and decorated with flowers below. Neither of his consorts
have a breast band; both wear karanda makuta and a long necklace that hangs

between the breasts. All three figures have patra kundalas in their ears.

SI.No. 58. VENUGOPALA WITH CONSORTS
Acc. No. 135; Ht. Venugopala with pedestal including coronet : 23.5 ¢cm., Rukmini : 18.5 cm.,

Sathyabhama : 19 cm.; Br. Venugopala : 9 cm., Rukmini : 7 cm., Sathyabhama : 7 cm.;
Provenance: CHIMMAKURTI, ONGOLE TK., GUNTUR DIST., ANDHRA PRADESH;
Period : Circa 11" Century AD.

All three figures wear patra kundalas. The two consorts each have a long
necklace hanging between their breasts and no breast band or sacred thread.
Their anklets each consist of two rings joined by a short bar in front and behind.
Venugopala’s sacred thread divides into three portions. He has a waistband in the
usual place. He has a peacock feather on his head. Rukmini holds a lotus while

Satyabama holds a lily. These images are simple and well proportioned.

Sl.No. 59. VISHNU

Acc. No. 571/66; Ht. 40 cm.; Br. 32 cm.;

Provenance : KRISHNAPURAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 17" Century AD.

Vishnu with four hands seated on slightly elongated padma peetah over a
rectangular bhadra peetah at easy pose. He wears a kirita makuta. Makara kundalas
adorn the ears. Three rows of necklaces are present. He holds a discus in his upper
right hand and conch in his upper left hand. His lower hands portray abhaya and
ahuya varada. Yagnopavita is in three strands of which one goes through the trunk

and other goes behind.
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Sl.No. 60. VISHNU

Acc. No. 20; Ht. 50 cm.; Br. 44 cm.;

Provenance : CHERANMAHADEVI, TIRUNELVELI DIST., TAMILNADU;
Period : Circa 13" Century AD.

The image has the conch and discus in the upper pair of arms. The lower arms
sport the abhaya and ahuya varada mudras. The conch is held sinistrally. The flames on
the discus and conch are not very large. The central flame is missing on the front of
the conch but present at the back. The pedestal is rectangular. Vishnu is seated in

veerasana with his right leg resting on a projection from the pedestal.

Sl.No. 61. VISHNU

Acc. No. 15; Ht. 31 cm.; Br. 21 cm.;

Provenance : THIRUPPUVANAM, SIVAGANGAI TK., SIVAGANGAI DIST., TAMILNADU;
Period : Circa 15" Century AD.

The image holds the discus and conch (sinistrally) in the upper arms and
abhaya and ahuya varada in the lower ones. The draperies and ornaments are not
highly elaborated. The two necklaces are very broad in front, especially the lower
and large one. The hair behind hides the former. The latter is slender behind, where
it has two additional beaded strings below it. The pedestal is rectangular with a

lotus base.

Sl.No. 62. VISHNU

Acc. No. 1888/96; Ht. 33 c¢cm.; Br. 25 cm.;

Provenance : THIRUMARUGAL, NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 14" Century AD.

This is a seated image on padma peetah in maharaja lila pose. The lower left
hand is in ahuya mudra. He holds the discus and conch in his upper right and left
hands respectively. The lower right hand is in abhaya mudra. The features taken as a
whole show the last phase of the Cholas. He wears a karanda makuta, broad necklace,
shoulder tassels, yagnopavita, elaborate ear ornaments, udarabandha, keyuras,

kankanas and padasaras. His lower garment is decorated with line like designs.
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Sl.No. 63. VISHNU

Acc. No. 459/61; Ht. 14 cm.; Br. 9 cm.;

Provenance: TIRUKKANNANGUDI, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 9" Century AD.

Seated on a high padma peetah over a bhadra peetah, he wears a kirita. A thick
haara adorns the neck. The upavita and udarabandha are prominent. Four armed
holding chakra and sankha in upper arms, the lower left has a gada and the right a
lotus with a stalk that touches the right knee, the left leg is bent and rested in the
pedestal, the right leg hangs down being supported by a pedestal, the uttariya is in
the form of a big loop, starts form the pedestal, taken around the upper pair of
arms, over the right leg and is joined on the side face of the pedestal. Two legs are
provided to receive the prabha. The treatment of the bronze suggests that it must be

late Pallava. The left face of the padma peetah near the bottom is slightly worn out.

Sl.No. 64. VISHNU

Acc. No. 321/55; Ht. 33 cm.; Br. 24 cm.;

Provenance: THIRUVELANGADU, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 16" Century AD.

This is a seated image on padma peetah in maharaja lila pose. The lower left
hand is in ahuya mudra. He holds discus and conch in his upper right and left
hands respectively. The lower right hand is in abhaya mudra. The features show
Vijayanagar influence. He wears a karanda makuta, broad necklace, shoulder tassels,
yagnopavita, elaborate ear ornaments, udarabandha, keyuras, kankanas and padasaras.
His lower garment is richly decorated with designs. The srivatsa symbol is found

on the right chest.

Sl.No. 65. VISHNU

Acc. No. 554/66; Ht. 24 cm.; Br. 18 cm.;

Provenance : MANGAMMALPURAM, UNDIVIDED TRICHY DIST., TAMILNADU;

Period : Circa 9™ Century AD.

This is a seated image holding a gada in the lower left hand. He is seated on

a lotus pedestal in veerasana. He holds the discus and conch in his upper right and
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left hands respectively. The lotus in his lower right hand is depicted realistically. The

features taken as a whole reveal the influence of Chera territory.

Sl.No. 66. VISHNU

Acc. No. 555/66; Ht. 25 cm.; Br. 8 cm.;

Provenance : MANGAMMALPURAM, UNDIVIDED TRICHY DIST., TAMILNADU;
Period : Circa 9™ Century AD.

This small figure of a Vishnu has a kirita makuda. He is seated with his left
leg folded and right leg hanging on a lotus pedestal which is depicted as a full
blown lotus on a square bhadra peetah. He is carrying the discus and conch on
his upper hands. His lower right hand is in varada mudra and he holds his mace in

his left hand. The Thiruvasi is detachable and carries 17 flames.

Sl.No. 67. VISHNU

Acc. No. 17; Ht. 16 cm.; Br. 10 cm.;
Provenance : UNKNOWN;

Period : Circa 9" Century AD.

The figure has all the usual emblems: conch, discus, lotus and mace. The conch is
held sinistral. Presence of all six flames on the conch and discus and the treatment of the
draperies suggest that this has been an elaborately decorated figure. But it is so corroded
that nothing remains of the details. Its chief interest lies in the small mace held
horizontally in the lower left hand and the small lotus flower corroded almost beyond

recognition, that rests flat on the up turned palm of the lower right hand.

Sl.No. 68. VISHNU

Acc. No. 215/52; Ht. 58 cm.; Br. 27 cm.;

Provenance: KOTHANGUDI, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period : Circa 16" Century AD.

Vishnu stands on a padma peetah over a bhadra peetah, which has rings and

spikes. Folds in the garment are not prominent. The loop ornament is natural.
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SI.No. 69. VISHNU

Acc. No. 574/66; Ht. 39 cm.; Br. 17 cm.

Provenance : KRISHNAPURAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 16" Century AD.

Vishnu is standing on a padma peetah over a square bhadra peetah which has
two spikes to carry aureole which is missing. He wears a kirita makuta. He holds a
discus and a conch in his upper right and left hand respectively. His lower right
hand is in abhaya while the lower left is in katyavalambita. He wears an elaborate

pitambara. Srivatsa symbol is depicted on his right chest.

SI.No. 70. VISHNU

Acc. No. 1472/88; Ht. 26 cm.; Br. 12.5 cm.;
Provenance : BHAVANI, ERODE DIST., TAMILNADU;
Period . Circa 19" Century AD.

This is a standing image on padma peetah fixed on a bhadra peetah. The
lower left hand is kept in katya valambita mudra. He holds discus and conch in his
upper right and left hands respectively. The lower right hand is in varada mudra.
The features are crude. He wears a karanda makuta, broad necklace, shoulder
tassels, yagnopavita, elaborate ear ornaments, udarabandha, keyuras, kankanas and

padasaras. His lower garment is decorated.

Sl.No. 71. VISHNU

Acc. No. 879/78; Ht. 26cm.; Br. 15 cm.;

Provenance : PARITHIYUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;

Period : Circa 15" Century AD.

This is a standing image on padma peetah fixed on a bhadra peetah. The lower left hand
is touching the gada, whose upper portion is missing . He holds discus and conch in his upper
right and left hands respectively. The lower right hand is broken at the forearm. The features
are attractive in the Kerala style. The countenance is smiling. He wears a kirita makuta,
broad necklace, yagnopavita, elaborate ear ornaments, udarabandha, keyuras, kankanas and

padasaras. His lower garment is well decorated with loops.
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Sl.No. 72. VISHNU

Acc. No. 328/55; Ht. 39 cm.; Br. 18 cm;

Provenance: TIRUVELANGADU, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 13" Century AD.

Vishnu stands on a padma peetah over bhadra peetah to which is attached a
prabha with five tongued flames around its fringe. Vishnu’'s chakra is missing.
Sankha is present. The lower right hand is in abhaya mudra. The lower left is in
katya valambita mudra. The image wears a kirita and the usual ornament. The figure
is broken and cut off from the pedestal at its ankles. The prabha is also broken at

its right side.

Sl.No. 73. VISHNU

Acc. No. 11; Ht. 80 cm.; Br. 33 cm.

Provenance : KOMAL, MAYILADUTHURAI TK., NAGAPATTINAM DIST., TAMILNADU;
Period : Circa 13" Century AD.

This image is almost formal. There is however no lotus in the lower right hand.
The presence of the maximum ordinary number of flames on both conch and discus
is in keeping with the elaborate decoration of the whole image. The Srivatsa or
raised triangular mole above the right breast has the form of a cross legged seated
figure of Sridevi. The girdle bears the conventional median loop and lion face

ornament.

Sl.No. 74. VISHNU

Acc. No. 387/57; Ht. 33 cm.; Br. 14 cm.;

Provenance: VADUVUR, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 13" Century AD.

Vishnu stands on a padma peetah over a bhadra peetah with usual emblems, but

the workmanship suggests a later date.

SI.No. 75. VISHNU

Acc. No 94-4/48; Ht. 22 cm.; Br. 10 cm.;

Provenance: PALANI, DINDIGUL DIST., TAMILNADU;
Period : Circa 17" Century AD.

Vishnu as Kesava standing on a padma peetah over a broad and almost square

bhadra peetah. He wears a kirita makuta with an aureole just behind and above his

226



Sl.No. 68
VISHNU

|

4

Sl.No. 69
VISHNU

227



o

SI.No. 71

SI.No. 70

VISHNU

SI.No. 73

SI.No. 72

228



VISHNU

o“

SI.No. 74 SI.No. 75

4 SI.No. 76

229



SI.No. 77
{ VISHNU
AS PANDURANGA

SI.No. 78
VISHNU AS RANGANATHA

230



shoulders. There are heavy ornaments on ears. He wears necklace, braclets,
wristlets and udarabandha. He holds discus with conch in his upper hands. His
right hand is extended and holding something which is difficult to identify. His
left hand holds a gada which rests on the padmasana. The workmanship exhibits
some relationship with Kerala style and the treatment tends to exhibit the hand

work of a potter.

Sl.No. 76. VISHNU

Acc. No. 83A/44; Ht. 49 cm. Br. 18 cm.;

Provenance: AVIDI, EAST GODAVARI DIST., ANDHRA PRADESH;
Period : Circa 17" Century AD.

Vishnu stands on a padma peetah, with no petal details worked but is
circular, over a bhadra peetah wearing a karanda makuta. He carries conch in the
upper right arm, discus in the upper left; lotus in the lower right and mace in the
left. The central and side tassels of the lower garment are prominent. Armlets,
bracelets, necklaces, kesa bandha and yagnopavita are present. The waisthand is

broad. The figure is stylised in workmanship.

SI.No. 77. VISHNU AS PANDURANGA
Acc. No. 34; Ht. 14 cm.; Br. 4.7 cm.;
Provenance: UNKNOWN;

Period : Circa 17" Century A D.

The deity stands on a lotus pedestal with hands on the hips (katya valambita
mudra). The headdress is typical of Maratha territory. He wears a necklace, a chain
in outline and channavira in outline connected to the necklace by the pendant. He

wears a Doha. The history of this piece is not known.

SI.No. 78. VISHNU AS RANGANATHA

Acc. No. 33 ; Ht. 4 cm.; Length and Breadth of pedestal - 10 cm. and 5.5 cm.
the reclining figure being about 8 cm long;

Provenance: UNKNOWN,

Period : Circa 17" Century AD.

This is the one image by which this form of Vishnu is specially associated

with Srirangam, Trichy District. Its history is not known.
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On the rectangular base is a tortoise of similar dimensions i.e. scarcely half
as long as broad. On this is a low lotus throne on which rest three coils of a
snake whose head is missing. It presumably arose from one of two sockets, which
are present at the back. Ranganatha reclines on these coils with a bolster under
his head and a smaller one placed lengthways to support his left hip. A square
socket, probably intended to support a lotus, probably with Brahma seated on it,

represents his navel.

SI.No. 79. VISHNU WITH CONSORTS

Acc. No. 18; Vishnu Ht. 45 cm.; Br. 41 ¢cm.; consorts Ht. 25 cm.; Br. 12 cm.; Ht. 25cm.; Br. 12 cm.;

Provenance : KOMAL, MAYILADUTHURAI TK., NAGAPATTINAM DIST., TAMILNADU;

Period : Circa 13" Century AD.

Vishnu bears miniature emblems attached to the palms of his single pair of
hands of which the right is in the abhaya and the left is in the varada position.
The mole seems to have had the form of a seated image of Lakshmi. The Devis are

of about equal height. Vanamala (a long garland) is seen going round his knees.

SI.No. 80. VISHNU WITH CONSORTS

Acc. No. 503/65; Ht. 28 cm.; Br. 22 cm.;

Provenance: OLAYAKUNNAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 17" Century AD.

This is a seated image of Vishnu on padma peetah with his consorts. Both the
lower hands are kept as if inviting the devotees . He holds discus and conch in his upper
right and left hands respectively. The features are in the Kerala style. The countenance is
smiling. He wears a kirita makuta, broad necklace, yagnopavita, elaborate ear ornaments,
udarabandha, keyuras, kankanas and padasaras. His lower garment is well decorated. His

consorts on either side are depicted with folded hands in anjali mudra.

