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CH.X
THE SANSKRIT INSCRIPTIONS OF THE EASTERN
CALUKYA
PERRINE ESTIENNE

ABSTRACT

This paper will focus on the characteristics of the epigraphic texts be-

longing to the corpus of the eastern Calukya. It will first analyse the

historical data provided by the inscriptions on the dynasty of eastern

Calukya, together with the technical information on the agents and the

types of donations. The textual and literary specifications of these in-

scriptions are also analysed. It will highlight the epigraphs’ poetical

qualities and the link they have with kavya. Finally, it will show that the

use of poetical processes in these texts is part of the legitimisation of the

king.

X.1 INTRODUCTION: EPIGRAPHY BETWEEN HISTORY, IDEOLOGY
AND LITERATURE

As everybody knows, inscriptions are the main source for histori-
ans dealing with Ancient India,* since other records such as chron-
icles are missing, apart from those written by foreign travelers and
afew by Indian authors for hagiographic reasons. But the historical
information which can be drawn out of epigraphic material, atleast
as far as macro-historyis concerned,?is far from being as reliable as
one might expect, because the great inscriptions issued by rulers,
involving such historical data as dynastic genealogy and succession
to the throne, were mainly intended to eulogise the king and his as-
cendance, or to legitimate his sovereignty through the expression

! According to R. SOLOMON, 80% of
our historical knowledge before 1000
CE comes from epigraphy (Solomon,
1998), p. 3.

2 Inscriptions, be they issued by
rulers or by individuals, provide valu-

able information about what could be

termed ‘micro-history.” Our knowledge
of administrative systems, organisa-
tion of water supply, temple manage-
ment etc., is drawn from numerous
epigraphs recording grants of many
kinds that were engraved on copper-

plates or on the walls of temples.
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of his conformity to the norms.? Royal charts, in addition to the data
which concern the grant they were designed to record, contain pan-
egyrics of the royal donor, and most of these are shaped as pieces of
literature, that is to say, as epic poems composed in kavya style (the
style of court poetry), referring to myths and idealising their sub-
ject-matter. However, for that very reason, inscriptions may pro-
vide a kind of information which is not properly historical, in the
sense of the history of events, but which is quite valuable for one
who deals with ideology and culture.

The present study proposes to highlight the ideological and lit-
erary aspects of inscriptions.* To this end, it will focus on the epi-
graphic corpus of a South Indian dynasty, among the most impor-
tant in the history of the region, the so-called ‘Eastern Calukya,’ or
‘Calukya of Vengi.” The kings who belonged to this dynasty ruled
over a large territory covering a part of present Andhra Pradesh and
Karnataka, from the 7th up to the 11th century CE, and challenged
the Rastrakiita and the Pallava, against whom they sustained wars
for the extension or the preservation of the borders of their domin-
ions - until they had to submit to the Cola and became feudatories
of the latter.

Their corpus contains fifty-six inscriptions, which are of two
kinds. The first kind consists of fifty-four grants which are engraved
on both faces of copper-plates, bound in sets by means of a ring
bearing the dynastic seal, i.e. a boar topped with a crescent moon.5
Most of them are not dated,® except for Pulakesin II's charts, and
record the gift of villages, or more accurately of land-revenues pro-
vided by these villages, to priests or religious communities. They
contain a eulogy of the king, named prasasti, followed by a tech-
nical portion which provides the necessary information about the
gifted lands, its borders, the taxes, and the incomes. They usu-
ally end with the author’s and scribe’s names. The second type

3 As a result, the history of events
and that of dynasties must be based on
cross-checking, to a still larger extent
than in the case of some other civilisa-
tions.

* This study is based on: Estienne-
Monod, P. (2008) Les Inscriptions sans-

krites des Calukya orientaux: caracteris-

tiques et fonction d’une littérature épigra-
phique. (Thése de doctorat). Université
de Provence.

5 The width of the plates varies from
10cm to 22 cm.

® Which implies that one has to rely
on the genealogy to establish a chrono-

logical classification.



PERRINE ESTIENNE 3

consists of two inscriptions which are engraved on the stone of a
temple, the dedicatory epigraph of the Méguti temple in Aihole,
from the time of Pulakesin II, and the rock-inscription of Yekkeri.
All these epigraphs are written entirely in Sanskrit, except for the
place-names, which are in Telugu. That feature might seem sur-
prising, since they belong to a region where people used to speak
Dravidian languages, and is not usual in South India.” The inscrip-
tions of the Calukya form a consistent corpus which has a strong
unity, based on many shared characteristics, among which is their
style: all of them more or less exhibit literary features which, at
least as far as the eulogy is concerned, are those of refined court
poetry (kavya).

The present study will first review a few aspects of the ideology
displayed in Eastern Calukya epigraphs. Then it will deal with their
literary character, focusing on the famous dedicatory inscription of
the Méguti temple in Aihole.

X.2 MYTH AND HISTORY: THE IDEOLOGICAL TENSIONS AT WORK
THROUGH THE NARRATIVE

The difficulties which the historian has to face in the attempt to con-
struct the history of events from Ancient India’s inscriptions reveal
the nature of that kind of documentation, and, as a result, their sig-
nificance as sources for the history of ideas. The main difficulty, be-
sides the frequent lack of dating, is the silence about certain events,
or the euphemistic way of mentioning those which are not consis-
tent with the writer’s scope, i.e. panegyrising the kingly donor. Such
formulas as ‘having chased his brother, he became king,” which oc-
cur quite frequently in Calukya genealogies, suggest, without pro-
viding any factual detail, some dynastic crisis. Sometimes, they
might also disguise some violent seizure of royal power by an out-
sider. The mystery is still deepened by the use of very stereotyped
phrases, which prove to be common to all genealogies. This rhetor-
ical apparatus aims at giving rise to the illusion of a continuous line,

7 Most of the Pallava and Cola grants, including a summary of the donation in
for example, if not entirely in Tamil, the Sanskrit part as well as a short eu-
combine Sanskrit and Tamil, the first logy in the Tamil part). The dedicatory
language being in use in the eulogy inscriptions ofthe Pallava, however, are
and the second in the technical portion =~ wholly in Sanskrit, as a rule.

(which does not prevent the writer from
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intended to legitimate the ruler. Many other examples might be
mentioned, not only from genealogy, but also from the description
of the deeds that the ruler and his ancestors are said to have ac-
complished; reality, being constantly adapted in order to fit in with
the frame of a prasasti, fades in favour of a mythical story, which
is not intended to provide the kind of information historians are in
search of. Such deformations, however, are in themselves precious
witnesses, if not of actual events, at least of ideology.

Delineating this particular history requires that the purpose and
the means of epigraphic documents be taken into account in the
first place. Roughly speaking, epigraphic charts have two purposes:
i. recording the gift, by the ruler, of land-revenues to priests or com-
munities of priests, in order to certify the grant, to give the techni-
cal data it encompasses, and to make it sustainable - while ensuring
to the donor the symbolic benefit he may expect from it, in terms
of legitimacy; and ii., attesting the king’s superiority and divinity,
by making it clear that he does not belong to the history of ordi-
nary mankind, but to the myth. This process implies that all that
confines him to ordinary human life be erased: the king’s eulogy
simultaneously exposes his historical destiny and describes him as
the earthly representation of a deity, and the same for his ancestors.
Or, more accurately, it exhibits his divinity through the narration of
the events of his career. Laudation is idealisation® and rests on in-
terpreting the real through the prism of myth.

The means to attain that scope evidently depend on the rhetoric
at work throughout the epigraphs, which accounts for their liter-
ary character and their systematic recourse to the kavya style. A
few features of this rhetoric will be briefly considered: i. the use of
royal epithets, called birudas (literally ‘spreading noise,” ‘spreading
fame’); ii. the topos which places the king between men and gods; iii.
the topos which makes him condense the virtues of various deities
at the same time; and iv., the status of the Sanskrit language.

8 Not in a Platonic sense, as may be

easily guessed.
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X.2.1 Birudas

In the Tandikonda copper-plates, King Amma II is named samasta-
bhuvandsraya-, ‘a refuge for the whole universe.” The temple of
Mahesvara and Uma referred to in the inscription is named after
that biruda, which is quite a common practice; naming the temple
after one of the king’s birudas makes clear that the king himself be-
comes the place of the ritual.’® The king thus assumes the function
of the divine couple in the temple, being at the same time identified
with the deity and associated with him for the worship. This identi-
fication, which makes sense in the frame of bhakti —the devotee is
supposed to become a part of his deity— is also consistent with the
old Vedic conception of kingship: J. C. HEESTERMAN™ shows that
during the consecration ceremony the king’s names are recited, in
order to perform his identification with Prajapati.

Another example of a biruda used frequently, for example as ap-
plied to Amma I1,'2 is paramesvara, which contains an evident dou-
ble entendre (slesa) leading to the same identification: the word
paramesvara- means ‘supreme lord’ and is applied both to the ruler
and to Siva. The frequent recourse to slesa, in this context, proves
to be significant, since it is the figure par excellence of the process
of identification, and is particularly suited for disclosing a reality
beyond another reality.*3

X.2.2 The king between men and gods: the topos of verticality

The Calukya epigraphs, just like those of other dynasties since the
Gupta Era, refer to the cosmic hierarchy, according to which the
king manifests the gods on earth. This hierarchy is frequently ex-
pressed by means of a vertical organisation, which places the king

9 (Estienne-Monod, 2008), No. 54 (EI
XXIII, No. 25).

be such is exemplified by his patron-

Amma II's claim to
ising all religions. For example, one
of his inscriptions records a gift to the
Kalucumbarru temple, which is a Jaina
temple: the king protects all religions.
Cf, ibid., No. 46 (EI VII, No. 25).

10 (Hocart, 1970), p. 121.

11 (Heesterman, 1957), p. 126.

12 (Estienne-Monod, 2008), Nos 54—6
(IA XII, No. 76; IA XIII, No. 149; EI VII,
No. 25).

13 Ttis a typical arthaslesa-, i.e. a word
which has only one signified but two
referents. On the use of slesa in epigra-
phy, ¢f: (Renou, 1951), pp. 280—5, (Broc-
quet, 1993-4), pp. 102—5, and (Broc-
quet, 1996), pp. 469—95.
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above men and under gods. He is thus revealed in his role as a me-
diator between the human and the divine. The following series of
compound-epithets, which qualify the Eastern Calukya kings from
Pulakes$in II to Amma II, and which recur in the corpus and reflect
a standard in use since the Guptas, clearly exhibit that topos:

sa sakala-ripu-nrpati-makuta-tata-ghatita-manikirana-gana-madhupa-
nikara-paricurhbita-carana-sarasiruha-yugalo’yugo-locana-pada-kama-
la-vilasan madhupayamano manonnato natoddhatas samasta-bhuvana-
$raya-$ri-vijayaditya-mahadhiraja-paramesvara-parama-bhattarakah

parama-mahesvarah

He, whose lotus-feet are both kissed by those swarms of bees that are
the numerous gems gathered on the orbs of the crowns of all his enemy
kings and who acts as a bee sporting on the lotus-feet of the <god> en-
dowed with an odd number of eyes [Siva], who is exalted by his pride and
has submitted those who were exalted <by their own>, Sri Vijayaditya, a
refuge for the whole universe, the supreme lord of great kings, the illus-

trious squire, the supreme devotee of the Great Lord [Siva] ...*

This formulaic series is made of couples of complementary
qualifiers which, taken together, design a sort of verticality. It is
strengthened by the repetition of the same figures (the ripakas [=
name of a figure of speech]: carana-sarasiruha-; pada-kamala-), and
of the same words (unnata-; nata-, paramesvara-; parama- ... isvara-),
which create a constant parallelism and put the three entities, i.e.
the feudatory kings, the ruler and Siva, on the same axis. The epi-
thet mahdrdjaparamesvara-, ‘supreme lord of great kings,’ is a stereo-
typed epithet in use since the 4th century CE in Gupta inscriptions.*s
In addition, here applied to Pulakesin I, it leads to his identification
with Siva, who, in South India, was the archetype of kingship. And
it does the same for his successors, who also bear this title.

X.2.3 When the king condenses various deities
A recurring verse describing Amma II can be found in his inscrip-
tions:

yo rupena manojam vibhavena mahendram ahimakaram uru-mahasa |

haram ari-pura-dahanena nyakkurvvan bhati vidita-dig-avani-kirttih ||

4 (Estienne-Monod, 2008), No. 54 (EI 15 (Sircar, 1965), pp. 333 & 346.
XXIII, No. 25).
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Humiliating Manoja [Kama] by his beauty, Mahendra by his strength,
the <god> with hot rays [The Sun] by his extended splendour,®

<And> Hara [Siva] burning down his enemy Pura when he burns down
the cities of his enemies,'” he [Amma)] shines forth, endowed with a
glory which is notorious throughout the quarters of the world and the

earth.'®

In this verse, two figures are combined: on the one hand, a vyati-
reka, ‘contrast,” ‘antithesis,” in which the superiority of the subject
is expressed; and on the other hand, a malopama, literally ‘com-
parison making a garland,” in which one and the same subject of
comparison is successively compared with several objects of com-
parison. The latter is fit for describing the ruler as condensing the
virtues of different deities who are considered the archetypes of
those virtues. The expression of his superiority over each and every
god contributes to the idealisation. This example illustrates the fact
that the process of idealisation of kings is served by recourse to fig-
ures of speech, and consequently, to the kavya style.

X.2.4 The status of Sanskrit

From the Vedic period, Sanskrit appears as the language of a dom-
inant group, an elite whose members used to proclaim their social
status by their linguistic habits. This elite was of a religious and
political nature, and probably also based, at least to a certain ex-
tent, on economic assets. Sanskrit was the language of the sacerdo-
tal class, the Brahmins, and of the warrior nobility, the Ksatriyas,

16 There is a slesa which does not need
a double translation (it is another case
of arthaslesa): mahas- means ‘bright-
ness’ when applied to the sun (proper
sense), and ‘majesty,” or ‘power’ when
applied to the king (figurative sense).
The comparison of the king with the
sun is a topos.

7 Here also the comparison relies on

a slesa: aripurahananena means ‘by his

destroying the cities of his enemies’
when applied to the king, and ‘by his
burning down Pura, his enemy’ when
applied to Hara. In that case, it refers
to the figure of Tripurantaka.

18 (Estienne-Monod, 2008), No. 44 (IA
XII, No. 16), No. 45 (IA XII, No. 149),
No. 50 (JAHRS XX, pp. 195—201), No. 55
(E1IX, No. 16).
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within whose ranks kings were recruited.* As such, it became the
mark of kings, which probably accounts for its use in royal charts:
Sanskrit serves to proclaim the issuer’s prestige, authority and le-
gitimacy. These charts were intended to record tenures gifted to
Brahmins (agrahara) by the ruler, and thus, acted as connection be-
tween the two components of the elite. But, according to A. AKLU-
JAR,* economic and political factors alone cannot account for the
development of Sanskrit in the Dravidian-speaking countries: the
idea of ritual purity which was associated with that language must
also be taken into account, as well as its use for religious purposes.
The spreading of Sanskrit in the southern part of India must be re-
lated to what has been called ‘the process of Brahmanisation.’
Therefore it might be assumed that Sanskrit, because of its sta-
tus as a ‘sacred language,’ came to serve political purposes. In this
regard, the Eastern Calukyas can serve as test case, since, contrary
to other dynasties such as the Pallavas, who were contemporaries,
they issued only Sanskrit charts, instead of combining Sanskrit with
a Dravidian language. There is no doubt that Sanskrit allowed them
to narrate their history in a way that linked it to that of the great
northern dynasties, as well as to the Brahmanical myths in which
kingship was represented. S. POLLOCK shows that the Deccan was
the stage where the creation of a new speech, standardised and ho-
mogenous, took place. He referred to that phenomenon as a ‘glob-
alisation process.”® A process which accounts for the fact that in
the operative portions of the Calukya charts, within the description
of the gifted land’s limit, which is written in Sanskrit, but in which
the place-names are in Telugu,? the directions were given in San-
skrit, and arranged in accordance with a pradaksina® ; the recourse

19 Atleastaccording to Dharmasastras,
for instance Manusmyti, VII, 2: brah-
mam praptena samskaram ksatriyena
yathavidhi / sarvasyasya yathanyayam
‘All  this

<world> must be protected in accor-

kartavyam pariraksanam,

dance to the law, by a warrior who has
undergone the Vedic consecration ac-
cording to the rules.’

20 (Aklyjar, 2012).

21 See (Pollock, 2012). The same au-
thor develops this idea in his book of
2006, where he uses the expression
‘Sanskrit cosmopolis’: (Pollock, 2006),
PtI, pp. 39—280.

?2 By ‘place-names,” one must under-
stand the toponyms and the words that
designate elements of the landscape
serving as landmarks.

23 Except inscription thése No. 4.
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to Sanskrit undoubtedly served as a means for connecting the do-
nation, through the description of the gifted land’s borders, to the
concept of digvijaya, ‘conquest of the quarters,” which was closely
attached to kingship.*

Therefore, the use of Sanskrit in the epigraphic eulogies of the
Eastern Calukya —not unlike those of others’ dynasties— may be
thought of as a way to connect the human sphere with the divine,
so thatthe king assumes the function of mediator between the earth
and the gods. The very presence of that language, by itself, reveals
and proclaims the superior status of the royal issuer.

X.3 AN EPIGRAPHIC MAHAKAVYA: THE EXAMPLE OF RAVIKIRTI'S
EULOGY IN THE INSCRIPTION OF ATHOLE

X.3.1 Intertextuality as a key

We have already asserted that the epigraphic eulogies of the East-
ern Calukya dynasty are fashioned like kavyas, more accurately like
mahakavyas, except that they are not divided into several sargas,
which is one of the requisites of the genre?: it might be assumed
they are ‘mahdkavyas in miniature,” despite the contradictory char-
acter of that phrase. This will be discussed in this second part of
the study, which will focus on one of the most spectacular exam-
ples of epigraphic kavya —and one of the most famous, since the re-
markable translation and commentary published by F. KIELHORN
in Epigraphia Indica**— the eulogy of Pulakesin II (610—42) com-
posed by Ravikirti, and engraved on the eastern wall of the tem-
ple of Méguti in Aihole (Karnataka). This epigraph, which consists
of thirty-seven verses, contains a genealogy and a digvijaya of Pu-
lakesin II, and records the consecration of the temple to Lord Jina

24 The king was expected to be —and
described in the treatises as— a vijigisu-,
‘who is eager to conquer <the earth>.
During the ceremony of consecration,
a priest used to make the king take
a step in each and every direction of
the compass, in order to perform sym-
bolically his future conquest. On the

theme of digvijaya in royal eulogies and

the poetic reshaping of the king’s mil-
itary campaign, cf. (Brocquet, 2004-5),
pp. 73—103.

25 Dandin, Kavyddarsa, 1, 14: sarga-
bandho mahakavyam ucyate, ‘a compo-

9

sition in sargas is called “mahakavya
(cf- infra).
26 (EIVI), pp. 1—12.
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by the court poet Ravikirti, who is also the author of the text (verse
36). It dates from 634 (verse 34: Saka 556).

In verse 37, the last of the poem, Ravikirti asserts that he is ‘en-
dowed with a glory equal to that of Kalidasa and Bharavi in the field
of poetic composition’ (kavitasritakalidasabharavikirttih): this gives
a clue to the whole poem which is based, as noticed by KIELHORN,
on a complex network of intertextual references and quasi-quota-
tions taken from two major mahdkavya composed by these two writ-
ers. The first is Kalidasa’s Raghuvamsa, and the second, Bharavi’s
Kiratarjuniya.?” Intertextuality, consequently, appears as one of the
main, if not the main, keys to the poetic composition of Ravikirti’s
panegyric. I. V. PETERSON, in her extensive study of the rhetoric
at work in the Kiratarjuniya,® makes a close study of the connec-
tions between Bharavi’s poem and the corresponding episode in
the Mahdbharata, and shows that the latter is the hypotext® of the
former. In the case of the epigraph at issue, we must therefore as-
sume that the intertextuality is double: the panegyric is based upon
a first hypotext, which consists of the two mahdakavyas referred to,
while the latter are based upon a second hypotext, which is the epic.
It deserves notice that in that particular case, the two great epics
are equally referred to: the Ramdyana, through the Raghuvamsa;
and the Mahabharata, through the Kiratarjuniya. Which could be
phrased as follows: the epigraphic prasasti is connected to its epic
background through the mediation of two great mahakavyas. The
connection of these three levels, i.e. prasasti, mahdkavya, and epic,
disclose their common function, which is panegyrising the ruler.

In the following paragraphs, four aspects of this arrangement
will be at issue: i. the epigraphic poem’s conformity with the main
requisites of mahdkavya ii. the intertextuality as based on literary
topoi; iii. the same as based on figures of speech; and iv., the pres-
ence of the epic throughout the narrative.

27" Allthese references and quotations
are precisely listed by KIELHORN in the
footnotes of his translation (op. cit.).

28 (Peterson, 2003).

2 (Milly, 1992), p. 147: « Ce phéno-
mene de reprise d’'un texte antérieur, a

I'identique ou avec modification, est ap-

pelé intertextualité. [...] Le texte d’ori-
gine est appelé hypotexte. » ‘This phe-
nomenon of the take-over of a previous
text, identically or with modification, is
called intertextuality (...) The original

text is called hypotext.’
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X.3.2 Ravikirti’s eulogy as a mahakavya

As suggested above, the poem’s last two verses, i.e. verses 36 and
37, which contain the poet’s ‘signature’ and refer to Kalidasa and
Bharavi, serve as a claim to its recognition as mahakavya. The
process of poetic composition of the eulogy is explicitly connected
to that of erecting and consecrating the temple, by means of the
verb yuj-, ‘to join’ (37), and of the figure yathasamkhya, ‘relative enu-
meration’ (36), strengthened by recourse to derivatives of one and
the same verbal root (kartr- and karayitr-):

prasaster vvasates casyah jinasya trijagadguroh |
kartta karayita capi ravikirttih krti svayam || 36 ||
yenayoji nave ‘$masthiram artthavidhau vivekina jinave$ma |

sa vijayatam ravikirttih kavitasritakalidasabharavikirttih || 37 ||

Of this panegyric and that abode of Jina, the Master of the three worlds,

The virtuous [or: skilful] Ravikirti himself made the first and ordered the

second to be made.

He who, full of wisdom, joined a dwelling of Jina made solid by the stone

with a new arrangement of meanings,

May he be victorious, Ravikirti, whose fame in the field of poetic com-

position is equal to that of Kalidasa and Bharavi.3°

Apart from its length, which is due to not being composed in sargas,
the poem meets almost all of the requisites of the mahakavya genre,
as defined by Dandin in the first chapter of his Kavyddarsa, verses
14—22:

sargabandho mahakavyam ucyate tasya laksanam |

asir namaskriya vastunirdeso vapi tanmukham || 14 ||

itihasakathodbhiitam itarad va sadasrayam |

caturvargaphalayattam caturodattanayakam || 15 ||

nagararnavasailartucandrarkodayavarnanaih |

udyanasalilakridamadhupanaratotsavaih || 16 ||

vipralambhair vivahai$ ca kumarodayavarnanaih |

mantradataprayanajinayakabhyudayair api || 17 ||

alamkrtam asamksiptam rasabhavanirantaram |

3% (Kielhorn, 1900), p. 4—7. All the poem are based on KIELHORN’s edition.

quotations from Ravikirti’s epigraphic
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sargair anativistirnaih $ravyavrttaih susamdhibhih || 18 ||
sarvatra bhinnavrttantair upetam lokarafijjanam |
kavyam kalpottarasthayi jayate sadalamkrti || 19 ||
nytnam apy atra yaih kaiscid angaih kavyam na dusyati |
yady upattesu sampattir aradhayati tadvidal || 20 ||
gunatah prag upanyasya nayakam tena vidvisam |
nirakaranam ity esa margah prakrtisundaral || 21 ||
vamsaviryasrutadi nivarpayitva ripor api |

tajjayan nayakotkarsavarnanam ca dhinoti nah || 22 ||

A sarga-composition is called mahakavya. Its definition is the following:

A benediction, a homage or a presentation of the subject-matter consti-

tute its first part.

Itis based upon a legendary narrative (itihdsa) or a tale (katha), or relies

upon real events;

It strives to the fruit of the Four Purposes and its hero is a skilful and

noble being.

By depicting cities, oceans, mountains, seasons, sunrise and moonrise,

By means of sporting games performed in gardens and in water, of feasts
in which liquors are being drunk and love indulged in;

By means of love-in-separation and marriages, by means of portraying
princes who are growing up,

And by means of counsels, of ambassadors, of military campaigns, of
battles and of the hero’s success;

Ornate, devoid of condensed passages, continuously exhibiting rasas
and bhavas,

Made of sargas not too much extended, of meters deserving to be heard,
of fine articulations;

Containing, in all its parts, codas composed in a different meter, this
poem charms the universe

And lasts long after the end of the kalpa, if provided with a fine orna-
mentation.

Even if one of these features is missing, a poem does not deserve to be
blamed,

If the achievement of those which are there obtain the approval of con-
noisseurs.

First of all introducing the hero, in accordance to his virtues, and the

disarray
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He inflicts on his foes: that is a way which reveals naturally pleasing.

After his ancestry, his valour, the knowledge he has acquired, etc. have
been described, as well as those of his enemy,

The depiction of the hero’s superiority, starting with his victory over the

latter, is what delights us.3"

Ravikirti’s poem, indeed, meets most of these criteria:

Its first verse is a benediction addressed to Jina, while the sec-
ond is a homage paid to the Calukya lineage, and the third, a
laudatory presentation of Satyasraya, i.e. Pulakesin II.32

The hero’s genealogy is displayed in a relatively long passage,
from verses 4 to 15.

The hero is a noble man of high skill, whose valour is constantly
depicted throughout the poem.

The military campaigns led by the hero, as well as his victories
and the disarray he inflicted to his enemies, is the main topic
of the eulogy, and the long narrative of his conquests (verses
16—32) repeatedly uplifts them, so that his superiority is con-
veyed throughout.

Consequently, the poem is full of virarasa.

The narrative of his conquests, which is displayed from verse 16
to 31 (it is thus the main part of the poem), is full of descriptions
of conquered cities (Vanavasi in verse 18, Puriin verse 21), while
ocean, rivers and mountains are described in a vivid manner
(the Vindhya range in verse 24, the Kaveri river in verse 30, and
the island of the Revati in verse 13, which deals with his nephew
Mangalesa’s military campaign).

Counsels and ambassadors are alluded to by the recurrent men-
tion of the three powers called for by the Arthasastra —mantra-,
prabhutva-, and utsaha-sakti— in verses 15 and 32.

The text is entirely versified and exhibits the poet’s skill in han-
dling prosody, since seventeen different meters are employed in
its thirty-seven verses.

As for the ornamentation, the poet has recourse to many alam-
kara (figures of speech), as will be seen below.

3! The quotation from the Kavyddarsa ~ 3* This biruda, which means literally

is based on BELVALKAR’s edition, (Bel- ‘arefuge for truth,’ is repeated in verses

valkar, 1924), p. 2. The translation is 32 and 35.

ours.
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Therefore Ravikirti’s eulogy of Pulakesin conforms to the stan-
dard of mahakavya in many regards, in such a manner that the
alamkarasastra, the ‘Science of poetics,’ seems to be, in its own way,
another hypotext — but the same might be assumed about kavya lit-
erature in general.

X.3.3 Presence of great mahakavyas through their topoi

The recourse to topoi is one of the techniques by means of which the
writer of a mahakavya weaves a thread between the poem he is com-
posing and the great poems of the past. And this kind of reference,
which is a quintessential component of intertextuality, upholds his
claim to be one of the ‘great poets’ (mahakavi), whose succession
passes through centuries. The literary topoi of mahakavya, which
can be traced back to their epic archetype, abound in epigraphic
eulogies, and Ravikirti’s is no exception. The main topos it contains
is undoubtedly that of digvijaya, ‘conquest of the quarters,” which is
significant for the legitimation and promotion of the king.

As mentioned above, the theme of digvijaya extends from verse
16 to 32. The model of digvijaya in Sanskrit literature is Raghu-
vamsa’s fourth canto, in which the conquest of the world by Raghu is
narrated: this is why Ravikirti repeatedly refers to Kalidasa’s poem,
directly or indirectly, and not only through its topoi. The whole ac-
count of Pulakesin II's military campaigns, regardless of the con-
flicts which actually occurred during his reign, and their chrono-
logical order or results, is fashioned along the model provided by
the norm. For example, they are chronologically arranged in such a
way that they more or less correspond to a pradaksinad.*? But the re-
course to topoi does not operate only thematically and on a macro-
cosmic level, italso occurs on a microcosmic level, in small descrip-
tions and images, in the analogies at each and every step of the nar-
rative.

Two examples will be sufficient. The first is provided by verse
32, which pictures Pulakesin II (named by his biruda Satryasraya)
coming back to Vatapi, his capital city, after he has allegedly con-
quered the entire earth:

33 Other such epigraphic accounts Tiruvalankatu copper-plates, verses
reflect the same character, such as 89—124. Cf (Brocquet, 2004-5), pp.

that of Rijendracola I's conquests in  89—99.
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utsaha-prabhu-mantra-sakti-sahite yasmin samasta diso

jitva bhiimipatin visrjya mahitan araddhya deva-dvijan |

vatapin nagarim pravisya nagarim ekam ivorvvim imam

cafican-niradhi-nila-nira-parikham satyasraye $asati || 32 ||

While, endowed with the powers of energy, sovereignty and good advice,
having conquered all the quarters,

Having sent away the <other> kings of high renown, having paid homage
to gods and Brahmins,

Having entered the city of Vatapi, Satyasraya ruled this earth just like a
single city,

The moats of which were filled with the dark-blue water of the restless

ocean.

