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Introduction 

  

The period between the latter half of the sixth and first half of the tenth century A.D., an 
interval of four hundred years, marks an important epoch in the history of South India and its 
culture. Three important dynasties viz., the Chalukyas of Badami, Pallavas of Kanchi and the 
Pandyas of Madurai rose to power. Alongwith their paramount authority the revival of Hinduism 
was also heralded. These dynasties were the great contributors to the development of art and 
architecture in their respective regions. In fact they were also rivals in the realm of art, not as the 
destroyers of each other’s art productions but as patrons. Their keen competition paved the way 
to the affluent output of permanent artistic monuments in stone. The Pallavas of Kanchi became 
the central power geographically, politically and culturally. They developed for the first time 
architecture and sculpture in the hard rock, in this area. The Chalukyas and the Rashtrakutas 
continued the pre-existing tradition of rock-cut art. The Pallava art stood distinct in contemporary 
Styles in material and technique. 

The Pallava sculptures are scattered in various places in Tamilnadu’ (Madras state) viz., 
Mandagapattu, Trichinapalli, Siyamangalam, Singavaram, Mamallapuram, Kanchipuram, 
Kaveripakam, Tiruttani etc. Most of these places are in South and North Arcot districts. But 
Most interesting places of sculptural importance are Mamallapuram and Kanchipuram where the 
Pallava_ artists deliberately and Significantly carved the figures by singular concentration and 
inspiration. Especially Mamallapuram is a source of perennial inspiration to the artists and a 
place of pilgrimage to the art lovers. The rich patronage and encouragement of the cultured kings as well as revival of Saivism and Vaishnavism created an atmosphere where art could thrive. The inspirational surge would have Swept over the artists like a tidal wave and their process of creation would have been an intense delight. The result is highly remarkable. Not only were the unknown 
selfless artists perfect in transmitting their inspiration into effective expression with mastery of 
technique, but they were well versed in the language and had a keen sense of observation also. 
The Mamallapuram sculptor reveals the man’s attempts to unveil the secrets of the spirit with the chisel and he left behind his discoveries ingrained in rock that is born in his soul which is an outflowering of the eternal rhythm. . 

_____ This sea port city is variously called Mamallapuram, Mahabalipuram, seven pagodas etc. It is said that the mythical legend of Balichakravarti took place here, hence this place is called 
Sundari eho nother name Mamallapuram or Mahamallapuram is mentioned in the Avanti 
the word. Ma we re ey this place is famous for great fighters which is the meaning of 
constructed he “a is the currupted form of Mahamalla. Another version Says that this city was 

y the great warrior Narasimhavarman I with the title Mamalla and hence it was
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named, Mamallapuram. But it is proved by the Avanti Sundari katha written by Dandi during 

the reign of Simhavishnu that this port city is pre-Narasimhavarman I but it acquired fame during 
his reign by his indomitable and creditable performances. Now both names i.e., Mamallapuram 
and Mahabalipuram ate in practice. 

The phrase ‘seven pagodas’ was probably used by the foreigners who came by the sea. 

According to some people the shore temple is one of the seven, the remaining six are under sea 
‘level. But no one has seen them. Others say that the five Rathas plus the monolithic lion and 

elephant constitute the seven pagodas. Anyway it is a somewhat vague term. There is a cluster of 
prominant buildings. Probably these buildings were seen as a landmark from off shore and that is 
perhaps how the phrase originated during the days of the early European navigators; this place 
now is generally called Mahabalipuram. 

A number of sculptures were executed in relief on the Rathas, in the caves and Mandapas 
and also on the open boulders. All the figures are in situ. Nearly thirty or thirty five figures are 
on Dharmaraja Ratha and Arjuna Ratha and others are in caves and the Mandapas, i.e., 
Mahishasuramardini cave, Adivaraha cave, Trimurti cave, Krishna Mandapa and the shore temple 
exhibit a number of beautiful figures. 

Kanchipuram had been the capital city of the Pallavas throughout their hegimony, situated 
forty miles from Madras in ‘South Arcot district and is one of the holy places of India. It has 
always been a great seat of learning. This is a meeting place of various religious creeds; the Vedic 

~ professors lived side by side with Jain and Buddhist priests. It is praised by Kalidasa as 

Nagareshu Kanchi.’ The great position was attained by the Kanchi under the orthodox rule of the 

Pallavas and mainly through Saivism which they propagated and favoured. The later Pallavas. 

since Rajasimha started to embellish their capital city by a number of temples. Rajasimha con- 

structed the Kailasanath temple, according to the inscriptions inscribed on the walls of the temple. 

It is the repository of the Saiva iconography. The walls of the main temple and the prakara also. 

are filled with reliefs showing Siva and his forms. Another important edifice is the Vaikuntha 

Perumal temple which is dedicated to Vishnu whose sponsorship is attributed to Nandivarman 

Pallavamalla. This is a three storied building showing a further advanced step in the temple 

architecture. On the walls of the Garbhagriha certain Vaishnava legends are illustrated as, the 

boar incarnation. Narasimha, Samudramanthan, the distribution of Nectar by Vishnu in the guise: 

of Mohini, etc. In the cloisterry some important episodes of the Pallava geneological history viz.,. 

the coronations of the various kings, the death of Mahendravarman III, the coronation of 

Nandivarman, the war with Chalukyas etc., are inscribed. Dance scenes, wrestling matches, etc. 

are also illustrated. ப. 

Mandagapattu, Dalvanur, Mamandur, Siyamangalam, Trichunapalli etc. exhibit the early 

Pallava sculptures ie., the Mahendravarman period. These rockcut caves and Mandapas are 

examples of Mahendravarman’s ambitious desire to gain esteem by some extravagant device to 

create something new. These caves contain very few sculptures, VizZ., certain Dyarapala figures, the 

Gangavatarana scene in Trichunapalli, Durga in Singavaram. Certain later Pallava figures of the 

Aparajita period, are available from Kaveripakkam and Tiruttani where Brahma, Vishnu,’ Surya 

and Saptamatrika group are sculptured.
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Number of scholars like Jouvean Dubreuilin his Pallava Antiquities : Longhurst in his 
Archaeological Memoirs; O.C. Gangooly and Goswamy in his Pallava Art; K.R. Srinivasan, in his 
The Cave Temples of the Pallavas; Alexander Ray, in the Imperial Series about the temples of 

Kanchi, C. Minakshi in her Historical Sculptures of Vaikuntha Perumal Temple, discussed 

variously. Later K. Nilakantha Sastri, C. Sivaramamurti, H. Zimmer, | Father Heras, T.N. 

Ramachandran, J.Ph. Vogel, Krishnaswami Aiyangar, Hultzsch etc., contributed in the field of 
Pallava architecture and sculpture. Most of these scholars have taken much interest to allot the 
Pallava monuments among the rulers of the Pallava dynasty mainly based on the epigraphical 
grounds, i.e., the titles which the rulers adopted like Atiranachanda, Atyantakama etc., adopted 
equally by Paramesvaravarman, Rajasimha etc. 

Dubreuil tried to assign the Rathas and the Mandapas of Mahabalipuram to the period 
anterior to that of Rajasimha posterior to that of Mahendravarman I. He stated that the 
Atiranachanda Mandapa at Saluvankuppam belongs to Rajasimha and he also ascribed the shore 
temple, Olakkanath temple and Mukundanayanar to Rajasimha. He accepts the great bas relief 
as the descent of the Ganges. He says about the art of Mahendravarman I (610-630 A.D.), that 
it had the origin from the Telugu country i.e., the Undavalli caves of Vishnukundins. He also 
enumerates the style in four phases as follows :— 

Mahendra 600-630 A.D., Mamalla 630-668 A.D. 
Rajasimha 690-715 A.D., Aparajita 870-890 A.D. 
Longhurst has also shown much interest in architecture. He stresses the similarity between 

the great bas relief and the Isurumiya reliefs at Anurathapura and identifies it as Brahma Kapal in 
the Himalayas. However, he is not sure about the Telegu origin. He expressed his doubt about 
attributing the Undavalli caves to Vishnukundins. 0. Gangooly and Goswamy attribute most of 
Mababalipuram works to Narasimhavarman I Mamalla and there is a possibility that Mabendravarman and Simhavishnu may have had a hand in it. They identify the portraits in the 
Varaha cave temple as those of Simhavishnu and Mahendravarman I and the great bas relief as the 
descent of the Ganges. 

Alexander Ray discussed only the architecture of the temples of Kanchipuram. K.R. Srinivasan’s book The Cave Ti emples of the Pallavas is somewhat comprehensive as he has given equal importance to architecture and sculpturs. He deals with the origin from Mahendravarman I and the evolution upto Narasimhavarman. He remarks that the Pallavas are the first extensive initiators of granite stone for sculptural cum architectural purposes and he identifies, the portraits as Narasimbavarman I and Mahendravarman I. He attributes the Atiranachanda Mandapa to Rajasimha on stylistic grounds. 
A.K. Coomaraswami, Nilakanthasastri, Zimmer Rowland and Stella Kramrisch agree that the great relief is the descent of the Ganges. Sivaramamurti, T.N. Ramachandran identify it as Arjuna’s penance and Sivaramamurti ascribes of the monuments, of Mahabalipuram to ‘Narasimhavarman I whose image he says is sculptured on the Dharmaraja Ratha and the figures in Varaha cave temple he identifies with Simhavishnu and Mahendravarman I, Father Heras says that Mahendr avarman I built Varaha cave I and he identified the two portraits as Simhavishnu and Mahend ravarman I, he also attributed Dharmaraja Mandap, Kotikal Mandap at Mahabalipuram to Mahendravarman I. In conclusion he says that the mo 

royal 

nuMents
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started by Mahendravarman and Narasimhavarman finished by Paramesvaravarman 1 who 

inscribed his name as Atyantakama Paramesvaravishnu griham and he also attributed Ramanuja 

Mandap and Ganesh Ratha to Paramesvaravarman I. Very few books are available on the art of 

‘the later Pallavas i.e., the works at Kanchipuram. C. Minakshi took pains to identify the figures 

engraved in the cloister of Vaikuntha Perumal temple. 

With the help of the works of all these great scholars I have tried to give a stylistic analysis 

of the Pallava sculpture, its aesthetics technique and the themes. This study covers the span of the 

Pallava period. The originator of Pallava art is Mahendravarman I. This is the first phase of 

Pallava art dating from 610 A.D. to 630 A.D. The second phase which attains maturity falls in 

Narasimhavarman I’s period since 630 to 700 A.D. During this period three kings ruled: 

Narasimhavarman, Paramesvaravarman I and Mahendravarman II. Paramesvaravarman I also 

followed the same style and he brought about completion in some of the unfinished works of his 

predecessors while he caused to be executed the Ramanuja Mandapa and Ganesh Ratha. 

The third phase started with Rajasimha from 700 and lasted upto 790 A.D. that is the reign. 

of Nandivarman. Rajasimha’s son Mahendravarman I1 who died before winning the throne and 

probably ruled along with his father, constructed the Mahendravarmesvara temple. Then came 

Nandivarman the next important king. He ruled for a long time but his rule was full of wars and 

internal unrest. Nevertheless, he paid attention towards art and built the Vaikuntha Perumal 

temple. 

Rajasimha changed the traditional rock-cut technique and initiated a new structural style in 

architecture and sculpture. This period is famous for its enormous output of sculpture on the 

walls of the temples but it lost the virility and lyrical qualities of the previous phase. The decline 

in sculptural quality which started in this period reached its final stage in the Aparajitavarman 

period. This is the last stage of the Pallava sculpture when it was gradually overwhelmed by the 

Chola traditions at the end of the eighth century and lost its own identity. 

The Pallava sculpture started from Mandagapattu Lakshitayatana cave temple where 

Mahendravarman anounced that he had constructed without mortar. He had taken the idea of 

hewing out of rock boulders from Undavalli the Vishnukundin caves. His carvings are scattered in 

various places including Mahabalipuram. The Pallava sculptural style was started and developed 

by him. However very few examples were sculptured during this period. The Gangadhara panel 

of Lalitankura cave temple from Trichinapalli, the Durga from Singavaram and the portraits of 

Simhavishnu and Mahendravarman are remarkable instances of the period. Started from 

-Lakshitayatana cave temple the style progressed from cave to cave. Till the style reached 

Kuranganilmuttam the figures became slim and so that some of the dvarapala figures resembled 

the Padmapani Bodhisatva of Ajanta in its articulation, and gesture. This style reached maturity 

in Trichinapalli which became a proto-type for Narasimhavarman’s large compositions. The 

Mahendravarman’s style is simple, vigorous and ingenious. The delineation of the figure is natural 

and realistic. They derived simplicity of Vishnukundin sculpture and also some of other motifs 

like the horns of the dvarapalas and the standing position etc. In the Avanibhajana cave temple 

the figures are carved on the pillars like in the Undavalli cave where certain figures appear on the 

pillars. Some of the architectural decorations. like the Makara Torana on the niche and lotus
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blossoms on the pillars derived from Amaravati and the pillars, brackets and the Kudus on the 

facade were derived from Mughalrajapuram caves. 
In the Narasimhavarman period the Vengi idioms are closely followed. The articulation of: 

the figure, female as well as the male that is, their elongated limbs, their thin legs and the hands, 

the tapering thighs, the narrow waist etc. show progenity in style with carvings at Amaravati and 

Nagarjunikunda. Just as his father was impressed very much by the Vishnukundin caves he 
admired the imposing beauty of the sculptures of the Badami caves of the western Chalukyas. 
Though he was impressed by their ideas his work is not a case of pure imitation. Narasimhavar- 
man’s artists poured their originality and maintained sanctity of the pristine stories from 

mythology which they handled with command. The same scenes like Trivikrama, Varaha etc., 

were carved in Badami Undavalli as well as at Mamallapuram. Similarly this period shows 

architectural forms especially certain ornamentation of the pillars derived from Badami only that 

these are less decorative than their originals at Badami. Here the Pallava sculptural style reached 
its maturity and determined a style peculiar of its own. Another problem which we have to deal 
in connection with the sculpture during the Narasimhavarman period is the sponsorship of 
Mahabalipuram whether Mahendravarman or Narasimhavarman I. Evidences based on Dandis 
Avantisundari Katha prove that this is pre-Narasimhavarman site while the extent architectural 
evidences suggest that most of the examples were Mahendravarman’s work as stated above. 

Then comes Rajasimha, who started structural style in architecture and the figures extended 
over several courses of masonary, plastered to hide the joints and then were painted. This plaster- 
ing is very inapt, because it was applied indiscriminately so that the original modelling is replaced 
by a flat and thick coat of mortar. Possibly several layers of plaster were applied in later times 
and therefore it is hard to judge the effects'of the original plaster. Any way, application of plaster 
on the carved stone shows the decline of the Pallava sculptural glory. 

After Rajasimha, confusion and unrest prevailed in the Pallava dominions. Mahendravar- 
man III died as the heir apparent. Next came Paramesvaravarman who died without any issue 
having barely ruled for three years. A collateral branch succeeded him but soon anarchy prevailed. 
Nandivarman among the later Pallavas had a long rule; He constructed the Vaikuntha Perumal 
temple. Architecturally it is the final stage of the Pallava style but sculpturally it is not so 
important. The sculptural panels in the cloisters are devoted to illustrate the Pallava geneological 
table and historical events connected with them. Incarnations of Vishnu are shown on the walls of 
the main temple but at present they are all white-washed and are not clear. 

Once again after Nandivarman confusion and anarchy prevailed. Internal unrest was created 
by the dynastic wars. Powerful neighbours took advantage of the internal disturbances. Aparajita 
had to face all these troubles. In spite of all this he tried to revive the past glory. ‘He constructed 
a few temples; the Virattanesvara at Tiruttani shows his best attempts to regenerate the Pallava 
sculptural style, which at that stage was much influenced by the western Chalukya, eastern 
Chalukya, and Rashtrakuta styles. This style shows approximity with the Chola tradition with 
which it finally merged along with the Pallava dominions.
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The Political Background 

  

Starting from 200 A.p., Pallava power gradually rose to a mighty empire in South India. 
Its glory reached its zenith in seventh century Aa.p. Thenceforth began its decline and after 

ninth century A.D., it was no more. For the period from 200 to 350 a.p., the sources of 

Pallava history are very meagre. We have to depend only on three Prakrit charters. These are 

the Harahadagalli’ plates of Yuvamahiaraja Sivaskandavarman who is stated to have per- 

formed sacrifices, such as the Agnistoma, Vajapeya and A’vamedha, and the Mayidavolu plates” 

of Vijayaskandavarman. On palaeographical grounds we can assign the date as the first half of 

the fourth century A.D, Another chart was issued by Buddhavarman’s wife Charudevi from Darsi.* 

We possess very little information about the Pallava history before the time of Sivaskandavarman; 

we only know that his father was Sitahavarman. Furthermore, as Sivaskandavarman is designa- 

ted as Yuvamaharaja (the crown prince) in the Prakrit inscriptions of Sithhavarman from Gun- 

tur District! and those found at Harahadagalli. The Vasanta grant° issued during the nineteenth 

year of Sirnhavarman mentioned his father and grand-father as Skandavarman and Viravarman 

respectively. The Allahabad PraSasti of Samudra Gupta refers to one Visnu Gopa of Kaiichi 

whom Samudra Gupta attacked®. This ruler of Kafichi evidently was one of the Pallava kings, 
and probably a descendent of Skandavarman in the fourth century A.D. However, we find a 
dark period in the Pallava chronology after Visnu Gopa. 

The next stage in the annals of the Pallava rule is revealed by a dozen or so copper 

plates inscribed in Sanskrit. But the relation between the Pallava kings of the Prakrit inscriptions 
and of Sanskrit charters is far from clear. Meanwhile an important synchronism is supplied by the 
Lokavibhaga,’ a Digambara Jain work by Sitbhasiiri. One Sarvanandi, who is mentioned there, 

1. Hirahadagalli Plates, E.f., Vol. I, pp. 2-10. 

2. Ibid., Vol. VI, pp. 84-91. 

3._Ibid., Vol. VI, pp. 143-46. 

4” Manchikallu Inscription of Sithavarman, ibid., Vol.XXXII, pp. 87-90. 

5. Copper Plate Inscriptions of the Andhra Pradesh Government Museum 1, pp. 211-38, Silver Jubilee Volume of 

the Archaeological Society of South India (1962), pp. 85-96.’ 

Cited by T.V. Mahalingam, Kdfichipuram in Early South Indian History (Bombay, 1969), p. 26. 
6. Fleet, Gorpus Inscriptionum Indicarum, Vol. If, Gupta Inscriptions, p. 6.ff. 

7. Discovered and noticed by R. Narsimhacharya in M.A.R. for 1909-10, p. 45 and Fleet, J.R.A.S., 1915 pp. 471-75,
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king of Kafichi’’. This proves the year-458 A D, as the initial date of the reign of this ruler. No 
further information about this king has been given. All these charters either in Prakrit or 
Sanskrit are in the form of-grants. We find no mention of political activities of the Pallavas 
from 350 to 500 A.D. in those and therefore we have hardly any knowledge of them. Probably 
during this period the Pallavas were engaged in conflicts with the southern Tamil powers, 
because the Veltirpdlaiyam plates! describe Buddhavarman as “The submarine fire to the 
ocean of the Chola army”. Most probably, the Pallavas were acting as feudatories_of_theSata- 
vahanas. They followed the administrative and the religious systems of the Satavahanas. With 
the fall of Satavahana empire all their feudatories declared their independence and Sithavar- 
man the father or Sitnhavisau started the best known line of Pallava rulers towards the end 
of the sixth century A.D. 

The sources of information for this historical period dating from 575 to 900 A.D. are very 
wide. Many inscriptions on stone were edited by Hultzsch, Venkayya, Fleet and others. Nearly 
one hundred records connected with the members of Simhavisnu’s dynasty were discovered. 
Most of them bear the regnal years of succeeding kings in this line, The earliest records were 
found in the cave temples of the South Arcot district, Trichinapalli and Chengalput districts and 
were dated in the reign of Mahendravarman I. The others were found in the structural temples 
at the “Seven Pagodas” and at Kafichipuram in Kailasanath and Vaikuntha Perumal temple 
and the rest were distributed in various villages. . 

THE LITERARY SOURCES 
Tevaram “the hymns of Siva” by the great Siva devotees of Appar, Sambandar and 

Sundarar and the Vaisnava text Na@layiradivya Prabandham? belong to this 
the Sanskrit work Mattavilaisa Prahasana? 
the outstanding classics of that period. 

Out of the above list the hymns of the saints 
political events. The Mattavilasa Prahasana incidentall 
religious atmosphere in K4aiichipuram; for example, it states the rivalry between Kapalika and a Sakya bhiksu and settlement by a Pasupata. The mention of these people in Kafichipuram by Mahendravarman I strengthened the statement of Hiuen-Tsang regarding the existence of Buddhist Vihdras in Kafichi in 640 a.p. It shows that Buddhism flourished there till at least 
seventh century A.D, 

From the days of Simhavisau, that is ths 
throne remained in the hands of his direct 

period. Similarly, 
written by Mahendravarman I is stated to be one of 

hardly mention contemporary life and 
y throws light upon the contemporary 

third quarter of the sixth century A.D., the Pallava 
Successors, for a period of 125 years. We do not 

1. SLL, VoLIL, Part 5, p. 508 ff. 
2. Nalayira divya Prabhandham, written by the celebrated scholar and Saint Tirumangi. Alvar, contemporary of Nandivarman I. Gopalan, The Pallay, , 

ar as of Kafichi (Madras, 1928), p. 130. 
3. Mattavilasa Prahasana, Trivandrum Sanskrit Series, No.LV (Trivandrum, 1917), p. 3.
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know what position the members of the collateral line such as Bhimavarman, Buddhavarman, 
Adityavarman, Govindavarman and Hiranyavarman’ held. They evidently occupied subordinate 

positions, as the Viceroys under these kings. Not until we come to the days of Parameévaravar- 

man II in the beginning of the eighth century do we find a descendent of Bhimavarman, the 

younger brother of Simmhavisnu, effecting a change of dynasty by succeeding to the Pallava 

throne. The line of Pallava kings from Sitmhavisnu is as follows: 

1. Simhavarman 580 to 586 4D. 

  

2. Sirnhavisnu Bhimavarman 
586 to 610 A.D. | 

| | 
3. Mahendravarman I Buddhavarman 

610 to 630 AD. | 

4, Narasimhavarman I Adityavarman 
630 to 668 A.D. | 

5. Mahendravarman 11. Govindavarman 
668 to 669 A.D. | 

6. Paramesvaravarman ந Hiranyavarman 
669 to 691 A.D. 

| 
7. Narasitnhavarman II 690 (691) to 728 (729) A.D. 

(Rajasitnha) 

  

Mehendravarman lil 8. ParameSvaravarman II 
்... * 728 to 731 A.D. 

9. Nandivarman IT 
731 to 796 AD. 

| 
10. Dantivarman 

796 to 846 A.D. 

11. Nandivarman ITI 
846 to 869 A.D. 

| 
  

| 
12. Nrpatungavarman 13. Aparajita 

869 to 895 AD. 895 to 913 A.D. 

1. These names are mentioned in Kasakkudi plates. S.L.J., Vol., Part 3, pp. 346-53.
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எ வண the son of Simhavarman! was the Virtual founder of the imperial alla 

ower. He was also known as Avani Visnu or Living Visnu on earth who waged wars தவம் 

the Cholas the Pandyas and their other allies. He advanced as far as the delta of the river Kaveri 

and annexed that part of the country to his dominions. He was a worshipper oe i a 

yendriyam’ plates of Nandivarman If clearly call him “Bhaktyaradhita Visqu [ப்] av au 

(Simhavisnu who worshipped Visau in devotion). None of the temples that this sovereign ms 
tructed has been discovered as yet, though Prof. J. Dubreuil suggested that the Siyamanga am 
cave temple which contains an inscription of Avanibhajana identified by Hultzsch with Mahen- 
dravarman I, might have been excavated by Sitahavisnu. His kingdom probably extended from 
Manali, a village near Tiruvorriyir which was called in ancient times ‘Sumbhavisnu Chaturvedi- 
mangalam”™ to Kanjanir in Kumbhakonam Taluk. A sculptural representation of this king 
attended by his two queens is found in bas-relief in the Adivaraha cave temple at Mahabali- 
puram (Mamallapuram). There is a label written in Pallava Grantha script as ‘Sisnhavisna- 
Pottrathi rajan’ (Simhavisnu the king and emperor of the Pallavas). 

MAHENDRAVARMAN I 
Simhavisau’s son and successor Mahendravarman I who reigned from 610 to 630 A.p.* 

was the most remarkable of the Pallava monarchs. At the beginning of his career, Pallava rule 
extended upto perhaps a little beyond the river Krishna and bordered on the kingdom of the 
Kandaras and Visnukundins. 

His rule witnessed the be 
the Pallavas, and the Pandyas 
of a humiliating defeat of Mahe 

ginning of the long drawn conflict between the Chalukyas and 
and the Pallavas. In the Aihole Prasasti®> a mention was made 
ndravarman I at his very capital Kafchipuram in the hands of Pulakesin II. According to the Kasakkudi plates a victory was won by Mahendravarman I at Pullalir. But it was not made clear as to who was the winner. According to Gopalan, they were the same Chalukyas. In the second place his reign synchronised with the religious activity of Saint Appar and the literary e forts of Bharavi in the field of Sanskrit. His government 

1. “Then from the Ki Ing named Sithhavarman who wiped off the pride of (his) enemies was born the Victorious Sithhavisnu whose prowess was widely known on Earth.” S.L.Z., 11, p. 510. The Indrapalanag ara copper plate inscription of the Visnukundin King Vikramendra Bhattdrakavarman I men- tions that he gained a victory over the Pallava King Sirhha (Varman) in S. 488=566 a.p, It appears that Sirhha- varman invaded the Visaukundin kingdom, but was defeated by Mailardaja, a Visnukundin subordinate. Later Vikramendravarman seems to have pursued the retreating army across the river Krishna and defeated Sithha- varman. Bharati, June, 1965, pp. 2-14; J.LH., XLILI, pp. 733-48 and also XLIV, pp. 684-91. T.V, Mahalingam, Op.cit., p. 53. 
2. S.LI., Vol. 1, pp. 74, 11, 120. 

. T. V. Mahalingam, Op. cit., p. 57, 
. Though the initial year of his reign cannot be definitely known, its closing year is suggested by the Badami ins- cription of his son Narasithhavarman I dated in thirt eenth year of his reign, which was equivalent to S. 565= 643. aD. LA., {X, p. 99; SLL, XI, No. 1. 

5. El, VI, pp. 8 and 11. 

ua
e
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facilitated peaceful pursuit of avocations on the part of his subjects. Considerable impetus was 
given to productions in the fields of drama, music, painting and other arts. 

Originally he was a Jain; it is said that he persecuted the other religions. It has been 

stated in the Periyapuranam that this conversion to Saivism was brought about by கறறக 

who was a great devotee of Siva. Later he executed the rock-cut Siva temples. He originated the 

practice of inscribing the epithets of the reigning monarchs on the pillars and walls of the 

various temples. Among other epithets this king assumed, a few interesting titles are: Gunabhara 

Purushottama, Satyasandha, Lalitankura Avanibhajana, Chitrakarapuli and Vichitrachitta, so on. 

He was not a fanatic. He hewed out a Visnau temple called Mahendravisnu Grha on the banks 

of Mahendra Tataka in ‘Mahendravadi’ near Arkonam which was discovered by Hultzsch.* The 

Mandagapattu inscription of this king for instance records the fact that the king ‘Vichitrachitta” 

or Mahendravarman I caused to be constructed a temple of Brahma, Isvara and Visnu without 

using bricks, timber, metal and mortar which may mean a rock-cut. He was the author of a 

work entitled Mattavilisa Prahasana in Sanskrit. This work describes the drunken rivalry of a 

Kapalika with a female companion, his falling out with a hypocritical Sakyabhiksu, believing 

him to have stolen his Kapala which had been carried away by a dog, his having recourse to 

a degenerate Pasupata for the settlement of the dispute and finally the recovery of the Kapala 

from a mad man. “Within this loosely joined framework there is much rollicking fun of the 

nock-about kind, with no small measure of wit and humour. The characters are vigorously 

drawn, especially the tipsy Kapalin with his unfailing flow of logic and theology and the 

Buddhist monk with his leaning towards wine and beauty and his desire to find scriptural warrant 

for them, while the damsel’s shrewish femininity is cleverly sketched and the poor lunatic babbles 

and acts with a consequent inconsequencs that reminds the reader of Lewis Carroll. Altogether 

the little play is a remarkably smart production of the picturesque genre, replete with mirth 

and satire.’? Some light is thrown on contemporary life by this work. 

NARASIMHAVARMAN I 

Mahendravarman I was succeeded by his son Narasirnhavarman I (630 to 668 A.D.). His 

reign marks the zenith of Pallava power. He seized the Chalukyan capital, Vatapi and assumed 

the Tamil title ‘Vatapikonda’ “Conqueror of Vatapi’’. The Kiiram plates of Paramesvara- 

varman I,* the Udayendriyam plates’ and KaSakkudi plates® referred his conquest of Vatapi. On 

that account he was compared to Agastya who subdued the demon Vatapi. During his reign the 

Chinese traveller Hiuen-Tsang visited Kafichi in 642 AD. Narasimhavarman is said to have 

1. Tirundvukkarasu Purdnam, verse 146, cited by T. V. Mahalingam, op. cit., p. 75. 

2, எ௫ணர் ஏராள எனகன 

கரக எரின் ஏரண feat faery 

எண்ன ஏராள 

௭௫௭ எண ன ஏஎ எரு ப —E_I., Vol. IV, p. 153. 

Bulletin of the School of Oriental Studies, Vol. V, Pt. IV, pp. 698-99, cited by T. VY. Mabalingam, op. cit., p. 74. 

Karam plates, S.J.J., 1, pp. 144-55. 

Udayendriyam plates, ibid., I, pp. 366 and 370. 

Kasakkudi plates, ibid., pp. 349 and 356. த
ூ
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vanquished the Cheras, Kalabharas and Pandyas but no details of battles fought by him are 
known. Under him the Pallava power attained strength and prestige which it had not known 
since its revival under Sirnhavisnu. 

Some idea of Pallava maritime power during this period can be gathered from the 
‘Mahavarnsa™ which mention two successive naval expeditions by Narasitmhavarman I to 
secure the throne to Manavarman, the dethroned prince of Ceylon. Kasakkudi plates state that 
“Narasitnhavarman surpassed the glory of the valour of Rama by his conquest of Lanka”? He 
got the title Mahamalla’ (the great wrestler) and it is said that he founded the city Mamalla- 
puram which seems to be the port town of Kafichi, their capital. Mamallapuram was embellished 
by a number of rock cut caves. 

MAHENDRAVARMAN II 
He came to the Pallava throne in 668 AD. Nothing particular is known about his 

achievements except the reference in the Kiram plates* that he “thoroughly enforced the sacred 
laws of the castes and the orders” (the Varna and ASrama). The Veltrpalayam plates? omit 
his name altogether from the geneological list of the Pallavas. This probably indicates that his 
reign was very short. He followed Parame$varavarman I (669 to 691). 

PARAMESVARAVARMAN I 
The invasions and counter-invasions of the Pallavas and the Chalukyas became once more the order of the day. ParameSvaravarman’s great Chalukyan rival was Vikramaditya I who according to the Gadval plates* conquered Kafichi, defeated Isvarapotaraja and destroyed the Mahamalla family. This grant was dated in the Saka year 596 which corresponds to 674 A.D. The Pallava power began to dwindle during the reign of Paramesvaravarman I. The monolithic temples Ganesa Ratha and the two cave temples called Dharmaraja Mandapa and Ramanuja Mandapa at Mahabalipuram were according to inscriptions built by a king ‘Atyanta Kama’ who has been identified by Dr. Hultzsch with Paramesvaravarman 1. The Kiiram plates’ mention that he had erected a structural Siva temple called ‘Vidyavi 

Pallava Paramesvara Grham’ at Karam. This inscription states that some land was to be all 
for burning tiles for use in constructing a temple.”’® He was a devotee of Siva. 
in his Kram plates contains the earliest epigraphical reference to the Sa 
South India, giving in considerable detail the chief iconographic featur 

nita 

otted 

“The first verse 
dasiva aspect of Siva in 
es.’ He was succeeded 

Geiger, MahadvamSa, Ch.47 (Turnour’s translation), cited by T. V. M 
Kasakkudi plates of Nandivarman II, SJ, Vol. I, pp. 349 and 35 
Badami inscription, [.A., Vol. IX, p. 99. 
Huitzsch. SLI, VoLI, p. 152. 

H. K. Krishna Sastri, ibid., No. 98, pp. 508 and 511. 
. Hultzsch, E.1., Vol. X,No. 22, Pp. 101, copper plates. 
. Hultzsch, 8.2.7, Vol. I, No. 151, ற. 144. 
. T. V. Mahalingam, Op. cit., p. 106. 
. Ibid., p.107. 

Hultzsch, S.2.7., Vol. I, pp. 148 and 152, 

ahalingam, op. cit., p. 86. 
9. 
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by his son Narasimhavarman II. 

NARASIMHAVARMAN II (RAJASIMHA) 
His reign was very peaceful. He constructed Kailasanath temple. His queen Rangapataka 

raised a Siva templet. He got 250 birudas being found on the walls of the KailaSanath temple 

alone. Some of these are, Sankarabhakta, Sri Vidyadhara, Sri Agamapriya, Siva Chadamani, 

[sanasarana etc. These titles are suggestive of his personal tastes, his accomplishments and reli- 

gious inclinations. Rajasitaha was not a fanatic and in the Reydru copper plate grant” he is also 

described as Paramabhagavata, Paramamaheévara and Paramabrahmanya. It is said that the 

saint Sundarai was his contemporary.’ Among the temples built in this period are the Siva temple 

at Panamalai, the Shore temple at Mamallapuram as well as the AiravateSvara temple and 

Kailaéanath temple at Kafichipuram. R4jasithha seems to have two sons, Mahendravarman 111 

and Parameévaravarman II. Mahendravarman III constructed a temple in front of Rajasimhe- 

évara temple, i.e., KailaSanath temple at Kafichipuram. It seems that he died as a prince during 

the life time of his father. Hence Parame$varavarman II succeeded the throne. Kasakkudi plates 

and Velir Palayam plates’ mentioned him. But the last known inscription of Paramesvaravarman 

[I dated in the third year of his reign, inscribed on a stone lying in front of the Virattanesvara 

temple at Tiruvadigai in South Arcot district.* He was defeated by the Chalukyan prince 

Vikramaditya.’ However, it seems that his short reign lasted for three years after which he died. 

He followed Nandivarman Pallavamalla. The Kasakkudi plates® inform that he was a 

descendent of Bhimavarman, the younger brother of Simhavisnu. Probably, till this incident 

took place, they remained as subordinate chiefs of viceroys to the Sithhavisnu family. This is the 

account furnished by the labels beneath certain sculptured panels in the Vaikuntha Perumal 

temple. 

NANDIVARMAN II 
His reign was crowded with military engagements, seiges, invasions and counter inva- 

sions. Vikramaditya II Chalukya invaded Kafichi and defeated Nandivarman II. But the former 

did not confiscate the property of Rajasimhesvara temple (Kailasanath) and granted large sums to 

1. 83 qugaarerraa Tae falahra aa, gat zeae fant 

னனர ண சான (ஏரணம் சா ணன wed fra ரா சோளா; ப 

எர னள ஸா எ ஸார்: 

ன (௯) எானிரர் ஜர் மளார் ॥ 

KailaSanath temple third niche to the right of front entrance. Hultzsch, S../., pt L 

E.I., XXIX, pp. 95-96. 
M. Raghava Aiyangar Alvargal Kalanilai, pp. 135-36. 

Hultzsch, 5.77, 3. 11, ந. 357. 

Ibid., Vol. 14, p. 511. 
S.LL, I, No.33], T. V. Mahalingam, op. cit., p. 133. 

Ibid., p. 134. 
SL, Vol. II, pp. 349 and 357. இ
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the same. Nandivarman II ended with reconquering Kafichi. He ledan expedition against the 
Ganga kingdom, defeated Sripurusa and forced him to surrender. This is supported by the exis- 
tence of a village called Sripurusamangalam in North Arcot district forming part of the Pallava 
kingdom.’ He took back from him the necklace ugrodya the crest jewel of the Pallava kings.? He 
came into conflict with Jatila Parantaka the Pandya king. The Rastrakita King Dafttidurga 
invaded K4ichi which is recorded in Kadaba plates.’ From the Ellora Inscription as well as 
Bagumra plates* of Govinda III, we learn that Dafitidurga conquered the city of Kafichi. From 
the Velirpalayam plates we came to know that Nandivarman’s queen consort was called Reva 
and the prince born of her was named, Dafitivarman. It appears that the latter subsequently gave 
his daughter in marriage to Nandivarman II and thus established a matrimonial alliance with the 
Pallavas. The son of Nandivarman was evidently named Daftivarman after his grandfather. 

Dantivarman succeeded Nandivarman H. After him came Nrpatunga probably his son 
after whom the order of succession of the Pallavas was confused. Aparajitavarman (895-913 A.D.) 
who appears to have been his immediate successor fought a successful battle against the Pandya 
King Varguna I. This victory, however, proved to be the last flicker of the Pallava glory. In the words of R. Gopalan, “The Chola King Aditya defeated the Pallava King Aparajita and 
added Pallava dominions to his kingdom. With the death of Aparajita, the Pallava kingdom passed into the hands of the Cholas.” 

RELIGIOUS AND CULTURAL CONDITIONS 
The period between the later half of the sixth and the first half of the tenth centuries marks the religious revival under the leadership o fSaivite and Vaisnavite saints who are called Nayan- mars and the Alvars respectively. In the beginning of the Pallava rule there was a great stir in the religious conditions of the country. It was proved by Mattavilasa Prahasana written by Mahendravarman I in 620 4.p.° At that time the KGpalika faith was in vogue. Buddhism flouri- shed there at least till the seventh century A.D. and that the statement of Hiuen-Tsang regarding the existence of Viharas in KAitchi finds support in this work of Mahendravarman I. The reign of Mahendravarman I synchronised with the period of decay of Buddhist and Jain religions at Kafichi. According to the testimony of these saints as represented in their works, we may infer that the Buddhists and Jains of this period were in a degenerate position. Even in the Vaisnava work entitled ‘Nalayiradivya Prabandham’*, they ate mentioned in the same manner. The Saiva saint Appar and Tirugnana Sambandhar were actually devoted to propagation of Saivism. 

, ai XXIX, No. 56, p. 167. cited by T. V. Mahalingam, p. 177. - Tandantottam plates, $1.1, MW, p.511, cited by T. V. Mahali i 3. £1, Vol. IV, p. 334, ட கம வடர 4. EI, Vol. IX, p. 24. 
5. Supra, p. 9, 
6. 400 small Prabandhams together called Nalayira Divya Prabandham Vv 

i Ti ndandakam etc. R. Gopal Ti 7 the Pallavas of Kafichi (Madras, 1928), pp. 130-131. palan, The History of
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“The Nayanmars and Alvars evolved a new type of bhakti, the emotional surrender to God 

which found in due course its supreme literary expression in the Bhagavat Purana. The outspoken 

hatred towards Buddhism and Jainism found expression in their hymns. There were challenges 
to public debate with the condition that the vanquished party should give up his creed and adopt 

that of the victor. The competition was in the performance of miracles and the tests of truth 

of respective doctrines by means of ordeals under the leadership of one gifted saint. This great 

wave of devotional enthusiasm attained its peak in the seventh century AD. and had not spent 
itself out in the mid ninth century A.D, This indeed was the golden age of Hindu revival in the 
south.’! 

Among the sixty-three Nayanm§ars three, namely, Appar, Sambandar and Sundaramurti 

were the contemporary of the Pallava kings. Appar was the contemporary of Mahendravarman 

I who was a Jain in his early life and later he became a Saivite. It is said in the Periyapuranam 
written by ‘Sekkilar’ that the Jains persuaded Appar with the permission of Mahendravarman 7. 

Later the king himself influenced by Appar embraced Saivism. The Periyapuranam’s account that 

Mahendravarman I desecrated the Jain monastery and constructed a Saiva temple at Tiruvadi is 

doubtful, because the Mandagapattu inscription proves that he was far from being a fanatical 

sectarian and records his construction of a rock-cut shrine of Trimtirti. In Mahendravadi in 

North Arcot district a Visau shrine was also constructed by the same king. 
On the other hand the type of bhakti put forward by the Vaisnava saints is gentle and 

simple and altogether free from an intolerant sectarian outlook. An inscription in Mamalla- 

puram Shore temple describes Rajasitnha as Chandrardhasekhara Sikhamani that is, the bearer of 

Siva as his crest-jewel and Sivachiidimani and so on.? It is also stated in explicit terms by the 

Trichinapalli inscription.’ All the Saivite temples of this period contain Somaskanda bas-relief on. 
-back walls and a dhdralinga on the floor. (The characteristic feature of the Pallava structural 

temples and the monolithic Rathas is the absénce of the water chute to draw the Abhiseka water. 

By this we can assume that the object of worship inside the cella was generally a painting or 

stucco-relief which could not be bathed and the Absiseka was a later innovation. For example, 

the back wall of the sanctum of the Arjuna Ratha has anempty cell with traces of plaster, 

showing that the deity was painted or made in stucco. The completed top storey of the Dharma- 
raja Ratha contains a Somaskand panel carved probably by Paramesvaravarman I. There is no | 

doubt that the reign of ParameSvaravarman I and Rajasiha witnessed a high water-mark of 
the Saiva revival and this is amply proved by the numerous structural temples at Mamallapuram, 

Kafichipuram and Panamalai. 

1. K. Nilakantha Sastri: Development of Religion in South India (Madras, 1963). 

2. It appears that this custom of showing a miniature image of the divinity to whom the king was devoted, on the 
Kiritamukujta was very popular in the post-Gupta period. For example, we find a representation of Narasirhha 

in the Kiritamukuta of a Visnu image in Badami. Another example of this kind is supplied by Visnu image from 

east Bengal, in which a tiny figure of four armed Visnu is shown on the Kiritamukuta.—J. N. Banerjea, Develop- 

ment of Hindu Iconograpliy, (2nd Ed, Calcutta, 1956), pp. 401 and 405. 

3. Gunabhdra-Namani rajanyena lingena lingini jianam! 

Prathaii-ciraya loke vipaksa vrtteh Paravrttam!!—Hultsch, S11, Vol. I, p. 28.
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The Siva affiliations became so deep rooted that even Nandivarman IT though he was 
Vaisnava also paid homage to Siva. This shows the catholicity of the Pallava emperors from the 
beginning. Thus in the opening verses of Kasakkudi plates! we find that obeisance is offered 
first to Brahma thento Trvikrama form of Visau and then to Siva. Apart from the Tevaram 
the hymns of Siva, the inscriptions in this great renaissance period inform us more about kings 
and officials than the common pezople. All the Pallava kings were the worshippers of Siva or 
Visnu. 

The composite images Ardhanarisvara, Somaskanda, etc. indicate an effort to bring clo- 
ser together Sakrism and Saivism. The religious rituals were practised by offering of wine and 
blood to Siva and Kali, The prominent place was given to Durga particularly to Mahisdsura- 
mardini among the sculptures of Mahabalipuram; a number of offering scenes appear in Maha- 
balipuram panels. In the Adivaraha cave, the Varaha Mandapa and in the Draupadi Ratha the 
devotees are offering their blood and heads to Durga. The t errible forms of Siva like Bhairava and Brahmasiraschedakamirti found in Kailaéanath temple are clear proofs of the worship of 
terrible forms of Siva. 

This religious revival was accompanied not only by the enormous literary output but also by the consequent development of art, architecture, sculpture and painting. During the Pallava period Kafichipuram, their capital was centre of Sanskrit learning, Buddhist and Jain educa- tional institutions were also established in Kanchi. Hinen-T sang who visited the Pallava kingdom described the country around the capital. He found some hundred Sangharamas and ten thou- sand priests, all of whom studied the teachings of the Sthavira school of Mahayana Buddhism. The Hindu including the Jain temples numbered about 80 and in other neighbouring places, he found many adherents of the Digas baras. He also referred to Dharmapala, the well known metaphysician who preceded Silabhadra as the head of the gteat University of Nalanda. Sans- krit was patronised by the Pallavas. Most of their records were composed in Sanskrit. It is said that Simhavisnu invited the great poet Bharavi to his court. Avantisundari Kathasara written by Dandi’ mentions the Chalukya King Vi snuvardhanaand the western Ganga Durvinita as contem- porary of Simhavisnu and thus establishes a valuable synchronism in South Indian history. Mahendravarman I was an accomplished scholar, musician and a lover of dance. As already 

1. Hultzsch: $.1.7., Vol. 11, ற. 346, 
2. எரர் எனி gage esenfeate qeqa: | 

TAIT Hela: fee faoqfehy A: WRN 
என் கண்களா arta: ca aire 
FIEEM BATA AVF faroy geay பவ 
a gataam ஸ்ர எளளை | 
எனா & என்ர சொன் ளே பு 
afta எண்ன கவளி at fer ag7ey 1 
Waa Raat aa” oma £ என்னா: 1௮ 
பட்டபா எனி்தொணாணாட உன்ர, RR, Ww, Wo 
Cited by R. Gopalan, op. cit., p. 22, 

3. R. Gopalan: op. cit., p. 81.
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mentioned before, he had to his credit a Sanskrit Prahasana written and entitled ““Mattavilasa’”. 
Dubreuil suggests that he encouraged dancing and probably wrote a treatise on painting and 

other works on music, composed by him. The bhakti literature, that is, the hymns of the Saiva 

Saints Tevaram and the Vaisnava work Ndlayiradivya Prabandham. Mahayvarsa and Kiratarju- 

niya were highlights of the period. The Tamil work Bharatavenba, believed to be composed in 

the ninth century A’p. during the reign of Nandivarman ITI, the victor of the battle of Tellaru 

was written by Perundevanar, Nandikalambakam a Tamil poetical work, probably belongs to the 

same period. Rajasiimha bears the title of Agamapramdaua, Agamanusari. Here the reference to 
the Agamas is significant as the first notable date of the mention of this literature. It has been’ 

pointed out distinctly that the technique adopted in the monolithic temples at Mamallapuram 
dating from the time of Narasiznhavarman I seems to furnish enough proof of the observance 

of the injunctions of the Agamas and probably having thus come into existence already. 