SI.No. 81. VISHNU WITH CONSORTS

Acc. No.500/65; Vishnu Ht. 44 cm.; Br. 20 cm. ;

Acc. No.501/65; Sridevi Ht. 38 cm.; Br. 16 cm.;

Acc. No.502/65, Bhudevi Ht. 38 cm.; Br. 16 cm:;.

Provenance : OLAYAKUNNAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period . Circa 14" Century AD.

All the three images stand on three separate square pedestals. Vishnu’s lower left

hand is in katya valambita mudra. He holds the discus and conch in his upper right and
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Sl.No. 80
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SI.No. 81 SI.No. 82
VISHNU WITH CONSORTS VISHNU WITH SRIDEVI AND BHUDEVI
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left hands respectively. The lower right hand is in abhaya mudra. The features taken as a
whole show the first phase of the Vijayanagar period. Vishnu wears a karanda makuta,
broad necklace, shoulder tassels, yagnopavita, elaborate ear ornaments, udarabandha,
keyuras, kankanas and padasaras. His lower garment is well decorated. On his right side is
Sridevi. She wears similar ornaments with kucha bandha. On the left side, Bhudevi also is

similar except that she wears a channavira instead of kucha bandha.

SI.No. 82. VISHNU WITH SRIDEVI AND BHUDEVI
Acc. No. 2 ; Ht. - Vishnu 83 cm., Sridevi : 64 cm., Bhudevi : 65 cm.;

Br. - Vishnu 33 cm., Sridevi : 24 c¢cm., Bhudevi : 24 cm. ;
Provenance: PERUNTHOTTAM, UNDIVIDED THANJAVUR DIST., TAMILNADU;
Period : Circa 10" Century AD.

The Conch is Idamburi (Conch with whorls rising to the left and coiling in a

clockwise direction); Sridevi is without the customary breast band.

The simple dignified treatment and light draperies of these images suggest
that they date from an unusually early period. As per the classification of Jouveau
- Dubreuil, the famous scholar of South Indian architecture and sculpture, this
conch has the style of the stone images of later Cholas and Vijayanagar periods.
Its basal flame is rendered particularly conspicuous by being bent over and
extended. The discus has the slanting position, which he considers characteristic
of the former and the ornamentation, which he considers characteristic of the
latter of these two periods. Vishnu's headdress also has the form characteristic of
these periods but with greater affinity to the simpler Pallava than to the more
elaborate Chola form (Gravely et al., 2002 p. 63). However, it is humbly submitted
that the treatment of the conch, discus and overall facial features despite the

prominent nose exhibits Chola idiom. There need be no doubt.

Other noteworthy features are the realistic though much flattened full blown
lotus flower borne on Vishnu's right lower hand as though held by its stalk
between the first two fingers, the elegant looped knot of the sacred thread of
Vishnu and Bhudevi, the head dresses and elbow ornaments of the two Devis and

the necklaces of all three figures.
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SI.No. 83. YASODA KRISHNA

Acc. No. 90; Ht. 12.5 cm.; Br. 9 cms.;

Provenance: THOGUR, THANJAVUR TALUK, THANJAVUR DIST., TAMILNADU;
Period : Circa 14" Century AD.

Yasoda is seated with Krishna on her lap; both are on a bhadra peetah. Yasoda
is seated in lalitasana. Her left hand rests on the four-legged rectangular pedestal
while the right hand holds the head of the child. Pattam (an ornament) which
starts on the top of the forehead is woven into the hair-do. Yasoda wears patra
kundlas while Krishna wears todus. In spite of the rather crude treatment of this
image, the mother’s face is unusually pleasing. Yasoda’s back rests on a long

cylindrical bolster. She is breast feeding Krishna. Her right leg rests on a peetah.
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Bronze Gallery -
{ before reorganisation
(2000)

Bronze Gallery-

before reorganisation }
(1990s)

Bronze Gallery

after reorganisation -
View of Ground Floor
(2003) w




Bronze Gallery - Ground Floor

Close up view of a very large p
showcase (German type)
(2003)
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Bronze Gallery
after reorganisation
View of First Floor
(2003)

Bronze Gallery - Ground Floor

4 Dynamic display (Octonorm Ta/pe)
Ardhanariswara rotates 360
(2003)




Buddha - Nataraja -
Bronze Gallery -

Bronze Gallery -
Kannan Brand (K Brand) showcase K Brand showcase
(2003)

(2003)

Bronze Gallery -
Another type of K Brand showcase
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Illustrations of the components of the architectural features of a temple
Adhishtana labelled and given to us by Thiru Muthiah Stapathy and
also line drawings from his book with his kind permission
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Adhishtana of the Mela (west) Pattabhirama Sannidhi next to Teerthakarai Vasudeva
Shrine in Sri Rangam Ranganatha swamy Temple. The Tamil words are written
by Thiru Muthiah Stapathy in his own hand.
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Components of a late period highly stylised Dravidian temple
from Adhishtana (Basement) to Prasthara.

According to Agamas, an éka-bhiami Dravida style vimana has six
component parts (anga) in its elevation. It is called shadangavimana.

The seven angas from the bottom are Adhishtana (styolobate/plinth), Padam (pilastered
wall), Stambham (pillar), Prastara (entablature), Griva (neck), Shikhara (Cupola) and
the Stdpi (pinnacle). The top three components constitute the superstructure of the vimana




(From the Archaeological Galleries of the Government Museum, Chennai)




Components of temple architecture terminology applied to bronzes

e

Hbe

Urdhvadala
(Urdhva Padmadala)

Prasarasana

. Kampa
; 1 X T ———— = Kantta
Ekajanukramasana g v } S =———Kampa
R - =t Kumuda

] [
(Vinati Mudra) 3

" ._ i =
f 7 A




Fatails of Buddhist Treasure trove bronzes of
Sellur, Kudavasal Taluk, Tiruvarur District
received an 10-10-2011.
INTRODUCTION:

duddhizn came ko South India during Emperar Aschkz's reign, The earliest Uterary
wiark in whirh Buddhism is trareskle is a compendiam of Temil scems ca.led
Furandndry. No trace of Buddhist intlaenge can be founo in warks wriller pricr Lo
this. In the Fyrgrandry thers is a retererce to the Sivi (38871 Jataks., The fell iepact
ot Buddhi=m in Sa.th India is Jdnmistalkably shown "n Sigoapsanicsram and
Manimekalod, «hich are the two eoic works of the aost 37 Sengas period an Tomrd
dterature 02" Century ADY wrillen citea BY - 0% Century &1 acco-ding Lo earlier
Fiztorians Dol referring Lo e Third Sargem period (200 3C- 20C ALY now caimed Lo

ih

ceoesillan i 4™ o B Deqtury AL by secent hiszorans. O7 Lhess, Soaimesond s ocrely
d Boddhist wors, woich o adgition Lo the narretive, containg slse exoosition: of toe
Buddhist dectnne.  Extreccss from otter poems writtes by the acthar of Sonimeralsr,
Sitholal Sattanae and Hawgovadipel, the auther of Sitgpgaafigarent are Tourd in cther
{orst Literary works. OQuatations from Sambodbivar, the Buddhist past, zre found in fe
Motiingl, snnther lomdi lizerary wore. Thus, we are zhle o zrrive at the conciosion chet
Fuddhism came to Snuth India before the end of the 3t Songam perind of Tamil

Literature [2" century ALY,

lhe merciful bmpe-or, snanwed wikh favours from the cods, has arrangad for
mad‘ral facilities o he provided tn men and heaszts, 0 Caeidlla, Charg, Paadye
Tfmran sy (5r1 lanka), and in the kingdom of the Greak king Antiocous® From this oL
i5 slzar that the Empero- ssoks orovides medical Tactlities 'n the kingdems of 5auth
Irdiz, hathing s mantigned here nf che spread of Ruddaism. Y&t ‘n oche reck edict
with Asokar inscriptions at Snahbazgachi, Paskawar Distrizk, on the eastern fare with
the edizts 1-X1, there s refergnce Lo the Duddnist missions of Asoka. Anona the
countries rafarrea o oare Ohaln, Famdve, and A0 Lopea, Tus inscripbicn wa2s writtes in
82 BC and shows direct evidence of the Buddhist mizsions ol Aseka sent to Sauth
Irdia.

Soutt Indias bronzes have always had high velus as the summum bonwr of

Irdian wizrks of art. Irdian hroazes @sve nob only been regarded as works of art but
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glen as objecks of religions vensratinn. Maw, South T-dizn images kawvs gained
grcchaenlogical and ‘raangraphic impa-tanrce; tazic assthetiz value appeals tooa large

degrea as we |

Rirco 1455 AD, broaze Buddhis:t dmages totzlling abect 35000 aomber. wollve in
purpass, nawe been accidentally discovarsd ab Lee sile of Lhe *Oadamenivacme-Eitare”
which was ouill doring the reign of Rajergin o by S0 Soieeiievaticoegs Yormas. son of
Chedamwni-vonnan ul Lhe Sratfendre dynasty, King of “felohe™ (foderam) and
Fistigpn ue Sei Fryeva, and dedicatzd ko the memory of his fatmze This shnald have
bheen a plare of pilgrinage for several wears, as proved 2y the leter saiyenf
inseriptin=s civc: 1476 AD. Keasly 80 of chese bronzes wers selected and kept in the
Cowernment Mussum, Chennai and the -est have heen given to many other muscums in
e weorid daring the British psdod by M R, Rergarsc, boe thaen Supernbondent ol
the Kazrzs anovernmert Fuseom. Toey Bave been studied in detail o che Boletis of
the Govermment Wuseum, Mad-as Snow Chernatd in 1934 oy Sri T.H.Ramachandrzn,

I Lae yea 20110 A0, Lhe muoseam aeczivec anuther sob of 42 brongze icuns ol Lhe
Cucdhz and other ragus o slanding and sealed postorss along with Bhree marble ans
pther stone imeges from Sefive, Kudovays? Toive, Dhovaree Matect, The fiads were

hrought from the Taluk office, Kndawvzszl, Tiruesrue district.

Toirg To Bamasizgan, a fatmer ard sen oof Thambosamy “adayacsd, Teousd Chis
priceless trzasare-trove 10 2004 woen lzbourers were ddaying his plal Lo lay Lthe
fnundatinn fior his touse at Scwch Street, Sedo vitleye, Kodsvasal twlux, | revarud

Gis-rict, 17 was take= 3 treasure —rowe to the Taloo OFF e dodavaszl.

These ora guile itslerzsling in that they belang to pericds ranging from G0tF
Lentury A1 ta the 17bh Century A0 Bul some of theair show more affinity to the
Andirp tepe i, Amargeafi, One nf the vobive sfupas recwived ws Leeosure-Lrove Trom
Selir 75 nodeled o1 a cazing slay from Amaroeats, Genter Mstoct, Andbre Prodesh,
The *cw sides of this stypa hawe foor casitg slzhs wits four diffarant Jskn shories,

This is & reae vasiety which we have not come across i earlier Nagopafbem “inds.

The 2ronze "mzages are said to ressmble tae sb-wclure of a tomale, Budoh®st
images draw =awily an Aindu icncegrapey, v&stn aml Hlilpo Zastre, Tooy draw the'r
structure from YWishnn imagss. The Dravidian bzmpls sbuoloce v cally nas 17e

fellewing Teatvies as por Jouveau Ouzveil fAnchéalomie di Sua e Minde by E. Jouveau-
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Dubrewil, 1014, ¢ Fublished by Anpales de Muizée Suvrel, Drench MinizLy of Poblis
Instroction, & Wals, 1%14),

Basemert (azhishtana)

7 Uosng
it Paama
bl Knmudae
i Kanitn
I, Fatiikn

These are amplified v several Llavers 0 highoy stvlized tempees. They are

described by Muthiah Stzpachy in his book (Aleps Nmmsnp Gimdng Lakshong Chivpn

Woot, Foblishes oy Hinde Relygiows & Chavtable Dodewments Oeparbment, 2003

He Fas zlsn descrized an a phote ot a highly stylizez shrine hasemsat [the Main
fwestl Pattokidiroma Sannidhi nswt oo Tearthokaral Vosedsvn Soanidhid during a
personal inenecticn of 57 Rongom Rangacathe Saeomy temple,  the warzus layers of The

Adnrentanag,)

&
i Chitrgvanom
ii. {20 &
i, Fodimaingais
i, Jagei
'3 ksngdrapndmg
Kl Koo
il g e
Fi Hamn
i, Kaman
T Kanitn
xi, Kampa
i, Padnma
il Patrikn
Kiv Modes
T |L|I:I|! | I:k-'u'
XL Kamgoa
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KKL, Vedieor (Tarmil - Base Laver ol Lazemenl)
KV Vel

We have atterpted o trarsagie this structurs to the images especially up to the
Base ar afnishtasd lavel, "his zpprogch ngs boon tried serhaps res the fest fime by
0. R, Ralzsahrzmanizt, Curatoy who has assisted me *or documenting the Sedlar

Guddhizst branzes "o his thesis (unaublished] "Washnars Agames and Fiskpe unages i

Che Governmenl Muzcor, Chernar (2022, Univiersicy o7 Madiaz),

Phe idior uf Lempie arctitestare of Morasors oy P Achzrya (19320 amd Juuvesuy
Duzrail has alse heer transposed to the iconograshy up o tae sase lewel, hot the
broszes answer mone to the Tamil izenographic asprazch ot Thiru Mutiriah Stapathy &3
Chey 3re rrom Tievever Dist=ict |, heartland of tas Chafos,

COCUMENTATION OFTHE BROMZES OF SELLUR, KUDAVASAL TALUEK,

TIRUYARUR DISTRICT

T BUDOHA [Standing)
Bt [4=sight) 73 Cms;
BroiBreadthy 27,5 Cns, Wi, SWiclhy 7.5 O
e lur. Bodavasal Taluk,
Tiruwarur Dustric:.
Azoub Lith Century AD.
Ace Noo 1930752011

The Budohz 75 standing en a lotus pezestal in samsbonga onsture with teo
hunds., The podive peetah it round znd consist of ypana, sake prame doificacally al:o

called adhu dalz) and widliva pedma dore (uscally alsa cziled ardbva opis b witt ol

forniks zs Foot-plate, The heir un Lhe head is zrranged in nine stods surmoanted by =
Mve Lergued gehpishg o0 the too, The eavs are exterded, The nose s aymiling one
the syves are porkroyed luekiry dowewards, “he right chost i kare while the lett iy
covered with Ehe saeghalil, Lhe sods of which are placec o the left zlbow. The -ight
haaz is portrayved i abhays while the le7L laod 5 in 2800 warada posturs. Tae fare
is calm, The creg mask iz not zlzas, The aize of the Grage clearw indicakes that chis

nusl be & osacessional defty ic o its hey deys wher duddoizm was presalent there,
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z. BUDDHA [seated})
FE. as Lms; He 24 Cmesr wad, 12 Cos.
e lur. Hudavasal Talik,
Tiruverur [hstrict.
Aboant 11Lth Cenlory Al
Acc, Mo, 123172011

The pedestal iz made in 2 peculiar way, There 1% 4 rectongular base on which =z
central stem iz holding & Lotus pedastal ower which a SimEssaas 15 kapt. The Buddhs
fsoseatod on tis Aophasese with bis Feet kept an 2 low pedestal whics s rveted o
theoasana 01 which he 0s seatez, He = depicted in grosaczsasa posture. Therz zre four
devas seated swith Logir hands 10 Asjals w'th their rght leg ben: and the kres iz kaps
o the base swhile their Left leg s pleced bent with the fuet cep: on the  base lse

giriale mgkute or therr heads 35 uval in shape. Cach mokuls i touching tha lowsr

pertian of the lotus szaf. "he ozus szat 1= vval in zhape.