The phrasing and the analogy which it conveys would remind con-
noisseurs of the last three verses of Raghu'’s digvijaya (Raghuvamsa
IV, 85—7), in which the hero is said to make the Visvajit sacrifice, in-
tended to proclaim the completion of his conquest of the world. At
the end of the ceremony, he dismisses all the kings who had come
to attend it:

iti jitva diso jisnur anvavartata rathoddhatam |

rajo viSramayan rajiiam cchatra-Stinyesu maulisu || 85 ||

sa visvajitam ajahe yajfiam sarva-sva-daksinam |

adanam hi visargaya satam varimucam iva || 86 ||

sattrante sacivasakhah puraskriyabhir gurvibhih $amita-parajaya-vya-
likan |

kakutstha$ cira-varihotsukavarodhan rajanyan sva-pura-nivrttaye 'nu-
mene || 87 ||

Having thus conquered the quarters, the conqueror returned back
home, making the dust

Raised by his chariots fall on the crowns of the kings he had deprived of

their umbrellas.

He undertook the sacrifice of visvajit, in which the ritual retribution con-
sists of the whole of patron’s wealth:
The virtuous, like the clouds, use to seize only for giving.

At the end of the ceremony, Kakutstha, being dear to his ministers, hav-
ing assuaged by great honours the kings who were grieving because
of their defeat,
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Allowed them, whose long absence had caused anguish in their women’s

apartments, to come back to their own cities.3*

Many parallels might be drawn between these two excerpts. Pu-
lakesin II, like Raghu, is a vijigisu coming back home after he has
conquered the quarters (almost the same phrasing occurs in both
poems, diso jitvd). His actions are described in the same way and
are given the same order: first he makes offerings to gods and be-
stows liberalities on Brahmins (araddhya deva-dvijan reflects the
whole of verse 86 in Kalidasa’s poem), then he sends away the
other kings (bhiumipatin visrjya reflects rajanyan svapuranivrttaye
‘numene).

The second example, which involves a mutual comparison,3s
might be considered spectacular. In verse 21, the poet describes the
attack on Puri by Pulakesin II in such a way that the sky becomes
similar to the ocean and vice-versa:

aparajaladher llaksmim yasmin purim purabhitprabhe
madagajaghatakarair nnavam $atair avamrdnati |
jaladapatalanikakirnnan navotpalamecakail

jalanidhir iva vyoma vyomnas samo ’bhavad ambudhih || 21 ||

When, resplendent like Pura’s murderer [Siva], he was besieging Puri,
the very fortune of the Western ocean, with hundreds of warships
looking like squadrons of rutting elephants,

Covered with an army of thick clouds and dark-blue like a young lotus,
The sky resembled the ocean and the ocean became similar to the

sky.

34 The quotations from the Raghu-
vamsa are based on DEVEDHAR’s edi-
tion, (Devadhar, 1985), p. 76. The trans-
lation is ours.

35 This example could be quoted in
the next section, which deals with fig-
ures of speech, as well. The literary
device in use in this stanza and in its
model might be defined as an exam-

ple of anyonyopama or ubhayopamad (an

upamd, i.e. a simile, in which the sub-
ject of comparison is said to be simi-
lar to the object, and reversely, the ob-
ject is said to be similar to the subject):
¢f. Dandin, Kavyadarsa, 11, 18. Butin a
way, it could also be considered an ut-
preksd, since the similitude is not actual
but the result of a superimposition of an
imaginary situation (which is impossi-

ble in itself) on a real one.
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Everything in this description reminds of Raghuvamsa IV, 29, in
which Kalidasa gives a picture of Raghu’s army marching against
the Eastern region:

rajobhih syandanoddhttair gajai$ ca ghana-samnibhaih |
bhuvas talam iva vyoma kurvan vyomeva bhiitalam || 29 ||

With the dust raised by his chariots and his elephants resembling clouds,

He made the sky similar to the surface of the earth and the surface of

the earth similar to the sky.

The only difference between the two phrasings is that in the first the
ocean and the sky are grammatical subjects, while in the second,
the earth and the sky are objects. For this reason, Raghu seems still
more responsible for the metamorphosis of the elements than Pu-
lakesin. But for this slight difference, which might well be caused
by Ravikirti’s search for variation, the parallel looks quite evident,
in such manner that it cannot be merely the result of chance: the
poet makes explicit reference to his model, and employs intertex-
tuality as a literary device to provide legitimacy.

X.3.4 Figures of speech

There is no literary work without figures of speech, and their pres-
ence may be considered one of the main characteristics of kavya. As
asserted by Dandin in his Kavyddarsa (cf. pp. 11—12, verses 18 and
19), a kavya, let alone a mahdakavya, must be ornamented; this can
be carried out only by means of figures of speech, called in Sanskrit
alamkaras, literally ‘ornaments’ or ‘embellishments.’ Epigraphic po-
ems are no exception, and in this regard Ravikirti's eulogy of Pu-
lakesin II may be considered a model. In addition, the use of em-
bellishments lends itself to intertextuality; embellishments witness
the author’s poetic skill and give him a chance to exhibit skill by
means of a constant overbid. The poet alludes to his reknowned
predecessors in order to outbid them, to make more and better,
to go further in the development of the textual devices which they
have in common. Intertextuality, with respect to figures of speech,
involves competition.
Ravikirti’s poem contains a good example, in verse 10:

rana-parakkrama-labdha-jayasriya sapadi yena virugnam asesatal |

nrpati-gandhagajena mahaujasa
prthu-kadamba-kadamba-kadambakam || 10 ||
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Who [Kirtivarman, i.e. Pulakes$in II's uncle], having taken hold of the for-
tune of victory by his valiance in the battle, immediately and entirely
broke,

Being a rutting elephant of a king, endowed with a great strength, the

huge multitude of plantain-trees that were the Kadambas.

The compound of pdda d, prthu-kadamba-kadamba-kadambakam,
literally ‘the multitude (kadambaka-) of plantain-trees (kadamba-),
namely the Kadambas (kadamba-),’* carries out the figure of speech
called yamaka, i.e. repetition, in the same pdda, of the same series
of syllables. Here the yamaka proves to be outstandingly developed,
since the sequence kadamba-, which constitutes a word with several
meanings,? is uttered three times, while the sole syllable -ka- is ut-
tered four times, due to the suffix added to the last occurrence. Such
a repetition would seem more or less awkward, if it was not an ev-
ident overbid on Bharavi’s identical but less developed yamaka in
Kiratarjuniya, V, 9, pada a:

prthu-kadamba-kadambaka-rajitam grathita-mala-tamala-vanakulam |

laghu-tusara-tusara-jala-scyutam dhrta-sadana-sad-anana-dantinam ||

Resplendent with the huge multitude of plantain-trees,
Strewn with thickets of tamadla arranged in tight rows,
Dripping with thin drops of cold dew,

Inhabited by tuskers with handsome faces wet with rutting juice.3®

It deserves notice that in the verse composed by Bharavi, yamaka is
the main figure, on which it is entirely built: this verse looks like an
exhibition of yamakas, since each and every pada contains one, al-
ways at the same place, based either on anekarthapada, polysemic
words (pada a and c), or double segmentation (pdda b and d). For
this reason, the development of the figure results more in a kind

36 The Kadambas were a dynasty rul-
ing in Vanavasi (Karnataka).

37 For this reason, one could hesitate
about whether the figure is a yamaka
or a latanuprdsa, the latter consisting of
the repetition of the same word with dif-
ferent meanings, without reference to
the places where it occurs within the

verse.

38 The quotations from the Kirdtdr-
juniya are based on PETERSON’s edition,
(Peterson, 2016), p. 78. The translation
is ours.

39 3rd, 4th and s5th reiterated in 6th,
7th and 8th syllables in pdda of 12; the
verse is composed in the drutavilambita

meter.
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of variation —in its musical sense— than in an attempt of enhance-
ment: it is about homage paid to an illustrious predecessor, more
than about a boast of superiority. The significance of the figure,
which in itself would otherwise be awkward, is a claim of intertex-
tuality.

Another example of a reused figure is provided by verse 18 of
the inscription:

varada-tunga-taranga-ranga-vilasad-dhamsavali-mekhalam

vanavasim avamrdnatas sura-pura-prasparddhinim sampada |

mahata yasya balarnnavena paritas safichaditorvvi-talam

sthala-durggafl jala-durggatam iva gatam tat tat-ksane pasyatam || 18 ||

While, wearing as a belt a row of geese sporting on the scene of Varada’s
high waves,

Vanavasi, which challenged the city of the gods in respect of wealth, was
being besieged by him,

The huge flood of his army, concealing the surface of the earth all
around,

Made, in the eyes of those who were looking at it at that very moment,
a fortress built on dry land become a fortress built in the middle of

waters.

The ripaka (metaphor) carried out by the nominal compound
which spans pada a, ‘wearing a belt which was a row of geese sport-
ing ...,” qualifier of vanavdsim, undoubtedly is a reminiscence of
Raghuvamsa XIX, 40, where the more simple compound hamsa-
mekhalam qualifies sroni-bimbam:

saikatam ca saraylim vivrovatim sroni-bimbam iva hamsa-mekhalam |

sva-priya-vilasitanukarinim saudha-jala-vivarair vyalokayat || 40 ||

The Saray, revealing her sandy shore similar to the reflect of their hips,
with her belt of geese,

And imitating the sporting games of his beloved, he [Agnivarna] was

looking at her through a lattice-window of the palace.

In both cases, the riipaka is subservient to a personification: that of
the city of Vanavasi, in the first case, and that of the Sarayt river, in
the second. In both cases, a river is present, closely connected with
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that row of geese which resembles a belt around a woman'’s waist.*
And in both cases, the personification is correlated with the the-
matic topos of the conqueror who is sexually attracted by the god-
dess who incarnates the land — and ultimately the entire earth. As
aresult, srngdrarasa, as a subordinate rasa, is coupled with virarasa,
which remains the primary rasa. Ravikirti develops the figure in the
sense that he embeds the sequences hamsa-mekhala- into a larger
bahuvrihi compound which makes the image more complex. But
Kalidasa’s verse was more developed as regards the erotic aspect of
the scene, which is only alluded to in Ravikirti’s: that time again, it
is about variation, more than proper competition.

These various examples, which concern the phrasing, show that
intertextuality is expected to bring literary legitimacy to the poem,
thus linked to the tradition of mahdkavya of which Kalidasa and
Bharavi have always been considered major representatives. And it
is also expected to bring political legitimacy to the eulogised ruler,
who deserved to become the subject matter of that kind of poetry.
Mahdkavya results in promoting at the same time the poet and the
prince who is the main character of the poem.

X.3.5 Epical background

As stated above, intertextuality between epigraphic panegyrics and
mahakavya is complementary to intertextuality between the latter
and epics. This kind of intertextuality has been much more stud-
ied by critics and does not need to be closely investigated in the
present study.#* Nethertheless, the explicit references which eulo-
gies contain and that make them resemble mahdkavyas all the more,
deserve notice. As for Ravikirti's poem, the characters of epics are

4% In both verses, identifying with ac-
curacy the figure(s) at work is no easy
task. In Ravikirti’s verse, the personifi-
cation (helped by the riipaka) seems to
serve a bhrantimat, ‘illusion,’ a figure in-
tended to convey an analogy, in which
the object of comparison is mistaken
for the subject: the similarity occurs in

the eyes of the spectators (pasyatam).

The same analysis might be proposed,
but with less certainty, about the verse
from the Raghuvamsa, because of the
verb alokayat.

41 Cf., for instance, (Peterson, 2003);
she insists that the epics produced a set
of figures, images and intrigues that the
authors of mahdkavya constantly have

recourse to.
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included in the narrative, most generally with the status of object
of comparison. Both epics might thus be conjured.

The following phrases, taken from various inscriptions of the
Eastern Calukya, provide good examples of such epic references.
In the first, the malopamd, as mentioned above, is used to con-
jure several epic heroes at the same time, as can be seen in
the following comparative compound, which qualifies King Pu-
lakesin II: manu-nrga-nahiisa-yayati-dhundhumarambarisa-dilipa-
nabhaga-pratimah, ‘who resembles Manu, Nrga, Nahtsa, Yayati,
Dhundhumara [Kuvalayasva], Ambarisa, Dilipa and Nabhaga.** In
the second example, another figure of speech, the vyatireka, pro-
vides a variant conveying the same analogy: King Vijayaditya I is
said to be: sva-carita-nyakkrta-nrga-nala-nahusambarisa-yayateh
(in the genitive case), ‘having humbled by his own exploits Nrga,
Nala, Nahusa, Ambarisa and Yayati.” All the characters named in
these two examples are ancestors of Rama and, in the same way,
archetypes of kingship.

The heroes of the other great epic, the Mahdbharata, are also
referred to, with the same result. King Bhima II is compared to
Bhima through a slesopama which is recurrent not only in epigra-
phy but also in literature (the ambiguous sequence is translated
twice): dharmmanuja iva dussasana-ksaya-karah, ‘who caused the
destruction of bad rulers,* like Dharmaraja’s young brother caused
the destruction of Duhsasana.”® The following excerpt carries
out a malopama by means of which King Amma II is equated to
various characters of the same epic: yudhisthira iva dharmma-
parayanah brhaspatir iva naya-jfiah manur iva vinaya-jfiah airavata
ivanavarata-danocca-hastah, ‘who is expert in dharma just like
Yudhisthira, who knows politics just as Brhaspati, who knows right
behaviour justlike Manu, whose hand is raised for incessant gift just
like Airavata whose trunk is raised because the continuous flowing
of rutting juice’ (the last simile rests on slesa).*® Lastly, the follow-
ing vyatireka conveys the superiority of King [who?] over the mod-
els of different virtues: kimca ripena manasijah kopena yamah

42 (Estienne-Monod, 2008), No. 7 (EI ~ Cf. ibid., No. 43 (EI V, No. 16).

XXVII, No. 9). 45 ibid., No. 29 (IA XIII, No. 55, EI V,
43 ibid., No. 30 (IA XX, No. 196). No. 16).
4 Literally ‘those of bad leadership.”  4° ibid., No. 15 (EI XXXI, No. 20).
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Saurryena dhanamjayah sahasaih sidrakal, ‘moreover, he is Man-
asija [Kama] as regards beauty, Yama as regards anger, Dhanafjaya
as regards valiance, Stidraka as regards boldness.’#’

These series of objects of comparison show that names of
gods are often interposed between those of heroes, which is not
surprising: naming such characters aims at equating the ruler
with the archetypes of the virtues he must embody. As we have
seen in the first part of this study, the king is frequently com-
pared or identified with archetypal gods. Among these gods, the
eight Lokapala, ‘guardians of the world,” are frequently named,
which makes an explicit reference to the royal consecration,
during which the king-to-be is successively made an avatar of
those deities. The following example gives a good illustration:
vijayaditya ajijjanad dharmmendragni-trinayana-dhanesodakesadi-
dharmmam sena-natham, ‘Vijayaditya [here a biruda of Amma II]
begot an army-leader [Visnuvardhana] who was endowed with the
nature of Dharma [Yama], Indra, Agni, Trinayana [Soma], Dha-
nesa [Kubera], Udakesa [Varuna], etc.*® Mentioning the series of
Lokapala not only suggests that the king is a conqueror of the en-
tire earth (vijigisu-), but also reactivates the ritual power of the royal
consecration.

X.4 CONCLUSION

In his treatise on poetics, Bhamaha writes:

sargabandho mahakavyam mahatam ca mahac ca yat |

agramyasabdam arthyam ca salankaram sadasrayam || 19 ||

A mahakavya is a composition made of sargas, which is great and deals
with great things / characters,
Which is devoid of rustic words and rich in meanings, which is provided

with embellishments and rests on the good.*

This statement summarises what a Mahdkavya must be and what
many epigraphic eulogies are. Mahatam ca mahac ca: in them ex-
cess prevails, in the account of events, in the choice of words, in the
figures of style. This excess, in a way, reveals the tension constantly

47 (Estienne-Monod, 2008), No. 38 (EI ~ %° Kavyadlarkdra, 1, 19; the phrase ma-
V, No. 16). hatam ca mahac ca is quoted by PETER-
48 ibid., No. 41 (IA XIII, No. 148). SON. Cf. (Peterson, 2003), p. 15.
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at work. The author of a prasasti must work within contradictory
constraints, since he has to represent reality in a way that suits the
norm. He must relate actual events and picture actual characters
through the prism of idealisation. When he deals with the military
campaign of his king, he must shape them like a digvijaya or, more
accurately, in such manner that it really becomes a digvijaya: it is
no longer about the victories and defeats of Pulakesin II, but about
the conquest of the quarters performed by the universal king. The
function of the hypotext is to transform reality, to make it conform
to the myth. This accounts for the role of absolute model which is
played by the Raghuvamsa, which encompasses the most legitimis-
ing genealogy and series of conquests, leading to the sovereignty
over the world and to the triumph of dharma. Intertextuality aims
at the dimension of the myth. It conjures the myth and substitutes
it for reality.

What Jean-Pierre VERNANT wrote about Ancient Greece is true
also about Ancient India, and is probably universal:

Le mythe a pris valeur de paradigme. Il constitue le modeéle de référence
qui permet de situer, de comprendre, de juger I'exploit célébré dans le
chant. C'est en se réfractant a travers les aventures légendaires des héros
ou des dieux que les actes humains, pensés dans la catégorie de 'imita-

tion, peuvent révéler leur sens et se situer dans I'échelle des valeurs.>

The purpose of kavya is mainly to carry out intertextuality, which
introduces the myth into history, and sets up the network of ho-
mologies capable of revealing the adequacy of the king with the ar-
chetypes. In that sense, eulogies act as a sort of textual rdjasiya.

ABBREVIATIONS

EI = Epigraphia Indica and record of the archaeological survey of India: Published un-
der the authority of the Government of India as a supplement to the ‘Indian An-

tiquary.’ Calcutta: Office of the Superintendent of Government Printing.

50 “The myth acts as a paradigm. It endary story of heroes or gods, human
constitutes the reference model that al- deeds, considered in the category of im-
lows one to situate, understand, judge itation, canreveal their meaning and be
the feat which the song is celebrating. located in the scale of values.’ (Vernant,

Refracting themselves through the leg- 1988), p. 205.



24 SANSKRIT INSCRIPTIONS OF THE EASTERN CALUKYA

IA = The Indian antiquary, a journal of oriental research in archaeology, history, litera-
ture, languages, folklore, &c., &c.. Bombay, 1872—. [Delhi: Indological Book
Reprint, 1971-7.]

JAHRS = Journal of The Andhra Historical Research Society, XX July 1949-April 1950.
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CH. X1
EXPLORING INTER-TEXTUALITY BETWEEN MEDIZVAL
TAMIL INSCRIPTIONS AND BHAKTI LITERATURE
VASU RENGANATHAN

ABSTRACT

The two important sources of knowledge on South Indian culture and
civilisation are the stone inscriptions and the literary texts from the
medizeval period. In most of the instances, one might wonder which
precedes the other and what originally influenced mostly the religious
customs and habits that prevail up to now. Many Tamil religious poems
refer to South Indian temples and subsequently such temples came to
be known popularly in Tamil as pér perra talankal or patal perra talankal
‘abode which acquired name / songs.’ Similarly, many inscriptions refer
to the poems of the mediaeval period, both Sanskrit and Tamil, and give
indications on the way such poems should be incorporated into the daily
rituals of the temples. One common term that we routinely see in many
temple inscriptions is tiruppatiyam patutal ‘singing of the Tévaram songs’
(cf SII 8.44, p. 22). Thus, as a result of this inter-related textual phe-
nomenon, the Sanskrit and Tamil priesthoods emerged as two heteroge-
neous communities engaging concurrently within the South Indian rit-
ual system. However, the degree of adaptation of these two parallel tra-
ditions in the modern period vary considerably, quite in contrast to what
is stated in inscriptions. This paper is mainly focused on two points: the
inter-textual phenomenon that exists between the literary genres and
stone inscriptions, and the continued adaptations of the commands and

ordinances made by the kings through stone inscriptions.

XI.1 INTRODUCTION

TAMIL temple ordinances and religious textual representations are
tightly interwoven to the extent that one relied upon the other
throughout the history of the Tamils during the medizeval pe-
riod. An enormous part of Tamil religious texts of both Saiva and
Vaisnava religious sects deals with the images of the temples. The
interrelationship between these two different media can be per-
ceived only when both the literary texts and the temple inscriptions
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are carefully studied and correlated. Even though both inscriptions
and the literary genre are textual in nature, their styles vary quite
considerably, the former being very colloquial and informal, the
later tending to be very formal. Literary texts of the medizeval pe-
riod fully conform to what was then understood as Centamil, a style
oflanguage the poets adhered to from the Sangam period onwards.*
Quite contrary to it, the Tamil inscriptions use the language that was
spoken at that time, with some exceptions where the poetic style
was adapted as well.? However, mentions are found in inscriptions
as to how the religious literary productions are to be adapted as part
of the temple proceedings. To cite one example, the terms Aryam
patuvar and Tamil patuvar are commonly found in inscriptions re-
ferring to those who recite poems from Sanskrit and Tamil respec-
tively (cf. SII 2.3, p. 275). The aim of this paper, thus, is to shed light
on the inter-relationship that existed between the inscriptions and
the religious literary doctrines.

X1.2 MUVAYIRA DIKSITARKAL AND MUVAYIRA VALAKAM:
INTER-TEXTUALITY IN THE CHIDAMBARAM NATARAJA TEMPLE

Religious texts with diverse forms, such as poems composed in
praise of God, liturgical texts, bhakti songs expressing poet saints’
devotion to god and philosophical writings on a set of unique
themes from monism, dualism, meypporul, the ‘doctrine of deno-
tation,” Saiva Siddhanta, the definitive knowledge of Lord Siva and

! painkamalat tan teriyal pattar piran
kotai / cankat tamil malai muppatum
tappamé conna, ‘the daughter of Pattar
piran and a lotus like girl / composed
the thirty songs of Cankat Tamil malai’
(Tiruppavai 503).

2 Even though some inscriptions are
in a literary style, both the transition
from spoken to literary style and the
purpose of the code-switching still re-
mains obscure. See for example a 13th

century inscription in Tiruvanndamalai

which includes a poem in literary style
praising the king called Vélnannan and
the poet Perunkunriirp perunkaucikanadr,
who composed the Sangam literary
work Malaipatukatam (SII 7.69). Also
see SII 4.167 for a poem composed with-
out prosody but written in inscriptional
style with a reference to the scribe
who wrote the poem as ciramalai meél
kalpatittan conna kavi ‘a poem uttered

by kalpatittan on ciramalai.’
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other related theological doctrines, not only shaped a strong com-
munity affiliation with divinities, but also created diverse belief sys-
tems among religious practitioners, especially in the South Indian
religious landscape.

The spiritual and devotional engagement of the Saiva and
Vaisnava Tamil traditions which developed mostly from the 7th to
the 9th centuries CE, along with traditions and cult practices be-
longing to the early Christian era, had very little impact on the
process of knowledge production by the British, especially com-
pared with the impact of Sanskrit Agamic texts. In a more or
less analogous way, the Pallava and Cola kings sought to patron-
ise the pattars, Brahman priests, offering them power and scrip-
tural authority. This is apparent from many Tamil stone inscrip-
tions. One such inscription records the Pallava king Peruficinka’s
establishment of an estate called Mivayira Valakam, ‘3,000 Regions,’
around the Natardja temple of Chidambaram, and his designation
of the temple as under the sole ownership of its Brahman priests
(pattars).® This inscription may be of particular interest to those
seeking to understand how the legendary tradition of Mivdyira
Diksitarkal, ‘3,000 Diksidars,” came to belong to the Chidambaram
Nataraja temple. In parallel with the Sanskrit tradition, those
who mastered Tamil religious texts and approached God mainly
through praise poems composed in Tamil were variously called
otuvars (those who chant Tamil hymns), pantarams (Tamil priests)
and piicaris (priests of the Tamil clan gods). They also positioned
themselves as the carriers of religious intellectualism in South In-
dia, but with less emphasis than their Sanskrit counterparts on their
recognition and authority. Pantarams, according to THURSTON,*

3 Innilattukku vantana trile erri iruk-
kavum innilankal olukum matakkum
pirakkum itattu tillainayakac carup-
petimankalattu ksasyana pattarkalperil
tillaimuvayiravilakam ennum perale
elutakkatavarkalakavum ippatikku tiru-
malikaiyile kalvettikkollakkatavarkala-
‘The

proceeds of these lands and other re-

kavum katavatakavum connom.

lated properties in the town are hereby
offered to the pattars of the god Tillai

Nayakam of Caruppedimangalam, and
this is exclusively presented under the
auspicious name of Tillai Muvayiravil-
akam. The right is hereby granted to
document this fact in stone inscrip-
tions’ (SII 8.43.6).

for donations offered in conjunction

See also (SII 7.7)

with duties assigned to priests in the
Siva temple at Tirukkovilur, Krishnagiri
Taluk, Salem district.

4 (Thurston, 1975).



30 MEDIZVAL TAMIL INSCRIPTIONS AND BHAKTI LITERATURE

were non-Brahman priests recruited largely from the Vellala and
Palli castes; they were Saivites, vegetarian and celibate.5

The Natardja temple of Chidambaram, which is believed to have
a much longer history than any other Saiva temple of the Céla pe-
riod, was centered on an unusual representation of Siva, in a danc-
ing posture, in contrast with the usual Linga form. The Brhadisvara
temple in Thanjavur, constructed between ca. 995 and 1010 CE by
Rajaraja I, offers a representative example of Cola architecture.
Here, the Linga is the main deity, and the subshrines are housed
in individual mandapas; the dancing image of Siva is housed in
the northeast corner of the courtyard.® The Sanskrit term Natardja,
meaning ‘King of Dancers,’ is frequently referred to in the inscrip-
tions carved on the walls of the temple by the Tamil term Adavallan,
meaning ‘one who is capable of dancing.”” This conception of Siva in
His dancing form specifically belongs to the South Indian Siva tem-
ples. This distinctive representation of Siva is well attested too in
the Tamil hymns of the Tirumantiram composed by Tirumilar, but
nowhere in this work does Tirumilar discuss the worship of Linga.
This is a sufficient reason to believe that Tamil hymnists developed
the relevant conceptions and their symbols, and the Tamil kings
gave a form to them in temples. They relied heavily upon what was
proposed by the poet saints in their texts.

XI.3 THE THREE FORMS OF SIVA IN THE NATARAJA TEMPLE OF
CHIDAMBARAM: AN INTER-RELATIONSHIP BETWEEN TEXTUALITY,
TEMPLES AND INSCRIPTIONS

The dancing image of Siva is a perceivable ‘form,” known as ripa
in Sanskrit.® This image housed in the Cit-Sabhd is, as observed by
SMITH,® the heart of the world and the heart of the individual self -

5 An account of the traditions of 6tu-
vars and pantdarams can be found in
(Stein, 1978), (Breckenridge, 1978) and
(Thurston, 1975).

6 (Pichard, 1995), p. 101.

7 One of the references to Nataraja
as Adavallan in the inscriptions is as
follows: pattam onru Adavallan ennun-
kallal nirai nanGrruttonnirrenpatin

kalaficu ..., ‘On the 14th day of the

26th year [of his reign], the lord Sri
Raja Raja Déva gave one sacred dia-
dem (tiruppattam) of gold, weighing
499 kalaficu by the stone called (after)
Adavallan.’ (Hultzsch, 1891), p. 3.

8 See (Renganathan, 2008) for a de-
tailed account of the three forms of wor-
ship of Lord Siva in the city of Chi-

dambaram.
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cit means ‘consciousness’ and sabha means ‘hall’ (thus ‘hall of con-
sciousness’). To the right of Nataraja is an empty space called ra-
hasya. This space designates the formless nature of Siva, and is ref-
erenced by the Sanskrit term ariipa, the opposite of ripa. The ariipa
form of Siva is also called dkdsa, indicating that ‘space’ is the other
manifestation of Siva in Chidambaram.™ The ritual of worshipping
‘space’ developed a new architectural vocabulary: that of Cidambara
rahasya (‘Secret of Chidambaram’).

The third form of worship is the Linga, which neither conforms
to any conceivable object'* nor represents formlessness. Linga can
thus be understood as ripa-ariipa, ‘form and formless.” Substan-
tial evidence of the former two types of worship of Siva in Chi-
dambaram, ripa and artipa respectively, can be drawn from the
Tirumantiram. In many of his verses, Tirumular emphasises that
the Lord emerges in Chidambaram as a form (uru), as formless
(aru) and in an all-pervading divine form (Para Ripam).*? As shown
below, textual evidence of the manifestation of Lord Siva in these
distinct forms in Chidambaram can also be found in the works of
the much later Saiva hymnists Appar, Manikkavicakar and Cun-
tarar, who are generally assumed to have lived between the 8th and
oth centuries CE.*3

XI.4 THE IMAGE OF THE DANCING SIVA AND THE ORIGIN OF THE
EMBLEM OF VICTORY OF TAMIL KINGS

There is evidence that the image of dancing Siva gained currency
in Southern India even earlier than the 8th century CE, during the
Sangam period, which fell between ca. the 3rd century BCE and the

9 (Smith, 1996), p. 82.

10 See (Smith, 1993), p. 62; (Smith,
1996), p. 83.

11 Although the form of the Liriga has
been interpreted in various ways, we
confine ourselves to its concrete form,
which cannot be compared with any
perceivable object.

2 (Tirumantiram 2790), p. 69, ninth
tantra. ‘For the Rsi Patanjali and Vyag-
hrapada/Inthe splendid Temple of Chi-

dambaram / He danced as a Form, a
Formless and a Cosmic Form, / With the
Divine Grace of Sakti He danced, / He,
the Citta, the Ananda; gracefully stood
and danced.” Unless otherwise noted,
translations of Tamil hymns in this
work are rendered by the author based
on consultation with (Smith, 1996), (Pe-
terson, 1989) and (Shulman, 1980).