The fresco painting also flourished at Sittannavasal and Panamalai. Now we cannot find 
anything in Panamalai because all the walls were white-washed. Recently one artist named 

Kodi Ramamirti, a student of Devi Prasad Raichowdhary in Madras School of Arts, Madras, 

discovered and copied a Parvati figure in Panamalai. In Sittannavasal fresco we find the depic- 

tion of a lotus tank which is replete with lotuses and lotus leaves. Between these the artist 

painted fishes, swans, buffaloes and three Jains, two holding lotus flowers and the third one 

gathering flowers. There are a few dancing figures following Bharata’s Natyaéastra. 

A figure of Nataraja on the walls of Kailasanath temple shows that the dance and music, 

both combinedly appealed to the artistic taste of the people. In the Vaikuntha Perumal temple 

a couple of sculptures represent group dancing composed by men and women. In one of the 

panels the king is seated on throne among his officials and before them three dancers stand. In 

the centre is a male dancer and the female dancers one on each side. In the another panel we find 

a group of dancers men and women marching to the king’s court. Among them there is one 

drummer playing on his drum. By this we can assume that during the time of the Pallavas dan- 

cing was the delight of the people. . 

Rajasimha was also an accomplished musician as is known from his titles as Sv Vadya, 

Vidyadhara, Sriviaa Narada and others. The Pallavas’ contribution to Indian art can be written 

in golden letters, in its history. It is Mahendravarman I who initiated the rock-cut temple ar- 

chitecture without using mortar. His titles, Vichitrachitta and Chitrakarapuli are well deserved. 

The monolithic Rathas of Mahabalipuram, the rock-cut Mandapas of Trichinapalli and Maha- 

balipuram attained a remarkable place in the rock-cut architecture. The Pallavas had given a 

rich tradition to their successive ruling dynasties such as Cholas, Pandyas and Nayakas. The 

elegance of the Kaildsanath temple witnesses the nobility and valour of this dynasty. They also | 

1. 98௭ ௭௫௭ எனிஎ ஏக ஒரசி, எல் எ என சான 

ஏக௭ன, எாராகஏ ஏர ராண ணை, ஜிஎட் ளான ளா 
௮06 எனன வ் ரன்ட எவள்; ஏஎ; ௭௭. ஏசஏர் 6 Te 
atfga reas aot merges gant wera: are ferret: | 

Prologue in Mattavilisa Prahasana, Mattavilisa Sthapana, p.3.
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give evidence of their aesthetic sense. The ‘Shore’ temple and the Vaikuntha Perumal temple 

show their advance in the structural temple architecture. 

The sculpture depicting animals attains its highest mark in Indian art. The entire world 

was carved in an open air panel, probably known as the Kiradtarjuniya composition. The life- 
size elephant figure shows its majesty; the ascetic cat, the pair of deer, the male monkey picking 
vermins off the female while she suckles her two little ones reveal the living nature of the 
scene and at the same time provoke humour. All these animal sculptures are elegant, realistic 
as well as amusing. In the Govardhanadhari cave, the scene of the milking of a cow which is 
licking her calf’s back is admirably naturalistic. Sculptural compositions in the Mahisasura- 
mandapa are noted ‘for their reportoire including a battle between Mahisasura and Durga 
which is a life-like scene of a real battle. The Trivikrama and Varaha panels show the virat form 
of Visnu. These are the distinguished examples worth citing for their bold expression and 
execution. 

Along with the naval power and maritime trade of the Pallava empire, its art also spread 
to Ceylon, Malaya and Indonesia. In Malaya Peninsula and Java, the Pallava Buddhist as well 
as Hindu statues have been discovered. Java and Barabudar sculptures show much affinity with 
the Pallava sculptures of Kalugumalai. On the main land the Pallava art played a considerable 
tole in the formation of Chalukya and RAstrakita art.) 

1. Herman Goetz: Five Thousand Years of Indian Art (Art of the World Series, New York, 1959}, p. 130.
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Background of the Pallava Sculpture 
  

The principle subject matter in Indian Art has been sectarian iconography. Highly conceived 

ideal of human faith dominates the age. Buddhism was very popular on the eastern coast from, 

second century B.c. to the fourth century A.D. A gospel of the Buddha was predominant. Great 

monuments were built to express that sentiment of the people towards Buddhism. The artist des- 

cribed the essence of life of his own age at Safichi, Bharhut, Mathura, Jaggayyapet, Amaravati, 

Nagarjunikonda etc. 

Jaggayyapet, Ghantasala, Amardvati, etc., were situated in the ancient Vengi country. 

This Vengi country was the converging point of the ancient trade routes. Numerous coins with 

a figure of ship on them of the time of the Satavahanas, were found in the Coromondal 
coast. In Pondicherry also Satavahana coins were found by Dubreuil'. It shows “they 
encouraged a flourishing maritime trade. The merchant of Vengi poured wealth in the 
region. Economically the country was stabilised. The generosity and the rich patronage of the 

great Satavahanas is reflected in the form of sculptures and architecture. During this period, 

Vengi became culturally important and prosperous, and it grew to bea prolific centre of art. Art 

here continues from second century.B.c. to fourth century A.D., after which it declined in Vengi 

along with Buddhism. After this, came the revival of Hinduism under the Visnukundins and 
Western Chalukyas which flourished more and more under the Pallavas. 

The initial products came from Jaggayyapeta, thirty miles north-west of Amardvati. 

Amaravati became an active centre of this artistic movement later from third century A.D. on- 

wards at Nagarjunikonda. The art activities continued for several centuries as shown by the 

inscriptions from second century B.c. to fourth century A.D. and thenceforward to the time of 
the Pallavas. 

Only a few fragmentary reliefs are available from Jaggayyapet, one of them is preserved in 

the Government Museum, Madras; this probably represents Chakravarti Mandhata (Fig. 1). This 
is a very flat relief almost a sketch on the stone. It looks that in the first stage the artist drew 
his figure and then he gave the depth by scooping out the redundant portions of the stone. 

Thus it gives the feeling of an initial stage of a relief. The movements are restrained as compa- 

1. C. Sivaramamurti: Early Eastern Chalukyan Sculptures, 2nd Ed., Madras Government Museums Bulletin 

(Madras, 1957), p. 9.
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red with the later Andhra style at Amaravati and Nagarjunikonda. The limbs are long and 

slender, but sturdily built. The figures show accuracy of outline and sensitiveness of modelling, 

The Chakravarti stretches his right hand upwards to the clouds which rain square coins. He is 
surrounded by the seven treasures; a wheel to represent his paramount power, his royal horse 
and elephant and jewel (chudamani), his wife, his treasures and his ministers. We might refer the 

above scene to a passage in the Prabandhachintamani of Merutunga, in which the king has been 
described: 

“O king! when the cloud of your hand has begun its auspicious ascent in the ten quarters 
of the heavens and was raining the nectar, flood of gold with the splendour of the tremb- 
ling golden bracelet flickering like lightening.’ 

We can compare the style of the Jaggayyapet relief with scenes at Bharhut and Safchi 

stipa No. 2, only the physiognomy is different, but the dress and the wooden appearance of 

the Chakravarti figure looks like its counterpart at Saiichi; the queen consort of Chakravarti, 
Mandhata, in her modelling, her girdle, the heavy ear ornaments etc., resembles the Bharhut 
Yaksi figures. From this time onwards the lengthening of the lower portion of the figure and 

slimness became the characteristic features of this southern movement. 
Amaravati produced a large number of reliefs starting from the pre-Christian era which 

reached its culmination in the second century A.D. The life stories and the Jataka stories (the 
previous births of Buddha) were very successfully depicted on the railings and the casing slabs 
of the stiipas. It expressed a spirit of enthusiasm and exuberance. Each scene reflects emotion 
of the donor and craftsman. “Vividly poignant are many of the groups, they seem to imply that 
the sculptor was communicating some of his own soul into the people; he portrayed as if his 
chise] and mallet were not mere tools, but for the time being formed part of himself.” Though 
in the beginning the liner rhythms of Amaravati sculpture suffered from heaviness, in second 
century A.D., it efflorasced in all its qualities. This is the period of the great Satavahana princes, 
Vasistaputra-Pulamai, Sri Yajiia, etc., according to the inscriptions found at the sites. This 
period roughly falls in the second and third quarters of second century AD. when the Satava- 
hana glory reached its highest peak in all its aspects. The works were produced exuberantly. 

‘The artists of Amaravati were not blind carvers; they were well versed in the traditional 
literature in allied arts. They displayed imagination and originality combined with depth of reuigious fervour. They worked on very large slabs and exhibited perfect mastery of composition 

ealing with a number of figures and scenes. All the figures are knit together in one organic 
டு ர erowing lines of figures. The movement passes on from figure to figure binding 

; gether. For example, the scene of the translation of the Bowl (Fig. 2), the 
் ட் wl and circumambul panel. The rhythm provided by the dramatic movements and directions of the figures are arranged in the composition. Technically, Amarayati scul is hi 3 pture is hight . The figures in the reliefs are deeply cut and the modelling is round. The tines 

1. Sherman, E, Lee: History of Far Eastern Art, p. 45. 
2. Percy Brown: Indian Architecture (Hindu and Buddhist), 3rd Ed, (Bombay, 1956), p. 38
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are accurate and sensitive. The lower part of the figures look long. The legs are very slender 
with tapering thighs. The human figures are ideally modelled. The delicacy, and grace of femi- 
nine form is quite clear in these sculptures. The amazonian nature of the feminine figures of 
Gandhara and the luscious sensuality of the Mathura style are absent in this art. The abundance 
of flesh is avoided. The figures are slim but full of strength, and elongated limbs added the vege- 
tal suppleness to the figures. Especially, the articulation of the feminine form in the hands of 

the master artists of Vengi achieved the ideal representation of celestial grace as described by 
Kalidas in his Meghadita.* In all her actions, i.e., in sitting, standing and in relaxing she looks 
very charming and tender. All the movements look like Nrtyabhangimas: for example ina frag- 
mentary panel the ladies are worshipping the feet of Lord Buddha (Fig. 3). The figures are very 
beautiful with their delicate body; their smiling faces and the gestures of their paying 

homage, giving life like impression. The subsequent expression in the Visnudharmottara 
namely “qadtaa qued, gadtaa arin sa usta grat’? seems to be already established in the Vengi 
sculpture. Even the pratihdra figures are beautiful with delicate bodily contours but they are 
fearful by their expression and long swords. 

The toilet scene of the women folk are interestingly and elegantly depicted. A female 

figure gracefully looks in the mirror while arranging her hair. Her proud countenance expresses 
joy. She may be called rzpagarvita. In some of the scenes the maids are adoring their princess 
with ornaments. One Yaksi figure of superb beauty stands under the tree, carved in the chaitya 
arch putting on in her ear hole a kundala (Plate LV, Ske. I). The thighs of the figure picked up 
the suppleness and the softness of the plantain tree. Her shoulders can be compared with ele- 

phant trunk. Here the idealisation of the figure reached its high watermark. On the whole the 

figures are decorated with various types of ornaments, and coiffures. Everywhere feminine vanity, 
delicacy and grace have been profusely depicted by the sculptors of Amaravati and Ndagarjuni- 

konda. 
The youth of Amaravati is calm and dignified with slender and strengthy limbs and 

narrow waist (Sirmhakati) (Plate LVI, Ske. 3). They are also adorned with turbans, kundalas, 
girdles, etc. The artist has shown explicitly the differences between the king and the servant, by 

their attitude and dresses. The king is depicted in the maharajaleela pose in sukhasana and 
certain symbols like flywhisk, umbrella, etc. are also used. The servant is in his reverential 
pose and the warrior in a vigorous and stiff attitude. 

The ideal male figure has been carved in the most beautiful panel—‘worship of a 

1. K4&liddsa describes the ideal feminine beauty in his Meghaditta—as slim, youthful, with fine teeth, and lips red like 

ripe bimba fruit, attenuous in the waist, with eyes like those of frightened dove and deep navel, slow of gait by the 

weight of the hips and slightly bent by her full breasts, as it were the first and the best in the creation of the 

feminine by the creator.’’—-(Trans.) C. Sivaramamurti. 

எனி ஈரா ரர சாப் ் 
என் எனா எண் எண னான்: | 

Tarra aera எரர் 

at as taraqafafaat qfteugda எ: ॥
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miniature stipa by the nagas” In this relief the naga kings are standing. Their shoulders 
are robust, symmetrical and well shaped. Their waists of the simhakati type are most eflecti- 
vely depicted. They are indicated as the naga kings by expanding hoods behind their heads. 
The male attendants formed a semi-circle while the women are gathered in the foreground 
and on either side. 

The Vengi artists followed the synoptic method in depicting the stories on the stones. 
He narrated the stories in a manner in which probably language cannot do. The figures 
Show their feelings and powerful emotions such as joy and sorrow, pride and depression, 
compassion and stiffness of attitude successfully with the sensitive facial expressions, unlike 
at Bharhut and Safichi where the figures fulfil their need merely by their presence without 
expression and action. Though the Amaravati and Nagarjunikonda artists followed the same 
narrative method, they poured life in their sculptures. They were well versed in depicting 
human nature. 

The scene of subjugation of Nalagiri is a remarkable example (Fig. 4). The uncontrol- 
led mad elephant created terror in the streets of Rajgrha by tearing and trampling every 
one on his way. The women folk are frightened very much and one of them clings to her 
male partner, with a terrified look, People from the balcony are shown observing the scene 
curiously. In the same composition the elephant was subdued at the feet of Buddha. In 
this composition the artists maintained balance between the havoc produced by the 
elephant and the peaceful atmosphere produced by the presence of Buddha. They have 
shown their dexterity in handling of space and representation of a human figure. 
There is a naturalism in the scene. The elephants are bigger than the human figures. 
The treatment is the same as in the Mayadevi’s dream at Bharhut? where the elephant which entered the womb of Mayadevi is bigger than Mayadevi. This particular expression 
Suggested that Mayadevi had the vision in which the forms were symbolic. But in the above 
composition from Amaravati, the elephant is more material in character, The elephant is closer to the spectators. The descending size of the most distant figure in composition is another feature of the Amaravati style. There is no straight line, everywhere there are slightly twisting curves and fully rounded shapes; flat planes are avoided; everything is treated in a sensuous way. It is this type which greatly influenced the development of South Indian sculpture in the Pallava period. 

Moreover, the artists showed their ca 
mythical as well as realistic, the elephant, th 
types each being an excellent specimen o 

pacity in depicting various animals and birds, 
e horse, the bull, lions, deers and birds are different 
f its kind. Similarly, the Gandharyas, Kinnaras, Nagas, etc., were carved, in adoring attitude. Hardly the scenes left anything untouched. Themes from the Ramayana and Mahabharata found place among the carvings. For example, as identified by C. Sivaramamurti, Kabandha a demon, personification of an evil Spirit was so intelligently and appropriately carved in the temptation scene having an addi- 

1. Zimmer, H.: The Art of Indian Asia, Bollington Series, 2nd Ed. (New York, 1964, Vol. II, Plates PL 95, fig. a). 2. Zimmer: Op. cit., Plate 38, fig. D.
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tional’ head. in: his stomach, in Ghantasala and also in Amaravati (Plate LXV, Fig. 1). The. 

same motif was adopted in Ajanta, Badami, Mamallapuram (Plate LXIV, Fig. 2). A peculiar 

fish with front portion of an elephant and horse and the hind part of a fish, is the Gajava- 

ktra-jhasha described in Mahabharata! (Plate LXV, fig. 4). The other important motifs are 

the rows of swan carrying lotus stalks, the full blown lotus flowers in their beaks and the 

Pairnakumbha, the sacred vase which we can see in splendid examples at Amaravati, 

Bhattiprolu, Ghantasala and Nagarjunikonda. The Parnakumbha probably signified the Royal 

insignia of the Satavahanas which was quite befitting of their plentitude. There is a vivid 

description of this Parnakumbha in the Gathasaptasati.2 It seems from this description that a 

pair of Parnakumbhas usually were placed at the door as an auspicious symbol. The swans 

occur in Amaravati in the scene of Buddha crossing the river Nirafjana*? and also in the 

Nagarjunikonda as described in the Ramayanam. These artistic motifs travelled all over the 

country and formed a uniform style. These are the main bridges which connect the various 

styles flow on the various parts of the country. “Contemporary sculptors of a later date 

like those of the Guptas, Vakatakas and Pallavas have immortalized the motifs. Thus an 

epic tradition has persisted through the ingenuity of an intelligent sculptor, versed in the 

literary traditions of his land.’”’* 
The mature Amarivati style of ‘second century A.D., declined in third century A.D. 

From -the third century onwards the artists of Iksawakus were active at Ndagarjunikonda. 

Here the same Amardvati style was followed. Themes, technique etc., are the same. Only 

there are some minor changes in the physiognomy. The faces of the figures of Ndagarjuni- 

konda are round and the legs are too slender. The faces are somewhat less expressive and 

dull, but the same charm and elegance is present. “The Mithuna couples, charmingly sen- 
suous in their pose and attitude of dancing and dalliance, are the pride of Nagarjunikonda 

reliefs. The linerism. that characterises the individual figures and the total composition, the 
robust manliness of the masculine figures and the feminine grace of the female ones and 

the soft but firm plastic treatment of the contours are certainly admirable qualities that 

characterise the relief panels.”* Among the splendid examples of Ndagarjunikonda reliefs 

1. A fish with elephant’s head, of owl’s and those resembling fish-horse: 

எரர் எண்ணக் எர ஏப 

Ag TATET; 444-463, 12-19 
Cited by C. Sivaramamurti, Sanskrit Literature and Art, M.A. 8.1, 1955, No. 73, p. 2. 

2. With her blue lotus-like eyes running to the road she sees you, coming, with her ‘pair of breasts like two aus- 

picious water pitchers placed at the doorway. 

ணார ஏ ஏராள ரா எ. ரம ரர ॥ 
எண்டே இளக ரகா ஈண் ௫௭ எரி டய Traced 99-¥° 

Ibid. 

3. Zimmer, op.cit., Plate 94. 
. C. Sivaramamurti: Amardvati Sculptures, p. 51. 

5. Amita Roy: Marg, (March, 1965), No. 2, p. 39. 

a
z
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“Chanda giving news of Siddhartha’s departure to Suddhodhana” (Fig. 5), is very sentimen- 
tal. Here the grief and despondency spread out throughout the atmosphere. Suddhodhana 
who wants to escape this event in his life cannot hear this truth. So he turned his head 
from the unbearable grief. YaSodhara was shown about to faint, one of her maid servants 
supported her. In this composition the most important part is played by the horse. It 
expresses its dumb grief by patting its head upon the feet of YaSodhara. So the whole 
atmosphere is charged with grief. Siddhartha’s renouncing the world (Fig. 6) and his first 
sermon in Sarnath etc., also are very elegantly, expressively, and forcefully carved. In 
between the two plagues the mithuna figures are engraved (Fig. 7). They are all very delicate 
and beautiful. Among them very interesting scene is the man offering the drink to his female 
consort (Fig. 8). Here the modesty of the woman is shown, as she declines it. Her expression 
is very delicate and elegant, 

This panel Siddhartha’s renouncing the world is most symbolic, It shows his calmness 
while he was leaving the palace. He was riding on his horse on that remarkable midnight. 
Some of the figures probably the semi-divine beings putting their palms under the feet of the horse to prevent th: sound produced by its majestic gait. It shows the great tranquillity of the universe on that immemorial moment. The nature is welcoming the illustrious one; the searcher of the pace. There is a rhythmic movement in the whole panel as if all are walking. The direction of all the figures is towards the front. The horse is elegantly and beautifully carved. It gives the appearance as it is about to change its gait. 

In another panel the birth of Buddha is carved (Fig. 7) in the same manner as in Amaravati sculpture. Among the amorous couples the male one showing mirror to his female consort is very interesting, 

Thus the art at Vengi continued the earlier traditions and itself inspired in its later phases. The early figures of Amaravati, Bharh ut and cave No. 10 of Ajanta resemble cach other. The Bharhut figures are rigid, graduall y shaped in rhythmic bhangimas with soft features in Amaravati. Th> costum2s and jewellery, ie., the turbans, necklets, earrings as well as facial features correspond to one another. Plate Nos. LVI, LIX and LVIT show how the figures of Amaravati influenced Ajanta. The physiognomy, the pose and bhangimas are the same. These figures resemble in sitting positi lon physiognomy etc. with that of Parvati in Somaskanda panel in Mahisasuramardini cave at Mamallapuram (Fig. 65) and also the portrait of Rangapataka at KailaSanath temple at Kaiichipuram (Fig. 107). But only the pearl ornaments, ribbons and the mode of dress differ, and it is somewhat simplified while the Gupta figures show more refined treatments. The Plate No, LXI also shows how close resem- blances are. Except the minor differences in ornaments and dress, the general attitude of the artist towards bodily form is the same. In representation at Ajanta the feet and the palm are frequently shown turned slightly probably to indicate the simile of the feet and the palm with that of new lea 1) 1.6, Navapallava just as KXarapallava and Padapallava. It can be seen in Plate No, LIX in ‘the Standing figure from Ajanta and with the same idea the Amaravati sculptor treated the feet of the women very delicately
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followed by Mamallapuram artists. There are so many similitudes in the conception of 

Prasadika figure of Mathura who is carrying water and flowers etc., and Amaravati Yaksi; 

she may be Nadidevata as stated by C. Sivaramamurti. She stands on her vahana makara and 

taking food and water. So, definitely, she is the river goddess and probably she is the river 

Krishna as Amaravati is situated on the bank of river Krishna. There is slight flexion in 

this figure while the prasadika figure is in Samabhanga. 

ப In the Chalukyan sculptures the Satavahana tradition is continued through their im- 

mediate Gupta-Vakataka sources and the long muktayajfopavita, jewelled udarabandha, twisted 

cloth below the waist, and Suvarnavaikaksaka for women are excellent examples. The motif of 

head on stomach of dwarf also occurs in Chalukya sculpture.’ 

The same Satavahana tradition was fostered in the Krishna valley in later centuries and 

persisted there during the time of the Visnukundins in the fourth century AD. It is from 

them, as Prof. G. J. Dubreuil has pointed out that “the Pallava cave temples with their sculp- 

tures beginning with the early ones of Mahendravarman have their origin”. 

Figures in identical poses are to be found at Ajanta and Mahabalipuram, both inspired 

undoubtedly by those from Amar4vati.? For example, the female figure on Arjuna Rathas (Fig. 

41) and the famous Black Princess in Ajanta (see Zimmer, Plate No. 149) is identical in her soft 

suppled body and the standing posture. Not only that the earlier motifs such as, vastrayajfo- 

pavita, udarbandha, katisitra etc. found in Bharhut, Amaravati and Mamallapuram figures as 

shown in Plate LXXV, Ske. 5 to 13. The seat of Sirhhavisnu carved in Adivardha cave temple re- 

sembles with the Amardavati (Plate No. LXIV, Ske. 3, 4 and 5). The nudity of the female figures 

which continues from the earlier days through the transparency of the dress also persists at 

Mamallapuram figures. , 

“The art of the Satavahanas has had two later developments, one in western Deccan 

and the other in the east: The Vakataka caves at Ajanta with the finest floral designs and sculp- 

tures show the effect of Gupta art on something which is fundamentally derived from the 

late Satavahana tradition. The sculpture and architecture is continued in the earliest Chalukya 

temples at Badami and Aihole.’* The full and half lotus medallion with half open buds is re- 

peated in Ajanta on the pillars. The Satavahana tradition continued through the Gupta-Vaka- 

taka art movement into the Chalukyan sculptures. The Purnakumbha motif of the Satavahana 

was also repeated in Gupta as well as in Chalukyan art. In this way, as also in the case of 

many other motifs Satavahana art has left impression on many a latter phase of art in South 

India. 
The Buddhist sculpture flourished under the Satavahanas and Ikswakus. Hindu sculp- 

ture blossomed forth under Visnukundins, who ruled since fourth century A.D. to sixth century 

AD. from their capital Dendulur in Krishna district. Their sculptures are found scattered in 

1, Zimmer: Plate 138, The Udaramukha motif is seen below the panel of Varaiha alongwith the other dwarf figures. 

2, C. Sivaramamurti: Amaravati Sculptures, pp. 52, 53 ff. 

3. C. Sivaramamurti: Early Eastern Chalukyan Sculpture, Madras Government Museum Bulletin, (Madras, 1962), 

p. 18,
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Vijayawada, Mughalrajpuram, Undavalli, Madugula in Macherla district and Pedamuddiyam 
in Cuddapah district. Perhaps the Hindu renaissance was started in south by Visnukundins 
though some figures like Kartikeya, Astabhujaswami and some of the reminiscences of Asva- 
medha sacrifice are found at Nagarjunikonda.! But it seems that there were hostile relations 
between Brahmanism and Buddhism. Two panels are available to- Show these relations. 
In one of the panels, Prince is crushing a Sivalinga with his right foot; coiled round the base of 
the linga is a serpent depicted writhing by its expanding hoods in anger. On the right, a group 
of Brahmins are shown protesting at the king’s action. The city wall and the gateways denote 
that the incident took place outside the town where the linga has been cast forth. Thus there 
is little doubt that the scene represents a king denouncing Brahmanism.? Another such represen- 
tation came from Stiipa No. 93 

Later the Hindu renaissance was supported b 
Mughalrajpuram exhibit some of the Brahmanical scul 
very badly. The fragments exhibit simplicity and the s 
and supple body. 

y Visnukundins. Their cave temples in 
ptures. But these sculptures are mutilated 
ame treatment of Amaravati, i.e., the slim 

The Nataraja figure from Mughalrajpuram caves probably the first representa- tion of Siva as Nataraja in South, is the most beautiful one but damaged by ruthless hands. This figure is very simple and rhythmical with eight hands. The apasmara purusa appears un- der his feet and the Lord isin Urdhvajanu pose, which resembles in many points with the 
Pallava Metal Nataraja figure of Kurram. 

In Undavalli caves near Vijayawada there are a number of sculptural panels on the pillars representing Visnu as Trivikrama, Varaha, Narasimha, Anantasayi, etc. In the Varaha panel (Fig. 10) of Undavyalli, the Varaha is seated in alidha pose and Bhidevi also seated comfortably on his lap supported by his two hands. Though the composition of the figures in Mamallapuram is too imminent to Badami, the sentiment bzhind the figures of Varaha and Bhadevi of Undavalli and Mamallapuram is the same. The Trivikrama (Fig. 11) and Anantasayi (Fig. 12) panels are narrated in the same manner as in Mamallapuram. It seems that this style influenced the Badami Chalukyas and it was through the Chalukyas that Narasimhavarman Pallava was inspired to have the above discussed panels. Some of the details like the Gopi carrying pots arranged one over the other found at Undavalli, was repeated almost identically in the Govardhan cave at Mamallapuram. The sam: typ2 of figure also found in Nagirjunikonda (Fig. 9), but this figure has only one pot on her head and somewhat heavy ornaments compared to the Visnukundin and Mamalla- 
1. About the Gudimallam Liiga, Sivaramamutti stated in his 4m 

sentative of early Hindu deity of the sscoad ௦ 
that there may be others yet to bz 
this figure was fostered in the Kris 

arGvati Sculptures, “Its existence as a solitary repre- 
calury 8.C. in the reign of the Satavahana kings, gives the hopes discovered. The same Satavahana tradition that accounts for the execution of fina Valley in later canturies and persisted there during the time of the Visnu- kundins in the sixth century a.D.”’; p. 52, 

2. Plate XXX, C. Chakravarti is denouncing Brihmanism from stipa No.2, Longhurst: Buddhist Antiquities of Nagdrjunikonda, 1936, No.54, p. 32. 
3. Pl. XXXI- a. A king denouncing Brahmanism from stipa No.9, ibid. 4. C, Sivaramamurti: Early Eastern Chalukyan Sculpture, Plate No. IV, fig. a, p. 14
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puram sculptures. In Anantasayi figure, the position of hands of Visnu, the coils of the ser- 

pent and its hoods all arealike. The Gajendramoksa panel of Undavalli (Fig. 13) shows how 

the sculptures of Visnukundins were inspired by the Gupta tradition. There are close resem- 

blances between the Gajendramoksa panel of Devagarh temple of the Guptas and the 

Undavalli caves of Visnukundins. The Narasitnha who is spearing HiranyakaSyapa is very 

forcefully carved (Fig. 14). This inspiration came through the Vakatakas who were closely 

connected through the matrimonial alliance with the Visnukundins. 

Another figure of Siva now in Vijayawada Museum (Fig. 15) is in white marble of 

Amaravati type. Siva is two handed and holds parasu in his right hand. The jatajuta is arran- 

ged like usnisa. Nandi is also carved in front of him. It reminds us the Gudimallam Siva of the 

Satavahana period. The tassels and loops around his waist and ear ornaments are the 

characteristic features that became more elaborate in the later Pallava sculpture. The Visnu- 

kundin sculptures are scattered in a vast area. A Siva panel from a small Siva temple at 

Madugula near Macherla in Guntur district is also assigned to the same period. It presents 

the family of Siva very interestingly (Fig. 16). Siva seated on an @sana which is supported by 

one of his gana. He is four handed and holds the sa/a in one hand and snake in another hand. 

He is caressing Nandi. Parvati stands beside him. She is carrying Skanda in her lap. Ganesa also 

is present. The other figures in the corner of the panel have been identified by C. Sivarama- 

murti as Rati and Kamadeva. Brahma (Fig. 17) and Visnu (Fig. 18) figures from the same place 

ate also attributed to the Visnukundins by the above scholar. Both the figures are very simple. 

Brahma has only two hands while Visnu has four hands. 

Vispu has four hands having Sankha, chakra and gada and the fourth hand is in 

Abhayahasta. The big central loop and the side tassels are also present which has taken a beauti- 

ful form in Mamallapuram. 
Pedamuddiyam plaque (Fig. 19) is important for its development of iconography in 

Andhra sculpture. “This plaque may be assigned to the period of the Visnukundins and that 

of the early rule of the Pallavas which extended to certain Andhra districts, during the period 

of Sithavisnu.’? In this there is a representation each of Ganega, Brahma, Narasithha, the 

haga, Visnu, Laksmi in her semi-symbolic form, Mahisasuramardini, and Parvati-Parameswara, 

etc. Here except Mahisasuramardini, all other gods are two handed; all of them bear a Kirita. 

In the Mahisasuramardini scene, Durga has four hands and Mahisasura represents as a buffalo. © 

Though these figures represent something like packing in one panel, they are important for 

their iconography. So, all these sculptures formed a rich background for Pallava sculpture as 

Sunga, Andhra and Kusana sculptures provided an important background for the Gupta sculp- 

tures in the North. 

During the time of Mahendravarman Pallava I, the sculpture and architecture were 

directly influenced by the Visnukundins. Thefacades of the Visnukundin caves at Mughalrajpuram 

and Undavalli, resemble with the caves of Mahendravarman I at Mandagapattu and Dalvanur. 

1. C. Sivaramamurti: Early Eastern Chalukyan Sculpture, p.\2.
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The dvdrapala (Fig. 20) figures in particular of the horned variety from Undavalli show great 
affinity to the dvydrapalakas of Mahendravarman I, at Dalvanur and Mandagapattu. “Both 
agree in features like the peculiar headgear, horns, hair arrangement, extending on either side 
of the face, jewelleries, waist band treatment, heavy club, general bearing, etc.’! The figures 
in identical poses are to be found in Amaravati, Ajanta and Mamallapuram (Plate LIX, Ske. 
9, 10 and 11; and Plate LXVI, Figs. 1,2 and 3). It appears that these motifs at Ajanta and 
Mamallapuram were inspired by Amardvati. In the Govardhana scenes at Mamallapuram, slen- 
der and elongated limbs of the female figures are closer in style to their counterparts at 
Amaravati. The head of Gopa (Plate LV, Ske. 2) who is shown milking the cow in the above 
panel of Mamallapuram resemble the head of the Buddha in Amaravati. If we remove the 
local peculiarities, whatever remains is of Vengi tradition. The contribution of the Vengi style 
principally determined the character of the Pallava style. In this connection Rowland remarks, “The Pallava sculptures retain the extremely graceful attenuatism of the forms at Amaravati and animated by the same feeling for movement and emotionally expressive poses and gestures. Thus the tradition of Amaravati travelled all over the South and enriched the Pallava sculp- ture.” 

_ it is not inappropriate to give the opinion of Professor 8S. K. Saraswati, here, “The plastic movement in Vengi is im | 11 portant not only because of its prolific output of remarkably outstanding qualities, but also, on account of the manner in which it carries on the traditions of early Indian art, develops them in its own spectacularly dramatic way and finally leads on to the bold and imposing compositions of the subsequent Pallava, Chalukya period.’ 

1. C. Sivaramamurti: Early Eastern Chalukyan Sculpture, p. 18. 

2. S. K. Saraswati: A Survey of Indian Sculpture, p.79.
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The Origin and the Beginning of the Pallava Sculpture 

  

We have already observed that the founder of the political power of the Pallavas was 

Simhavisnu, who reigned from 586 to 610 A.D; yet, the originator of the Pallava architecture and 

sculpture was his son and successor Mahendravarman I who became famous as ‘Vichitrachitta’ 
(curious minded) and ‘Chitrakarapuli’ (Tiger among the artists) noted for his curious inventive 

mind and vivacious virtuosity. He ruled from 610 to 630 A.p. The great achievement of 
Mahendravarman in the field of rock-cut architecture was his first introduction of the technique 
of hewing hard rock like granite and the execution of the stone temples in Tamil land’. In that 
his architects achieved perfection in a very short period. In Mandagapattu he excavated his 
first rock-cut cave-temple which is called Laksitayatana cave temple. There is an important ins- 
cription of Mahendravarman which proves that he was the originator of rock-cutting art in this 

area. There were hardly any stone sculptures before Mahendravarman. Only some literary evi- 

dences are available from Sangam literature. But most of the picturesque description of painted 

or stucco forms are recorded. Ahandniru gives a description of a brick temple with the princi-. 
pal deity painted on the wall inside the shrine? The Avanti Sundari Kathasara narrates how 
the queen of Rajahamsa offered worship to Guha in the Guhalaya and saw the wall picture of 

Guha playing beside his parents and son was born to her by the grace of God.’ 

“« *NEDU-NAL-VADAT one of the ‘ten idylls’ (Pattupattu) mentions the construction of 

buildings religious as well as secular.” 

+ Purnanuru I (the ‘collection of 400 poems dealing with wars, kings and polity) described 

_a Siva figure wearing cassica flowers garland and the crescent moon and Ardhan4risvara with a 

1. We find that soft sandstone was used from Maurya to Gupta periods while limestone was used by the architects 

of Amaravati and Nagarjunikonda stipas. Even in Jaggayyapet, Bhattiprolu, etc., the soft marble like limestone 

was used. 

2. Ahandniru verse 67, quoted by K. R. Srinivasan, Cave Temples of the Pallavas (Delhi, 1964), p. 34. Iitikai nedum 

cuvar Vittam......... Cor madattu eludanikadavul Silappadikaram, mentions—skyscrapers jostling with the clouds, 

built by skilled architects. 

3. Avanti Sundari Kathasara, Ed. Harihar Sastri, 111, vv. 37-38 (Mylapore, 1957), quoted by K. R. Srinivasan, op. 

cit. 2p. 35. 

Raji punas=tapasvinya upalabhya guhalayam, anapatyajandradhyarh prasasthe tanyasthaya: Bhitti Chitragatarh 

pitrohkridantarh guham—antikat, drstva svatanayavasth4-smaranena ruroda sa,
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bull as his mount and with his throat blackened by poison. He is adored by men and another 
Pu. 55 described Tripurantaka Siva? 

Silappadikaram also mentions an Indra festival at Puhar and worship was offered to 
various deities housed in the temples in the city; among them are Mahadeva, Muruga, Visnu, 
etc. “So we have sufficient iconographic description of the various deities worshipped in Tamil 
land and there is positive mention of the existence of temples therein. From the fourth century 
onwards, the Pallavas ushered in a great era of temple-building activities in South India and 
their work has left an imperishable mark on the artistic achievements of the Tamils and great- 
ly influenced feature.’ It seems brick architecture with painted or stucco milaberas were in 
common before Mahendravarman I. 

The ancestor of Simhavisnu SkandaSisya probably the father of Kuméaravisnu or Vizaya- 
skandavarman made some grants to the God of the holy milasthana at Tirukkalkunram?. An- 
other grant made was in the name of Charudevi, the daughter-in-law of the above Kumaravisnu 
or Vizayaskandavarman to the God Narayana of the Kulimahataraka temple at Daldra.* Even 
in Sithhavisnu’s time also the same process was followed. Avantisundari Kathdsdram written by Dandi who flourished in Sitahavisnu’s court stated that there was a Mukunda temple on Mahabalipuram hill.® But now no traces of all these temples or the main deities of these temples are visible. So probably all these temples were built with bricks and the main deities were painted on the back wall of the sanctum and all have perished by the ruthless hands of time. It is also confirmed by the inscription of Mahendravarman I on the walls of Laksitaéyatana cave temples of Mandagapattu. There heinscribed: “This brickless, timberless, metalless and mor- tarless mansion of Laksita was caused to be made by King Vichitrachitta for Brahma, Isvara and’ Visnu.””* This inscription shows that this is the first temples of this type in Tamil land. It isclear by this inscription that before Mahendravarman, the temples did exist but they were constructed in perishable materials like brick, mortar, timber, etc. This is the first time he executed solid rock and the stone sculptures also originated with him. Mahendravarman’s predecessors followed the old 

i. S. R. Balsubrahmanyam: Early Chola Art, part I, (Bombay, 1966), p. 3. 
2. Ibid., p. 11. 

3. it is mentioned in the Aditya Chola’s (870-907 a.D.) inscription found on the wall of a late Pallava apsidal temple in the centre of the village at the foot of the hill. This inscription records the renewal of the grant made by Skandasisya first time by Narasithhavarman and the second time by Aditya Chola I. Now it is impossible to find out this holy milasthana; probably Narasithhavarman I converted it into a cave temple 
and grant renewed with the original name. E.J., Vol. Ill, p. 277. 
British Museum plates of Charudevi, E.J., Vol. VII, p. 145 (after R. Gopalan). 

5. ளான; Ft afetrahagt 1 
ated WES: oars Gis eT ART 1 

6. The inscription of Mahendravarman I in Mandagapattu: 
(i) Eta-an-istakam-a-druma (m-a-16) 

(ii) ham-a-sudham (vichitrachi) ttena 

(il) Nirmmapitan-nripe(na) Brahm-E- 
(iv) Svara-Visnu-Laksitayatanam. . 

This inscription has been edited by Gopinathrao, T.A., in EL, Vol. XVII, pp. 14, 17.
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traditions and they did not have any scope for using new material. It had been done by Mahendra- 

varman I. Hence he is called ‘Vichitrachitta’ (curious minded or inventive minded). 
There are some sculptures in Adivaraha cave temple at Mahabalipuram which are attri- 

buted to Sirnhavisnu by some scholars like Krishnaswami Ayyangar. These sculptures are the 
portraits of Sirbhavisnu and his two queens and Mahendravarman and his two queens called 
“Sri-Simhavinna-pottr-adhirajan” (Siznhavisnu Pallava king of kings) and Sri-Mahendra-pottr- 
adhirajan (Sri-Mahendra Pallava king of kings) respectively. These two effigies therefore re- 

present Simhavisnu and Mahendravarman I. Who were the sponsors of these effigies? Was 

it Simhavisnu or Mahendravarman 1? If it is Sitnahavisnu, Mahendravarman has got a rich 

background and his inscription becomes valueless. Krishnaswami Ayyangar attributed to this 
cave temple in which these sculptures are executed to Sitnhavisnu on the basis of religion.” Since 

this temple is Vaisnavite in attribution, Mahendravarman could not possibly be the sponsor 
of this temple because he was a Jain in his earlier days before he was converted into Saivism 

by Saint Appar*®. It may be true he does not seem to be a fanatic and narrow-minded 
prince. His zeal was that of an artist but not of a fanatic. The king had regard for the saint 

whose selfless life and poetic talent might have appealed to him. Along with the Saiva temples 

he also excavated the Trimirti cave temple at Mandagapattu and Visnu temple at Mahendra- 

vadi with the name “Mahendra Visnugrham’’. This shows his tolerance and catholic spirit. If 
we see the religious conditions of that age, there were no fanatic controversies between Vais- 

navism and Saivism. It seems that both together were upholding the cause of Brahmanism 

- against Jainism and Buddhism. Not only Mahendravarman I but no Pallava king was fanatic 

in his religious ideals. So we fail to agree with Krishnaswami Ayyangar’s above view. 

The reason for attributing the Adivaraha cave temple to Mahendravarman I’s period 

can be summarized by the absence of carved stone panel in the principal niche. We find that 

the caves of Mahendravarman I and Mamalla period have one speciality. The general prac- 

tice was to install the main deity in the form of painted panel or a painted stucco in relief, 

whereas the group compositions depicting Puranic stories on the walls of the Mandapa, but there 

1. Krishnasastri: Two Statues of Pallava Kings and Five Pallava Inscriptions ina Rock Temple at Mahabalipuram, 

M.A.S.1., No. 26, p. 3. ; டட 

Annual Report in South Indian Epigraphy, 1922, No. 665, cited by K.R. Srinivasan, op. cit., p. 173. 

i 1 : iguiti i ] I. to the I.A.), p. 31. 
Krishnaswami Ayyangar: Antiquities of Mahabalipuram (Sup , 

It is said that Saint Appar also was Jain in his earlier youth. Once he suffered by stomachache severely. Then 

he was advised by his sister who brought him up after the death of his parents to go to the Siva temple and pray 

_to the God. He only can cure. Then he went to a Siva temple; he worshipped the God and by the grace of God 

he was cured, Then onwards he was converted into Saivism. 
. 

4, From the Hosakote plates that his grand mother was a Jain, while the Udayendriyam plates mention that his 

father was a devotee of Visnu. It seems members of the royal family belonged to different religions and no won- 

der therefore that Mahendra chose the path of his own grand-mother. 

—T.V. Mahalingam, op. cit., p. 76. 

w
h
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is no figure in. the sanctums.! Now, according to the above standards the absence of. the carved 
figure in the central niche in the Adivaraha cave temple is significant and on that ground this 
cave can be assigned ta Mahendra I’s time. Not only this, even the Kotikal Mandapa? at 
Mamailapuram was perhaps another example of the Mahendra style and therefore the architec- 
tural activities at Mamallapuram seems to have originated in the time of Mahendravarman 
Pallava I. . a 

It is pointed out that the pillars of this cave differ in style from the pillars of the other 
caves built by Mahendravarman I. Yet, we may suppose that the Mahendra style originated 
and developed in his own time since he ruled for a long time. The pillars of this cave temple 
take the form of the shaft supported by figures of lions and therefore certain scholars felt that 
they belonged to the time of Narasithhavarman I, rather than to the time of Mahendravarman 
I. The main reason seems to be that these pillars are closer to the Mamalla order than to the 
Mahendra type. But here again we have to give allowance for long reign of Mahendra- 
varman I and therefore the pillars in the Adivaraha cave could be the recoursers of the 
Mamalla style. Actually the pillars we find in this cave are more primitive in form than any 
other definite examples in the Adivaraha cave and are devoid of the crowning abacus which 
is always found more elaborated in Mamalla style. Thus, the pillars of this temple mark 

1. In the later cave temples of both Mahendra and Mamalla styles, and two of thé rathas (Dharmaraja ratha and 
Draupati ratha) however there.are bas reliefs of the Somaskanda group on the back walls of the sanctum and 
appear to have been introduced from the time of Paramegvaravarman. . 
—K.R. Srinivasan, op. cit., p. 36. 