72re 1= A hac« screen behind the Buddha which has the dedfi tree on tnp of
wiich two peacocks ane seen, The back plate is z2lso oval, & horse shoe shaped prathz
in bas rabizf s alee sean sztiod qim owikh o parasol an toa of bz hesd, Two chamoers
bearers ane szen o hiz either side halding & Fly-whizsk on Chenr opposite steulders whils
Eee hends bowards Lhe Buddha a-e heoding @ manusoropl. The back sorsen has Two bGons
in rampent postion sogpesting che aseng o which he s sealed i o Simoezsona. Two
iscipies are sean ssated near s seab nwolding their haods o Asjod. They also have
cutly =air nn rtheir bead. Their left shoulders ara covered with a robe while the righ:

ciest is bare in the styls o7 the Judcha hmeelf

72 bacs seresn is detachable and Fas elaven deesy aound it The pottom cnes
gre standing with their hends i &npglic Toey g well oramented with ivda Smatetos
an the’r nsads, Ahove them ars nther devas in flying posture roldicg varoos nosica.
inszsruments i their aands. “hey hold fAuots, cymzals, mrideego ele. The Buddhe is
seated Witk his Leqgs dowr. His hair it arranges in oco-lz with an vabnisda on Lop.
There is a2 &fada en his forehead, The facz is raond with pronovnced eyes and Lips.
The oors are extercsa, The cAlvgrs it covarng his eft shoulde-. Llts end s kepl on
fis lefl elbow. The riaht chast is bare, He is portraving apsdesas modeg e P05 rigat

1and while his lefs hand s keot on 9i: lag with the scle of the palm fzoing Lpwards.
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frem Lhe showve details it could B2 surmised that this may seleng Lo Che lets

Lath Conlury AL We have o0t come acenss such 3 foly owbel sood Tigwie of Lhe
GBuddha lige Lhe coe under scudy, The area frem where chis wage wos Tound ux g
trzasuie Lruve pruves amply thet Budchism was provaloct thove U1 e 1200 Zerliny
ADD The size of the image a.se suggesis that thiz could enly be an wisove eigroha

[nrncessianal ceity],
3. BUDRDHA (Standing)

IL.3%5 Cro=: Br. EG.G Ums; Wa, #1 Cme.

Sellorn, Kodavasel Talok,

Thruwarur Districk,

About 121h Canlure al,

Acs. Mo, 1BEES2011

"he Fudcha  is standing o~ a latus pedestal on 2 vectangular pedestal [basc,
which has fwo conpenents wiz,, vpopeciah anc sadme gostgh, “he camponents of the
grapeetoh fram 2otzom to top are: Uplna, komaa, Jogotl, kemga, pattive. kampo and
grdhrapefiy. The porma aesteh i9 wound and corsist ot pdnodals anc srafvaseil and an
inzerted &arnieo as root-plate,

lhe 2air on the hess s in studs surmounted oy a five tongaed vehnisho an ton.
The rars are sxtended but a little close tn tha facs and the ends ars as if rouching the
shaulzers. Ths face %5 -o,nt with wzll pranoonse? razz ans lps Tha shTegeas s
coyvering both tre shedlders. 2t ettt end 5 placed an the latt 2 haow. Tke right hzand
iz portrayed in apsova and the lefs is in daq0 Pasto posturs. This is a wall-
proporticned Bronzo,
4.  EBaze of votive stupa - Arc Mo 19337011

Ht. 15.59 Cms: Be 17.% Oms. Wado 17,9 Unee.

Ang 5 Veot've Sbupz- Aco. Boo 183372011

Ht, 22 Cms: Bro 34 Om. Wid. 12 Lms.

Sellur. kudavaszl Taluk,

Trruarur istrees,

Asout 11th Cenzury &0

Moo, Mo, 1693357907070

254



Thase ave twn pieces recovered separztely bus given the same acoossion =umser,
since they Pt pefecby cnd must Be parl of Lhe same gosamboe, Thea i oz bwo Lizrea
hase on which tiha gade and dormibe of the stupn are placed, ALl tae four sides of

the two tiersd Zase ars carved axquisitely with sceres from the Zuddla’s Gfe,
Side - 1

Toae Buddha s sezted in erolieporyentzsons onse an g Ietus asedastzl with his
righl tand "¢ vpadera and left is kept or h's thigh n Pallave astirede. The
Dherivochokey iz depicted in the farm of chakra of Fisbey with flames an all four sides
s Flenked by twn deer He iz atte-ded an either side s Sws disci=lee wizh 4-=dy
hands in Anjslr. 1he lowsr pothicn 15 depirted ks a sa-rtom wit- steps. Here toe
Buddha is depiciec in somapadosthizngge standing posture with h's rigkhs Fang
partraying abhavs and the laft in 0%ve worada postures respectively. He iz flanksd hy
z deva holding a pavasol an his left a<d anather haldiag a wessel in hizs hancs on his
right =side,

Side — 2

In the first panel Nafagivi, zhe elephart °s Leing otfeved something hy the
Budcha whe is =czted holding a pat - his hanzs. The somgart covers haoth his
shoulders. An antcoker io stendinsg to Fig Aaht partrasi-g fi@aes soninss) qhk b
in his lefl haed.

In t~e lower pancl, Nologiviidtaks is dep’cted. Nalggid. the elephani, smzll in size
i5 sbown zrouching benealh while it s skown as kecpina ‘te proboscis (trun<) en the
Buddha. Two cisciples of the Buzzha are shown stznding on his gither side, Dne his

anlding a pob. prozably the pel kepl by the Bucdha azove while the other has ssnds

N ompali poae.
Side-3

The Budd=z is depicred za lyivyg down w'ba his righs nand kopt under his head
while his Lett nznd is <ept on hes le7t thagh vn & hogn monchs with six l2qs, There i
a belster under niz heac. This couls be the Paiimirvena of Che Reddka, & cisciple ds
segled wilh iz hands in Anjedf rear iz ~ead and gnotksr one i the séne pesition
nesr his Teet, Their Rair is im the form of shuzs Bk trat of Lthe Doddha Fimssd. They

rusk be chiel disciples The lewer pznel Ras che fallnwing scene:
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Twe wongn are sbanding wity ore of them olaging her 8%t hasd or the ather
and one oozourtigr (s zeated in the aksiioukrsmisaeg {alio falled geosiically winedd
nudra} nowe wnice the ether one is 3 small ckitd tully fully bedeckse wilh jewals and
cther embe lishments, =rom the abowe, it can be sormised oo Lhe seene of Buddaa as
a princa. It cowpld e the Mosher of the Buddha i.e. Movs wilh her sbtendane, [hey
are standing on a vectangular dhadva peeluk.

Side - &

In the apper panel Lhe Buddha is shown o seated cross legged onoa rectarcular
medestal, H-s right hand iz portvayed in the bBhCsporsa mudra attitude. His lell hand i
kept on #is lass The weuzl lonyg rebe (sanyedd?) is coavering the body exposiey the
figab chesl and snm, Two men wearing &ic e morwta or their hesds are standing on
1 7s wilher sides The perzon on iy left zizce 15 holding & boe on hiz laft hand and
airring an arrew &£k the Hodd-a with s rigat hand. The s.how on 2iz right nand s
roker and losk. Ihe person on trz lsft iz halding a weapon (b distinguishable) in
1% tight hand and <ezping a dagger 0 his left hard. Hz is alse in the pose of
attacking the Huddha 1+ dbyana. Ibey may be the sons of Mama, whe bned to prevent
the Ruddnz fenmr artaming Risvana.

Tn tar lower patel the Roddha it standing o a rercango.zr dhadsa pactak. The
usuzl lorg rebe {sangottl) with folzes edges and fovering che under garmers 3
draped over the body, iz richt hard iz povtrayed in gbhoys modrs posture and his
gfr hand 1= oo sfeays vorede poslure. Two disciples are standing on hiz either side,
They are alao wsa-ing sergoily covering Lt enlhie Bedy ard  held™ng their hands in
aniall mugdra

The centre partinn ot the top has 3 rectangular socoet to sccommedals o sealod
Buddhz, The whole iz covered by an gode with sarmiks which 1s else svailabe. Ton
the study it could be surnised that this Vaotivs stope eould e of S8aribs bypa. THis s

4 rare find., The cempesize picture i3 alzo shown,

. Euddha {Seated)
Ft. 44 Cms; Br. 24 Cms; Wit 13 Cme.
Sellur, Kodavasal Taluk,
Tirweaur Districe,
About 11tk Cenlury AD.

Az, Me, 183&/2071.
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This Budacha iz sealed coss leyged n a peomarans with his hancs Sept on his
Lap, He has asaafsfia on hos head. Thees is &n oweoo mnerk pressnt on his fors-2ad, His
gyes wre sligh=ly elongatzd, His szzrs are extended. He has ar ageiling nose and
oronnunces lips,
7. PEDESTAL

HE 1005 Crns. X Bro TLLCO Crs. X W4 11 Cees.

Selwr, Kudzvaza. laluk,

lirgwarur O strich.

Adhant bk Centu=y AR,

Arc, Mo, 123572011,

The pedestal shocld be the pedestal oF oon image Acc, Ho 1247770771 af the
Budalia.

The pzdestal has s comparenls Yie, veg-geeiel and padoa peelon. The
compengin.s ol L voopeelal o bullee Lo Lop are: Qeana, Semeo, Jogels ke
Kasiga, wanile ard xompe The padie pecled Tsooucd and cunsisls ol oolodala and

aradbreedelo Ly dnserl farnfky as Tool-plabz,
8. Andag and frarmika of a Yotive Stupa
Heo 20 Cms, Ciercumlerence - 255 Los,
Relr, Rudzvasza. Tsluk,
Fircwarur Jiskricl.
fhout t2th Century Al
Ere, Mo, 123672011,
The base of his Yoiive stage is not available tor study, The Asde aad daemico

and tep alone is available, Thos sneuld have 2een the model of the Boddhist srupe or

ramp.e at bhe sike where these bronzes sere unearthed.
9. MAITREYA

Ht 32 Cis;  3r01E Ciesy Wido 200k Dns

Sellur, Kudavasal Taluk,

Firuwa-ur Districl.

shout 12th Lentury AL

acs. Mo, 193772011
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Merireya is stand'ng with two hards an an ovel 5I1:—.|:u:d BaAMAiohs on a
reczangular Bhedrirane. Toe -ead fs adorned with kinte-siaketa on whith a siaps s
engravzc, The face is rourd with provourced eyes and |.'II'IIII'|'|i|'|EI'|L nesz, Tha Lips are
saghtly perted. Exteaded car lobes held ng motare syodales are szen. & banil? =ml fwe
Rorar are see in the neck, Shavder “osszels are seen wr bely Lhe shuclders, The
sacred Thread is se=n and the braad fastening “s ciearly shown vy Lhe le’L chosl,
Caaradendtia 5 ez The raht hand b= parbioyes in abkovo elt'Lode and bae eft s
holding chree tlowerss, perbaps aaga pustipas. The codergarmenl is perieclly rodelied
rith sashes, Padwsaras wre seen o the fouz. Tae right leg is firmly plznzed on the
lolos pedestal while the eft 3 slightly sent keeping forwszrd. Siraschakon 15 seen at the

back of the &ir-ts with a central knob izsuing tassels..
The Lypez o indigenous, idersLlilied wilh Lhal of Hiodo brages of lawe Cheoa peocd.

10. EUDDHA {Stamding}
Ht. 35 {ms; Br.o 14 s wid. 5.5 Lms.
Sellor, Eudavasal Taluk,
Tiruwa-ur Disonzl,
Sbeot 12th Cznbary 4l
Ao, Moo 193572011,
Standing oanoa circuar padwicsana attachaed to a sguave Shaorizonn, Tigre are twn

rings en cach side of the Sheordsess sagqesting that an zureo.e must tave hezn

insarted. The aureee 1: net available for study, The cresence of the roos on the pegestal

sagyesls Lthat ot fs meended Lo sece Lng wrage to the b2se while pgira cavried ar

ay

templz procession. CL s c.ees Lhat Lhis tmage was cng of the vrsgess wforndio
worzhipped hy the Suddhists ot the site, sinze oo 1w wery close Le Wagopaltingti #2153,
1

[ wes meznt ""_." I'-q!'l":_.l"l'.__.L ir a [IFI’HZZ—"—U-.I'ZZ-II al s |-:-*r'::-:.' woews Bodd e wr LY B

The wsoal lerg rebs (saegatol with tolded ndges asd covering the undergarmant
i% !ir:-l[lt—:ll uvir the body exposing the right chest and arm. The »ight hand s
partraysd in obtops, l&fl in afaya-esrede, The Face is calm ans -ound, Farlohes ars
svtendzd. Tha hair is arrarygec in curls and surmounted Zy ar wshniske. The facs

sparts a smils.
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11. BLUDOHA ([Standing)

Hr, 33 Crrs: Bro 1205 Cma: Wid, 16 Cms.