13 See (Zvelebil, 1998) for the dates

and works of the Saiva hymnists.
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s5th century CE.** One Sangam epic, Cilappatikaram, composed in
approximately the 5th century CE, makes reference to the dancing
form of Siva in the context of Siva’s celebration of the destruction of
demons.'> Although no mention is made in this work of the city of
Chidambaram, the latter reference indicates that the concept of the
dancing form of Siva existed prior to its materialisation in temples.
However, the earliest attested statues of the dancing Siva are found
in Siva temples, mostly in the niches of temple walls in the Calukya
period (ca. 6th to 8th centuries CE), the Pallava period*® (ca. 6th
to 8th centuries CE), and the Cola period (ca. 9th to 12th centuries
CE)."” The Kaficipuram Kailasanatha temple built during the Pallava
dynasty also exhibits icons of the dancing Siva, but in the pose of
urdhva-tandava,® ‘fierce dance’ (ca. 700-28 CE), which is believed to
have a North Indian origin. The well-known Chidambaram dance
ananda tandava, ‘dance of bliss,’ is discussed in detail in the Tamil
hymns of the Saiva saints. With the progression from the Pallava dy-
nasty to the Cola dynasty, many new forms developed in and around
the temple complex, resulting in the evolution of complex symbolic
vocabularies commensurate with the radically changing rites of pa-
tronage and personal devotion.

4 By the 3rd century BCE, three of ' KaimaL’s illustrations from Bad-

the four great dynasties (miivéntars)
were already known. However, the Pal-
lava dynasty was not mentioned in the
Sangam literature, and the Cola dynasty
emerged in full strength only from 866
to 1014 CE. (Barrett, 1974), pp. 16—17.

15 The Tamil epic Cilappatikdaram,
composed in about 450 CE, refers to
Siva’s dance to celebrate his destruction
of the three cities of demons. (Cilap-
patikaram 6.4.44-5).

16 (Fergusson, 1899), p. 326, calls
the stone-cut temples of Mamallapuram
‘ratha’s, and states that they are the old-
est examples of their class known.

17 See (Kaimal, 1999) for a discussion
and examples of the image of dancing
Siva in the Calukya and Pallava dynas-

ties and early Cola temples.

ami temples show Siva with multi-
ple hands and in a fierce mood, see
(Kaimal, 1999), p. 395. Similar gestures
are given in pre-Aryan sources to Rudra-
Siva, whose occurrences can be traced
back to the Indus Valley and Harappa
culture. ‘Rudra appears primarily as
a fear-inspiring deity whose shafts of
lightning slay men and cattle’ (Rgveda
1.114.10), (Yocum, 1982), p. 16. How-
ever, no dancing form was attributed to
Siva at this time.

19 MEISTER’s argument for a complex
and evolving symbolic vocabulary of
temple architecture reflecting charac-
teristics of the changing dynasties —see
(Meister, 1986), pp. 33—50— is substan-

tiated by evidence from Cola architec-
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On the basis of textual and inscriptional evidence, KAIMAL and
ZVELEBIL observe that for the later Colas, images of the dancing
Siva with a tiger, a skull, a drum, snakes, fire and Apasmara, the
demon of ignorance, became emblems of victory over rivals.?® The
use of the image of dancing Siva as a symbol for victory by the pa-
tron Cola kings may explain the practice —popular from around
the 9th to the 10th centuries CE— of attributing to this image the
status of the main deity in the Natardja temple of Chidambaram.
COOMARASWAMY'’s summary of the essential significance of the im-
age of the dancing Siva and KAIMAL’s account of this image as an
object of victory offer evidence of the development of a new prac-
tice.”

In the Manikkavacakar (ca. 9th century CE), we find an explicit
reference to the idea of the Cidambara rahasya of the Chidambaram
Natardja: ariyané yavarkkum ambarava ambalattem periyané (‘My
majesty! No one knows your Formless Form in Ambalam - Chi-
dambaram,’ Tiruvacakam, Manikkavacakar, verse 22).22 Other uses
of this vocabulary of formlessness (ariipa) can be found in Tirumu-
lar’s Tirumantiram.? One is quoted as below.

Uruvinri yéninru uruvam punarkkum  Form, there is none; He befits all of the

karuvanri yéninru tankaru vakum forms.
aruvinri yéninra mayap piranaik Cosmic Egg, there is none; He prevails
karuvinri yavarkkum kitaonnate. over all.

(Tiru. 2840:6) Him, the elusive Lord without a Form,
Impossible for anyone to reach, with-
out His quintessence - the karu.

As this verse occurs in a chapter of the Tirumantiram entitled
Cortipa utayam, ‘Genesis of the magnificent form’ (verses 2835 to
2846), it is reasonable to assume that the conceptualisation of Siva
in the form of Cidambara rahasya was in practice from the time of
the inception of this temple between the 7th and 9th centuries CE
- the period of the Tamil saints Appar, Cuntarar and Campantar.

ture; the ripa-ariipa method of worship  the dates between the 7th and 11th cen-
is one example. turies CE of important references to

20 (Zvelebil, 1998); (Kaimal, 1999). both the dancing Siva and the Cita-

21 (Coomaraswamy, 2013), pp.132-54. mbaram site by poet saints such as
22 Cf (Narayanavélup Pillai, 1995), Tir- Manikkavacakar, Tirumilar, Nambi-
umantiram verse 886, p. 11. yantar Nambi, Ceékkilar, Appar and

23 See (Zvelebil, 1998), pp. 40—3, for Campantar. See also Tirumantiram.
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Although the dates of these texts are debatable, it cannot be denied
that the patterns of belief reflected in images of Siva had a definite
impact on the architecture and sculpture of Siva temples - mainly
on the way in which the image of dancing Siva, the sabhd and the
Ether, are manifested and conceived in parallel with their textual
representations. It may not be an overstatement to conclude that
the Tamil poet saints conceptualised Siva’s new forms in their texts
and the kings materialised them in their architectural construction.

The conceptualisation of the image of Siva in His concrete ‘bliss-
ful dancing form’ instead of the abstract form of the Linga consti-
tutes an indigenous idea that emerged exclusively from the south,
and the hymns that designate it confirm the existence of a unique
mode of worship that, as discussed earlier, is nothing else than
bhakti, and was later attributed to the indigenous worship method
of Tamil arccanai, principally determined by such processes as
Tirumurai patutal and Tiruppatiyam ceytal, praising God through the
hymns of the celebrated Tamil poets.

X1.5 TIRUPPATIYAM VINNAPPAﬁCEYTAL: A TRADITION OF
CHANTING SAIVA HYMNS IN SIVA TEMPLES OF SOUTH INDIA AND
EVIDENCE FROM STONE INSCRIPTIONS

The chanting of Saiva Tirumurai hymns in temples as part of rituals
is attested in many inscriptions from the Pallava period onwards,
confirming that a dialogue between the two contesting methods
of religious practice had occurred historically.?* Although this tra-
dition was in place from the composition of the Saiva hymns by
the sixty-three Nayanmars until recent times, references in inscrip-
tions to the establishment of permanent grants by both the Pallava
and the Cola kings indicate that the Tamils’ method of ritualisa-
tion with a community of hymnists involved the use of Tamil texts
as well as poet saints’ expression of their devotion to God. An
inscription made on behalf of Raja Rajendra Cola, for instance,
records the king’s order to assign a daily allowance of paddy to each
of forty-eight persons (pitararkal) involved in reciting the Tirup-
patiyam (Saiva hymns of the sixty-three Nayanmadrs) in the Siva temple

24 Tirumurai otutarkuriya koyil man- made to temples to chant Tirumurai

tapattukku vittanivantam ..., ‘Offerings hymns..." (SII 12.231).
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of Thanjavur, along with the two persons providing a drum accom-
paniment.

.. rajaraja tévarkku yantu irupattonpatavatu varai utaiyar Rajarajis-
varam utaiyarkkut tiruppatiyam vinnappaficeyya utaiyar rarajatévar
kututta pitararkal narpattenmarum ivarkalilé nilaiyay utukkai vacippan
oruvanum ivarkalilé kottimattalam vacippan oruvanum aka aimpatin-

marukkuppéral nicatam nellu mukkuruni ... (SII 2.65).

King Rajaraja Devar’s order in his 29th regnal year is hereby to per-
form the Tiruppatiyam to Rajardjisvaram Utaiyar. All the forty-eight
men [pitdararkal] who perform the Tiruppatiyam, as well as the one who
plays the hand drum and the one who plays the stick drum, totalling fifty
people, must be offered three quarters of the paddy.

It is unclear whether the performance of Tiruppatiyam vinnap-
paficeytal, ‘chanting of the hymns,” by a group of people called
pitararkal was meant to be the main event of the temple worship or
if it was supplementary to the principal form of ritual carried out
in Sanskrit. Yet the subsequent lines in this inscription record the
donor’s command that this custom be perpetuated down the gen-
erations, with donations issued to all who engaged in the process;
in the case of a lack of hymnists, according to the inscription,
the heir of the tradition should be forced (alittut Tiruppatiyam vin-
nappaficeyvittu) to continue. If the lineage were to end, it would be
the utmost responsibility of those who managed (niyayattare) the
ritual process to find an appropriate hymnist (yogyarayiruppar) to
maintain the tradition and dispense the donations accordingly.

Ivarkalil cettarkkum anatécam ponarkkuntalaimaru avvavarkku atutta
murai katavar annellupperrut tiruppatiyam vinnappaficeyyavum av-
vavarkku atutta murai katavar tantam yogyari allatu vitil yogyarayi-
rupparai alittut tiruppatiyam vinnappafceyvittu annellupperavum
avvavarkku atutta murai katavarinriyoliyil anta niyayattare yog-
yardyirupparaittiruppatiyam vinnappaficeyya ittu itta avane av-
vavar perumpati nellup peravum aka ippati utaiyar srirdjarajatévar

tiruvaymolintarulinapati kallil vettiyatu. (ibid.)

Among these, aside from those who are dead and those who have left the
town, subsequent generations of people who chant Tamil Saiva hymns
should be offered the aforementioned amount of paddy. In the case of a
lack of subsequent generations capable of [chanting Tamil Saiva hymns],

the people in charge should appoint those who are able to chant hymns
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and offer them the same amount of paddy. This is the writing made on

stone by the order of Udaiyar Sri Raja Raja Tevar.

The determined efforts of India’s mediaeval kings to promote
the use of Tamil religious texts can be taken as evidence of the per-
ceived authenticity of Tamil religious poems as part of the Tamils’
religious life. However, as can be seen from the following inscrip-
tion and a number of related others, the kings patronised both San-
skrit and Tamil simultaneously, and hence they became responsi-
ble for the continued coexistence of the two competing ritual prac-
tices from the medizeval period onwards. This is substantiated by
a reference in an inscription made at the order of the same king,
Rajarajatevar, on the north wall of the Tirupunturutti temple (Tan-
jore Taluk). This inscription, part of a very long Meykkirtti, ‘praise
of God,” mentions the prosperity of the two main religious groups,
Tamil and Sanskrit, along with those from diverse other regions,
such as the Kuccarar, Ariyar, Kocalar, Konikanar, Vaccirar, Kaciyar,
Conakar and Vantiyar.

Nal vetat tarumaraiyo raivvelvi yarankamutan cirappa varuntamilu
mariyamu maru camaiyat tara neriyun tiruntu manuneriyun tirampatu
talaittonkak kuccararumariyarum kocalarun konkanarum vaccirarun
kaciyaru mattararu ... rumanarufl conaka vantiyaru mutalaya virunila

mamuti vénta riraifici ninru tiraikattavum. (SII 5.459.4)

Let the four Védas prosper, with all five types of fire ritual (Velvi) in or-
der; [let] the precious Tamil along with Aryam and other religious doc-
trines such as Manu'’s prosper without fail. The kings of the Kuccarars,
Ariyars, Kocalars, Kotikanars, Vaccirars, Kaciyars, Conakars and Vantiyars,
who belong to two regions, should also achieve great prosperity and rich-

ness.

It can be inferred from this inscription that the religious rituals of
diverse doctrines were treated equally during the medizeval period,
with no contest over their relative domination or power. Therefore,
conflict between the diverse belief systems must have arisen at a
later period, especially during the post-medizeval and colonial pe-
riods.

XI.6 THE DANCE OF SIVA IN VELLIYAMPALAM - MADURAI

Lord Siva is said to have performed his magnificent dance in five dif-
ferent sacred places called ampala in Tamil country, and each one
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of these performances possesses historical relevance. One of the
chapters of Tiruvilaiyatar puranam narrates Siva’s dance in Velliyam-
palam ‘Silver hall’ in Madurai, where the Lord Siva with the name
of Somacuntarak katavul is getting married to the goddess Minaksi.
After the marriage, he invites the kings, saints, and other renowned
people in the town, for a grand dinner. These eminent people took
their holy dip in a sacred pond, worshiped the sacred Lord and got
ready for this precious dinner. Two saints among the attendees,
named Viyakkira patar and Pataficali muni, pleaded with the Lord
for a performance of his gracious dance. Accepting their request,
Somdcuntarak katavu] performed his dance in Madurai.

Siva, the matchless, with the name of Cuntara Pandiyan,
Arrived on the earth, departing from the divine world!

His intention was to stabilise the ultimate wisdom on earth.
Married to Uma, a source of light for the moon!

Wearing the Crown for the kingdom of earth,

Performed his majestic dance

for the delight of the saints!

We begin to narrate this dance of limitless joy and ecstasy.*

Married to virtuous Piratti, like a thin stake of a flower.
With an eye in his forehead the Lord Somacuntaran,
The one who rules the world,

Invites for a dinner

the kings, celestials, saints and others,

those who were at the gracious wedding.?®

All who were in the gracious wedding,

Had a dip in a sacred pond full of lotus flowers.
Performed all their services to god accordingly.

Arrived for the dinner in the court of Cuntara Pandiyan.
Saints Viyakkira patar and Pataficali

fell on the feet of the Lord,

summoned for a gracious dance,

instead of a precious dinner.?’

Accepting the request from the saints Viyakkira patar and Patancali,
the Lord Somdcuntaram prepares himself to exhibit a magnificent
dance in Madurai, a place he relates metaphorically to the top of

35 Tiruvilaiydtar puranam 456:1. 27 ibid. 456:3.
26 ibid. 456:2.
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head in his body. Ponnampalam ‘Chidambaram,” where he per-
formed his other dance earlier, according to him, is his heart. Lis-
tening to the Lord’s comparison of his body to sacred places, the
saints request him for an explanation of the other parts of his
body.?®

‘We perform that dance,

in this Velliyampalam,’ said the Lord.

‘The World is nothing but a Human Form!
Heart is the Ponnampalam (Chidambaram) and
Top of head is this Velliyampalam,’

proclaimed the Lord gracefully.

Oh! The Lord! ‘What are the other parts then?’
asked the Saints.

The Lord Says!*®

Above the waist lies the seven world!
Beneath the waist lies another seven world!
Worlds are the human body, so to say!

Exists limitless Sanctorum on this earth!

To describe them all, impossible it would be!

We explain some, listen you all!3°

Historically®* significant temples (stdna) of Siva in Tamil Nadu in-
clude the ones in Tiruvarir, in Tanjore district, Tiruvanaikkovil
in Tiruchi district, Tiruvannamalai in Salem district, Tiruccirram-
palam (Chidambaram) in South-Arcot district, Tirukkalatti in
Pudukkottai district and Kaci in Chengalput district. All these cen-
ters of Siva are united together in the form of his body. Thus, ac-
cording to the poem, Tiruvarir is the foot (milam), Tiruvanaikkovil
is assumed to be the reproductive organ (kuyyam), Tiruvannamalai
is the waist (manipurattanam), Chidambaram is the heart (itayam),
Tirukkalatti is the matchless head (Kantam) and finally Kaci is the
middle part of the two eyebrows.3? Having compared his temples

28 As each one of Siva’s temples are
related to human body parts, the hu-
man body here is nothing but the body
of the Lord Siva.
may be assumed that the Lord’s body is

In other words, it

spread in the land of Tamil country in
the form of his temples.

29 Tiruvilaiydtar puranam 457:5.

30 ibid. 458:5.

31 The temples that are described in
many literary works in Tamil are usu-
ally assumed historically as prominent
places of worship. They are also called
Patal perra talankal, ‘Sacred places that

have mentions in poems.’
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with the different part of his own body, the Lord thus prepares to
dance.

XI.7 MUSIC, OTUVAR TRADITION AND SEARCH FOR A METHOD OF
INDIGENOUS WORSHIP

Alvar texts have been passed on from generation to generation with
an emphasis on music (icai) and mime (avinayam) rather than po-
etry.®® The Tiruvaymoli and similar Tamil religious texts are regu-
larly sung in temples by otuvars. It is often believed that their style
of singing with rhythm and melody is more appealing than a simple
rendering of the texts, and better conveys the texts’ spirit than their
meaning. The idea of antati,3* denoted by a Sanskrit term describ-
ing a return from the end to the beginning, and regularly found in
Alvar poems, facilitates recitation with an zsthetic appeal.

Another relevant point to be drawn from RAMANUJAN’s work
on Tamil hymns is his account of ‘shifts’ that took place during
the bhakti period. He argues that the compositions of both the
Vaisnavas (Alvars) and the Saivas (Nayanmars) during the bhakti pe-
riod caused shifts ‘from hearing to speaking; watching to dancing; a
passive to an active mode; a religion and a poetry of the esoteric few
to a religion and a poetry of anyone who can speak ... From the sac-
rificial-fire rituals (yajfid or homa) to worship (piija).’® In addition,
the ritual methods of ‘singing of the Lord,” dancing and pija have
continued to this day in temples and other sacred places in Tamil
Nadu, keeping these changes alive; similarly, Antal Tiruppdvai ritu-
als continue to be performed with an abundance of mysticism and
devotional commitment.3¢

Whereas Agamic manuals became the basis for all of the rit-
uals conducted by Brahman priests, the Saiva textual canon, the
Tevaram, and the Vaisnava textual canon, the Prabhandams, became
the basis for the traditions of pantarams and otuvars, respectively.

32 Note that Tiruvarur, the foot, is far  the next, creating a garland of poems to

south, and Kaci, the forehead, is far- offer to the Lord.

ther north, thus his body constitutes the
whole of Tamil country.

33 (Ramanujan, 1981), p. 135.

34 All of the Tiruvdymoli poems are
sung in a such a way that the last word

of each poem becomes the first word of

35 ibid., p. 135.

35 See (Renganathan, 2014) for a de-
tailed account of the Tamil rituals per-
formed exclusively on the basis of the

Vaisnava text of the Antdl Tiruppavai.
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According to DAVIS, the Brahman priests who perform these ritu-
als claim that they have understood the Sanskrit Agamas either di-
rectly from the Agamic texts —composed either in Sanskrit or in
Tamil Grantha script— or from a long tradition of gurus.3” The same
is true of the co-existing Tamil tradition: saints’ devotional experi-
ence was originally rendered in bhakti poems, and later transmitted
orally from generation to generation by pantarams and otuvars.

Therefore, the output of the medizeval saint poets was delivered
by pantarams with a shift from composition to recitation, without
affecting the texts’ original transcendent spirit. This transforma-
tion became the foundation for the development of a new method
of worship called Tamil arccanai, as noted elsewhere. RAMASWAMY
states that this revivalism had its origin in 1920, in the then Tamil
revivalist movement called neo-Saivism, whose proponents in turn
believed that the practice of using Tamil rather than Sanskrit for di-
vine worship started during the Pallava (ca. 6th to 9th centuries CE)
and Cola (ca. 9th to 11th centuries CE) dynasties.3®

Thus, the two legitimate groups contending for religious hege-
mony, domination and power were associated with the practice
of Tamil arccanai rituals as performed by pantarams or Tamil
patuvdar and others by chanting songs from the Tamil bhakti texts
of Téevaram, Tiruvacakam and Tirumantiram; and correspondingly
the Sanskrit rituals were performed by Brahmin priests, otherwise
known as dryap pattarkal or Aryam pdatuvar and strictly following
the rules of the Agama scriptures. However, it is evident from
FULLER’s account of these two competing traditions in Tamil Nadu
that the practice of Tamil arccanai had never been successfully im-
plemented in temples in Tamil Nadu, and that the Brahman priests
continued to conduct their worship in Sanskrit, disregarding the ef-
forts of the government led by the Dravidian political party.3

A popular form of resistance to the proposal for a mode of
worship in the Tamil language came from Dakshinamoorthy Bhat-
tar, a Brahman priest who challenged the government’s orders on
the grounds that the efficacy of ritual depended on the particular
sounds of Sanskrit, and that there would be a ‘disaster’ if he ‘dared
to perform the arccanai in Tamil’.*° The focus here seems not to be
on the relative authority and power of Sanskrit and Tamil priests,

37 (Davis, 1991); (Ishimatsu, 1994). 49 (Presler, 1987), p. 117; see also
38 (Ramaswamy, 1992). (Harrison, 1960), p. 130.
39 (Fuller, 2003), p. 116.
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but solely on the hegemony of the respective languages and scrip-
tures. Accordingly, the hegemony of the literary genres of both
the bhakti tradition of the Tamils and the corresponding Agamic
tradition of the proponents of the Sanskrit language continued to
develop throughout history in terms of their religious engagement
within society.

XI1.8 COLONIAL AND POST-COLONIAL MODES OF KNOWLEDGE
PRODUCTION

The Brahmanic religious tradition probably took precedence over
the Tamil bhaktitradition in part because the British chose the Brah-
mans and their scriptures, such as Arthasdstra, as local agents in
their formation of the colonial Indian state. Eugene F. IRSCHICK
notes that this behaviour was part of a strategy for establishing a
hold on local regions and gaining political legitimacy; accordingly,
the British attempted to re-establish and repair religious centres
and temples in local areas. He further highlights an attack by the
Kallars (a non-Brahmin caste group) on the British armed forces af-
ter Colonel Heron took images from the Kallar temple in Kovilkuti
in 1755.# IRSCHICK goes on to say that the British gave Brahmans
the sole jurisdiction over handling images in temples. This clearly
suggests that the British implicitly authorised the Brahmans to per-
form their religious duties, and this authority seems to have re-
mained in place to date. Lloyd L. RUDOLPH and Susanne Hoeber
RUDOLPH also confirm that the British completely ignored local
customs and habits, depending instead heavily on Brahman pandits
to make final decisions*:

The English began with the clear intention of applying, for most pur-
poses, Indian law to Indians. Governor General Hastings in 1772 had
ordered that ‘in all suits regarding marriage, inheritance, and caste
and other religious usages and institutions [succession was added in
1781] the laws of the Koran with respect to Mohammedans, and those
of Shaster [sacred law texts] with respect to the Hindus shall be invari-

ably adhered to Pandits and Shastris [traditional specialists in the sacred

41 (Irschick, 1994), p. 20. 279—93.
4 (Rudolph & Rudolph, 1967), pp.
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texts, almost invariably Brahmans] were assigned to share responsibility

for judgments by signing the final document.’*3

The colonial method of knowledge production through the
Brahmanic approach obviously closed the door to the customs,
habits and cultures of the local bhakti tradition of the Tamils for al-
most two centuries, at least until the evolution of the neo-Saivite
movements formulated by Saiva saints such as Ramalinga Atikal
and Maraimalai Atikal in the second half of the 19th century. There-
fore, the impetus for the post-colonial mode of knowledge produc-
tion emerged with the propagation of Dravidian and Tamil nation-
alism by the neo-Saivites, followed by the Justice and Dravidian po-
litical parties.

X1.9 IMPLICIT VERSUS EXPLICIT: CONTEST OVER HEGEMONY

From the point of view of the Tamils, the explicit agents in the con-
flict over the idea of an indigenous mode of knowledge representa-
tion were the intelligibility of the ritual text and intimacy with God
in one’s own language. From the perspective of the Sanskrit tradi-
tion, these agents were the sacredness of the sounds of Sanskrit and
the authenticity of the Agamic scriptures. The implicit agent in the
conflict was the safeguarding of the indigenous Tamil bhakti tradi-
tion, which is claimed here to have lost its voice due to the domina-
tion of Sanskrit practices.

Social scientists would say that it was precisely these kinds of village and
temple contestations that had formed the basis of the previous system -
no single group could dispense with any other group. In this structure,
consensus and balance were realised through conflict; everyone knew

that there were others who would enter the contest.**

The origins of this conflict between the indigenous Tamil system
and the Brahmanic system of ritual practice can be traced back to
the medizeval period, especially between the 6th and 10th centuries
CE. Evidence can be found in the songs of Tirumiilar, a Tamil Saivite
who founded the yogic ritual system of worship in a text entitled
Tirumantiram, ‘sacred mantras,’ in the 6th century CE. Among the

43 (Derrett, 1961-2), cited in (Rudolph 4 (Irschisk, 1986), p. 23.
& Rudolph, 1967), p. 282.
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much acclaimed practices of Siva bhakti, according to the Tiruman-
tiram, was the exercise of devotion to Siva by revering Saiva saints
(non-Brahman saints), who were popularly known for their dedi-
cated and untiring performance of worship to Siva. Many legends
tell us how the practices of Siva bhakti were carried out by kings and
elite groups simply through the respectful treatment of and admira-
tion for Saiva saints. Tirumilar devotes a separate section entitled
‘Mahéévara Piija, ‘Pijd to the great Lord,’ to the significance of Siva
bhakti and the importance of admiring Saiva saints. According to
Tirumilar, making offerings to God in temples has no potential, but
making offerings to Siva bhdkta is much like offering to the divine
directly (verse 1857). The chapter goes on to say that when a Siva
bhakta consumes the food offered by a devotee, the pleasure he re-
ceives is indistinguishable from that received by any other agent in
the three worlds (verse 1858).4 This idea is very similar to the cus-
tom of annadana (offering food to the poor) performed during the
ritual of homa in Vedic culture. In the latter case, however, offer-
ings are made only to Brahmans; no others, according to custom,
are entitled to receive it.

However, Tirumilar claims that the value of an offering to one
Siva bhdkta cannot be matched - either by making offerings to 1,000
Brahmans or by building 1,000 temples (verse 1860).4” Throughout
this chapter, Tirumilar reiterates his claim that the ritual prac-
tices of Saiva devotees and Siva bhakti are far superior to the rit-
ual practices of homa (velvi) performed by the Brahmans. This
clearly indicates that the conflict over religious hegemony between
the Brahmanic and non-Brahmanic traditions had begun as early
as Tirumilar’s compositions, in the medizeval period. This con-
flict continues to date, as discussed earlier in reference to the neo-
Saivite and Dravidian movements.4

45 (Narayanavélup Pillai, 1995). 47 See (Appadurai, 1981) & (Dirks,
46 (Renganathan, 2014). See (Appa- 1987).
durai, 1981) & (Dirks, 1987). 48 gee (Ramaswami, 1992), p. 138.
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X1.10 COLA TEMPLE ARCHITECTURE AND THE EVOLUTION OF
INDIGENOUS SOUTH INDIAN TEMPLE CULTURE IN THE
PRE-COLONIAL PERIOD

South Indian historiography has always defined a power relation-
ship between temples and the imperial kingdom. Nicholas DIRKS
and Arjun APPADURAI discuss the autonomy and sovereignty of
temples in the context of pre-colonial India.* DIRKS notes that the
most significant characteristic of temple culture in pre-colonial In-
dia is that sovereignty is essentially procured in temples, where the
deity is the paradigmatic sovereign. However, this sovereignty was
re-created in colonial and post-colonial India through the estab-
lishment, as mentioned earlier, of endowment bodies such as the
Hindu Religious Endowment (later the HR&CE Department). As
explained by Franklin PRESLER, bureaucracy began to play a major
role in determining power. This section shows that unlike the role
of bureaucratic context, the earlier mode of procuring sovereignty
for a deity protected the indigenous characteristics of texts.

The polarisation of Sanskrit and Tamil rituals and priesthood
can be extended further, to the consummation of images in temples
in pre-colonial South India. The Liriga and the dancing form of Siva
represent distinct patterns of worship in Siva temples, originating
in the Sanskrit and Tamil traditions, respectively. It is claimed in
this section that this polarisation of images and their co-existence
in Siva temples of South India evolved as a consequence of Sanskri-
tisation. Turning from the few rock-cut examples of the Pallava dy-
nasty (600 to 800 CE),* to the structural temples of the Cola kings
(from 866 to 1280 CE),5' these images show an enormous scope and
are extraordinarily complex. One of the notable features of Dra-
vidian temples is the development of outlying elements such as cir-
cumambulatory paths and mandapas (halls).

After the Pallavas initiated their enterprise of building stone-
cut temples, the forms of worship and the perception of God in the
Dravidian region underwent a radical transformation with changes
in dynasties, kings and patrons. As patrons in different periods
made changes and additions to existing temples, the temples’ sym-
bolic vocabularies became ever more complex.? Tamil hymnists

4 See (Appadurai, 1981) & (Dirks, °' (Balasubramaniam, 1979); (Bar-

1987). rett, 1974), p. 17.
50 (Barrett, 1974), p. 16.
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and kings played a significant part in shaping temple architecture
and image worship during the Cola hegemony, which lasted from
approximately the 10th to the 13th centuries CE.

Despite some minor differences in their depictions of Hindu
mythology, gods and sculptures, the Hindu temples of the Cola
period generally manifest the decorative veneers of gopuras (gate-
ways), mandapas (halls), prakaras (circumambulatory paths) and
tanks. The divine space extending from the garbhagrhato the urban
space through the gateways is attributed the symbolic meaning of a
‘Temple town’ by George MICHELL.%*

XI1.11 CONCLUDING REMARKS

The influence of the Sanskrit language on the Tamil tradition and
the very frequent use of Agamic rituals in South Indian temples
made the legacy of the mediaeval bhakti poets and their poems inef-
fectual in temple worship. Not only priests but also religious scrip-
tures and their hegemony were brought into focus in Tamil nation-
alist sentiment. Soliciting support from superordinates became in-
evitable for the contending DMK, resulting in a gradual transforma-
tion of extreme superordinate-subordinate relations between the
communities into more equal ones.>® As a result of the weakening
of direct conflict with superordinates, Tamil nationalist efforts be-
gan to concentrate on the distinguishing features of the textual tra-
ditions of the past, rather than on defending their position exclu-
sively based on ritual methods in temples.