2. Along with the Adivaraha cave temple, the Dharmaraja Manda 
attributed to the Mahendra. I’ 
-Mandapa is similar to the M 

pa and Kotikal Mandapa at Mah4balipuram are 
s time on the basis of the style of architecture. In style and plan the Dharmaraja 
andagapattu temple of Mahendra I and the style and the dimensions as well as the plan of Kotikal Mandapa resemble to the Mahendravadi temple built by the same king. Only the departure i the case of the female which was necessitated because the shrine was de 

and dress are all similar to their male counter 
their formal treatments. 

sin 
dicated to Durga. However, their posture 

parts in other temples of the Mahendra group. Here again we have On the other hand we begin to get the side views of the Dvarpalas in the 1 Moreover, the plan and the dimensions of these two temples are so remarkably alike that one is in 
that they must have been excavated by the same workmen, 
Longhurst, Pallava Architecture, M.A.S.I., No. 33, p. 10. 
On the other hand K:R. Srinivasan suggests in his cave temples of the Pallavas that the Dharmaraja Mandapa should be attributed to the time of Paramegvaravarman I. His main theory is based on the inscription appearing on this temple which describes it as ‘Atyantakama Pallaveswaragrham’ since Paramesvaravarman bore the title of Atyantakama along the other titles, Stinidhi Sribhara, Kamaraja, etc. Srinivasan thought that on the basis of the inscription the credit of sponsoring this temple should go to Paramesvaravarman and not'to Mahendra I. The inscription clearly states that it was called the temple dedicated by Atyantakama or Paramesvdravarman. But this could be only a later addition and in that case, Parame$varavarman seems to have plagiarized his ancestors’ dedication. The main reason for this view is the primitive style in the plan and ornamentation of the temple as already shown above. Thus, the temple might have been originated by Mahendra I and Paramesvaravarman could have been added here and there in the architectural embellishments. It is also Possible that these temples for some unknown reason remained unfinished for a few generations and Paramesvaravarman completed the project and engraved his name to them. 

ater examples, 

clined to think
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the beginning of the transition between the-two forms. 
Another suggestion put forth by K.R. Srinivasan in his ‘Cave Temples of the Pallavas’ 

is that the statues are Narasishhavarman I and the other portrait is that of Mahendra- 
varman II. “The work apparently started late in the reign of Mamalla, as is indicated ’ by 

the stylistic and other architectural features, was in progress during the short reign of Mahendra 

II, and was completed early in the reign of ParameSvara, who consecrated it.’? But, Mahendra- 

varman II seems either to have reigned for a very short time or not to have reigned at all.” 

I mentioned in the previous chapter, 1.e., The Political History of the Pallavas, that the Velur- 

palayam plates excluded the name of Mahendravarman II from the geneology of the Pal- 
lavas. If at all he is Mahendravarman I, he might have been inscribed as Mahendravarman 
Dviteeya (the second) or he might have held another name like Narasimha II alias Rajasithha. 
And also nowhere do we find any activity done by Mahendravarman IJ. So he is not 

Mahendravarman II; but he is Mahendravarman I. ் 

_ These portrait figures closely resemble in delineation with the figures of Gangadhara 

panel of Lalitankura cave temple of Trichinapalli executed by Mahendravarman I. The conclu- 

sion is, there were no stone sculptures in Tamilnadu at least in Pallava territory before 

Mahendra I. If any work had been done by his father Sithhavisnu, he could not overlook 

his father’s achievements. So it is he who introduced stone for architecture and sculpture 

which was already in vogue in other parts of the country particularly in Buddhist places like 

Amaravati, Nagarjunikonda and Udayagiri and Khafidragiri hills of Orissa, Karle, Kanheri, 

etc. in Western Ghats, Safichi and Bharhut in North. But it is absent only in Tamil land. 

Why it was so, we cannot give proper explanation. K.R. Srinivasan explained for this ab- 

sence thus: “Perhaps the non-availability of considerable soft rock cliffs of desired strength and 

texture in this part of the country explains the absence of earlier excavation.””* But this does 

not appear to be the proper explanation. How could the rock which became the favou- 

rite material for the chisels of the sculptors and architects of Mahendravarman I and his succes- 

sors and: the rocky hills of Mahabalipuram which are shaped in the monolithic rathas by the 

artists of Narasimhavarman, not be desirable material for the predecessors of Mahendra- 

1. K.R. Srinivasan: op. cit., p. 175. 

2. Youneau Dubreuil: Pallava Antiquities, Part I, (Pondicherry, 1916), p. 40. 

3. At the fag end of the Vamanapur4na, there is mention of Visnu temple (KeSavadevalaya), built by Mahendra- 

Silpi-Pravara(Vn. 75.70) whichmeansboth thatthe templewas built by Maya Asura who was the architect of Indra, 

and that the great shrine was put up by King Mahendravarman who considered himself to be the most excellent 

amongst the silpins, and it is stated that provision for its repairs, etc.,.were made by the king and his wife, much 

emphasis being laid on this fact that both the king and the queen ordered the building of the temple. This re- 

minds us of the stone sculptures of Mahendravarman and his queens, found carved at Maha-Mallapuram.” 

—V.S. Agrawala: Vamanapurdna— A Study (Varanasi, 1964), p. XVI. 

Here it is said that it was built by Mahendra-Silpi-Pravara i.e., none else than Mahendravarman I Pallava, The 

Vamanapurana has been written in the first half of the seventh century ௧௮. when Harsavardhana ruled in North 

and Mahendravarman I Pallava in South whose name is actually mentioned (Vn. 95.70). 

—V.S. Agrawala. 

4. K.R. Srinivasan: op. cit,, p. 28.
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varman I? This is not the cause. Probably, their artistic zeal was attracted or confined to brick 
construction and painting. The Agamas mentioned the nature and materials of the icons 
in worship as Chitra, Chitrardha and Chitrabhasa or of wood, stucco, and stone.) It seems in 
ancient times painting wood or stucco were used more than stone mainly in this part of the 
country. Now, too, there are still wooden or stucco milaberas (main deities) in some of the 
temples of the south as in the Vaisnava temple at Tirukkovitiir and in J agannath temple at Puri 
(Orissa) etc. Even in seventh century A.D, when Mahendra introduced rock for temples, the 
milaberas are in painting or in stucco. Even in Sangam literature all the picturesque 
descriptions of painted or stucco forms are recorded. They followed the traditional 
method. 

Longhurst attributed the cave temples of Undavalli, Mugalrajpuram, Vizayawada 
to Mahendravarman I or perhaps by some of his ancestors. Again, Longhurst remarks 
that “the origin of these temples is obscure and there is no actual proof that they are 
the work of Pallavas, but their architectural style seems to denote that they were execu- 
ted by the latter (Pallavas) and that they represent their earliest attempts in this direction 
before the Pallavas were driven south by the Chalukyas and executed similar but better 
works in the Tamil country”. So it seems that Longhurst himself is not definite about 
Mahendravarman’s work in the Telugu area. If it is the work of Mahendravarman, he could 
not have been able to write the inscription mentioned earlier in Mandagapattu in which he states 
the temple is first of its kind. J. J. Dubreuil pointed out in his book ‘The Pallavas’ that the 
earliest Pallava style is of Telugu origin having been formulated at Undavalli by the prede- 
cessors of the Pallavas. The carvings of Undavalli are of the Visnukundin period who were inspired 
by the art of Vakatakas of the North. They ruled from fourth century A.D. to sixth century AD. 
having Dendulur as their capital. Undavalli, Mugalrajpuram and Vizayawada rock-cut caves 
are the works of Visnukundins. These served as models for Mahendravarman I who spent his 
earlier days in this area as the Pallavas were connected by matrimonial alliances with Visnu- 
kundins.* Longhurst’s theory is based on purely architectural grounds. He says that there are 
resemblances between Undavalli and later carvings of Mahendravarman. But it is natural that 
the copy would resemble the model. If we compare the sculptural style of Undavalli with that of 
the Mahendravarman I, we see that both belong to entirely different types. Mahendravarman’s 
style is forceful, and heavily built but with very slow movements. Moreover in the Undavalli 
examples, modelling is different. The figures are very delicate and elongated with slim limbs. 
The faces are round whereas the Pallava faces are long with protruding cheek bone. Thus, we 
may conclude that these are not the works of Mahendravarman or his ancestors. It may be 

1. Gopinath Rao: The Elements of Hindu Iconography, Vol. I, Part I, p. 18, 
2. Longhurst: Pallava Architecture, M.A.S8.1., No. 17, (Simla, 1924), p. 5, 
3. J.J. Dubreuil: The Pallavas (Madras, 1907), p. 35.
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contribution of Visnukundins! by which Mahendravarman’s style was inspired and his ‘inspira- 
tion found expression of the rock-cut caves and sculptures. 

Western Chalukyas were one of the politically rival rulers of Mahendravarman I. Their hos- 
tility started during his time. The Chalukyas were great patrons of art; the Badami caves were 
executed by the Chalukyan King Mangalesa, as is proved by his inscription ona pillar on the 
veranda of cave No. 3, dated Saka era 500 or 578 A.D. The cave No.1 which is Siva cave 
appears to be the oldest.’ To quote Burgess, “the full delineation of these Badami caves might be 

excavated without much trouble by a few school of art students under proper direction and if 

well done would form a valuable illustration of Vaisnava mythology and Indian art only to be 
equalled by what Ajanta affords for Buddhism.” Though Mahendravarman did not have any 

models for his cave architecture in his own territory, his neighbouring States provided the same. 
Love for art seems to have ignored the rivalry in Mahendravarman; probably, he was attracted 
and inspired by the works already executed at Undavalli or at Badami. C. Sivaramamutti poin- 

ted out that “being descended from the Visaukundins on his maternal side, Mahendravarman 

brought to the South this novel type of cave architecture as well as other traditions from the 
Krishna region with their roots in the Satavahana traditions.’ 

The sculptures in Mahendravarman period were intimately associated with architectu- 

tal designs and patterns. During the Mahendravarman period in India, the temple became the 

matrix of all fine arts. It is very difficult to treat sculpture independently from architecture, 

particularly in the Pallava period. The monolithic Rathas are sculptures on a grand scale. The 

technique of the carving is the same in either cases. Here importance has been attached to the 

architecture and the sculptural panels illustrating the legends and myths which the niches of the 
temples frame and which add to the beauty of the temples. 

During the Mahendravarman period it seems more importance has been given to temple 

architecture than sculpture. The purpose of the sculptures wherever they were carved is to deco- 

rate pillars or the facades of the cave temples. For example, the lotusand some decorative 
medallions are carved on the pillars in Lalitankura cave temple at Trichinapalli and even the 

figures of Nataraja and Uma and Siva were also carved on the upper part of the pillars of Avani- 
bhajana cave temple at Siyamangalam to enhance the beauty of the pillars. In most of the temp- 
Jes, we find only Dvarapala figures, yet the figure of the main deity or others were not sculptured. 

The main attention thus is towards architecture. 

_ There are numerous cave temples executed by this king. He selected different places and 
1. “The seal of the Chikkula plates of Vikramendravarman J Visnukundin (E.I.IV) resembles that of the Ramatir- 

tham plates; an advancing lion with its fore paw raised, mouth wide open and the tail surging over the back so 

as to end in a loop; the lion was then the crest of the Visnukundins’” which we find in Mughalrajpuram and 

Undavalli caves, 

We find an image of a vase and the image of a lion on the reverse and obversejrespectively on the Undavalli 

coins which also find place on the Mughalrajpuram and Undavalli caves. 

—K.R. Subrahmanian: The Buddhist Remains in Andhra and the History of Andhra between 225 and 610 a.v., 

(Madras, 1932). 
2. J.N. Banerjea: Bas Reliefs of Badémi, M.A.8.1., No. 25, p. 2. 

3. C. Sivaramamurti: South Indian Bronzes (New Delhi, 1963), p. 9.
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rocky hills to carve his temples. The caves which are attributed to him are as follows: Manda: 

gapattu, Pallavaram, Vallam, Mahendra Vadi, Trichinapalli, Dalvanur, Adivaraha cave temple, 
Dharmarajamandapa, Kotikalmandapa at Mahabalipuram. 

The sculpture in the Mahendra period is restricted to a few examples only. In this early 
phase the Pallava sculptures were almost exclusively confined to low relief and intimately con- 
nected with the architecture. Sculptural embellishments are furnished in these cave temples by 
only the dvarapala figures. These were carved in bas-relief and all are two armed. Both the 
figures show frontality, and look towards the visitor and not towards the shrine. In the Siva 
temples usually one of the dvarapalas bears horns on his head; this probably represents Nandi. 
All the door-keepers are in the Tribhanga pose or sometimes in the Aribhanga. They wear 
Mukuta with heavy Jatabhara on either side. They are adorned with large patrakundalas, neck- 
laces and wristlets. They wear the thick Yajnopavita, and Katisitra. Most of the dvarapalas hold 
clubs and often lean on their clubs. In the Durga shrines the dvarapalikas are shown with one 
hand raised in adoration and the other hand resting at Kati (middle portion of.the body). 

By the study of this group we can see the sequence of the evolution of the style. In 
these examples, the style appears in its experimental stage. The expressions and postures changed 
from figure to figure. There is hardly any repetition and we find a variety of expressions within 
its limited scope of the representation of the dvarapalas. The dvarapalas of Mandagapattu 
(Fig. 23), Lakhitayatana cave temple are not an exact 2 a pair. The dyarapala at the Tight is in pro- file, facing towards the shrine. He is in the Atibhanga posture. The left one is in the Tribhanga 
posture and he has gruesome expression. Both figures are slim. But the feet of the figures and the lower part of the club of the right dva@rapdla axe not carved. It appears that these dvdrapdalas 
were probably the starting point of the Pallava style. The conical type of Mukuta, elongated faces with somewhat protruding cheek bone, thick lips, broad shoulders with narrow waist conti- nue throughout in this group. The girdle which they tied around the waist was depicted throu- ghout the history of style and which can b € related directly to representations of Bharhut and Amaravati. The Patbandha which was tied loosely around the waist is similarly shown promi- nently in Amaravati and later in the Badami figures. The Yajftopavita is very thick and it des- cended from the left shoulder to the right arm. In Badami cave No. 1, the treatment of Yajfio- pavita of Siva and of dvarapala resembles the Pallava type of Yajftopavita. The dvarapala figures at Mamandur wear dhoti upto the ankles and the ends and the hem of the dhoti dangle loosely, 

Mahendravarman. This sty} i 
m er . yle was followed by the artistes cr Narasiinbavarman, We can see this tradition subsequently, in the so-called Arjuna’s penance ௦ வைப் period. Probably this has been taken from the Chakravarti Mandhata of Jaggayyapeta bas-relief (Fig. 1). 

It is to be noted here that there are two types of physiognomical forms. One is the slim
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body with elongated face and another is fleshy and heavily built with somewhat round face, 
bulging eyes, thick lips and broad nose. The Nataraja bas-relief (Fig. 24), Uma-sahitamiirti of Siva 
(Fig. 22) and the dvarapalas of Avanibhajana cave temple (Figs. 26 and 27) belong to this type. 
This form starts from the Kuranganilmuttam temple and is depicted by one of the advarapalas 
among three pairs (Fig. 25). Another physiognomical form is very beautiful, slim and strong, elon- 
gated faces which determined subsequently the style of the Pallavas in the Narasimahavarman 
period, These figures exhibit the characteristics of Padmapani Bodhisatva of Ajanta cave No.1, 
in a very charmful Tribbanga pose.' These dvarapalas are also from Kuranganimuttam (Figs. 28 

and 29). Sivagangidhara of Trichinapally, dv@rapalikas of Kotikalmandapa and Durga of Singa- 

varam (Fig. 36) also belong to this style. 
We find in this gcoup of sculptures that the human figures are heavily built with broad shoul- 

ders to depict might. The modelling is superficial and a greater emphasis is laid on exaggerated 

flexes amounting to angularities. The figures are slow moving yet vigorous, determined in their 

expressions. The floricsome attitude of the Sivaganas of the Gupta temples (e.g., the Bhumra 
temple) is replaced by their awesome expressions which may be directly related to early and in- 
dependent gruesome expressions of certain Yaksa figures, e.g., the Rajghat Yaksa in Bharat 

Kalabhavan. This marks the beginning of the heavily built dva@rap@la figures in the South Indian 

sculpture for several centuries, while the later examples are stereotyped in their forms and 

attitude. The examples of the Mahendra period show diversity and ingenuity in their represen- 

tation. These are probably the best examples of the formal and eve period of Pallava sculpture 

which restrained the form even in the other examples of the Mahendra sculpture. 

For the first time the Ganesa and Jestadevi figures found in Vallam VasanteSvara 
cave temple are attributed not to Mahendra but his vassal King Skandasena, son of Vasanta 

Priyaraja. There is an inscription in which Mahendra’s titles have been formed.? 

Outside the rock surface the GaneSa figure is carved.* The figure is four armed, 

the object held by the right hand is broken while the left holds a lotus bloom. The lower right 

arm is placed on jthe upraised right thigh while the lower left rests on the pillow behind. The 

trunk is coiled towards the right. This is in high relief. In the opposite niche the figure is iden- 

tified as Jestadevi. This is in a very bad condition. It is very difficult to find out its original 

finish and its details. 

1. Zimmer: op. cit., Plate No. 148. ; . 

2. (A) Pakappiduka Lalitaakuram, (B) Shatturumallan kunaparan, (C) Mayentirap-pottaresaru adiyan, (D) Vayan- 

tappiriaresaru makan Kantasena, (E) Seyivitta tevakulam. 

The inscription on South pillar gives the birudas of Mahendravarman I viz. Pakappiduku, Lalitafkura in Tamil. 

The next one also in early Tamil gives the other biradas of Mahendra and mentions it was excavated by Skanda- 

sena of Vasantapriyaraja who was a vassal of Mahendrapotaraya. 

—Cited by K.R. Srinivasan, op. cit., p. 63. oo, . ass 
3. Among the numerous icons of the time of Mahendra and Mimalla or in succession till the times of Rajasirhha 

this is only a special deity on the facade of Raminujamandapa at Mahabalipuram; he is shown like any other 

gana in freeze as carrying a garland having elephant head and occupied the central position. Plate XI B. 

—Ibid, p. 64.
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The most interesting and beautiful sculptural panel is of Siva as.Gangadhara (F ig. 30) in. 
the Lalitankura’s cave temple at Trichinapalli on the west wall of the Mandapa. In. this panel 
the sculptor illustrated the puranic story of the descent of Ganga from heaven to earth to purify 
the ashes of the sixty thousand sons of Sagara who became the victims of the curse of a sage. 
At the request of Bhagiratha, Siva received the first force of Ganga on his head, after slowing 
down Ganga descended from Siva’s head. Here in this panel Siva is shown receiving Ganga on 
his head and the others paying homage to the god. 

In this composition the whole myth is simplified. The story is suggested ‘by representing 
Ganga in an anthropomorphic form. Siva receives her with one of his right hands holding a 
lock which he extends on that side. The four Vidyadharas carved in the four corners of the 
panel show that homage is being paid to the god. Siva is carved in the centre of the panel. His 
physiognomy is very interesting. He is four armed and broad shouldered with comparatively 
narrow waist. He stands firmly to receive the tremendous force of Ganga by planting his left 
leg on the ground and his right leg on the head of a Gana (a dwarfish figure) who is support. » ing Siva’s leg with his head and hand, The God’s lower left hand is placed on his hip and with 
upraised upper left hand he holds Japamala (rosary), with his lower right hand he holds a hooded 
serpent. Lord Siva is decorated with scanty ornaments like the Jatamukuta, Kundalas,' Keyuras and flat and solid ka@nthi in the neck. His Yajttopavita starting from his left shoulder touching the chest falls on the two right arms. This is thick and simple. Longhurst says in his Pallava architecture No. 17 that, “this is the hooded serpent, the body of which entwined round Siva’s 
chest and right arms’. However, this Yajnopavita is also visible in other two Vidyadhara figures carved in the above corners of the panel in the same manner. On the other hand the Yajfopa- vita worn by the Vidyadharas in the lower corners is shown in the normal way, i.e., under the arm. It is interesting to note that the treatment of the Yajfiopavita is changed in these cases, which is linear. These two types of treatments contin 

i 
ue throughout the style of the Pallavas. Siva wears a dhoti which clings to the body and is very well represented show- ing folds through the lines reaching upto the ankles and-be tween the two legs the pleats are hanging free. The hems and the ends of the dhoti have been given a separate volume. This is the same dress of the dvarapalas of the Kurangnilmuttam temple which we have noticed above. Siva stands firmly and peacefully. His elegant posture and the tranquillity of the figure suggests the supraphysical divine energy which only can bear the force of Ganga who descends from Heaven. The other figures also show the same physiognomy and the same treatment of the ornaments. But they are only two handed. One hand is raised in adoration in the usual. Pallava style and another hand placed on the waist. The two Vidyddharas engra- ved in the above part of the panel are in flying attitude as in the Chalukyan style; the two figures in lower corner of the panel are shown kneeling while with one upraised arm they are also pay- ing homage to the god; their left hand is on kati. Above the left upper arm of Siva correspond- ing to the position of Ganga there is a figure which is unidentified but Longhurst calls it a deer. On the whole the composition displays profound originality of the sculptor of Mahendravarman I. The figure of Siva is dominating the whole composition by his majesty and austerity. The sculptural style of Mahendravarman reached its maturity here. Among
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these figures especially the figure of Siva probably reflects the heroic nature of Mahendravar- 

man as occupied the mind of the sculptor and he expressed it well through the figure of Siva. 
The figures have accurate proportions and precise outlines, and are well balanced but heavily 

built. The palms are more accurately carved than the dva@rapaia figures. The modelling also is 

more refined. There is rhythm in the figure of Siva but it is controlled, The line of the contour 

from the arm-pit to the foot is rhythmical and precise but it is interrupted by the hand placed 
on the hip. The balance of the figure is distributed on both the legs equally. The figure is 

forceful and majestic. There is monumentality but the lyrical feeling is absent. He seems very 
detached and serene. Instead of widening the contours of the chest from the waist gradually, 

the sculptor here broadened the shoulders and has given thick and round shape to them so 

that the whole chest looks broad. Probably, this tendency was derived from the Ajanta tradition. 

In the beautiful Padmapani Bodhisatva figure at Ajanta Cave No.1, the shoulders also are 

treated in the same manner. But in the Chola figures the contours of the chest broadened gradu- 
ally from the waist. The curve that comes in the line from the arm-pit to the hip is rhythmical 

and beautiful. Here the curve came in the figure of Siva in the line from the arm-pit to the hip 

because he is bending a little. The arrangement of the two upper left and right hands of Siva at 

Trichinapalli is not rhythmical and it does not enhance the beauty of the figure though it ful- 
filled the idea of the sculptor. The swaying movements are restricted even in the composition 
by four adoring hands of the corner figures forming a square. 

The panel is divided vertically into three parts and the central part is occupied by Siva 
and the other two by the two devotee figures. Probably, the navel of Siva is the centre for this com- 

position. All the figuresare composed very balancedly and harmoniously but in a fixed manner. 

It looks that the sculptor arranged the places previously and fixed the figures in set places. It 

is not like an incident taking place as in Mahisasuramardini panel but all the figures are arran- 

ged in architectonic discipline. The four figures in four corners restrict the movements of Siva. 
They have given him a limited scope to move. 

It is worthy of notice that this tendency of composing the figures in a fixed rigid man- 

ner started in fifth century A.D. at Aihole. The Visnu and Brahma panels on the walls of Huchhi- 

malli temple at Aihole were composed (Fig.31) in the same manner as a central figure balanced 

by four others in a rigid arrangement. This oblong panel also can be divided in three parts, 

the central part occupied by seated Visnu who dominated the whole composition and the two 
parts were occupied by the flying figures who were paying homage to god Visnu. Here the 

figures seem floating on the surface of the panel and handled by the sculptor as if boneless 

beings. The knees and elbows are turned as if they were made of clay and they yielded readily 

to the will of the sculptor. 

Compared to the Visnu panel of Aihole the Gangadhara panel is relatively more balanced 

and the human figures are carved with greater amount of naturalism. 
In the Gangadhara panel Siva is not accompanied by Parvati. Another figure of Siva 

Gangadhara carved in Adivaraha cave temple in Mahabalipuram which is more beautiful and 

delicate than its counterpart at Trichinapalli is similarly devoid of the Parvati figure. This ten-
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dency continued for some time among the Pallava images. Later on during the Chola and 
Vizayanagara periods, Parvati figures were introduced to the scene. One of the interesting 
examples of Gangadhara Siva from the Vizayanagara period comes from Veerabhadra temple of 
Lepaksi. This is a painting on ceiling of the ardhamandapa. Here Ganga is represented as a 
fisher woman standing beside Siva. Parvati is looking towards Gangaiin an angry mood and 
Siva is eagerly trying to appease Parvati. This scene is imbued with lyrical feelings. Probably, 
this conception of Siva as Gangidhara by Saivism is counterpart of the conception of Varaha 
form of Visnu by Vaisnavites. Visnu in his boar incarnation held the earth goddess rescued 
from the clutches of Asura Hiranyaksa aloft on his tusk. The Gangidhara Siva held the God- 
dess Ganga on his Jatajata and rescued the ancestors of Bhagiratha from the curse of a sage. 
In the sculptural panel also the gesture and posture of both the main deities are the same. Visnu 
has one of his legs upon the serpent (Sesa) and the other on the earth in the manner of Siva 
Gangadhara with one leg on the head of his gana and the other on the earth. Both have one of 
their hands upon the knee and the other on kati. Both gods show their might in upholding the 
Goddesses. The Gangadhara Siva is the finest specimen of eatly Pallava sculpture and is the 
forerunner of the large reliefs of the Mamalla period. 

Another masterpiece of the Mahendra period is Nataraja Siva in Avanibhajana cave 
temple at Siyamangalam (Fig. 24) in North Arcot district. Probably this is the first representation 
of Siva as Nataraja which has given the idea of Nataraja to the Chola artistes who produced a 
remarkable piece in bronze. 

This is Ananda Tandava dance. There is no apasmara purusa under his foot. But below the upraised left foot there is a coiled serpent with raised hood. The other side correspondingly a gana is seated with both hands beating the drum. There are kinkinis on both ankles of Siva. The upper right arm of Siva holds the bowl of fire; the upper left hand the parasu; the lower right is in abaya mudraand the lower left is a lola hasta posture almost touching the head of the ganas. This figure differs from the famous Chola bronzes. The left hand is in the Jola hasta mudra crossing the chest towards right side and indicating the cobra similarly. The left leg is also upraised transversely. In later figures, the damaru (kettledrum) held by Siva conspicuously is absent here. Iconographically the Gangadhara Siva of Trichinapally is not fully developed, because his third eye, the crescent moon and skull which are most important attributes of Siva are absent there. More iconographic features are seen in this Nataraja figure, e.g., the third eye on the forehead, the crescent moon on the right sideand skullon the left on the Kirtta mukuta are introduced. The heavy Patrakundalas adron his ears. The Jatajita of Siva in wavy lines in relief floats in the air as he whirls in dancing. The figure is ‘al very fleshy and the modelling is superficia - The movement has been shown by the wavy Jatas and the fluttering ends of his dra- 
pery. All his ornaments includin g necklace, udarabandha, keyuras, etc., are very thick and coar- sely carved. The modelling of the palms and the feet is carelessly done. 

Siva’s dancing posture depicts the Ananda Tandava which is appropriately shown in his 
facial expression. His lips are Slightly parted in a half smile or hdsa. We see the smile even in his eyes. The eyes are very distinctly carved. The Siva’s figure retains balance and force. Naturalism
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prevails in the treatment of the snake. The tongue of the snake has been shown protruding from 

its mouth. The drummer is joyfully beating the instrument. The whole atmosphere of the com- 

position is happy. This figure is in bas-relief, carved on the upper portion of southern pilasters 

of the Avanibhajana cave temple.! . 
There is another bas-relief on the northern pilaster of the same temple, this is a Uma- 

sahita Vrsavahanamirty (Fig. 22). Here Siva leans on his vahana Nandi (bull). By the side of 

Siva, Parvati is standing and the head of bull intervals between the two. Siva is four armed in 

this panel, the upper two hands holding the mrga and the Aksamdala, while the lower right hand 

isonthe Kati and the lower left hand rests on the head of the bull. Behind him the TriSila is plan- 
ted. Parvati is in tribhanga pose. She is two armed. Her left handis on Kati and in the right hand 
she holds a lotus blossom. Behind her a tree also has been shown. The treatment of these two 
figures is in the same manner as in the Nataraja Siva of the previous panel. The figures are 

fleshy and the features are also very coarse. The physiognomy of these two figures is very heavy. 

Perhaps this is the first representation of female figure as Parvati. Her head dress is too heavy. 
Within the limited scope of the relief the roundity of the figure also has been shown very well. 

The tree behind the figure of Parvati corresponds to her Bhangima. This is the first example of 

the composition of Uma-sahita Vrsavahanamirti along with the vegetal representation in the 

Pallava art. The figure of Parvati recalls the Yaksi figures of Mathura; her one hand is on 

Kati and her right hand is raised up to the ear as in the yaksi figures. The lower portion of the 

pillars are decorated with the lotus motif as in Amaravati. 

In the niches at the extreme end of the facade inside the 707௭௭௭ stambhas, are two 

warrior figures (Figs. 32 and 33). These figures are very vigorous and forceful. Both are defend- 

ing themselves with shields and trying to attack their rivals. But the position of their shields 

and swords indicate that both are fighting each other. In Fig. 32, he is defending himself from 

the side with a drawn sword in his raised right hand. His expression is determined and is 

concentrated upon his rival. His strong body and his dress are quite appropriate. His tightly 

closed lower lips, bulging eyes and the heightened eyebrows give warlike expression. He wears 

Kundalas in his ears. . 

In Fig. 33, the warrior is almost identical with above discussed figure in dress and model- 

ling, except that he wears upper garment also. He holds sword in his right hand, shield in his 

upraised left hand; a dagger is tied at his waist. ட 

The Adivaraha cave temple in Mahabalipuram consists two groups of portraits of Sith 

havisnu and his queen (Fig. 34) consorts and Mahendravarman and his queen consorts (Fig. 

35). Both the groups are similarly modelled and treated. Not much differences between Mahen- 

dravarman and Sirnhavisnu can be seen; the body, the facial features and dress are alike. Only 

1. Probably this figure has been described by Saint Appar who flourished during the time of Mahendravarman as 

follows: 

Kunitha, Puruvamum, Kovvai, 

Porppathamum Kanappetral Manitha Pirviyum Venduvethe Manilathe. 
Chevvayir Kuminsirippum, Panitha Chenjadaiyum, Pal Vennirum Edutha
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the attitude is changed. Mahendravarman I is standing while Simhavisnu is seated in kingly 
pose, tight hand is in Chinmudra and the left hand rests on his lap. The posture is very majestic 
and displays royalty. Flat ended caplike Mukuta on his head and a broad necklace adorn his 
neck, Sumhavisnu sits very comfortably on the seat, the legs of which are modelled after the legs 
of a lion probably to show that this is a Simhdsana. The broad shoulders and strong arms are 
showing the might of the Paliava monarch. He is in the attitude of calm concentration. His two 
queen consorts were also modelled very simply. We find no exuberance of ornamentation on 
these figures while they stand very rigidly. It seems that they do not have any upper garment. 
The diaphanous treatment of the lower garment wrapped round the waist which is like the 
modern /ungi displays nudity of the figures, only the ends of the dress have been shown pro- 
minently. Their faces are elongated which is further emphasised by the conical type of Mukuta 
they wear. The queen consort on the Tight of Simahavisnu is modelled beautifu lly though she 
stands rigidly. Her lefc hand is in katyavalambita pose and with right hand she held nila kamal 
raised up to her chest. Her nose is very thin and long like in Chola figures. She looks very 
sober and serene with her downcast eyes as if she is modelled as a div 
stands on his left side is similarly treated as the first queen. She rests 
and right hand is raised upto the shoulders. His standin 
is not distinct. She does not have the upper garment; even the lower garment is not visible. She is somewhat bulkier than the other queen. 

The Mahendravarman group of portraits (Fig. 35) is similarly executed. Mahendravar- 
man and his two queens are standing. The king appears to be indicating something with his 
index finger. He also wears the same type of dress and Mukuta as his father. But his figure is somewhat relaxed. A ray of smile illuminates his face. The queens are also treated with simpli- city. They are very slim having elongated figures; their slender hands and legs follow the Vengi style. They look tallish yet delicate, very gentle and graceful. They bend slightly their heads so that they are looking very modest. Their smiling faces express the sentiment of peace, content and happiness. They are also dressed like Sithhavisnu’s queens. On the whole these portraits are very naturalistic and beautiful. But we cannot Say that these portraits are real portraits; these are idealised versions. If they had not been labelled nobody could distinguish them. All are alike, the same dress, same faces except very few differences. Usually the artistes attribute divi- nity to royal personages. So they carve their portraits after the gods and they engrave their names. All the ancient portraits are carved or painted in the same manner. 

The dress of the queens is peculiar. The same type of treatment we can see in Badami Cave No. I in Ardhanariévara panel. Beside Ardhanari$vara Siva there is a female figure with the same type of dress Eve n in the Varaha Panel Cave No. 11, Bhiidevi also wears the same type of undergarment. 

ine figure. The queen who 
her left hand on her waist 

g position is very rigid. Her expression 

It seems that the sculptor faced the problem of arranging the position of the hands of the queen consorts of Mahendravarman and he solved it by resting their tender hands 

1. Zimmer: Op. cit., Plate Nos. 138 and 139,
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on their laps. This became one of the characteristic features of the Pallava female figures, 
It continues even in Narasithhavarman period. 

Another interesting and important figure is Durga Mahisa4suramardini from Singavaram 
cave temple (Fig. 36) which is attributed by J.N. Dubrueil to Mahendravarman on the basis of 
the style of the dvarapalas of the temple. Here the style of Mahendravarman reached its climax. 
Durga stands in Tribhanga posture with one leg on the ground and another on the head of 
Mahisasura. She has four hands. The upper right and left hands hold the Safikha and Chakra 
respectively and lower was placed on the right lap and left hand near the waist. On the left arm 
a parrot is shown perched. She wears the conical Karanda Mukuta and Patra Kundalas in the 
ears. She is adorned with necklaces, Keyuras, armlets, girdle and there are many ornaments on 
the legs also as we find in the Amaravati figures. The fine workmanship over the ornaments, as 
found either in later styles or at Badami, is absent, the details are simple and blunt. The model- 

ling of their figures is more refined than the portraits of the queens. Her face is elongated with 

protruding cheek bone with tightly closed lips and downcast eyes. However, we find that the 
sculptor took special care in the treatment of the eyebrows and the eyes than in the previously 
discussed figures. The sloping shoulders with full and light bosoms of the goddess show her 
feminine qualities. But the treatment of her hands and legs are in tubular form. The rhythm of 
the side contours of the body is well maintained; the space between her legs form a triangle 
which so to say interprets the rhythm of the figure. Although she appears here in the Mahisa- 
suramardini aspect, she looks serene and sober and even her facial expression is placid. 

On either sides of the Durga figure we find two devotees, worshipping her by self- 

immolation. One on the right side is stabbing himself on the left with a dagger, and the left one 
is offering some unidentified object. Probably, this is the forerunner of other Durga figures in 
the Narasirnhavarman period. In the Adivaraha cave temple, the same type of Durga is carved 
but that is more refined than the figure under discussion. The main idea seems to have been 

taken from this figure. Though this figure is more rhythmical and relaxed than the previous 
examples, the rigidity still lingers on because of the placement of the hands. Starting from the 

dvarapala figures of the Laksitayatna temple of Mandagapattu upto the Durga figure of Singa- 
varam. cave temple, there is an unbroken sequence of the evolution of the sculptural style of 

Mahendravarman I. From one figure to the other we can see the technique, the iconography, | 
plasticity, proportions are increasing and reached its maturity in Trichinapalli Gangadhara panel 
for the male figures and in Singavaram Durga for female figures. Thus Mahendravarman pro- 
vided a rich background for the Narasimhavarman period sculptures.



A 

The Mature Pallava Style 
  

Narasimhavarman Mamalla, worthy son of a worthy father inherited the imperial status 
along with the artistic and literary traditions. The first artistic expression which had been given 
by his father Mahendravarman I, was followed by Narasithhavarman I. The architecture as well 
as the sculpture matured under his noble patronage. His rich patronage, his refined taste and 

his valour inspired the sculptors of M&mallapuram. He made Mamallapuram an immortal 
sanctuary for the art lovers. We can feel his own grand personality behind the sculptures of 
Mamallapuram. Really speaking, this is an open air museum of architecture and sculpture; the 
five Rathas are massive works of sculpture rather than architecture, which paved the way for 
the great, grand KailaSanath temple of Ellora built by Rastrakiita King Krsna If. The designs 
probably were intended to produce five model shrines, each of them of different type, showing 
the development of southern architecture from the origin to his own day. In such a calm 
atmosphere the monolithic rathas are standing alone to indicate the ancient glory of the Pallavas. 
In the words of O.C. Gangooly and Goswamy, “The entire corpus of Pallava carvings are either 

low relief or high relief panels, mostly pulsating with impassioned devotional emotions fulfilling 
the demands of generations of religious devotees and pilgrims -who for centuries flocked to these 

cave temples with their offerings of flowers, fruits and coins, Not only streams of pilgrims flowed 
into that temple city of Mamallapuram in their thousands—but the architectural and sculptural 
glories of the cave temples attracted expert architects and connoisseurs of carvers of art.” 

This prosperity and maturity of the architecture and sculpture dawned during Nara- 
sitnhavarman | period. The same mature style was followed by Paramesvaravarman I, thesonof 

Narasitmhavarman I, and the grand son of Mahendravarman I. He completed the unfinished 
work of Narasitahavarman J, and also contributed some of architectural and sculptural 
monuments to the glory of Mamallapuram. We find some of his inscriptions along with his 
titles. In the Adivaraha cave temple, early Chola inscriptions of Rajendra 1, relating to this 

temple, call it, Paramesvara Mahavaraha Visnu Grharh. Thus possibly Paramesvaravarman I 
finished this cave temple which was started late in the reign of Mamalla.” The tradition conti- 
nued its course undisturbed and recorded significant achievements in Mamallapuram. But Nara- 

1. O.C, Gangooly and Goswamy: The Art of the Pallavas, p.26. 
2. K.R. Srinivasan: Cave Temples of the Pallavas, p. 175.
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sithhavarman’s artistic activities were confined only to Mamallapuram, which was named after 
his name, Mamalla. The site is also known as ‘Seven Pagodas’. 

The general view of the scholars is that it was founded by Narasithhavarman Mamalla; 
hence, it was named after him. As I stated, in the previous chapter that Mamallapuram was a 
pre-Mamalla site, but it became a prolific centre of trade and art during Narasitnhavarman’s 
time; hence, it was named after him. 

R. Nagaswamy, in his article ‘New Light on Mahdbalipuram, observed that the whole 
achievement at Mamallapuram belonged to Rajasithha’s reign, his evidence being mainly 
epigraphic. He noted that among thirty birudas appearing on the Dharmaraja Ratha, sixteen 

also appear on the walls of KailaSanath temple at Kafichipuram built by Rajasithha. Moreover, 

the title ‘Atyantakama’ appears on a variety of monuments, namely the GaneSa Ratha, 
Dharmaraja Ratha, the Ramanuja Mandapa, Varaha cave, shore temple and the Vayaliir inscrip- 

tions of Rajasirnha. He also added that the Somaskanda motif found on the shore temple, in 
Dharmaraja Ratha, Mahisdsuramardini cave, Mukundanayanar temple, etc., was introduced by 

Rajasimnha.t 
These epithets common to the Dharmaraja Ratha and KailaSanath temple are-used by 

Nagaswamy to support his attribution of sponsorship of Mamallapuram to Rajasiha. But on the 
Dharmaraja Ratha the name of Narasimmhavarman along with his other titles is inscribed.? There 
are a number of common epithets to all the kings of Pallava dynasty. For example, in the Varaha 

cave temple, ‘Aryantakama Parameswara Grham’ is inscribed on the floor. Birudas like Sribhara, 
Avanibhajana, Trilokyavardhana, Lalitankura, etc., were adopted by Mahendravarman also. In 
the same manner the same titles are attributed to Rajasithha. So, use of the common epithets, 
is not a convincing proof. What is the evidence to conclude that these birudas along with the 

inscriptions were not added long after the monuments were built? Such inscriptions might be- 

long to portions added subsequently ina monument, for example, ParameSwaravarman 1 added 
some sculptures to the Adivaraha cave temple originally built by Mahendravarman I. 

The analysis of the sculptural characteristics of the Rathas and Mandapas on the one hand 
and the shore temple at Mamallapuram, KailaSanath temple of Kafichipuram etc., on the other, 
shows the differences between the two styles. The figures on the Rathas are slim, strong and 

elongated. Their faces are oblong and expressive. They are simple and display originality where- 

as the sculptures of KailaSanath and shore temples are shorter and the faces are circular and 
devoid of expiession. So, we cannot attribute the entire sponsorship of that splendid work to 

Rajasituha. The work would have been started at thetime of Mahendravarman and contributed 
by the succeeding generations, i.e., by Narasimmhavarman I, ParameSwaravarman J, and Rajasimha. 

But the main part of the project had been done by Narasihhavarman I. He made Mamalla- 

puram spectacular so it has been named after him as Mamallapuram. So far as the Somaskanda 
motif is concerned, it started from Parameswaravarman I period and was a favourite motif of 

1. R. Nagaswamy: New Light on Mahdbalipuram, T.A.S. S.I. Vol. VI (Madras, 1962), pp. 1-50. 

2. Sree Narasirhha, Prithvisarh, Sree bharah, Bhuvana Bhajanah, Sree Meghah, Trilokyavardhanah; Vidhihi, Atyan- 

takdmaha, Anekobhanah, etc.
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Rajasimha. 

Narasimhavarman I inherited from his father the hostile relations with Chalukyan 
dynasty along with the imperial power and artistic tradition. Soon after his succession to the 
throne, the expedition of Chalukyan Pulakesin II took place (637-38 A.D.). He defeated 
Pulakesin IT, and sacked Vatapi, the capital city of the Chalukyas, the modern Badami. Then 
he adopted the title ‘Vatapikonda’, the conqueror of Vatapi. He seems to have been very much 
impressed by the beautiful and magnificent caves of Badami, which had been carved and 
finished by Mangalesa in Saka Era 500 (578 a.p.). Narasitahavarman j carried home the 
Chalukyan art tradition. So, during the first half of the seventh century A.D. the Chalukyan 
style influenced the Pallava style. The result is some of the grand panels at Mamallapuram, viz., 
Varaha, Trivikrama, Mahisasuramardini, etc., but theseare not the replicas of the Badami caves. 
The sculptors followed their own style and displayed originality. They immortalised Mamalla- 
puram by hewing out heavy rocks and transforming them into the temples of great beauty which 
are famous as Panchapandava Rathas. These are creations of great skill. Percy Brown says that 
these are the replicas of the various religious structures of wood common at that time. Now the 
technique of rock-cutting art reached its culmination. These Rathas are the repository of all the 
divine images. This period is the Golden Age of Pallava art and architecture. The artist has 
shown his originality and versatility in depicting the ‘divine myths. In the delineation of divine 
images they expressed powerful dramatic intensity and profound cosmic feeling. They carved 
various forms of Vi sau and Siva. The rows of relief sculptures on the Dharmaraja Ratha displayed 
the sixteen forms of Siva as described in the Kasupiya Silpagastra.2 Many of these icons inspired 
the Chola artistes, the result is the great master-pieces of Chola bronzes. For the Visnu icono- 
graphy probably they followed the Vaikhansagama. For the first time we find the epigraphical 
enumeration of the incarnations of Visnu, in the Adivaraha cave temple, on the niche to the 
South of the shrine entrance. In this list Krsna is excluded and Buddha is included.’ 

However, among the representations at Mamallapuram, Varaha, Vamana among the avatar- 
as mentioned in the inscription are depicted. Moreover, Krsna’s feats as Anantasayi, Govardhan- 
adhari, Kaliyamardana forms have been given visual expression. All the panels are either in low 
or in high relief and the human size. Almost all the divine figures are shown in the samabhanga 
posture and exhibit certain amount of stiffness. The movements of the figures are restricted. On the 
other hand certain human figures including dvarapalas on the Rathas and Mandapas display easy 
and graceful postures. These figures are the very fine examples and beautifully proportioned. The 
slim and strengthy body is a characteristic feature of these sculptures. 
and sometime three-quarters view of the figure from behind also has 
the technical virtuosity of the sculptors. The reliefs are relatively hi 
one plane, so that the figures in general are related to the surface ௦ 
compositions are simple and balanced, but we find very little attem 

Profiles are more frequent, 
been shown. This displays 
gh but keep very much to 

f the stone. In general, the 
pt to show light and shade. 

1. Percy Brown: Indian Architecture (Buddhist and Hindu Periods), (Bombay, 1959), p.79, 2.. C. Gangooly and Goswamy: The Art of the Pallavas, (Calcutta, 1957), p.27. 3. Matsyah Kirmo, Varahas-cha, Narasithhas-cha Vamana(h) Ramo Ramas-cha-Ramas-ch i , ~cha~ “cha, Budd ; -ch te dasa. A.RAS.), LE., 1923, p. 94. cha, Buddha(h), Kalki-cha
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Thus every thing is clear cut. The style is more natural and original. The treatment of the 
weapons and the position of the arms holding of the weapons are similarly shown with naturalism 
(Plate LXII, Ske. 1 to 5), Even in the divine figures human qualities are visible. In the large 
compositions the carver followed the synoptic method as is usually followed by the previous 
phases of Safichi, Bharhut, Amaravati. etc. The figures are more restrained and refined. There is 
no variety of poses, gestures and flexions as we find in Amaravati and Ajanta. The figures are 
seen somewhat rigid in body and serious by nature and look serene and self-disciplined. Very 
rarely can we see the blushful or joyful innocence on female faces. But, they are dignified and 
majestic. This is so because, they have chosen divine and the members of Royal family. The most 
important thing in Mamallapuram is that the art is fully devoted to religion. Except gods and 
goddesses there is no scope for secular figures. Only in the Govardhana panel certain secular 

figures have been carved. The sculptor produced these compositions on a grand scale. These 
compositions look like frescos in sculpture. They chose the paurdnic stories as their subject matter. 