RBedar, Ludawvasal Taliok,

[ruwzrie District.

About L3kk Century Al

Acc, Mo, 123972011,

Standing on o circular pedwiasaro on oa reckargular Bhgdrazsens, this hronze
Buedha has Lwo hanzs. (he hair an cha head 5 asrarged in studs zurmannted hy
ushintska.

Toae face is calm 2nd the zar lobes are zxzended, The ness Is well prenconesl.
The vsoal long rese with Toldec edges covering Coe lower garnmesL s draped over Che
body exaosing tre fght chest and arm. The righs hand is portraves n abfopra and the
lefs s in Shoyo-wamee pastures.

Taere are twn Foles on the edges nf the Shedvzsans suggesting rfhat toey ars
intendes to hold the pikes of the zureale whizh is missing and not availahla.

12. BUDDHA (5tanding}

Pt 29 Cms: O 10 Sms: Wdo 12 Cins,

elur, Koduvasul Talzk,

Tiruvara DisLricL,

Acout 13th Century AD,

Ace: Hu, 194072011,

This Buddhz = standing on 3 podmisans nves 3 Dfodrasong n osoieas sdesthanaiy
pesture, The hatr 15 zrranged in studs su-mounted by oar wskeosfo. The face is rouns

with prenvunved qose, The car lobes are axtended, Legs zre slongated. The body is
coversd by o long and simple sanghott’ with weve-live hovizen-al lings, which hangs
From neck te Fazl, with Lhen ends in elegant undulations, This gives it = fen-lhike
appea-eace a4t Lhe bellum, The <ight hand is in gdhoya pesture and the left iy
partrayed 17 fads kesls posilicn. The pedestal ags updng. pagma Jagafl, kwmudy,
kantta., komaoo ans potiiha as cempursnls, The podsio seeral above Fas  adhedolo and

arghppdoip 2nd kaesier as foot plate.
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13. BUDOHA {Standing)
Ht. @8 <msy 3 110ms: Widovs Cims,
Sellnr, Eudavasal Talul,
Tivuwarur District.
About 153th Contury a0,
Aco. hw: 1941750017,

tarding on circular pegdhiasona aliached Looa rectanguler Bhadrasenos The rigat
Fand s i- the atoilude of sdfove ond he leftb hang 15 porzreved as dass dasts, The
=51 an the head iz anznged 10 studs, which are surmounzzd with wvskoasha. 102 race
in calm and round «Lh cxlended car Lobues, The budy 7s coversd with o long
senghialty wlt wave-like horvzunlal pouclers, which hangs “rom necx to feet =35 in the
Cravicus une,

14. BUDDHA {Standing)

Ht.ze Tms;  Bro Ciesp Wid, 4.3 Cies.

Soliar, Kudavasa. Teluk,

Tirawarur 2 stricl.

Albuol Z3L0 Canlu-y AD.

Boo, Mo, 198272011,

Rtanding o1 a2 vound plate th's Buzdha saculd 9o inte Zhe oedestal Aco, Mo,
193552011, Tre Tazz i reond with proneonoed pose Zor ooebes one wxle Sod The ™
ur thz head iz arrangzd e seven studs su-mounled by oo owakinzsig, The zudy s
covered with o wrg socghate! as 'n the orevious ares The right hand is pertrayed i
akkaovs mydra with the thunb shohtly forward and baw Lefb humd Gs o dzog Sosle

position, The legs zre elnngated.

15. BUDDHA {Standing]
Ht. Z4alims; Br® Cie: Wido 9.3 Cnes.
Lellur, Kndavasal laluk,
Miruwaree Diskrich.
Ahait 13~h Dertarsy AL
Boo, Moo 124377001,

Starding nrooa round pedrvasens stoached Looa syuare phodrdsona,

260



The peceslal has Lew campoenenls YW, upapeerad and pasdmg peedol. The
compenents ol e vpoecedal Troae Lallom Lo Loz ares Yoane, faaoe, Dossbed Lo Loy
pagsia Jegoli, Fumiode, sewips, Runllo ond podtika: The poedioo peelaol bs reend end
cansisls of aalicdaty. and walesdufa Lo insert kareiva as fool-oaele. This Suddha s
alsa more or less Lhe same as Lhe previous one gxceplt thab SL s zmallar a0 osize, The
eLe i syuace. Lhe owyws ore bulging and Lhe sar lobes ars lowg stretching aomoss op o
e shoutder, The tmage 75 omab ey soydsed. e hatr 15 i stods whics czn be szzn

o the bazk sids alang wich the ushpishe wte flames.
16. WOTIVE STUFA

Flt. 2% Cres; B odos Gy Widos Cis,

SZelinr, Kondzvaza., Taluk,

Tirawarur 2 strict.

fhout “3th Centusy AR,

Are, Mo, 194472011,

g osquare dhadrasoaad supporied by squatting licns on the four comers oyeilying
ita rature (Simhasasg). surmounted by oz oalobuolar asde over which Bhe rormiko 0s

plered, The clebular amds tas Totus flower embossec amound it

Mg Bfosrzuong has Yeame, jagalz, Sompa. eedo, Eamoae, 3 Laage Jogtl 4

noibice. The Buddha 1s seated i9 Dheang poslace ondes Lhe Ando. The Ands is
supporkad by four pillas.
17. BUDDHA{3tanding}

[t.22 Cms; Brd. s Cms; Wid, ¢Cms,

Selwir, Kudavasal Taluk,

Tiruwarcr District,

fhout 15th Tevtuny AL

Moo, Mo, 1B45772011,

The Huddha ‘s standing cn o reend pedmisang attaches to a bhadrisano.

Toe Bhedezseny 0s upanid padma jagerl, fagati, kempa, and polida The
padmasong has pedtihe, adhodsis, ard arddvadall as fts romponenls. The feob plats

an which the Buddha statding acls as  Che kavsika. The fook-plazs fs wall soldered Lo

261



the oodms geeien. the Huddha 15 starding ir NSamepidesthZneko pasture. The hzic on
“ig head 15 a-rargsc Tnostuds sormelnted hy &nowsPoTsks. Tos mar lohss ave eatsnded
almnst toaching e shoulders, The ssaghatt 15 coverng the eft shouldzr the ends of
winich are kept an his |2t~ arm. Tha niget saouldsr 45 bere, He ds halding his «ght
Tand in gehaova madrs and simfakarne a0 Fis eft Rand respectively, The face is calm

and the nase is wel. pronounced.

13. BUDOOHA (Seated}
ML 165 Cmsy Broloo& Cmsr Wod, U Dine,
Sellorn, KEudavasal laluk,
Tituwarea District,
ahont 13th Uertury AL

Aec, Moo 194572011,

The Suddha is s=ztec in Efu-rparsg mudra attitnde o0 an cvel srdmirenn
attached to 3 rectangular dradresion. The bbadrasaaa has the nsual componsnks lde
wrang, jegats, Nampa, podma jegel s, Somedo, egmpeoamd pailde. e ocrdfivepolil
above the pottiep has a tut on its corners, the ends of whirh zre extended to oact as
a spacial des’gn which =0 ter we tave ot come acress. The purposs of such a design
is asa not frown. The owal shaped sedmosano has eodke Jolz and Gradbes ool oz
comopanents. The zase plate or which the Buddha i5 szated acts as 3 kaeriba 2nd s

sehdered wiell to the sadnre aeetph,

The =3i* or his head i¢ arrznged in studs surmuoonked by an owefiashe. The face
it roand and the nose is proncunced. The Sanghadts 45 well wlaced covsiing the lefL
shouder plazed over the left hand which s kepr with ~he sple of pam uptu-nzd
facing Lhe Buddha while the «ight Fand 35 rovering the right <nse and Louwching Lhe
wdbee dala ol Lie gadia peeteh an which he ‘s sitiing, The right ssoulder a5 bare

tre enrluces ere zxiznded wlinesl Louching The shoulsers.

1%, EBUDRDHA (Seated)
Ht, 19.5 Lms; Bro 171 Dins; Wie. 7 Cs.
Sellur, Kodavasal Taluk,
Tiruwzrur Mstrores.
Aboaut 12th Century A,

Aoc, Mo, 19475207070
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The Buddha is segzed on a higt raisco goowe pesivh allzchsd o = bkodro
aartak, The rectangulsr Ghaare seetal has Lhe Tulowing componznzs: spang, podao
At vamudo, kamoe and gattike; the Fooma peelah has evhodee and wrdleadile as
its components, He is seated on Lhe qgised peelod ond kewpicg hiz legs dows on oa
goge peeioh which iy also 8 pading pegceh type riveted to the pedesta. & stem s also
slcwn. There 12 a role banna toe bfcsre pesfak to hola toe parasal ana tasie s

arab=ar seckek wizhin thz pedestal.

Tie fzee i: round and culm,  The wgarloses dre sxtended. (ke Hosa is wall
proncunced, The etr un his head s arrangec in nine stud: and surmoontsd hy an
ashnisio. The faeghalid T coverirg Bis left shoclder the end: of woich zrz placed an
Lhe Le”L samd which ie placed on fos laft trigh, the sole of the palm facing the Fare
of Lka Baddha, The right band i2 shown in upedasio qawdrg. The vigat sboolder is nare
dnd the rigat mipple is visizls. Tke left pa.m rests an his lag and fares upwards.

Theze types of seated dAmaces are peculiar to £o2 reginn, Thers s na swmilar 2xampls

0. BUDDHA {Zedated)

HL. 11.5 Cms; Bro 10Ciwrs: Wid, & Cimns,

eller. Kudavasal “alul,

Tiruvarur Mszrice,

Aboul 143th Contury ADG

Bz hoo 1MARSZUOLZ.

This Buddha is s=ated oan a squars Skaadra peatak wath componants: Vpasa, oodms
Jogoel, kompe. eoattn womae,  kenrta and pardibs & ronnd plake atterbed te the ade

He s scazed in gavang posture,

Fis herad is covered with stud _ike hair and surmounted 2y an wifiaisha, The

eitlohe it extended. 102 Fare 95 rourd with prosoosced nose.

lvz samghelis is covering his left sqoulder and eaving the righr shevloer and
arm fres. He i szated on a round aaoco wilh his logs ceeised and keeping his palms
iained. Thay zre kept on his thighs an dfipeda or moditative posture, The S0lviacs s

nr fis lest sannlder with wtiorive.
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Inscription

There is an inscription en the round padestzl in Granthg scripl ang Pali

Lrydgs,

This i3 the only bronze imago oo whick we have the Pod larguage. All the  atFer

irscribed brosees eesived from Mogoepotticem Districs hzwe only Tamil insceiations,
Tranzcriotion:

ghhiniman pRGsImaherada
GaaTaye hotiverade

s oaw oap”

This werse is Lakes Trom Ohesnepode in Faseilhera Yalihy Yerse No £,

dimmonads s oars nf t-2 hest knnwn hans of the Pitgks, It is 3 colecton o°
Lhe Leachings of the Buddha sxmessed in claar, sithy werses, These warses ware roflad
from varinus discoorses given hy the Boddha in the course o fovty-tive years af his
tearning, as he -rave l2c i the viley of the Gongec [Cangs) and the sub-meountzin

trart of the —inzlayas.

Ohasvnooads werses arz2 oftzn guobtad by wany inomany counl-ies of Lhe waral
and the hnnk has heen tranzlated “nte nasy languagss. One of the sarl st
tranzlatinons into Fnglish wss made by Max Moller in 1876, Other translations thal
tallowed are those oy =L, Woodwsrd ir 1981, 5y Wagismarz and Sannders i 1970,
At by AL Edmunds CHymns o tee Fzith) on 12302, 0F tis recact wranslaniass, thas by
Haraca Mahathera is the mast widely konwn.

The asrigina, waese alightly disfzrs from che Anscription. IL 35 given beluws Froo
the origirzl text (Maasmmapada):
TAxRoechl o avadlil Mo
ot mam ghast me
¥OOCF o tam uganaghanit
sram resugazammot”,
Mearing |
F= ahused me. he Hzat ms.
F= defeatzz nz, he -obbed me.
Taosw, whe de rot harbour such thoughes,

Tr2ir ztrad is appezsed.
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Laine

Etumales zal discuszzien:

@iekacoht t1e vord gekis- {Lo abose, bo scoldl. for3.Sg. = abkocchi.
wa@s Pron, afiem-, I Acc by - mels

Fradint: oo vorh wadb- {lo siike. Lo beat] Anr3lSg. = aeodhr,
s, ses ghove

gffaf: the verb fi- (zo0 win, to concuer). Ao-2.5q. = efinf.

Mo’ see shove.

ghest: tie verz figr- [To cairy, o tekel, Aond Sy, - elast.

me: Prea, mfam-. I Gensg, = #re,

ye: cel.Fran, yead-, that which, Hom.Pom, = ye (those [oecole] whed.
s Sl 61 PR V=

fo?®: Pron. tad-, that. Acrlhg.m, = ta?.

oz TeEdLt HdL,

gpongyhants The vors dah= (2o bindg, to ied w'th che prelizs gpa- (lowards],

no touch with, e Lie opesell Lo, 3070 aclin. przs, — wpanaykamil.
Ffunhn=ic cambination: Br + pparagyiranef = fripanayhantt,
vera?: wera-, M.-.: harraa, enmty. hom.Gg. = verg?.

fesa¥: Fron. ted-. that, Gen Plon. = fesg? [Lhzil.

gposammoli; The vorh sgie- (tao be appeased] with the orafix ppa- Ttowards),

[

n

arow calm, 7o be appeased, 3.5gactitpioss apasommati, The torm that we car s20 00

Lthe gathaftesupasammeat!] iz

often

£1.

in Pali postry.

EUDDHA {5tamding}

Ht 21 {ms; Br.7 Tms; Wig, & [ns.
Sellur, Kudavasal Tauk,

Trruvarur Listrice,

Abaut 131h Century A0

AT, No, 15487207000,
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The Buddha iz slanding v a round pedmsyene 2ith cnmponents: edhcdals and
argfieasld wlh bavridke ccling ax “col-plate stkachso tn 3 square hhadr3sone which as
amainyg 1L compunerly Tollowing: Yeaca padios gegal, pettin, eamps and aatriva, The

Jolabondhene s perfeccly cons He 12 scanding 'n sam3peonsth faaks pasture,

The hair an his hesd iz arranged o slecs sunmounisd by gn ovsiaske. The Face
is round with aronounesd nese, The songholts S8 covdaring oy left shoulcer leaving his
right sheulder ane arm base and Laeg ends ol woes ae placzd an his lefs a-m. The
wysoere sligt Ly elongated. The of feore S ogesr an his [e*t sheet bFeode loloiog 1

tight hatd v abraye and the left in Fhnya-varada posrures.