Therefore, the failure of attempts to popularise Tamil hymns in
temple rituals under the name of Tamil arccanai, as FULLER notes,
indicates the continued dominance of the colonial and pre-colo-
nial processes of Sanskritisation over the Tamilisation efforts made

52 ‘None of the present structures
in the Nataraja’s temple complex can
be dated before the later Cola pe-
riod (1070-1279 CE). The accession of
Kulottunka I to the Cola throne in 1070
CE seems to have given a new impetus
that led to the reconstruction of pre-
vious and erection of new structures

in the ancient temple site.” (Mevissen,

2002), p. 61.

53 See (Balasubrahmanyam, 1971,
1975, 1979) for the chronology of Cola
kings and their efforts to build and ren-
ovate temples.

54 (Michell, 1993), p. 13.

55 See (Rudolph & Rudolph, 1967),

P. 79.
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by poet saints. In other words, the weakening of anti-Agamic ritu-
als reflects not only the failure of Tamil nationalism, but also the
continued subalternity of Tamil priests. Therefore, the weakened
hegemony of Tamil religious intellectualism can be inferred from
the status of mediseval Tamil religious texts and from the folk cus-
toms of the ancient past. As already stated, one reason for this state
of affairs was the enormous attention paid by the state in devel-
oping Agamic schools to educate more Sanskrit priests in Agamic
texts, without any parallel effort to educate Tamil priests in Tamil
religious texts to exercise Tamil arccanai and promote the tradi-
tional methods of worship, dominated by types of bodily perfor-
mance such as divine / spiritual ‘possession.’ Therefore, although
from FOUCAULT’s standpoint, a discourse was produced by Tamil
nationalists (the subordinates), a Tamil hegemony did not evolve
due to the continued dominance of superordinates. The emergence
of Tamil nationalist sentiment but not Sanskrit nationalism posi-
tioned Tamil as subordinate and Sanskrit as superordinate, and the
formation of a new method of worship called Tamil arccanai in con-
flict with Sanskrit rituals suggested that although the Tamil reli-
gious tradition had gained power, it was still in a thoroughly weak-
ened position.
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CH. XII
ARCHITECTURAL BILINGUALISM AT WORK IN THE COLA
KINGDOM: TANJORE, GANGAIKONDACHOLAPURAM
AND EPIGRAPHICAL ROYAL EULOGIES
CHARLOTTE SCHMID

Under his orders, they took the Ganga (waters) with hundreds of golden
pots, and marched back towards his own kingdom! At that time, for
a brief moment, they acquired the nature of a ‘Bearer-of-Ganga’ (garn-

gadhara) superior to Siva himself, those kings of the earth!

Tiruvintaldir charts, st. 34 (1065)*

ABSTRACT

Both the temple of Gangaikondacholapuram and the Meykkirtti (Tamil
royal epigraphical praises) of Rajendra I are inspired by the architec-
tural, iconographic and epigraphic achievements of Rajaraja I. The royal
epigraphical eulogy not only in Tamil but also in Sanskrit underwent
a remarkable development during the reign of Rajendra I in the Tamil
country. It is all the more surprising that it has not been engraved on
the royal foundation of this king, the temple of Gangaikondacholapu-
ram. But this major monument located in the Tamil country some sixty
miles north-west of Tanjore represents an enigma in several respects. If
it is on the choice of a site that appears to us today very isolated that it

has often been questioned, it is through the enigmatic character of its

! Issued in the 3rd regnal year of Rajendra II, one of the three sons and
successors of Rajendra I, but engraved later (in the second year of Virarajen-
dra, 1065), the Tiruvintalir charts presents an epigraphical eulogy of Rajen-
dra II that speaks of his predecessors; for the text, see (Sankaranarayanan et al.,
2011), p. 152; tasyajfiaya kanakakumbhasatairggrhitam gamgam [ta]diyavisayam
prati dharayantah | Slaghyam $ivena sakutra halamuhyamanam gamgadharatvam
alabhanta batavanindral || ; trans. by the present author. In these plates, the car-
rying of the Ganges up to the South, the foundation of the city of Gangai, and the
conquest of Srivijaya by Rdjendra I, come one after the other, in a Sanskrit eulogy
that borrows from the Tamil ones, as with several other royal charts (see Tab. 1,
p. 65). They record a gift to the poet who has composed the Sanskrit part of the

Carala plates on which see p. 81, n. 49 (and thus the Kanyakumari inscription).
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epigraphy that we will approach this royal foundation. When Rajendra I
established his capital in Gangaikondacholapuram, the tradition of the
Meykkirtti was well established by his predecessor and father, Rajarajal,
whose royal foundation of Tanjore, the temple of Brhadisvara, is en-
graved with many copies of the Meykkirtti. It is also found that the Meyk-
kirtti of Rajendra I itself is so commonly engraved on the local founda-
tions of the Tamil country that it may be the most common epigraphic
text encountered in this area. Yetthe royal foundation of RajendraI con-
tains no trace of the Meykkirtti of this king.

In this paper we will expose the elements touching this epigraphic
conundrum and propose to solve it by putting back the temple and its
epigraphy in the larger ensembles that are the epigraphy of South India,

in Sanskrit and in Tamil.

XI1.1 INTRODUCTION

THIS stanza of a Sanskrit panegyric mentions the most legendary
deed of the founder of Kankaikontacolapuram (Gangaikondachola-
puram), ‘the city of the Cola who has taken the Ganges’ (Gangai),
established to the north-east of the Kaveéri delta at the beginning of
the 11th century by the ‘Cola [who is] king amongst kings,” Rajen-
dracola.? His Tamil title of Kankaikontacolapuram alludes to an ex-
ploit peculiarly famous in the South of India where sovereigns liked
to represent themselves as Siva Gangadhara, Siva ‘who bore the
Ganges [to the South].”

2 The northern campaign of Rajendra, from which his title of Kanikaikontacola-
puram came, is supposed to have ended in 1023; the foundation of Gangai is men-
tioned in the Ecalam plates, dated to 1036 (see Tab. 1, p. 65).

3 To recapitulate from the 6th century, this exploit has inspired Sanskrit royal
epigraphy, iconography and architectural realisation. The Trichy cave, where the
inscription of the Pallava king Mahendravarman I is engraved above the Kaveri,
elevated to the rank of a Ganges of the South, and framing a relief that depicts
Siva Gangadhara, is one of the first known instances of the theme. This is duly
stressed in Rajendracola’s eulogies, as in st. 35 of the Tiruvalankatu plates, where it
is said that the daughter of Kavera (Kaveri) was the first descent of the Ganges onto
the South, and then in st. 109, that Rajendracola descended on the South through
his military valour. (Brocquet, 2005), pp. 82—4, recapitulates the instances of this

theme in Sanskrit epigraphical eulogies of Rajendracola.
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In honour of Rajendracola, epigraphical royal praises have been
composed and engraved. These panegyrics were either in Tamil
or Sanskrit, written on stone or metal. According to such eulo-
gies, called, respectively, Meykkirtti (Tamil) and Prasasti (Sanskrit),
Rajendracola not only marched up to the Ganges, but conquered
a large territory that included the Srivijaya kingdom in South East
Asia. Using these texts as ‘historical introductions,’ scholars have
carefully crossed the events thus recorded with archaeological re-
mains, and most of all with the location of the stone inscriptions,
to follow a narrative in which Réajendracola plays a major role, after
his father, Rajaraja, and before Kulottunka I, in the establishment
of the glory of the Tamil country. The connoisseur of Tamil epigra-
phy who was Noburu KARASHIMA cannot but have been tempted
by this master in the use of epigraphy, Rajendracola. In one of
his latest papers, KARASHIMA (2009) scrutinised the archaeological
finds of the site of Gangai to elicit direct contacts with China during
Rajendracola’s reign; in the same book where his paper appeared,
together with Y. SUBBARAYALU, he directed attention towards Tamil
inscriptions that may clarify the links between the Cola kingdom
and the Srivijaya empire under the same rule.*

As a written tribute —a true (mey) motive of glory (kirtti)— in ho-
nour of Noburu KARASHIMA, we propose to bring to light the key
role this foundation of Gangaikondacholapuram played in the dis-
course Rajendracola addressed not only to his Tamil kingdom but
to a pan-Indian audience, and, overseas, to Southeast Asia.

XII.2 A PUZZLING LOCATION: RAJENDRACOLA'S
GANGAIKONDACHOLAPURAM

Aswith several other authors we could ponder if the Tamil Meykkirt-
tis are ‘true glory’ or not, but what can be ascertained right now is
that the temple of Gangaikondacholapuram is a gem of the Tamil
country (Fig. 1, p. 57), while the Cola dynasty is more than a matter
of pride for Tamil people. ‘Cola’is close to an affirmation of identity
in Tamil Nadu and an object of nationalist conceit. As such, the tem-
ple of Gangai can be a crowded place today. Still, most of the time
it is visited only by tourists, and even those are less numerous than
the ones who go and visit the Brhadisvara of Tanjore (Fig. 2, p. 57),

4 (Karashima, 2009), pp. 271—91.
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built by the predecessor and father of Rajendracola, Rajaraja, the
king of kings.

There seems to be an obvious reason for this poor attendance:
Gangai is today situated in the middle of nowhere, while the
Brhadisvara temple stands inside the bustling and old city of Tan-
jore (Fig. 3, p. 60). Several hypotheses have been proposed to ex-
plain the choice of what appears today a puzzlingly isolated location
for a royal temple. This was the area from where Rajendra started
to conquer the Ganges.® This was an area that allows for a better de-
fense of the kingdom and the royal foundation.® This was a neutral
area in contradistinction with the antique Tanjore, where intrigues
atthe court may have interfered with the smooth running of a king’s
rule.”

We propose focusing on the less famous but no less puzzling
enigma of the inscriptions at Gangai to solve the conundrum of the
location of the city established by Rajendra. It is our contention
that deciphering the epigraphical enigma of its famous temple may
elucidate the choice of the location of Gangai - among many other
things. In fact such decoding reveals how much the royal temples
of the Brhadisvara and Gangai were paired on the one hand, and
how the temple of Gangai was conceived as a magnificent comple-
ment to the many local foundations scattered in the Cola territory
when it was built, on the other. The temple of Gangai communi-
cates the grandeur of two most famous Cola sovereigns, Rajaraja
and Rajendracoéla, and hints at the development of Tamil identity
under their rule. Finally, it demonstrates how much epigraphy, ar-
chitecture and iconography were tied together in the fundamentally
bilingual discourse that Rajendracola addressed to an audience as
large as possible, far beyond the frontiers of ‘his own kingdom’
([ta]diyavisayam).t

5 See (Nagaswamy, 1970), p. 30; (Thyagarajan, 1994), pp. 182—4.
On this hypothesis, see (Pichard, 1994), p. 118.

~

ibid., pp. 114—15.

o=}

Tiruvintaldr charts, st. 34b.
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Figure 1: The temple of Gangaikondacholapuram, second quarter of the 11th c.

© Charlotte SCHMID.

Figure 2: The Brhadisvara of Tanjore,
end of the 10th to beginning of the 11th c.

© Charlotte SCHMID.
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XII.3 A PUZZLING EPIGRAPHY: RAJENDRACOLA'S MEYKKIRTTIS
AND GANGAI

As often in India, the fame of a site does not mean it is properly
known. To appreciate the perplexing characteristics of the surviv-
ing epigraphical corpus of the Gangai temple, we refer our reader
to the article Daud ALI devoted to the ‘epigraphical legacy of Gan-
gai.” It is not possible nowadays to locate any epigraph engraved
there under the rule of Rajendra, while several inscriptions were
written after his reign that attest that Gangai was a living site of
the Cola kingdom and kept prestige later on (Fig. 4, p. 62).2° To our
view the epigraphical corpus of Gangai appears even more baffling
when confronted with the development of Tamil epigraphy under
Rajendracola’s rule, and more specifically, with the contemporary
expansion of the genre of royal epigraphical praises in Tamil and
Sanskrit.'* Let us start with the Meykkirttis, composed in honour of
a king in metrical and ornate Tamil that contain the ‘description of
the entire true fame of a king; description of his career up to its
end.””? Such royal eulogies are part of a sentence that gives a date
to an inscription, and thus, usually intervene at the beginning of an
epigraph. To give an accurate correspondence with a date, Tamil
panegyrics were gradually enlarged in the course of the career of a
given king.

Meykkirttis have been developed under Rajaraja I, immediate
predecessor and father of Rajendra. Several examples of the latest
version of Rajaraja’s Meykkirtti were engraved on the Brhadisvara

9 (Ali, 2012).

1% Daud ALI (2012) managed to discover four unreported epigraphs in 2008 and
stressed that fourteen of the epigraphs copied between 1806 and 1818 by the team
gathered under the Colonel Mackenzie (first Surveyor General in India) cannot be
seen today (only one mentions Rajendracola, and it was too fragmentary to be sure
that it dates from the time of this king). This author states that most of the in-
scriptions found in Gangai are in fragments. Ibid. has shown that the collection of
inscriptions at this site by the Mackenzie team and the Archaeological Survey of
India are so different that it seems that they did not go to the same site.

1 On the definition, birth and development of this genre with a peculiar accent
on Rajendracola I, see (Francis & Schmid, 2010).

12 See ibid., pp. viii—ix, for translation and commentary of this passage of the
Pannirupattiyal, a grammatical (that is partly poetological) treatise contemporary

to the rise of the genre in the 11th century.
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of Tanjore, whose base is so highly engraved as to suggest that the
royal foundation was primarily conceived as a monument on which
to write (Fig. 5, p. 63). But many other examples of the Tamil praise
of Rajaraja I, including earlier and shorter versions than the ones
inscribed at Tanjore, were engraved on local foundations - these
numerous temples not founded by a Cola king but built through lo-
cal agencies in the already rather large Cola kingdom of Rajaraja I
(Fig. 6, p. 66).13 It is our contention that once the temple of Tanjore
was finished, the Meykkirttis with which the local foundations were
provided became echoes of the final version of a royal praise deliv-
ered in all its glory at the royal temple of which the Siva has been
named after the king ‘Rajarajésvaram.’ Such diffusion —and con-
centration— of glory arose at the very end of the reign of Rajaraja I,
as the Brhadis$vara took years to complete, and did not seem to be
finished before the end of Rajaraja I himself. But when this time
came, the royal temple was linked to all the local foundations where
the Meykkirtti had already been written. It became the devotional
and political apex of a devotional net that took centuries to be cre-
ated, in a territory in which a text praising the king gave to Cola’s
kingdom an unprecedented unity.*

At Gangai the situation is entirely different. Asno inscription en-
graved there during the reign of Rajendracola has ever been found,
not a single epigraphical eulogy of his can be encountered on this
monument to the glory of the ‘Cola who has taken the Ganges,” a
title first encountered at Tanjore.'> The strangeness of such a lack

13 To thoroughly define ‘local’ several pages would be necessary. We use here
this adjective to indicate a temple whose founder(s) are not affiliated with the Cola
clan and / or another dynastic lineage. See (Schmid, 2007) for a study of one of
them (at Pullamankai).

4 The building of the royal temple at Tanjore creates a net by uniting sacred
places that already had a long existence. Lack of space prevents us from saying
more about the link of the net then created with the two devotional corpora we
know were already in existence, the Tévaram and the Tivyapirapantam. These an-
thologies present their own nets with hymns gathered dedicated to the Siva / Visnu
of such and such place that link the local temples, one to the other. But we assume
it cannot be by chance that the legend attached to the anthologisation process of
the Tevaram gives the time of the king Rajaraja the main role.

15 (SII 2.20).
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of epigraphs at the time of the founder of the temple takes more re-
lief when one is aware that many more inscriptions were engraved
under Rajendracola’s rule than under Réjaraja’s. Nearly all these
epigraphs were prefaced with the Meykkirtti of Rajendracola, of
which hundreds of examples were then inscribed, in a large part
of Rajendracola’s kingdom, including sites in today’s Karnataka,
Telangana, Andhra Pradesh and Sri Lanka (Fig. 7, p. 67). By com-
parison, the Meykkirtti of Rajaraja is known over a more reduced
area. Finally, Rajendracola’s Meykkirtti was incised not only on
stone but on metal, as four copper-plates —royal charts recording
royal grants— have been found that were made during the reign of
Rajendracola, amongst which three were engraved with a Meykkirtti
of his (Fig. 8, p. 70, & Fig. 10, p. 73). By contrast, there is only one
set of copper plates engraved with a Meykkirtti of Rajaraja - and it
is found on one of these four charts of Rajendracola’s reign, the so-
called larger Leiden grant, where the association between the fa-
ther (Rajaraja) and the son (Rajendracola) is remarkable (Fig. 8).

The link with the previous reign as designed in the Leiden larger
chart is a striking characteristic of the development of epigraphy
under Rajendracola. The eulogy of Rajaraja is the core of his son’s
eulogy, the latter being but a developed version of a panegyric intro-
ducing the association with the goddesses, then the conquest of the
quarters that appeared with Rajaraja.’® Elaboration in architecture
echoes this complementarity. As has been amply demonstrated by
scholars, and still strikes visitors, the temple of Gangai is deeply in-
spired by the Brhadis$vara of Tanjore (Fig. 1, p. 57, & Fig. 2, p. 57)
- the room given to inscriptions in these two temples constitutes
their major difference. At Tanjore, the impressive epigraphical cor-
pus contains inscriptions prefaced with the Meykkirtti of Rajendra,
including one that mentions the site of Gangaikondacholapuram
- contrasting all the more with the epigraphical silence of Rajen-
dracola at Gangai.

Two temples and two Meykkirttis came one after the other in
time and space, and it is clear that Rijendracola wanted to con-
tinue a tradition illustrated by his father, in epigraphy and in ar-
chitecture. We are left with the conundrum of a royal temple so

6 The whole structure of the two praises is the same; the way epithets devoted
to the goddesses have been composed is the same, likewise the enumeration of

place names to which one or several epithets are attached, etc.
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Figure 4: Inscription at Gangai: west-northern corner (shrine), second half of the
11thc.

© Charlotte SCHMID.

much inspired by the previous royal foundations of Tamil Nadu, but
whose epigraphical ‘programme’ is so different. From the Pallava
Kailasanatha of Kaficipuram up to the Brhadisvara of Tanjore,
the previous royal temples were clearly linked with their founder
through their epigraphy.'” Gangai does not seem to be so at all.
Shall we think that this monument was left unfinished? But in-
scriptions engraved there from the reign of the successors of Rajen-
dracola as well as other documents provide evidence that the tem-
ple was in use from the time of Rajendracola himself and a place
of importance until the end of the Cola dynasty.'® In the Meykkirt-

7 The architectural realisations commissioned by the Pallava kings were en-
graved with foundation inscriptions that are different from the donative inscrip-
tions engraved at the Brhadisvara. However, the latter temple is marked by the
‘epigraphical stamp’ of the royal patron through the records of gifts prefaced with
his Meykkirtti.

18 For a list of inscriptions that can be linked to Gangai see (Thyagarajan, 1994),
pp- 179—81; for inscriptions engraved at Gangai itself (Ali, 2012). Inscriptions
dated in regnal years of Rajadhiraja I, Virarajendra, Rajendra II, Adhirajendra

mention the palace of the king in Gangai, see for instance (SII 3.20), dated the
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Figure5: Tanjore: amonumentto be written on (western direction, base, shrine),

beginning of the 11th c.

© Charlotte SCHMID.

tis of his sons and successors, Gangai is the city where the kings go
after they have proved their valour on the battle-fields.' The mys-

4th regnal year of Virarajendra (that is 1067, one year before the first inscrip-
tion written on the Gangai temple), Ins 11—12 (kenkaikkonta-cola-purattuk koyil
ullal tirumaficana-calaiyil eluntaruliy irunta utakam panniyarulin atirajaraja-
mantalattu) and p. 70, n. 32, for some of the Meykkirttis where it is mentioned;
an inscription of Kulottunka I's reign (regnal year 49, 1120), engraved at Gangai
itself also mentions several elements of the palace (SII 4.527), (ARE 1892.80). The
Kalinkattuparani says Kulottunka I was crowned in ‘Kankapuri,’ while ulds (‘proces-
sions’), hagiographic accounts of great characters touring cities while women over-
board with admiration, speak of the temple of Gangai as in use from the time of
Rajendracola until the end of the Cola dynasty. The Kulottunkacolanuld (59) evokes
a city whose riches dazzle the visitors; in the Rajardjacolanuld (79—81) numerous
elements appear, the palace of the king, the doors, the pavilions ...

19 See the Meykkirttis 2 of Virarajendra in (Cuppiramaniyam, 1983); Rajendra II
also goes back to Gangai to perform the anointment of victory after having seized
war-trophies such as women and treasures, see (SII 3.55). See English translations

in (Vijayavenugopal, 2010).
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tery deepens when we switch to the epigraphical royal praises in
Sanskrit, commonly called Prasastis.

XII1.4 PRASASTIS, RAJENDRACOLA AND GANGAI

Contrary to the Tamil Meykkirttis, the Sanskrit Prasastis, ‘songs of
fame,” are unique pieces. In the Cola kingdom from Parantaka I,
who reigns during the first half of the 10th century, Prasastis com-
posed in honour of Cola kings are found engraved on metal, in
the royal charts that are sets of copper plates imitating a manu-
script’s oblong format (Fig. 8, p. 70, & Fig. 10, p. 73).?° These sets
were originally closed by a seal imprinted on a metal circle repre-
senting the string that holds together palm-leaf manuscripts. On
the Cola rounded seals, a Sanskrit verse circles the emblems of the
three main dynasties of the Tamil country, the bow of the Ceéras,
the fishes of the Pandyas and the tiger of the Colas (Fig. 9, p. 71, &
Fig. 10). Could the message be clearer? These inscriptions are of a
bilingual type where Sanskrit flies around the symbols of the three
Tamil-speaking dynasties of the most ancient corpus of Tamil lit-
erature, the Cankam, to diffuse Tamil’s fame.* The content of the
Sanskrit verses engraved on such seals, where it is always said that
the order of the Cola king rest on the crowns of the other kings, re-
inforces the iconographic message.

The royal praises composed in metrical Sanskrit are followed by
Tamil passages recording the technical details of the gifts. These
later Tamil prose renderings of practical pieces of information
can include poetical Meykkirttis, used as a means to date what is
recorded. Four such royal charts made during Rajendra’s rule, pre-
sented in Table 1, have been found in distant places of the Tamil
country.

Prasastis come first in the charts, and the literary tradition of
Sanskrit royal eulogies, whose characteristics are different from
Meykkirttis, was well established when it appeared in the Tamil

20 An unpublished stone inscription found in the Brhadi$vara of Rajaraja is a
rare example of a Sanskrit stone inscription under Rajaraja’s rule. See (Brocquet,
1994), p. 101, for text and translation of some stanzas of this epigraph.

21 See (Ali, 2000), pp. 202—3, for an analysis of the parasol of the Cola seals, sym-

bolising the protection but also the brilliance emitted by a paramount king.
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Table 1: Four copper plates of the reign of Rajendracola

Charts Prasasti Meykkirtti
Leiden larger (after Rajaraja (after the 29th | Rajaraja I (of the 21st
1006)% year = 1014) year = 1006)

Rajendracola (after 1011)

Tiruvalankatu AR 6 Rajendracola (after the Rajendracola

(1018)% 13th year = 1024-25)

Karantai AR 8 (1020) Rajendracola Rajendracola

Ecalam AR 24 (1036) Rajaraja Rajendracola
Rajendracola

% The dates mentioned in the above table for the Leiden and the Tiruvalankatu
plates are not the only ones attached to documents whose making implied many
agents at different times, but are given as an indication of the complexity of the

manufacture of these artefacts.

country with the Pallava dynasty.?> However, three at least of
the Sanskrit eulogies of the charts made during Rajendra’s reign
—Tiruvalankatu, Karantai and Ecalam (Figures 8 & 10)— were com-
posed after the Tamil Meykkirttis of this king, and have drawn from
them. Such interaction between Tamil and Sanskrit has not yet
been explored, but it was probably rather common, and the Tiru-
vintaldr charts cited at the beginning of this paper are another ex-
ample of this practice. The dates given in the charts to the gifts they
record do not correspond to the career of the king related in these
Prasastis, while this career that can be followed year after year with
the help of Tamil Meykkirttis.?* Thus, if the date of the composition

22 For the tradition of Prasastis in Tamil Nadu, see (Brocquet, 1994 & 2005); for
the Pallava ones which inspired the Cola pieces, (Francis, 2017), pp. 323—9, 482—6,
607—16, and 676—9, where this author stresses that contrary to the Sanskrit eulo-
gies of other South Indian dynasties (Calukyas, Rastrakitas ...) the Pallava Prasastis
are always new compositions.

23 It has long been asserted, by those who published the plates of Tiruvalankatu
for instance, see V. VENKAYYA’s note in (Marshall, 1906) and KRISHNA SASTRI in
(SII 3), and stressed by the great historian K. NILAKANTA SASTRI, (Sastri, 1955),
p. 195, that these Sanskrit literary pieces were made after the Meykkirttis have been

composed, because of the complicated chronology of the facts registered in the
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Figure 6: One local temple engraved with a Meykkirtti of Rajaraja (Pullamankai,

western direction, shrine, wall), end of the 10th c.

© Charlotte SCHMID.

of the three Prasastis of Tiruvalankatu, Karantai and Ecalam, au-
thored by a same Narayana son of Samkara, is not known with pre-
cision, it is clear these texts were made after the 13th regnal year
of Rajendra as they mention the conquest of the Srivijaya kingdom
that appears from then only in Tamil stone epigraphy. The same

charts. The discovery of the Ecalam set, (Nagaswamy, 1987), confirmed it. Many
more questions can then be asked, not only about the precise date, but about the
function of such heavy, ornate, and unique artefacts disseminated in the whole

kingdom.
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Figure7: Onelocaltemple engraved with a Meykkirtti of Rajendra (Tirumankalam,

western direction, shrine, base), second quarter of the 11th c.

© Charlotte SCHMID.

three charts include a Meykkirtti of Rajendracola that is similar to
the many examples of the same text dated in various years that are
found engraved on stone in local foundations. The same Meykkirtti
is also found, in its longest version, on one ‘local’ set of copper-
plates.>*

These Sanskrit Prasastis of the charts composed by Narayana
allude to the foundation of Gangai, while the Tamil Meykkirttis of
Rajendra never mention it, a fact that is not surprising given the
rules of the latter genre. However the city appeared in the Meykkirt-
tis of Rajendra’s successors, and it seems to us that this is one
more sign that the foundation was started once the composition of
Rajendra’s Meykkirttis was over and the time for Sanskrit texts had
come.? In the three Prasastis, the establishment of a site that com-

24 The Tirukkalar set is constituted of five donations strung together, starting
with one dated in the reign of Rajendra I (AR 18), and ending with one dated to
Kulottunka IIT’s rule. When the details have been conserved, the donations do not
concern the royal family and this is why we call it a ‘local’ set, see (SII 3.207—11).

25 We know of stone Meykkirttis where ‘Kankaipur? is cited with the role of the

city to celebrate a digvijaya, see p. 62, n. 18.
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prises a tank, a city, a king’s palace and a temple for Siva is docu-
mented as follows.

In the Tiruvalankatu plates (dated the 6th and 7th regnal year,
1018-19 CE) a tank, called Colaganga, is mentioned:

Then having robbed Ranasiira of his prosperity he entered the exten-
sive dominions of Dharmapala. (And) conquering him too, this General
of the king of Sibis (i.e. of Rajendra-Chéla) reached the celestial river

(Ganga).

The dandandyaka then immediately got the most sacred waters of that
(river) carried to his master Madhurantaka by the subjugated chiefs on
the banks of that (Ganga river).2°

Then the king, having entered his own town ($. 122), and having
conquered Kataha ($. 123):

(This) lord constructed in his own dominions as a pillar of victory (a
tank) known by repute as Cholagangam which was composed of the wa-

ters of the Ganges.?”

This tank that actualises the victory of the king was located on the
site and can still be seen today (see Fig. 3, p. 60). It rooted the sa-
cred landscape of northern origin into Tamil soil. At that time, the
king still resides in the city (nagari, puri) of ‘Srimutikontacolapuri’
($. 125), whose orthography mixes Grantha script and Tamil letters
for a Sanskrit-Tamil compound (Sri, colapuri; mutikonta), ‘the holy
city of the Cola who has taken the crown.’?® To say it in other words,

26 apahrta-ranasiira-samupaducair atha nivivesa sa dha[rmma]pala-prthvi[m] |

[ta]m api vijitavan sura-srvantim agamad asau $ibi-rdja-dandanathal || vijitais
tadiyatata-bhiimi-nayakais alilantadiyam atha pavanam param | vijanayaka[ya]
mathurantakaya tat samaninayat sapadi dandanayakah || (SII 3.205), trans. (Kr-
ishna Sastri, 1920), pp. 424—5.

27 cola(m)gamgam iti khyatya pratithan nija-mandale | gamga-jalam ayan devo
jaya-stambham vyadhatta sah || (SII 3.205), trans. ibid., p. 425.

2 On the biruda ‘Mutikondacéla’ of Rajendra, applied to several buildings and
places, including the city mentioned here and a branch of the Kavéri river, see
(Sastri, 1955), p. 227, n. 173; this cannot be an earlier name for the city of Gangai
but was a name of Palaiyaru situated not far from Kumbakonam. No inscription
dated in aregnal year of Rajendra has been found there: were inscriptions (directly
or more indirectly) commissioned by Rajendra concentrated in the Brhadi$vara of

Tanjore?
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there is no trace of a ‘Kankaikontacolapuri’ in a chart whose bilin-
gual characteristics appear under several forms.

In the Karantai plates, made, theoretically, two years later (ry. 8,
1020), one verse is devoted to the descent of the Ganges up to the
south of the peninsula:

Having heard that Bhagiratha was emaciated due to the vow he has taken
to fast for the Ganges to come down to earth, this so virtuous king, that
torch of all the other kings, obliged the sovereigns leaving on its banks

to carry the river themselves on their crowns up to his kingdom.??

Nothing is said here of the destiny of this water but that it was
carried up to Rajendra’s kingdom, and the previous inscription
leads us to think it records the same process. As the author of these
two Sanskrit texts is the same, we venture that it was clear for him,
and for his readers/listeners, that he mentions something narrated
with more detail elsewhere, possibly in (an)other text(s), like the
Tiruvalankatu plates.