They displayed great freedom in execution and maintained the authenticity of the story. During 
this period the sculptor enjoyed more freedom. It is the Pallava sculptures which paved the way 
for the grand gigantic Rastrakuta sculptures at Elephanta and Ellora. The figures are very simple 
and vigorous and their actions are very well rendered. Especially in this period the rendering of 
the animal figures reaches its height as in the much later Mughal painting. Thus Indian art 

blossoms in the realisation of a new and graceful idealism in Narasitnhavarman period. 
The dvdrapdlas of this period are gentle and devoid of the fierce looks of Mahendravarman 

period. “They are gentle, slender, and graceful, that well represent the specific quality of the more 
Southern style. There is in the department of these youths a touch of meditating dreaminess and 
lyrical musicality that has keyed down their manly valour to such a degree that they can hardly 
indicate to have been meant to protect the shrine. They are rather reflections and inspirations of 
the mood of pious delight that the worshippers are to feel when they step into the visible and 
tangible presence of their god. The sensitive bodies, symbols of an attitude representing a senti- 
ment and forces of soul are suffused by the refined voluptuousness of some spiritual realm.”? All 
the dvdrapdlas are accommodated in very narrow niches and without any weapons. In the 
Draupati Ratha alone the dvdrapdlikas have long bows and arrows. They are two handed. One 

hand is at the kati and the other indicating towards the garbhagrha. There is no variety in 

dvdrapdla figures of Mamallapuram (Fig. 37). 

Among the five Rathas, the Arjuna Ratha and Dharmaraja Ratha are the repository of a 

number of carved figures. Each and every niche on all the three sides of the Arjuna Ratha has one 
or two figures, all are very -finely executed. These figures are more elegant than others at 

Mamallapuram. On the eastern facade there are five niches. In the central niche, Indra on his 

Airavata is frontally carved. At the next right side of the Indra figure two female figures (Fig. 41) 

probably from the Royal family are portrayed. Among them the younger one is very charming 

and modest (Fig. 41). Her round shoulders, narrow waist, tapering thighs, supple but strong legs 
and hands display aesthetic sobriety. She is a woman of resplendent beauty. She is very delicate 
like a creeper as it is said Lateva rajase Tanvi. Her flutter of delight, simplicity of dress and her 
voluptuous gracefulness reminds us of the famous black princess of Ajanta. Though, she differs in 

1. Zimmer; The Art of Indian Asia, 2 Vols., Vol. I, Text (New York, 1955), p. 87.
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dress and decoration, the appraisal of form is like that. Her blushful smile looks like a half 
blown lotus. 

Next to this niche appears a dvdrapdla figure (Fig. 40), which is very interesting; he stands 
very majestically having a long bow in his left hand and the right hand is at his Akagi. He has skull 
yajnopavita and flat ended kiriga with heavy kundalas in his ear lobes. He has strong features. The 
articulations of the human figure is ideal with round and robust shoulders, attenuated waist. His 
face is very expressive with a smile on his full and tight lips. His erect, alert, majestic and serene 
pose resembles the Chalukyan dvarapdlas at Badamit except for his weapon; here this dydrapala 
holds a bow while the Chalukyan dvarapdla a trigala. 

On the Northern facade of the Arjuna Ratha the four niches accommodate other figures. In 
the central niche appears Siva as Vrsavdhana and on both sides of the Vrsavdhanamurti are 
Royal couples (Fig. 38). Next to these couples, dva@rapdila figures are carved on either side. The 
Vrsavahana Siva is the centre of attraction (Fig. 38). Siva is four handed leaning on Nandi which 
is carved frontally. He wears simple jewellery, a necklace, in the left ear Patrakundala and the 
right ear is left bare. This feature is probably to show his ardhanarisvara form; what he held in 
his hands is not clear. He wears jatamukuta and his pose is very relaxed, easy and graceful. The 
tranquil smile and the spiritual expression of the God is no where so well expressed in Pallava art 
as in this figure. There is no katisitra, but one uttarlya is around his waist. He is standing cross 
legged. Probably this is the first representation of Siva as vrsavahana, There are no space values 
here; he is carved in a narrow niche as if, the two side pilasters of the niche restrict the scene. On 
the left side next to the Royal couple there is a dvarapdla fi gure with a chauri at his left shoulder 
(Fig. 39). The left hand is on his patabandha, which is tied by his long sword after the Chalukyan 
fashion. He has kafisutra in ribbon like form. He does not have the usual yajhopavita. He wears 
jatamukuta with all the saivite symbols, for example, a skull and the crescent moon. The most 
interesting and important point in these three figures is the treatment of the faces 
Siva, chauri bearer and the above discussed dvarapala with a great bow. These faces are square 
with full and smooth cheeks, full lips and down cast eyes. Generally, the Pallava faces are oblong 
with wide open eyes. So, the contours of these faces are new to Pallava art. The contours of these 
faces, are closer to the faces at Elephanta. The vrsavahana Siva’s face (Fig. 38) with downcast eyes has more resemblances with that of Mahadeva figure at Elephanta. The facial contour of the 
vrsavahana Siva of Arjuna Ratha, also resembles the Chalukyan faces at Badami, Generally, the 
faces of the figure of Mamallapuram are oblong, but not square. So, probably, this is the 
influence of Badami on the Mamallapuram school. 

The Royal couples (Fig. 38 and 39) are also carved ver y beautifully. The broad chest, as well as the prominent and round shoulders of the king sho ‘ ws Royal dignity. The treatment of yajhopavita can be compared with that of Siva Gangadhara figure, from Trichinapalli. 
hand is at his kati and the other hand is indicating towards the God. The two Royal pers alike in their gesture and expression. In the same manner the queens also show resembl 
their hands are placed on their laps just as in the portraits of the queen co Mahendravarman I, in the Adivargha cave temple. But, here, their _modelling is mo 
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1. Zimmer; op. cit., Vol. Il, Plate 140.
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and proportioned. These figures are more expressive, very delicate and serene. The vegital 
suppleness and softness are poured in their slender limbs. But they are not looking tender hearted. 
They are reminiscent of these lines from “Mirror of Compositions,”—‘Thy face, my Love, is as 
the Moon, Thy hand is equal to the tender leaves, Thy words are as nectar, thy lips are like the 
bimba fruit, but stone-like is thy heart.’ These are idealised portraits. They are not real and are 
not inscribed. We cannot say who the personages are meant to be. This much we can say that 
they are the members of the Royal family. We can see the princely delicacy and Royal majesty 
in the male figures. Their garments are transparent and the tassels are hanging on the sides. The 
garments of the female figures also are diaphanous and the tassels are hanging behind. On the 
whole the easy and graceful gestures of these female figures remind us of the female painted at 
Ajanta. 

Dwarfish figures are carved under the kapota in a row as if they are supporting the terrace 
and look like Siva ganas from the Gupta period. In the second story beneath the kapota, a row. 
of swans is carved. 

Next to the Arjuna Ratha, the Dharmaraja Ratha is a repertory of Siva and his various 
forms, for example, Ardhandri§svara, Siva, Bhiksatana, Vrsavahana, Andhakasura sarnhéra murti,? 

etc. Not only saivite figures but some vaisnavite figures are also present. On the east side of the 
right niche the ardhanarigvara form of Siva is carved out in the Dharmaraja Ratha (Fig. 42). 
Probably this is the first representation of Siva in his half male, and half female form in the 
Pallava style. The figure is in samabhanga pose, i.c., without flexion in the body. We can admire 

the characteristic features of this figure, though we cannot find any declicate feeling in it. The 
sculptor has shown excellently, the anatomical features of male and female forms. The droop in 
the shoulder and the dip near the waist and the pelvis of the female half are beautifully shown. 
The treatment of hand of the female form has acurve and it sways like elephant’s trunk. The chest 
of the male half is very broad and the shoulder is very prominent. The figure is four armed. In 
the male half, the upper right hand holds a parasu and the lower right hand is in abhayamudra. 
In the female half, the upper hand is holding /i/akamal and the lower left hand is left free as 
katyavalambita. In the left ear-lobe we find a patrakundala and in the left leg an anklet. The 
mukuta also is a combination of jatamukuta and karandamukuja for Siva and Parvati respectively. 

In the male half the kantakakundala is adoring in the right ear of the god. The lower garment is 
similar to that of the male portion which folds around the waist and tassels hang to the sides. 
The next figure is Hariharamarti or Hryarthamurti (Fig. 43). 
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2. The astamirti forms நத Siva are prthvi dp (water), tejas (light), vayw (air), akasa (outer space), Sirya (Sun), 

Chandra (Moon) and Yazamana (Lord). Fire, sun and moon are often equated with three fires and the three eyes 

of Siva. The lords of the eight forms are Bhava, Sarva, Ksana, Pasupati, Bhima, Mahadeva, Ugra and Rudra, 

This astamirti form was prevalent in contemporary time as is attested to by the Tevaram Sambandhar and Appar. 

—K.R. Srinivasan, The Cave Temples of the Pallavas, p. 129. . - 

3. In the Vedic language the Ardhanarisvara form is the fusion of Agni and Soma, fire and water, the two Principles 
of heat and cold by which the world is brought into existence and held together. ... In the Saiva iconography 

this form is a great idea with patent meaning. 

~—V.S. Agrawala: Siva Mahadeva (Varanasi, 1966), p. 41.
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On the sevond storey at the South facade, Siva has been carved as Samhdramurti. He is 
killmg an asura, probably Andhaka (Fig. 46). He is spearing the demon with his ¢réala, who is 
down and has taken the support of a pillar. Siva’s expression is terrifying. He is four handed, in 
one hand he holds paragu. The next one is Kalari marti (Fig. 47). 

The vrsavdhana Siva (Fig. 48) on Dharmaraja Ratha is somewhat peculiar. Here his vahana 
the bull is represented as a human being. The human-bull, here, has no horns and thus differs 
from the horned dvdrapdlas of Mahendravarman style. Siva rests one of his hand on him. In one 
ear, he wears patrakundala, while the other is left bare. His head gear shows the change which is 
turban-like. This figure is four handed. The Andhakasura and Nandi figures show a great deal of 
similarities in treatment, and both are modelled in the same manner, The Andhakasura figure 
expresses an angry mood, while the Siva gana is in happy mood. On the whole the figure of Siva, 
is the model for the famous Chola bronze vrsavahana marti, in the same pose and in the same 
dress. 

The most important for its iconographical features is the Bhiksdtana marti Siva at the 
second storey, west facade. This figure is modelled with great sensitivity (Fig. 49). The nose of this 
figure is prominent which is high and thin edged as is found later in the Chola style of which it 
became a special characteristic feature. Siva is four handed, in his lower left hand he has a skull 
as his bhiksapdtra and his upper left hand holds an object resembling the pasa. What he has in 
upper right hand is not visible and in his lower right hand he has trigala. He is dressed in a 
krsnajina instead of being nude. This figure is very fine and became a model for future figures. It 
seems that this figure is the combined form of Bhiksdtana and Kankala form. Because he had 
Kankala Danda on which the dead body of Visvakasena is hanging. 

On the second storey, north facade, Siva is shown along with a human figure, probably, the 
latter is Arjuna (Fig. 50). Here Siva is four handed, in one hand he holds a bow and Carries at 
his back his quiver (Aksayatunir). His other hand is on the shoulder of Arjuna in a friendly 
gesture. Arjuna is depicted ina very simple form with dhoti and turban. He bears a dejected 
expression looking towards the god’s feet, as if, the mythical hero is repenting of his fight with 
Siva in the disguise of kirata, On finding that the kirata was none other than Siva himself, for 
whose realisation he was undergoing the penance, Arjuna is lamenting and Siva is shown here 
probably consoling being gracious to him. 

Another important figure in this series is the Kdliyamardana Krsna (Fig. 51). Krsna is crush- 
ing the serpent Kaliya by standing on his back and holding his tail. The attempt of the sculptor 
to show Krsna as an young boy, is visible, yet Krsna appears as a grown up. His head is adorned 
with peacock feathers, the heavy patrakundala in the ear lobes, and thick yajftopavita has been 
carved. The serpent is engraved with a human head and ex panding hoods appear asa halo 
behind him. 

Besides the icons of god’s figures, some of ascetics and 
them, a figure of a devotee is executed very expressively, 
Certain new features are introduced in this figure. His o 
with the other hand he is holding flower. Special attenti 
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yajtopavita was changed here, into the vastra yajfopavita. The ribbon type of katisttra and the 
loops around the waist were similarly turned into a girdle, which is wide and tight fitting. On the 

left side the fan shaped hems on the girdle have been shown; which enhances the beauty of the 
figure. Probably, this figrue is portrait of Narasitnhavarman I who is the sponsor of this work. 
He is described in an inscription engraved on Dharmardja Ratha as “handsome and omnipotent, 
passionate, serene etc. Since this figure expresses all these qualities I suppose he is 

Narasimmhavarman 1.” Certain other forms of Siva, like Gangadhara (Fig. 54), Vinadhara 
Daksinamarti (Fig. 55), etc. also carved. Some portraits of the devotees also hewed out, for 
example, the portrait of Eripattar-nayanar (Fig. 57) and Tirunilkantha-Yalppanar (Fig. 58). It is 

said in the Periyapurdnam that Eripattar-nayanar used to collect the flowers for the worship of 

‘Siva and he always carrying an instrument like sickle for plucking the flowers. And Tirunilkantha 
Yalppanar a great Siva Bhakta used to play the hymns composed by Sambandhar on his yal (the 
music instrument, the prototype of modern Vina). On the Dharmaraja Ratha twenty to twenty- 

five figures were carved in three storeys, each became a specimen of its own. According to the 
gaivite pantheon the various aspects of Siva are illustrated, and became models for the subsequent 
styles{‘The figure of Surya is a masterly example of the Pallava art. The figure with a big halo in 
samabhanga posture expresses heavenly dignity. It is distinguished from the robust earthly beauty 
and displays the grace of stateliness and restraint. Among all the five Rathas only in Draupadi 
Ratha the mulabera has been carved on the back wall. Durga stands on kamalasana two of her 
‘devotees are in the attitude of self-immolation while on the above two ganas on each corner 

carved in adoration posture (Fig. 60). 
In Mamallapuram, all the three major Hindu cults have been given equal importance. 

Along with the illustrations of Siva and Vaisanava myths, Durga as the head of Sakta cult also 
became popular among the Royal patrons. The sculptor illustrated all these divine myths more 
explicitly and powerfully than any language. It may be noted that the ma jority of the divine 

‘images have either two hands or four hands. The only exceptions are the Trivikrama figure inthe 

Adivaraha Mandapa, the Durga figure in Adivaraha cave temple, Mahisaésuramardini Durga in 

the Mahisasuramardini Mandapa, and the Durga figure in Trimarti cave are eight armed. Most of 
the four armed deities are provided with two emblems in the two hands and the other two hands 
are in the position of abhayamudra and kati hasta. The deities are not provided with prabhamandala 
except Siirya, and Chandra who invariably have haloes. 

A number of Durga figures appeared in Mamallapuram.* Her Mahisasuramardini aspect 
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2. It is said that in Tamil country, Pidari, is the arch type of the female village deities. She is regarded as the 

guardian deity, protecting the people against evil spirits and especially epidemics like the cholera. She is known 

by various names KAli with power over death, protects against evil spirits and the wild beasts. She is later 

integrated with Durgi or Mahisasuramardini. Human and animal sacrifices were offered to her. There are a 

number of figures carved in Pallava sculpture. 

—S.R. Balasubrahmanyam, Early Chola Art, Part I (Bombay, 1966), p. 4.
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is a favourite subject for the artists of all ages. All the figures are illustrated as standing on the 
head of the Mahisa, except on the Varahamandapa, where she stands on a lotus seat. She js. 
always accompanied by antilope, except in the Mahisasuramardini cave Durga has been given. 
Saivite as well as vaishnavite symbols, for example, the trisula, sarpa, chakra and sankha, etc., and 
she is also associated with Vishnu temples. We can take the instances of the Mahishasuramardini 
figure along with the Anantasayi Vishnu relief in the Mahishasuramardini Mandapa, the Durga. 
on Varaha Mandapa and also, in the trimiarti cave.2 Thus she is represented as the Adyasakti, 
the supreme consciousness and powerful above all others. It is by her grace that all the gods are 
manifested, and even the supramental Iswara comes into manifestation through her. The Nirvana 
Tantra also says that all the gods came from her and will disappear in her like, “Lightning is 
produced by the clouds and disappears within the clouds.” 

Another important and peculiar feature of Pallava Durga at Mamallapuram except in the 
Mahisasuramardini cave is that devotees are shown in sculpture offering their flesh and blood to. 
the goddess. It shows that the sacrificial rituals were in practice at that time. K.R. Srinivasan 
observes in his ‘Cave Temples of the Pallavas’ this is the method of worship according to the 
Kalikapurana which is described as the Navakhanda Vidhi2 This method of worship is called. 
vamachara vidhi, “The left hand ritual’, of the Tantras. In the Devi Rahasya Tantra, it is said that 
she will be satisfied with the sacrifices of Mahisa etc. (the animals), and she will take Madhu, 
Mamsam,_* etc. Probably at that time that type of worship was in vogue. 
1. Durga is called in Gayatri Sahasranam as Yajusi Yajfiaripini 

(கோக கோரா எளி எஎண்ரி | 

என் எண்டா ஏனா warez 11) 
i.e., she is Yazurveda and she is the form of yajfia or she is yajiia herself and it is also said that she is Agni. In 
Markandeyapurana Brahma invoked her as ta1gt, caer (ca Fatal, ea erat, cafe சாக்கா: சாக) என் கரம் ளா நக 
considered to be the eyes of Agni. That means she is herself Agni. By all these references it shows that she is. 
vedas, she is yajfia and is the fire of yajfia. The Pallava artists want to show all these aspects of Devi. Hence they carved the head of a deer on the back wall. The deer symbolizes Vedas and also yajfia. Itis supported by the 
Satapatha Bradhmana. There it is considered the deer as the form of yajiia, It is also said in the above Brahmana. and also in (waa) Tyittariya Brahmana. The Agni hides in the forest when the Devatas searched, it has been 
found in the form of a deer. So it is called Agnimrga. This Agni is herself. In Gayatri Sahasranama she is called 
as Sarabha, who is the form of a deer. 
ஈரி, எண, எளி ஏளாரா | 

எள, என், எக, எக், எனா ப 
From a very early period, she was also mythologically associated with Visnu Krsna. The Durgistotras of the Mahabharata and the Aryastava of the Harivathéa describe her as having been born in the womb of Yasoda in the house of the cowherd Nanda. (Yasoda garbha sambhutam..... Nanda-Gopakula jatam....) The Markandeyapurana also gives us the same information and in its Narayani-stuti the gods characterise her as the: infinitely powerful Vaisnavisakti (Tvam Vaisnavisaktirantavirya visvasya Bijamparamasimaya). J.N. Banerjea; Development of Hindu Iconography (Second Edition, Calcutta, 1956), p. 502. 3. K.R. Srinivasan : The Cave Temples of the Pallavas. p. 172. 
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The very conception of Durga in Indian religious literature is very idealistic. She combines 
two adverse ideas (fade 41a) ie. delicacy and energy, /alita and ghora, beauty and ugliness, 

saumya and raudra (afaateary afattara) etc. It is said that she is Trpurasundari.! Her celestial beauty 
is uncomparable among the three worlds and also she is terrible and hideous (443° sz), One 

of her names itself signifies that she is Durga—unconquerable or unassailable one.? For the sakti 
‘worshippers she is all in all. She creates, she preserves and destroys. Perhaps to express this idea 

Durga has been attributed all the different types of weapons. Almost all the figures of Durga are 
most amazing and delightful specimens of the Pallava conception of feminine beauty. They are 
very slim and slender and most of them are in beautiful tribhanga pose. 

A Durga figure is carved on the southern side of the Adivaraha cave temple (Fig. 61). She is 
eight armed. She stands in the tribhanga posture on the head of Mahisa. She holdsin three of her 

right hands the chakra (wheel), Khadga (sword) and ghanta (bell) respectively and in correspond- 

ing left hands, the Sankha (Conch), Ketaka (shield) and Dhanus (bow). The right front hand 

holds a cup. But it is not clearly visible. K.R. Stinivasan, in his ‘Cave Temples of the Pallavas’, 
stated that it is a cup. But Krishna Sastry felt that it is evidently a sree phala (bale fruit). Her 

lower left hand is at the kati and a parrot perched on the wrist as she is praised as ‘/ildsuka priye’. 
She wears kucha bandha. She is adorned with a necklace, patrakundala and kirita. Behind her, 

there is a trifala, probably it represents Sakti dhvaja. Jn the top corners of the panel there are two 

flying figures. On the right the head of a lion and on the left the head of an antelope have been 
carved. The lion symbolises dharma and Sakti, while the antelope probably signifies her samyam 

and her Pagupati aspect. Below at either side of Durga figure two attendant female figures are 

shown standing, the right one with sword and the left one with a bow. Both the figures slender 

yet they exhibit their amazonian strength. Similarly, on either side of Durga two devotees are 
shown kneeling, the right one is piercing his left hand with a dagger and the left one holds a sword 

in his left arm-pit. This indicates the sacrificial rituals which symbolises the self-immolation at the 
goddess’s feet, by piercing their ragadwesadi guna so that, they can get her blessings. All the figures 

in this composition are arranged beautifully and harmoniously. The figure of Durga looks fine 

with her subtle and rhythmic body. Her face is very elegant with a tranquil smile on her lips as 

described in the ‘Devi Mahatmya’® According to the Mayamata, she is Katydyini having the 

characteristics shown above. 

The most remarkable and unique sculpture in Mamallapuram is the Durga Mahisdsuramar- 

dini scene in the Mahisasuramardini Mandapa (Fig. 62). The style reaches its highest water mark 
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in plasticity, elegance and vividness in the representation. This isthe most original work, as. though: 
the sculptor hasa spiritual vision of the wh ole battle. It proves that the Indian artist enters a plane 
of dhydna (contemplation) in order to conceive the mental picture before he executes it onstone. In his dhyana he gets the vision and tddatmya (having the same self). Then he expresses it and creates it following his greater inner vision. It is said that Valmiki before he began his dictation, first visualised in yoga the entire Ramayana. The characters appeared in his vision living and moving as though in real life! The same thing seems would have happened, here, in the Mahisasuramardini composition. The literary meaning of this aspect of Durga is one who crushed the buffalo demon (the personification of evil forces, i.e., ajfana, avidya and the violent egoism, devourer of the world). On the other hand Durga is cosmic energy, mahavidyd and enlightenment, or of the valour or powers of all the gods together. She rescued the universe from the tyranny of the demon, Mahisasura and which, became a favourite theme for the Indian artist. The details of the story has been given in the Devi Mahatmya of the Markandeyapurdna probably written in. fourth century A.D. and in the Devibhdgavatam. But it appears first in the Kena Upanisad, where she is described as ‘Brahman’. The same idea is developed later. According to the Markandeya- purdna, “the pile of light which was collected by all the gods transformed intoa woman, illumin- ing the whole world by her luster.” The gods bestowed upon her all their weapons? “In this perennial, primeval female, all the particularised and limited forces of their (the gods) various personalities were powerfully integrated. Such an overwhelming totalization signified omnipotence. By a gesture of perfect surrender and fully willed self-abdication, they had given their energies to the primeval gakti, the one force, the fountain head, whence originally all had stemmed. And the- result was now a great renewal of the original state of universal potency. When the cosmos first unfolded into a system of strictly differentiated spheres and forces, life energy was parcelled 

estation. But these now had lost their force. The: mother of them all, life energy itself as the primeval maternal principles, had reabsorbed them, eaten them back into the universal womb, She now was ready to go forth in the fullness of her- being.’””3 
in Mamallapuram, this panel is illustrated following the description of the Devi Mahdatmya. When Mahisdsura heard about Devi he rushed nN towards her, and declared war on Devi. He saw Devi filling the three worlds with her splendour, bending low the earth with the force of her strides. stretching the sky with her pointed diadem, sha king thenether worlds with the twang of her bow- string and standing there filling the ten directions of space with her thousand hands. She is riding: 

1. A,K. Coomaraswamy; The Transformation of Nature in Art, Second Edition (New York 1956), p: 175.. 2, acta aaa: Ee vaaratre cade | 
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—Dr. V.S.Agrawala; ‘Devi Mahatmya,’ Chapter HH, Cant 11 & 12, pp. 46-47, 3. H. Zimmer; Myths and Symbols in Indian Art and Civilization (New York, 1962), ற. 191. 4. ஏ ஈர் எளி சி னாள்கஈண ளக | 
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Tbid., pp. 50-51.
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on her lion with erect and firm grace. She is eight handed holding the bow by her hand bent 
behind her ears as if, she is drawing the bow-string, yet the arrow is not carved (Fig. 63). She 
appears in such a firm and concentrated pose, drawing the bow-string that we feel that both are 
there. Three other right hands hold a khadga, ghanta and chakra and the three left hands hold a 
dagger, pdsa and Sankha. One of her ganas holds a Royal parasol over her. Her elegant body is 
really illuminating. She is delicate like a flower. Her face is charming like a moon with a proud 
smile of triumph. She is advancing, seated on the lion and accompanied by the ganas. “The 

adversary gigantic and grotesque, is sulkily yielding ground. The final triumph is not depicted, yet 

it is suggested obviously between the two wings. The brilliant amazon, provided with the weapons 

of all the gods and stimulated by their hymns of praise, is the representative of all their affirmative 
forces of the universe. The demons already in hopeless resentment, are about to fall.”! Below the 
Devi one of her ganas, probably, Jaya is holding shield and sword warring with one of the asuras. 

She is equally beautiful like Durga. All her ganas are in joyful mood and are taking the battle 
very lightly. They seem to be conscious of their association with Durga, the prima! energy herself. 
Mahis4sura is trying to defeat her. He is waiting for an opportunity to war upon her. Mahisasura 
is described in the Devi Mahatmya as ardhaniskanta, balf-buffalo and half-man, who shakes the 
three worlds by his might.2 Here he has human body and buffalo head. His face and his posture 
are suggestive of his firmness and brutal force. While holding a club with both hands, he has a long 
sword tied to his belt. One of his servants is holding a Royal parasol. Another is fighting and one 
is retreating while some others are killed. Though the battle scene is yet indecisive one can expect 
the result by the attitudes of the adversary. The entire grouping of the figures and the depiction 
of the incident is forceful and graphic. Though it is vigorous, yet gentle in representing the brutal 

dramatic scene of the battle. Thus they followed the Devi Mahatmya version, This is not merely 

a sculptural panel, but a moving picture of a living battle. But no where else is a female figure 
depicted with such grace and power, and breathing such a sense of triumph. This is irresistably 
cosmic, even the Devi Mahatmya hardly gives a truer concept of the victorious mother than does 
this stone relief. The delineation of the whole composition displays human sublimity, grace 

and excellence. 

In the other examples, i.e., in the sculpture at the R&ameswara Cave at Ellora, generally, in 

paintings, the Devi is represented killing Mahisasura in his Mahisa form. In these cases she 

cuts the throat of Mahisa by the trident and then the asura in his human form emerges out of his 

neck. The asura in these cases is smaller in proportion, probably to express the difference between 

the cosmic and earthly forces. Two such stone figures of this type are in Bharat Kala Bhavan 
collection (These are seventh and eighth centuries A.D., Banaras style). The reference may be 

\. K.M. Munshi; Temple Sculptures, 
2. sat rEg qat சாரர் ஏர: | 

எண atwarara dated TATA 
ளி எனன, eto TRAIT HIATT, Vito 2%, To Vi 

3. K.M. Munshi; The Saga of Indian Sculpture, p. 23.
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made to the Devi Mahdtmya for such compositions.1 The same iconography as in Mamallapuram 
has been repeated in the KailaSanath temple at Ellora (eighth century A.D.). Here again the 
Mahisasura has been shown as humanbeing with horns on his head, but, he is shown frontally 
not turned towards the Devi. The Devi is also carved frontally and all her hands are flying in air. 
Rows after rows of gods and goddesses are witnessing the scene from the sky. In the Ellora group, 
it does not provide the actual war field where both the parties have met. On the other hand, in 
Mamallapuram panel we can see the concentration and determination of both watring sides as 
they are trying hard to get victory over the other. The Devi figure, who rides her lion naturally 
appears in Correct position with piercing looks. The arrangement of her eight arms and her three 
fourth profile of her body and the face are unique. Her radiant beauty is illuminated by her 
subtle body with light and compact bust and serene and elegant face with a triumphant smile. 

Opposite to Mahis&suramardini panel, we find the scene depicting Visnu as Anantasayi 
(Fig. 64). Visnu is in yoganidra and is reclining on the cosmic serpent, Ananta at the end of the 
Kalpa. The choice of this particular form to be associated with the Mahisasuramardini scene 
suggests that both of them are executed from the story given in the Devi Mahatmya 1 & U 
Chapters). This describes Devi or Visau maya or yoganidra coming out from the body of Visnu 
while Brahma invokes her. So Devi is also called Visnusakti. While Visnu was sleeping from his 
karnamala (impurity of the ears) were born two asuras named Madbu and Kaitabha2 They made 
attempts to kill Brahma who is powerless without Visnu’s Sakti. Brahma invoked the goddess 
Yoganidra to release Visnu from her power. Thus invoked, the Devi comes out from the eyes, 
mouth and nostrils of Visnu. He wakes up from his sleep and kills Madhu and Kaitabha. 

In this composition Vignu is sleeping on the five hooded Sesa.3 He is two handed and reclin- 
ing by stretching his two legs as well as his right hand, while with his left hand, he is turning the 
beads of a japamala (Rosery). In front of him, near his feet two asuras are conspiring and looking 
for a chance probably to strike at Brahm4, who is not shown here. Below, the Bhadevi is kneeling 

1. சோன்! எனை வலை 4 எனக | 

எண ஒம் எ என்ர்ராளாசார ப 
அச: விண் எல காண களா: - 
வகா wardig tat data yaa 
aiaoaea ஈனாளி ஏளன ஈர: | 
ன எனாஎசா ச எமி faarfaa: | 

கி எனன, Yo &% 1 Devi Mahatmya p. 62 
2. Fat qaqa Met Frearal agéent | 

எண்ன வள் ஸூ வாள் பு 
—ibid., p. 36. 

3. The Buddha and Jaina type of a seated or standing figure, sheltered by the expanded hoods of a plycephalous naga, and the similar Hindu type (Visnu Anantasayin but not always reclining there being a five seated example in the Vaisnava cave at Baddmi) present a common interest. Here in the same way it would be usual to derive the Hindu from the Buddhist type; but the converse is more probable. At any rate the Mahabharata story of Raja Adi in which the sleeping Drona is found sheltered by a serpents hoods is older than any possible Buddha figure. From this story is derived the place name Ahichchatra ‘serpent umbrella and Cunningham suggests, the Buddhists probably took over the idea from the Hindus.”’ 
—A.K. Coomaraswamy; Origin of the Buddha Image, Art Bulletin, IX 4 (New York, 1927), p. 24, Cited by C. Sivaramamurti, Amardvati Sculptures, p. 58. ் ்
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and praying to the god. By her side according to some scholars, his weapons, Sudarfana and 
Nandaka, his sword are depicted as two youths. The two flying figures above are signified as 
Sankha and gadd. T.A. Gopinadharao felt that the two kneeling figures carved below were the 
sages, Markandeya and Bhrigu.1 But they do not look like sages; they are vigorous and forceful. 
They wear mukuta and yajfiopavita. Both are consulting among themselves. Probably they are the 
dyudha purusas, the khadga and Sankha. The flying figures at the top are the chakra and gadd, who 
are trying to attack the asura. Though the composition was depicted after the Devi Mahatmya 
tradition, the flying female figure cannot be identified as yoganidra as stated by Vogel.? Because 
yoganidra quitted Visnu and thus awakened him. She did not fight with asuras. . 

The two different forces—the demonic as well as godly aspects of the cosmic process have 
been shown here. Both forces originate from Visnu, that means from the same root as given in 
the Bhagavadgita : Vignu maintains the equilibrium by crushing the evil forces by his cosmic 
energy. He is transcendental reality, pure and infinite essence. The asuric figures, Madhu and 
Kaitabha are equally powerful and heroic, evil minded, personification of the great tdmasic forces. 
On the whole, the composition displays the originality and is realistic. The figure of Visnu is more 
human than cosmic in sublimity. The cosmic and lyrical qualities of the Gupta Anantasayi Vignu, 
for example, the panel as Devagarh has given place to a naturalistic treatment. The reclining 
Visnu of Gupia period looks exquisitely beautiful; moreover the Mdmallapuram Visnu looks 
more human though the plasticity and monumentality is uncomparable. 

We can see how this composition is influenced by the Anantasayi Visnu of the Visnukundin 

period at Undavalli (Fig. 12). The composition of Mamallapuram is exactly the same. Position of 
the reclining Visnu on five hooded serpent, for example, in both the panels, the position of the 

hands the coils of the serpent and the articulation of the figures of Madhu and Kaitabha, or of the 
kneeling Bhddevi are very similar. The only difference lies in the physiognomy of the principle 
figures yet all the ayudhapurushas ate carved simultaneously at top portion in the Visnukundin 
relief yet only the Chakrapurusa and Gadddevi have been carved at that position, in the 
Mamallapuram panel. In the sanctum of Mahisasuramardini cave the Somaskanda form of Siva 
has been carved (Fig. 65). 

In the Adivaraha Mandapa, there are four sculptural panels, viz., Varaha (Fig. 66), Trivikrama 

(Fig. 67), Gajalaksmi (Fig. 68) and Durga (Fig. 69). All are the very superb examples of Mamalla- 
puram sculpture. The Varaha and Trivikrama, the two incarnations of Visnu are illustrated in 

large panels. These are symmetrically balanced, though vigorous, they are very gentle. The sculptor 
illustrated these dramatic cosmic forces with calm and undisturbed mind. So, these compositions 
are calm and clean without any confusion. The mood expressed in it is one of quiet solemnity 
rather than of forceful activity. 

The Varadha panel depicts the story of the Varaha incarnation of Visnu (Fig. 66). Visnu by 
taking the form of a cosmic boar plunged into the cosmic waters, killed Hiranyaksa the demon 

1. T.A. Gopinatha Rao: Elements of Hindu Iconography, Vol. I, Part 1, pp. 109-10. 
He identified the two figures on the top as Chakrapurusa and Gada Devi, represented by the dwarf and devi 
and the two kneeling figures near Bhidevi as Markandeya and Bhrigu. However C. Sivaramamurti identified as 

Chakra and sword personified. . 

2. Vogel; Annual Report of A.S.L, 1910-11, quoted by Longhurst in M.A.S.I., No. 33, pp. 35-36.
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who is the personification of anaisvarya and redeemed the earth from the depths of the primeval 

sea. The sculptors of Mamallapuram handled this complicated myth in a very easy manner and 
with great mastery. Varaha stands out in his therio-anthropo morphic form in the centre of the 
panel. He is four handed. The upper left and right hands hold Sankha and Chakra and with other 
two hands he holds a female figure, the personification of Prthivi (earth goddess), who sits com- 
fortably on his right knee, which is placed on the head of Anantandga the cosmic serpent. His 
left leg is straight, and firmly planted on the ground. The cosmic setpent holds five hoods above 
his human head, and is shown emerging from the water, indicated by the lotus flowers and leaves. 
The lower portion of his body is hidden in the waters, while his tail has been shown upraised 
behind Bhudevi. The treatment of the Ananta and the serpent K4liya in Kaliyamardana panel on 
the wall of the Dharmaraja Ratha is the same. There also, the lifted tail of Kaliya is treated in 
the same manner. Thus it is not a representation of cornocopia as is suggested by Longhurst. 
Behind the figure of Varaha, Brahma is depicted with three heads and standing in trbhanga pose, 
He wears jatajata and his two right hands are in kataka and katihasta mudras, respectively, while 
the two left hands are carrying the sruk (ladle) and kamandal respectively. He wears dhoti whose 
pleats are hanging between his two legs, while its hems are thick. He has an uttariya on his left 
shoulder. By the side of him a sage like figure carrying a vina (perhaps Narada) is carved in three 
fourths view from the back. The moon is depicted in flying attitude at the top corner. 

In front of Sesa stands another lady whose legs are in the water, and she is praying to the 
god with anjali pose. K.R. Srinivasan suggested that this figure was the consort of Sesa, according 
to the Vaikhansagama, But in that case the figure would have been associated with hoods as in 
the Badami figure which are absent here. Possibly she is the representation of Bhadevi herself, 
before she was uplifted by the god as interpreted by T.A. Gopinatha Rao. Behind her a male figure 
probably a rishi is carved from the back view. On the top most corner above the rsi, the Surya 
figure has been engraved, with folded hands in the Anjali pose. The two figures Narada, and the 
rsi are shown in half view from the back as if they are coming out of the cave and the haloed 
Siirya and Chandra with folded hands have been shown as if they are emerging from the clouds. 
The description of Adivaraha in this panel corresponds to the text by Brgu in the Vikhansagama 
which even now, is in the form of an unpublished manuscript. 

In this composition, we find no physical exertion of the god as displayed in the Udayagiri 
Adivaraha scene. Here the god is quite calm, he seems to have rescued and uplifted the earth 
goddess smoothly and effortlessly. This is sentimental and psychological. It shows the reunion of 
Lord Visnu and Bhidevi; he holds her in a very loving manner and he is looking towards her very 
eagerly. The goddess Prithvi also looks very happy and modest. This does not simply give the 
feeling of a dramatic scene, but the artist displayed his natural concentration and contemplation. 
These two central figures, viz., Varaha and Bhadevi are facing each other with rapt attention, 
while the other figures, who are taking part in this event are not simply observers, but they also 
are participants. All the figures in the composition are beautifully arranged. By introducing the 

1. area g aga எ எரர் என்னா | 

எள் எர 4௭ எரா ப 
வாண உ ௭ எர | 

எண் என்ளாள் வீணன் சோ: பு
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‘three fourth back views of the figures at both corners, depth is suggested in the composition. All 
the figures are held together harmoniously. “It is held together by the double steady ascent of 
movements working across the panel from left to right. There is a delicate rhythm in the ascend- 

ing sequence of these figures which, in their different size, shape and position, are like the notes 

and beats of a musical phrase. The flow of these ascending rhythms follows step by step the great 
action by which Varaha lifts Bhadevi from the depth of the abyss to the regions of Sun and 

Moon. Allthe figures help to fulfil this action by participating in its rhythm, each in its own way. 

The Naga at the bottom of the panel..... where the ascent reaches its culmination, in the figure 

of the Devi and by his squat and-heavy mass underlines the upward aspiration of all others.” The 

composition is sparsely arranged, the economy of the forms provided a smooth flowing simplicity. 

The details like eyes, nose, mouth and ornaments are indicated only by their general form and 

position leaving out the details. “Bach of the figures is inscribed in a simplified outline that obeys 

neat well defined directions and angles. In the straight and sober contours, both in light and soft 

shadows, life and spirit are communicated by inner vibrations. A net of line currents spread across 

the whole panel and fills it with an atmosphere of intense rapture. This synthetic and sensitive 

modelling, which is a characteristic of Pallava sculpture is the crowning feature of acomposition 

entirely devoid of violent contrasts where action is sublimated into delicate cross currents of pure 

thythms. On the gentle play with light and shade and the ascent set on inner psychological rela- 

tions blossoms forth as the necessary, supreme fulfilment.’ 

This Adivaraha theme is the most interesting of all scenes carved during all the periods. This 

form symbolizes valour which redeems earth from the clutches of the demons. It depicts parallel 

to kings protecting their mother-land from external enemies. For example, Chandragupta II, of the 

Gupta dynasty rescued the Gupta territory from the Saka invasions by killing Rudradaman, the 

Saka king. Similarly, Narasitnhavarman J, freed the Pallava domains from the Chalukyan invasions 

‘by defeating Pulakesin II, which had become a continuous source of trouble, since the time of 

Mahendravarman I. Just as Visnu rescued the Earth from Hiranyaksa (the Golden eyed), similarly 

the territories were protected by the ruling monarchs. This incident inspires the sculptors of 

Mamallapuram and compared the valour of his favourite king with Varaha in the sculptured 

panel. By the side of Varaha pancl appears Sridevi, the symbolic form of Rajyasri, while by the 

side of Trivikrama panel Durga, the goddess of victory are Vijayagri, has been carved. Probably, 

the cave itself has been hewed after the Mamalla’s conquest over Badami? 

Sridevi (Fig. 68) in her Gajalaksmi aspect has been carved on the left side of the Varaha 

panel. This theme is repeated in the Adivaraha cave temple. In this composition in the Varaha 

Mandapa, the figure of Laksmi is seated on full blown lotus, her two legs are resting on the 

spread out lotus leaves below. She is two handed; both the hands are held up in kataka pose as 

if, she holds lotus bloom. Her hair dress looks like a jatabandha with a conical peak in the 

middle. On either sides two nymphs are standing holding full vases and they wear highly trans- 

perent lower garment so that, all the figures look nude. The elephant on the right side holds in 

his trunk a pitcher, by which he pours water on Laksmi; the elephant on the left side, is coiling 

1. Alice Boner; Principles of Composition in Hindu Sculpture, p. 138. 

2. lbid., pp. 138-139. 

3. K.R. Srinivasan: Cave Temples of the Pallavas, p. 148.
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his trunk around the pot held by the lady as if, he is lifting it up. Laksmi’s figure is fresh and 
youthful and it resembles a lotus bloom. She displays grace, charm and spiritual purity. “The 
image is exquisitely sensuous and passionate, full of the freshness and the fragrance of the 
primaordial nature. The treatment of her form is impressionistically sensitive; the smooth, 
simple and delicate modelling adds to the fluid lightness of all the movements and creates the 
bhava of the water element, which could not, by means of sculpture in the hardest stone, be 
rendered with more engaging and striking evidence.””! Though the figure of Laksmi is small, she 
dominates the whole composition by her grace and compactness of the scene. She is as fresh as 
new blown lotus flower. She herself looks like a lotus, as she is described in Sri Sukta. Unlike 
the previous depictions,? at Safichi, Bharhut and Badami, where her motherly aspect is stressed, 
here her kanya aspect with her innocent pure beauty has been expressed. 

The composition is perfectly balanced. There is great ease and fluidity of movements. This 
panel is neither overcrowded nor has deep recesses between the figures, The elephants behind her 
are not present in full, only their heads are carved, which are spread over the whole of the upper 
portion. It forms a background which does not over power, but only helps to enhance by con- 
trast the slender grace of Laksmi and her attendants. 

Next to Gajalaksmi, Durga as Vijayasri (Fig. 69) has been carved. She is in samabhanga 
and stands on her lotus seat (bhadrapitha). All other characteristic features are displayed as usual 
in all other Durga panels. Next to Durga, Visnu is illustrated in his Trvikrama form (Fig. 67). 
He first appeared in the Reveda. He is described there, as follows: “The whole world was strode 
by Visnu thrice. He planted his foot and the whole was gathered in his foot step’s dust.2 There 
he is also called Yuvakumara (a young hero of beautiful form) qeaae fafanta gaarfagar Harz: 
saareaq t The story is that in his Vamana form Visnu requested three steps of land for his 
Agnisala (the three steps corresponds to the three fires in the sacrifice}, from King Bali ராரா 
sfg wsataaa4 1 Bali generously granted his request, but as soon as the holy water is poured in. 

1. Alice Boner; op. cit., p. 139. 
2. Sri Laksmi has been a popular deity from very ancient time and tepresentations of her form are found among. Mauryan sculptures. Different concepts of Laksmi such as Dhana Laksmi, Dhanya Laksmi, Rajya Laksmi, Laksmi all are suggestive of the presence of Sri in various auspicious things. 

Laksmi is said to be ever present in the mansion of Kubera: the 
deity of beauty, auspiciousness and prosperity. She is good fortune personified. Ramayana describes the Torana. 
of Ravana’s city and palace as decorated with the figure of Laksmi. She isrepresented there as seated on a 
lotus, holding lotuses in her hands and attended by elephants that bathe her with jars of water. This is seen in 
Abhisekha type just as in Mamallapuram. Sri Sakta’s description is faithfully followed in early sculptures at 
Bodhagaya, Safichi and other places. The late Pallava carving from Kaveripakkam in Madras Museum shows. 
the ancient motif of Devi on the lotus the most auspicious of flowers, bathed by elephants suggestive of royalty. 

—C. Sivaramamurti, Amaravati Sculptures, p. 84-85. 
3. 3a faenfaaae garft eG geq 1 

௭௭௭ ஏன ஈரச் பு 
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~-RV. 1-22, 17-18. 
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Tn the Mahabharata, the goddess. 
Hindu conception of Sri is essentially that of a
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his hands to confirm the gift, Vamana expanded himself as Virdt.1 He covered with two steps, 

Prthvi and the Antaritksa, and with the third step conquered Bali himself. He sent Bali down to 

Patala. This is the story which is illustrated by the Mamallapuram artists. This form was carved 

in all the periods. Though the original ideas were derived from the Vedas but, it was the purdnic 

account which attracted the artists. The Va@manapurdn was written in seventh century A.D., which 

mentions Mahendravarman Pallava in the south and Harsavardhana in the north and it also 

mentions Kafichi as the centre of culture during the period. So, this form became popular in the 

post Gupta period. In M4mailapuram Trivikrama scene is carved opposite to the Varaha panel 

in the Adivaraha Mandapa. 
In this panel the virdt rapa of the god has been carved. Here Trvikrama is eight handed. 