22, BUDDHA {Stamding)
FIL g1Cme: D hlms: Wid, 7 Cns,
Sellur, Kudavasal Talulk,
Tiruwarur  District,
Aheut 13 Cenfury ADL
Ao hono 19R07F01

he “Yuddha is skazding o- 5 pedmasone which hes gchodala asn vedfeerss T
prdmaraaa 15 made liks rezl gndma or lazus which was eighs petels. The feot-alale acls
as earndks and ol thandhong s perfectly done. This podamosana ie altachad to a square
Bhadeosang whick hzs amang its canpaasnts: Npona, fogati, kumvds, benete, komgo and

PO o e o]
|I.-l.H.I.|I%.l.I|

there are two dnever soles Bebind Lhe Buddha in wnizh the ausecle must have

h==- inssvt=s. The zursole is rotoa pars of bhe zallezbion.

the heir is oaranged inoseven studs surmounted by an wshaisho which s liks Fre
with five tomgues. Ihe face 08 cound wilt a pronounced noss, The ear lehes ars

sxtandsc. The legs are siightly elongated. Toe socgha@n Covcrng ot

v thie she 1z
and thair ends are avranaad fen-like at che wno near hiz aneles. d¢ s holding Fis
right Fand ir abhava eeded and his LefL hang s in the sosition of dang nesfe, He os
stand™7g in romapdgarto faoko pastore. The nipples are sqown dispropertionzlly
prennent, The specizlity af this hranre 95 that he “s standing on an asditadals paadme

fzight petzlies otus 3o wnich is zeactifully fFoished,
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23. BUDDHA {Standing)
Ht. 21.5 Cms; Br. 7.5 Cirs: Wid, Ly Crs,
Sellur, Sudavasal Tallk,
Tirmwearni  Distvict.
About 13tk Conlury AD.
Aoty Mo, 1%8172051.

Thiz Buddhz 15 standing on a padmdsane aztached to a bhadrasane, The
pagdrisana e which he s stonding consist of edhodsis and vrgfesdaia. The adhednla
has vpadalas alsu. The Tuel-plele acls as farneiko znd the jabs hanchane s zeifectly

|

alne.

The 3uddhz iz slanding in semepadasinaneko posterz. The hair vy the head 1z

arraragad in oninge stods surmauntes by an aafiishs which G5 Tive Loengued Rre-lke, Tae
serlabes are ertesded, The Tace is reund wilh 2 proneusced nose, The senpholls
covers belh his shouolders ard the ends of jE are arranged 1n & Fan-Uke which 1z
Levzhing o ankoes, Jlie Legs are 20yghtly 2oncabled. che rglic manz as oan abaoya s

Lhe last finger i= oot asc sk, The Left hared 15 19 dana hoslo pusturs,

£4., EBUDDHA {3tanding}
Ht. 2.5 <ms: Br. & Cms: Wid, ! Cms,
Sellor, Kodavasal Tawk,
Trrwvarur Discricl,
Shout 13th Cantury AD.
Aono koo 1952720120

has Buddoa s stendiryg 00 seevepzdesinzaale poslo'e o0 8 sagmpiong ateashed
tn & rectancelar Ghodresena. Tae hadr un Lhe head i arrénged in ten studs
surmaunlad by ar owslinishg, Tha Fface 75 reurd wizh proncurced nnse, T-e lips are
slightly parted. "he sar nbes arve ast=nded. |he ayes a~e locking down. The songhalti
it covering hotr the shoulzers and it2 ands are arranged fen-like ard Lowching his

ankles, The rigtt ~and i3 showing shkeya and toe lett s in dors ollilude,

The npksdedrama has Yoono, goome agel!, sampe, Sodude, andts, Lomgd. kohearg
pattivs anz poaffika  as components. Coe poomescny fensisl: oof gohedalz. Fod
prghesdnia. Tao fanz-slaze an which tha Bucdha s starding acle as korridka and the

palibandpong 15 perlectly deag,
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25. MAITREYA {Stamding}
He. 21 Ures; Br.8.5 Cms: Wig, £ ooms,
Bellur, <udavasal T=llk,
[ruwarus [District.
Aluul 13LE Century Al
Ao, Me, 1%9h372011.

Maitroya i standing on on oval staped gedwaronra attacked ftooa slighely

rectangular Sheovssena, The bhedrsvens consisbs of wplag, podma jogar, kumueds,

kampe, Xehuore gallike amd peilivs o The pval shaped podemisoas has edhodals znd
prafpododg. T7¢ Toot-plole gcle as waroko. The ol thendfonn iz perfectly done here,

Fe has Kinfo-mosite on tis head winich 1as patra-puiimas. Tee Nantal peadimag Fas
a woative stupa. Margrg sovdstos adoan his zads: The feie as rou-d wibth a pronogsred
nose. The [Gps ase slightly parted which giees 2 =ming effect. houlder zassels are
seen nn Eoth the shouiders, He is wearing a kontriand —wo Horgs 25 eriaments,
Kevyrgs ol patrg-pucima type adom bis bands, The seaored threzad divides inte bwa oand
tve cpper thread goves behird. The lower nne anes throogh the wderanoadhs &mnd
crosses the witarpe, de has konkoass ic ois maniboadha (wrist hand). The rght Fand
partrays eofove and khe left hard is hooding naga puskpres The lnwer garments are
perfectly finished and of rlirgs o the thig-s. "he sashes of the witaoyes are pecfeatly
fin'shes and it giwes a hnw effert. 158 right leg 45 Frmly plant=z on tae plate and
.aft fs = ightly bent, Pidazeres zdevn his font.

The hzsk: & wel, finsshed Sirzaszkes o5 eiverss =0 108 harae S0 ihe Ao e
with tasses, Toe perfect nodelling could he szen from tha hack. “he dress is peifectly

clirg'ng to the thigh znd the sazhes ave heautifully por-rayed,

Z6. BUDDHA {5tamding)
Hi. 15.5 Ums; Br3. Slms: wad, 7.5 Cmis.
Sellur, Kudawsszl Taluk,
Tirowarur Mszricr,
ahout 15th Cenfury AT
Aot Noo 195472012,
Ta%s Budsoha is stending ar & padmoesano atzached tooa Ehodresane which is

rectanaqular in skhans. The componscts of toe nagmasong ars edbodals and srdhovoeals,
q P [- i
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The "cot-olale of e Suddya acts as facssva, Buddig iz stznding in samepadosihsnoin
posture. The hair on hiz a=ad 35 arianged in seven studs a~d is su-mcunled by an
wafltsfia, The Taoe is round with a prongunces cose, Tae cor lebes arg eatzaded. The
senghslii covering his shouldsrs ard the ends of which ferms o lan-like Jesigr near
his gn<les, It covers the Lowsr garmant, “he rigat hand is perliayad in sbhoys ard

the |=ft iz showing dane hasta,

27. MAITREYA
Heo 17 . 5Ums; Ard. S Crs. Wid ¢ Tms
m=lur, <udavasal Tslok,
Tirwwaru- District.
Aboul 121k Century ADL

Aoc, Mo, 196672011,
Mattreye s stendirg onoa poaowasang attached Lo a reclangular doosrasaes.

lhe pogmszaaa is campnsed of aofednie and gedfvadels The jatZhondhong is well

AN £,

The head i adormed with &6 sie giosola, Pabo-suadefes adorn Lthe sars. The Tace s
round with prenaunced vose. Sxandfismaiss {shoulder Lasselsl are sezn on belh
shouders. A sharl foalis and a hare a2 Jewels that adern s chess. Sinple Keypares
and singla volopos are bve hand ornamants. The sacced thread Wforzates into bwo, onez
thraad i.e., Yrgsantez goes behind and the sercond cne goss into t-e garment.
Udnrahanagha is seen. The eatisiirg 15 simple with a hrnad fastering. Sredamas are
szen, He is wearing a short diawer like lower garment wth szshes an Goth tae sides
Fodavaloyes adore the ankles, Fadefiies are seen on the toni. The vigat hand is

portrayed n ebhors pose and the et hans 1alds negae auashpas.

At the hack sirascakrs iz placed azectly at che level of metre sotre. The yeollz
ana harFs ara ciearly visibie. The wressolen goes nko the armpite The sacied thiead s
shown as 1% made of nearls and the cdarabondia is three stranded and zgzis sinilarly

T eachchs at the zack is zleavly ooaced.
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28. BUDDHA {Seated)
Ht.9.5 Cms; Br, 6.5 Tms; Wid, 6.9 Cms.
Sellur, Kudavaszl Talulk,
Tivweasur Diszrict,
Abect 153th Contary AD

boeo Moo 1MFA7Z011.

This Budcha is seated on 3 rourd pomdsone attached to a dhgerdsone. The
Buddha in seated cross-lzgges on the round dsens which is wery s'mple inostyle with
Fis hands in omeditation (yaans] sose, The Face "5 ppund @itk edlended car wooes,
Thee -air is arranged Tn ostuds surrountsc by ar wehnisha, The nese "5 well preaosunced.
There ds 3 runner that runs dowa From s lefl shewlder Lo Lhe base of Loe
heo-asane. The rmoulh ol Lhe rosod ooiliee e owis ble, The mollen welal musl have
Loen courze Whrough Lhis orifice, Thiz imeye van be Laken az ar unlinizhed inage.
From Loe sizz ol the mage amd Lhe ound asars 1L could gasily bz osunrized az 2 porl
of & wvebvw slopa. The ondo will Suemeko and seehy (eecd (Acz, Moo 198120000 must
gu wilh Lris dmaye. 17 Lhe ronners are ol Lhe aody wilh Sarmiss would aive a
cnmpleta votive stape. In our earbier zollecton fron Mogoopollivam we nawve el come
acroas such a figure, This comaleted fiqure would give ws the idea that Lhiz nusl have
been g Shariika sriae. We Fear from the Hterature t-3t chere ave stapas of Ddofescks,
saridheiiva and sharirike types, In the Zharicke tepe of stupa, the henes ar hai-
pluckTuy croamy uther 2sidual thing of the 2erees tor whom the stopa is raized will hs
plazed.  Here in this variely. wn tmege ol the Duddibz is pléced Sn che centre akbove
wiich the snds and the Aoreifo Nils. leroee Lhis should

Fawe Lecn a claar axarple of the sharebo ype. [hia fe une o Lhe rars Lypes @
e comee 20ross, The size of the Rodahz s slightiy small as compared Lo Lhe size ol

e sedaslal,

<9, BUDDHA (Seated}
Hio 1¢ Cems: Bro B Cms: Wido 2.5 Cms.
Asilyr, fudawvazal Tolok.
Mrowarus 2stricl.
Ebout T3th Cenlu-y AL,
foc, Mo, 1257520001,
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Thiz e an Tmage of the Budeha szzted an 2 padmapsetol in dliyare poslu-e.
The air un his head 1% ar-anged in seven stads surmounted by an sshinisho. The Tave

16 v and raund wich pronnurces tose, Tre oyes are leeong dowes. Liss s slightly

parssd. Farlobes zre extended, The sonpipit i3 covoring the lefll shouder esving the
right shoulder and arm 23re, He 's scatec with his legs croszzd. The padmuepesich
consstoof ppana, panadoip and ardhiesdoie,
30, BUDDHA({seated)

HE. IC Lms: Br, § Cms: Wid. 5.5 Oms,

melur, <udavasal Talok,

Tiruwerur Diztrict.

Azaut 13th Century &0

Ace. Mo, 15852021,

The Sudd-3 iz sezted c1 &n cvzl sianed padmopeeted atiached to 2 Shrodmsestal
in dnveng peslure, He is sealed o e vdbvodate of Lhe sodsiseedal cruss-legoged
with his nands on his lap. The hair oo the head is arrangee nosiz sluds su-mcanled
by witiisha, The Tace iz caley and reand with pronounces nase. Tre egerlobes are
erlended. The senghetld oz covering his left showlder legving the right chest and anr
bare. Toe gogmssesisy has tha usoal featires Likz odio oofo and ardbes Sole while the
fhadrmaestak has a padmo Jegati, &umeds, fames and pofds
31. BUDDHA {Seatad)

R, 3 Cms: Beh cma; Wid, 4.5 dms,

Sellur, Kudavasal Taluk,

Thravarur Distrio,

Azaul 12th Coentury AL

Aoy, Mo, 19572021,

Tris  hroanze Budoha is seated onoan aval skzped pedwopeeich wllachzd Lo o2
phedrgaestal. He is seated cross-legged weth his hards on o sis lap an dbeaes posa. The
hais en his head s grarged inoseven studs surmouates oy usheishs, he delofls of
Livie Tmrage are shirila® to the saclisr one [Acc. Moo 195870710 ascapting thy wize
The oadmupectal has the vzuzl teatures ke odka dole and Ardken dalo while Lia

bhgdeongetoh haz an wpong,  padmoe T, su@edn, gomoo and malic
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32, BUDDHA [Seated}
Ht, 1C Cmg; Oo& Coes; Wile 3 Cinss
e lur, <udavasal Taluk.
[ruwerur District.
Azput 13th Century Al

Ao, Mo, 192072011,

Th's Buddha iz szabed onoan cvd. shaped podan peetah attaches to a kfadres
peelon, He 14 seatec cross-legged with h's handz on Rz [ap a0 @by faa medre, The hair
nn hiz h=ad 15 arrengsd 10 sevan studs surmnonked Gy A sites wsheisha, The fzre is
round ind ca.m owith 3 prancunced nase, The lins are parced slightly. “he earlohes ars
z=xtendea. A datted Grad matk s se=n an his forehead. The ‘mage ‘s carroded and

must have been & aald qilted one as the qold colour i seen on some [pogoes.