Finally, in the Ecalam plates, dated fourteen years later (ry. 24,
1036), the city and the temple are mentioned together with the title
of the king when the foundation of the Saiva temple is celebrated in
a city, Gangaikondacolapuri, previously established:

Rajendra, this treasure of true virtues, established in Gangaikondacola-
puri/i, [a city] that he has founded by himself an excellent palace in his
name for Mahesvara, he (this king) who is a bee for the Parijata tree that

the (Lord)’s pair of feet are.3°

The foundation of Gangai is also referred to in charts made un-
der successors of Rajendracola, like the already cited Tiruvintaltr
plates, composed some thirty years after the Ecalam charts, in 1065,
in which the Sanskrit Prasasti says Rajendracola established the city
Gangaikondacholapuram, a glorious place in the entire earth and
on the top of which celestial women dance (8. 36).3*

2 gamgavatara-niyama-vrata-karsitimgam | §rutva bhagiratham analpa-gunas
svayam sah | tat-tirvarti-nrpa-maulibhir eva tam svam | bhiimim samanayad asesa-
nrpa-pradipah | (Krishnan, 1984), p. 74, trans. by the present author.

3% rajendro vyadhita sa gangaikondacolapu[r]lyyam | sadgunanidhir atmana
krtayam tan-nama-vara-bhavanam mahesvarasya bhaktya tat[tan?]-pada-yuga-
parijata-bhrmgah || (Nagaswamy, 1987), p. 32, trans. by the present author.

3! Text (Sankaranarayanan et al., 2011), p. 152; English gloss, ibid., p. 32.
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Figure 8: ‘Leiden Larger’ Plates, plate 4a, beginning of the 11th c.

© E. FRANCIS. Courtesy of Leiden University Libraries.

These pieces of information are complemented by Tamil stone
inscriptions engraved in different sites, including the Brhadisvara
of Tanjore. One dated the 19th regnal year (1031-2) records that
Rajendracola emitted a royal order while he was in the northern
verandah of his palace of Gangaikondacholapuram (Kankaikonta-
colapuramkoyil).3* Once again the difference of treatment of these
two places in the epigraphical corpus is astonishing. Was there a
place, Tanjore, where you write, and a second one where you do
not?

According to these inscriptions of various types and dates, the
building of the temple of Gangai was one of the latest architectural
achievements at a site which may have started with a tank that has
finally given its name to the whole, formed by a tank, a city with

32 (SIT 2.20) mentions a place for studies (kalliri), a garden (dram), a sa-
cred hall (tirumadlikai) called Mutikontacolan, all situated in the koyil of Kan-
kaikontacolapuram. A saivasiddhantin priest of the temple has disciples who
came from north, centre and Gaudadesa. See also (SII 3.20), dated to the 4th
year of Virarajendra (one year before the first inscription engraved at Gangai
(Ins 11—12 kenkaikkonta-cola-purattuk koyil ullal tirumaficana-calaiyil eluntaruliy
irunta utakam panniyarulin atirajaraja-mantalattu ...); this inscription is the only
one where the king was the donee but is part of a whole composed of epigraphs
dated to the reign of Rajendra I engraved on the south wall of the Brhadisvara, (SII
2.9—19), in continuity with what was first recorded during the reign of Rajaraja
(donees and donations). For inscriptions that mention the site dated in the regnal
years of Rajadhiraja I, Virarajendra, Rajendra II, Adhirajendra and Kuldttunka I
(AR 49, 1120, (SII 4.527) [ARE 1892.80], where stairs and a stepped building or a
pavilion are cited), see (Thyagarajan, 1994), pp. 179—81.
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Figure 9: Seal of the Ecalam Plates, 1036

Diameter, 13.5cm. After: (Nagaswamy, 1987), ph. 17. © 1987 Ecole francaise
d’Extréme-Orient & R. NAGASWAMY. Courtesy of Tamil Nadu State Archaeologi-

cal Department & Ecole francaise d’Extréme-Orient.

a king’s palace and a temple.3 The god who inhabits the temple is
the lord of the city of the Cola who has taken the Ganges. Does such
chronology explain the relation between the epigraphical corpora
of the two kings, Rajardja and his son Réjendra, like the relation
between the inscriptions of their two temples? In the royal charts,
the relation between father and son is an enduring one, so that the
earliest plates composed in the reign of Rajendra (Leiden plates,
Fig. 8, p. 70) and the last ones (Ecalam plates, Fig. 10, p. 73) include

33 For this name see p. 69, n. 30; it also appears in the long inscription engraved
on the basis of the temple of Gangai, dated to the reign of Virarajendra, the 3rd
of the successors of Rajendra I, (SII 4.529), Ins 19, 23 ...; this is the first known
inscription engraved on the building; it presents a retrospective of an order given
previously by Rajendra I to relocate resources in Gangai; for precise details see

(Ali, 2012).
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Prasastis in honour of Rajaraja. The Leiden plates even contain one
example of the latest version of the Meykkirtti of Rajaraja.

It will appear that the relation between the two kings throws
light on the foundation of Gangai, as a key element of a national-
ist bilingualism, especially visible through the treatment given in
Tamil or in Sanskrit to a major element of the Tamil Meykkirtti of
Rajendra, the conquest of the Southeastern kingdom of Srivijaya.

XII1.5 THE CONQUEST OF THE SOUTHEASTERN KINGDOM OF
SRIVIJAYA AS A MOTIF IN COLA EULOGIES

To consider the conquest of the Southeastern kingdom of Srivijaya
in the Meykkirtti of Rajendra a few preliminary remarks are nec-
essary. First, a naval expedition of the Cola army that reached
Srivijaya’s kingdom is commonly examined from one inscription
only, one of those commissioned by Rajendra to be engraved at the
Brhadisvara of Tanjore. But this is only one among the many in-
scriptions prefaced by the Meykkirtti of this king3¢; there are nu-
merous similar engraved texts (see Fig. 7, p. 67). What is called
‘the’ Meykkirtti of Rajendra is written on many monuments, most
of them being local foundations that were not directly linked to any
royal patronage. Second, this Meykkirtti of Rajendra can be consid-
ered as a textual source, or as an archaological document, and each
example participates in the same ambiguous nature. Third, the
fame of the Brhadisvara plays a role in the dominance of the copies
of Rajendra’s Meykkirtti engraved at Tanjore over other epigraphs
prefaced by the same text, distributed all over the Cola kingdom.
Such dominance may appear as a product of historiography be-
cause the inscriptions of the Brhadisvara (Fig. 5, p. 63) were among
the first Tamil epigraphs to have attracted the attention of schol-
ars; these Tamil epigraphs were the first to be edited and translated.
However, we would suggest this is also a result of a conscious work
led by the Cola kings themselves, with the royal Brhadisvara being
backed in a certain sense by the local temples which inspired it.

34 See (Kulke, 2009), pp. xiv—xv. ‘[...] the conundrum of the naval expedition of
the Cholas has been and is still caused primarily by the scarcity of archaeological
and literary sources. In fact, details of the expedition are known only from a single
source, viz. the often quoted and, in this volume, also frequently referred to Tamil

Prasasti (here used in the sense of eulogy) of Rijendra’s inscriptions.’
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Once the Meykkirtti of Rajaraja has been written on his temple, it
became a model for future generations, including the scholars of
the 19th and 20th century, and has thus eclipsed the work done pre-
viously in the local temples during the Cola period.

Figure 10: The Ecalam Plates, 1036

After: (Nagaswamy, 1987), ph. 16. © 1987 Ecole francaise d’Extréme-Orient &
R. NAGASWAMY. Courtesy of Tamil Nadu State Archaeological Department & Ecole

francaise d’Extréme-Orient.

Fourth, if it is true that the details like trophies, battles, place-
names, etc. of what may have been one more raid onto the Malay
peninsula are enumerated in this long version of the Meykkirtti
of Rajendra engraved at Tanjore, among other sites, the conquest
of the Srivijaya’s kingdom is also mentioned in much less studied
passages of the Sanskrit epigraphical eulogies and in little-known
shorter versions of Rajendra’s Meykkirtti. To confront these three
types of documents allows one to better understand the relations
between Srivijaya and the Céla kingdom. It also illustrates the bilin-
gualism at work in the Cola royal discourse and the complementary
nature of the two sites of Tanjore and Gangai. These are three major
issues whose interweaving is largely overlooked.

In the Meykkirtti of Rajendra, composed from the 13th regnal
year of the king and repeated from one inscription to the other,
from stone to metal and metal to stone, thirteen place names that
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belong to Srivijaya are enumerated.3 Shorter versions of this pan-
egyric are also found. Written only after this crucial 13th year, they
show that, from then, the conquest of the South Asian ‘Kitaram’ was
as critical in the Tamil praise as the takeover of the Ganges:

In the 23rd regnal year of $ri Rajéndracola, the Lord known as a lion
for his enemies, the one who has taken the Purvadesa, the Ganga and

Kitaram ...3°

Such praises in which the most significant events of the reign are
brought together have been found as far away as Sri Lanka.3” They
recapitulate the extensive Meykkirtti divided along with three cam-
paigns, modeled after a classical digvijaya, the conquest of the quar-
ters by an Indian king who goes to the eastern direction. The South
Indian Réjendra starts from the west, the Deccan (purvatécam,
a Tamil transliteration of piirvadeésa), moves ahead to the north
(kankai), and then proceeds to the east, to Kedah (kitaram), whose
conquest appears as the jewel on his crown. Réjendra’s military
career stopped hereafter and the Meykkirtti, which has been regu-
larly enlarged from the 3rd up to this 13th regnal year, is no longer
modified after what is said to be a conquest (konta, ‘has taken’)
of ‘Kitaram.’ The tale itself of this invasion is carefully organised.
Kadaram / Kitaram is the leading catch. It starts and ends the
twenty-lined narrative:

... having dispatched many ships in the midst of the rolling sea and
having caught Samgramavijayottungavarman, the king of Kadaram
(In. 47) ...

And Kadaram, of fierce strength which was protected by the neighbor-

ing sea (In. 67) ...3

35 See “The Meykkirtti of Rajendracola I, extract”, p. 93, where Srivijaya’s place-
names have been underlined in the relevant passage given after (Cuppiramaniyam,
1983).

36 (SII 17.310), p. 134. svasti $ri/prvatécamum kankaiyum kitaramum konta

Trans. by the present author.

37 This contracted form is found, for instance, at the beginning of the stela of
the guild of the ‘Five thousand’ at Ataragala, see (Pathmanathan, 2010).

38 See “The Meykkirtti of Rajendracéla I, extract”, p. 93, for the text; trans. here
by the present author.
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The first mention of Kitaram spans several lines, in contrast with
the other places, to which only one line is devoted. In between these
two mentions of Kedah, many other places, including ‘Vijaya,” are
enumerated, accompanied by epic formulas often linked with the
water close to which these city-states were settled. Comparing the
Tamil narrative with what is said in the Sanskrit Prasastis underlines
the strongly marked literary nature of these texts.

The victory over Kadaram is mentioned in the three Prasastis of
the poet Narayana (Tiruvalankatu, Karantai, Ecalam) butin half of a
verse only, where only Kataha / Kadaha, the ‘Kadaram / kitaramum’
of the Meykkirttis, makes an appearance.®® No other Southeast Asian
place has been mentioned in these Sanskrit poems.

Here is what is said in the Tiruvalankatu plates:

When he has vanquished Kataha thanks to his exalted troops who had

crossed the wavy sea,
He governed the whole land for a long time, while all the kings bow in

front of him.4°

Another allusion to this conquest can be detected in its st. 101, with
the help of the Karantai plates where it is said:

That the fire of his power violently consumed the descendants of Taila

(an oil puddle), that is not a surprise.

39 Tt is not mentioned in the first known plates, the Leiden plates, where the
renewal is made of a gift made in a coastal site of the Tamil country by a king of
Srivijaya to a Buddhist establishment during Rajaraja’s rule. These plates include
a Meykkirtti of Rajaraja, corresponding to the time of the original gift. They say
they were engraved at the initiative of the Srivijaya king, successor of his father,
as Rajendra was the successor of Rajaraja. The two sons, of the Srivijaya king and
the Tamil king, renew the donation of their fathers at the beginning of the reign
of Rajendra, before, it can be surmised, the raid on Kedah, which thus would have
intervened between the 6th and the 13th regnal year. Did it come from Bengal,
after the ‘conquest’ of the Ganges?

40 avajitya kataham unnatair nija-dandair abhilamghitarnavaih | sakalam avanin
natakhila-ksitipo raksitavan ayafi ciram || (SII 3.205), trans. (Krishna Sastri, 1920),

p- 427.
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But this other fact is really astonishing: that after having crossed the

ocean, he burned Kadaha!4

Here it appears that the poet used a formula already employed in
the Tiruvalankatu plates but in connection there with the victory
over the Calukya:

It may be no wonder that the fire of his anger burstinto a flame as it came
into contact with the descendant of Taila. This (more) strange that it con-

sumed the enemy-fuel, having crossed the great waters of the ocean.*

Finally, in the Ecalam plates, the conquest of Srivijaya is attrib-
uted to Rajaraja and not to Rajendra, in a verse that converts the
Tamil Meykkirtti of Rajaraja into Sanskrit, but with the addition of
the Srivijaya kingdom to the Tamil list of this king’s conquests (un-
derlined in this translation):

Arumolivarmanl...] conquered the Gangas, Vangas, Kalingas, Magadhas,
Malavas, Simhalas, Andhras, Rattas, Oddas, Katahas, Keralas, Gaudas,

and Pandyas.*

In the Meykkirttis of Rajaraja engraved on stone (Fig. 5, p. 63, &
Fig. 6, p. 66), Gangas, Vangas, Kalingas, Simhalas, and Rattas are
dynastic names that come one after the other* to designate the dy-
nasties thus subdued. However, Kitaram, a place name in the Tamil
records, has been shaped in Sanskrit after the model of geograph-
ical areas that provide a name for those who inhabit them (people
from Magadha are the Magadhas and so on). The name of the city-
state became the name given to those of Kataha (katdhdn). This

4 tat-pratapa-dahano’dahad uccais | taila-santatim itidam acitram | citram anyad

atilamghya samudran | dagdhavan yad uta sadhu kadaham || Trans. (Krishnan,
1984), p. 200.

42 tailasya santatim avapya tadiya-kopa- | vahnis samujjvalitavan iti naiva citram |
citran tu idam bhavati sarva-samudra-variny | ullamghya yan niradahad dvisad-
indhanani || (SII 3.205), trans. (Krishna Sastri, 1920), p. 423.

43 This stanza is very similar to the st. 27 of the Karantai plates which is also a
translation into Sanskrit of elements found in the Meykkirttis of Rajaraja and Rajen-
dracola.

4 venkai natum kanka patiyum | nulampa patiyum tatikai patiyum | kutamalai
natum kollamum kalinkamum | murattolil cinkalar ilaman talamum | iratta pati
élarai ilakkamum | munnirp palantivu pannira yiramum | tintiral venrit tantar

kontatan |
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plural betrays the cobbling-together that has presided at the cre-
ation of this new Sanskrit version of a eulogy for the deceased king
and indicates that a whole area with its inhabitants has been con-
quered. In the Tamil eulogies, the name of a king is given, but notin
Sanskrit. The vagueness of the Sanskrit record confers on the sub-
jugation of the Malay Peninsula a timelessness, or rather, an antiqg-
uity of a certain kind by rooting it into a past - that is nonetheless
presented very differently in the Leiden plates, the first plates made
under Rijendra. Far from telling of a conquest, the Leiden charts
record the renewal of an alliance between Rajaraja and the king of
Srivijaya.

The difference of the treatment of the conquest of Srivijaya in
Tamil and in Sanskrit, but also inside the Sanskrit corpus of the
royal epigraphical eulogies, highlights the reworking of the past.
The use of Tamil texts in the Sanskrit praise of Rajaraja engraved
at the beginning of the Ecalam plates, when the rule of his son Ra-
jendra came to one end, points towards the same. Such rewriting
—or writing, because what is here in question is a certain concep-
tion of History, different from the heavily westernised idea of what
is History with which we work today— was common indeed in the
royal eulogies, but its dimension is difficult to evaluate in the state
of the documentation and research. Still, we can say that it may
prove more important than expected regarding the conquest of the
South Asian kingdom, and the foundation of the city and temple of
Gangai.

XII1.6 SANSKRIT, GANGAI AND KITARAM

If we take into account the chronology of the making of the cor-
pus of royal eulogies as a whole, including both Tamil and Sanskrit
texts, during the first part of the reign of Rajendra an alliance be-
tween the two kingdoms of the Colas and of Srivijaya, started under
Rajaraja’s rule, was continued (Leiden plates, Sanskrit). Then Srivi-
jaya was brought under the control of Rajendra (Tamil Meykkirttis).
Recorded from the 13th year of this king’s reign, engraved every-
where in the Cola kingdom, on stone and copper, in unilingual and
bilingual inscriptions, in longer or shorter versions, the Tamil ac-
count inspired the Sanskrit Prasastis of three copper-plates made af-
ter the 13th regnal year of Rajendra - even if two of them are dated
in Tamil of the 6th and the 8th regnal year.
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Figure 11: The populated southern fagade of the Gangai temple, second quarter
of the 11th c.

© Charlotte SCHMID.

This historical sketch seems confirmed by archeology at the
place of origin of the Leiden plates, Nagapattinam (Nakapattinam).
Vestiges of the Buddhist establishment mentioned in the plates sur-
vived on this coastal settlement, where many Buddhist bronzes
dated between the 11th and 13th centuries have been unearthed
(as well as stone artefacts). But it is no less remarkable, even if
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Figure 12: The populated western facade of the Gangai temple (shrine)

© Charlotte SCHMID.

commonly unnoticed, that inscriptions recording gifts of the Sri-
vijaya king’s agent (Srivisaiyattaraiyarkanmi) to a local Siva (tiruk-
karonamutaiyamahddevar) have been engraved in Tamil at Nagapat-
tinam. These records are dated of the beginning of Rajendracola’s
reign (3rd and 7th regnal year), that is, at a time when the alliance
between Cola and Srivijaya sanctioned by the Leiden plates may
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have been in force.*> At least the dates to which the Leiden plates
have been assigned correspond with this period of time to which
the Tamil inscriptions refer.

N. KARASHIMA and Y. SUBBARAYALU published the text and
translation of the Tamil inscriptions already noticed in the fifties.*
Not only under the impulse of the Cola kings, but also under the
authority of the Srivijaya one, Tamil and / or Sanskrit were used to
record the circumstances and the donee of a gift. Tamil emerges as
an option in an international dialogue between gods and their devo-
tees, usually considered as having to be expressed in Sanskrit, as it
is in the Prasasti of the Leiden plates that states this chart has been
commissioned by the king of Srivijaya* : Buddha speaks Sanskrit
but Siva speaks Tamil.

So often mentioned through the hundreds of engraved Meykkirt-
tis of Rajendracoéla I, and elaborated in the two retroactive Sanskrit
Prasastis of Tiruvalankatu and Karantai, Srivijaya’s conquest is fi-
nally attributed to Rajaraja in the last known copper plates issued
during Rajendracola’s reign (Ecalam). But thisis not our last chance
to meet with the conquest of Srivijaya in Meykkirttis or Prasastis,
as it is also one element of the epigraphical eulogies of the third
of the sons and successors of Rajendracola, Virarajendracéla. In
Virarajendracola’s eulogies the conquest of Kadaram is attributed
to Rajendracola or to Virardjendracola, and this, sometimes in a
same artefact; the idea may be to record several campaigns on Srivi-
jaya, butitis striking that only the name of ‘Kidaram’ remains, while
the numerous place-names that have emerged with the long version

4 (ARE 1956-7), nos 161, 164 & 166. These record donations of a gateway, of
jewels like ruby and emerald ... These are very similar to the war-trophies taken in
the Srivijaya kingdom according to the Meykkirtti of Rajendracéla.

46 (Karashima & Subbarayalu, 2009), pp. 275—8.

47 Even if it is said that the edict has been made ‘at the direction of that lord of
Kataha’ (v. 43), it is clearly stated that in the plates the engravers (who are different
from the scribes) are from Kaficipuram (and several of them are also responsible
for the engravings of the other plates); the names of those contributing to the plates
are Tamil. The passage in Sanskrit prose (Ins 73—86) inside the Sanskrit metrical
Prasasti may mark the insertion of a text more directly commissioned for the king
of Srivijaya. The prose is dedicated to the genealogy and feats of this king, while
records that concern Tamil kings are composed in verse. The making of the whole

artefact seems, anyway, to have been peculiarly complex.
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of the Meykkirtti of Rajendracola have disappeared. In the Tiru-
vintalar plates, issued in the 2nd regnal year of Virarajendracola
(1065), the Sanskrit part mentions the conquest of Kataha by Rajen-
dracola (st. 37); the Sanskrit part of the bilingual stone inscrip-
tion of Kanyakumari, dated of the 7th regnal year of Virarajen-
dracola (1069), says the same,*® while the corresponding Tamil part
of the same inscription, where there is an abbreviated version of
Virarajendracola’s eulogy, does not say a word on Katdha. In some
of the other known Tamil Meykkirttis of Virarajendracola engraved
on stone, and also on the metal of one set of copper-plates (the
Carala copper-plates), the conquest of Katdha does make its appear-
ance - to be attributed to Virarajendracola.*

Thus, in this cluster of inscriptions, commissioned or inspired
by the career of Rajaraja, Rajendracola and Virarajendracola, the
conquest of Srivijaya appears as a literary element from which vari-
ants were used by the poets composing royal praises in Tamil or in
Sanskrit in the Tamil land, and this, from what can be called the
second period of the reign of Rajendracoéla, when this king was no
longer acting as a conqueror.>° This poetic usage of ‘facts’ leads us
to question their historicity, in stressing the part played by inter-
textuality of Tamil and Sanskrit in Rajendracoéla’s kingdom. Gangai
comes to the forefront then.

4 st. 72: In. 364 ... || ullamghit-ambu(365)dhibhir u[ddha]ta-bahu-viryair
nirddhita-(366)[vairi]-nara-natha-[bala]-prapaficai-(367)s sai[nyaih:*] kataham
adalha]yam anyai rajendra-(368) colanrpa[teh] kim asadhyam asya || ‘He made
his powerful army, which uprooted several hostile kings, cross the sea and set
fire to Kataha, which it was not possible for other kings to conquer. What act was
impossible for this monarch Rajéndra-Chola?’ (EI 18.4), p. 54.

49 For a stone unilingual inscription see (SII 3.84) for instance, and (EI 25.25) for
the Carala plates, bilingual, on metal (dated of 1069); the text is very similar to the
one of the Kanyakumari inscription, given p. 75, n. 40.

50 Tt is probable that once his digvijaya has been completed, Rajendra delegated
the military campaigns to his three sons, see N. SASTRI, (Sastri, 1955), pp. 221—5.
The conquest also appears in texts composed in the 12th century in honour of
Vikramacola and his successor Kulottunkacola I (Kalinkattuparani, In. 25; Vikki-

ramacélanula, Ins 34—6; Kulottunkacolanuld, Ins 49—50).
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Figure13: The destroyer of the three cities, Brhadisvara of Tanjore (western wall,

shrine), beginning of the 11th c.

© Charlotte SCHMID.
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XI1.7 THE BILINGUALISM OF TANJORE AND GANGAI: TAMIL,
SANSKRIT

The first part of Rajendracola’s reign is said to be the one of a war-
ring lord. Whether he conquered territories one after the other, or
not, his Tamil eulogy depicts him in this role; there is no Tamil
account of the second part of the reign, while Rajendracola was
busy founding Gangai and patronising Sanskrit: the evolution of
the Tamil praise stops with the end of the conquests. Borrowing
from the Tamil praises, the Sanskrit panegyrics made thereafter, in
a second part of Rajjendracola’s rule, are one substantial addition to
the debate of Sanskrit as a starting point for the development of re-
gional literatures. In the Tamil country where a strong and ancient
literary tradition was already developed when Sanskrit came into
use, the relation between Tamil and Sanskrit eulogies composed
from Rajendracoéla’s time provides an alternative perspective, by
pointing out the role of ‘vernaculars’ as inspiration for Sanskrit lit-
erature.

But the use of Sanskrit during the reign of Rajendracola was in-
troduced in connection with a southeastern kingdom, whose kings
made gifts to a Buddhist monastery established on the Cola terri-
tory, before, if we follow the Leiden plates and archeeological data,
any conquest has been undertaken. Sanskrit appears then as the
language common to the kings of Srivijaya and the Tamil land, as
a language suitable for subcontinental communication, as well as
overseas messages, in a cosmopolitan koine as described by S. POL-
LOCK. Kings of Srivijaya and of the Cola kingdom chose Sanskrit for
their agreements to be publicly recorded. Atthe same time, the gifts
of the agent of the Srivijaya king to a local Hindu deity are recorded
in Tamil - but on inscriptions whose local character is guaranteed
by the stone on which they were written. The question is not only
to manifest his devotion but to deliver a public royal discourse, ad-
dressed to kings as well as to deities. In the Tamil country, the ‘lan-
guage for the gods,’ to transform the title given by POLLOCK to his
book, is Tamil as well as Sanskrit, but the one of an international
board of kings is Sanskrit.>

51 (Pollock, 2006).



84 ARCHITECTURAL BILINGUALISM IN THE COLA KINGDOM

Figure 14: The Brahma of the northern fagade of the temple at Gangai, beginning
of the 11th c.?

© Charlotte SCHMID.
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This Sanskrit is also the language in which the establishment of
the Gangaikondacholapuram tank, city and temple, located to the
north-western direction of Tanjore, is recorded. Would the foun-
dation of Gangai be linked to a message to be delivered beyond the
frontiers of a Tamil kingdom? Today the temple can still be seen
from far away, more specifically in the north and western direc-
tion, as it was when it was built by the natural challengers of Rajen-
dracola on the Indian subcontinent like the Rattas, Calukyas, Odas
kings mentioned in the eulogies, but most of all by the ones situ-
ated on the west (piirvadesa) and north (karnkai) of Tanjore, where
the first foundations of the imperial Colas stand.

In fact, in our view, the location of the Gangai foundation is ex-
plained by the epigraphical records. Its concrete presence corre-
sponds indeed with the structure of the Tamil Meykkirttis, a con-
quest of west, north and south-east, once it is placed in the ar-
chitectural, epigraphical and iconographical context of its time.
While the Brhadi$vara of Tanjore, covered with Tamil epigraphs,
performs inside the Tamil kingdom, the Gangai settlement and its
temple were conceived to operate within a larger, cosmopolitan
koine, right in the middle of these three directions towards which
the son of Rajaradja acted as a conqueror if you start from Tan-
jore. The chronological and literary relations between Sanskrit and
Tamil royal eulogies of Rajarajal and Rajendralindicate how much
the roles of texts composed in this or that language were different.
Tamil panegyrics root the king’s rule in his territory, Sanskrit pane-
gyrics were a message for the kings of the other dynasties. Tanjore
is the Tamil section of a two part, bilingual structure, where Gangai
constitutes the second, Sanskrit, part. The foundation of Gangai
is mentioned in the Sanskrit messages; there are reasons to think
that this city and its temple were not engraved with Tamil during
the rule of its founder because they were likewise associated with a
message to be delivered beyond the frontiers of a Tamil kingdom.

Gangai's temple is one evidence of a larger architectural and
ideological project conceived within the net already created by the
Tanjore temple of Rajaraja and the local foundations, active and ac-
tively built when the temple of Gangai was erected.

52 We do not think that the construction of the royal temples at Tanjore and Gan-
gai caused a substantial slowdown of building activities for the local temples. The

volume of material for these two royal foundations is approximately equivalent to



86 ARCHITECTURAL BILINGUALISM IN THE COLA KINGDOM

XI1.8 THE ICONOGRAPHY OF THE GANGAI TEMPLE, A TAMIL
MESSAGE TO AN INDIC AUDIENCE

The variety of deities and figures at the Gangai temple seems to defy
any principles of iconographical organisation. Is this a kind of cat-
alogue of the existing iconography of Hindu deities of the time and
space ruled by Rajendracola I?%3 There are indeed many more sculp-
tures carved at this temple than at any earlier temple in the Kavéri
region. In our view, such diversity was planned for this grand tem-
ple so that it would appear to be alocal foundation, on a larger scale.
The recesses of the facades of the Gangai temple are endowed with
the same deities as the village temple; the main icons that adorn
their exterior walls are the same as those from the smaller village
shrines to the larger Gangai temple (Fig. 11, p. 78, & Fig. 12, p. 79).5*
On the southern exterior wall, starting from the east, we encounter
Ganesa, Daksinamiirti, and a dancing Siva (Fig. 11) - exactly the
same deities represented on the southern facades of local foun-
dations, where similarly Ganesa is placed on the mandapa, while
Daksinamiirti occupies the central niche of the shrine.5 On the
west (or rear of the temple) the composition of Gangai is structured
by a central Visnu (Fig. 12), and entails one lingodbhava, a structural
organisation and two representations which are more than com-
mon on the local temples at the end of the 10th and beginning of
the 11th century; a Brahma (Fig. 14, p. 84) and a goddess appear on
the northern exterior wall, as they do in a nearly all village temples
(see a Brahma from a local temple in Fig. 15, p. 88), and this from
the 9th century.

one of forty village temples, and this is also about the number that can be thought
to have been built in the period when those two royal foundations were erected.
L. ORR stresses how little impact the royal foundations had for the local founda-
tions and contests the archetypal status given to these impressive buildings. We
totally agree with such a view as we hope to demonstrate these royal temples were
modeled after the local foundations. (Orr, 2007), pp. 92—7.

53 See (L’Hernault, 1994), pp. 127—8, for whom it is impossible to discern any
principle in the choice and placement of the images and who considers the com-
parison between Tanjore and Gangai ‘perplexing.’

54 See the schemes given in ibid., p. 125.

55 (Schmid, 2011), pp. 249—72, presents a more developed analysis of the way

village temples have inspired Royal foundations.