‘Three of his right hands carrying his usual attributes the Chakra, Gada and Khadga, while the 

fourth is held high with the palm turned up. Three of his left hands carry Sankha, Ketaka and 

Saranga and the fourth is stretched towards his uplifted leg, the index finger pointing beyond 

Brahma, who is shown seated on a kamaldsana by the side of Lord, Trivikrama’s uplifted foot 

and offering Pajd. Between Trivikrama’s head and Brahma, a boar faced figure in flying attitude 

may be j@mbavanta as stated by T.A. Gopinatha Rao in his ‘Elements of Hindu Iconography’ is 

beating a drum as if, he is announcing the Lord’s victory. On the right side of Visnu, Siva also 

has been shown seated on Padmdsana as if, witnessing the scene. On either side of the Trivikrama 

at the level of his navel, Surya and Chandra have been carved in flying posture. On the left side 

near Chandra, a figure is shown as if, falling down in mid-air. K.R. Srinivasan identified this 

figure as Trifanku, who belonged neither to earth nor to heaven. But T.A. Gopinatharao opines 

that perhaps, he is one of the danavas who fly up in the air as if, by a hurricane when Visnu 

assumed his virdt rapa, as stated by the Brahmdndapurdna. All the Asuras became powerless 

before Visnu’s virdtarupa. The people who sat on the ground are the vanquished Asuras who were 

surprised at Visnu’s adventure. They tried to resist without knowing what happened to their 

hands. They touched the hilts of their swords but they felt powerless. One of them seated bet- 

ween Visnu’s feet is resting on his arched belly, as if, due to the impetus force of the Visnu’s 

stride, he turned away and still his one hand rests on his sword and his left hand is in attitude of 

wonder as if, he is trying to figure out the situation. Possibly, he is Bali himself to whom Lord 

Visnu wanted to curb and “Who keeps in his grip the principles of movements locked in a dead 

coil and therefore creation cannot proceed.” 
er figures especially in the middle 

In this composition, except the figure of Trivikrama, all oth 35 

section of the panels are in the flying and coiling attitude. The Trivikrama figure occupies 

vertically all the space from the bottom to the top who stands firmly on his left leg spreading his 

hands like a tree with its branches. “This can be said of even the seed which by the principle of 

movement is destined to become the tree. Each organism starts life from a single fertilized cell 

and by virtue of the process of pulsation or rhythmic movement or rotation of Chakra become 

1. எனி ௭8 எம் என்னனா: 
aadaqug wy agra aca, 1 

Vn. 31-53. 

—V.S. Agrawala, Vaman Purana—A Study (Varanasi, 1964), pp. 58-59. 

2. Ibid., p. 61.
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manifest as the full body. This is the conversion of Vamana into Virat.”? Almost all the forms. 
are multipled and have certain relations with one another. All the lines are interwoven in the 
scene. In spite of this complexity the composition looks clear. The figures surrounding Trivikrama 
are not in background, but, they participate in the drama, Visnu is dominating the whole com- 
position by his huge dimensions and by his samabhanga posture in the centre of the moving 
figures. He stands erect with solemnity yet with boldness reaching from the nether worlds of the- 
asuras upto the heaven and extending on both the sides to the ends of the otherwise endless. 
universe. He is indifferent, impersonal, aloof and acts by his spiritual potency. In his fanned out 
arms effortlessly, he conducts his energy to the universe. Despite all its ri gidity detached expres- 
sion and frontality the figure of Visnu is pulsating with an inwardly contained energy. The- 
gradual broadening of his form from the foot to the chest, creates an impression in our minds 
of great sustaining cosmic power described in the Rgveda.2 

The above conception seems to be illustrated in the present composition. Here we find no 
scenes, illustrating the story of Vamana, but it sets a wider cosmic stage for his virdt rapa. Siva, 
Brahma, Sodrya, Chandra are also carved to represent other re 
heavens and the earth and the nether worlds. This was the ba 
The god symbolising by his three-fold movement 
(etymologically, “‘vevesti vydpnoti iti visnuh’’) 

gions, i.¢., the outer space of the 
Sic principle of Vedic metaphysics. 

, pervaded all the three worlds so, he is Visnu 
. “The principle that transforms the dwarf into the: 

Giant or the microcosm into macrocosm, or again the centre into its diameter, named Rikvan, 
ie., rhythmic movement. Owing to the efficacy of this movement a perfect circle is evolved at 
each and every point on the two sides of the centre enclosing within its womb a svadstika of four 
right angles,’’> In this composition, the sculptor tried to illustrate this idea. The figure expanded 
upwards to form a circle with spreading hands, On the whole, the sculptor fully succeeded in 
illustrating the Rgvadic idea of Virdt Purusa. It is well balanced and rhythmical, our eye is not 
fixed in any one place or one form exce pt the central vertical figure of Visnu which stands for 
the transcendental principle. 

Elsewhere, another remarkable scene, Krsna, Govardhandhari appears in the Krsna Mandapa 
(Figs. 70 and 71). This is a huge panel occupying the backwall and some portions of the side-- walls of the cave. Krsna raised a mount with his little finger to protect the people of Brindavan from the storm created by Indra, who was angered by the negl ect of the cow-herds. The cowherds, the milkmaids, the cattle even the wild animals gathered to seek shelter, This composition is one- of the most extraordinary achievements of the Mamallapuram artistes. The scene has been rendered with refined naturalism. The main attraction in th . is scene is the gopa milking the cow which is carved at the centre of the backwall. The gopa is milking the cow, while the cow is. 

1. Vamana puran op. cit., p. 62. 
2. எண்ண faq franicafafaata qaarta fava பு 

a 3a de sad aaeatet feat fatrcgete: ii 
என ளி ஏர் எள Tera எரா எர | 
a3 faarg ஏன்கிர௭ எரிக் எனா எர என ப 
—Ibid., p. 59 (RV. 1.54.2-4), 

3. ௭ எக எ எ எக எ ad eadtettfaga 1 
(RV. 1.155.6) 

—Ibid., p. 61-62,
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licking its calf by turning her neck with great motherly affection (Fig. 72). The pulsating move- 
ment and rhythm moves from the calf to the cow and to the gopa. We feel the sensation of that 
dumb movement of the tongue of the cow and the enjoyment of the calf. This is beautiful and 

natural. This is one of the examples of the keen observation of nature by the artists of Mamalla, 
Before the cow a woman is standing with a bundle of grass on her head (Fig.72). At the back of 

the cow, Balarama stands majestically. Next to Balarama, gopies are standing and then appears 

the figure of Krsna. He is in samabhanga and in the attitude of raising the hill by the left hand 
(Fig. 70). He is lifting the hill with his left hand while, his right hand dangles by the side. Besides 

Krsna a milkmaid is carrying the milk pots on her head and an old man having a baby on his 

shoulder. All these people are taking shelter under the hill. Other cattle, the gopas and the gopies 

are standing on the left cetnre. All these figures are rendered very realistically. No redundant 

space has been left between the figures. It seems that the sculptor never felt the need of that, 

because all the figures converge on a centre and stand closely. Here what the sculptor has 

intended to express is somewhat obscure. Because the main theme is the lifting up the hill by 

Krsna, who is the main figure, yet is carved in the corner. On the other hand, the milking cow is 

captivating in her expression. The country life has been shown elaborately. Probably, the artiste 
wants to show the country life through the Govardhana story just as in Bharhut, the artistes 

displayed the contemporary life through the jataka stories. It would have been better if, the whole 
panel were carved in two parts with one part devoted to the country life and the other part to 

Krsna. Balaraém and Krsna are distinguished from the rest, by their physiognomy and their 

jewellery, both are crowned with kiritas and kundalas. 

The female figures with their slender hands and legs are near to the vengi tradition. The 

gopi, who is carrying pots on her head resembles the Nagarjunikonda figures (see the Dasaratha 

jataka panel, Fig. 9). The head of the gépa who is milking the cow resembles the head of the 

Buddha at Amar4vati, especially in the coiffure of the Gopa. The most interesting is the old man 

having a baby on his shoulders stands with the support ofa stick. It resembles with the figures 

of Amaravati and Ajanta (Plate LXVI, Ske. 12, 3). Almost all the female figures look nude. They 

have undergarments, yet this emphasises the diaphanous quality of their dress. The modelling of 

the figures, especially the milking cow is sensitive. The strong features of her face, the solidity of 

her horns and the flowing tail together became one harmonious unit. The gopa who is milking is 

carved almost in round. His sitting posture and his back view altogether show the personal touch 

of the artiste. Probably, the artist wants to show the scenes of Brindavan as the people are 

enjoying the shelter of Krsna. Normal peace prevailed under the Govardhana hill, though outside 

a great natural calamity is taking place. They forget all their grievances and enjoy the peaceful 

atmosphere. Thus the artiste has shown this, in many ways. One gopa is playing flute, one gopi 

is dancing. The emphasis on the milking cow is laid perhaps, because the cow cannot give milk 

until she is free from any sort of fear. Even the wild animals are also seeking the shelter together 

with the human beings. They cannot do harm to each other. Everybody is afraid for his own 

life. This shows what a fearful calamity prevails outside. Bharavi also, describes the atmosphere 

Prevailing on the Indra keela hill when Siva approached Arjuna in a kirdéta form along with his 

ganas, who were also, in kirdta vefa. They are roaring and coming in such a forceful manner that 

even the wild animals were running away along with the deer, cow, etc., for seeking shelter. They
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forget their individual grievance and combine momentarily against the common enemy.! The 
carving of the cows is done in crowded manner. It seems that the cows are rubbing against each 
other. The heads of the cows have been carved as if, they are coming for shelter under the hill. 
The modelling of Balarama is something like an yakSa figure. 

One of the most published variously discussed open air relief is the so-called Kiratarjuniya 
panel (Figs. 73, 74, 75, 76), which was carved on two stone boulders, which combinedly makes 
the panel nearly ninety-six feet wide and forty-three feet high. There is a narrow fissure between 
the two rocks. There is yet another version of the same theme which remains in an unfinished 
stage about one furlong south of the finished relief. Who started this and why it is left unfinished 
is unknown to us. Longhurst presumed that this rock cracked badly which is still visible, and 
may be the reason for its unfinished state. It might have been the first experiment for the great 
finished work. 

Anyhow, the finished work is variously explained by scholars. Dr. A.K. Coomaraswamy 
identified it as Bhagirath Tapascharya (Gahgdavatarana) scene,? Longhurst as the Brahmakapal in 
Himalayas, Vogel. and others, forming the majority of scholars identifie 
Arjuna’s penance scene. Let us first describe the pane). 

This is one of the largest sculptural panels where innumerable figures have been carved on 
two enormous granite boulders. In the middle of the two rocks a narrow channel runs vertically 
which represents the river Ganga. The figures on both the rocks are moving towards this pit. ‘It is a veritable microcosm.’ Figures in great variety including the representations of Nagas, Naginis, tsis, Vidyadhara couples, Kinnara couples, Siddhas and the ganas (Fig. 73) and animals like the elephants (Fig. 76), deers, boars, tigers, lions (Fig. 74), etc., have been carved. Here the cleft is the focus of attraction. The representations of the Nagas and Naginis with human torso and _ their fower portion like a snake and in Anjali pose confirms that it is an acquatic region. All the figures move from two directions towards the cleft. In the lower right side of the cleft there is a small temple of Dravida order, in which, probably, the Visnu figure is installed. Around the shrine a group of ascetics are engaged in dhvdna where another rsi is seated on a high seat. He seems to be 
explaining something to his disciples. Below them, two sages are doing, probably, their morning prayers (sandhyavandanam), while the other two ascetics are fetching water from the river, one with a pot on his shoulder. Similar figures are also carved on the Dharmaraja Ratha. Dr. Vogel reminds us that this may be the Dagaratha story of Ramayana. Raja Dasaratha killed a young ascetic while he was taking water from the river. But, I think this identification is not accepted. Generally, the young ascetics used to assist their elder collegues. The figure of the ascetic is 

atures on the face, his jatas, are tied on the head. He wears the 
erfect and beautiful in this representation. The deer, boar, tiger 

d it as Kirdtarjuniya or 

vastra yajnopavita. Everything is ற 

1. என்னி e¢ erat ofa qafagen adeta: | 
எளானி எஏள் என் ஏரண: எள: எலி 3 ளா: ப 
—Kiratarjuniyam, chapter 6-12, (ளி ர, எர் 61%) எனி. உடு 4 

2. The unfinished Elephants of the Isurumuniya Vihara at Anuridhapura in Ceylon carved in the same style and the sage Kapila, one of the finest sculptures of Ceylon also in pure Pallava style. Probably, this Vihara also executed of க கவ வ்க்கவாககா 8 period. The Loha Prasada described at length in Mahavarhsa appeared like the 
~—A.K. Coomaraswamy: History of Indian Indonesian Art, (Dover Bdition, New York, 1965) p. 162.
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etc., are also carved around the temple. Just above temple, an ascetic is doing Tapascharya by 
standing on one leg with his both hands upraised (ardhvabdhu). He is an emaciated figure and 

seems to have been engaged in the penance for a long time as is suggested by the over-grown hair 

and beard. His cheek bones protruding, his stomach pitted and the ribs and veins are shown 

prominently. All this suggests his great dedication. 
Next to him stands the colossal figure of Siva. He is four handed and carries trident and axe 

with two of his hands. His lower left hand is in the varada mudrd. and the lower right hand is on 
kati. A jatamukuta, long yajitopavita, a loin cloth up to the knee, patrakundala in the left ear and 

kantakakundala in his right ear are depicted with sensitivity. This form of Siva is identified by 

Longhurst as Bhiksajanamurty. But the iconographical texts describe the BhikSatanamurty as nude 

and having a bhikSapdtra in his hand. In Dharmardja Ratha, a Bhiksatanamurty has been carved. 

There he wears Krsnajina. Yet, he has bhikSdpatra in his hand. However on the panel, under 

reference, Siva is neither nude nor with a begging bowl. So, Longhurst’s identification cannot be 

accepted. 

Here Siva is surrounded with his ganas. The gana, who stands before Siva bears an extra 

head on his stomach, and holds a chauri in his hand. This type of the figure is carved in 

Amaravati and Ghantasdla in the (Plate LXIV Ske. 1 and 2) Maravizaya scene, and has been 

identified by C. Sivaramamurti, as Kabandha.’ T.N. Ramachandran opined that he may represent 

the Pafupatastra or the Raudramastram which Bharavi describes as “Tanum bhimam bibrat triguna- 

parivara prahdrdnah’’2 But, T.A. Gopinatha Rao has given the iconographical features of 

paSupatastra as “Four faces with three eyes in each having a tusk, stiff hair, terrific moustache, 

four arms with a spear, mace, conch and sword, constitutes the description of the godling, who is 

to be shown seated on a padmasana.”® Hence according to the previous tradition and the 

iconography of pdsupatdstra, which has been given in the Saiva Agamas, this figure cannot be 

identified as pd§upatastra. He can be one of the ganas of Siva. Above Siva’s head Chandra has 

been shown with a big halo represented in a flying attitude. On the other side of the cleft, the 

Sirya figure is also illustrated with considerably a big halo. We can recognise these two figures as 

Sarya and Chandra only by their expressions. The figure of Chandra which is executed above the 

head of Siva has a soft and gentle face and expresses tender feelings, whereas Surya expresses 

vigorous feelings. The other figures which are hewn out of the rock behind Siva are Kinnara 

mithunas and Vidyadhara mithunas in flying attitude and the wild animals like tigers, boars are 

shown peeping from their caves and the deers running towards the cleft. 

Below the small temple where the ascetics are engaged in their tapascharya, a stag and a 

dove are displayed naturally and interestingly. There is tremendous simplicity in these carvings. 

The stag is rubbing its hoof and is looking towards the dove (Fig. 77). Both are immersed in their 

e, headless and devoid of neck, with his face on his stomach. The 

dingly interesting study of this subject and created a visual form of an 

duced that with his normal head above the shoulders he looks at 

attack Buddha.” 

I. The Ramayana describes Kabandha as hug 

Sculptor of Amaravati has made an excee 

evil one with head on stomach so clearly intro 

first sight in no way different from his comrades that 

—Amaravati ர். 
அ ee Arjuna’s Penance in Indian Art,” J.A.S.O.A., Vol. XVIII (1950-51), p. 83. 

2. T.N. Ramachandran: Kiratarjuniyam or 

3. T.A Gopinatha Rao: Elements of Hindu Iconography, நற. 216-17.
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own feelings. In this instance we can recall Harsha’s verse in Naishadhacharitam where the deer on 
the pretext of rubbing their hoofs, convey consolation to their own eyes, drooping with a sense of 
defeat from the splendid beauty of their eyes.! The sympathy of an Indian artiste towards the 
animals reached its height in the carvings at Mamallapuram. They successfully tried to show the 
sensitive and tender feelings of the animals. We have seen above while we were discussing about 
Krsna Mandapa how elegantly, the motherly affection of the cow has been expressed there. 
Another superb example for this is the monkey family (Fig. 79). This is an unique example 
modelled in round. How beautifully composed is in one stone the whole family of a monkey 
which is realistic as well as humourous. The male monkey is picking vermin of the female while 
she suckles her two little ones. This shows the keen observation and wonderful assimilating capacity 
of the artist. 

On the left side of this cleft, the Vidyadhara and Kinnara couples, the Siddhas, ganas and 
kiratas are depicted. The Vidyadhara couples are a celestial race who are usually shown in flying 
attitude and here they are paying homage to the god, Siva. The kinnaras are respresented as half 
bird and half human beings. The male is playing on the vina and the female is accompanying him 
on the cymbals. Kalidasa calls the Kinnara mithuna as ‘‘Amara mithunas”, whose flutes filled 
with wind, produced pleasant music.? These Kinnaras are also carved in Amaravati sculptures 
often holding stupa by their hands. In the Gupta period also, the Kinnara motif is popularly used. - 
In the Hindu mythology, they are described as excellent masters of music in emphasizing the 
musical talent, their voices are considered the sweetest and hence, the phrase, Kinnara kanthi is 
used for the melodious voice of the people. The ganas are moving very slowly with their heavy 
bodies and pot bellies. The Siddhas with their jatds tied on the top of the head also have been 
shown in the flying attitude. In the mythology they are described as immortals, inhabitants of the 
Bhuvarloka, which is situated between the earth and heaven. Below, a cat is practising penance by 
standing on its hind legs while its fore legs are raised up (Fig. 78). Its ribs are visible through the 
skin, i.¢., it is emaciated in her ordeal. It is pretending as an ascetic by gazing towards the sky. 
It is trying to convince the innocent rats who are gathered around it that it is holy and worthy of 
worship so that it is able to catch them easily. This scene is very humorous and at the same time 
satirical, probably, the artiste wants to make fun of the deceptive ascetic. We have a number of 
folk stories depicted like this. It also reminds us of the story of Dadhikaran in the Hitopadesa. 
The elephants (Fig. 76) are in massive proportions, male, female and baby elephants are success- 
fully represented in the scene. The artiste displays the nature of the elephants, their mass, their 
bulk, their deliberate movement and also expresses their wisdom beyond their beastly character. 

“Partly because of the nature of the material this is one of the most extraordinary achieve- 
ments of the Hindu sculptor. The granite is very hard; the carving in some places is slightly 

1. watisiqate aaa qupesansaareat: 1 

frat eqqradlateaaads wiwrarrara 1 

—faaaftey (Naishadhacharitam)| 
—Cited by C. Sivaramamurti, Art and Letters, M.A.S.I. (1955), No. 73, p. 48. 

2. எ௭னன் எம்: கிணகர ஈசா: | 
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—~ haga (Meghadat)
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unfinished. But everywhere the forms are more simplified than usual and the effect is a slightly 

stronger, stonier style than that of usually found in the softer sandstones of the North. If we look 
at a detail we may be able to see clearly the elements of representation and of style. Some of the 

human figures might have been derived from Amaravati. But, here the style is much more natural 
and organic, with that of the quality of ease and amplitude so characteristic of developed Pallava 

_style,’”! 
Now we will see what is the theme of this great panel. Is it the Kiratarjuniya scene of 

Bharavi? The story of Kiratarjuniya according to him is as follows : Arjuna is doing penance to 
get pasupatastra on the Indrakila hill. Mak4sura in the form of a boar wants to attack Arjuna. 

Siva came along with his ganas in garb of a kirdta to rescue Arjuna. He followed the boar. A 

battle took place between the kirata and Arjuna because both wanted the boar, as prize. Arjuna 

is defeated. Arjuna recognised Siva and Siva is pleased at his bravery and gave the pasupartastra to 

Arjuna. How far it can be interpreted to this sculpture ? Here neither Siva nor his ganas are in 

the kirata form and there is no depiction of battle between Arjuna and Siva for their hunted boar. 

Bharavi says that Siva pleased by Arjuna not by his deep asceticism but for his skill and strength 

as a wrestler? and he praised Arjuna as having tripped Siva the great victor of the Tripuras by 

catching his legs as he jumped? Siva wondered by this act of Arjuna trying to throw him down on 

the ground. Next Siva pleased and revealed himself, Arjuna bowed immediately.’ These are the 

important points. So, the important features of this story are not carved in this panel. Also 

according to Bharavi, Siva as Kirata appeared.”....in the first instance, on the track of his 

game, after leaving his Kirata army below in the bog of the Ganga and taking care to conceal his 

body behind the bushes and stones.”® These important details are completely absent in the 

panel. 

Bharavi’s Arjuna is not Moksakami, ie., he is not doing penance to get moksd. Arjuna is 

1. Sherman E. Lee; The History of Far Eastern Art, pp. 185-86. 
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—Kiratarjuntya, XVII, 14 & 8. 
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—Bharavi, Kiratarjuniya, XVIII. 15. 
—Cited by C. Sivaramamurti, Early Eastern Chalukyan Sculpture, pp. 45-46, 
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associated with his weapons while he is doing penance. Indra advises Arjuna, he cannot get 
moksa, “unless he abandons his war like weapons”! Arjuna replied that his was not a 
munidharma nor his end mokéa, but a vrata.” This reveals that Arjuna is associated with the 
weapons though the other description corresponds with this sculpture. But here the figure is in 
muni vesa without his Gandiva which is an inseparable weapon of Arjuna. So, this also cannot be 
tenable. 

If we suggest that this panel illustrates the episode of bestowing of pasupatastra to Arjuna 
by Siva as suggested by certain scholars, in that case Arjuna would have been shown in the 
attitude of receiving the weapon. On the other hand, the muni figure in this scene is shown 
immersed in Tapascharya. According to Bharavi, while bestowing astra, Siva revealed his real 
form. Bharavi describes him as one who had moon in his jatés and who was handsome having 
pinaka in his hand.? In this composition, Siva is beautiful but does not have the crescent moon in 
his jatds and pinaka, nor is he granting the weapon. But his one of the left hands is in Varada 
mudra, Hence Bharavi’s Kiratarjuniya cannot be a source of this great sculpture in any way. 

Similarly, this composition cannot be identified with the Gangavatarana story. The 
Gangadhara form of Siva is well known to the Pallava sculptors, from the time of Mahendravar- 
man [. In Tiruchinapalli, in the Dharmardja Ratha and in the Adivaraha cave temple, the 
Gangadhara Siva figures have been carved. In all these examples, Ganga is represented as the 
female figure and she has been shown descending from the heaven, into the Siva’s jatajata. As the 
Pallavas had a definite iconographic form of Gangadhara known to them, why they failed to 
adopt it in this case ? Hence, this cannnot be accepted as the Gahgavatarana scene. 

I may suggest here that this panel could represent the Himalayas where, the sages and the 
7915 used to perform penance. The Himalayas have been given an important place in literature. 
Bharavi, Kalidasa, etc., the great poets have described variously the Himalayas. In the Hindu 
mythology also, the Himalayas have a remarkable place in the life of the tsis. It is a pure, calm 
and beautiful sanctuary. The celestial beings are always moving about in that region. All the wild 
animals like the tigers, lions and deers and the rabbits inhabit the hills. The perennial water-falls 
abound in the country. The people perform panance and Siva gives boons to them. So, it is 
proper to interpret it as the scene of the Himalayas inspired by the myths. 

Narasimhavarman [ also dedicated a cave temple to Brahma (Fig. 81), Visnu (Fig. 82), and 
Siva (Fig. 80). Brahma has a single face and is standing in Samabhanga. The two rudraksamalas 
are crossing the chest. He has four hands. He holds in his upper hands a lotus and tosary while 
the lower hands are in abhaya and katyavalambita mudrds. On the top at either side two flying 
ganas are carved in the attitude of paying homage. In the lower portion the two devotees are 
offering worship. Gopinath Rao identified the central figure as Brahmasasta, which is an aspect of 
Subrahmanya. Vogel identifies him as Brahma. 

1, (எண்ணினர் qa: caries org qaqa | 
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The other figures are Siva and Visnu and are carved beautifully as usual. The next important 
ruler was Paramesvaravarman I. He completed the unfinished works of his predecessors. It seems 
that he originated the idea of applying plaster over the stone work which was followed by 
Rajasimha. In Adivaraha cave temple certain figures, for example, Visnu (Fig. 84), Harihara 
(Fig. 85) and Gangadhara Siva (Fig. 87) are covered with plaster. According to the Kurram plates 
he constructed a Siva temple at Kurram called Vidya-vinita-Pallava Paramesvara grham. It is 
obvious that Rajasimha followed the structural style of architecture inaugrated by 
Paramesvaravarman [.



5 

The Late Pallava Style 

In the previous chapters, we discussed the fine quality of figure sculptures which adorn the 
Mandapas and the Rathas at Mamallapuram. These figures expressed a notable sense of restraint, 
refined simplicity and experienced craftsmanship, showing a very delicate and spirited styleLIn 
the rock-cut technique the Pallava examples from Mamallapuram are the finest and the earliest 
ones. The plastic quality of this style extended over the whole of South India and also influenced 
the art movement of Java and Cambodia which displayed the same high artistic character’ ) Such 
a glorious and spirited style’s degeneration started coinciding with the death of Narasirnhavarman 
{ Pailava in the last quarter of the seventh century A.D. Though his son and successor Paraméé- 
varavarman { pursued the same tradition and style, the Rathas and the Mandapas which 
heightened the glory of the Pallava art are lacking in the final effort. [t seems the great and grand 
project started by Narasimhavarman I needed much more time than a bare span of seventy years. 
After Paramésvaraman | his son and successor Narasitnhavarman II alias Rajasiha came to the 
throne in 700 A.D. He resumed the structural technique of architecture. So the rock-cut technique 
ceased back and no further labour was put into the Mandapas or the monolithic Rathas; in a 
word, that form of expression became obsolate. {The direction of the waves of Pallava art was 
diveried towards the structural method instead of the inflexible and permanent “granite rock-cutt- 
ing. Probably, he thought that this method is easy and flexible for the workmen,) Though the 
Saluvankuppam cave temple has been attributed to Rajasimnha by K.R. Srinivasan on the basis of 
sculptural style; this king’s main zeal was towards structural architecture. ~ 

His rule was peaceful and free from internal and external disturbances. He patronised arts 
with irresistable enthusiasm and he opened a new phase in the annals of Pallava art, whichs 
occupied the whole of eighth century A.D. He was an ardent devotee of Siva designated by the 
titles of ‘Sivachadamani’, ‘Sivabhaktyaradhita’ etc. and he set an example like his forefathers, in 
showing Catholic spirit towards other religions. It seems he constructed a Jaina temple known as 
Vardhamana temple at Tirupathikundram where a number of paintings of no particular artistic 
merit but interesting from an iconographical point of view adorned the walls of the temple.! 
Another Buddhist Vihdra at Nagapattinam was also constructed by him probably to serve the 
Chinese monks.” Several notable temples were constructed in this period viz., the Shore temple at 

1. Longhurst; Pallava Architecture, M.A.S.I. No. 40, p. 9. 
2. KR. Srinivasan: The Cave Temples of the Pallavas, p. 8.



THE LATE PALLAVA STYLE 65 

Mamallapuram, Kailasanath temple and the AiravateSvara temple at Kajfichipuram, the 

Talapurigvar temple at Panamalai, etc. A number of small temples also were constructed at 

Kafichipuram but among them the Kailasanath temple is most interesting and important. 
Almost all the temples constructed by Rajasirnha were dedicated to Siva. All the temples 

contained the Somaskanda panel on the back wail of the sanctum-sanctorium and the fluted, 

polished and long black stone linga without a ‘pitha’ was invariably placed in the middle of the 

garbha grha. It seems the Somaskanda form of Siva was most favourite with Rajasirnha. Hence 

it is repeated a number of times not only in the garbha grha but on the outer walls. Similarly 

previously the representations of Ganesa, Kartikeya and Jyestha Devi were rare in the Pallava 

period. During the reign of Mahendravarman in the Vasantesvara temple at Vallam the two 

niches on either side of the doorway contain figures of GaneSa and Jyestha Devi. After 

Mahendravarman, both figures disappear. Once again they were resumed on the walls of the 

Kailaganath temple. A number of Jyestha Devi figures had been carved as represented here with 

heavy body and pot belly. Her expression is somewhat gruesome and the two handed Devi was 

seated on a rectangular seat with dangling legs. Ganeéa has been shown on the top centre of each 

niche. Kartikeya has not been given special importance except as a boy seated between his divine 

parents Siva and Parvati in the Somaskanda panel enjoying the parental love. Another figure 

frequently visible on the walls of the temples constructed by R4ajasitsha is Durga. She is repre- 

sented here in different attitude. In the case of Mamallapuram, she is represented as Mahisa- 

suramardini Durgd who stands on the head of Mahisa while the lion and the head of an antelope 

are carved on the top corners of the panel. Her devotees are offering blood and flesh to her. All 

these motifs disappeared in the Rajasirnha period as she is always represented with not less than 

ten hands while the highest number of the hands is sixteen. She stands by resting one leg on the 

lion and the other on the ground having various weapons including a long bow and Ndgapdasa. 

She stands like a soldier taking rest in the midst of war. Visgu and Brahma are depicted but 

always in the attitude of paying homage to Siva. Moreover, the representation of Gajalaksmi is 

found here and there but with less candour. The artistic elegance and the fresh fragrance of 

Gajalaksmi from the Adivaraha cave temple at Mamallapuram is almost an event of the past. 

Siva is presented in various forms as Samharamurti, Anugrahamirti and Nrtyamarti. 

’ By examining the figures of the Rajasiha period it seems the sculptors followed two 

methods of carving: either on a single stone which was fixed in the wall or on the in site blocks. 

of stone after they were fixed to form the niches. Because there are a number of joints in the 

figure. The proportions, the thickness and the lines of the figure are even and accurate. To hide 

the unsightly joints and the roughness of the stone the artistes applied plaster, and finished finally 

all the details and then painted the figures. This was the usual custom of the sculptors of 

Rajasimha. But these plastered figures soon decayed, being exposed to the Sun and rain so they 

needed periodical renovations. The workmen at places applied cement and smoothened the 

joints with trowel. Hence the original plaster work is not found anywhere. Hence it is difficult to 

estimate the characteristic features of this style. Originally the figures were beautiful although 

not so slim as in Mamallapuram and because of the plaster they look more bulky. Generally, the 

main figure is in central niche; the other figures related to the story and also the devotees are 

carved in the side niches, in smaller proportions. The same method is adopted by the Cholas also. 

But in Mamallapuram a mythological story was illustrated in one and the same panel as if the
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concerning figures were the participants of the drama: For example, in the panels of Trivikrama, 
Varaha, etc. The posture of paying homage, as usual in Mamallapuram with one hand is not so 
graceful in this later group. All the niches show the Makara Torana on the top and Ganefa and 
other seated figures in the centre of Makara Torana while at the lower portion of the niche some 
dwarf figure or the head of an elephant have been carved. All the walls of the temples are over- 
crowded with superficial decorations ( The figures are not modelled in the lyrical manner as in the 
earlier period even though they tried to follow the Mamalla artistes, The female figures are slim 
with attenuated waist. \All the Siva figures are forcefully modelled. Sometimes the artistes over- 
looked the traditional style and made the figure short and stout. The lower garment of the figures 
resembles the Mamallapuram style. The method of holding the weapons is in natural manner and 
some of which are decorative in form. The hastamudrds are very limited; only the Abhayamudra 
and in very few images the Varadamudra has been shown. The lower garment of Visnu and 
Brahma hangs down to the ankles and in many figures the yajfopavita is running from left 
shoulder to the right arm and is treated somewhat in a decorative manner. The faces are elongated 
in some cases, and round and plump in others. The Siva figure is always represented with many 
hands. The coiffure of Durga is not in the Karandamukuta (Plate LXII, Ske. 7) tradition as in 
Mamallapuram but like the head dress of Gajalakshmi (Plate LXII, Ske. 6) of the Adivaraha 
Mangapa but the central projection is elongated (Plate LXII, Ske. 8) and for all other gods the 
traditional type of Kirita is used. 

' Rajasimha’s initial efforts probably started from Mamallapuram and maturity was attained 
at the Kailasganath temple, K4aachipuram. The shore temple contains a number of figures but 
all are weather worn and damaged; no longer they have any artistic merit. On the enclosure 
wall all the figures are so much eroded that we cannot recognise the form. On the north side of 
the enclosure wall an interesting scene is carved. In the upper panel six ascetics appear in a group. 
One of them is standing on one leg in the act of doing penance and below the penitent cat, a 
monkey and two deer are present. Probably, the sculptor wanted to repeat the same theme of 
the open air composition of Narasirnhavarman I’s period. On the opposite side of the enclosure, 
facing the west, is a quaint image of Durga’s lion. It is larger than human size and Durga is shown 
sitting astride the lion’s right thigh and on the chest of lion a small square niche is seen. In that 
also a figure of Durga is carved. Probably, this niche is a receptacle for a lamp. This temple contains three Somaskanda panels (Fig. 88) which are in good condition. These reliefs follow the tradition of the proto-type in the Mahisasuramardini Mandapa (Fig. 65). Four-armed Siva is 
shown on a rectangular seat in Sukhdsana and on his left side Parvati with two hands is seated 
facing Siva. In between, Skanda as a boy is shown seated and enjoying the parental affection. In this relief the surfaces are flat and t he figures are somewhat short and their Kiritas are long. All the 
figures are frontal in attitude and the chest is too broad. Brahma and Visnu are standing behind 
Siva. Somaskanda became popular in the Chola period and also in the bronzes. ‘Though K4lidasa 
has suggested the form of Som askanda in his description of the happy Siva and Uma in the 
company of Skanda, but no such figure has been discovered in North india.”? 

A figure of Durga (Fig. 89) along with her ganas is carved on the back wall of the temple. 
All the ganas are holding weapons in their hands looking forward to her word. The treatment of 

1. C. Sivaramamurti: “Geographical and Chronological Factors in Indian Iconography,” No. 6 (1950), p. 58.
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these quaint figures is in the same manner as in the Mahisasuramardini panel or as the figures 
carved on the above corners of the Brahma, Visnu and Siva panels in Trimdarti cave at 
Mamallapuram (Fig. 83). But the treatment of Durga is peculiar. She, inspite of her changing 

attitude, is relaxed in her expression. She stands by resting one leg upon the lion and she is hold- 
inga long bow. The figures were covered with plaster which still survives in patches here and 
there. 

A small apartment at the back of the latter temple contains the sleeping Vissu figure nearly 

ten feet long.’ But this is an inferior copy of the figure of Anantasayi Visnu of the Mamalla period 

in the Mahissuramardini cave. The Siva temple situated on the summit of the great rock which 

is called now the old light house contains certain Siva figures in the same style as in the 

_Kailaganath temple at Kafichipuram. All the figures are plastered. Similarly the Panamalai 

temple contains the Somaskanda relief on, the back wall of the Garbhagrha. The style of 

architecture and sculpture show that this temple was contemporary in date with the Kailasanath 

temple. 
The walls of the temple bear the inscription of Rajasimha.? 
The Rajasimha style reached its zenith at Kafichipuram in the Kailasanath temple. The walls 

of the KailaSanath temple, also called the Rajasimhesvara temple, contain several inscriptions of 

Rajasiha. According to one of the inscriptions® this temple was built for the sake of his queen 

consort named Rangapataka who was famous for her beauty and chastity. This temple is the most 

remarkable example and a turning point in architectural style of the Pallavas. This is a creditable 

performance of the architects of Rajasiraha who kindled with enthusiasm and vitalised by thought. 

They were guided by their king Rajasiha who was entitled Agamanusari, Agampariya etc., and 

worked with great zeal. Probably, the sculptors haunted by visions of pristine myths of Siva 

illustrated one scene after another. This is once again a glorious period in a composite whole in 

all of its cultural aspects in the Pallava history. The Kailasanath temple signifies Rajasimha’s 

voracious aptitude which embellished not only with sculptures but also with paintings. The whole 

temple along with the painted sculptures, would have been a grand view. Even at present, ie., 

1. In Tamil records South Indian Inscriptians, Vol. 1, pp. 63 to 67, refer two different temples: the Jalasayana alias 

Ksatriya Sithha Pallaveévara, the Palli-Koadaruliyadeva, and Rajasithhesvara. The central shrine containing 

the huge liga washed by the sea is evidently the Jalasayana temple, the little apartment at the back of latter 

of Visnu and the temple facing the west which contains the head of Siva is Rajasimha Pallavesvara temple. 

—~Longhurst; op. cit., No. 40, p. 10. 
2. Dubreuil:'Pallava Antiquities, Vol. I, pp. 2-24. 
3. எள 

எல் ஏரா எான்என சீனச் பன் | 
at are ௧௭ எ ஈச எனில் காரர்ரளாண்ள என்னன: ॥ 

34 எா௭ச௭னாள ஏழலிளிரிகன ௭௮ மரி எண்ண்னி 
எண்ன ளன வளர எ னம எனன்௭ காள: 
சின்னி ன என ௭௭ (எள) எரி: 
ளோ (௭) எரர் ஈன் TATTATH (7 it) 
atare grax frat aga wat ரண (சகர) எஎன் 
எச்ச ஏளாணளா எண விர எ என எட 
௪௭௭ எச் என்னின் faafeat fasrrgrasrs: 

எரர் எனா எட
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after undergoing a number of extensive repairs, time and again, it stands with indomitable Pride 
as a symbol of the Pallava glory. 

Numerous sculptures are produced in the Kailéénath temple and almost all are plastered 
and Dainted.) Certain larger compositions are executed in brick and plaster. But most of the 
figures are extending over several courses of masonry and very few are carved on a single stone, 
Originally, the figures are executed finely though not finished in the stone but the plaster work is 
hot so good as the original ground work. This temple has undergone a number of renovations and 
every time something new was added by the workmen. In the words of Longhurst, “The attendant 
buildings were extensively renovated. Whether the modern work is inferior to the original, we are 
not able to say. But it is certainly of no particular artistic merit and the temple is spoiled by the 
over ornamentation, every available space being covered with crudely executed plaster figures and 
reliefs depicting Siva in his numerous manifestations in bewildering confusion. However, from an 
iconographical point of view, this vast collection of Siva deities, symbols and legends depicted in 
the bas reliefs must be quite the largest and most complete in India.” Now most of the figures 
are damaged. On certain figures cement is applied and the workmen have given newer details 
haphazardly. Hence most of the figures have lost their original beauty and sometimes look ugly. 
For example, the dvdrapala figure of the Kailaganath temple cemented and smoothened by trowel 
and certain lines have been drawn for the sake of decoration. The seated dvarapala (Fig. 90) is an 
innovation of the Rajasirnha sculptors. The attitude of the standing dvdrapdla figure (Fig. 91) 
resembles an eastern Chalukyan dvdrapdla from Vijayawada preserved in Government museum, 
Madras. Here the sculptor of Rajasimha made the fruitless efforts to bring force and majesty of 
Mahendra’s, style and the lyric quality of Mamallas’ style by expanding the shoulders to the mea- 
sureless width, and depicting protruding teeth, bulging eyes and knitted eye brows. 

Gajalakgmi is repeated many times on the walls of the temple. Gajalaksmi is one of the 
most splendid themes of Mamallapuram for its celestial elegance. Even at the present the 
spectator experiences the freshness and the fragrance of the lotus and the consecrated figure of 
Laksmi who is being bathed by the sacred waters poured by the elephants. This is one of those 
figures created by the sculptors of Mamallapuram with perfect concentration and inner spiritual 
vision. Behiad these figures appears and works the supreme imagination and supreme intelligence 
of the artistes of Narasitnhavarman. However, the artistes of Rajasirnha depicted Gajalaksmi on 
the walls of Kailaganath temple in a squattish form (Fig. 92). 

As stated above a number of Durga figures are carved on the walls of the Kailaganath temple. 
Among them certain figures are well preserved and attractive (Fig. 93). This figure is composed 
unlike Mamallapuram Mahisasuramardini Durga, as standing in relaxed position in the midst of 
the battle. She stands in the Tribhanga pose resting one leg on the back of the lion while the other 
is planted on the ground. A sarcastic smile is seen on her face as if she is aware of the fate of her 
enemy. In these panels she is not shown in her Mahisasuramardini form, i.e., as the concentrated 
light which emanated from all the gods to kill Mahisasura (arya சச என்னனா, 0006 கதசம்ர she 
came out of body of Parvati (qq ata zerar a4axat) to kill Sumbha and Nigumbha, the brother 
demons. After the assassination of Nigumbha through the hands of the various forms of her power 

4. Longhurst: Op. cit., p. 13.
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as Kali, Brahmi, Vai: havi, Varahi dic. Sumbha came to the war field with great anger on account 
cof the death of his dear’ nger brother and ridiculed her by saying that she was fighting with the 
strength of others. She rep’ that she was all in all and all these goddesses were simply 
manifestations of her power. Thereafter, she withdrew all her Saktis, thus only Durga remained at 
the scene smiling at the ignorance of the Asura.t Possibly, Durga is represented here in the above 

context. She is eight handed and her long bow is held by one of her left hands. The corresponding 
right hand is in the gesture of holding nila kama/. Another right hand is at the Kati while the 
corresponding left hand rests on her raised leg and a parrot is perched on her arm. The ferocious 
lion as who is her mount and a lovely parrot on her hand shows her inconsistent qualities of 
afd? and afatiz. She weilds various weapons including the ndgapdfa. The carver exhibits the 

careless amazonian nature of the goddess even in the standing posture. She has patrakundala in 
her ear lobes She is simply dressed with scanty ornaments. The side tassels and the centre loops 

are corresponding to those in the figures from Mamallapuram. Though roughly carved, the figure 

is composed elegantly and rhythmically. The goddess in the fullness of her beauty stands in the 
war field and provokes Nigumbha for the fight. In the words of Zimmer, “Eternal Indian, horrific, 

beautiful, caressing, murdering, symbolization of the totality of the world creating-destroying eaten 

and eaten one,” such a paradoxical gruesome and brilliant is created by the Pallava artistes as a 

whole. 
Another figure of Durga is also carved on the wall of the Kailaganath temple (Fig. 94). 

The figure is slim having the /atd sadrisya tanu. The standing position, the arrangement of the 

hands and the gesture of the hands are the same as the above discussed figures. She may have 

twelve hands having various weapons like Khadga, Chakra, Trigula, Khetaka, Parasu, Ndgapdasa 

and a long bow along with two quivers at her back. The Chhatra shows her omnipotence and a 

cup in one of her right hands is filled with the ‘“inebriating, invigorating liquor or the divine life 

force.” Her face is somewhat damaged. The expression is not clear but the enchanting smile is 

seen, as said in the Siva Bhakta vildsa, as the “lovely lotus face is beautifully lit by the delicate 

stile, like the Kunda flowers.’ The figure is in the graceful Tribhanga posture with flowing lines. 

The slim limbs and attenuated waist, exhibit the supple strength as in Mamallapuram. The lower 

garment is similar but the coiffure is not the Karandamukuta always used for Durga figures as in 

Mamallapuram; but here the coiffure is like Gajalaksmi’s coiffure of the Adivasaha Mandapa at 

Mimallapuram. Here the centre conical portion is somewhat elongated. In composing this figure 

1. ஊண் ராக ஏன்ன ar gi waarag | 
ware arafaca ஏகா கண்ணன் பப 
waag saa Pgacrar Sr AATITTT 1 
Maa Ke uaa feat afgryTa: WR 
88: னள சே எனி றர | 
எண கேன் என்னி சோ பூய 
எ$் ரன ஏரி எர்ச்வ tera | 

என்னா ஈச்கி௭ கானி 13 Wat KH 

—V.S. Agrawala: Dévi Mahatmyam, Chap. X, pp. 122-23. 
3. எர எரர் எஸ்ஏ ஏர, 

aa as AAA ஸா ஈனா | 

நாகனார் தரல என களர் |
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the above portion became too heavy supported by two thin legs and the lowest portion of the 
panel looks empty. But on the whole the figure is fine. 

The third one is inferior in quality to the other two figures (Fig. 95). I suppose that the 
plaster was not applied skilfully in this case. The beautiful curves and the modelling were filled 
indiscriminately with plaster so that the figure looks squattish and ugly. Moreover, the position of 
the second leg which rests on the lion is also devoid of grace. So that it is somewhat unbalanced. 
The sixteen hands of the figure are arranged as if the sculptor wanted to fill the whole panel. The 
moon is carved in the top corner of the panel. Probably to show that she expanded her body from. 
earth to Heaven and covering the entire space.! 