23. The top of Votive Stupa
Hio 1@ vms: B o Coess Wl 4.5 Cins.
Sellur. Kudavaszal Taluk,
Trruwarur Msirier
Mpout 13th Cenpzury AL
Aoz, Moo 195172011,

This is ar unfinizaed asda with haraiks ar cop. The cetais are nol worked oul,
Tae *unnars zre 2ot cut, “he hronre has a protiherence ke & ostern of 4 waanl wilh

Lranzhes, IL gues with Ao, Be, 195575:017,

34, BUDDHA {Seated)

Ft. In.g Uos: Bro 8 4ms; Wid. 2.0 Cins.

Salur, Kudavasal Taluk,

Tirowaror District,

Abual 13k Century AD,

Arc Bo. 1952720210

Th's is the mest coroded bronze fmages of Che seated Buddaz recefved in this
reasare-brovs, He i seates rross-legaosd kezping his buncs we his o Lan, The sadma
pectaly on «kich Fe shouly be seated is lesz, The deteils of Lhe image cannob he seen

coaviarly, Thewe s a holz Tn the Back due tn orarmston.
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35. EBUDDHA {Seatad)
L. 8.5 Comsy Br? Cms; Wao, 7 Ims,
ellur, Kodavasal Taluk,
[ruvarur Tistroes.
About 13th Cenzury Al

Az, No, 1963720611,

Thiz brunze S3odecha 18 seatsd cross-legged nn oan owval shaped pasamapoetek
keeping ris lefr hand an his lap. His vight hana is in the attituae or &hosaavska
muadri. 1here i3 3 fack screen Gehind him. Tie screen has two pillars surmcunted by
vntive stdpes, Tnere fsoa votive sicpe asove the head which hes o Saemiky with linss
that resemrble £ Tripwe paascl (sokbedei Tamily ol “he Jain Ticthankarzs, The T2oe s
acuare, The hair is arrgnged in three wavas with 8 cen'cal fzature like a pyramid. T
Frobavalis cn the back screen aie hese shoe shaped witile Lhe two oulermesl ass
canical,

36. EUDDHA {Stamding}
Ht. 10 <ms; Br.3.2 Cms: Wid. 3.5 Cms,
Sellor, Kudavasal Taluk,
Thuvarur Disti o,
Abauk 13th Cenzury &0,

Ao, Mo, TSH45201T.

This Lronge Budceha iz standira cn a pedwmasectan in samapidasihInake oosture.
The sasghkoll] s cuvering Lhe lower qarment as well as #is svoulders, TE has 2 wavy
patiarn like a pasckokochola dholl seer 10 Vishne ides, The right nand s in abhays
prsturs ard the lefr hand 1= ofog hgroos The hair oo g head 2 arranged in ostuds
surmounted by an oshaizna. The pestan has adko dole and oedlive dods,
37, BUDODHE [Seated]

Ht. 7.9 Cms; Br.d Cos: Wad, 3 Cos,

Azdur, fudavazal Tallk,

Irovarus Dslricl.

Albout ZHLL Cantu=y AL,

foc, Me, 1205/2071.
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The brorze Budcha is seated an 4 ppdivepsetal attached to @ bBhodrapeetol. ils
15 seatad cress-legged, The hzir on Fis head is 2r-cuged in studs which zee
surmonnked oy an grRmeho. The sanghatti covers his lell shuclder leaving s fght
chexzt and arm have, Tae right hand i3 kept tossying Lhe pudmpsano 17 bk osnarsa
mudra and the lef: hand is kept on his lap Tacing upwerd, Toe face 15 round with a
pronaunzed posa. The carlobes sre exles ded. The “zaluras gre oride as it sz late
periad jcon, The dégfeq peeleli has Lhe wswal featirss liks vpons, aedma Jaget,
eamodn, eompo, sshogre pells, el opeill The posdrig magfah has odbo dofa and wrdiva

dofi.
Ak, BUDDHA (Seated)

e, 4.2 Cs: BB Coos: Wid, 3 Cirs.

selr, Kudavasa. Teluk,

Tirovarur eteict,

About 15ch Centuvy AD.

fcc, Mo, 126472911,

w1z hronre Roddha s seated rross-legged onoan owal shaped ssane. Tha hair on
his head i= zrranged ‘n stods suomoented By an wekeiono the fere i5 ran-d wt- the
pErlnoes sxtendad. His hanas are kspt an bis lap. A muzh zorroded bronze imacs with
crude features,
39. BUDDHA {Seatad)

Ht. § Cms; BHeS Snsy Wid.3 Cons.

Selin, Kodavasal laluk,

Tiruvar.r Diskrict.

fhaut 13-h le=tury Al

frc. Moo TOGTAEDLL

This brunee Buddha 75 seatss cross-legged on 3 sadmagastak, The hands are «capt
an s Lap in @nedng @uere. He has a sarpoldl covering s el shoulder and che
chivara and wtracive on his el shoulder, The face ig round and ceim wita a

pronnunced nese. Ine hair on s heao is arranged io 57 stLgs anc is surmeunted

with an vehmisha, The earlobes a:e welendad.
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40. LOKESYARA {seated)
Hi. 2 Cms: Be5 Cnsp Wide 2.5 Cms.
Sallur, Endavasal Taluk,
[ruwa-ur Mistrict.
Aboil 13zh Ceatary A,

iy

dce. oo LOGESFNT.

This bronzz loksswdrd 16 Seated on 4 podwopesiod allucksd tooa Shadrapeeloh.
4e haz four 7ands. He s holding a wasasy in his wpper riaht hasd and 2 burca of
lowsrs on sis apper lers hand: the Inwse right hand is porzraysd Tnoabbors mudeo and

the l=ft in shoyn-varade, X Trtg-makude agovns his Fesd, The face is jound. He is

sertrd nmoa psdarisana with his right eg rolded and left leg slight.y bent ard
hanging cown in yaarpeann,
41. BUDDHA {Seated)

HE 8.5 Cme; B- 4 Dns. Wido 2.5 Cons.

Selur, Rudevazal Tuluk,

Tirgvarcr District.

Albuoul 16th Lerbury AL

ALcc, Mo, 190%72011.

This  hronze Birgdha 35 seatzd on 3 wpapacial which has a lotus shapas madma
jogoed amang other caomponerts stated akove sormounted by = opadmr pcolanl He s
spated cross legged with kis aznds kept on his lap in dhesno pose, The hair on his
head is avranged n studs susmourted v 3 wsanisha He wegrs a sangatt!, The noie 1%
proncuncsd, The evay arg large; Lhe eor ooes are clongaled  The-s "o Tive toogqued
wsfiziana nn bop of the hsad, The Taoe is syowre and Lhe soilrayal 75 caob elocant,
§2. ARHAT (Standing)

HL. 2.5 Cme: Dnéls Tmas Wide 2 Cms.

Sellur, kudavzsal “aluk,

Tiruva-ur District,

Aboot 13th Conkdey AD,

Boo, kboo 197372012
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The Lreasure-trove Fiads at Sellor alse incluce 2 reprssenlelus of w Bodd-ts-
moak. Herz Lhe Arhol (see Glossary) is standing on & rouad ssans w'Lh ais hznds dn
anjolr. He has a Lonswred heasz, The face iz round with oxzerded sarlubes. Tha
songliatr 15 s2en psving che =gt chest ans avn bare.

STOHE SCULFTURES

42. BURDHA (Seated)
Ht, 235 Cmsr Bie 11 Cmsy Widl 5 Sins,
Sellur, Kudavasal Talul,
Tirwvarur District.
Abeut 137h Dostoey AD,

Arc. Moo 137057001,

Fhe duddwg s seated cross-.egged on & pestal with his pam kept on fes las
ghy $iin posture. [Fe hait nn the head is zrranged in six studs surmounzed by @ cranizl
protiharance, The fice is a little elnrgated with parted thick lips, The earlobes ave
petendzc, The usual sooghotd’ covers his eft sooulder leaving the right shoulder and
arm hzre. Tt is made - palnzd mavble stone (3 kind of limestons) as in ©18 case nf
the Amaravati sculptures, The <tons i Gght geeenish white ac i1 tae caze of real
Rajaschan mark.e, whizh 't resenbles very closely,

43, AVALGHITESVARA (Seated)
Hi. & Cms; B-% Cms; WAdo 2.5 Cms.
el Kudzvaza. laluk,
Tirgwarur District.
ahaut 13th ferturny AL

Ao, Moo 187170011

This sculolume b= made ¢ slone, This Aveletitesrpre is stated on a rectarqular
bhadrapeelah wikh his lefl ey “olcwd and kepl on the scat and his vight leg is
shightly crozsec hznging downe Tos ge called vesrgsare. Hig head 75 adorned with a
irsta, The fars = roundish ractanguilar w'th oa procoonced nese. Thore are nedea
Fundafac in 15 ears, He =as  Fous hands, he s Folding nege peshoas in his ugoer left
sand: ebhave moare s depictan e the  lawsr vighs nend ans suregy muedre 0 Lowes

L respeclively, The dpost part of the upper right ~&nd zhave the fingers 1: boken
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and missing, He is weardng a fadlii and long fpare n his neck. The KepGras acorn his
upper shoulder, The sacred Lhrzad ds agpicted. e wiossalrs aoes henind showe rhe
uidprgbamdha, He Fas Uwo esluyer wach on his farghends. The lawar garmert iz 2 dbaoti
beavtilully woarsed n wavw pettern. & sicgscates 15 see- behind, IF 12 made of saft
slale slunw Lhat lerds skself to easy irtricate carving, The cowour is slate grecnizh
grEy.
b, BUDDHE (Seated}

HL, 8 Sisy Br.s Cms; g, 2 Los

Selur, <udawazal Talck.

Tirwearus Distecl

About 13t Century AD.

Acr, Mo, 190277071,

This smzll image of seated Buddgha ir @Agsparse medio attitude is hesotitully
worked nopalnac mearhle stone {a <ind of limestoens] as in rhe case of the Amaravzti
sculptures. “he stone is wheatish in colowr may he due to zeing puried in the smal for
centuries 2nd most have absorbed the soil colour being 3 sott stons, &n umhbvella is
seei above his head, The haiv an his head is arranged ic stads sarmosnted oy an
wshrisho, Jde s seated cross leagod an 2 gadmassno which is @tiached to Kfgarisann
with & pack screan. & walive siogo iz seen 26 his right side just belew toe umbrella.
[78 szat hes wrdbes podmoe defo end golio godos dede Lo sbhow thal he has rezched the
highest “evel nf enligrtenmant. | hiz ocours when Sofosiors, the theozand potalled Lotus
n the centre of the stull operns when Sundein: azcends wading tu eeerlasiing Elias
and selt - realisaticn,

A has rehef 27 a temale soractors 14 shewin behind the Buddaa on the hacs
cereen. On hnth hiz sides, the zzpitel of paliars with his head signiteira the root, Twao
latus Fiowers are depicted ahowe the camital “crihze renloscieg Lre disinity of the

Guddha,
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BUDDHIST BRONZES

BUDDHA (Standing) Acc. No. 1930-2011 Front
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1930-2011 Back
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BUDDHA (Seated) Acc. No. 1931-2011 Front
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BUDDHA (Seated) Acc. No. 1931-2011 Back
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BUDDHA (Standing) Acc. No. 1932-2011 Front
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BUDDHA (Standing) Acc. No. 1932-2011 Back
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VOTIVE STUPA Acc. No. 1933-2011 Side 1 Acc. No. 933-2011 Side 2

VOTIVE STUPA Acc. No. 1933-2011 Side 3




BUDDHA (Seated) Acc. No. 1934-2011 Front
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BUDDHA (Seated) Acc. No. 1934-2011 Back
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PEDESTAL Acc. No. 1935-2011
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ANDA and HARMIKA Acc. No. 1936-2011
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MAITREYA (Standing) Acc. No. 1937-2011 Front

MAITREYA (Standing) Acc. No. 1937-2011 Back
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BUDDHA (Standing) Acc. No. 1938-2011
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BUDDHA (Standing) Acc. No. 1938-2011 Back
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BUDDHA (Standing) Acc. No. 1939-2011

BUDDHA (Standing) Acc. No. 1939-2011
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BUDDHA (Standing) Acc. No. 1940-2011 Front
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BUDDHA (Standing) Acc. No. 1940-2011 Back
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BUDDHA (Standing) Acc. No. 1941-2011 Front

BUDDHA (Standing) Acc. No. 1941-2011 Back
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BUDDHA (Standing) Acc. No. 1942-2011 Front

BUDDHA (Standing) Acc. No. 1942-2011 Back
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BUDDHA (Standing) Acc. No. 1943-2011 Front

BUDDHA (Standing) Acc. No. 1943-2011 Back
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VOTIVE STUPA Acc. No. 1944-2011 Front
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VOTIVE STUPA Acc. No. 1944-2011
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BUDDHA (Standing) Acc. No. 1945-2011 Front

BUDDHA (Standing) Acc. No. 1945-2011 Back
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Buddha (Seated) Acc.No. 1946 -2011 Front

Buddha (Seated) Acc.No. 1946 -2011 Back
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Buddha Acc. No. 1947-2011 Front
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Buddha Acc. No. 1947-2011 Back
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BUDDHA (Seated) Acc. No. 1948-2011 Front 1948-2011 Back

BUDDHA (Seated) Acc. No. 1948-2011 Front Inscribed
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BUDDHA (Standing) Acc. No. 1949-2011 Front

BUDDHA (Standing) Acc. No. 1949-2011
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BUDDHA (Standing) Acc. No. 1950-2011 Front

BUDDHA (Standing) Acc. No. 1950-2011 Back
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BUDDHA (Standing) Acc. No. 1951-2011 Front
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BUDDHA (Standing) Acc. No. 1951-2011 Back
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BUDDHA (Standing) Acc. No. 1952-2011
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BUDDHA (Standing) Acc. No. 1952-2011 Back

303



MAITREYA (Standing) Acc. No. 1953-2011 Front

MAITREYA (Standing) Acc. No. 1953-2011 Back
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BUDDHA (Standing) Acc. No. 1954-2011 Front

BUDDHA (Standing) Acc. No. 1954-2011 Back
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MAITREYA (Standing) Acc. No. 1955-2011 Front
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MAITREYA (Standing) Acc. No. 1955-2011 Back
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BUDDHA (Seated) Acc. No. 1956-2011 Front

BUDDHA (Seated) Acc. No. 1956-2011 Back
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BUDDHA ( Seated) Acc. No. 1957-2011 Front

BUDDHA ( Seated) Acc. No. 1957-2011 Back
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BUDDHA (Seated) Acc. No. 1958-2011 Front