CHARLOTTE SCHMID 87

By contrast, the choice of the figures and their positioning are
different from the carvings that adorn the Brhadis$vara where a
large proportion of the sculpture (and painting) is devoted to Siva
Tripurantaka (Fig. 13, p. 82). This representation of Siva as the one
who fights against the demons of the three cities makes the latter
temple radically distinct from the village foundations made before
it or at the same time, on which the destroyer of the three cities very
rarely stands.*®

The development of the narrative carvings that take place
around the niches of the external walls at Gangai is another original
feature in comparison with Tanjore, but one more influence to have
been taken from local foundations, where this type of representa-
tion was first used more than fifty years before Gangai started to be
made.* The iconographic configuration of Gangai empowers the lo-
cal foundations’ icons with a royal dimension, projecting them in a
more impressive scale, as Gangai carvings are about three times the
dimensions of the village images, and on a much larger territory -
towards the quarters that have been conquered by the king.

56 See (Pichard, 1994), fig. 36, p. 134, for a scheme of the deities represented on
the exterior wall at Tanjore on the first level where Tripurantaka is not yet dom-
inant, contrary to the storeys of the sanctuary tower. These deities have to be
compared with Gangai to see the difference between the two temples: they are
exclusively Siva-oriented in contrast with Gangai where the shrine is structured
by a Trimarti scheme that has been developed in Tamil Nadu from the end of the
Pallava period, see (Schmid, 2011), pp. 115—23. Such a Siva-oriented scheme is typ-
ical of the Southern bank of the Kavéri: it can be seen as one feature of a regional
style developed in connection with an Irukkuvé] patronage as has been demon-
strated by (Kaimal, 2003).

57 The narrative so present in Gangai is one more iconographic feature to put to
the credit of the local foundations. In addition to the figures common in niche-
sculptures of that time others made their appearance there, inspired by the small-
sized narrative panels that were included on the bases of earlier temples, such as
Siva reducing the god of love to ashes or binding a garland around the head of
Candes$a on the northern and north-eastern walls. Moreover, a greater volume of
relief sculpture adorns the temple in between the niches and at their feet, allowing
‘secondary’ characters to emerge, such as Karaikkal Ammayar playing music just

below the dancing Siva.
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Figure 15: A Brahma that follows a typically southern iconography (Puficai, end
of the 10th to beginning of the 11th c.)

© Charlotte SCHMID.
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This projecting aspect of the Gangai temple is emphasised by the
figures of the deities symbolising space directions that are repre-
sented on the first storey of the sanctum tower. If the iconographic
structure of the tower follows a scheme similar to the ground level
—with Daksinamirti on the south, a lingodbhava on the west, and a
Brahma on the north— those deities are now accompanied with the
deities of the orients. The latter express a spatial ambition that has
not been recorded in the same way at the Tanjore temple, while it
is found on some of the village temples.®

To summarise, the Gangai temple is a village temple that ex-
pands in space. It grows in width, length and height. It also goes
further, as demonstrated by the specificities of the Brahma of the
northern facade of the temple (Fig. 14, p. 84).

For a long time this representation of a bearded Brahma has
been noticed as unusual in a Tamil country where Brahma is com-
monly represented as a beautiful, unbearded, youth. The bristly
sage of Gangai follows what has then become the central and north-
ern iconographic tradition to represent Brahma, ascetic and grand-
father, thus bearded, in contradistinction with the Tanjore temple,
whereas ‘young’ Brahma follows the typically southern iconogra-
phy encountered in the local temples (Fig. 15, p. 88). It seems to
us that the ‘northern’ Brahma of Gangai occupies his usual position
in a Tamil temple to translate the iconography practiced in Tamil
foundations into an iconographical language accessible to a pan-
Indian audience. The division of iconographical schemes between
the two royal foundations of Tanjore and Gangai, one oriented to-
wards the Tamil country, the other taking into account models out-
side of that area, strengthens the division between a Tamil engraved
temple and one which is not. In addition, it has to be underlined
that the numerous Tripurantakas of Tanjore have been carved ac-
cording to an iconography that is not found outside the Tamil coun-
try (Fig. 13, p. 82).% On the one hand, a temple of a unique, repeated

58 It seems possible that this category of deities were positioned in some of the
subshrines incorporated in the enclosure wall at Tanjore, but the disappearance of
the images precludes a firm identification: see (Pichard, 1995), p. 106. The space
directions deities are regularly found on the first storey of the sanctum towers of
the local foundations.

59 The Tripurantakas of Tanjore are of an iconography similar to a representa-

tion of Rama with a bow. It would be impossible to distinguish one from the other
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and Tamilised iconography, Tanjore, on the other, deities organised
in the Tamil way and including a northern iconography to be lo-
cated on the northern direction, Gangai.®

Such iconographic partition reminds us of the division at work
in the royal copper-plates between Sanskrit and Tamil. It leads us
to propose that the temple of Tanjore is an illustration of the power
of the King destined to the Tamil country itself, while the temple
of Gangai was conceived to be an illustration of the power of the
king destined to the other dynasties. As such, in our view, it cor-
responds with the Sanskrit part of the royal charts that made their
appearance under Rajendra, those inscriptions in which, precisely,
the foundation of Gangai is mentioned.

As Sanskrit Prasastis were made after Tamil royal eulogies, the
Gangai temple was made after the Tamil local temples, up to the
point of being able to ‘translate’ their characteristics into a northern
iconographic language. The construction of the temple of Gangai,
and the making of the three copper-plates where it is mentioned,
were chronologically parallel, being fashioned in what we call the
second part of the reign of Rajendra, once this king has ceased to
be a conqueror and has devoted his time to other activities, building
Gangai and patronising the making of Sanskrit poetical eulogies to
be engraved on copper-plates. At the same time, he was also impli-
cated as a king linked to Tamil, we think, by other people, at Tanjore
itself and at local foundations as well, the latter being places where
Tamil was written.

When he has vanquished Kataha thanks to his exalted troops who had
crossed the wavy sea,

He governed the whole land for a long time, while all the kings bow in

front of him.

Tiruvalankatu plates, st. 123%*

without the iconographic context. The Saiva oriented context at Tanjore ensures
the identification of the image as Tripurantakas. Outside of Tamil Nadu this ambi-
guity between a Saiva and a Vaisnava representation is not met.

60 Brahma is not the only god depicted at Gangai in terms of an iconography
common in the northern regions of the Peninsula but not in the southern: the god
of the north-eastern direction, Agni, is also depicted with a beard, terribly unusual
in the Tamil south.

61 (SII 3.205), trans. by the present author.
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X11.9 CONCLUSION

In his paper about the epigraphy of the temple of Gangai, D. ALI
pointed out that the rounded mouldings of its base do not seem
to be destined to be engraved, in contrast with the pedestal of the
Brhadisvara whose flat surfaces were ideal to write inscriptions.®?
We propose to move forward on this basis. As an architectural com-
mitment, built after the conquests of Rajendracola were over, the
temple of Gangai was conceived as a complement to the two archi-
tectural achievements of the Tamil country of that time, the temple
of the old capital-city of Tanjore, and the local foundations of the
Cola realm. Gangai’s temple has been shaped so as to give the lo-
cal shrines a larger audience and to diffuse the glory of the Tamil
king illustrated in the Brhadi$vara and in the copper-plates. On the
northern half of the Kavéri delta —while Tanjore was on the south-
ern bank— and in an area void of temples as a kind of ‘colony,’® it
can be seen from far away, from this north-western direction from
which Sanskrit came and was used. Gangai appeared as a ritual
centre to celebrate the king’s career, and was used as such by the
successors of Rajendra. But at the time it was established, Tamil in-
scriptions were not necessary on a temple delivering a message for
international contenders that was reinforced by war-trophies.

The area where Gangai stands was named after the conquest of
Southeast Asia ‘Katahakontancolavalanatu,’ the ‘region of the Cola
who has taken Kataha’ to actualise a victory whose trophies are enu-
merated in the Meykkirtti of Rajendra.®* Numerous Kalinga, calukya
and nolamba statues were brought to attest the hegemony of the
Cola power over neighboring dynasties,® and ‘women speaking for-

62 (Ali, 2012), p. 10.

63 See (Pichard, 1994), p. 22, to whom it appears as a colonial foundation.

64 On this vdlandtu, see the map of ‘Kataramkontavalanatu,’ in ibid., vol. 1,
fig. 50, p. 201, and (Thyagarajan, 1994), pp. 198—200; the process echoes the cre-
ation of the Cola garga that actualises a conquest by consecrating an element of
the landscape as a representation of a conquered land.

65 These carvings (many of them can still be seen today in the premises of the
temple) were brought there after the campaigns of Rajendra’s sons as well as dur-
ing the time of Rajendra himself, see (L'Hernault, 1994), pp. 151—5. They are paral-
lel to the enumeration of war-trophies from Southeast Asia in the Tamil Meykkirtti
of the king (‘rutting elephants; large heap of treasures, the (arch called) Vidyad-

hara-torana; the “jewel-gate,” adorned with great splendour; the “gate of large jew-
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eign languages’ were gathered there, or living trophies, to match
the women coming from the whole Tamil land, who have been ‘col-
lected’ in Tanjore by Rajaraja I. There was a temple celebrated by
Tamil voices, Tanjore, and a temple standing in the tune of many
tongues, Gangai.®’

Tightly associated with the Cola power it was made to express,
Gangai became less active when this dynasty disappeared, in con-
trast with the longevity of occupation of Tanjore, similar to the dura-
bility of other sacred sites in the Tamil land.®® But at the time it was
built, the temple of Kankaikontacolapuram stood as a royal praise
in stone, working as a unique Sanskrit Prasasti, prefacing the many
local foundations engraved with Tamil royal praises that have nour-
ished it; it was erected as an expression of the glory of a Tamil king
destined to dynasties he vanquished - and foreign tourists as well as
researchers who go there nowadays demonstrate that, after all, the
temple may have met the objectives of its fundamentally bilingual
and hegemonic founder.

”

els”,” see “The MeykKkirtti of Rdjendracola I, extract”, p. 93) which is our only source
for these: once again archeeology —the carvings gathered in Gangai— and texts
—the Tamil Meykkirtti— are complementary, one with the other.

66 See Kalirkattuparani, cited by (Thyagarajan, 1994), p. 188; these women have
to be paralleled with the ones appearing in the inscriptions of Tanjore, (SII 2.66),
said to come from the whole Tamil kingdom. This parallel is reinforced by the first
inscription engraved in Gangai that refers to an order given by Rajendra to relocate
some of the resources previously attributed to Tanjore in Gangai (in the 24th regnal
year, at the time of the Ecalam plates that attest that the temple of Gangai became
aliving one): once Gangai was active, according to our view, the two temples share
resources while each has its own sphere of action.

67 See the danced praise of the celestial Amaramgana in the city of Gangai of the
Tiruvintalar charts (amaramgand-pravrtta-nrtta-samstuti, st. 36b, references p. 70,
n. 32).

% In the 17th century under the Tanjore Nayakas a few additions were made
that attest to a revival of the temple, see (Mitchell-Peterson, 2010), pp. 31—9, (Orr,
2007), p- 93-
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THE MEYKKIRTTI OF RAJENDRACOLA I, EXTRACT

alaikatal natuvul palakalam celuttic

cankirama vicaiyot tunka vanman

akiya katarattu aracanai vakayam

porukatal kumpak kariyotum
akappatuttu -50

urimaiyil pirakkiya peruniti pirakka-
mum

arttavan akanakarp port tolil vacalil

vicca taratdo ranamum muttolir

punaimani putavamum kanamanik
katavamum

niraicir vicayamum turainirp
pannaiyum -55

nanmalai ylreyil tonmalai yiirum

alkatal akalciill mayiru tinkamum

kalanka valvinai ilanka acokamum

[15] [and (who)], - having despatched
many ships in the midst of the rolling
sea and having caught Cankiramavi-
jayottunkavarman, (Samgramavijay-
ottungavarman), the king of Kataram,
along with (his) vehicles, (viz.) rutting
elephants, (which were as impetuous
as) the sea in fighting, — (took) the
large heap of treasures, [16] which
(that king) had rightfully accumulated;
the (arch called) Vittiyataratoranam
(Vidyadhara-torana) at the ‘war-gate’
of the extensive city of the enemy;

the jewel-gate,” adorned with great
splendor; the ‘gate of large jewels’;
Vijayam, of great fame; Pannai, wa-

kappuru niraipunal mappap palamum
kaval puricai mévilim pankamum -60
vilaippan tiirutai valaippan tirum

kalamutir katuntiral ilamuri técamum
kalaittak korpukalt talait takkolamum

tered by the river; the ancient Malaiytr
(with) a fort situated on a high hill;
Mayirutinkam, surrounded by the
deep sea (as) a moat; [lankacokamga-
sogam (i.e., Lankasoka), undaunted

titamar valvinai matama linka-
mumténak

kalarpolil manakka varamum -65

totukatar kaval katumuran kataramum

mapporu tantar konta

kop parakécari panmarana

utayar $riiracéntira cola tévarkku
yantu

muppatavatu -70%

%9 (Cuppiramaniyam, 1983), pp. 27—8.

(in) fierce battles; Mappappalam,
having abundant high waters as de-
fense; Mévilampankam, having fine
walls as defense; Valaippantd, pos-
sessing (both) cultivated land (?) and
jungle; Talaittakkolam, praised by
great men (versed in) the sciences;
Matamalinkam, firm in great and
fierce battles; Ilamuritécam, whose
fierce strength was subdued by a vehe-
ment (attack); Manakkavaram, whose
flower-gardens (resembled) the girdle
(of the nymph) of the southern re-
gion; and Kataram, of fierce strength,
which was protected by the neighbor-
ing sea;”°

7% Trans. (Vijayavenugopal, 2010), PI 23, p. 11.
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CH. XIII
RECENT ARCHZAOLOGICAL DISCOVERIES AND THEIR
IMPACT ON SOUTH INDIAN ARCHAOLOGY
K. RAJAN

ABSTRACT

The emergence of the Early Historic period in South India, after the
Iron Age, is an important issue that needs to be reassessed on the ba-
sis of recent evidences that have arisen in the field of archaeology, epig-
raphy, numismatics, literature and historical linguistics. It has become
increasingly complex to draw a chronological demarcation line between
the Iron Age and the Early Historic period. The introduction of iron,
the appearance of megalithic monuments and the availability of black-
and-red ware are generally the three elements taken into account to de-
termine the beginning of the Iron Age. However, the recent evidences
suggest that each of these cultural components has its own independent
origin and evolution: they emerged and evolved in South India in differ-
ent times and converged as a homogenous cultural synthesis only in the
course of time. In the same way, the introduction of Brahmi is usually
seen as the main cultural marker for the beginning of Early History, a
view that needs also to be reassessed. The occurrences of iron, black-
and-red ware, megalithic monuments, graffiti and Brahmi script are not
uniformly datable throughout the South Indian cultural landscape and
the beginning or termination of the cultural phases may be different de-
pending on the various contexts and data examined. The radiometric
dates obtained from Thelunganur and Mangadu for iron pushed the be-
ginning of the Iron Age to the 15th century BCE. Likewise, the Porunthal
and Kodumanal radiometric dates pushed the beginning of the Brahmi
writing system to the 6th century BCE, thereby pushing back also the
commencement of Early History in South India to the 6th century BCE.
The present article attempts to re-examine the question of the beginning
of Early History in South India in relation to primary sources based on

recent investigations.
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XII1.1 INTRODUCTION

IN South India, the culture that precedes the Early Historic period
is designated with different terms: proto-historic culture, black-
and-red ware culture, Iron Age culture, Megalithic culture, the lat-
ter being mostly used in the South Indian context. There is hardly
any specific chronological demarcation line, neither between Iron
Age and Megalithic culture, nor between Iron Age and Early His-
toric. The terms Iron Age or Megalithic culture are interchange-
ably used concerning a type of mortuary practice which prevailed
in this region prior to Early History, though the sepulchral monu-
ments continued to exist until the end of Early Historic times. The
synchronisation of megalithic monuments with Iron Age compli-
cated the issue. The ritual of erecting megalithic monuments has
been practiced during Iron Age times as well as in the Early His-
toric period. For instance, the occurrence of inscribed potsherds
with Brahmi script from a transepted cist excavated at Kodumanal*
(Fig. 16, p. 102) and Porunthal,? and from an urn burial at Marun-
gur near Vadalur,® are the finest indicators of its continuity in Early
Historic times.* The survival of this mortuary practice through dif-
ferent levels of sepulchral monuments for more than a millennium
in various social and environmental contexts should not be sim-
ply summarised as megalithic. The time has perhaps come to dif-
ferentiate the Iron Age megalithic monuments from the Early His-
toric megalithic ones, and to further differentiate the early, mid-
dle and late Iron Age megalithic monuments in their given cultural
context. A number of questions related to Iron Age still remain
unanswered. The non-availability of radiometric dates, particularly
from the graves, prevented us for a long time from fixing an accept-
able chronological frame. In recent years, the radiometric dates ob-
tained for the samples collected at Watgal and Bukkasagara in Kar-
nataka, Gachibowli in Andhra Pradesh, Thelunganur and Mangadu
in Tamil Nadu, all in South India, placed the introduction of iron in

L (Subbarayalu, 2008c), pp. 209—49. covered from a cist burial near Chin-
2 (Rajan, 2009), pp. 109—15. nathadagam near Coimbatore and the
3 (Sivaramakrishnan & Kalaiselvan, term imattdli meaning urn was found
2010), pp. 7—8. engraved on an urn piece collected
4 Recently a Tamil-Brahmi inscribed from a disturbed urn at Védapatti near

ring with the words tévan-cdattan was re- ~Coimbatore, according to the explorers.
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South India around the 2nd millennium BCE. The twenty-seven ra-
diometric dates obtained from Porunthal, Keeladi, Kodumanal and
Alagankulam clearly placed the beginning of Early Historic period
around the 6th century BCE. Thus, these scientific dates help us to
place the Iron Age between the 2nd millennium BCE and 6th cen-
tury BCE.

XI11.1.1 Iron Age and its implications

The general conclusions drawn from specific available data pre-
vented us from understanding the changing cultural pattern that
took place between the introductory and the terminal phases of the
Iron Age. The Early, Middle and Late Iron Age phases are hardly
identified in the cultural material of South India. The introduction
of iron into society transformed the subsistence pattern drastically.
However, it is very difficult to accept the view that this metal held its
technological sway with the same intensity over a thousand years.
The subsequent developments that took place after the introduction
of iron —enhanced agricultural production and craft specialisation
with associated trade— had also a significant impact on the society
of the time. Therefore, we should rather try to understand the dif-
ferent aspects of this culture in a given context than draw general
conclusions from data based on specific cultural material.

The three important characteristics of this culture are the ex-
istence of black-and-red ware, the use of iron, and the practice of
erecting sepulchral monuments. These three components, both in-
dividually and collectively, played a crucial role in the formation
of that culture. In the majority of the archzeological reports, these
three cultural traits were seen as a package. General conclusions
were drawn out of archaeological data, on the basis of the presence
of one or two of the above components. These three components
have not been examined independently. This situation led to enor-
mous discrepancies in understanding this culture.

Even today, scholars do not designate this cultural phase with a
single name, on account of its cultural diversity. They call it Black-
and-Red Ware culture, Iron Age culture or Megalithic culture ac-
cording to the impact or prominence of one of the cultural traits
namely black-and-red ware, iron, or burial monuments. In some
of the excavations, the mere presence of black-and-red ware was
considered sufficient to link them with the Iron Age culture, as
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shown by the examples of sites like Mangudi,®> Mangadu,® Perur,’
Vallam® and Adichchanallur.® The site Mangudi yielded data per-
taining to three cultural phases and the excavators designated them
as microlithic, megalithic and Early Historic. The availability of mi-
crolithic tools led them to designate the first phase as microlithic.
The second phase is designated as megalithic merely on account of
the presence of black-and-red ware, although no megalithic buri-
als were reported at that site. The urn burial site Adichchanallur
has been designated as belonging to megalithic culture merely on
the basis of the presence of urn burials associated with black-and-
red ware. Actually, several urn burial sites do not carry any massive
lithic appendage as one observes in the cairn circles or stone circles
of northern and western Tamil Nadu. The fact that the graves were
without any lithic association still did not prevent the archaeologists
from labelling them as belonging to megalithic culture.

X111.1.2 Introduction of iron technology

The introduction of iron is to be seen as a technological transfer
that increased economic production and led to a change in society.
It is generally believed that iron technology was introduced from
the West. The analysis of the earliest iron pieces encountered in
the oldest world civilisations, in Western Asia, Iran, China, etc.,
has shown that they are mostly meteoritic in origin, whereas the
ones observed in the Indian subcontinent are metallic, a fact that
demonstrates the absence of technological connections between
these different cultural zones. It is mostly believed today that there
were several centres of production. Although the dates suggested
for the introduction of iron vary, depending on the zones con-
cerned, there is a broad convergence among scholars on this vexing
subject due to the emergence of new radiometric dates. Dates such
as ca. 1300 BCE at Ahar,° ca. 1200 BCE at Nagda, cal. 885-580 BCE
at Noh and cal. 1265-1100 BCE at Atranjikhera** and ca. 1100 BCE at
Hallur,*?1ed scholars to place the origin of iron somewhere between

5 (Shetty, 2003a). 10" (Sahi, 1979), pp. 367—9.

6 (Satyamurthy, 1992). 11 (Agrawal, 2003); (Tewari, 2003),
7 (Shetty, 2003b). PP. 536—44; (Chakrabarti, 1992).

8 (Subbarayalu, 1985). 2 (Nagaraja Rao, Mitre, & Alur, 1971).

9 (Satyamurthy, 2007), pp. 55—66.
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1300 and 1100 BCE, on the basis of the radiometric dates assigned
to the context in which the iron was recovered.

The TL-dating of Kumaranahalli pushed the date a little back to
1300 BCE.*3 Recent investigations further push the origin of iron in
India somewhere around 1500-1400 BCE, or much earlier in heart-
land and peninsular India.** Four radiometric dates obtained for the
three samples of wood charcoal taken from the forge, and the one
from the ashy dung deposits, at Bukkasagara,’s placed the earliest
iron production to 1620 BCE.** The iron smelting sites like Raja Nala-
Ka-Tila, Malhar, and Lahuradewa, located in the iron rich mineral
zone of the Mid-Ganga valley, push the origin of iron further back
around 1800-1700 BCE.'” Subsequent investigations in sites like Mal-
har near Banaras,'® and Watgal in North Karnataka, pushed the date
to around the 2nd millennium BCE.* The series of dates obtained
from different ecological zones clearly placed the introduction of
iron in India to 1800 BCE.* The TL and SAR-OSL ages of two pot-
tery samples (GBLD-3, GBLD-4) from the excavated Megalithic bur-
ial pits within the campus of Hyderabad University at Gachibowli
are 4150 and 4800 years BP and 4000 and 4510 years BP, respectively.
With respect to the datum year (2005) in which the luminescence
dating was carried out, these ages correspond to 2145 BCE, 2795 BCE
(TL), 1995 BCE and 2505 BCE (SAR-OSL), respectively.?* The series of
dates obtained from different ecological zones clearly placed the in-
troduction of iron in India somewhere around the 2nd millennium
BCE.

13 (Agrawal & Joshi, 1990), pp. 7 (Tewari, 2003), pp. 536—44; (Tew-

219—34.

4 (Tripathi, 2008), p. 28.

15 (Johansen, 2014), pp. 256—75.

6 Dr. Peter G. JOHANSEN intended
to report the date range between
1300-1000 BCE on the basis of their
given context. However, he firmly be-
lieves that the Iron Age begins much
earlier than 1200 BCE.

ari, Srivastava, Saraswat & Singh, 2002),
Pp- 54—62.

18 (Tewari, Srivastava & Sinha, 2000),
pPp- 69—98.

19 (Devaraj, Shaffer, Patil & Balasub-
ramaniya, 1995), pp. 57—74.

20 (Tewari, 2010), pp. 81—97.

21 (Thomas, Nagabhushanam & Red-
dy, 2008), pp. 781—90.
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Figure 17: Crucible furnace exposed in Kodumanal excavations

© 2017 K. Rajan.
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XI11.1.3 Introduction of steel

The introduction of steel is considered a technological advance-
ment on the use of iron. Iron is extracted from iron ore through
smelting in a furnace, whereas the steel is produced by melting iron
along with a flex material placed in a crucible so as to get a required
optimum temperature. Recent re-investigations of the Indian wootz
process have been concentrated on material from the known sites
of Konasamudram, Nizamabad district, Andhra Pradesh,?* and
Gatihosahalli in the Chitradurga district of Karnataka.?® These in-
vestigations have shown the existence of specialised, standardised
and semi-industrial production techniques dating from at least the
late medizeval period. During the course of field investigations
of copper mining and smelting in South India, JAIKISHAN came
across several sites in northern Telangana,? and Sharada SRINI-
VASAN came across a previously unrecorded archeaeometallurgical
site at Mel-Siruvalur, South Arcot district, Tamil Nadu.? She identi-
fied high carbon steel at Kodumanal, and finally from Kadebakele,
and dated it to 880-440 BCE.?*

The identification of these production centres supports the idea
that wootz steel production was relatively widespread in South In-
dia and extends the known horizons of this technology further. In
addition, PARK and SHINDE found some high carbon steel products
among the iron artefacts excavated from the 2nd century BCE to
1st century CE site at Junnar in Maharashtra.?” The available evi-
dence suggests that the transfer of steel technology was quick and
wide spread. However, the date of the introduction of steel in the
different parts of South India is yet to be clearly established. The
crucible furnace unearthed at Kodumanal was firmly dated to 5-6th
century BCE on the basis of radiometric dates. At Kodumanal, the
main oval-shaped crucible furnace surrounded by twelve small fur-
naces was found in the natural soil at the depth of 125cm (Fig. 17,
p- 105). This crucible furnace meant for the manufacture of steel
could be securely dated to the 5-6th century BCE.® It is presumed

22 (Lowe, 1990), pp. 237—50; (Voysey, (Srinivasan, 2017, pp. 909—15.

1832), pp. 245—7. 26 (Srinivasan,  Sinopoli,  Morri-
23 (Freestone & Tite, 1986), pp.35—63; son, Gopal & Ranganathan, 2009),
(Rao, 1989), pp. 1—6. pp- 116—21.
24 (Jaikishan, 2007), pp. 445—60. 2?7 (Park & Shinde, 2013), pp. 3811—21.

25 (Srinivasan, 2007), pp. 673—96;
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Figure 18: Thelunganur Steel Sword collected from a grave

© 2017 K. Rajan.

that on the basis of the most recent dates given for the introduction
of iron, the use of steel could be dated beyond the 1st millennium
BCE, however radiometric dates are lacking for the steel till date.
Above all, the metallographic analysis carried out in 2013 on
the sword collected from Thelunganur in Mettur taluk of Salem

28 (Rajan, 2015), pp. 399—416.
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district throws a fresh light on the origin of high carbon steel in
South India (Fig. 18, p. 107). The metallographic analysis of the
sword and the AMS date obtained from the carbon extracted from
the sword provide interesting informations. Carbon samples were
extracted directly from two different parts of the sword in the Uni-
versity of Arizona’s NSF-Arizona AMS Facility for *4C analysis. The
10 '#C ages, given in years before present (yr BP) in relation to 1950,
were 3089+40 (AA99857) and 4208+35 (AA104832), which, when cal-
ibrated, gives the calendar dates of approximately the mid-2nd and
early 3rd millennium BCE, respectively. Both dates, which are in-
consistent with, and deviate significantly from, archaeological con-
texts, cannot at the moment have any practical value for a tentative
periodisation. Still, the results show that technologies needed to
facilitate both the production and processing of crucible steel were
largely established in the Thelunganur region of Tamil Nadu by the
time that the sword was made, approximately the mid-1st millen-
nium BCE.

Although still unique, this dating is very significant in the South
Indian context from a cultural, chronological and technical point of
view. At the cultural level, an attempt could be made to understand
the origin, evolution and assimilation of various types of graves as
the grave sites located in and around Thelunganur yielded urn bur-
ial, pit burial and chamber tombs, all placed in a cairn circle. At the
chronological level, the sword is the earliest datable object of steel
so far obtained in Tamil Nadu. At the technical level, the analysis
has shown that the sword was made of ultrahigh carbon steel with a
controlled microstructure consisting mostly of particles of iron car-
bide in the ferrite background, which is almost free of non-metallic
inclusions. The making of high carbon steel is a highly developed
skill. If one considers the lowermost date of mid-1st millennium
BCE as the possible date of the introduction of steel, there is a pos-
sibility of getting earlier dates for iron as it normally precedes the
production of steel.

The recent AMS dates obtained for samples collected from sites
such as Raja Nala-Ka-Tila, Malhar, Lahuradewa, Watgal, Gachi-
bowli, Bukkasagara, Thelunganur and Mangadu placed the man-
ufacture of the iron in India somewhere around the 2nd millen-
nium BCE. Thus, the Iron Age culture might have begun in South
India around the 2nd millennium BCE, or still earlier. Keeping
these recent developments in mind, we should consider separately
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Figure 19: Map showing the Tamil-Brahmi yielding sites in Tamil Nadu

© 2017 K. Rajan.
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the other cultural components like black-and-red ware and mega-
lithism, and date them independently in order to understand their
origin, evolution and assimilation. The question that remains also
to be answered is the date of the beginning of Early Historic times,
if we want to reassess the time span of the Iron Age culture.