The Sapta matrika group is carved in the devakulikas and represents probably the first 
attempt of its kind in the Pallava sculptural history. All the mothers are sitting in a row on a 
rectangular seat as if crowded together while both Ganeéa and Virabhadra are seated on their 
right side (Fig. 96). Usually, the Matrikas are represented holding a child. However, in the 
present case no child has been shown. All the figures are carved with four hands: from right to: 
left they appear as Brahmi, Mahegvari, Kaumdri, Vaisnavi, Vardahi, Indrani and Chamundi. All are 
having chhatras and the weapons of the corresponding gods while Chamundi has her Trifula and 
bowl in her hands. The faces of Varahi, Indrani and also Chamundi are somewhat damaged. The 
weapons have been shown on the back of the main figures as if they were just symbols and not in 
their hands excepting in the case of Chamundi. The emergence of the Matrikas is also interesting. 
According to the Markandeyapurana when Devi Durga was engaged in fighting with the Asuras, 
Chanda and Munda, to annihilate these two brothers, “the Gods sprang forth their Saktis, What- 
ever was the form of each Deva and whatever his ornament and vehicle in that very form came 
forth his sakti to fight the Asuras.’ According to the Markandeyapurdna, the Matrikas are eight 
in number, Brahmi, Maheégvari, Kauméri, Vaispavi, Varahi, Narasimhi, Aindri and Chandika 
emanated from Durga having *‘most terrific and fierce and yelling like a hundred jackals”.? She is: 
also called Chamundi because she killed both the Asuras Chanda and Munda, and brought their 
heads to the Goddess.‘ In this panel from the Kailaganath temple their Vahanas have been left out 
and Narasimnhi is not shown. But this is usually accepted as a list supported by iconographic data 
and it consists of the seven only.’ Brahmani and Maheévari are shown with three heads each. In the 

1. She is described in Markandeyapurana as fedefafaactar (. ‘Her feet are planted on the earth and her head 
touches the Heaven.’ The same idea has been shown by carving Chandra on the top corner. 

—lIbid., p. 194. 
2. ௭௪ கேன ஈர் என ஏர ஏரு | 

ரை [6 ௭௪4௧ ர ணார 

—Chap. VIII, v. 13. 
3. எளி ள் எவ சன்னா விர | 

எகா எக னள ஈர ளரகரின் ப 
ற்ஹே, நமா, v. 22. 

4, எனச் ஏ ஏம் ஏ ஏராள | 
ன் எள் ஸி* னாள் என்னற ப 

—Chap. VII, v. 25. 
—Ibid., pp. 101-05, 

5. IN. Banerjea: The Development of Hindu Iconography, p. 505
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case of Mahesvari, the number of faces originally required was five, yet the fifth head representing 
Akasa is sometimes invisible and therefore left out. While out of the four faces the back one could 
not be shown in a panel due to the nature of the relief, which did not provide the back view. 

Six of the seven Matrikas have Kiritas except Chamundi whose hair is sprawling out. 

“There are seven great principles of manifestation, viz., Mind, Life and Matter comprised of five 

gross elements. These seven are produced by a team of seven Mothers (#@41t%:) who in the 
Vedas were also known as the seven sisters, (aaeaart! R.V.J. 164.3) who form one band and take 

their seat on a common moving chariot symbolised as the human body or each solar ray or each 
octave of sound. In the purdnic imagery they are represented as the Sapta mdtrika goddess 

personifying the powers of the seven typical Devas.” 
Various forms of Siva adorn the walls and the devakulikas of the Kailasanath temple. 

Among them the Lingodhava marti Siva is well preserved (Fig. 97). Probably, this figure is the 

first representation of its kind during the Pallava period. The story behind this figure is very 

interesting and also psychological. As in human beings so among the Gods we find the ambition 

for supremacy. At the time of deluge Visnu alone was floating in the water on the Sesandga and 

from the lotus of his navel Brahma was born. He saw nothing except water. Then he came down 

and saw Visnu with four hands. A quarrel started between these two deities for supremacy. While 

they were arguing in the timeless void a Lingam with infinite measure appeared between them. 

Both looked amazingly at the Lingam. They could imagine neither its height nor its depth. Then 

Brahma soared high on his Hathsa Vahana to find the top end while Visnu in his boar form 

plunged into the earth to find the root. Both efforts failed. Visnu agreed that he could not find 

the beginning, but Brahma spoke a lie that he had discovered the end. In the meanwhile the 

Lingam burst out in the middle and Siva revealed himself and proclaimed his own supremacy. 

Brahma is deprived of his worship in the temples because of the lie he spoke. This story is 

explicitly illustrated in this Lingodbhava marti. However, instead of the cylindrical type of the 

Lingam as in the chola figures where this scene is very common, the Pallavas introduced a 

rectangular frame in which Siva appears in his human form. Visnu in the form of Adivaraha 

with his four hands digging the earth, is carved under the Linga and Brahma appears flying up in 

his original form in the upper portion of the right side of the Lingam. Siva appears in his 

Chandrasekhara form with. eight hands having parasu and trisula in the right and left hands 

respectively. His other two hands are in the Abhaya and Varada mudras. We cannot determine 

his other attributes. The crescent moon embellishes his crown. In the lower portion the niches of 

tight and left contain figures of Brahma and Visnu in the attitude of paying homage. “Siva in 

this myth is represented as winning a momentous victory over the other two supreme divinities of 

the Hindu triad, Brahma:and Visnu; and this victory, if we may judge from the literary remains, 

Corresponds to an actual,’ historical development. For the earlier and classic puranas (Visnu- 

purdna, Matsyapurana, Brahmapurana and others) Siva is no more than a function or mask 

assumed by Visnu whenever the moment approaches for the reabsorption of the universe. 0 ம் in 

later stratification of puranic myth (Markandeyapurana and Karmapurana) do we find Siva 

L. V.S. Agrawala; Devi-Mahatmya, p. 178.
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coming to the fore to enact independently and alone all three of the great world roles of creation, 
preservation and destruction.”+ : 

The story also says that Brahma became the object of Siva’s anger, thenceforward he was 
deprived of worship. The Ketaki flower was also excluded from the rituals because it bore false. 
evidence in favour of Brahma. Thus it seems the worship of Siva replaced the worship of Brahma. 

“The story is given a dramatic touch but the truth remains that both Brahma and Visnu, 
the foremost amongst Gods, do not comprehend the mystery and the transcendent nature of 
Rudra—Siva who is the pillar of fire or Tower of light supporting the whole universe as the Axis 
Mundi that fills the interval between mother earth and father heaven. He is like an arrow that 
pierces the two ends of the creative substance, the supreme reality behind the universe. 

“Brahma represents the approach of intellect which is equipped with the power of argument 
and arithmatical computation. It throws a challenge to the mathematics of infinity. But it fails. 
The plenum of Transcendence does not become the vacuum of creation. Howsoever one may try 
to squeeze the infinite within the dimensions of the finite one can never succeed to adjust it 
within the limits of the known or within the procrustean bed of one’s intellect. Ours is said to be 
an expanding universe expanding in Time and space and the process of creation has not reached 
its ends and will not do so within our comprehension. 

“The other approach is that of metaphysics where the power of intuition straight way accepts 
the transcendence of the divine and declares it to be beyond intellectual comprehension but only 
worthy of realisation with the infinite power of the soul and operation of the spiritual laws. 
abiding in the human heart.’ 

The first and foremost representation of this form of the Lingodbhava mitti is probably the 
Gudimallam Siva, where the full form of Siva is carved standing on a gana. Later in Chola period 
Lingodbhava form became common. This form is favoured mostly by South Indian artistes. In 
North it is not common, although the Mukhalingas were frequently produced in the Gupta period. 
There is an Agni Linga in the collection of Bharat Kala Bhavan (Banaras—probably ninth 
century A.D.) in which the flames are carved on both the sides of the Linga and Brahma riding 
his swan and Visnu in the form of a boar going in opposite direction. It stands on a lotus 
pedestal.* 

1. Zimmer, H.: Myths and Symbols in Indian Art and Civilization, p. 128. 
2. V.S. Agrawala: Sivamahadeva (Varanasi, 1962), p. 43. 
3. (a) “Reference to the presence of Siva on columnar altars are to be found in the earlier sections of the 

Mahabharata. . . Asvatthama, on his nocturnal journey to the Pandava camp to murder the fine Pandava 
brothers, is confronted by a gigantic figure at the gate; he then invokes the aid of Siva, his patron deity, 
and there appears before him a huge golden alter with all-spreading flames of fire on it. This concept of the 
sudden appearance of a flaming golden altar of pillar before Asvatthama leads one to the consideration of 
the Lingodbhava murti of Siva.” J.N. Banerjea: The Development of Hindu Iconography, p. 462. 

(b) There is a counter part of this flaming pillar in Buddhism at Amaravati. “The flaming pillar rises from a pair of feet on lotus crowned by a Trisula on a wheel. . . It contains a suggestion of Buddha’s superiority over not only the Hindu trinity, but also over A gniand Sirya. The lotus is suggestive of Brahma, the feet are suggestive of Visnu, while the flaming pillar and Trisdla suggest the Agni Rudra concept and the chakra suggests the Vedic Adityamandala. The symbol thus forms a very early example of the blend into 
one of Brahmi, Visnu, Siva and Sirya.” C. Sivaramamurti: Amaravati Sculptures, pp. 62-63.
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In the Kafichipuram Lingodbhava marti panel, Siva is carved majestically in the Samabhanga 

posture as if he is proclaiming that he is all in all. In all the figures of the Rajasiha style the 

abhaya mudra is not simple but the palm is turned side ways. The story is depicted effortlessly. 

But the makaratorana on the top of the niche, the floral decoration over the pilasters of the 

niches and the lion pilasters of the wall show overcrowding of details, otherwise the depiction of 

the story is very clear and explicit. 
The Nrtyamiartis of Siva is a creditable achievement of R4jasirmha’s artistes. The various 

types of dance of Siva have been illustrated. All these figures are energetic, vital and balanced. 

“The dance is an act of creation. It brings about a new situation and summons into the dancer a 

new and higher personality. It has a cosmogonic function, in that it arouses dormant energies 

which then may shape the world. On a universal scale, Siva is the cosmic dancer; in his “Dancing 

Manifestation” (urtya marti) he embodies in himself and simultaneously gives manifestation to 

Eternal Energy. The forces gathered and projected in his frantic, ever-enduring gyration, are the 

powers of the evolution, maintenance and dissolution of the world. Nature and all its creatures 

are the effects of his eternal dance.”! Whatever it may be the pose of dance reveals his pancha- 

krtyas ie., his five-fold activities viz., creation, maintenance, destruction, concealment and favour. 

All the five activities are manifested simultaneously with the pulse of every movement. 

“Siva is Mahakala”, “Great time,” “Eternity.” As Nataraja, King of Dancers, his gestures 

are wild and full of grace, precipitate the cosmic illusion; his flying arms and legs and the swaying 

of his torso produce—indeed, they are—the continuous creation—destruction of the universe, 

death exactly balancing birth, annihilation the end of every coming-forth. The choreography is 

the whirling of time. History and its ruins, the explosion of suns, are flashes from the tireless 

swinging sequence of the gestures.’ 

According to Saiva Agamas the dances of Siva have 108 modes, Among them only nine 

modes are very popular and available in sculptures. The Bhujanga trasa or Bhujanga lalita mode 

of dance was first illustrated in Avanibhajana cave temple of Mahendravarman I’s time. The 

Katisama, Lalita, Lalatatilaka, Talasamsphotita, Chatura, Tandava, Nadanta etc. are also figured 

on the walls of the Kailaganath temple during the period of Rajasimha. All nine modes or 

flavours are expressed in the dancing manifestation of Siva; “for Siva contains and enacts all 

possible aspects of life, and his dance is a marvellous blending of opposites. The dance, like life 

itself, is a mixture of the terrific and the suspicious, a juxtaposition and unification of destruction, 

death, and vital triumph, the volcanic bursting-forth of the lavas of life. Here is a blending 

familiar to the Hindu mind, everywhere documented in Hindu art. It is understood as expressive 

of the Divine, which in its totality comprises all the goo 

and agonies, of our phenomenal life.’’* _ 

Here in this present composition the figure represents the Lalata tilaka or Urdhva tandava 

type of dance (Fig. 98). According to the legend there was a competition between Siva and Kali 

in dance. Whatever mode of dance and whatever difficult poses Siva assumed ‘Kali could Tepeat. 

But at last the Urdhva tandava was miraculously rendered by Siva which Kali failed to imitate, 

ds and evils, beauties and horrors, joys 

1. Zimmer: Myths and Symbols in Indian Art and Civilization, p. 152. 

2. Ibid., p. 155. 

3. Ibid., p. 174.
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who retreated in disgust and anger. Hence this precarious position can be possible only by Siva. 
The eight handed god upraised his right leg and touched his Kirifa with his foot. It seems that 
he raised his leg to that position almost effortlessly. All his hands were also raised in the same 
direction. His left leg remained planted on the ground, while the wavy loops and tassels being 
upturned show the movement. One of his Ganas, Nandi with the head of a bull and a human 
body accompanied him in dancing being intoxicated with joy. Probably, it marked the end of the 
Mahayuga. The wild gestures and terrific face shows that this is the dance of destruction. The 
moods expressed in this representation are wild (raudra), heroic (vira) and loathsome (bibhatsa). 
“Steeped in quietude, the enigmatic mask resides above the whirl of the four resilient arms, cares 
nothing for the superb legs as they beat out the tempo of the world ages.’ 

This mode of dance is described in Natyaveda? and also by Gopinath Rao. The leg was 
raised upto the forehead and its toe touched the forehead as if in the action of putting the filaka. 
But here in this panel we find the foot touching the top of the crown. The composition is very 
compact. The sculptor balanced this composition by carving the ganas on either sides. Otherwise 
the figure looks top heavy because of the raised leg and the spreading hands. The figure of Siva 
is very bulky and the plaster applied over the figure is similarly thick. 

Another type of dance which was performed by Siva (Fig. 99) is a peculiar one and 
stated by Gopinath Rao as similar to the alidhdsana which he suddenly assumed during the 
middle of this dance. There is no mention of this posture in the Nrtya Sastra texts. Probably, this 
pose is one of the parts of the ardhva tandava as one of his hands is shown raised straight, touched 
his crown and his leg bent and the knee raised. He had eight hands carrying various ayudhas 
including the damaru. His right hands are in Gajahasta, one is in pataka and one chatura poses. All 
the hands and the upraised leg and the snake are directed upwards. “Aloof in sovereign silence, 
the mask of the God’s eternal essence remains unaffected by the tremendous display of his own 
energy, the world and its progress, the flow and the changes of time. This head, this face, this 
mask abides in transcendental isolation, as a spectator unconcerned. Its smile, bent inward, filled 
with the bliss of self-absorption, subtly refutes, with a scarcely hidden irony, the meaningful 
gestures of the feet and hands. A tension exists between the marvel of dance and the. serene 
tranquility of this expressively in expressive countenance, the tension, that is to say of Eternity 
and Time, the paradox—the silent, mutual confutation of the Absolute and Phenomenal, the self- 
Immortal and the perishable Psyche, Brahman-Atman and Maya.’*4 

The next figure shows the Talasamspholita mode of dance (Fig. 108). In this mode of dance 
the hand pose, the pataka hasta, is also insisted upon, according to the commentary of Natyaveda 

on
t . Ibid., p. 156. 

2. ஏர ஏதா ஏஏ க்க ஏ 

werd faa gataate fare I aT 1 

Cited by Gopimath Rao 

3. ஈக ஈச்ச ஏண் எனா ஜல frag 
எனக [கரா ஜோனா என்ர என்றன் தரண க உகர எர ணர் ட. 

—areatefaqat } 
4. Zimmer: The Myths and Symbols in Indian Art and Civilization, p. 156.
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Vivrti.”! In this figure the right leg is lifted up as if the God is going to thump the ground while 

the left leg is slightly bent and planted upon the ground. He has eight hands, one is in the pataka 
pose and another is in the Abhaya hasta. The remaining hands are in various dance poses. Out 
of his Jatamukuta one of the strands branches off on the left side and Ganga with her folded 
hands is shown seated on the same. Here she looks like a Nagin with five hooded canopy and her 
back portion is also like the tail of a serpent, a reptile which is associated with representation of 

water in Indian art. Hence probably the sculptor wants to show that the water is flowing from 

Siva’s jatds. Parvati is witnessing the dance sitting by his side. 
Alongwith the Nrtyamartis of Siva his Sarithdrmartis and Anugrahumartis are also illustrated 

on the walls of the garbhagrha and also in devakulikas. Among them the Tripurasura samhara- 

marti (Fig. 100), the Chandesanugrahmarti (Fig. 102), Visnanugrahmirti (Fig. 103), the Kankdla- 

mirti (Fig. 104), etc. will be discussed here. In the Tipurasur sarmharamurti panel (Fig. 100), 

Siva is seated in the alidha posture wielding a bow in one of his eight hands another hand is at 

the Kati but other objects held in the rest of the hands are not clear. He is gazing in the direction 

of his enemy who however is not explicitly shown here. Brahma as charioteer is sitting by his 

side. The chariot is not illustrated here. A chhatra at the top shows his superiority. According to 

tradition, the three demon brothers acquired special powers by intensive penance done for a long 

time and constructed three cities for themselves “‘one in the firmament, one on earth, and one in 

the atmosphere between .. . These three fortresses became a centre of demon chaos and world 

tyranny, practically unassailable. And through the power of his yoga he brought it about that this 

mighty keep should never be conquered unless pierced by a single arrow.”? Siva alone could do 

this being an huntsman according to the Vedic tradition. Prthvi became his chariot, Brahma his 

charioteer, Surya and Chandra the wheels of the chariot, the four Vedas became the horses and 

Mandara hill his bow and Visau himself his arrow.* With all these cosmic equipment Siva with 

one stroke destroyed the three cities. In this present composition the chariot is not seen but 

charioteer Brahma is there. It was probably damaged and restored rather in a casual manner. In 

Ellora the whole theme is depicted very well. Two handed Siva riding on his chariot in the alidha 

posture and he is shooting the arrow. The chariot with the horses and its charioteer Brahma are 

also shown. The three cities are executed in the exergue; the god is shown shooting at the city 

demons.! 

The next figure represents the 
alidha posture having eight hands; he h 

plaster is applied to the attenuated figure in such a manner 

elegance. Thus the objects in his hands are not clear. 

Gajasura Samharamurti Siva (Fig. 101). He is again in the 

olds a bow. Behind him is Vispu with folded hands. The 

that the whole figure has lost its 

1. என் கண்ணா ளன. எளி கள எரர் Prorat எள் ச ளர் என் ணரா எண எட ஸ் avaenfed ஈனச் எண ரே 

என எனிஈள் ஏ ௪ ஊர ஈணள் | ட்ட 

—~ meaaafaqal (Natyavedavivriti) 

—Cited by Gopinath Rao. 
2. Ibid., p. 185. . .- 
3. எிளிஸ் ஈங்ள்ள என் é (faery) Heat ஈர: WATS OFT என்ன் Tere A ATS 11 

4, Zimmer: The Art of Indian Asia, Vol. II, Plate No. 226.



76 THE PALLAVA SCULPTURE 

A number of the Anugraha miartis are also executed. Among them the Chandesanugrahmart; 
(Fig. 102) and the Visndnugrahmarti (Fig. 103) are well depicted. In the Chandeganugrahamirti, 
four handed Siva is bestowing abhaya to Chandega. The father of Chandega is prostrate on the 
ground with his left hand in the Vismaya pose while ChandeSa is standing holding an axe. This 
theme is very common in Chola period, but the Chola examples are shown with Siva winding a 
turban on ChandeSa’s head which is only a symbolic representation. 

In the Visnanugrahamarti (Fig. 103), Visnu is offering something to Siva. It is also sugges- 
tive; later Siva bestowed him with a chakra. Here the figure of Visnu is carved beautifully. 

In the Kankalamirti of Siva (Fig. 104) the God is carrying on his trifala, the dead body of 
Visvaksena the door keeper of Visnu who baned his way to the inner apartments, This trisala 
is across the God’s shoulder. He wears Padukds and his jatd is flowing. Some of his devotees are 
paying homage to him. This Kank4lamiarti is the second example of its class, being the one 
carved on the Dharmaraja Ratha. Later onin Chola period it became more popular. In the 
Brhadisvara temple at Tanjore this figure was combined with Bhikshatanamarti and the two were 
carved with grace and vividness. 

Panels showing Daksinamarti form of Siva are also carved on the walls of the Kailaganath 
temple. They appear in many varieties in the forms of Daksinamirtis for example the Yoga 
Daksinamirti, the Jfdna Daksinamarti, the Vinadhara Daksinamirti etc. The Vinadhara Daksina- 

mirti was first carved on Dharmaraja Ratha (Fig. 55). There is a belief among the Saivaites that 
God Siva is the fountain head of all the arts and sciences; he is also a yogi, he is the king of 
dancets, he is musician and he is the preacher. Moreover, he is gentle as well as firm. In the 
words of Zimmer, “‘He is all the containing transcendent source of every possible virtue and form.” 
As is his tatva, so is his form. In the words of Parvati “he is adorned with all the ornaments and 
also by the snakes. He wears elephant skin and also pitambar. He has skull as his bhiksdpatra 
in his Bhiksatanamarti form and he has also a crown of the crescent moon.” 

In his Daksinamirti form he is very sober, peaceful and gentle. He is a Teacher of this 
universe. Thus he is described as Jaana Daksinamiarti (Fig. 106) for he sits under a Pipal tree. 
He is four handed. In one hand he holds a rosary. One of his left hands is in the vydkhydna mudra 
and with the other he holds jyoti, the light or wisdom which dispels the darkness of ignorance. 
The snake is also shown on his side and is calmly listening to his preaching. Below his seat two 
deer are carved, enjoying his presence. In the side niches the tigers are carved alongwith sages 
who again are listening to the divine lectures. The sculptor has created the atmosphere of the 
forest, the dwelling place of the yogis. Siva’s presence creates a happy and peaceful atmosphere. 
Even the beasts shed their cruelty and are peaceful : ly hearing or enjoying the presence of the God. 

In the next panel Siva is in his yogic posture . He isin deep concentration or dhyana. Siva 
assumes the form of the yoga Daksinamarti (Fig. 105). He sits in yogic posture which is called 
utkutikasana where one sits with heels kept close to the bottom and with the back slightly 

1. faqenigeia age wifr ar marftarafes eqaefe ar | 
wuts a னாக எரிக் எ ரர எர ஏ: ப 

— yTaAraaq (Kumarasambhavam)
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curved and the forearms resting on the knees raised above the seat. In order to keep the 
knees firm in the position described a cloth band known as yogapatta is tied around the raised 
knees! Another important point in this figure is a person lying on the ground supporting the 
seat of the God by his hand, as if he is being crushed by the weight of the God. Probably, he is 
Muyalaka the personification of ignorance usually placed under the feet of Siva Nataraja. The 
four handed God rests his two hands on his knees and with the other two hands he holds the 
rosary and the Kamandalu. He is in such deep concentration as to give the feeling of a unflicker- 
ing lamp. In the principal niche itself and above his head on either side, the Sun and the Moon 
are carved with folded hands. Brahma and Visnu are shown as paying homage to the God in the 
side niches. This composition shows that after the destruction of Dakshayajiia Siva entered into 
dhyana in great despair over the death of Sati. The Kumdrasambhava beautifully describes Siva 
in his dhydnamudra. 

Next we find portrait of Rajasimha and his queen consort, Rangapataka (Fig. 107). Both 

are treated in similar way as we find the depiction of Siva and Parvati in the Somaskanda marti 
panels. Rajasimha holds a gadd in his right hand while his left hand is raised. Probably, he held 
a nila kamala, The queen’s right hand also is in the posture of holding a nila kamala. She 
supports herself on the seat by resting on the other hand. These portraits are carved beautifully. 
Rajasiha sits in kingly pose and his queen consort is delicate and beautiful. A descriptive 
inscription is carved on the walls of the same temple.? But the sensitivity of the figures is lost by” 

the application of plaster on the surface. oo. 
The Atiranachand cave temple of Saluvankuppam is also attributed to R4j asimha by 

K.R. Srinivasan. There is an inscription on this temple in which the word Atiranchanda is used. 
Whoever may be the original sponsor of this cave temple the sculptural panel showing Durga 

(Fig. 109) is similar in style to the Rajasitha tradition shown in the figure of Durga carved at the 
shore temple and on the walls of the Kailaganath temple. It appears that Rajasimha in the above 

panel experimented with the treatment before he started his structural style. The Mahisasura- 
mardini Durga in this panel is forcefully carved and the Mahisasura is in retreating posture. It is 

interesting to find that the figure preceding Mahisasura resembles the dvdrapdla of the 

KailaSanath temple. . 4: . 
A number of other temples were constructed by Rajasiha in Kafichipuram that is, the 

Airavatesvara temple,‘ the Airavatesvara temple at Kanchi, another ‘Kailasanath temple at 

Tirupattur in Trichinapalli district. All these temples contain sculptures in the same style _as in 

Kailaganath temple. The back wall of the Airavatesvara temple shows the figures of Natale in 

the alidha posture in the same manner as in the Kailaganath temple at Kanchi (Fig. 1. ). i le 

Gajasura Samharamurti and the dvdrapala panels from this temple are strikingly alike their 

1. J.N. Banerjea: The Development of Hindu Iconography, pp. 271-72. 

2. Supra, p. 159. ் F its inscripti 
3. Dubreuil in his Pallava Antiquities, Pt. 1, pp. 66-68, discusses this cave-temple with னை ° an am 39) 

and states that it belongs, by its inscriptions, to the time of Rajasiha. Sivaramamurti ( னு ipa ட டட 

notices that this cave has intriguing features, as, according to him, while ல ணர் ் panels both in 
capitals and the dvarapalas indicate its early date, the fluted linga inside and the Soma 
the cell and in the Mandapa are late characteristics. 

—K.R. Srinivasan: Cave Temples of the Pallavas, p. 128. 
4. S.LI., 1, p. 14; XII, ற. 111.
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counterparts at the Kailasanath temple at Kaichi. Moreover, the back wall of the Airavateévara 
temple contains the yoga Daksinamarti, Dvarapala and Durga figures in the same style as in the. 
Kailasanath temple (Fig. 122). 

The Tirupattur Kailaganath temple! is dated eighth century A.D. and the pilasters used in 

this temple are in the Rajasimha style. The Nataraja figure however is in the Talasamsphotita 
dance posture (Fig. 120). The treatment of the jatdjata and the trifala of the figure is based on 
the Chalukya models. 

Rajasimha was succeeded by his son Mahendravarman III who built the Mahendravar- 
mesvara temple facing the Kailasanath temple where we find his inscription.2 Mahendravarman’s. 
reigning period was short (720-728 a.D.). It appears that during his father’s time as the crown 
prince he was very active in statecrafts and in constructing the temple. The KailaSanath temple 
inscription describes him as the son of King Rajasimha and the grandson of Lokaditya 
(Paramesvaravarman I) and also informs us about his constructing the Mahendregvara temple. 
K.R. Srinivasan opined that probably he ruled jointly as the yuvardja along with his father, 
Rajasimha. It is he who is represented as a wounded person being brought in a litter from the 
battlefield, to the presence of Rajasirnha and his queen,! as identified by C. Minakshi. 

He was followed by Paramegvaravarman If whose date of accession is recorded as 728 A.D. 
in the Ulchala inscription of Vizayaditya.’ His rule lasted for three years only ie. upto 731 A.D. 
His last known inscription is dated in the third year of his reign, records a gift of gold to: 
Virattanesvara temple at Tiruvadigai, in South Arcot district.6 His death was followed by confusion 
and anarchy in the Pallava dominions; a war of succession started. The twelve-year old Nandi- 
varmnan, the son of Hiranyavarman came to the throne. The inscriptions of Nandivarman II 
suggest that his accession was not peaceful; he faced some opposition from Pallavadiyar, who 
came with a mighty force consisting of men and elephants.’ These were the circumstances under 
which Nandivarman II who was called before coronation Paramegvara and also Pallavamalla 
began to rule from 731 a.p. But after a couple of years anarchy prevailed in the Pallava country. 
Soon after his coronation once again a Chalukyan invasion took place. Nandivarman was. 
defeated and fled from Kafichi. Altogether the Chalukyas invaded Pallava territory thrice. More- 
over, a number of defeats were inflicted on Nandivarman by Rajasinha Pandya at Neduvayal.* 

1. Ibid., 1, Nos. 24, 25 and 26; XII, Nos. 27, 29 and 30. 
2, 4% car walageaaaraaaed eat areas 

aatal ஏர்: ரர எரவரினள் சரண 
894 பள/ஈடன5 எச எனா (ஏர எனல் 
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3. 3.77, 1, 14௦. 27, 

4. C. Minakshi; The Historical Sculptures of Vaikuntha Perumal T. emple, M.A.S.[., No. 63 (Delhi, 1941), Plate 6,. 
Pp. 62. 

5. Proceedings of the Indian History Congress, Thirteenth Session (Nagpur, 1950), pp. 96ff. 
—Cited by K.R. Srinivasan. 

6. A.RAS).LE., 1903, No. 52; S.LL, Vill, No. 331. 
—Cited by K.R. Srinivasan. 

7. C. Minakshi: Op. cit., p. 33. 
8. 87, 11, ஐ. 357.
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The Rastrakitas under Danti Durga invaded his kingdom and peace was restored later, after he 
had given his daughter in marriage to Nandivarman. Hence Nandivarman II’s reign was far from 
being peaceful. It was full of wars, invasions and internal disturbances. In spite of the restless 
times, he paid attention towards arts. His many sided activities are revealed by his inscriptions 

and those of his contemporaries. He constructed the Vaikuntha-Perumal temple. 
Longhurst is of the opinion that this temple was built by Paramesvaravarman IJ. But the 

duration of Paramesvaravarman was only three years which of course was not sufficient to achieve 
a work like Vaikuntha Perumal temple. The hymns of Tirumangai Alvar, a devotee of Visnu 

and the inscription of D4aftivarman, however, point out to the reign of Nandivarman Pallava- 
malla as the period of architectural activities. Possibly Longhurst’s suggestion is based on the fact 
that the temple is called the “Paramesvara Visnu grham.” Moreover, another ancient name of the 

temple is ““Dharmamahadevi grham,” possibly after his queen, Dharma Mahadevi,' He performed 

the Aivamedha sacrifice. This scene is actually carved in a panel from this temple and also proved 

by the Udayendriyam plates. Another inscription informs us that he constructed the Muktesvara 

temple at Kafichipuram, which still stands. 

The sculptural representations of Visnu on the outer walls of Garbhagrha of the Vaikugtha 

Perumal temple are as important to Vaisnavism as the Saivite scenes depicting the omnipotence of 

Siva on the walls of Kailasanath temple. But these figures on the Vaikuntha Perumal temple are 

not clear and all are white-washed. The Samudramanthan scene depicting distribution of nectar 

by Visnu in the guise of Mohini to the devas and the ddnavas, the Bhaktanugrahamirti Visnu, 

the Varahamurti, the Narasimha form etc. are depicted very well. But here also all the figures 

were covered with plaster later on probably white-washed and hence no figure is clear to us. In 

the Samudramanthan scene (Fig. 110), the Meru hill and on either side of it one asura and one 

sura figure have been carved symbolically, above the hill there is a Vignu figure. On the sides of 

the panel two devotees are shown paying homage. In the lowest portion of the niche some Rsis 

appear in sitting attitude. In another panel the figure of Mohini is seen distributing nectar to 

Devas and in the same niche the Ddanavas are waiting for their turn (Fig. 111). They are carved 

in rows after rows one above the other, recalling the treatment of the sculptures of the Sunga 

period, Such treatments show the Pallava tradition connected with the second century B.c. 

Elsewhere Visnu is shown, winding turban on one of his devotee’s head (Fig. 112) like the 

Chandeganugraha marti of Chola sculpture at Gangaikonda Chola Puram. These figures exhibit 

inaccurate measurements. It remains a mystery to solve as to why the artistes of the Pallavas who 

created such wonderful sculptures in the earlier period at Mamallapuram should have suffered 

such decline in taste and expression. The cloisters around the main building are embellished with 

historical sculptures in two rows and each row is demarcated by a small band which contains the 

inscriptions. All the panels have been covered with a thick plaster at places so that the figures pave 

lost their individuality. Here all the carvings show historical scenes. The coronation scenes of the 

various kings including Nandivarman II are the unique features of the Vaikuntha Perumal 

temple (Figs 113 and 114). All these scenes are just the same in representation and style and a 

the kings are identical. The portrait of the kings are bigger than the other figures which are carve 

1. K.R. Srinivasan: The Cave Temples of the Pallavas, p. 11.
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in a small size. The kings are majestically seated in the Sukhdsana posture or kingly pose one 
hand is on their thigh and the other hand is in abhaya hasta or holding the nila kamal. They wear 

the Mukta yajitopavita, keyuras, kundalas, Kiritas, necklaces, etc. Their kirita is like the head gear 
of Gajalaksmi from Mamallapuram. 

In the coronation scenes the kings wear special dress ie., like Suvarna-Vaikaksika (as 
suggested by C. Minakshi) which is linked on the chest with a pendant. The ceremony is performed 
by the Brahmanas standing on either sides of the king. They are pouring the sacred water over 
the head of the king and in certain scenes placing the crown. In few other scenes the ministers 

and officials are also depicted while in others the ladies are witnessing the coronation from the 
balconies. In certain examples people are shown bringing sacred water on elephants (Fig. 115). 

The scenes depicting the As‘vamedha sacrifices also are illustrated in these panels (Fig. 116). 
C. Minakshi states that these representations resemble the ASvamedha coins of Samudra Gupta. 
Such a sacrifice took place during the time of Kumaravisnu while two others were performed 

during the time of Nandivarman II. The yupais curved at the top and to which the well decorated 
horse is tied. The king is offering food to the horse while kneeling. A Brahmana, probably a 
priest, sits facing the king. In the upper portion of the panel the king and the queen are sitting on 
their sirnhdsana and the priests are seated before the king. 

Severe punishments seem to have been administered in those days. In one panel a man is 
punished by thrusting a rod through his top to the bottom. Darbar scenes are also depicted 

(Fig. 117). The king and courtiers are watching dance performance and sometimes wrestling 
matches. In the war fields the cavalry, elephantry and infantry are used but no chariots 

(Fig. 118). The war weapons used by the infantry are the javelins, swords of various types 

(Plates LXV, Figs. 1, 2 and 3), shields etc. They wear shorts and the upper portion of the body is 
uncovered. Various types of turbans according to their hierarchy have been used. In certain 
panels the Royal couple is seen whispering to one another and the people are hugging each other 
out of fear of war. Thus the secular themes vividly carved in the Vaikuntha Perumal temple. 

Nandivarman also constructed the Mukteévara temple in the twenty-eighth year of his. 
reign.’ It has the same style of sculptures as in the panels from the Garbhagrha of the Vaikuntha 
Perumal temple. Though Nandivarman II paid divided attention to art, but the restlessness is. 

seen in his sculptures. The war scenes in which the people are running pellmell appear very 
frequently. People are bringing the wounded on stretchers. Sometimes they are celebrating the 
victory. Thus the state of affairs during the time of Nandivarman is illustrated well. Any way, the 
Vaikuntha Perumal temple is the last large temple of the Pallavas. 

Nandivarman I was followed by his son and successor Daftivarman whose reign was. 

similarly full of hostilities with Rastrakutas. It seems that he constructed a Kailaéanath temple 

at Alambakam after naming the village ‘“Ddfitivarman Mangalam.’ Daitivarman was succeeded by 
his son Nandivarman III the victor of Tellaru. It is said that he also constructed a Visnu temple 
at Kiliyanur in the South Arcot District.2 The son and successor of Nandivarman 111 was 

Nrpatungavarman. A dynastic war between Nrpatunga and Aparajita ensued whose relationship 

is not clearly known to the Pallava kings. Probably, they were step-brothers. He defeated 

Nrpatunga with the help of Ganga, Chera and Chola kings and declared himself as a king. 

1. SLL, Vol. IV, pp. 285-87. 
2. T.V. Mahalingam: Op. cit., p. 208.
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The Late Phase of Pallava Sculpture : 
The Aparajita Period 
    

Aparajitavarman is the last flicker of the sparkling splendour of the Pallavas. His reign was 

disturbed by the dynastic war on one side, the foreign invasions on the other. All this took away 

the peace of the Pallava territory. During this period the neighbouring states, ie., Cholas, 

Pandyas, Gangas and Rastrakiitas were growing in power; they were keen competitors for the 

paramount power. He had to fight continuously with these rival kingdoms with the result that 

while he suffered a number of defeats at the same time he won many battles. At last he faced a 

disgraceful defeat at the hands of Aditya Chola. With this the mighty Pallava empire was pushed 

back into oblivion about the end of the ninth century A.D. 

Amongst all these disturbed conditions Aparajita paid some attention to arts which showed 

that he was following the path of his predecessors and his strong determination to revive past 

glory. But he had to give up in the wake of his downfall. During this period, 4.6. from the 

beginning of the reign of Nandivarman to the defeat of Aparajita by the Cholas, roughly from 

800 A.D. to 900 A.D., small temples were built and just a few of them bear inscriptions. All these 

temples are merely reproductions of the previous expressions in architecture. “‘These are the proofs 

that the might of this one-time powerful dynasty was declining, its end began with its defeat by 

the western Chalukyans in the middle of the eighth century A.D. All these temples by their lack of 

Virility connote the diminishing power of the dynasty and towards the end of the tenth century, 

production practically ceased. But even if the art appears to have died, it passed by no means into 

oblivion. Such movement, although perhaps it has left no large works of genius, was at the same 

time remarkable for the spirit and vigour of its performance. These qualities had a far-reaching 

effect. For to the Pallavas is the credit of having kept burning brightly the torch which, kindled 

by the Buddhists in the early centuries of the Christian era as seen at Amaravati, was bequeathed 

to these Simbavisnu “lion” kings.” 

The gentle and lyrical qualities of the sculpture of Narasimhavarman I diminished even 

during the time of Rajasimha and its decline started at the time of Nandivarman. Aparajita tried 

to revive the glorious qualities but his art was overwhelmed by the neighbouring cultures 1.6, the 

Chalukyas of Badami, the Chalukyas of Vengi and the Rastrakatas. This period is the transitional 

1. Percy Brown: Op. cit., p. 83.
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period between the Pallavas and the Cholas and after the defeat of Aparajita, the Pallava art lost 
its dependent existence and emerged as that of the Cholas in whose hands “the flame glowed 
with renewed brilliance.” During the eighteenth regnal year of Aparajita, a temple was built at 
Tiruttani by Nambi Appi. It is known by Tiruvelangadu plates.! This temple is small, apsidal in 
plan like the Sahadeva Ratha at Mamallapuram. It is built in granite stone and the sculptures also 
are carved on the same stone of which very few were made. All of these are single icons and there 
are no compositional illustrations similar to those seen of Mamallapuram. Iconographic panels 
like the Saptamatrikas, Brahma, Vishnu, Sirya etc., embellish the walls of the temple. One finds an 
important and interesting point i., the style used in the stone work was influenced by the 
technique of the metal images, but the sublime modelling at Mamallapuram artistes is absent, All 
the figures exhibit the bronze effect instead of the stone. The conventional style of the bronze casters influenced the stone carvers—consciously or unconsciously. Probably this type of expression 
was complete during the Chola period. At Tanjore and Gangaikonda Cholapuram the sculptors of the Greater Cholas consciously composed the figures in the metal style. For instance the Nataraja figures of Gangaikonda-Cholapuram, in pose, expression, decoration and the treatment of the body resenibles the bronze statue of Nataraja? of twelfth century A.D. 

As this is the period of transition changing from Pallava to Chola power as well as in cultural fields, the sculpture shows Pallava as well as the early Chola characteristics simultaneously. Similarly, it shows influences of Chalukya and Rastrakata art styles. Though throughout the Pallava period hostility continued between the two great dynasties i.e., the Pallavas and the Chalukyas of Badami, the rival rulers were art lovers and highly cultured. They did not destroy each other’s art productions but appreciated and were influenc ed by each other's performance in the realm of art. Narasimbavarman I was very much impressed by the magnificent carvings of the Badami caves when he sacked the capital city of the Chalukyas. This was sublimated in the Mamallapuram carvings. Nearly after hundred years of the above incident and during the period of Nandivarman 
Pallavamalla, Vikramaditya Il Chalukya in revenge attacked the Pallava kingdom and entered Kafichipuram, the capital city of the Pallavas. It was his turn to get an aesthetic shock by the beauty of Kailasanath temple built by Rajasiha. It is said that he took away the best architects 
and sculptors to his territory. The architectural characteristics of the temples at Pattadacal and the 
inscriptions on the Virupaksa and Pa panath temples support this event. In the words of C. Sivaramamurti, “the fusion of Pallava and western Chalukya traditions produced a strange but rich product of art in eastern Chalukyan area and this art shows an arresting similarity to the late 
Pallava sculpture of Kaveripakam transformed into something exquisitely rich and beautiful by the 
transfusion into it of Rastrakata traditions and decorative element which in their turn originate from Chalukya.’"4 

1. Annual Report of Epigraphy (1906), p. 65. 
2. V.S. Agrawala: Siva Mahadeva, Plate Nos. XX and XXI. 
3. “An inscription on the Eastern gate way of the Virupaksa temple mentions the architect as ‘the most eminent sitradhdri of the southern country’. Another inscription on the Papanath temple states that a sculptor Chattare-Revadi-ovajja is described “as one who sade southern country,” i¢., who built temples in the southern country.” 
—C. Sivaramamurti: Early Eastern Chalu 121 Sculpture, p. 27. 

4, Ibid., p. 27.
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The northern part of the territory of the Pallavas iec., the Krishna region had been annexed 

by Pulakesi II and was given to Kubja Visnu Vardhana the eastern Chalukyan king. Later it was 
‘again seized back by Udayachandra, the general of Nandivarman Pallava-malla from the eastern 

Chalukyas. Owing to this contact the later Pallava phase was influenced by the eastern Chalukyan 

traditions. Thus, the Aparajita style of art was heavily influenced by all these extraneous elements 

and the purity of its own tradition was no longer maintained. The physiognomy of the human 

figures from the panels at the Virattanesvara temple of Tiruttani built by Aparajita, is heavy but 

energetic. The female figures of Mamallapuram with narrow chest and narrow waist, long and 

slim hands and legs were modified here, into wide chested with round and robust shoulders, and 

the heavy hips. The narrow type of waist is not depicted. The characteristics remain the same for 

the male figures. It seems that in this period the Saptamatrikas and Daksinamurtis were popular 

themes. Weapons are given a decorative treatment and they are held in the Kartari mukha hasta 

pose (Plate LXVII, Skes 1 to 7) unlike in the early Pallava art where the weapons are naturalistic 

in treatment and realistically held (Plate LXII) the weapons of Visnu Le., the Sankha and Chakra 

are somewhat decorative with flames issuing from them. The Chakra is in Chaturd$ra form, the 

flames appear from the ends and is held in Kartarimukha pose. The parasu of Siva is decorative 

as in Rajasiraha period and the Trisala is similarly modified. The earlier ones showed the two side 

prongs almost circular in form and touching the central one, but here the two are not touching 

the central one which is like the Sakti ayudha of Kartikeya. These features continued to be used 

in the early Chola figures. All the figures wear mukta yajnopavita, its ends joined with a bell clasp 

where the ribbon is looped while its ends are hanging. The yajfopavita runs from the left shoulder 

to over the right arm asin the early Pallava sculpture. This mukta Yajnopavita tradition was 

derived from Amaravati and Nagarjunikonda where the figures wear a long yajnopavita dangling 

down to the knees; through the Gupta Vakatakas to Badami Chalukyas. The bell clasp and the 

tassels are the Chalukyan tradition and thus came down to the Aparajita school. This arrangement 

of the yajftapavita is common in both the styles, early Pallava as well as western Chalukya. The 

udarabandha in the early Pallava style is simple, but at this stage if is embellished with florak 

decoration. In the girdle and inthe armlets the Kirtimukha motif is introduced, again drawn - 

from the panels of Badami. The Kirtimukha clasp in the centre of the girdles, the two beautiful 

loops taking vegetal forms and their ends hanging down at the thighs are again derived from the 

western Chalukyan or Rastrakuta' tradition. Pearl strings are emitted from the mouth of the lion 

at the clasp and fall between the legs. The Keyuras take the form of a ndga; the serpent hoods are 

treated like a floral decoration and is curled up high (Plate LXVII, Ske. 8); this type is common 

in the Chola bronzes as well asin their stone sculptures. The necklets are also decorative with 

1 ai 1 been given more 
Is in the Chalukyan fashion. The lower garment has 

volume பரு. are stressed by the flowing lines which reaches down to the ankles in the 

i . e figures are stout and energetic somewhat like the Rastrakata figures. The 

last mentioned characteristic is derived from the influence of the Rastrakitas on the Pallavas. The 

conch-like neck, full breasts and the round shoulders are treated very sensitively. The strong chin, 

the sesame flower-like nose with sharp edge which became prominent in Chola sculpture, started 

at this stage. Most of the figures have Sirschakras-like full blown lotus and Makarakundals are 

sensitively carved and give a metalic effect. The palms and the feet are thickly modelled. 