BUDDHA (Seated) Acc. No. 1958-2011 Back
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BUDDHA (Seated) Acc. No. 1959-2011 Front
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BUDDHA (Seated) Acc. No. 1959-2011 Back
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BUDDHA ( Seated) Acc. No. 1960-2011 Front

BUDDHA ( Seated) Acc. No. 1960-2011 Back
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ANDA and HARMIKA Acc. No. 1961-2011
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BUDDHA ( Seated) Acc. No. 1962-2011 Front

BUDDHA ( Seated) Acc. No. 1962-2011 Back
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BUDDHA (Seated) Acc. No. 1963-2011 Front

BUDDHA (Seated) Acc. No. 1963-2011 Back
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No. 1964-2011 Back

Buddha (Standing) Acc.
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BUDDHA (Seated) Acc. No. 1965-2011 Front
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BUDDHA (Seated) Acc. No. 1965-2011 Back
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BUDDHA ( Seated) Acc. No. 1966-2011 Front

BUDDHA ( Seated) Acc. No. 1966-2011 Back
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BUDDHA ( Seated) Acc. No. 1967-2011 Front

BUDDHA ( Seated) Acc. No. 1967-2011 Back
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MAITREYA (Seated) Acc. No. 1968-2011 Front

MAITREYA (Seated) Acc. No. 1968-2011 Back
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BUDDHA (Seated) Acc. No. 1969-2011 Front
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BUDDHA (Seated) Acc. No. 1969-2011 Back
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ARHAT Acc. No. 1973-2011 Back
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STONE SCULPTURES

BUDDHA (Seated) Acc. No. 1970-2011 Front

BUDDHA (Seated) Acc. No. 1970-2011 Back
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AVALOKITESVARA (Seated) Acc. No. 1971-2011 Front

AVALOKITESVARA (Seated) Acc. No. 1971-2011 Back
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BUDDHA (Seated) Acc. No. 1972-2011 Back
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CONCLUSION

This manual is an attempt to introduce the the magnificent bronzes in the
collection of the Government Museum, Chennai by placing them in their cultural,
historical and mythological contexts to our tourist visitor and also to kindle the
curiosity of the learned scholar to delve into our research publications. Each
bronze represents the conversion of metaphyscial thought into physical form. They
are the product of one of the most advanced civilisations, which has spawned
other advanced civilisations in the world. To give but one instance, the teachings
of the Buddha were carried to China by Padmasambhava. Buddhism became the
major religion of the great Chinese civilisation. Padmasambhava hailed from

Kancheepuram near Chennai.

The technology of the Lost Wax process which was adopted could be
replicated only at the end of the 20t Century, that too in the high cost highly
sophisticated aircraft and space industry as Investment Casting. The origin of the
universe with which physicists are grappling right from Einstein onwards for a
unified theory has been deciphered and explained ages ago in the form of Siva
especially Nataraja. The civilisation was so advanced that it could not be
understood till recently, since the thoughts were esoteric to ordinary people. As
science progresses, it is being more clearly understood. The scientific approach
has been adopted with great exactitude in prescribing the Lakshanas (features or
attributes) of how each deity should look like in the Silpasastras. It also prescribes
the proportions and measurements right to the angula (finger phalanx length)
(Alberuni, 1878). But it also gives sufficient latitude to the artisan for his
imagination in the depiction of features. This shows the high degree of precision
that the scientific approach had reached but it was married to art. The
composition of the features varies from the Chola period to the Vijayanagar period
to the present day due to this lee-way given to the sculptor. The composition of
the alloy shows high proficiency in metallurgy. Bronze casting reached its summum
bonum (peak of perfection) during the Imperial Chola period according to art

historians.
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Every great civilsation has its periods of waxing and waning. When everyone
believed the world was flat, the Rishis and scholars like Aryabhatta had calculated
the circumference of the earth not only around the Equator but also around the
poles accurate to such a degree that modern measurements with satellites merely
confirm them. Then there was a decline. The Chola, Pandya and Vijayanagar Empires
rose and declined. There was confusion when a political vacuum occurred in the
18t Century AD. It is during periods of political stability and good governance
that the greatest achievements in science and art have been recorded. But this
civilisation has always risen back like a phoenix. It is like the ganda bherunda bird
of Hindu mythology, the emblem of the Vijayanagar Empire which does not die. It
has been ridiculed by those who perceived the world from an Occidental
(European) ethno-centric viewpoint during the hey-days of colonialism. They did
not attempt to understand since the conquerors, who have conquered by military
prowess, usually regard the conquered as inferiors. The science of the Occident was
also not so well developed as now. Also, the scholars were also people who
thought that they had to civilise the lesser mortals, the so called White Man’s
Burden. Therefore, they misrepresented ancient cultures as primitive and ridiculed
them. With the benefit of hindsight we can be more understanding of them. More
open-minded scholars and ordinary people of the Occident in recent years have
not only marvelled at this great civilisation but want to preserve it as a precious
heritage of mankind. This civilisation probably at some stage declined. It is
reinventing itself. It has always done so. As Max Mueller stated it is a great
octopus and absorbs everything that comes its way and then modefies it to suit
its idiom. It is the only unbroken chain linked to pre-history. As Tennyson says

in his poem, the Brook,

‘Men may come and may go,

But I (Indian civilisation) will go on forever’
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1.

10.

11.

12.

13.

14.

15.

16.

17.

18.

GLOSSARY OF FREQUENTLY USED SANSKRIT AND TAMIL TERMS

Note: Tamil terms are shown as Tamil in brackets; otherwise they may be taken as Sanskrit; certain
terms and words are common to both languages.

Abhaya

Abhisheka
Adithya

Advaita

Agama

Agni

Ahuya mudra (Ahuya varada)

Aiyanar

Alingana

Amruta kalasa
Amruta
Anandatandava
Angula

Anjali

Ankusa
Anugrahamurti
Apasmara (Sanskrit)

Ardhaparyankasana

Open palm pointed upwards in pose granting
protection

Ritual bath
Sons of Aditi

Abosulte Monism - a system of Indian philosophy
which considers all things, perceived and
unperceived by the eye as parts of God or Paramatma
(Universal Soul)

Texts of rituals governing temple worship
flame or fire

The pose of inviting the devotees by the deity in
order to confer boons on them

The Lord

Embracing

Jar of nectar

Nectar

Dance of supreme happiness

finger phalanx length

Pose of worship

Goad

God in the iconographic form of a bestower of boons
Demon (personification of ignorance)

seated posture, unlike Padmasana, both the feet are
not placed over each other; this is the common
seated posture of even common folk in South India
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19.

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

Arumugan
Asana
Asuras
Avatar

Bahu valayas

Bajibandha
(Marathi language-vajibandha)

Bhadra peetah
Bhairava

Bhakti

Bha mandala
Bhandavadya
Bhiksatanamurti
Bhringipada
Bhusparsa
Bhutisakti

Bodhisattva

Brahmin

Cella

Chakra

Chamara

Chamara - bearers
Chatra

Chin mudra

The god with six faces (other names Muruga, Skanda)
Sitting posture

Evil celestials or Demons

Incarnation

Bangle like ornament worn on the forearms

Armlet

Rectangular base

A manifestation of a part of the power of Siva
Devotional

Halo

Playing on pot drum

Sage cum mendicant form of Siva

Foot ornament

Touching the earth

Potential energy

Buddha had a number of previous births. These are
told in the Jataka tales. He is known as (Buddha
elect - Bodhisattva)

The priestly caste of Hinduism
Sanctum

Wheel

Fly-whisk

Persons waving fly-whisk
Umbrella

The index finger is curled to meet the thumb, while
the other three fingers are erect (symbolic of the
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43.

44.

45.

46.

47.

48.

49.

50.

51.

52.

53.

54.

55.

56.

57.

58.

59.

60.

61.

62.

63.

64.

65.

Channavira

Chatura
Dakshinamurti
Damaru

Danda

Danda mudra
Darshan
Dasavatara
Devas
Devasenapati
Dharma Chakra
Dhoti
Dhupakkal (Tamil)
Dhyana

Doha

Dola Hasta

Dvaita

Dwibhanga

Gada and Saranga
Gajahasta

Ganas
Garbagraha

Garuda

alignment of the soul with the universal soul -
jeevatma with paramatma)

An ornament consisting of 3 chains with a central
leaf like pendant

Square mudra in dance

Siva in his aspect as a philosopher facing South
Kettledrum (Also see Udukkai below)

Stick

Hand held slightly bent parallel to the ground
Vision

Ten incarnations of Lord Vishnu

Celestials

The Generalissimo of the devas (celestials)
Wheel of Dharma or righteousness

Traditional lower garment worn by men

Stand for holding incense stick

Meditative posture

Shorts or short cloth i.e. the traditional dhoti tied
up

Hand stretched in glee with palm facing down

A system of Indian Philosophy which considers the
Jeevatma (living beings) and Paramatma (God) as
separate

Two bends

Mace and bow

Hand held like the trunk of an elephant (mudra)
Devas, demi-gods

Sanctum sanctorum in a temple

Vishnus' vahana or mount half kite and half man
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66.

67.

68.

69.

70.

71.

72.

73.

74.

75.

76.

77.

78.

79.

80.

81.

82.

83.

84.

85.

Ghatam (sombu in Tamil)

Gopuras

Vessel for storing or carrying water

Temple towers

Gramadevata (Gramadevatai-in Tamil)

Haara
Hamsa

Idamburi

Jagat mata: pitarau
Jata
Jatabhara

Jataka tales

Jata makuta

Jnana mudra (Chin mudra)
Upadesa mudra

Jwalakesa

Kaala Bhairava

Kalasa

Kamandalu (Kamandala)
Kankala damaru
Kankanas

Kantti

Kapala

Village deities
Garland
Swan

Conch with whorls rising to the left and coiling in
a clockwise direction

Father and mother of the world
Matted hair
Matted hair- do

Buddha had a number of previous births. These are
told in the Jataka tales. He is known as (Buddha
elect - Bodhisattva). This is based on incarnation
and reincarnation theory.

Matted hair on the head tied in the shape of a
conical crown

The right hand held with the index and the thumb
joined together like a circle while the other three
fingers point upwards commonly seen in all
Dakshinamurthy sculptures - Chin mudra.

Hair-do in the form of flames on the edge

One of the eight forms of Bhairava, one who helps
to get rid of the fear of death or Kaala

Vessel of gold, silver or copper usually to hold water
Spouted vessel

Drum with bone stick

Wristlets

neck ornament worn by goddesses

Skull
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86.

87.

88.

89.

90.

91.

92.

93.

94.

95.

96.

97.

98.

99.

100.

101.

102.

103.

104.

105.

106.

Kapala mala

Karanda makuta

Kari hasta

Karma

Kartikeya

Karuppan

Kataka mudra

Katisutra
Katyavalambita mudra
Kayotsarga

Kendi (Tamil)
Kamandalu (Sanskrit)

Kesa bandha
Keyuras
Khadga
Kinkini
Kirita

Kirti mukha

Kondai (Tamil)
Koppus
Kriyasakti

Kshatriyas and Vaisyas

Garland of skulls

The crown is in the form of a cone with the base at
an angle of 30° pointed towards the apex; this shape
is supposed to resemble the neck of a peacock

See gajahasta

Actions (good Karma or actions lead to higher states
of existence)

Siva’s son nursed by the six Kartik women (pleids).
Also known as Skanda, Kumara in Sanskrit and Muruga
in Tamil

The dark one

Hand in the pose of holding the stalk of a flower,
usually lotus or lily

Thread tied around the waist
The pose of keeping the hand on the hip

Standing erect-posture

Spouted vessel

Hair done as a bun

Shoulder or forearm ornament
Short sword

A chain on the legs with bells
Crown

Lion’s head signifying glory usually seen in arches
and belt loops and ornaments

Hair-bun
Ornament covering the top of the tuft
Kinetic energy

The warrior and business castes — the upper castes
of Hinduism
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107.

108.

109.

110.

111.

112.

113.

114.

115.

116.

117.

118.

119.

120.

121.

122.

123.

124.

125.

126.

127.

128.

Kucha bandha

Kudamuzha (Tamil)

Kumaran (Tamil and Sanskrit)

Kundala
Kurinji (Tamil)

Lakshana

Lalita
Lalitasana
Lanchana

Linga (Tamil and Sanskrit)

Lola hasta
Maha purusha lakshanas

Maharaja leelasana

Makara

Makara kundala
Makaratorana
Makuta
Mangala Sutra
Mantras
Mekhalas

Modaka

Moksha

Breast band

playing on pot drum

The eternal youth and son of Siva
Ear ornaments

Hill and forest country

Features or attributes, used in this context to
describe the features prescribed by Silpa-Sastras for
deities and architectural forms like gopuras

Bent square mudra in dance
See Sukhasana
Cognisance symbol

Is generally fixed on a circular or quadrangular
receptacle on a pedestal known as yoni or parivattom
or avudaiyar (Tamil)

Hand hanging down loose
Marks of Great Beings

Seated pose with the one leg folded on the seat and
the other hanging in a majestic pose like a rajah

Crocodile

Ear ring (ornament) in the shape of crocodile
Arch with the decorative carving of a crocodile
Crown

See Tali

Ritual chants to God

Hip ornament usually worn by women

Rice ball usually sweet; can also be salty; eaten in
South India after offering as Naivedya to Lord
Ganesha

Liberation of the soul from the cycle of births and
deaths (reincarnation theory common to Hinduism,
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129.

130.

131.

132.

133.

134.

135.

136.

137.

138.

139.

140.

141.

142.

143.

144.

145.

146.

147.

148.

149.

150.

Mruga

Mudra

Mukha linga

Mukkudai (Tamil)
Mula Nayaka
Murugan (Tamil)

Muyalakan (Tamil)
Apasmara (Sanskrit)

Naga
Nagarajas

Naivedya

Nilakanta

Nritta

Nrittamurti

Nupuras

Padasaras (Padasaraas)
Padma peetah

Panchamahabhootha

Parasu

Parivara devata
Pasa

Patra kundalas

Patta (Tamil)

Buddhism and Jainism and religions of Indian
origin)

Antelope

Sign usually shown on the fingers of the hand or
sometimes by pose of the body

A Sivalinga with a face depicted on the cylindrical
surface instead of the usual plain cylindrical surface
only.

triple umbrella
Main Deity (also Tirthankara)
The most beautiful and the valiant

Demon of ignorance

Serpent
Cobra considered to be the King of serpents

Offering of food to Gods; they do not eat but they
take the spirit in the physical form

Blue neck (One of the names of Siva)
Dance

A master of dance

Anklets

Anklets

Lotus pedestal

Five elements - earth, water, air, fire and ether
(akasa)

Axe

Associated deity

Noose

Ear ring in the shape of palmyrah leaf

The base band below the crown
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151.