X111.1.4 The beginning of the Early Historic period

The usage of the expression ‘Early Historic’ in archaeological con-
text is not uniform and on several occasions it has been used
loosely. There is no agreement among archaeologists in designat-
ing a cultural phase as Early Historic. Each group of scholars
has its own interpretation with regard to this question. In some
cases, the term Early Historic is substituted with other designa-
tions: Mauryan culture, Sunga culture, Satavahana culture, etc.,
with overtones of political authority rather than cultural process.
In a few cases, the occurrence of potsherd like NBP, rouletted ware
or Brahmi inscribed potsherds suffice to designate the culture as
Early Historic. For some scholars, the historicity of great personal-
ities like Mahavira and Buddha are sufficient to designate the cul-
ture to which they belonged as Early Historic.?® In certain cases,
domestic architecture, city planning, construction of secular and
religious monuments, use of writing, coinage, introduction of Bud-
dhism or Jainism and external maritime contacts are considered
as valid criteria for the beginning of Early History. Due to the ap-
plication of different criteria, fixing the beginning of Early History
in South India became thus particularly complex. There is actu-
ally no consensus among the archaologists, nor among historians,
as rightly pointed out by B. D. CHATTOPADHYAYA.* However, re-
cent evidences encountered in the field of epigraphy, numismatics
and archaeology reflecting the development observed in all fields
—namely social, economic, cultural and religious— provide an im-
portant clue on the beginning of Early History in Tamil Nadu.
These evidences clearly point to the emergence of a new social
order henceforth unnoticed in the previous Iron Age culture. The
occurrence of bronze objects, carnelian and agate beads in the Iron
Age context, well before the traces of NBP and Punch Marked coins,
suggests that long distance trade existed in South India well before

29 (Dhavalikar, 1999). (Chattopadhyaya, 1987), pp. 227—32.
3% (Chattopadhyaya, 2008), pp. 3—14;
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Figure 20: Tamil-Brahmi inscribed potsherds collected from Kodumanal - A

© 2017 K. Rajan.
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the so called Mauryan incursion in Andhra Pradesh and Karnataka.
Irrespective of this emerging scenario, the majority of the sites in
South India have been dated to the 3rd century BCE. This would im-
ply that the whole of South India was urbanised in a very short span
of time, of two or three decades, which is quite unlikely. The reason
for assigning all the sites to the 3rd century BCE is the assumption
that the Brahmi script was introduced in South India after Asoka.
Unless we get a pre-Asokan inscription in Deccan, we are not likely
to push the date back beyond the firmly anchored date of the 3rd
century BCE.

It is quite clearly established now that Asoka did not develop
the Brahmi script. The origin or evolution of a script is a social
process and it can not be associated with a particular individual
or dynasty. The present opinion is that the pre-Asokan script can-
not have existed in the south unless it was obtained from the north.
The one-way southbound cultural movement is the accepted norm
in archeaological interpretation. With this view, all the archaeolog-
ical sites, irrespective of their cultural deposit, have been dated to
the 3rd century BCE. Thus, fixing the dates of the Early Historic pe-
riod on the basis of the availability of Brahmi script alone is un-
warranted. In the same way, the concept of one culture following
the other in chronological order needs also to be reconsidered. For
example, in southern Tamil Nadu sites, the Microlithic culture is
succeeded directly by the Iron Age culture, and there is no trace of
the Neolithic and Chalcolithic cultures.

Although several parameters —trade, technology, architecture,
political authority, territorial integrity, urbanisation, etc.— are
available to designate a culture as Early Historic, the occurrence
of the Brahmi script is still considered the final criterion for the be-
ginning of the Early Historic period in India. We were thus encour-
aged to assume that the date of Brahmi is crucial in understanding
the context.

We will try to throw here some light on the various issues in-
volved in the question of the script. This does not mean that all
other parameters are irrelevant. I am fully aware that all the cate-
gories of evidence are equally important. However, for the purpose
of clarity, I will focus here on the Tamil-Brahmi script.
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XI1I.2 TAMIL-BRAHMI INSCRIPTIONS

Unlike Prakrit-Brahmi inscriptions of India, the Tamil-Brahmi in-
scriptions occupied a unique position in the writing system of Early
Historic India. While in the entire Indian subcontinent, as well as
SriLanka, the epigraphical records show the dominance of Prakrit,
in the epigraphical records of the small territory located in the
southernmost part of India, Tamil dominated. In the whole of In-
dia, except in the Tamil Nadu zone, the early records are mostly
Asokan edicts, and we hardly get any other inscription issued by the
common man. In the case of Tamil Nadu, the epigraphical records
were issued by people belonging to different segments of the soci-
ety: rulers, artisans, and traders. Moreover, the number of early
stone inscriptions with Brahmi script available in the entire terri-
tory of India is less than the number of Tamil-Brahmi inscribed
stone records available in Tamil Nadu. Likewise, the total num-
ber of inscribed potsherds available in archaeological excavations in
Tamil Nadu is more than one thousand, while less than a hundred
inscribed potsherds have been hitherto unearthed in the whole of
India. Similarly, a handful of early Tamil-Brahmi inscribed coins
were unearthed in Tamil Nadu, whereas we hardly get any early
Brahmi inscribed coins, including the early PMC of the Mauryan
dynasty. Thus, understanding Tamil-Brahmi inscriptions in their
given context is fundamental if we want to understand the emer-
gence of the Early Historic period in South India.

X111.2.1 Cave inscriptions

Since the first discovery of a Tamil-Brahmi cave inscription at Man-
gulam in 1882 by Robert SEWELL,3 nearly ninety-six cave inscrip-
tions have been documented from thirty-four sites datable between
the 5th century BCE and the 1st century CE?*? (Fig. 19, p. 109). Of the
ninety-six inscriptions, nearly sixty inscriptions, constituting about
60%, were recorded from thirty-two sites belonging to the Early His-
torical period. Except five memorial stone inscriptions found at
Pulimankombai (three), Thathapatti (one) and Porpanakottai (one),
the major part of the inscriptions are cave inscriptions, mostly ded-
icated to Jain monks. Besides stone inscriptions, Tamil-Brahmi

31 (Sewell, 1882), p. 294. 32 (Mahadevan, 2003).
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scripts are found in large numbers on pottery, and a limited num-
ber of Tamil-Brahmi legends are noticed on coins, seals, rings, ter-
racotta pieces and touch stone. Besides, Tamil-Brahmi inscribed
potsherds are also witnessed in Egypt, Oman, Sri Lanka and Thai-
land, forcing archeeologists and epigraphists to have a fresh look at
the origin, evolution, context and chronology of Tamil-Brahmi.

Initially, understanding these inscriptions was a very complex
issue. However, the development that took place in other disci-
plines such as language, literature, history and archaeology has
helped us to understand the cultural context of these inscriptions.
Reconstruction of the history of early dynasties on the basis of
Sangam literature has further helped in understanding the histor-
ical figures mentioned in Tamil-Brahmi inscriptions. The identi-
fication of the Pandya king Neduncheliyan, mentioned in Mangu-
lam inscriptions, could be cited as one such example. In Novem-
ber 1965, Iravatham MAHADEVAN® identified the Chera kings men-
tioned in the Pugalur inscriptions copied in 1906.3* Similarly, the
Jambai inscription used the term Satiyaputo, a term encountered
in Asokan edicts for one of the dynasties who ruled in South In-
dia beyond the Mauryan Empire.3 It induced a greater interest in
the field of epigraphy. The cave inscriptions received the attention
of scholars due to the mention of the above dynastic names. Irre-
spective of the suggested identifications, the date of the inscriptions
eluded the scholars; the cave inscriptions are engraved on an inor-
ganic material, and one cannot get any associated organic material
to date them. Thus, the scholars squarely rest on palaeography, or-
thography and linguistic style to determine their date. The study of
inscribed potsherds collected from excavated sites faces the same
problem. However, one added advantage in excavation is that the
occurrence of associated organic material available in a well-strat-
ified layer provides an opportunity to date the material scientifi-
cally. This date is applied to the associated inscribed potsherds.
This methodology was followed for the Kodumanal inscribed pot-
sherds and five radiometric dates were obtained.

33 (Mahadevan, 2003), p. 7. 35 (Mahadevan, 2003), p. 588.
34 (ARE 465/1906).
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X111.2.2 Inscribed potsherds

The excavations conducted in Tamil Nadu yielded a considerable
number of inscribed potsherds in a well-defined archaeological
stratigraphy. Due to their stratigraphical context, the inscribed
potsherds received a special treatment. The first proper strati-
graphical documentation of Brahmi inscribed potsherds was made
at Arikamedu by PATTABIRAMIN® on the basis of WHEELER’s ex-
cavation.’” Since then, M. ]J. FILLIOZAT,® CASAL and CASAL,*
and Vimala BEGLEY* have studied inscribed potsherds. Finally,
Iravatham MAHADEVAN consolidated the study of Arikamedu in-
scribed potsherds.#* Subsequently, the findings of Tamil Nadu
State Archaeology were studied by researchers like Natana KASI-
NATHAN,* S. RAJAGOPAL,* and S. VASANTHI.* Among them, the
major contribution came from Y. SUBBARAYALU. In 2008, SUB-
BARAYALU examined all the available 473 inscribed potsherds re-
covered from sixteen sites of which nearly 250 came from Kodu-
manal. He made a comparative study of these inscribed potsherds
and spelt out their significance in terms of palaeography, orthog-
raphy and chronology, and he analysed the content of the inscrip-
tions with respect to their socio-economic context. His careful and
thought-provoking studies are one of the most significant contribu-
tions of the recent years.*

Since then, more inscribed potsherds were recovered from
Kodumanal and other sites, up to a total of 848, coming from
more than thirty-five sites distributed all over ancient Tamilakam
(Tab. 2).#¢ Of these inscribed potsherds nearly 763 come from five
sites, namely, Kodumanal (551), Alagankulam (73), Arikamedu (66),

36 (Pattabiramin, 1946). 2008c), pp. 209—48; (Subbarayaluy,
37 (Wheeler, 1946). 2010), pp. 134—48; (Subbarayalu, 2014),
38 (Filliozat, 1947), pp. 107—18; (Fuss-  pp. 115—27.

man, 2011). 46 pp. 118ff. The subsequent excava-
39 (Casal & Casal, 1956). tions conducted at Kodumanal (2018),
40 (Begley & Jouveau-Dubreuil, 1996). Keeladi (2015, 2016, 2017 and 2018) and
41 (Mahadevan, 1996), pp. 287—316.  Alagankulam (2017) yielded a substan-
42 (Kasinathan, 1977), pp. 69—72. tial number of inscribed potsherds. We
43 (Rajagopal, 2002). learnt that more than 320 inscribed pot-
4 (Vasanthi, 2002), pp. 4—6. sherds were unearthed over and above

45 (Subbarayalu, 2008a), pp. 189—221; the reported 848 inscribed potsherds.
(Subbarayalu, 2008b); (Subbarayalu,
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Keeladi (53), and Uraiyur (20), and constituting nearly 90% of the to-
tal discovery. Among them, the occurrence of 551 inscribed sherds
at Kodumanal stands first with 72% of the total. These inscribed
potsherds, nearly 99%, were collected from stratigraphical contexts
of the excavated sites, providing a relative chronological frame.
Tamil-Brahmi inscribed potsherds were also recovered outside In-
dia in sites like at Quesir-al-Qadim (Egypt), Berenike (Egypt), Khor
Rori (Oman), Phu Khao Thong (Thailand), and at Anuradhapura,
Kalmunai, Kantarodai, Tissamaharama, Mannitalai, Poonagari and
Vettukkadu in Sri Lanka. Outside India, Tamil-Brahmi inscribed
potsherds were reported from thirteen sites in Egypt (four), Oman
(one), Thailand (one) and Sri Lanka (seven). The excavations car-
ried out between 1990 and 2010 at Tissamaharama, locally known
as Akurugoda or Akurugodalla, in the Ruhuna region of southern
Sri Lanka yielded 125 inscribed potsherds.+” Many of the sherds are
Buddhist and carry Brahmi script with a dominance of Prakrit, ex-
cept for a few written in Tamil. The inscribed potsherds obtained
from the Indian Ocean Rim countries like Sri Lanka, Egypt, Oman,
and Thailand, played a great role in our understanding of the var-
ious dimensions of maritime trade. Among them, the Sri Lankan
cave inscriptions and inscribed potsherds received special atten-
tion due to their close geographical proximity. In addition to the
cave inscriptions and inscribed potsherds, the discovery of memo-
rial stone inscriptions, inscribed coins, seals and rings identified
after six decades of proper decipherment of Tamil-Brahmi further
contributed to the study of Tamil-Brahmi.

Table 2: List of sites with inscribed potsherds in Tamil Nadu

Site no. | Excavated site District / State No. of sherds
1 Alagankulam Ramanathapuram |73

2 Alagarai Tiruchirappalli 3

3 Ambal Nagapattinam 1

4 Andipatti Tiruvannamalai 3

5 Arikamedu Puducherry 66

6 Attur Karur 1

47 (Falk, 2014), pp. 45—94.
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Table 2: List of sites with inscribed potsherds in Tamil Nadu
Siteno. | Excavated site District / State No. of sherds
7 Boluvampatti Coimbatore 1
8 Jambai Villupuram 1
9 Kanchipuram Kanchipuram 1
10 Karur Karur 15
11 Kattupudur Tiruchirappalli 1
12 Kaveripattinam Nagapattinam 1
13 Keeladi Sivagangai 53¢
14 Kodumanal Erode 551b
15 Korkai Tuttukudi 8
16 Madurai (Kovalanpottal) Madurai 2
17 Maligaimedu Cuddalore 8
18 Mangudi Tirunelveli 9
19 Marungur Chidamparam 3
20 Mathagam Pudukottai 1
21 Mayiladumparai Dharmapuri 2
22 Otaikalpalayam Coimbatore 1
23 Palayarai Thanjavur 1
24 Pattanam Thrissur 3
25 Pillaiyarpatti Thanjavur 1
26 Porunthal Dindugal 1
27 S. Pappinayakanpatti Madurai 1
28 Salaiyur Coimbatore 1
29 Sivakasi Virudhunagar 1
30 Somavarapatti (Kongalnagaram) | Erode 1
31 T. Kallupatti Madurai 1
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Table 2: List of sites with inscribed potsherds in Tamil Nadu

Site no. | Excavated site District / State No. of sherds
32 Teriruveli Ramanathapuram |7

33 Uraiyur Tiruchirappalli 20

34 Vallam Thanjavur 4

35 Virapandipudur Coimbatore 1

Total 848

¢ The excavation at Keeladi is in progress. The number of inscribed potsherds un-
earthed till 2015 is given and the number may change in the course of excavation.
We learned that till July 2017, more than 120 inscribed potsherds were recovered.
b The Archaeological Survey of India initiated the excavation at Kodumanal in
the month of December 2017 and the excavation was continued till July 2018. We

learned that more than 200 inscribed potsherds were recovered in the excavation.

X111.2.3 The nature of inscribed potsherds

Among all the inscribed material, and compared to cave inscrip-
tions and coins, the inscribed potsherds provide certain vital infor-
mation due to their inherent nature. Unlike cave inscriptions, the
inscriptions on potsherds are secular, and, most importantly, they
were engraved by the owner themselves. The inscribed coins gen-
erally carry the names of the king, whereas the inscribed potsherds
carry the personal names of the common man - traders, artisans
and farmers. Unlike the stone inscriptions, the pottery inscriptions
are very short, and therefore the content of these inscriptions is
limited. It is also limited as it is often fragmentary; most of the in-
scriptions were obtained from broken potsherds, from pots which
were worn out from long use. Irrespective of these deficiencies,
the personal names inscribed on the potsherds provide altogether
a different dimension to our knowledge of contemporary society.
The majority of the names encountered in inscribed potsherds did
not find their place either in cave inscriptions or in literature, coins
and seals. Therefore, these personal names serve as a new input to
the existing ones.
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Thus, the study of 505*® inscribed potsherds from Kodumanal
sheds light on some interesting facts. Most of the potsherds are
fragmentary in nature, carrying one or two letters which do not
form any meaningful words. However, these potsherds, in cer-
tain cases, help one to understand paleeographic features, and in
some cases the single letters located at the end or beginning of the
word provide a clue to the nature of the word. One may also recon-
struct certain repetitive names like atan, kuviran, campan, sumanan,
tissan, etc., from the fragments through comparative study. One
frequent clue in these inscriptions to recognise the end of a word
is the occurrence of the alveolar n, which is a familiar termination
for male names in Tamil. Thus, the alveolar n occurring at the end
in the broken potsherd generally suggests that the word is, in most
cases, the personal name of a male.

There are nearly 136 inscribed potsherds that carry the alveo-
lar n-ending words. One hardly comes across any female name,
which is really intriguing. The few occurrences of female names
raises an imperative question concerning the society of the time.
Whether it was a male dominated society and whether property
rights lay mainly with the male descendants is yet to be ascertained.
Although it is premature to draw definite conclusions, the avail-
able evidence suggests that it was indeed a male dominated soci-
ety. FALK, who examined the Tissamaharama findings in Sri Lanka,
found several female names, but mostly of Buddhist nuns (bikini).*
Itis rather difficult to determine their status outside of the Buddhist
monastery.

The maximum number of letters available from a potsherd
is thirteen (kiila-antaiy-campan-akal). Concerning the potsherds
with full text, one may presume that nearly 99% of them are per-
sonal names. The remaining 1% of potsherds also carry personal
names along with certain attributes prefixed or suffixed to the main
personal name such as capa-makatai in capd-makatai-pammata,
kila-antaiy in kila-antaiy-campan-akal and akal in varuniy-akal
(Fig. 20, p. 111). The occurrences of exclusive non-personal names
like nikama are very rare and constitute a negligible percentage.

48 The surface and grave findings are  potsherds recovered in the excavation
excluded from our analysis. Likewise, carried out by the author alone are
State Archaeology Department findings taken into account for the analysis.

are also excluded. The 505 inscribed 4 (Falk, 2014), pp. 45—94.
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Such similarities are also observed at Tissamaharama (Sri Lanka),
Salihundam (Andhra Pradesh), Kara-Tape (Old Termez), Termez
(Uzbekistan), and in nearly 99% of the sites in Tamil Nadu.*°

There are several names of North Indian origin, which are in
Prakrit proper. A few are in hybrid form too. The Prakrit names
can be recognised by the occurrence of non-Tamil graphemes (as-
pirants, soft letters, and sibilants) and the genitive case endings like
sa, sa, ha, ya. There are several names in pure Tamil like campan,
valikan, kannan, antavan, culantai, mdttan, pakan, in Prakrit like
nikama, and in Tamilised-Prakrit like kuviran, silikan and makatai.
There are certain names like dtan-asatan, campan-sumanan (Fig. 21,
p. 113) and periyan-satan, in which one segment is in Tamil and an-
other in Prakrit or in Tamilised-Prakrit. Another interesting fea-
ture is that certain names are written differently. For instance, the
Prakrit names sata and tisa are Tamilised by adding alveolar n at the
end, making the word satan and tissan respectively. In another in-
stance, the initial sa in the word satan is converted into Tamil ca.
Likewise, the name tisa is written as tissan / tissan as well as tissan
(the alveolar ending n is replaced with dental n). Writing in both
ways, such as catan or satan, clearly suggests that the residents of
Kodumanal were familiar with both languages.

SUBBARAYALU, who examined the personal names in Prakrit,
both in their original or adapted form, felt that it was the result of
the influence of the Prakrit-speaking immigrants. These Prakrit-
speaking traders must have introduced Brahmi script into the south
and in Tamil Nadu. According to him, this process must have hap-
pened soon after the Brahmi script achieved its full form in the
Magadha region, during the Mauryan rule in the early part of the
3rd century BCE.>* Although we have a considerable number of
Tamilised-Prakrit names in inscribed potsherds, we hardly have
any evidence of the mutual influence of both languages in verbs and
place names.

There are two main issues involved in the study of the language.
One is the language of the inscription and another is the structure
of the language. In general, the vocabulary part of the language
changes quickly with the mere contact of two communities speak-
ing two different languages. However, the contact must prevail for

50 (Fussman, 2011); (Hiniiber, 1991), ' (Subbarayalu, 2010), pp. 134—48;
Pp- 120—4. (Subbarayalu, 2014), pp. 115—27.
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a longer period in order to result in changes in the grammatical
structure. This change takes place when one of the communities
remains bilingual. The mere presence of borrowed lexical items,
like personal names or professional names or religious terms, does
not determine the language of inscriptions.>* As per this proposi-
tion, the cave inscriptions do not borrow verbs and adjectives. The
presence of borrowed lexical items such as nouns could not lead
us to assign the language under investigation to the family of the
donor. Thus, the influence of Prakrit-speaking at lexical and struc-
tural levels needs to be studied very closely. However, there is not
much room for such structural analysis in Kodumanal inscribed
potsherds as 99% of them are very short and mostly carry personal
names. We hardly have any evidence of Prakritised Tamil, probably
unwarranted in a Tamil speaking area. The occurrence of Prakrit
names from the lowermost layers of the habitation cuttings sug-
gests that the adaptation process might have taken place well before
the 6th century BCE.

XI11.2.4 Date of Brahmi script

In India, the origin and evolution of Brahmi script received a spe-
cial treatment as it is one of the earliest deciphered scripts of In-
dia. The date of Brahmi script is generally determined on the basis
of stratigraphy, paleeography, orthography, linguistic features, cul-
tural contacts, and, in rare cases, through scientific methods. The
application of scientific dates is mostly used in an archeeological
context, and it depends on two major factors: first, one must obtain
a sufficient number of inscribed potsherds in different stratigraph-
ical contexts; second, one should also secure organic material in
association with inscribed material in a well-defined stratigraphi-
cal context. In the case of Kodumanal, both parameters were met.

Radiometric dates

The two radiometric dates received for the samples collected from
the grave at Porunthal, and the five radiometric dates for the sam-
ples at Kodumanal, provided ample scope to validate the date of
Brahmi script. The transepted cist (MEG. I) excavated in the year

52 (Rangan, 2004).
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2009 at Porunthal yielded a ring stand with writing reading va-y-ra
in Brahmi script (Fig. 22, p. 114). The paddy grains collected from a
four-legged jar placed close to this inscribed ring stand were dated
to 2440+30 BP i.e. 490 BCE (cal. 520 BCE). This date takes the an-
tiquity of an Early Historic megalithic grave to 490 BCE (cal. 520
BCE) and it has great significance in the history of India.>® For the
first time, an AMS date is obtained for a grave that is associated
with Brahmi script. Until this date, the Brahmi script was gener-
ally dated on the basis of palaeographical, orthographical, linguis-
tic and stratigraphical parameters in Tamil Nadu. The present AMS
date has pushed back the origin of Brahmi two hundred years ear-
lier than Asoka. Subsequently, paddy grains recovered from an-
other grave, MEG-IV (a double cist) opened in the year 2010, were
also dated to 2400+30 BP (450 BCE). The two AMS dates of 490 BCE
(cal. 520 BCE) and 450 BCE (cal. 410 BCE) require one to reassess the
dates of Kodumanal.>*

In light of the Porunthal findings, five samples were collected at
the depth of 15cm, 60 cm, 65cm, 85cm and 120 cm in a well-estab-
lished archaeological stratigraphy associated with a large number of
inscribed potsherds in excavations conducted during the field sea-
sons of 2012 and 2013, and it yielded uncalibrated dates of 200 BCE
(cal. 200 BCE), 275 BCE (cal. 380 BCE), 300 BCE (cal. 370 BCE), 330
BCE (cal. 380 BCE) and 408 BCE (cal. 480 BCE) respectively (Tables 3
& 4).5° The time range lies between 200 and 408 BCE (cal. 200 and
480 BCE) assigned to the cultural deposit that falls between 15cm
and 120 cm. At Kodumanal, the total deposit yielding more than 500
Tamil-Brahmi inscribed potsherds measures 185 cm. There is still a
65 cm thick deposit containing inscribed potsherds below this dated
level. Therefore, we may be able to push the date of Prakrit-Brahmi
and Tamil-Brahmi further back to the 5-6th century BCE. A word of
caution is also required at this juncture. Irrespective of these scien-
tific dates, we should not jump to a conclusion that Brahmi script
developed in Tamil-Nadu, or in Sri Lanka, and moved over to North
India; we are obtaining Prakrit influenced inscribed potsherds in
association with Tamil-Brahmi from the bottom-most level of the

53 (Rajan & Yathees Kumar, 2014), Selvakumar, 2014), pp. 62—85; (Rajan &
pp. 271—6. Yathees Kumar, 2014), pp. 271—6; (Ra-
54 (Rajan & Yathees Kumar, 2013), jan, 2015), pp. 399—416.
pp- 279—95; (Rajan, Yathees Kumar & % pp. 123 & 124.
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cultural deposit at Kodumanal. Therefore, the date of the 6th cen-
tury BCE goes for both systems of writing, namely Prakrit-Brahmi
and Tamil-Brahmi.

To draw a final conclusion on the origin of Brahmi script, we
would need a deposit having Tamil-Brahmi script without any in-
fluence of Prakrit or vice versa. The Brahmi scripts and the writ-
ing system of the 6th century BCE are in a well advanced, highly
structured and greatly developed stage. It would have taken a few
more centuries to attain this matured stage. Therefore, the avenues
are still open to push back the origin of Brahmi script and the com-
mencement of Early Historic South India a few more centuries.

XIII.2.5 Summary

Although the beginning of the Early Historic period is placed some-
where around the 6th century BCE in Tamil Nadu on the basis of
radiometric dates obtained for the Brahmi script, one still should
not rely only on the availability of a writing system. In the major
part of India, we do not come across any written material before the
3rd century BCE although the Early Historic period can still be con-
sidered as starting much earlier. Other parameters, like state for-
mation, development of technology, trade, size of the settlements,
political establishment and various such factors are to be consid-
ered in order to date the beginning of Early History. In the same
way, one should not expect a uniform development in the whole
of India. The overlapping between the Iron Age and the Early His-
toric period needs to be reconsidered and reassessed in each cul-
tural zone. As witnessed in southern Tamil Nadu, where society
directly entered from the Microlithic phase into the Iron Age phase
without undergoing the Neolithic or Chalcolithic phase, some cul-
tural zones may have entered directly into the Early Historic phase,
in different time scales. The time has come to look into the cultural
transformation from one phase to another in relation to the partic-
ular cultural zones. Future micro level study alone will provide an
answer to these complex issues. Still, keeping in view the available
evidences in multiple interdisciplinary areas, one could safely say
today that the beginning of the Early Historic period in Tamil Nadu
falls somewhere around the 6th century BCE.
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CH. X1v
EPIGRAPHY TO THE RESCUE OF ART HISTORY?: THE
INSCRIPTION OF SENJI FORT IN TAMIL NADU AS A CASE
STUDY
ANNE DAVRINCHE

ABSTRACT

In the north of Tamil Nadu stands the fortress of Senji, Villupuram
district, essentially known for its impressive military architecture and
its romantic ruins. Expanded during the 15th-17th centuries under
the reign of the Nayakas, the history of the dynastic capital of Tondai-
mandalam remains mostly obscure and shows a critical lack of sources,
both archeeological and textual. Hence, the analysis of the epigraphy
of the site proves to be essential; however, the inscriptions of Senji are
in fact raising more questions than solving issues, especially regarding
the religious monuments and places of worship. Very few in number,
often incomplete or illegible, their interpretation has consequences for
temple dating and the appreciation of the patrons’ ambition. The ob-
jective of the present work is to examine the difficulties associated with
the use of epigraphy as a method for relative dating and to understand
the historical value that can be attributed to the elements —inscriptions
and decorative designs— found on the surface of temples throughout the

religious landscape of Senji.

X1V.1 INTRODUCTION

IT is nowadays widely recognised that the parallel study of art his-
tory and of epigraphic data contributes to a better understanding
of the development of political, cultural and religious traditions in
South India, and more generally in Asia. But despite the mutual
exchanges between the two disciplines, it is not always easy to cor-
rectly use their tools in a context marked by a lack of source mater-
ial and an obscure history. Scholars tend to emphasise the fact that
the knowledge gathered from style and iconography and the textual
materials complement each other, but one has to consider the pos-
sibility of contradictions, and the disruption of logical conclusions.
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As a case study, the Fort of Senji (Gingee), in Villupuram dis-
trict, northern Tamil Nadu, will be examined. In the attempt to
comprehend the elaboration of a stylistic definition of religious ar-
chitecture in this 16th century dynastic Nayaka capital, we intend
to underline the complex and delicate use of some of the inscrip-
tions found inside the fortress, and in fine, the constant back and
forth movement between archeeological and epigraphic discourse
in a peculiar setting.

Indeed, very little research on Senji’s religious landscape has
been undertaken until now.* Temples, and places of worship in the
open air, have merely been touched upon, unlike the military and
courtly aspects of the Fort architecture, analysed by both Jean DE-
LOCHE? and George MICHELL.? As a matter of fact, the precise his-
tory of the Nayaka capital of Tondaimandalam remains a mystery.
Aside from a small corpus of inscriptions, and a few travellers ac-
counts during the end of the 16th and the 17th centuries, the glory
and the fall of Senji’s Fort is mainly known through the Narayanan
Pillai chronicle, ‘The History of Carnatic Rulers.”* The text has been
elaborated by his local Tamil secretary at General Mackenzie’s re-
quest during his search for archeaeological monuments and their his-
tory. Written around 1802, the chronicle tells, among other things,
the story of the 18th century Hindu hero Raja Desingh, for which
Senji is famous nowadays and which is portrayed in a popular bal-
lad. The author of this unique account of the region’s history uses
a combination of authentic events and local myths and legends
to explain the birth of the city. This document has now been for
decades one of the first sources of information about the develop-
ment of Senji’s society, and therefore, unverified facts tend to be
used as central elements of demonstration in the field of architec-
tural and iconographic studies.5 Whilst the general conclusions are

! This contribution is based on the versité Sorbonne Nouvelle-Paris 3.
unpublished Ph.D. dissertation of the 2 Cf. (Deloche, 2000).
author: Davrinche, A. (2017) Le paysage 3 Cf. (Michell, 1991), pp. 143—60.
religieux de Senji. Etude architecturale et * Cf. (Narayana Pillai, 1939).
iconographique des édifices religieux dela ~ ° See for instance (Srinivasachari,
ville de Senji (Tamil Nadu, Inde du Sud) 1943), which is almost entirely based,
et de sa région proche | These dirigée par  for the most ancient parts of the history,
Vincent Leféevre / Thése soutenue le 28 Juin  on Pillai’s Chronicles, and affirms num-
2017. (Theése de doctorat). Langues, Ci- bers of important unverified facts, de-

vilisations et Sociétés Orientales, Uni-
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never false, because expressed with a lot of precautions, they pre-
vent one from understanding the complex process of a temple con-
struction, from the patron’s ideological intention to the religious
influence of the monument on the area and the human settlement.