1. Zimmer: The Art of Indian Asia, Vol. UL, Pl. 217.
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The many handed dyarapdlas are the result of the onslaughts of western Chalukyas on the 
style while their cross-legged position is an influence of eastern Chalukyas. The dvdrapala from 
Kaveripakkam (Fig. 123) shows close resemblances with the eastern Chalukyan dvarapdala of 
Vizayawada now preserved in Government museum, Madras. It is interesting to trace the evolution 
of the dvdrapdila figure in the Pallava sculpture. From Mahendravarman to Aparajita, the figure 
underwent various and remarkable changes, i.e., in modelling, expression, gestures and postures 
and in the iconographical features. In the Mahendravarman period there is diversity and ingenuity 
in their representation. The unfinished example from the Laksitayatana temple at Mandagapattu is 
cross-legged and reclining on his mace (Fig. 23). The dvdrapdla from Avanibhajana cave temple has 
two horns on his head, and is shown standin g erect with one hand at the Kati and the other placed 
on the gad@ (Fig. 26). The dvarapala figure from Tiruttani of Aparajita period, again has two horns 
on his head. This seems to be a Visnukundin motif as seen in dvdrapaila figure from Mughalrajpuram 
caves and was adopted by the Pallavas. At Kuranganilmuttam there are three sets of dvarapalas 
among them the third set is noted for its slim beauty in the Tribhanga pose with one hand at the 
Kati and the second hand in the adoring posture, a sword is hung behind them in place of the usual 
Gada. In this period though the dvdrapdila figures are vigorous in expression yet they give a feeling 
of benignity. The Mamallapuram dvarapalas (Fig. 37) are simple and fine in the attitude of paying 
homage to their respective gods. The supple strength shows that they are simple attendants of the 
gods but not the guardians of the temple sanctuary. The dvdrapdlas from the RAjasimha period lost 
the majestic nature of earlier period and are devoid of the lyrical quality of the later mature period. 
They are clumsy and gruesome, as they are shown with the protruding teeth, knitted eye-brows 
and bulging eyes (Fig. 91). All these characteristics can be seen even in more developed form, in 
the dvdrapdla from the Mallikarjuna temple of the western Chalukyas of Pattadakal.? They are 
cross-legged resting one hand on their mace, entwined by a snake and with their second hand they 
are indicating something. In the later phase this type was influenced by various other styles. For 
example the dvdrapdla from Kaveripakkam is under the influences of the Rastrakticas, western 
Chalukyas and eastern Chalukyas (Fig. 123). It resembles in its expression the dvdrapala of 
Mallikarjuna temple of Pattadakal of 750 A.D. i.¢., in the raised and knitted eye brows and the 
staring eyes, the protruding teeth, the type of Kirita he wears and the four bands; similarly with 
one hand he holds a snake in the same manner as the Mallikarjuna pratihdra. The Kirtimukha 
decoration in armlets is also in the Chalukyan fashion but the horns are according to the old 
tradition of the early Pallavas. The Kundalas in his ear lobes, the decorative pearl necklets, the 
pearl and flower yajfiopavita are taken from eastern Chalukyan figures. 

The dvdrapala from the Tiruttani Virattanesvara temple shows the same ‘qualities (Fig. 124). 
This figure has four hands, one of the right hands is in the abhaya mudra and with the other right 
hand he is indicating something. His left hand dangles as Gajahasta and rests on the mace which is 
placed on the right side. The heavy jatds are spread over the two sides of his head as in the early 
Pallava period. He has other characteristics, like horns, protruding teeth, raised eye brows etc., as 
im the above discussed figure which connect this with Rastrakuta and eastern Chalukyan types. In 
this figure the three hands and the gad4a are placed on left side. Hence to offset the feeling of empty 

1. C, Sivaramamurti: Early Eastern Chalukyan Sculpture, Pl. 5 (a) and (b). 
2. Zimmer: The Art of Indian Asia; Vol. 11, 01. 302
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space in the panel, the sculptor cleverly arranged the long flowing tassels which are clubbed on 
his slightly turned back. His yaiftopavita is like that of the Nataraja figure at Ellora. 

The Daksinamirti Siva figures, one from Kaveripakkam and the other from Tiruttani are 
iiustrated in this volume. The Kaveripakkam Daksinamirti is very pleasing and fine (Fig. 125). 
The heavy curly jatds on both sides of his head are spread out in space. The curls of his jata 
qesemble in treatment the daksinavarta chiida of Buddha. His forehead is adorned with the third 
eye. In his right ear lobe he has the patrakundala and in his left ear, the Sarpakundala. Rudraksas 
in two rows around his neck enhance the beauty of the figure. He wears the vastra yajfiopavita and 
the ndga type of armlets. The loops and pearl decoration in the girdle are in the manner of the 
western Chalukyan tradition. The flowing lower garment is very charming, fit for a yogi. He is 
four handed. In one of his left hands he has a manuscript, unfortunately one of his right hands is 
broken. In the other right hand he holds a rosary. Beneath his rectangular seat the two deer 
.and a snake are carved in low relief as if they are listening to his preachings with attention. 
The sculptor has created the atmosphere of seclusion which is an appropriate situation for the 
yogis. 

Another figure from Tiruttani is composed in the same manner but it is not so pleasing and 
the figure itself is dull in expression (Fig. 126). Siva is straight in the Sukhasana posture but lacks 
in liveliness. He wears a deer skin, yajfopavita. In his back a pipal tree has been shown in low 

gelief to give the feeling that he sat under the tree. Beneath his rectangular seat two deer, a rat and 

a coiled snake are hewn out in low relief, The rat is listening to him very curiously. This form of 
Siva as a yogi is frequently found in South India. 

The above discussed figures are the Jfiana Daksinamartis or the form of the cosmic teacher. 

“According to the yogic texts, Siva is the deity of mind and has his seat in higher brain. From 

there he controls all the nervous centres and the entire mechanical, vital and psychical activities 

and functionings within the body. As the great God, he has to be present everywhere and direct 
the subtle vibrations of the entire constitutional system.”! The above mentioned aspect ‘of Siva is 
illustrated here. ட, 

Surya is first represented on the Dharmarajaratha at Mamallapuram. Later he has no 

‘separate existence till the Aparajita period but he is represented in the compositional panel, in ‘the. 

so-called Arjuna’s penance, in the Adivaraha panel and in the Kailasanath temple in which instances 

he appears in the attitude of floating in the air and paying homage to Siva or Visnu. Probably the 

sculptors used this figure to show the viraz rapa of Gods who filled the whole universe. In the last 

phase Surya attained separate existence. At Kaveripakam and Tiruttani, Strya is Majestically 

carved, standing in the samabhanga posture holding the lotus buds in his two hands. Wherever 

Surya is carved in the Pallava period, a Prabhdmandala is attributed to him only, an attribute 

which is not found in case of other sculptural representation of deities from this period. Probably, 

it shows the infinite rays and effulgence as he is called Anantakoti kiranam tejomayam 

Bhaskaram (waraarfz fara, daira? meeeq ), The hands of the Kaveripakam Sirya are mutilated. 

The figure is slim and tall with comparatively narrow waist and looks very fine. The long and full 

face is stressed with a double chin, a conical Karanda mukuta type of the Kirija probably with the 

vatna Kundala gives a charming effect. He wears the Kanthi in his neck the mukta yajfiopavita, 

1. V.S. Agrawala: Siva Mahadeva, pp. 5-6.



86 THE PALLAVA SCULPTRE 

decorative udarabandha, the girdle with the Sirthamukha clasp, the flowing adhottariya; all of these 
are very beautiful. His halo is oblong in form like in the Rastrakuta figures of Ellora. 

The next figure of Surya is carved on the walls of the Virattanesvara temple at Tiruttani in 
granite stone (Fig. 128). He has a round halo around his head; he stands in the Samabhanga 
posture with two lotus buds in his either hand. The yajitopavita is tied with a bell clasp whose 
tassels are hanging free and it runs as usual from the left shoulder over the right arm. His ears are 
adorned with makara kundalas. The Kirtimukha girdle as usual in later phase with its ends hang- 
ing on the thighs, which are engraved like a chain. Between two legs the pearl string is hanging. In 
both Surya figures from Kaveripakam and Tiruttani the foot is left bare unlike the northern Indian 
Surya figures which are in the udichya vesa, Similarly, his seven horses and chariot are also absent 
here. But the figures are carved majestically. 

Brahma is represented in an exquisite sculptural piece among the Kavaripakam figures. The 
four handed Brahm is seated in kingly pose; one of his right hand isin the Abhaya mudra and 
another left hand rests on his lap (Fig. 129). In his remaining right and left hands he holds a 
rosary and a Kamandalu respectively in Kartdrimukha mudra. Actually, his rosary is shown 
suspended in the air as in the early sculptures of this group or the eastern Chalukyan sculpture} 

He is four headed, facing the four directions. He is seated on the Kamalasana and his left foot 

rests on a full blown lotus which gives the idea of his nativity as born of the cosmic lotus which 
originated from the navel of Mahavisnu. The fine texture in the treatment of the Brahma figure 

here reminds us of the Brahma figure of Aihole or from Huccimalli Gupdi which is preserved in 
the Prince of Wales Museum, Bombay. The elegantly engraved necklace around his sankha 
like neck enhances the beauty of the figure. The Keyura of his left arm is elaborately carved like 
that of the Pratihara figure from the Mallikarjuna temple, Pattedakal; the undergarment in the 
fashion of the Pitambara is thick in texture; the lines and the ends are emphasised to show the 

folds. This figure is an advanced example of this phase of Pallava sculpture. 
The Saptamaitrikas are illustrated in the Puranic tradition, not on a single seat as at the 

Kailaganath temple, but separately. They are Brahmi, MaheSvari, Kaumari, Vaisnavi, Varahi, 

Indrani and Chaumundi. It is said that they represent the energy of the respective gods, given 

the female form, hence they are associated with the respective weapons and vehicles. Unlike in 
the later examples, they are not holding a child on their lap to show their mother aspect. Below 

their seat, their respective vdhanas are carved in low relief whereas in Kailasanath temple Kaiichi, 
the vdhanas are altogether absent. All are four handed; in their upper right and left hands they 

hold their respective weapons while in each case the lower right hand is in the Abhayamadra and 
the lower left hand rests on their left lap. All are seated in the Sukhdsana posture, the left leg is 
planted on the ground and the right leg rests on the seat crosswise. They wear the Kuchabandha 
and a lower garment upto the ankles. Except in the case of Kaumari, they have the mukta 

yajfiopavitas fastened with a bell clasp, necklaces, ndga type of armlets and girdles. The lower 
garment is given thick modelling as in the Brahma figure; only Brahmani has the Kamalasana 

of Brahma. 
Now let us see the individual figures. Brahmi has four hands and four heads (Fig. 130). She 

holds a rosary and the Kamandalu as in the Brahma figure in her right and left hands respectively 

1. C. Sivaramamurti: Early Eastern Chalukyan Sculpture, Pl. XXX (a).
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and in Kartarimukha pose. She sits on the Kamaldsana and below her seat the swan is engraved 
in low relief. 

Kaumari (Fig. 131) instead of having the usual Sakti weapon of Kumara, holds a rosary and 
the Kamandalu, she wears the Channavira type of ornament instead of the yajaopavita and 
Patrakundalas in her ear lobes. The bust and the round shoulders upto the arms are very 
sensitively modelled; the nose is in the form of sesame flower and her face is lighted with smile. 
The peacock is carved in low relief below her seat. 

Maheévari (Fig. 132) holds in her right and left hands the Parasu and deer respectively 
(Plate LXVIL, Skes | and 2) while her other right hand is in the Abhayahasta and the left rests 
on her left lap. In the stone sculptures from the early period of this group the deer is never seen 
in Siva’s hands, but in this later phase it seems to be very important feature. The Nandi is carved 
in low relief below her seat. 

The face of Indrani is very charming with her arched eye brows and sesame flower-like nose 
(Fig. 133). The slightly parted thin lips express hdsa. Her Kirita gives a metal effect and the 
makara kundalas in her ear lobes are sensitively carved. She has a Sirsachakra like a lotus blossom 
behind her head. The presentation of the Sirsachakra in the stone was first shown in connection 
with the Siva figure in the Somaskanda panel from shore temple, but it became a regular feature 

of the late Pallava style and in subsequent periods, especially in bronzes. The Indrani figure from 

this group holds the Vajra and pasa in her right and left hands respectively in a naturalistic way 
(Plate LXVII, Skes 5 and 6) whereas in other figures the weapons are held in the Kartarimukha 

pose. The vajra is three pronged Jike the Trisala but is double faced. In Amaravati and 

Nagarjunikonda it was three pronged at both the ends but there the side prongs turn outward. 

in the Rastrakata sculpture at Ellora it is in the same manner as the figure under consideration. 

The pasa resembles the eastern Chalukyan style. 

The Vaisnavi figure is similarly beautiful, has Visnu’s characteristics in the introduction of 

the Kirita Kundala and the Sirsachakra (Fig. 134). She looks serene and calm, as it is said that 

Visnu is Sdtvika guna pradhan, which are attributed to this figure also. Garuda as her vahana 
is carved below. 

The Varahi is another fine example. She has the same weapons as the Vaisnavi figure. The 

lion is her va@hana (Fig. 135). 

Chamunda is represented as a youthful woman with her flames like hair flowing on both 

sides like thick bands floating in space (Fig. 137). She wears the Ndga Kuchabandhas and the 

Kapala yajfopavita, as she is praised as Naramalavibhusana (7erafaqset), She is adorned with 
the Pretakundala in her left ear lobe and in the right with Patrakundala. Wer head is decorated 

with a skull entwined with a snake. Her forehead is also entwined by a snake. As she is the most 

terrible form of Durga, she is very fearful with her bulging eyes and fangs protruding from her 

wide mouth. She is described in the Markandeyapurdna “Karalavaktantadrurdarsa daganojwala 

(ரன கர் eaatssaar).” Her upper hands carry the Trigala (Plate LXVII, Sk. 7) and the 

Damaru, while one hand is in the abhayaminra. She holds in her left hand a cup to receive the 

blood of the Asuras. A grotesque skeletal form of a man is carved below as her vahana. He seems 

to be chewing an unidentified object (probably a bone). Despite her gruesome attributes and 

terrible looks she gives an impression of a beautiful and youthful woman. She is an mecarnation
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of the destructive aspect of Durga; the Padasara, she wears on her feet suggest that she would: 
dance at the cremation ground, The southern conception of Chamunda or Kali is not repulsive 
as in most of the examples from the north, in which she is in emanciated form showing the bones. 
prominently. 

Certain sculptures are found at Satyamangalam; Varahi (Fig. 136), Chamundi (Fig: 138) 
etc., from this site are preserved in the Government Museum, Madras. The Satyamangalam 
figures preserve the quality of stone as against the former group which give a metallic character. 
These figures are slim with extremely narrow waist and the abdomen is well modelled. The rest. 
of the characteristics are of early Pallava figures. The Chamundi from the Saptamatrika group is 
very interesting. The flames-like jatds are spread over both the sides of her head. She is in the 
dhyana mudra with one of her hands raised up. The Varahi is also slim, the Sankha and chakra 
are carved separately on the two sides of her. head. 

The Sankhanidhi (Fig. 139) and Padmanidhi (Fig. 140) from Kaveripakam are very interest- 
ing in their iconographic forms. They are dwarfish figures with pot-belly, with tiny legs and hands. 
and are shown seated. They wear the udarabandha and the yajfopavita. On both sides of their 
heads the Satkha and padma are carved emitting gems. Here we find impact of the Gupta art 
through the Vakataka and Chalukyan art which filtered down to the Pallava tradition. The 
earliest representation of these nidhis in the form of issuing gems are from “the famous kapla- 
druma from Besnagar. . . must have formed the capital of a pillar that stood in front of a temple 
of Kubera.”* The gems symbolise the glory of the god Kubera. This motif is common in the Gupta 
period. It is referred to by Kalidasa in his ‘Meghadita’ Dvaropante Likhita vapusau Sankha- 
padmou cha drustva (Gattara fafad aqut aeagat a gsea), It is also carved on Devagadha temple. 

All these three centres i.e., Kaveripakam, Satyamangalam and Tiruttani depict the last phase 
of Pallava sculpture. The Kaveripakam and Satyamangalam figures have sublimated modelling. 
and the form of the human body which is more slim than the Tiruttani figures with thick body 
like those of Ellora. In the Satyamangalam figures the neck and the waist are thin and elongated, 
the legs and the hands are also very slim. In the previous phases the body of the female figures 
is very slim with narrow shoulders, and chest and with attenuated waist. The legs and hands are 
thin with tapering thighs like in the Vengi style. But the Tiruttani figures departed from the Vengi. 
idiom and adopted the Rastrakata. The style is very simple with Sparse ornaments at Mamalla- 
puram but here the ornaments are somewhat elaborated. The last phase was spent out by the end 
of the ninth century A.D. Let us say that aesthetics of the Tondaimandalam was shifted from: 
K4jfichi to Tanjore, the new capital of the Cholas. 

1. C. Sivaramamurti: Geographical and Chronological Factors in Indian Iconography, Ancient India (No. 6, 1950). 
p. 21,
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The Themes and the Treatment of the Pallava Sculpture 
        

The architectural and sculptural creations of the sculptors and architects of the Pallava period 
have immortalised the Pallava patrons. The period spans nearly 400 years from the time of 

Mahendravarman I Pallava to Aparadjita and witnessed an unprecedented artistic activity in 

Pallava dominions. It is a long journey having its landmarks in Mamallapuram and Kafachipuram 
through Narasimhavarman I and Narasimhavarman II’s periods. 

The Pallava sculpture is mainly religious (V. ery few sculptures are secular in themes vizg 

the portraits of kings and queens in Mamallapuram and Kafichipuram,) and coronation scenes 
and war scenes in Vaikuntha Perumal temple.(In India the greatest efflorescence of art has been 

associated with the artistic genius that illustrates the thoughts and fancies of religion. The art is 

not simply associated with the outward form of religion but it carries the spiritual aspirations of 

the people towards divine knowledge, divine love, divine joy and strength which are centred in 

the religion. In its spirituality the Indian art soars in its expression. Indian art is not limited to 

the expression of forms and appearance; it determines the nature of god and man vis-a-vis. Hence 

there is a continuous flowing tradition of spirituality in Indian art in all the periods. So the 

Pallava sculpture is mainly spiritual, while satisfying the physical requirements of the aesthetic. 

sense. It also satisfies the laws of formal beauty as well as the spiritual demand. It is delicate and 

subtle in form and expression. It also refines the human mind. The aesthetic sense of the Hindu 

religious myths is obscure in nature as the fragrance is hidden in the flower. But it is limited and 

must be furthered in order that humanity may rise. The good must not be subordinated to the 

form, but it must be beautiful and delightful, ‘Thus the very conception of the gods and goddesses 

in Hinduism: is beautiful and delightful, for example, Sri Krsna is not only beautiful he is also 

love incarnated. Without perfect love there cannot be perfect beauty and without perfect beauty 

there is no perfect delight. These are all present in Indian art. Indian art is always wanting poetic 

qualities. Though the sculpture has not the movement of poetry, it expresses only a limited. 

movement. It is stil and calm. In the words of Sri Aurobindo “Art stills the emotions and. 

teaches them the delight of a restrained and limited satisfaction whereas the poetry raises the 

emotions.”? As is put by Dr. A.K. Coomaraswamy, “the tender humanism and the profound 

so conspicuous in the paintings of Ajanta and the sculpture of nature sympathies which are . 4 
lly in the works of poets like ASvaghosa and Aryasura and Mamallapuram are recognisable equa 

dramatists like Kalidasa.” 

1. A.K. Coomaraswamy: Dance of Siva, Sixth Printing (New York, 1967), p. 32.
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( The Pallava sculpture is out and out religious in character. The catholicity has been shown 
by the royal patrons. All the three sects of Hinduism have been given equal importance, 16, 
Saivism, Vaisnavism and Saktism. Probably they believe in the trinity. Hence the caves were 
excavated in honour of the trinity similar to the Trimarti cave in Mamalladuram of the time of 
Narasimhavarman;)we have another of Mahendravarman’s time in Mamandur. Probably, the 
worship of Brahma also prevailed till Rajasirnha period. Even in the Rajasiha period Brahma 
figure has been carved on the walls of Kailasanath temple but in the sequel of the stories like in 
the illustration of Lingodbhavamarti scene etc., Brahma is deposed from his high status. In 
Mamallapuram, Siva and his other forms Visnu and some of his incarnations are illustrated 
exquisitely. Durga in her Mahisasuramardini aspect is illustrated variously in Mamallapuram as 
well as at Kanichipuram except in the Vaikuntha Perumal temple which is fully devoted to Visnu. 

he Pallava period is the epoch of formative ideas and of new experiments in the spheres of 
art alld iconography. There was a definite effort to give various iconographic forms of Siva on 
Dharmaraja Ratha.) “In the first place, the forms of images are not arbitrary. Their ultimate 
elements may be of popular origin rather than priestly invention, but the method is adopted and 
further developed with in the sphere of intellectual orthodoxy each conception is human in 
origin.” 5 said by Balasubrahmanyam that the original form of Durga is ‘pidari’ who protects 
the people from evil spirits is the popular origin. Hence the forms of Siva were conceived in the 
Same mannet and were of the popular origin. The description has been given by the ardent 
devotees of Siva viz., Appar and Sambandhar. As Sukracharya observes “the characteristics of 
images are determined by the relation that subsists between the adorer and the adorned.” We 
can map the stylistic sequences, change of aesthetic form without change of basic shape in 
Mahendravarman, Narasimhavarman and Rajasithha periods. The basic shape is continued in 
all the periods but newer iconographical features are added to the original form. 

(The Pallava sculptors opened up a new vista in the growth of a complex pantheon of 
numerous Siva figures in that area for which the iconographical development takes place at 
Kaiichipuram in Kailasenath temple. \ The similar attempts were made for Visnu iconography in 
Mahabalipuram and more iconographical features were founded in Vaikuntha Perumal temple. 
Various forms of Visnu, i.e., Anantasayi, Trivikrama, Varaha, Krsna etc., are so clearly, nobly 
and dramatically illustrated in Mahdbalipuram and other icons of Visnu like Narasimha; and the 
mythical stories like the Samudramanthan, distributing of nectar in guise of Mohini by Visnu etc, 
are engraved on the walls of the Vaikuntha Perumal temple at Kafichipuram. Some historical 
events are also described on the walls of Mahamandap (cloister) of Vaikuntha Perumal temple 
viz., the war with Chalukyas, the coronations of the various Pallava kings like Narasimhavarman, 
Rajasimha, Nandivarman etc., according to their geneology and Nandivarman’s arrival to 
Kafichipuram, some darbar scenes, wrestling matches and the horse sacrifices etc. In Kailaganath 
temple all the Saiva myths are illustrated viz., Lingodbhavamurti, Daksinamarti, Tripurasura 
Samharamurti, Gajasura Samharamiurti, etc. Probably some of the myths are for the first time 
illustrated in the Dharmaraja Ratha later in the Kailaganath temple. Here all the stories are 
elaborately illustrated. Somaskandamirtis are frequently shown. Gangadhara Siva and Durga 

i. A.K. Coomaraswamy: Transformation of Nature in Art (Doner edition, 1956, New York), p. 162.
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are repeated in each and every temple of the imperial Pallavas. In Mamallapuram also we have 
already observed that many panels of Somaskanda and Durga in her Mahisasuramardini aspect 
are present. In the Kailasganath temple and the shore temple the same forms are repeated. How- 
ever, the forms of Durga at the Kailasanath temple is different from those at Mamallapuram. 
Here she is not shown as Mahisasuramardini but she is Durga in ViSvarapa holding various 
weapons. She stands in the Tribhanga pose by resting one leg upon her Vahana. In the Rajasimha 
period the Somaskandamirti is painted on the walls of Kaliaéanath temple. Now some traces of 
lines and colour are found in the Devakulikas. They composed the figures of Siva, Parvati and 
Skanda as a boy between his parents, in the same manner as in the sculptural panels of Mamalla- 
puram. Among the other figures Gangadhara Siva is also repeated a number of times. Since 
Mahendravarman I period this form is repeated throughout the Pallava period; we find it in 
Trichinapalli, in Dharmaraja Ratha and Adivaraha cave temple at Mamallapuram and also in 
Kailasanath temple etc. Almost all the kings favoured this theme. It is said in the Kasakkudi 
plates that “they supposed themselves as the descendants of Visnu i.e., the partial incarnation of 
Visnu as it displayed unbroken courage in conquering the circle of the world with enforcement of 
the special rules of castes and orders and which resembled the descent of the Ganga as it purified 
the whole world.’” So this is the main reason they favoured the Gangadhara Siva to show the 
purity of their race and the Visnu figures as they are the descendants of Vigsnu. The names of the 
early Pallava also resembled this viz., Sirahavisgu, Narasitahavarman etc. Gajalaksmi and Jyestha 
Devi were similarly repeated a number of times on the walls of the Kailaganath temple at 
Kafichipuram. The figure Gajalakgmi lost its beauty and freshness of Mamallapuram. The 
worship of Jyesthadevi who is the elder sister of Laksmi the personification of misfortune was in 
vogue at that time. 

Though the figures of the Kailasanath temple are aesthetically less important than those at 
Mamallapuram yet iconographically they are still more valuable.“The renovation of the temple. 
almost spoiled the beauty of the figures in applying stucco over the figures. So it is difficult to. 
find out the original style. As Sukracharya observed “only an image made in accordance with 
the canon can be called beautiful; some may think that beautiful which corresponds to their own. 
fancy, but that not in accordance with the canon is unlovely to the discerning eye.” The text 
further says “even a mishapen image of an angel is to be preferred to that of a man, however: 
attractive the latter may be,” because the representation of the angels are means to spiritual ends, 
Rot to those which are only likenesses of human individuals.2. As the myths provided the details. 
of the figures, the sculptor carved the figures accordingly and the main interest of the artiste was 
to give more iconographical details. Hence these are all the divine figures, they gained the 
Spiritual ends. Dr. A.K. Coomaraswamy says that “it is a mistake to evaluate the nature of 
change in terms of decadance. The stylistic sequences are not themselves pure laws, or decadance 
or progress, but necessary and therefore acceptable developments of special aspects.”” Though the 

1. “Tatah prabbrity-akhanda-kalabhuvana mandal-dtmasatkaran-akhandita-vikramaparah, paripalita-sakala 
varnastama-vyavastha-visesah  prabhavishmir-vishnorams  avatara-iva varhSa-Avatarah. Pallavanam. 

nikhil த agavatara iva cha nirmalas Samavartata’”’. hilabhuvana paravatya gangavata (Kasakkndiplates) 

2. Ibid., p. 167.
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style is changed in Rajasimha and Nandivarman periods the more iconographical features and 
more forms are conceived by the artists which became more popular in later periods, 

In the Vaikuntha Perumal temple also the figures are plastered and it is very difficult to find 
out the original style of figures. Probably the primary idea of the patrons which was strictly 
followed by the artistes is to illustrate the whole geneological lists, historical as well as non- 
historical. So the wall is divided in two rows and each row is divided in rectangular blocks and 
illustrated the incidents. Some of the panels are labled, some are not labled. The figures are very 
tiny. At some places the P.W.D. department applied cement on the sculpture and white-washed 
them. The archaeological department tried to remove the cement. The result was that the stone 
also peeled out, so their attempts failed. 

We find a number of portrait sculptures from this period.! Even in the Vaikuntha Perumal 
temple they illustrated nearly 25 coronation scenes. In each scene there is a portrait of a king, 
Simhavarman, Simhavisnu, Narasirnhavarman, Rajasimha, Paramesvaravarman Nandivarman, 
Mahendravarman etc. are illustrated but no distinctive features are noticed except minor details. 
Even in Mamaliapuram, Simhavisnu and his queen consorts and Mahendravarman I and his 
queen consorts are portrayed in Adivaraha cave temple which look quite similar. On the Arjuna 
Ratha the royal couples are carved. Both the couples are alike. On Dharmaraja Ratha saint 
Appar and Sambandhar and the portrait of Narasimhavarman are also portrayed. From a survey 
of all these portraits we find that the sculptor adopted one traditional style. Only he changed 
certain postures and the attributes of the royal figures to show the difference. In ancient India the 
portraits were not the replicas of the natural form but expressed the inner self of a person.2 For 
example, the portrait of Saint Appar is not an expression of his outward appearance or of his 
outward emotion but of his inner soul as he is in ecstacy of adoration before the presence of 
Siva who has been given the form of Appar. In the portrait of Sambandhar also same thing 
can be seen. But we can differentiate both by their attributes i.c., Sambandar has cymbals in his 
hand. It is said that he is bestowed by God Siva and he is always singing the /ilds of Siva. On 
the other hand Appar holds an instrument to clear out the grass in the Siva temples. The artiste 
followed in portraying these figures the traditional method, ie., the Buddha is not a true portrait 
but reveals the quietitude of Nirvana. Even when the artiste has to portray some incident, it is not 
usually that alone but some power behind the action has to enter into the spirit of his design. 

1. In ancient times it seems that the portraits were not so common though there were certain examples of the 
kings in Kusana period and in Gupta period on certain coins they were not feeling that it is a good practice. 
Sukracharya says that the portraiture is Asvargva. Stella Kramrisch says in her Indian Sculpture that the 
portraiture belongs to civilizations that fear death’’ (p. 134), and in any case a portrait has merely personal and 
temporary value, not an ultimate spiritual significance. [A.K. Coomaraswamy, Nagara Painting, Rupam, 37, 40 
(1929)|—Cited by A.K. Coomaraswamy, Transformation of Nature in Art, pp. 204-05. 
In the Pratimanataka of Bhisa, III. 5, Bharata, seeing the statues of his parents, whom he does not recognize, 
exclaims at its workmanship and feelings embodied in those images (aho kriya-madhuryam pasananam aho 
bhavagatir akrtinam) at last he wonders what the figures represent but “Anyhow, there is a great delight in my 
heart’’. In the case of portraits the excellence of the likeness is naturally commented upon, for example, 
Swapnavasavadatta, V1.13 and Mrcchakajika, 1V.1, the words Sadrsi and Susadrsi being employed. In the 
Svapnavasavadatta the queen looking at the picture of Vasavadatta, is delighted and perplexed “because she 
thinks she recognizes the person represented.” Ibid., pp. 104-05
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Really that is the main thing, that is the spirit which carries the form to which the artiste paid his 
attention. In the same manner the portraits of the kings also are delineated. Here they have 
given the form of a king, of his royalty, his dignity, his physical might and power. Their standing 

pose, their facial expressions, their broad chest etc., are the aids to bring out the same spirit. 
Sometimes the portraits of the kings are treated as divine figures just as the portrait of Simhavisnu 
in the Adivaraha cave temple at Mamallapuram where he sits on a seat in kingly pose with 
Chinmudra. He looks like Siva in Somaskanda panel. This is based on the divine right theory of 
the ancient Hindu polity, i.e., the king emnates from god and possesses divine qualities. Such 
feelings are always present in the figures of the kings. - 

The seventh century Pallava sculpture i., mainly belonging to the Narasirahavarman I 

period represents a very high water mark in all its aspects. It differs chiefly from that of the 

Gupta style in certain details, in the slenderness of the figures, the more oval face and higher 

cheek bones and also in their transparent drapery.’ The divine and human figures are infinitely 
gracious; especially the figures on the Arjuna Ratha display splendid classical beauty in their form, 

pose and expression (for example, the two ladies, Fig. 41). They are slender and tall with 

attenuated waist. All the female figures are treated in the same manner in Mamallapuram. They 
have no upper garments even in the portraits of the queens (for example, the portraits of 
Sitnhavisnu’s queen consorts and Mahendravarman’s queen consorts and also the figures on the 

Arjuna Ratha, Figs. 34, 35 and 39), except in the case of Durga figures who wear Kuchabandha. 

Their lower garments also are very transparent. Only the ends of the drapery are thickly treated. 
Sometimes it looks like /ungi as in the portrait of one of the queen consort of Simhavisnu. Some- 

times the tassels have been shown on the back as in the figures of the Arjuna Ratha and long side 

tassels and the loops (as shown in the Fig. 38); whatever it may be, the dress hardly conceals the 
nudity of the figures as in the Gupta period. In the Gupta period the diaphanous dress is the 

fashion of the day but it shows the contours of the body and conceals the nudity of the figure. 

But here the nudity is stressed not so prominently as in the Yaksini figures of Mathura4 in Kusana 

petiod. Since the Indus Valley mother goddesses figures in almost allthe classical styles, the 

feminine nudity is shown in an emphasized form; which probably became a tradition. So the same 

tradition is followed by the Pallava sculptors, for example in Gajalaksmi panel not only the main 

figure but her four attendants also, are definitely nudes. This type of treatment frequently occurs 

in this style. On the whole the female figures are with resplendant beauty and sometimes show 

resemblances with Amaravati and Ajanta examples in pose and rendering (Plate LIX, Figs. 9, 10 

and 11). The female figures are slender and exhibit the characteristics of Vengi especially in the 

Krisna Mandapa where the hands and the legs of the female figures are too thin like tubes. The 

Mamallapuram figures are narrow hipped and narrow chested. But in Amardvati the pelvis 

portion and the chest is broader and the legs and the hands are slender. Hence the thighs look 

tapering, as shown if the Plate LXI, Ske. 15. Some of the figures are beautifully delineated in 

Mamallapuram. The royal members of Arjuna Ratha, the Varahamandapa, the Mahisasura- 

mardini caves are the superb examples of the whole Pallava period. They have the vegital delicacy 

i [ர 11 The figures are simple and beautifully 
in their limbs. All the figures are modest and serene. 5 

proportioned,
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(The male figures also are slender but strong and energetic. They have broad chest with. 
robust and round shoulders exhibiting vigour and vitality. All the figures divine as well as the 
royal members are usually dignified. They do not wear any upper garments; they wear dhoti as. 
the gangadhara Siva and Anantasayi Visnu and in certain figures the lower garment is like lungi) 
loose and the ends are thickened, the tassels are hanging on both the sides and the pleats are 
shown between the legs as in the Harihara figure at Dharmaraja Ratha (Fig. 43). Another variety 
of treatment is limited to the loops and the ends hanging around the waist like in the Ardhanarié- 
vara figure (Fig. 42) (Plate LXIII, Skes, 7 and 8). Almost all the figures have udarabandha like a 
simple tape or sometimes ornamented with floral designs and the Katisittra is in ribbon-like form 
and the knot shown in the front. They tied adhottariya whose ends hang on both the sides. 
(Plate LXIII, Figss. 7 and 8). There are varieties of yajiiopavitas, viz., usually it runs from left 
shoulder to right arm as in the Gangadhara Siva of Trichinapalli and also the vastra yajftopavita, 
and the yajfopavita joined with bell clasp as shown in the Plate LXIII. This type of arranging 
the yajfopavita and Katisttra is found in Badami figures. This treatment continued throughout 
the Pallava style; later we find them in some of the Rastrakata figures also. In the beginning the 
yajnopavita is treated like a thick band for example in the Gangadhara Siva (Fig. 30), while the 
style progressed other varieties of yajfiopavitas were also used ViZ., vastra-yajfopavita, skull 
yajnopavita, Rudraksa yajfopavita as in the figures on Arjuna Ratha, sometimes it takes the form 
like a ‘“‘sinuous band and double bell clasp” started in Mamallapuram and it became a regular 
feature in Aparajita period. From Rajasimha period onwards the Mukta yajfiopavita was also 
used; probably this is the influence of the Rastrakitas which is caused by their successive invasions 
on the Pallava territory. In Mamallapuram the vastra yajhopavita is treated in various forms as. 
shown in the Plate LXIII. 

\ Male as well as the female figures wear very few ornaments. The necklaces are simple with- 
out details as i n the neck of Trivikrama. Sometimes we see pearl necklaces as on Mahisasura- 
mardini figure. A girdle in their waist and patra kundalas in their ear lobes are common to male 
and female figures. In the female figures the bracelets and anklets are 
certain minor details are left out.) All the figures bear kirltas—the female figures have the conical 
type of Karandamukuta as shown in the Plate LXII (Ske. 7) and which became common feature 
in Chola figures while the male figures conical type of kirita and sometimes flat cylindrical crown. 
We can take the examples of Anantasayi and Trivikrama figures whose mukutas are very close in form to those of sakka in Amaravati. Very few figures are left bare headed as some are available 
in Govardhana panel. The Siva figure has usually the Jatamukuta but sometimes his jagds are tied 
on the top of his head where a skull is placed. Sometimes his jatas are wound around his head 
like a turban, we have an instance of this type from Mamallapuram (Plate LXVI, Skes. 4 to 9). 
Later in the Rajasitha period the kirita mukuta is more prevalent. The type of Mukuta which 
is decorated in the Gajalaksmi figure (Plate LXII, Ske. 6) became a characteristic feature of the 
Rajasimha period; with minor changes the middle portion is elongated in R4&jasirnha period as 
shown in Plate LXII Ske. 8. 

almost always shown yet 

In this style the movements and the flexions of the figures are somewhat restricted, but the 
figures never look static like the figures of Bharahut nor have the flying attitude of the Amaravati 
figures. Most of the divine images are in the Samabhanga posture, some figures are in delicate
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Tribhanga postures. Vaciety of poses and coiffures like in Amardvati are not very popular in this 

group. All the figures are animated and look self-contained. Even the more complex stories are 

treated clearly without any confusion. The figures are forceful, vigorous, at the same time distinct 
and delicate. Somewhat more vigorous movements have been shown in the R4jasimha period. 

The dwarf figures are treated like the Siva ganas of Gupta period ie., short and quaint yet with 

lovely face. 

_ The most important point we find in this style is the conspicuous absence of the amorous 

scenes. All the figures are divine, serene, self-disciplined and noble. It seems the restraint and 

refinement was the order of the day. The figures are graceful and dignified and the images yield 

place to a distinguished poise besides certain vitality and serenity. 

(The Pallava artistes favoured subdued naturalism in the treatment of the animals, the birds, 

the human and divine beings, yet, there is a strong feeling of simplification of form: on the other 

hand the Pallava sculpture especially in Mamallapuram is essentially conventionalised. This style 

is a renaissance in decorative Indian sculpture. ‘Though it was started in the south at the time of 

Visnukundins it was in full force in the Pallava period. Naturally Indian Art is decorative and 

poetical. In Amaravati and Nagarjunikonda the figures are more decorative and idealistic. 

Though the same ideals were followed by the Pallava sculptors yet they gave naturalistic touch to 

‘their art. They gave special attention to the forms of the figures but not on the superficial 

decorations. Limited use of ornaments is always present, which enhance the beauty of the figures 

like in the Gupta period. Probably the classical art never liked more ornamentation which gives 

volume to the figures rather than the elegance. 

( une animal representations in Pallava period reached its highest water mark. “It is already 

romantic, humorous and mystical.” The rendering of the massive and animated elephants at 

Mamallapuram at the open air composition exceeds its beauty and modelling. The deer, lions, 

tigers etc. are treated very naturally and exhibit their temperament. There is no space for mythical 

animals as in Amaravati. All are natural. > 

However, the animal figures at Vaikuntha Perumal temple look like toys. The horse in the 

Asvamedha sacrifice scene and the elephants in the war scenes are simple representations. They 

lost their massiveness and dignity of Mamallapuram. The warriors in the Vaikugtha Perumal 

temple are devoid of their vigour and force as against their counterparts of Mahendravarman 

period. 

Different varieties of Simhdsan 

Makara motif while in a few cases only Makara motif is use 

with the lions legs as in the Simbavisnu’s portrait at Adivaraha cave temple also shown in the 

Plate LXIV, Ske. 3, resembles with the same type of stool in the Amaravati sculptures (Ske. 4). 

In the Shore temple the Somaskanda is seated on an elongated seat with beautiful legs 

(Plate LXIV, Ske. 5). The simple narrations and the bare utility are not the rudimentary part of 

art as illustrated in this temple. They remained as simple to the last. There Is a distinction 

between the three main styles Le., Mahendravarman I, Narasimmbavarman J and Rajasimha and 

Nandivarman. The sculptural style in the Narasitnhavarman period is perfect and it is the golden 

age for Pallava art in all aspects. 

as are also found. One is adorned with lions as well as the 

used. Another variety is a round stool
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( The divine figures except for their extra hands are treated as the human beings. The 

weapons which they used and their attitudes treated realistically (Plate LXIf, Skes. 1 to 5), the 
triggla and the parasu of Siva and the gad@ of Visnu are realistic i.e., their ornamental character 
if any was avoided. The side prongs of érisé/a are almost curved while the long central prong is 
of normal height. The holding postures are alike both in the Pallava and Khalukya figures. In 
the Siva figures the third eye is absent in Pallava period yet Siva is always associated with his 
trisala and parasu and in certain figures he had snake Katisatra as in Ardhanariévara (Fig. 42), 
Haribara (Fig. 43) etc. Probably, this is the influence of the Chalukyas. In Chola and Pandya 
figures, Siva is always associated with parasu and mrga (deer). Probably, this started from 
Aparajita. The deer is always associated with the Durga figures in Mamallapuram. Durga figures. 
are repeated a number of times on the walls of KailaSanath temple. During the time of Rajasithha 
the deer is left out. The Gada of Visnu is heavy, long and barrel shaped. This resembles with the 
Chalukyan representation of the Gadd which is somewhat slender than its Pallava counterpart. In 
the stone sculptures of Visnu the Srivatsa and the Vaijayantimala are absent and padma is shown 
very rarely. Even in early Chalukyan figures of Badami these are absent. The chakra is carved as. 
a disc; the edge almost faces the spectator in early Pallava as well as in Chalukyan figures but in 
Aparajita period it became rectangular shape and held by Katakamudra (Plate LXVI, Ske. 3). In 
the late Pallava sculptures tiny flames emnate from the chakra and éatkha while later on the 
flames became a regular feature (Plate LX VII, Skes. 3 and 4). 

ட The figure of Durga throughout the classical Pallava sculpture is original and an independent 
work. She illuminates with her resplendent beauty—an unique example in Indian sculpture.) 

The Pallava artistes also adopted some ancient motifs. The Kabandha motif which is used 
in the open air Himalayan scene panel has been taken from Satavahana style which profusely used 
this form in Amaravati Ghantasala and also in Chalukya and Gupta Vakataka styles. Probably, 
this motif migrated from Satavahana country to Gupta Vakataka and Chalukyan regions. 
Another example is the Makara motif which is used as Torana over the Kudus. The rows of Ganas 
and the geese are common to all the styles. There are number of common themes between the 
Pallava and Chalukyan styles. However, the Pallava sculptures are simple while the Chalukyan 
sculptures at Radami are massive and decorative. Even in Visnukundin and Gupta Vakataka 
periods the same themes are illustrated. The basic style and the art motifs are the same; only we 
find the regional differences. It seems that the aesthetics are common and the artistic conceptions 
are jpst the same. 

\The Pallava style is a monograph of Indian religious sculpture. This is court art like at the 
time of Asoka. It is reared and developed by the will and care of the royal patrons since 
Mahendravarman I. These reliefs hardly ever depict scenes from their contemporary 116] Yet the 
art is a spring of delight. It is said by Sri Aurobindo in his saying that ‘‘the first and lowest use 
of art is the purely aesthetic, the second is the intellectual or educative, the third and highest the 
spiritual.” Here in the Pallava art, as usually in Indian art as a whole, we find both aesthetical 88 
well as spiritual aspects as propounded by the Upanisads. 

wal Fa, <a fe aaraq 
எண wale | 

He is beautiful and delightful. So art is the expression of that delight or Rasa that is the perfect 
art. Without that aesthetic flavour th ere is no art.



Appendix A 

The Metal Images 
  

The Pallava period is a composite whole in all of its cultural aspects; peace and prosperity 
prevailed and art in all its phases i.e. architecture, sculpture and painting received impetus. We 

have noticed in the previous chapters how the sculpture and architecture blossomed forth at 
Mamallapuram, Kafichipuram and other places where the hard granite stone was profusely 

employed by the sculptors. The credit of using the stone as a medium for the artistic expression 
goes to Mahendravarman I; however, prior to that period besides brick and wood, metal was freely 
used as a medium of their artistic activities. In his famous Mandagapattu inscription, 

Mahendravarman I records these media.1. A definiteexample of the work from the pre-Mahendra 
period, made in wood or metal has not yet been found, but in the light of this inscription we can 

assume that the craftsmen knew the handling of metal. It seems that even in the Pallava period 
upto the seventh and eighth centuries the attention and the artistic zeal of the artistes and also the 

patrons had been attracted predominantly by stone. Since the seventh and eighth centuries some 

degree of attention was paid towards the metal images, possibly to meet the demand of the temple 

rituals which were elaborated during this period, mainly processions of the gods round the villages. 

during the festivals. It was considered inauspicious to move the main image from the sanctum, so 

it became compulsory to make portable images. Probably, the idea was supplied by the Buddhists. 

who used to offer worship to the small Buddha metal images. It is said that Tirumangai Alvar, one 

of the last of Vaisnava saints who belonged to the Nandivarman period, raided the Buddhist Vihara 

at Nagapattinam which was full of metal images of Buddha including gold ones. Hence similar 

practice i.e., offer worship to smaller images was adopted by the Hindus during the time of the: 

Pallavas and continued in subsequent periods which reached its climax in technique as well as in 

style in the Chola Period. . . . 

Most of the ‘bronzes’ belonged to late eighth and ninth centuries A.D. But the number of 

bronzes that can be assigned to this period is very limited. Among them some belong to 

Vaisnavism, a few are Saiva and one or two are Buddhist in nature. The Vaisnava images are 

numerous probably due to the influence of Tirumangai Alvar who was an ardent devotee of 

Visnu. The devotees of Visnu got the idea of offering worship to the small bronzes at _their home 

from the similar practice of Buddhists at Nagapattinam and other Viharas as mentioned above. 

1. Supra. 
2. T.N. Ramachandran: South Indian Bronzes (Madras, G.M.B. 1930), p. 47.
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Most of the Visnu figures are small in size. During the time of Rajasimnha and later some Siva 
figures were cast. These metal images of the Pallava period are not inscribed. Hence on the basis 
of the style only we can recognize and assign them to this period as there is no other way to date 
them. Though there are some minor distinctions because of the change of medium the same style 
was followed. For example, in Gupta period the same style is seen in the stone sculptures as well 
as in terracotta example the same type of dress, coiffure, ornaments, faces and poses. In the same 
manner in Chola period the same style was adopted by the craftsmen of the metal, with minor 
changes. Obviously, the stylist angle offers the only possibility of identifying the metal sculptures 
of the Pallavas. 