152.

153.

154.

155.

156.

157.

158.

159.

160.

161.

162.

163.

164.

165.

166.

167.

168.

169.

Pattam
Peetah

Pitambara

Prabavali
Prabha
Rajaleelasana

Rajo guna

Ratna kundalas
Rishaba
Rishi

Rudraksha
(Rudraksham - Tamil)

Saiva Agamas

Sakthi Ayudha

Samabhanga
Samadhi
Samharamurti
Samsara
Sandhya

Sangam (Tamil and Sanskrit)

An ornament
Base

Yellow silk garment worn by Vishnu usually as Dhoti
or worn as upper garment

Arch above the icon or deity
Circular arch
A pose like Maharaja Leelasana

The middle state of mind where the ego persists -
both good and bad exist.

Ear rings with precious stones set in them
Sacred bull
Sages with spiritual powers

Sacred seed of the Rudraksha (like rosary) tree
(Elaeocarpus sphaericus) worn by Saivites

Texts of rituals governing temple worship in Saivite
temples

A long rectangular shaped weapon with a triangular
end given by Goddess Parvati to her son Subrahmnaya
in order to kill the demon Surapadma

Standing erect

Trance (Tamil and Sanskrit)
Terrifying aspect (destroying aspect)
Worldly life

Evening

Society - Here it refers to Tamil Literary Society of
poets which developed Tamil presided over by the
Pandya Kings - There are three Sangams, the first
two considered Pre-historic and the last historic.
Earlier historians used to date it from 2" Century
BC to 2nd Century AD. Now, we have evidence to take
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170.

171.

172.

173.

174.

175.

176.

177.

178.

179.

180.

181.

182.

183.

184.

185.

Sangeetha Mandapa

Sanghati

Sankha

Saranga

it nearer to this traditional history dating of 1000
BC (See Underwater Archaeology, a paper in the
Museum’s Journal - April 2002 - September 2002
for more details).

Hall where music concerts are held

Upper garment cloth worn in folds by Buddha and
the Buddhist monks, usually seen in Buddha paintings
and sculptures

Conch

Bow

Sardulas (North Indian Sanskrit) See Yali (South Indian Sanskrit)

Sasikala

Satva guna

Sendu (Tamil)
Silpasastras

Simha karna

Simha mukha
Simhasana

Siraschakra (sira chakra)

Skanda
Skandhamala
Sraddha

Crescent moon

The highest state of mind where noble thoughts
and good alone exists.

A stick with a crooked top
Treatises regulating the shapes of sculptures

The fingers of the hand folded such that the little
finger points outward, the ring finger is folded
inward, the middle finger is pointed in the downward
direction, the index finger is held like the little
finger but points slightly downward and the thumb
points straight. Literally it means leonine ear; the
hand is held in an attitude of beckoning or to hold
something usually a flower like lotus or lily;

Face of the lion
Throne

Ornament worn on the back of the hair-do (or) Hair
clip on the back of hair plait

The transcendent
Shoulder tassels

A ritual conducted on the anniversary of the death
of ancestors
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186.

187.

188.

189.

190.

191.

192.

193.

194.

195.

196.

197.

198.

199.

Sri chakra

Srivatsa
Stapathi

Stupas

Suchi mudra

Sudarshana

Sukhasana

Svarnakarshana bhairava

Svarnavaikakshya

Tali (Tamil) Mangala
Sutra (Sanskrit)

Tamo guna

Tandava karanas

Tarjani mudra

Tengalai namam

A complicated geometric figure consisting of two
equilateral triangles; these figures have mystical
qualities and are held to be able to communicate
and bring the benediction of the concerned gods
to the place or person which / who has this
figure. Usually portrayed on copper probably to
get increased electrical conductivity since it
connects with the cosmic and geo-magnetic field.

Triangular mole representing Goddess Lakshmi

Master of traditional architecture or sculpture

A hemispherical dome - derived from the Sanskrit
root - “stup” to collect and means heap or mound
usually containing relics of the Buddha

Index finger in the pose of pointing at something

Name of the Chakra of Lord Vishnu; personified
as Sudarshana Alwar in several sculptures in
anthropomorphic form

All these are males in seated pose with one leg
hanging down. For females in a similar pose, the
word lalitasana is usually used.

A bhairava who is prayed to when wealth is sought
quickly

A type of Channavira

Sacred thread or chain tied around the neck of a
bride at the time of her marriage by the bride-
groom to signify the Sacred tie of marriage

Base instincts, thought and action

Classical dancing poses described by Sage Bharata
in his book Natya Sastra (code on classical dance)

Index finger pointing above

Y shaped as against the U shape of the Vadagalai
namam
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200.

201.

202.

203.

204.

205.

206.

207.

208.

2009.

210.

211.

212.

213.

214.

215.

216.

217.

218.

Thevaram and Tiruvachagam Tamil devotional hymns to Siva

Thiruvasi (Tamil)
Prabavali (Sanskrit)

Tilaka

Tirthankara

Todus (Tamil)
Tomara

Tribhanga

Tridanda

Trinetra
Trisula

Trivali

Udarabandha
Udukkai

Ugra

Upadesa mudra

Upanishadic

Upavita

Uri (Tamil)

Urdhvajanu (Saivite)

The arch around the icons

Vermilion mark in the centre of the forehead of
unmarried and married ladies and all men. Not to
be used for widows.

Jain Saint who has reached the highest state of
spiritual evolution

Ear ornaments
Club

Body bent (flexed) three times at the knee, hip and
neck

Saintly Mendicant’s staff in the shape of a straight
stick on top of which is attached a U shaped bent
stick in order to place the hand while in meditation

Three eyes
Trident

Three folds of the skin on the stomach at the narrow
waist portion usually seen in Parvati genre bronzes

A band of silk or gold thread worn on the stomach
Kettle drum

Angry

See Jnana mudra

(Commentaries on the Vedas) philosophic works in
Sanskrit considered to be some of the most
advanced meta-physical thought known to mankind

Sacred thread

Rope tied in the form of a rack in which pots can
be kept

leg raised to the level of thigh
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219.

220.

221.

222.

223.

224.

225.

226.

227.

228.

229.

230.

231.

232.

233.

234.

235.

236.

237.

238.

Urna

Urumala

Usnisa

Utkutika

Uttama

Uttariya

Uzhavara Padai (Tamil)

Vadagalai namam

Vahana
Vajibandha (Bajibandha)

Vajra Ayudha

Valampuri conch (Tamil)

Valamsuli Vinayaka (Tamil)
Valayas (Tamil and Sanskrit)
Vamana

Varada

Varaha
Vastra

Vatuka bhairava

Veena

Curl of hair between the eyebrows of the Buddha

Thigh ornament

A flame like protuberance on the head of the
Buddha, a symbol of wisdom

Raising a leg, with the other leg hanging down
Mark of the greatest

Cloth folded around the body used as upper garment
Spud

Mark on the forehead in the shape of U usually worn
by Vaishnavas

Vehicle
A type of keyuras

A weapon portrayed as shaped like two trisuls

placed one pointing upward and the other pointing
downward; the weapon of Indra, the chief of the
Devas - thunderbolt

Conch with whorls rising to the right and coiling
in an anti-clockwise direction

Ganesa with his trunk turned to the right
Bangles
God Vishnu in his incarnation of a dwarf

Open palm pointed downwards in pose granting
boons

Boar
cloth

A Bhairava who is always depicted with a dog; he
was created by lord Siva to punish Brahma

String cum plucking musical instrument used in
Carnatic (South Indian) music
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239.

240.

241.

242.

243.

244.

245.

246.

247.

248.

249.

250.

Veerasana

Vel

Vismaya

Vrishabha
Yadavas

Yagna

Yagnopavita

Yaksha

Yakshi

Yali

Yoga

Yoga patta

Seated usually on a pedestal with one leg folded
and the other hanging down. This is distinguished
from Sukhasana by the presence of rigidity in this
posture

The spear

Hand held with fingures pointed upwards as if
holding something - a pose (mudra) to show wonder

See Rishaba
Cowhard clansmen of Lord Krishna

Ritual sacrifice in which oblations are poured into
a sacred fire. The altar is constructed in accordance
with principles of advanced mathematics and
represents a high level of philosophical thought.
The oblations are carried to the Devas or Gods in
the form of spirit or ether. Vedic mantras are
chanted appropriate to each yagna

Sacred thread

Tree spirits were called Yaksha initially;Male
attendant deity of Tirthankara in Jain context;
attendant deity of the Buddha; in Hinduism later
they are considered as demi-gods

Female counterpart of Yaksha

Mythical animal - yali figure (mythical animal with
the face of a lion and the trunk of an elephant -
some say they existed but are now extinct)

Meditation

A band used by great teachers to keep their legs in
a particular pose during their yoga practice
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ADDITIONAL GLOSSARY FOR THESELLURBUDDHIST BRONZES

Abhaya
Ado-dala

Ahayavarada

Anda

Anjali

Arhat

Ashttadala
Bindu
Chamara
Chivara
Dala

Dana

Devas
Dharmachakra

Ekajanukramasana
(Vinati mudra)

Harmika

Jagati

Protection
Lower petal

The poseofinvitingthe devoteesbythedeityinorder
toconferboonsonthem.

The hemispherical partofthestapa, restingonthe
cylindricaldrum

Pose of worship

An ArhatisaBuddhistsaintorJainsaintwho has
attained liberation fromthe cycle of Birth and Death,
generally through living a monastic lifein
accordance withthe Buddha's orJainteachings.
Eight petalled

Dot mark onthe forehead

Fly-whisk

Mendicant'sormonk's robe usually Buddhist

petals

Giving orextending aboonusually Dana Hastaor hand
givinga boon

Demi-godsorcelestials

Wheelof Dharma orrighteousness

In this posture, one of the knees is placed firmly on the ground
and another knee is raised, so that its foot is firmly planted on

the ground. It shows obeisance in prayer,

A small railing-like structure enclosing
the umbrellas crowning the stupa

Moulding of the base, or of the pedestal of an idol; a class of
buildings; platform
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Jatibandhana
Kachcha

Kampa

Kantta

Kantti

Karnika

Katisatra
Kirita makuta

Kumuda

Lokesvara
Mancha
Manibandha

Nagapushpa

Fixing the image on the pedestal with a special epoxy
pleats

A fillet, a small flat band which occurs chiefly between
mouldings to connect or separate them. Of all the rectangular
mouldings, it has the least height. Its projection, though generally
equal to its height, frequently varies according to the position of
the principal members, which it is employed, to connect or to
separate. It answers in every respect to the fillet.

Neck, throat; also called ‘gala’, 'gnva,' 'kandhara', meaning literally
the neck or throat. This is a quadrangular moulding, sometimes
square and sometimes rectangular. When employed in pedestals
(see the lists of mouldings under Upapeetah), it is made very high
and it resembles the dado (or the portion of a pedestal between its
base and cornice, also applied to the lower portions of the walls).
But everywhere else it serves as a neutral member from which the
projection of the rest of the mouldings are generally measured.

Neck ornament

Generally implies a crowning projection and resembles the cornice,
i.e. the crowning or upper portion of the entablature, a creeper-like
ornament.

belt

crown, bulbous - conicalin shape.

The water-lily. A semi-circle projecting from a vertical diameter. It
is chiefly employed in cornices and bases. It corresponds with the
astragal (a small circular moulding ornamented with a bead or reel),
or with torus (a large convex moulding used principally in the bases
of columns). In bases, it may be triangular or hexagonal.

Lord of the world; in this context Buddha to be.

Lower seat

wrist band

Atypeof flowerheldinthehand by Lokeswaraand
otherBuddhas to be.
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Netrasutra

Padavalayas

Padajala

Padma peetah
Pallava mudra

Parinirvana (Maha Parinirvana)

Paribhojika

Pattika

Prasarasana

Purima
Samapadasthanaka
Sanghatti

Saririka

Simhasana
Siraschakra
Skandhamalas

Tala

measurementdenoting the placement of siraschakra
behind atthe level of the eyes

Atypeofankletwithabroadband

Anothertype of anklet with gapsinbetweenthe
designonthe base broadband

Lotus pedestal

Hand held like the open petalsofalotus flower

The end of all rebirths. When the Buddha died, he did
notdieanordinarydeathtobefollowedbyrebirth;
his death wastheend ofallrebirths because he had

achieved complete enlightenment.

Things used by the Buddhaonwhichthestupais
raised.

Fillet

Isthesitting posture generallyapplicable forthe
seated female divinities. Theiconisdepicted as
seated well withboththelegsletdown comfortably.
The Buddhais depictedinAcc. No.1931/2011
Atypeofornamentresembling the keyara

Standing erect

Mendicant'sormonk's lower robe

Inthe Saririkatype of stapasome of the bones or hair
pluckingoranyotherresidualthing (relic) of the
persononwhomthe stipaisraised willbe placed.
Throne

Aroundornamentatthe backofthe head

Shouldertassels

measurement
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Uddhesika

Upadala
Upadésa
Upana

Upapeetah

Urassatra
Urdhvadala

Urdhvapatti

Urna
Urudama
Ushnisha
Utsavavigraha

Uttariya

Valaya

Varada

Vinati mudra

Remindersorrelics of the Buddhaonwhichthestupa
israised

Additional petal

Explaining oraddressing

The base, the plinth, the basement.

This pedestalisthe lowestdivisioninanorder of
columns, called also stylobatesand stereobates. It
consistsof three principal partsthe die, the cornice,
andthe base.

Chest band

Upperpetal

The flat band onthe base-thetopmost
just below the icon proper.

Marks on the forehead

A band ornament on the thigh from which festoons hang
Cranial protuberance

Processional icon

An uttariya is a piece of dress in India. It is scarf-like, and
descends from the back of the neck to curl around both arms,
and can be used to drape the top half of the body. It is usually
made of fine cotton, but almost never of silk.

bangle

Blessing and granting boons usually open palm held pointing
downwards

See Ekajanukramasana

345






	Table of Contents