The technique which the craftsmen followed was the lost-wax processs which is called 
Madhuchchhista Vidhana known as Cire perdue in French. There are two varieties; the hollow and 
the solid. These techniques are described in the texts like the Manasarad, Visnu Samhita, 
Abhilasitartha Chintamani, Mayamata etc., the Abhilasitartha-Chintamani among this group is the 
latest book written by Someswara, the Western Chalukya king (1127 A.D.-1138 A.D.). It describes 
the method clearly and elaborately. Sankara, the contemporary of the later Pallavas, stated in the 
Upadesa Sahsra as “‘this is an earthen hollow mould of a figure, just as copper melted by fire and 
poured into a mould takes that very shape, so does the mind takes the shape of the object 
comprehended.” 

“The subject was modelled in wax then coated with clay. Next the wax was drained out by 
way of hestings, leaving a mould behind into which liquid metal was poured to cast a solid image. 
But if a hollow image was intended the subject would be first modelled in clay and then the core 
was coated with wax and the wax in turn covered with a negative of clay... . After casting of 
image, its mould was destroyed with the result that no two specimens of south Indian bronzes are 
alike. Even if they are by one and the same hand the making of this process is laborious but 
important.” 

The artisans followed the same method and they modelled their icons in wax according to 
the description given in the dhydna slokas and cast them in the metal. The Pallava bronzes have 
the same characteristics of the stone sculpture but these are more decorative and iconographically 
more developed. The third eye on Siva’s forehead in stone sculptures did not appear till the time 
of Aparajita. But in the bronze sculptures the third eye had been adorning the centre of the 
forehead of Siva from Rajasimha period onwards. While the ornaments i.e., the Udarabandha and 
the Katisutra are plain in stone sculptures and they are decorative in metal images. In the case of 
the Katistitra they introduced the Kirtimukha motif; probably this is a western Chalukyan influence 
on Pallava bronzes. The deer in the hands of Siva figures is a regular feature of metal images and 
the absence of which in stone sculptures till Aparajita is conspicuous. The weapons and the 
gestures of handling is natural and realistic in the stone images while the treatments are changed 
in the metal images; the weapons are decorative and the method of handling them is in a way 
artistic. The loops and the side tassels of the adhottariya, the Yajnopayita stretching from the left 

1. “Musasiktam yatha tamram tannibham jayate tatha rupadni Vyapnuvat Chittam tannibham drsyate dhruvam.” 
—C. Sivaramamurti: South Indian Bronzes (New Delhi, 1960). 

2. P.R. Srinivasan: Bronzes of South India (M.G.M. Bulletin, 1963), p. 4.
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shoulder to the right arm, the conical type of the mukuta the elongated face with protruding cheek 
bone, the eyes, the lips, short neck, soft contours of the body of the male and female figures are 
the same in both the styles namely in stone as well as in metal. The lips are full with an indication. 
of smile. The modelling of the body of the figures in general is simple. The proportions are 
excellent and display a supple strength. The noses of the metal figures are not so thick as in stone 

nor so thin as in Chola figures. 
The long cylindrical and flat ended type of Visnu’s Kirita asin Anantasayi and Trivikrama 

figures from Mamallapuram became decorative in eighth and ninth centuries A.D. as in Vaikuntha 
Perumal temple and the same type of decorative Kirita is used in the metal images. “The crown 
of Devi is a simple conical head gear with a thick roll-like wreath encircling the core at the 
bottom of the more common type of Karandamukuta diminutive in size and decorated with gem 
and pearl patterns”’. 

Several early small metal images of Visnu share characteristics with stone sculptures. The 
heavy lower garment of Visnu which reaches upto the ankles, probably suggesting the Pitambura, 

is copied in metal images. The crown also is of the same cylindrica] type and there is a small 
projection on the top, like the crown of ம on Dharmaraja Ratha at Mamallapuram (Plate 
LXVI, Ske. 7). It is said that this type of crown is derived from the Amaravati tradition. In 
Amaravati the Kirita of Indra is simple and of cylindrical type but somewhat short. All the bronze 

figures have Sirsachakras. These are simple patterns with eight petals and the tassels are shown 

hanging from the centre. Some braids of jatas are falling over the back. This type of 

Sirsachakra was continued even in the Pallava-Chola transitional period. The arrangement of the 

jatas below the Sirsachakra was elaborated in case of Siva figures in the Pallava period. 

Most of the Pallava metal images are preserved in Madras Government Museum, two are 

in Prince of Wales Museum collection, some are in the Victoria Albert Museum and certain figures 

are in the collection of Sarabhai Navaroji. 
The figure of Avalokitegvara preserved in Albert Museum has been dated fifth century A.D. 

It has been said that this is the earliest metal image of the Pallavas and it resembles the Amaravati 

tradition. It is presumed by the scholars like C. Sivaramamurti that this belongs to the early 

Pallavas who issued Prakrtic charters. பட 
A number of small Vignu figures kept in Madras Museum exhibit the same characteristics of 

the Pallava stone sculptures of Mamallapuram. In the earlier figures of Visnu the Srivatsa mark is 

absent on the chest of Visnu as in the stone sculptures. Later it is shown in a semi symbolic form. 

The heavy Pitdmbara type of lower garment upto the ankles, the long tassels and the fan shaped 

hems at the sides and a big loop in a semi circular form are visible. From the fatkha and chakra 

flames are coming out and they are held in Kataka mudra mode. The gadda of these bronzes are 

long and lean with a number of bands. All the figures are in Samabhanga posture. The necklaces. 

and the girdles are decorative, The pendant in the necklace, the Kirtimukha in the girdle and 

armlets are introduced. The Yajfiopavita is in the mukta fashion and a thin thread is shown coming 

down from the Yajfopavita, some tassels on the shoulders are hanging after the Chalukyan fashion. 

The modelling is superb. These bronzes would be fine specimen if they had less of the drapery 

and ornaments; because of the small size of the figures it seems that they are over-loaded. But 

modelling of the details and the execution of the forms show the technical skill of the craftsmen.
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Among them the four armed standing Visnu figure is somewhat larger in size (Fig. 141), 
This figure is in samabhanga posture and four handed. In the upper left and right hands he holds 
$ankha and chakra and his lower left hand rests on his gadé which is long and thin with bands on 
it. His lower left hand is in abhayamudrd. The modelling of the figure is like stone sculptures, 
which is also evident by the broad shoulders and narrow waist. The figure is symmetrical. The 
lower garment is upto the ankles and the hems of the dhoti also are treated as in the Visnu figures 
Trimurti cave at Mamallapuram. The folds of the dhoti have been shown through the 
incised lines on the legs. The hems of the adhottaviya are heavy and the central loop is flowing, 
The Katisutra is simple. Udarabandha is broad and decorative, the Yajfiopavita is pearl patterned 
and flowing over the arm. In the middle from the bell clasp, a thin thread is coming down after 
the fashion of Nagarjunikonda and Chalukyan traditions. There is no Srivatsa mark on his chest. 
The kirit@ is decorated as the ratna kirita. The facial expression reveals serene tranquility and a 
mysterious smile as described in Brhat Samhita! The idea of the omnipotence and the gentle 
grace of Visnu have been shown by the dignified Samabhanga posture, gesture and facial expres- 
sions. The manner of the disposition of the emblems, the decoration and the positions of the 
hands etc., show the characteristics of stone sculpture of Trimiirti cave at Mamallapuram. The 
artiste illustrated the ‘para’ aspect of the God. 

The figures of Rama and Krsna are conspicuously absent in the bronzes of this period. Even 
im stone sculptures Rama is absent, only two episodes of Krgna i.e., the subjugation of Kaliya the 
serpent and the uplifting, of Govardhangiri are illustrated in stone at Mamallapuram. “The Rama 
worship seems to have spread in South India during the period of Vizayanagara empire, perhaps 
under the influence of its royal princes.’”? 

Another sparkling splendour in Pallava metal icons is the Nataraja (Fig. 142), the divine 
dancer. Probably, this is the first known bronze of Nataraja in South India. This is in the Urdhva 
Janu posture. The right leg rests on the Apasmdrapurusa while the left leg is raised. The weight of 
the body rests completely on the right leg and the balance maintained by the thrust of the hands. 
The modelling of the figure is delicate and fine and the movement is rhythmic and graceful. The 
craftsman shows tremendous control and restraint in delineating the sustained vigour and dynamic 
action of Natesa and made it a superb specimen of its kind. In the Sivaprakarana this posture of 
Nataraja is described as the bhujanga lalita. In the Kasyapiya Silpa the god is described, as in this 
figure, ‘‘with a single face, four handed three eyed while one of his legs is lifted and bent, his 
matted locks are scattered and always standing on the body of Apasmdra—I bow to such a 
Nataraja.’’* This figure is very fine. The hands are treated in archaic manner. The eyes and eye- 

1. Pitambara nivasanah, prasannamukha, kundala-kiritadhri and also said that atha ca caturbhujamicchanti, Santi 
da eko, gadadharascanyah Daksina paréve hyevam vame éafkhach Cakram ca. 

Haraafraear:, wae, waved faceafe. 
wa TAI ௭௭௭6, எரிஈ எ cay, எனன | 
விண ராச 6௭௭8 எர ஏ எ எ பு 

2. T.N. Ramachandran: South Indian Bronzes, p. 24. 
3. Ekasyan tu Caturbhujam, Trinayanam tirdhavam 

Sthitam. KaSyapiya. 

Quoted by S. Gopalachari in his “South Indian Metal Images and Their Dhyanas”. J.J.S.0.A., Vol. VI,” June, 1938. 

padam Kunchitam Kirna Jatam, Natesam-amisapasmardehe
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brows are shown by incised lines. The third eye is on the forehead. Jatdmukuta is conical with 
Jotus like Siresachakra at the back. He has four hands, with the lower left hands he holds a snake 
instead of fire. This is NagapdSa, The lower right hand is in the Abhayamudra and in upper right 
hand he holds damaru. He wears in his left ear the patrakundala and in right ear the sarpakundala 
to express the form of Ardhandrisvara. His Kirita is also more decorated. He wears shorts and the 
Kirtimukha pattern has been shown in his girdle. On the whole the figure is well integrated in its 
different symbols or ornamentation. 

There is another form of Siva ie., Tripurasura which is interesting, beautiful and very 
popular in later periods. The date of this figure is assigned to the transition between the Chola 
and the Pallava periods, i.c., probably the middle of ninth century A.D. According to C. 
Sivaramamurti perhaps this is one of the earliest bronzes representing this theme. Its jatamukuta 
is very simple and devoid of the skull. His eye-brows are knitted with anger. The eye lids are 
thick which are unusual in the Pallava style where the eye lids and the eye-brows are very thin. 
With long but a little blunted nose, full lips the figure looks very signified and majestic. The facial 
‘features of this figure are suggestive of supreme self absorption. The yajfiopavita and 
udarabandha are thick and broad. The arms are attached in an archaic manner. The elbows are 

treated angularly and the treatment of the legs is beautiful. Here there is an attempt of the 
sculptor to show the fribhanga pose by making erect the right leg straight and the left leg slightly 
bent. The figure is treated with gentle tribhanga which enhances its beauty. John Irwin remarks, 
“Here is a masterpiece which stands in its own right as a modelled image. It is though, the limbs 
of the rock-cut figures have changed their substance. The symbol has become a thing of flesh and 
blood. The bronze is conceived as a shape in sharply defined cubic space unlike the rock-cut 

figures which were conceived in organic relation to their matrix, the rock. The emphasis is now as 

poise and dramatic tension and where as texture plays no part. Every detail is treated with a view 
to cumulative effect. The tassels and the medium loops which in the stone figures receive only 

formal treatment are here invested with a tension and grace of their own and contribute to the total 

600.1 The Tripurantaka aspect of Siva, is suggested by the artist with the help of the standing 

pose which is called pratyalidha usually used by the archers in the altitude usually used by the 
archers in the attitude of shooting the bow. Here the weapons are not shown. According to 

mythology Siva killed Tripurasura by an arrow. The easy position, the faint smile on the beautifully 

shaped face and the well modelled grace of the whole figure show the effortless action of the God 

to Kill the asuras. The same attitude is adopted by theartist in Chola period also. The 81/8௭ 

kamikagama describes the Tripurantaka murti as 

aaa னி சக: 
ரானி ன் எள் எ சேர எ; |! 

Here this figure is bare suggestive of this description. 
Siva ன Somaskanda (Fis. 143) is modelled in ate Pallava style. There are a number of 

Is of love and affection. Both figures are modelled with the 

1. 71 Art of India and Pakistan (The Commemorative Catalogue of the Exhibition held at the Royal Academy of 

Arts) (London, 1949), p. 67.
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sublimity of cosmic universal parents as said by Kalidasa: ava: fead at oddt awieadt, The figure 
of Siva is effulgent with the beautiful facial features, the Kirita with crescent moon and a dhaturg 
flower at the side. The bodies of Siva and Parvati are slender. The contours of the body show 
the style of Pallava and Chola transitional period. The Parasu which is in his upper right hand 
has a loop which connects to his back. The deer in his upper left hand is depicted with an arched 
neck and looking towards the face of Siva. In his left lower hand he has the Trigala and in his 
lower right hand he has a cup. In his left ear lobe there isa patrakundala and in the Tight ear 
sarapakundala. His jatémukuta is very short and broad unlike the Pallava stone sculptures. In the 
sukhasana the figure looks fine as described in the Sritatvanidhi atex TTomt aa, fara say aa’ qexfarge 
satay. aferazqarft, The figure of Parvati exhibits early Chola characteristics in her face. Theshort 
Karandamukuta, round face and somewhat sharp features give the idea of the transitional period. 
The abdomen and the back of the figure are modelled as fleshy and her legs are too slender. C. 
Sivaramamurti states that the female figures with slender limbs of Pallava period are directly derived 
from Amaravati and Nagarjunikonda. The figure of Siva is unique among the southern bronzes in 
its attributes. Siva is carrying the sala and kapdla along with the other attributes. 

Among other important bronzes the Vishapaharanamarti (Fig. 144) is very interesting. 
Instead of Vishapaharana we can call it Vishapaharanamurti. The four handed Siva is seated, in 
sukhdsana with parasu, and deer in upper right and left hands, and cup and snake in the lower 
right and left hands. This figure is the most suggestive one. The snake signifies the deadly poison 
which emerged at the time of the churning of the ocean, being of a very virulent character, began 
to burn up every thing. Then it was swallowed by, God Siva and kept in the throat. The cup in 
Siva’s hand suggests the poison bowl. The yajfopavita is flowing rhythmically from the left shoulder 
to the right arm as usual in Pallava style. But some tassels and a thin thread is hanging in the 
Chalukyan fashion. His facial features express tranquility and serenity. A dhaturd flower on the 
left side of the long and conical jatamukuta enhances the elegance of the figure. A skull and the 
moon also are arranged in his jatamukuta; the figure is elegant. On the whole the figure exhibits 
great solemnity. 

All the bronzes are modelled excellently. The artists w 
while they were modelling with wax. The scul 
also in the Si/pasastras. 
proportions. 

ere keeping in mind their medium 
Ptors were not only well versed in the technique but 

They made the figures in the Navatala measure and with accurate
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The Technique of the Pallava Art 
    

The Pallavas were the pioneers in rock-cut art who substituted the stone for perishable 
material i.e., timber, brick, wood etc. in that area. They chose the hardest local rocks, viz., 
granite, gneiss and charmockite for their artistic activities whereas their predecessors and con- 
temporaries used soft sand stone, for example, the earlier rock-cut caves in western India, viz., 
Bhaja, Karle, Ajanta, Ellora etc. These rocks being thick and soft provided ideal surface for 
carving and allowed the sculptors to finish their sculptural reliefs and the surfaces of the caves 
smoothly and delicately. The western Chalukyas executed magnificient works at Badami and 
Aihole in compact fine-grained sand stone. In Amaravati, Ghantasala, Nagarjunikonda etc., the 

smooth and fine marble like limestone was employed for the sta#pas and the sculptures. The 

Visnukundins at Mughalrajpuram, Undavalli, Vizayawada, etc., used sand stone rock boulders. 

Later the Hoyasalas in twelfth century at Bellur, Halebid and Somanathpur etc., have chosen very 
fine chlorite which allowed them to carve finest details and polished statutettes. (Only the Pallavas 
accepted the hardest stone like granite to serve their purpose. Probably, the absence of the softer 

rock boulders forced them to use the locally available hard rocks. Anyhow the new variety of 
tock introduced by Mahendravarman I with great enthusiasm and competitive spirit which, he 
proudly stated in Mandagapattu inscription. His successors also followed his path with high 
spirits. ர the whole range of ‘rock-architecture’ in India, the only other achievements of this 
kind are the seven Ajivika caves in the Barbar and Nagarjuni hills near Gaya, and one more at 
Sitamarhi near Rajagrha, both are in Bihar, making eight in all and dating between the time of 

Asoka and his grand son Dasaratha. (Here for the first time in India, one sees the large boulder- 

like masses of hard quartzose gneiss forming this range quarried with infinite labour and finished 

with an enamel-like polish. This technique of quarrying, carving and polishing started and ended 

here within the same century, and it was not till after about a thousand years that the Pallavas 

started excavating iato hard stone again in South India.”) The intermediate dynasties chose the 

soft material. But the tradition of rock-cutting art was continued in an unbroken sequence. In 

Ajanta and Ellora the roughly finished surfaces of the walls of the caves are plastered and painted. 

Even the well finished sculptures are also applied over by plaster, finished finely and coloured. 

lish and no plaster on the Mamallapuram works except in the Adivaraha cave 

are plastered thickly. Probably this tradition started after Narasimha- 

In the Kailasanath temple at Kajfichi and in Ivara temple at 

here is no po 

temple where all the figures 

varman I and continued later.) 

1. K.R. Srinivasan: Cave Temples of the Pallavas, ற. 26.
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Panamalai the figures are plastered and also painted. In Vaikugtha Perumal te mple, Muktegvara 
temple etc., the figures are simply plastered and probably also painted. 

(Almost all the rock-cut works at Mamallapuram except the Draupadi Ratha and the Varaha 
cave were left unfinished. Even the facade of the Mahishasuramardini Mandapa where the 
marvellous and unique compositions were engraved, was left incomplete. Number of unfinished 
sculptures, caves and Rathas are to be seen in Mamallapuram ia various Stages. The Dharmaraja 
Ratha, Bhima Ratha and Arjuna Ratha were also left with portions uncarved. But the unfinished 
Portion does not disturb the full view. Inside the sanctum of the lower storey of the Dharmaraja 
Ratha and the sanctums of Bhima and Arjuna Rathas, the rock intended for the main deity 
remains uncarved. In Bhima Ratha the positions of the rock look like the figure of Anantasayi) 

The rock opposite to the Ramanuja Mandapa is cut back in square blocks and some traces 
of pillars and beams are marked and the intervening spaces are grooved into square blocks to be 
chiselled. Another rock in some advanced stage of excavation is to be seen below the light house. 
The pidari Rathas (Figs, 145 and 146) are also left unfinished and half carved sculptures are also 
seen here and there. (The unfinished open air composition of the so called second version of the 
Arjuna’s penance is to be seen at a furlong of the finished panel of the same composition. In the 
former case the figures are half carved and some remain in the stage of sketches. From these 
unfinished examples one can reconstruct the technique of carving of the Pallava sculptors. 

Due to the hardness and the formation of the rock the technique of the excavation of the 
cave temples and monoliths naturally differs from that of the softer stones. They too could have 
employed hammer and chisel as is employed by the masons here.(The method of hewing the caves 
and the monolithic Rathas also differ from one another. The caves are engraved deep into the 
rock. First they mark the desired height and carve even the face of the chosen rock and then start 
to cut back till the appropriate depth is attained by marking the Pillars and beams. In the straight 
rocks they made ‘v’ shaped holes at intervals. “A number of flat edged iron wedges of the same 
thickness were inserted into these holes and driven in with a heavy hammer. The strokes made 
over all the wedges in position. The pressure and, to some extent, the conclusion of the enclosed 
air split the rock to a considerable extent downwards, which could thus be removed in sizeable 
pieces. Having obtained the desired surface of suitable dimensions, the actual quarrying was made 
by blocking out the face of the prepared Scarp into large squares of about 2 ft. and cutting 
grooves all round the squares to a depth of 2 to 3 inches, so that the squares themselves project 
out as reliefs. The projecting material of these Squares was then subsequently chiselled off by 
lateral and centripetal strokes starting from the grooves all round and reduced to the level of 
peripheral grooves. This process was repeated. The progress of the work was kept uniform over 
the entire region, thus maintaining an even depth of excavation at every stage. While doing so, 
the positions of the facade pillars, and other members, which were to be left intact were roughly 
marked and the excavation in the above manner continued into the intervening spaces.’ It seems 
that the rough work and the finishing went on simultaneously. The first quarry men went 
excavating inside and the second set immediately followed to finish the details from outside 
towards the depth and from the above to downwards in the same manner as the first set. Probably 

1, Ibid., p. 27.
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the specialists in architecture and sculpture were employed for each part as in the Badami caves 
of western Chalukyas. The Pallava caves are smaller than the Badami caves and long periods of 
time would have been taken in carving them because of the hardness of the stone. 

(The monolithic Rathas are cut out of entire rocks; the total external view of the brick 
construction is reproduced in stone and their interior features are also excavated into them. This 
type of architecture is described by Percy Brown as rock-cut architecture which differs from 
structural architecture. The structural architecture is constructed from the ground to the finial 
and the rock-cut architecture is in reverse order from finial to the plinth. “The excavations of 
these cave temples or the carving of the Rathas are monolithic and though expert achievements by 
themselves they do not involve constructional principles or display in their members any 
functional properties; not are they designed to support loads or counter act thrusts. Rock 
architecture therefore is not architecture in intent and purpose, but sculpture on a grand and 
magnificent scaled 

These monoliths cut down vertically to the base of the hill form a rectangle. They mark the 
height and the width required. The remaining portion is hewn out, the rectangular block remain 

intact. Then they sketch their plan. The next stage was to carve from the top into a rough shape. 
But the rough work as well as final finishing architectural forms as well as sculptural forms went 
side by side as in the caves. As the work progressed downwards all the rough works are com- 

pletely finished to avoid the scaffolding which is usually used for structural buildings. The same 
process is adopted by the Rastrakuta architects at Ellora in Kailaganath temple. Percy Brown 

rightly states that “‘authorities have shown that this method of production by excavation involves 
much less expenditure of labour than by building, but on the other hand the general effect is 

marred by the rock production always appearing in a pit, a disadvantage from which the Kail&sa 
obviopsly suffers.” 

The method of engraving of the sculptures on the Rathas and on the caves is also the same. 
In the beginning the sculptors even the surface of the rock and sketch with coal or pencil, and 
then deepen the lines with chisel. Then they hewn out the residuary portion, so that the required 

height of the figure will come out. The next process is giving heights and depths to the figure. 
Roughly the shape of the figure will appear. Then they proceed towards further finish. In this 
manner step by step the artist brings the details and finally polishes the figure. This process is 

followed by the contemporary sculptors”>But during the Pallava and Rashtrakuta periods they. 

followed the same method of the monolithic Rathas, i.e., carving from the top to the bottom, 

Probably first they finished the head of the figure and started for the limbs. Certain finished 

Buddha heads on the walls of Ellora and Ajanta caves are available. (On Dharmaraja Ratha at 

Mamallapuram a dvdrapdila figure is also carved upto the knees and from the knees only the 

chiselling marks on the rough stone are there as in the Buddha figure of Ellora. Certain figures 

in Mamallapuram are left unfinished. Now it is difficult to make out whether they polished the 

figures or not at Mamallapuram. Now no polish is seen on them. In shore temple and in the 
Adivaraha cave temple the figures are applied over with plaster. Probably they tried to bring the 
desired polish by applying it and once again they finished nicely over it. We can presume that by 

1. Percy Brown: Hindu and Buddhist Architecture, p. 74.
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embelli¥ments if the stone is soft while it is difficult to bring out minute details if it is hard, 
K.R. SrMivasan states that, “the scheme of plastering the interiors was employed for different 
reasons after the Mauryas in the Buddhist cave temples and vihdras, where it evidently took the 
place of the Mauryan polish. The surface of the trap could not be finished smooth and polished 
like the Mauryan sandstone. Plastering was also necessary, because throughout the ages the brick 
and timber structures. had been plastered and painted. The brick structures were plastered 
primarily for protection and painted, like the wooden carvings, for embellishment. Similarly, the 
friable nature of the soft rock needed a protective coating which was also made decorative.”! But 
they could not prevent the carvings from the disasterous effect of the sea. All the figures in the 
shore temple are damaged. However, the plaster helps to hide the roughness andt he joints of the 
stones. In the Kailaganath temple and in Vaikuntha Perumal temple the plaster and stucco were 
applied over the figures and the structure. In the Kailasandth temple ‘he whole temple was painted 
in the Ajanta tradition. It appears that they prepared a smooth ground by applying the plaster 
for painting. In the monolithic caves the sculptures are also carved on the same rock but the 
sculptures at the Kailaésanath temple are executed on separate stones and fixed in the niches during 
the time of the construction of the walls. This tradition continued even in later period like the 
Chola, Pandya, Vizayanagara periods etc. The tradition of exhibiting the Parivaradevata miurtis 
(the various forms and incarnations of the main deity and the relative stories etc.) on the Prakaras 
has been taken by Chola architects from Pallavas. In Kaila¢anath and Vaikuntha Perumal temples 
certain figures are engraved on the pieces of the stones and joined together at the time of 
construction like in Barabudar. Even then the measurements, lines and the perfection of the 
figures is so calm and good, that they took like a single piece. Perhaps to hide these joints also 
they applied plaster. In the beginning the pieces would have been joined together for sketching, 
after sketching by pencil and chisel the pieces are separated and finished by various artists. By 
this process the work could be finished in a short time. At the time of construction all these 
pieces were arranged together and joined by mortar. 

In stone, sculptures are more elegant, vital and natural than the plaster-applied figures. In 
the Kailasa temple the original figures are carved beautifully, but by applying plaster the figures 
look bulky and rough. Hence the Pallava architecture and sculpture are experimental in nature. 
They adopted a number of techniques and they were successful in all their attempts. Thus they 
proved themselves to be exemplary connoisseurs of art. 

ental plaster the stone could be protected from the weather. It is easier to show more 

1. KR. Srinivasan: ‘The Pallava Architecture of South India,’ Ancient India, No. 14 (1958), p. 118.
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Kurma purana, 71! 
Kusana period, 93 

Lakhitayatana Cave temple, 30 - 
Laksita, 24 

Laksitayatana, 23, 24, 37, 84 
Lalakatilaka, 73 

Lalita, 47, 73 

Lalitankura, 40 

Lalitankura Avanibhajana, 5 
Lalitankura Cave temple, 27, 29, 32 
Lata Sadrisyatanu, 69 

Lateva rajase Tanvi, 41 

Lepaksi, 34 

Lilas, 92 

Lilakamal, 43 

Lilasuka priye, 47 

Linga, 21, 72 

Lingam, 71 

Lingodbhavamirti, 71, 72,90 
Lokaditya, 78 
Lokavibhaga, | 

Lolahasta, 34 

Longhurst, 32, 52, 58, 68, 79 
Lungi, 36, 93 

Madhuchehhista Vidhara, 98 

Madras school of Arts, 11 

Madugula, 20, 21 
Mahabalipuram (Mamallapuram), 4-7, 9-11, 17-22, 34- 

27, 30, 33, 39-41, 45-48, 50-52, 55, 56, 60, 64-69, 80, 
82, 83, 85, 88-93, 95-97, $9, 101, 103-105 

Mahabharata, 16, 17 

Mahadeva, 24, 42 

Mahakala, 73 

Mahamalla, 6 

Maharaja leela, 15 

Mahdvaméa, 6, 11 

Mahavidya, 48 

Mahavisnu, 86 

Mahayuga, 74 

Mahendravadi, 5, 9, 25, 30 
Mahendravarman I, 2, 4, 5, 8, 9, 11, 19, 21, 22-26, 28- 

30, 32, 33, 35-37, 39, 40, 42, 53, 55, 62,’ 73, 84, 89, 
93, 95-97, 103 

Mahendravarman II, 6, 27 

Mahendravarman III, 7, 78 
Mahendravarmesvara temple, 78 
Mahendravisnu Grha, 5, 25 

MaheSvari, 70, 71, 86, 87 

Mahisa, 46, 47, 65 

Mahisasura, 12, 37, 48, 49, 68, 77 
Mahisasuramandapa, 12 
Mahisasuramardini cave, 18, 21, 33, 40, 45, 46, 48; 51, 

93; Mandapa, 45-47, 66, 104; panel, 50, 67 . 
Makara, 95 oe 

Makarakundals, 83, 86, 87 
Makaratorana, 66, 73 

Malaya, 12 ் 
Mallikarjuna temple, 84, 86; Pratihara, 84 
Mamandur, 30 

Mamalla, 25-27, 34, 39, 40, 53, 57, 66- 68 
Manavarman, 6 

Manas@ra, 98 

Mangalesa, king, 29 
Mandagapattu inscription, 5, 9, 21, 22, 23- 25, 30, 37, 

97, 84, 103



Mandapa, 25, 32, 41, 64 

Mararizaya, 59 

Markandeya, 51 
Markandeya purana, 48, 70, 71, 87 

Mathura, 13, 15, 19, 35, 93 

Matrikas, 70, 71 

Matsya purana, 71 

Mattavilasa, 11; Prahasana, 2, 5, 8 

Maya, 72 

Mayamata, 47, 98 

Mayadevi, 16 

Mayidavolu plates, 1 

Megbadita, 15, 88 

Merutunga, 14 

Minakshi, C., 78, 80 

“Mirror of Compositions’, 43 
Mohini, 79 

Moksa 61, 62 

Moksakami, 61 

Monolithic Rathas, 11, 27, 29, 39, 64, 105 

Monolithic Temples, 11 
Mrea, 35, 96 

Mughal paintings, 41 
Mughalrajpuram, 20, 21, 28, 84, 103 

Mikasura, 61 

Mutkha lingas, 72 

Muktayajfio pavita, 19, 80, 83, 85 

Muktesvara, 79, 80, 104 

Mukunda, 24 

Moukundanayanar temple, 39 

Mukuta, 24 

Mukuta Karanda, 37 

Munidharma, 62 

Munivesa, 62 

Muruga, 24 

Muyalanka, 77 

Nadanta, 73 

Nadidevata, 19 

Naga, 16, 58, 86 

Naga kuchabandhas, 87 

Nagapasa, 65, 69, 101 

Nagapattinam, 64, 97 . 

Nagarjunikonda, 13-17, 20, 27, 57, 83, 87, 100, 102, 

103 

Naishadha charitam, 60 

Nalagiri, 16 

Nalanda, 10 

INDEX 119, 

Nalayiradivya Prabandhan, 2, 8, 11 

Nandaka, 51 

Nandi, 21, 44, 74, 87 

Nandikalambakam, 11 

Nandivarman II, 4, 7, 8, 10, 78-83, 92, 97 

Nandivarman III, 11 

Narada, 11, 52 

Narasimha, 20 

Narasirhhavarman J, 5, 6, 11, 26, 30, 37, 39-41, 45, 53; 
62, 64, 66, 68, 82, 90-92, 95, 103; I] (Rajasimha), 7, 
11, 27, 40, 63-68, 73, 77, 78, 81-84, 90-92, 94, 95, 
98 

Narayana, 24 

Nataraja, 11, 20, 29, 31, 34, 73, 77, 78, 85, 100; Siva; 
34 ; 

Natesa, 100 

Natyasastra, 11 

Natyaveda Vivrti, 74 

Navakhanda vidhi, 46 

Navapallava, 18 

Navaroji, Sarabhai, 99 

Nayakas, 11 

Nayanmars, 81, 89 

Nedu-Nal-Vadai, 23 

Neduvayal, 78 

New Light on Mahabalipuram, 41 

Nidhis, 88 

Nila kamal, 36, 69, 77, 80 

Nirvana, 92; tantra, 46 

North Arcot District, 8, 9, 34 

Nrpatunga, 8 

Nrpatungavarman, 80 

Nrtyabhanhgimas, 15 

Nrtyamirti, 65, 73, 75 

Nitya Sastra, 74 

Orissa, 27 

Pada pallava, 18 

Pada sara, 88 

Padma, 88 

Padma pani Boddhisatva, 31, 33 

Padmanidhi, 88 

Padmasana, 55 

Padukas, 76 

Pallava,"1-8, 9-13, 16-17, 21-25, 30, 31, 34, 37, 39, 47, 
61, 62, 64, 67-70, 78-83, 87-89, 91, 95-98, 101-103, 

105, 106; Art, 35, 44, 45, 64, 82, 83, 95, 96; Durga,’
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46; Grantha Script, 4; architecture, 23, 32; Maritime, 
6; Sculpture, 21, 30, 31, 34, 53, 82, 84, 86, 89, 90, 93, 
95, 96, 104 

Pallava Buddhist, 12 

Pallavaram, 30 

Panamalai, 7, 9, 11, 65, 67, 104 

Panchakrtyas, 73 

Pandyas, 4, 6, 8, 11, 81, 96, 106 

Papanath temple, 82 
Paramabrahmanya, 7 
Paramabhagavata, 7 

Paramesvaravarman I, 5, 6, 9, 27, 39, 40, 63, 64, 78: 
Ii, 3, 7, 78, 92 

Paramesvara Visnu grham, 79 

Parasu, 21, 43, 69, 71, 83, 87, 96, 102 

Parivaradevata miirtis, 105 

Parvati, 11, 33, 34, 43, 68, 75-77, 91, 101, 102 

Pasa, 44, 49, 87 

PaSupata, 2, 5 

PaSupatastra, 59 
Pasupati, 47 

Patabandha, 30, 42 

Pataka, 74, 75; hasta, 75 

Patala, 55 

Patrakundalas, 30, 34, 42, 44, 47, 59, 69, 85, 87, 94, 
101 

Pattadakal, 84, 86 

Pedamuddiyam, 20; plaque, 21 

Periyapuranam, 5,9, 45 

Perundevanar, 11 

Pinaka, 62 

Pitambara, 76, 83, 86, 99 

Pitha, 65 

Pondicherry, 13 

Prabandhachintamani, 14 

Prabhamandda, 45, 85 

Prahasana, 11 

Prakaras, 106 

Prakrit Charters, 1, 99 

Prakrit Inscriptions, 1 

Prasadika, 19 

PraSasti, 1 

Pratihara, 15, 86 

Pratyalidha, 101 

Prthivi, 52 

Pretakandala, 87 
Prince of Wales Museum, Bombay, 86, 99 
Piija, 55 

Pulakesin I, 4, 53, 83 

Puranic, 86 

Purnakumbha, 17, 19 

Purnanuru I, 23 

Ragadwesadi guna, 47 

Raichowdhary, Devi Prasad, 11 

Rajahamsa, 23 

Rajasimhasvara temple, 7, 67 
Rajendra I, 40 

Rajgrha, 16 

Rama, 100 

Ramachandran, T.N., 59 

Ramaniya Mandapu, 6, 41, 104 

Ramdyana, 16, 17, 58 

Rameswara Cave, 49 

Randra, 47, 74 

Randra mastrem, 59 

Ranga pataka, 7, 18, 67, 77 

Rastrakila, 8, 12, 39, 41, 79, 81, 82-83, 86-88, 94, 105 
Rathas, 9, 39, 41, 45, 64, 104-105 
Rati, 21 

Ratna kirita, 100 

Reva, 8 

Reveda, 54, 56 
Rikvan, 56 

Rsis, 52, 58, 79 

Rudra, 72 

Rudradaman, 53 

Rudraksas, 85; yajfio pavita, 94 

Rudraksamalas, 62 

Sadasiva, 6 

Sagara, 32 

Sahadeva Ratha, $2 

Sakta cult, 45 
Sakti, 47, 48, 50, 69, 87; dhvaja, 47 
Saktiayudha, 83 
Saktism, 10 
Saluvankuppam, 64, 77 
Samabhanga, 19, 45, 54, 56, 57, 62, 73, 85, 100 
Sambandar, 2, 9, 45, 90, 92 
Samharamirti, 44, 65, 75 
Samudra Gupta, 1, 80 
Samudra manthan, 79, 90 
Safichi, 13-15, 41, 54 

Sandhyavandanam, 58 
Sangam literature, 23, 28



Sangharamas, \0 

Sankara, 98 
§ankarabhakti, 7 

Sarikha, 21, 37, 46,47, 49, 51, 

100; nidhi, 88 

Saptamatrika, 70, 71, 82, 83, 86 

Saranga, 55 

Sarapa kundala, 85, 101, 102 

Sarpa, 46 

Sarnath, 18 

Sarvanandi, | 

Sastry, Krishna, 47 

Satavahans, 2, 13, 17, 19, 21, 29, 96 

Sati, 77 

Satyamangalam, 88 

Satyasandha, 5 

Saumya, 47 

Sekkitar, 9 
Sesa, 34, 50, 52 

Sesanaga, 71 

Seven Pagodas, 40 

Shore temple, 64 

Siddhartha, 18 

Siddhas, 58, 60 

Silapasastras, 102 

Silappadikéram, 24 

Simhakati, 15, 16 

Simahamukha, 86 

Simhasana, 80, 95 

Simhasiri, | 

Simhavarman, 1, 2, 4, 92 

Sithhavisnu, 2-4, 6, 7, 21, 23, 25, 27, 35, 36, 81, 91, 92, 

95 

Singavaram, 31, 37; Durga, 37 

Sireschakra, 83, 87, 99, 101 

Sittannavasal, 1! 

Siva, 2, 6, 9, 10, 21, 22, 29-35, 42-45, 51, 55, 56, 59, 60, 
62-66, 71-74, 76, 77, 90-92, 96, 98, 101, 102; Saivism, 

5, 8-10, 25, 34; Saiva, 97; Saiva Agamas, 59, 73; Siva 

Bhakti Vitasa, 69: Sivachidamani, 9, 64, Sivabhakt- 

yaradhita, 64, Siva’s jatas, 75; Siva ganas, 31,43, 95; 

52, 55, 83, 88,. 96, 99, 

Siva Gangadhara, 42, 63, 91, 94: Siva Tripurantaka, - 

24; Siva prakarama, 100 
Sivaga Chiadamani-7; Gudimallam, 21 

Siva linga, 20 

Sivagangadhara, 31 

Sivaramamurti, C., 16, 19, 21, 29, 59, 82, 101, 102 

Sivaskandavarman, 1 

INDEX 117 

Siva temple, 6, 7 
Siya mangalam Cave temple, 4, 29, 34 
Skanda, 66, 91, 101 

Skandaseva, king, 31 

Skandasisya, 24 

Skandavarman, 1 

Somaskanda, 9, 10, 40, 51, 67, 91, 101; marti, 77, 90; 

panel, 18, 87, 93 

Someswara, 98 

South Arcot District, 2, 7 

Sree phala, 47 

Sri Agamapriya, 7 
Sri Aurobindo, 89, 96 

Sribhara, 40 

Sridevi, 53 
Sri Krsna, 89 
Sri-Mahendra-pottradhirajan, 25 

Srinivasan, K.R., 27, 46, 47, 55, 64, 77, 78, 106 

Sripurusa, 8 

Sri purusamangalam, 8 

Sri-Sithhavinna-pottradhirajan, 25 

Sri Stikta, 54 
Sritatvanidhi, 102 
Sri Vadya, 11 
Sri vatsa, 96, 99, 100 
Sri Vidayddhara, 7 

Sri vina Narada, 11 
- Sri yajfia, 14 
Sruk, 52 

Sthavira school, 10 

Suddhodana, 18 

Sukhasana, 15, 66, 80, 85, 102 

Sukracharya, 90, 91 

38/2, 21, 102 
Sumbha, 69 
Sun and the Moon, 53, 77 

Sundarar, 2 

Sundaramurti, 9 

Sunga, 26, 79, 86 
Sura, 79 

SundarSana, 51 

Sirya, 45, 52, 55, 65, 59, 75, 82, 85 

Suvarnavaikaksaka, 19, 80 

Svastika, 56 

Tadatmya, 48 

Talasamsphotita, 73; Talasamspholita 
Tamasic, 51
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Tamil land, 24, 28 
Tandava, 7 

Tanjore, 82, 88 

Tantras, 46 

Tellaru, battle of, 11 

Telugu, 28 

‘Tevaram, 2, 10, 11 

Tilaka, 74 

Tirugnava Sambandhar, 8 
Tirukkalkunram, 24 

Tirumangai Alvar, 79, 97 

Tirupathi kundram, 64 
Tirupattur, 77, 78 

Tiruttani, 82, 85, 86, 88; Virattanesvara, 84 

Tiruvadi, 9 

Tiruvadigai, 78 

Tiruvelangadu plates, 82 
Tiruvorriyur, 4 

Tondaimandalam, 88 

Torana, 96 

Torana stambhas, 35 

Tribanga, 30, 31, 35, 37, 47, 69, 91, 95, 101 

Trilokyavardhana, 40 

Trimirti, 9, 25, 45, 90, 100 
Tserichinapalli, 2, 27, 29-33, 42, 62,77, 91, 94; 5 Ganga 

dhara, 37; inscription, 9 

Tripurasura, 101; Sambharamtrti, 75, 90 
Tristla, 35, 42, 44, 46, 47, 69-71, 76, 78, 83, 81, 96, 

102 

Trpurasundari, 47 

Trvikrama, 10, 12, 20, 45, 51, 53-56, 66, 90, 94, 99 

Udarabandha. 19, 34, 83, 86, 87, 94, 98, 100, 101 
Udayachandra, 83 

Udayagiri, 27, 52 

Udayendriyan plates, 4, 5, 79 

Udichya vesa, 86 

Ugrodya, 8 

Ulchala, 78 

Uma, 29: Sahitamirti, 31 

Uma Sahita Vrsavahanamirty, 35 

Undavalli, 20-22, 28, 29, 51, 103 

Upanisads, 96 
Urdhvabahu, 59 

Urdhvajanu, 20, 100 
Urdhva tandava, 73, 74 

Usnisa, 21 

Uttara kamikegama, 101 

Uttariya, 42, 52 

Utkatikasana, 76 

Vahana, 44, 70, 87, 91 

Vahana makara, 19; Nandi, 35 

Vaijayantimala, 96 
Vaikhansagama, 52 

Vaikuntha Perumal temple, 2, 7, 11, 12, 79, 80, 89, 90, 
92, 95, 99, 104, 105 

Vaisnava, 2, 8, 10, 11, 29, 97; temple, 28 
Vaisnavi, 69, 70 

Vaisnavism, 79 

Vaisnavite, 25, 34, 43, 45, 46 

Vajapeya, | 

Vajra, 87 

Vakatakas, 17, 19, 21, 28, 88 

Vallam, 30; Vasanteévara, 31 

Valmiki, 48 

Vamacharavidhi, 46 

Vamana, 55, 56 

Vamanapuran 55 

Varade mudra, 58, 62, 66, 71 

Varaha, 20, 34, 36, 51-53, 55, 66, 90, 104; cave, 40; 
mandapa, 10, 40, 46, 53, 93; miirti, 79; panels, 12 

Varahi, 69, 70, 86, 88 

Varguna II, 8 

Varna, 6 

Vasanta Priyaraja, 31 

VasanteSvara temple, 65 

Vasistaputra-Pulamai, 14 
Vastrayajiiopavita, 19, 45, 58, 85, 94 
Vatapi, 5 

Vatapikonda, 5 

Vayatur inscription, 40 

Vedas, 75 

Veerabhadra temple, 34 

Velirpalaiyam plates, 2, 6-8, 77 
Vengi, 75 

Venkayya, 2 

Vevesti vjapnoti iti visruh, 56 
. Vichitrachitia, 5, 11, 23-25 
Victoria Albert Museum, 99 
Vidhyadhara, 11, 32, 58, 60; Mithunas, 59 
Vidy4-vinita-Pallava Paramesvara gtham, 63 
Viharas; 2, 8, 97, 106 
Vijayaskandavarman, | 
Vijaysri, 53, 54 
Vijayawada 20, 28, 34, 84, 106



Vijayawada Museum, 21 

Vikramaditya I, 6; IL, 7, 82 

Vina, 52, 60 

Vinadhara Daksina marti, 45, 76 

Vira, 74 

Virabhadra, 70 

Virat, 12, 55, 56 

Viratritpa, 55, 56, 85 

Virattanesvara, temple, 7, 83, 86 

Virupaksa, 82 
Vishapaharena mirti, 102 

Vismaya pose, 76 

VisnGnugrah mirti, 75, 76 

Visnu, 4, 10, 20, 21, 24, 33, 34, 50-55, 63, 67, 71, 72, 

75, 76, 79, 85, 87, 90, 96, 98, 99, 100; Visnu Bhakta- 

nugrahamirti, 79; Visnu maya, 50; temple, 25, 46; 

AnantaSayi, 67, 94; Gopa, 1; Sakti, 50; Samhita, 98; 

kirita, 99 

Visnudharmottara, 15 

Visnukundins, 13, 19, 20, 21, 28, 29, 51, 84, 95, 103 

Visnuvardhana, 10 

Visvaripa, 91 

INDEX 119 

Vizayaditya, 78 

Vogel, 51, 62 
Vrata, 62 

Vrsavahana, 42-44 

Vrsavahanamirti, 42, 44 

Vyakhyana mudra, 16 

Yajfiopavita, 30, 32, 42, 44, 45, 59, 66, 83-88, 94, 98- 

100, 102 

Yaksa, 58; Rajghat, 31 

Yaksi, 14, 15, 31, 35 

Yaksini, 93 

Yal, 45 

Yasodhara, 18 

Yoga, 48, 75; Daksinamurti, 76 

Yoganidra, 50, 51 

Yoga Patta, 77 

Yogis, 76, 84 

Yuvakumara, 54 

Zimmer, 69, 76
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