Furthermore, only two temples are mentioned by art historians
—the Venkataramana and the Pattabhirama temples— among forty
structures in stone and brick, and more than twenty local deities’
places of worship. The corpus has to be examined in its entirety,
and in the light of archaological and epigraphic analysis, in order
to answer the question: ‘Is there a Senji architectural style?’

The site of Senji will first be presented, and its history out-
lined, to give an insight into the geographical and political envi-
ronment; the major inscriptions found inside and outside the Fort
will then be reviewed, highlighting the inherent difficulties in us-
ing them in a scientific context. Finally, the study will focus on the
Venkataramana temple, one of the most important monuments in
Senji, which could sum up alone all of the issues implied by this
type of survey, and show that epigraphy, in this case, could raise
more questions than it would provide answers.

XIV.2 THE FORTIFIED CITY OF SENJI

The fortress stands in the northern part of Tamil Nadu, forty kilo-
metres east of Tiruvannamalai and seventy kilometres north of
Puducherry, in a dry land scattered with impressive granite hills
and gneiss inselbergs, and hardly watered by the Sankaraparani
River® in the north and west. The stronghold is formed by a line
of massive fortifications connecting in a triangle the three main
mountains of the landscape: Rajagiri, Krsnagiri, and Chandrayan-
durgam. On each hilltop, a succession of walls protects ruined tem-
ples and mandapas. The central enclosure —the ‘Inner Fort'— con-
tains a square tower and the vestiges of a palace, and many shrines
and tanks remain on the ‘Outer Fort.’

spite the clear statement of the author a fact which shows the simultaneous
regarding the questionable veracity of ~dominance of Siva and Visnu in the re-
the text. ligious tradition of the area.

6 Also called the Varahanadi River,
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Figure 23: Rajagiri hill and Chettikulam Tank from Chandrayandurgam hill

© A. DAVRINCHE.

The origin of the first settlement seems to be related to Tamil
local deities, the Seven Sisters, or Seven Virgins. Among these sap-
takannigai, Senjiamman was blessed with beauty and purity: as a
consequence, after throwing herself with her sisters from the top
of Rajagiri hill to escape molesters, she gave her name to the place,
becoming the tutelary goddess of Senji.

The very first archaeological and epigraphic accounts in the area
attest to the presence of Jain ascetics on the small Tirthankara Hill,
northeast of the Fort, around the 5th and 6th centuries. Following
the Pallava occupation —as evidenced by excavated temples around
Senji’— and according to Pillai’s chronicle, a shepherd clan lead by
Ananda Kon took the power in this area in the 12th century. The Kon
rulers initiate the construction of defensive structures, which will
increase during the Vijayanagara domination in the middle of the
14th century. For two centuries, the Vijayanagara Empire stretches
from the Deccan to the far south, and in order to control such a
large territory, governors are sent to hold provinces in the name of
the king and to provide military troops all over the country. These

7 Cave-temples of Singavaram, Man- along with the Tondur sculpted rock.

dagapattu, and Dalavanur as examples,



ANNE DAVRINCHE 139

chiefs and warriors are usually of Telugu origin and bear the title
of nayaka (leader). First considered as feudal lords (a term that ac-
tually creates debates among scholars®), they became increasingly
independent of imperial authority upon Vijayanagara’s dissolution
from the middle of the 16th century onwards, involving themselves
in the religious and economic matters of their country. They cre-
ated and improved a new system of landholding that would be-
come a characteristic feature of the Nayaka government in Tamil
Nadu. Three great centres of power emerge at Madurai, Tafijavir
and Senji, which became the respective capital cities of the three
Nayaka kingdoms. If the first two bear a long-lived and powerful
royal lineage, well documented, Senji stands aside due to its lack of
sources and obscure history.

The birth of the dynastic line of Senji might be situated approx-
imately between 1475 and 1500 CE, when the Tuluva king Krsnade-
varaya plans an expedition with his general Vaiyappa Krsnappa
to subdue some rebellious chieftains in the Senji region. Even if
the presence of the Pandya and Hoysala is attested in this part of
Tondaimandalam by a small corpus of inscriptions in Singavaram,
a village north of Senji, the exact identity of these resisting rulers
at that time, and their effect on the development of the Fort, are
still unknown. Following a time of growing prosperity and impor-
tance, the Senji Nayaka kings seem to remain loyal after the em-
pire’s defeat at Talikota in 1565, but the civil war of 1616 starts an
endless period of fights and betrayals, between emperors, main
and secondary Nayakas of Madurai, Tafijjavir, Vellore and Senji.
The fortress falls under the domination of the Bijapuri sultanates
in 1649, ending the Nayaka rule in Senji. The citadel will be suc-
cessively occupied over the 17th and 18th centuries by the Maratha
Sivaji, the Mughal, French, and British armies, to be finally aban-
doned to wild animals and bandits.

Although the Senji Nayaka’s genealogy is very unclear, the ar-
chitectural study shows that the city and the Fort reach their height
during the mid-16th century. The town is indeed —as European

8 Cf. (Stein, 1999), pp. 372—6; (Sub-
rahmanyam, 1990), pp. 40—2.



140 EPIGRAPHY TO THE RESCUE OF ART HISTORY?

travellers testify®— a flourishing dynastic capital. Senji’s topogra-
phy is organised around two major points. The sacred centre is sit-
uated one kilometre north of the Fort in Singavaram, today a very
small village. The Ranganatha cave temple, built under the Pallava
in the 7th century, is highly respected by the Nayaka kings: they
give the temple a number of additions, such as two giripradaksind,
the procession paths, one at the top, and the other at the foot of
Singavaram hill. The second important core of Senji is the Royal
centre, with the palace area and its square tower, inside the first
enclosure of the Fort. Between those two points lies on the east a
residential area, and on the west, a busy commercial area. Finally,
the rural and agricultural belt follows the curve of the river and pro-
vides irrigated fields and water reservoirs for the dry season.

The religious landscape of Senji consists of stone temples, cave
temples, brick structures, places of worship in the open air, and
a fair number of memorial stones (hero and sdti stones, nagakal).
A great majority of the monuments are dedicated to Vaisnava pan-
Hindu deities. This type of dynastic architecture, as it is called, is
found mainly inside the enclosures of the Fort, except for four great
royal foundations which correspond to four delimited districts. The
gramadevata cult and the shrines of each of the saptakannigai, on the
other hand, are distributed on the western border of the city, and
always at the foot of a hill. Their number shows a very active and
deeply rooted local tradition.

Regarding the pan-Hindu deities’ temples, the surviving mon-
uments can be divided in two main categories. Almost all the
temples found in and outside the Fort are quite small structures,
composed by only one sanctuary following the pattern garbha-
grha-antarala-mandapa: a sanctum sanctorum, an antechamber,
and an attached pillared hall. The four Nayaka foundations —plus
an unfinished fifth at Singavaram, near the Ranganatha cave tem-
ple— are clearly under royal patronage, and show a more complex
ground plan: one main sanctuary flanked by two secondary god-
dess shrines are enclosed inside by one or two rectangular walls

9 The travel depictions of the Nayaka Samuel PURCHAS in Purchas and his Pil-
court of Nicolau PIMENTA, a Jesuit mis-  grims, (Purchas, 1905), vol. X, ch. VII,
sionary who was the guest of Muttu pp. 205—22. PIMENTA compares Senji
Krsnappa Nayaka of Senji in 1597, to Lisbon interms of size, influence and

are transcribed and commented by activity.
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Figure 24: Map of Senji Fort and close area

© E. GIRAUDET.

(prakaras), open by tower gates (gopuras), only at the east side. Even
if these royal temples are regarded as large complexes in Senji, they
are far less ambitious and elaborate than other monuments of the
Tondaimandalam of that period, such as the Jalakanthesvara tem-
ple in Vellore, or the Bhuvaraha temple in Srimusnam.

We will see that these two types of temple share, with more or
less logic, two architectural designs and types of elevation decora-
tion, which may help us to date the construction of Senji temples.

The iconographic programme in Senji is generally focused on
the avatdra and other incarnations of Visnu, mainly Krsna and
Venugopala, Rama and Narasimha, the latter representing a high
symbol of ideal royalty and protection of the kingdom. It also dis-
plays images of the Vaisnava poetic saints (dlvar), even in Saiva
temples, alongside with various forms of Siva, the liriga, and other
Saiva saints (ndyandr) and ascetics. A number of beautiful, but
very conventional, royal portraits are sculpted on mandapa pillars
with strategic positions. Although the destructions and successive




142 EPIGRAPHY TO THE RESCUE OF ART HISTORY?

repairs of the structures have made it almost impossible to de-
fine a logical and a pre-established design in the configuration of
the sculpted reliefs, one is able to notice the emphasis laid on the
themes of the righteous king, of the powerful kingdom, together
with an impressive syncretism and the obvious will to promote lo-
cal traditional figures. But the inequality of both the artistic treat-
ment of the sculpture and the composition is a striking feature of
Senji temples. It makes it difficult to date them and to understand
the chronology of the construction.

X1v.3 EPIGRAPHY OF SENJI

A statement has to be made at this point: Senji is not well served by
epigraphic sources.

The most important information about the Senji rulers is ac-
tually recorded by two 17th century inscriptions of the Murugan
temple in Tirupparankunram, giving a supposed genealogy of the
Nayaka rulers of the Fort over twelve generations. But the only
mention of a royal patronage from this dynasty is found in a 1580
inscription written on an enclosure wall of the Bhiivaraha temple
of Srimusnam (more than a hundred kilometers south from Senji).
Often bearing the same names and titles throughout their history,
none of these epigraphic records allows for a clear identification of
the Senji kings ruling the Fort before the 17th century.

Noboru KARASHIMA is one of the only scholars who dedicated
an entire study to Nayaka names in the North and South Arcot dis-
tricts. In his work A Concordance of Nayakas published in 2002, he ex-
amines inscriptions mentioning ruler’s names and administrative
terms linked with Padaividu (seat of the Sambhuvarayar dynasty)
and Senji, the two centres of Vijayanagara power in northern Tamil
Nadu, although only Senji saw the development of a dynastic lin-
eage.'® He outlines the political relation between the Nayaka and
the king, and explains the importance of the 16th century landhold-
ing system. He also provides one of the five genealogies of the Senji
rulers, certainly the most accurate, but acknowledges that a precise
chronology of this lineage is —today— quite impossible to define.

On the site, inside the Fort and the Nayaka period city, an over-
all total of thirty-seven inscriptions have been found, but only eight

10 (Karashima, 2002).
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of them are published in Annual Reports. They are indeed in vari-
ous states: most of them are damaged, illegible, or simply histori-
cally irrelevant. Once again, the military context, the multiple de-
structions, and the attempts at restoration don’t help in the analysis
of this material. They can be read on various locations: engraved
on temple walls, base and ground, or scribbled on rocks lost in the
fields or at the top of the hills. Very few of them give information
about the context of the construction or management of the tem-
ples. The text generally presents less than two lines, when it is
not limited only to family names in Tamil or Telugu. A small num-
ber of these unpublished inscriptions have been translated with the
precious help of Mr. MURUGAIYAN and Mr. VIJAYAVENUGOPAL and
analysed. They unfortunately reveal very few significant details,
when the lines are complete and intelligible. An instance would
be the occurrence of the Tamil expression catd cervai, meaning ‘in
perpetual devotion,’ never encountered before the 13th century.

Aside from two engraved slabs from the end of the 16th to the
early 17th century kept in the Fort Museum, and referring to late
Senji Nayakas, only three inscriptions could help one to under-
stand the chronological development of the Fort’s religious archi-
tecture. Located on the main shrine of the Venkataramana tem-
ple, in the Outer Fort, they appear in the Annual Reports of Epig-
raphy along with a translation. The first is dated from 1391, and
is much damaged, mentioning only the name of the Vijayanagara
future king Viruppana Udaiyar (Virtipaksa I). The second is from
1550, and records an offering of villages, taxes and temple re-
pair by Surappa and Mallapa Nayaka in the name of the emperor
Sadasivaraya. The third inscription is dated from 1573, and in-
volves only the sthanattar, the council of the temple, granting the
deity of the temple a religious festival and a procession on a palan-
quin.

Oddly enough, only the last two epigraphs have been used in
architectural and historical studies about Senji. The 14th century
inscription has never been mentioned, and thus, the temple’s con-
struction has been situated between 1540 and 1550, which seems to
concur with Pillai’s chronicle, and with the primary architectural

1 (ARE 1939-40), No. 219. 3 (ARE 1976-7), No. 226.

(ARE 1904), No. 240.

12
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Figure 25: Plan of Venkataramana temple; (1) 1391 inscription, (2) 1550 inscrip-

tion, (3) 1573 inscription

© K. KESAVA RAJARAJAN.

analysis of the Venkataramana, as we will see further.* This fact
could partially be explained by the gap between the three publica-
tions of the reports. The 1550 and 1572 inscriptions appear respec-
tively in the Archaeological Report of 1904 and 1976, whereas the
1391 inscription is the only one about Senji in the Report of 1940, in
the middle of 70 years of ‘epigraphic silence,” that makes it easy to
miss. I was unfortunately unable to check in situ the authenticity of
the text on the Venkataramana temple, but the Mysore Epigraphic
Department has confirmed the presence of an estampage matching
the record appearing in the report.

Many questions rise from these observations. Firstly, compared
to the extent and importance of the capital of the 16th century,
why are there such a small number of royal inscriptions on the
site, and why do some of the most important structures, like the
Pattabhirama temple, not have any inscriptions at all?> Could the

4 Tt seems that the dating process of
the Venkataramana temple relies very
lightly on epigraphy: some scholars
prefer to see a 1570-80 temple, dis-
regarding completely the 1550 inscrip-

tion. Cf. (Michell, 2015). However, after

a discussion of the subject, the author
of this conclusion, Pr. MICHELL, has ad-
mitted not taking the 1550 inscription
into consideration, by a simple omis-
sion, which doesn’t in any case affect

the purpose of his study.
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lack of epigraphic material be explained only by the recurrent de-
structions during years of war, by poor maintenance, or by ques-
tionable restorations? Then, why among twenty hero stones, sati
stones and other memorial stones, do none bear textual informa-
tion? And finally, is the mysterious 14th century inscription ques-
tioning decades of architectural analysis? Focusing on dating the
religious architecture of Senji, we might be able to give some expla-
nations regarding the last point by studying the decorative design
of the Venkataramana temple.

XI1vV.4 THE VENKATARAMANA TEMPLE AND THE USE OF THE PAST

As we mentioned above, the Venkataramana temple presents the
three most significant inscriptions of the site. It is the largest and
the most complete religious monument of Senji. Located in the
Outer Fort, at the foot of Chandrayandurgam hill, it has been re-
stored and preserved by the Archaeological Survey of India, but
the puja is no longer performed. The temple measures 162 m
X 74m, and faces east with two gopuras channelling the devotee
through two concentric enclosures. The inner prdkara, opened
by a three tala gopura, contains a main sanctuary dedicated to
Venkatesa or Venkataramana, with a garbhagrha, antechamber, a
mukhamandapa, and an attached open mahamandapa. Two sec-
ondary shrines for Sri (Laksmi) and Andal, the only female saint
and poet member of the dlvadr, stand on each side, and an additional
garbhagrha with its closed circumambulatory passage is included
inside the west wall of the prakara.

Inside the second enclosure, a kalyanamandapa (‘marriage
hall’), three detached festival mandapas and an dsthanamandapa
(hall for royal assembly or meetings) go with the ‘thousand columns
hall,’ the temple tank and the remains of a tuldbhara, a stone scale
for the king’s ritual weighing. The impressive seven tala outer raya-
gopurais flanked outside by two festival mandapas, and the complex
is surrounded by six tall four-pillared swing-pavilions for the gods’
ritual procession.

The temple is praised for the sculpted panels inside the raya-
gopura’s passageway, and for its royal imagery, almost entirely de-
stroyed by invaders, particularly the high-relief representations in
front of Andal’s shrine, one of the rare specimens of composite pil-
lars with figural sculptures in Senji.



146 EPIGRAPHY TO THE RESCUE OF ART HISTORY?

Figure 26: South of Venkataramana temple from Chandrayandurgam hill

© A. DAVRINCHE.

Two types of architectural design are observed in this temple.
In the first case, the shrine is supported by a very simple base and
presents plain walls, decorated only by flat pilasters with bevel-
edged brackets (often called ‘late Cola type’), and shallow empty
niches between split pilasters, capped with a foliated makaratorana
arch, in horseshoe shape, hosting small reliefs. The wall ends with
a kapota, a downward curve moulding, showing faces or vegetal pat-
terns in nasi. The makaratorana niche and bevel-edged capitals are
characteristic features of small ancient temples, featuring a deco-
rative vocabulary used until the 13th century.

On the other hand, the second type of design is more elabo-
rate: the double base is formed by an upapitha (a sub-base) and an
adhisthana (an upper-base) and various decorated mouldings with
intricate details. The wall surface presents a rhythmic succession
of edicules, which are architectural components modelling small
shrines. On the usual three main types of sedicules of Dravida ar-
chitecture, only two are used in this temple: the sald and the pafijara
aedicules, defined by their roof form and their width. The engaged
column around empty niches are fluted and they support a puspa-
potika capital. Developed under the first Vijayanagara dynasties
during the 14th century, this evolved and delicate curling flower bud
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(puspa) capital is the best-known indication of the Nayaka-period ar-
chitecture. The kapota above is larger and goes along a vydlamadld.
These two distinct designs and decorations could be used in the dat-
ing process of the architecture of the site.

If we take a look at the distribution of these two styles inside the
Venkataramana temple, the ‘plain style’ is found on the three main
sanctuaries, and the store rooms. The ‘decorated style’ is seen on
the two gopuras and the festival mandapas of the second prakara.

Figure 27:  Garbhagrha in ‘plain style’ of the west sanctuary (left), and north-west

face of the rayagopura in ‘decorated style,’ Venkataramana temple (right)

© A. DAVRINCHE.

Regarding the whole corpus of temples inside and around the
fortress walls, one can note that the ‘decorated style’ appears only
on a few structures: the small Ranganatha temple on top of Raja-
giri hill; and two of the Nayaka large foundations, the Pattabhirama
temple outside the Fort, and the Sitirama temple on the south of
the Nayaka city. For the latter, only the ruined rayagopura is elabo-
rate, the other parts of the temple —inner gopura and shrines— are
plain in style, like the great majority of the temples in Senji. The
small structures without enclosure, on the other hand, present, in
general, with this severe and simple decoration on their wall.

Given that the three inscriptions of the Venkataramana are lo-
cated on the plain vimdna —the garbhagrha and the attached closed
mandapa— of the central shrine, and based on the assumption that
an inscription provides the relative age, hence the style, of a sanc-
tuary —or at least of the part where the text is found— exceptions
aside, one of the first conclusions could be that the core of the
Venkataramana temple has been built before the end of the 14th
century, according to the 1391 inscription. Indeed, it would be
logical to assume that this severe and simple decoration, showing
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Figure 28: Ranganatha temple, Rajagiri hill

© A. DAVRINCHE.

makaratorana arches, is closer to what has been done in the 13th
and 14th centuries, than to the typical heavily ornate 16th century
style, an assertion validated by the date of the earliest inscription
of the temple. By association, all the religious structures showing
the same design should belong to the same period, meaning that
almost the entire religious landscape of Senji must have emerged
during the 14th century.

Some arguments make this theory plausible. If this ‘plain style’
is not very frequent in Tondaimandalam, one can observe it in
Padaividu, on the Venugopala temple on the Kottaimalai Mountain.
The very simple, almost bland, wall decoration could suggest that
the temple was left unfinished, but might also indicate a more mod-
ern date of construction (19th-20th c.). Padaividu epigraphy men-
tions Nayaka rulers from 1495 to 1527 according to KARASHIMA, 'S
but it is not possible to know if the temple dates back to the Samb-
huvarayar period, the defeated predecessors of the Nayaka. Two
other examples can be suggested. The Saumya Saumesvara temple
of Nimbapura in Karnataka, and the Mallikarjuna temple of Chan-
dragiri in Andhra Pradesh, are dated from the first decade of the

15 (Karashima, 2002).
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Figure 29: Balaranganatha temple, Rjagiri hill

© A. DAVRINCHE.

15th century, and both show flat pilasters and makaratorana on a
simple basement.

More generally, plain styles are associated with architectural an-
tiquity. The Nayaka rulers are known for their strategic ‘preserva-
tion’ of more ancient architecture. They would keep in good condi-
tion the sacred core of temples from the Pallava, Cola, or Pandya dy-
nasties, but they would also extend them, adding heavily decorated
structures, in a recognisable 16th century style. By these means,
they displayed to the local population their capacity for financial
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support, and also their religious affiliation with a preexisting de-
ity of the land. That is why the new 16th century temple founda-
tions tend to have a very elaborate vimana, unlike the simpler sa-
cred sactum of older dynasties’ style.* That would explain the pres-
ence of the ‘decorated style’ preferably on outward elements of the
complex. Hence, following this idea, the Venkataramana would
have been an old temple restored and enlarged by Senji’s Nayakas,
and the Pattabhirama temple, in contrast, a complete 16th century
foundation.

However, this theory is only based on selected information; the
general context also has to be taken into account. The physical situ-
ation of the 1391 inscription remains, for now, obscure, so precau-
tions are necessary in its interpretation. The 1550 inscription seems
to refer to a ‘repair of the temple,’ thus the early inscription’s stone
may come from a more ancient structure, rebuilt in the 16th cen-
tury, or even from another temple, no longer existing. Moreover,
regarding the historical context, the 14th century is actually not a
major period for temple construction, especially in Tamil Nadu, be-
cause of the recurrent raids of the Delhi Sultanate, and the estab-
lishment of the Madura Sultanate, which caused a major disruption
in religious activities at that time. The restoration of the worship
and religious building construction starts only around the first half
of the 16th century.'” Even protected by fortified walls, it seems un-
usual for Senji to have developed the major part of its religious ar-
chitecture at this moment.

The stylistic analysis of the temples also shows some confound-
ing details. First, the Pattdbhirama temple of Senji presents an
irregularity in its general design. The complex is decorated with
a typically 16th century Nayaka period style, except for the small
Garuda chamber, facing the main central shrine on a platform.
But both elements are supported by the same ornate basement,
meaning that the plain style shrine cannot be earlier than the main
sanctuary. Similarly, in Padaividu, the detached mandapa of the
Venugopala temple is very plain on the outside, but displays beauti-
ful yali composite columns with puspapotika capitals inside, which

16 See for instance the complex of ple of Tiruvannamalai, where many of
Minaksi-Sundaresvara temple, enlar- the mandapas have been built by the
ged by the Madurai Nayakas from a Tafijavar Nayakas.
local goddess sanctuary and a Pandya 7 Cf (Branfoot, 2007), pp. 15—16.

tradition, or the Arunacalesvara tem-
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could not have been added later, proving that the structure has been
built in one go.

Figure 30:  Garbhagrha of the central sanctuary of Pattabhirama temple with ‘dec-
orated style’ (left), and its small facing Garuda shrine in ‘plain style’ on the east end

of the platform (right)

© A. DAVRINCHE.

This disparity between a plain style centre and a more elabo-
rate decoration of the secondary elements from the same period,
inside the same complex, can be observed in very few temples in
the south of the Tamil country. For instance, the Krsna temple in
Srivilliputtur, or the Venkitacalapati temple of Krsnapuram, are two
structures securely dated from the middle of the 16th century by
epigraphic data on stone and copper plates, but their vimana is sim-
ple, with flat decorations and no mouldings, far from the sculpted
pillars and elaborate basements of their mandapas and gopuras.

These observations are evidence for a deliberate archaism in re-
ligious architecture. The Tamil Dravida stylistic tradition is very
conservative over the centuries, and when they settled in Tondai-
mandalam, the Nayaka rulers seem to have been perfectly aware of
the association between a plain design and the inherent antiquity
of a temple, an ‘eesthetic rule’ which has been for centuries sub-
consciously present in the devotees mind. They decided to make
some structures appear to be older than they actually were. To un-
derstand the reasons behind this decision, we must consider the
difference between sacred sites and royal sites.

The sacred temple owes its prestige to ancient legends that ex-
plain the importance of the area, and to specific mention in the de-
votional Tamil literature of the nayanar and the alvar, where the
monuments and places of worship are praised through hymns, as
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Figure 31: Venugopala temple, Kottaimalai Mountain, Padaividu

© A. DAVRINCHE.

the home of famous saints, or places where a divinity revealed itself,
creating a religious Tamil geography. Their history can be traced
back through centuries and dynasties, displaying, with successive
additions, a multitude of different architectural styles.

The new royal foundations, on the other hand, are often built
in an uninterrupted period of time, and associated with a specific
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patron or royal figure. So when the temple is not highly sancti-
fied by a strong mythic association with the site of construction,
this antiquity and glory has to be suggested. In the case of the
Venkataramana temple, one of the first theories that might emerge
from the study is the possible use of epigraphy as a way to convince
the devotee or the viewer that he enters an old structure. Simply:
is the 1391 inscription deliberately situated —or even created— to
make the vimana look like it was from the 14th century, and thus to
provide a greater status to the temple? If the tradition of replacing
and copying inscriptions exists since the time of the Cola rulers of
the end of the 10th century,'® such an imposture has never been at-
tested until now for the Nayaka period.'® Moreover, inscriptions are
the equivalent of a notarised agreement, unreadable for non-edu-
cated visitors; the visual appearance of the temple is a much more
efficient solution to convey a meaning, say, through its overall dec-
oration.

At Senji, the hills are of no importance in the devotional liter-
ature: even if the presence of local gramadevatas was strong and
constant through the ages, the 7th century Ranganatha temple of
Singavaram alone was part of the Tamil religious geography. The
Nayaka rulers intend to legitimise their power, and then their grow-
ing independence, over their adopted territory in the Tamil coun-
try. To achieve this political aim, they need to create an idea of the
importance, sanctity and antiquity of their royal foundations: they
manipulate the architectural design of the main vimdna of major
temples, giving them a severe ‘archaic style,” and applying a typ-
ically 16th century ornamented decoration on outer parts of the
complex as a personal identity. On another hand, by adopting and
supporting local cult, saints, and deities, they blend themselves in
with Tamil cultural traditions. Resulting from this process of legit-
imising power, the Nayaka capital seems to be an intentional imita-
tion of a more legendary and sacred place.

18 And especially under the authority
of Queen Sembiyan Mahadevi, wife of
Gandharaditha Cola, who ordered that
brick temples be rebuilt in stone in or-
der to preserve them, and copied the
epigraphic records onto the new build-

ings. For more details, see (Balasubrah-

manyam, 1971), p. xii.

19 This theory is not abandoned and
has to be seriously considered, but at
the present time, the lack of evidence
prevents one from drawing any conclu-

sion on the subject.
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Figure 32: Venkitacalapati temple, Krsnapuram

© Crispin BRANFOOT.
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We have covered here only a small part of the architectural
and epigraphic study; this needs to be completed by extended re-
search —on the iconographic program, the aesthetics of the sculp-
tures, and on the ritual circulation?— that demonstrates the inten-
tion of Senji’s Nayaka to reproduce the Vijayanagara capital, today’s
Hampi. They managed a subtle imitation of the most flourishing
city of the Tuluva dynasty in Karnataka: first they adopted a simi-
lar topography; then they dedicated their main temples to the same
tutelary gods in fashion at Tuluva times; and finally, they even par-
tially reproduced the quite rough and massive sculptural style of
the Vijayanagara capital. Their objective was to align their dynasty
with the glory of their lords, especially the splendour of the Em-
peror Krsnadevaraya’s rule (1509-29), in order to be associated with
a more established tradition of grandeur.

X1V.5 CONCLUSION

Senji is one of the rare sites allowing an almost complete analysis
of an entire capital city, preserved from the growing urbanism. The
renewed interest of the Fort after its classification as an Indian his-
torical heritage site engages a series of limited studies, in which
religious architecture is often neglected. Despite a cruel lack of
sources, the chronological history of the place can be understood
by the archaeological and epigraphic data. But, as we have seen,
in some special cases, instead of helping the process, an inscrip-
tion alone, and the mystery around it, can develop a fair number
of theories, which must not be ignored by an art historian. If the
ancient history of Senji remains obscure, it is now established that
the apogee of the city development appears with the new Nayaka
governors under Vijayanagara authority in the 16th century, accom-
panied by an intense building activity, and lasting at least a cen-
tury. However, the research on Senji epigraphy shows the exis-
tence of a possible 14th century origin of most of the stone tem-
ples on the site, with an inscription dated from 1391 engraved on
the Venkataramana temple, in association with the ‘plain style’ of
the main sanctuaries elevation, and such an assertion would recon-
sider an already accepted conclusion. It has been demonstrated
that if uncertainty remains about the exact date of the monuments,

20 Cf. (Davrinche, 2017).
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a building activity of this scale before 1500 seems highly improba-
ble. The Nayaka rulers appropriate local Tamil traditions, and the
glory and prestige of ancient Vijayanagara dynasties, by creating a
visual statement of archaism and old sanctity in the architectural
decoration of temple cores, in order to legitimise, and root more
deeply, their power over the country.

Again, considering previous research about the construction of
Senji's temple, the former conclusions are not wrong - and the aim
of the present study is not to confound them. However, we hope
that we have shown how essential it is to explore all the possibili-
ties, especially when they lead to a new understanding of the am-
bitions of Senji’s rulers. The combination of unverified historical
information from a 19th century chronicle, the chronological eval-
uation based on stylistic analysis and the independent considera-
tion of the content of inscriptions, lead to a new attempt to date
Senji architecture and to an understanding of the contradictory el-
ements involved in the process. It also reminds us of the obligation
to consider the physical aspects of inscriptions, their relationship
with the monument, and the artistic context, as an archaeological
object in itself.
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CH. XV
VIJAYANAGARA ICONOGRAPHY: PRELIMINARY SURVEY
OF A SELECTION OF VISNU TEMPLES IN RAYALASIMA
MARION LE SAUCE-CARNIS

ABSTRACT

This paper constitutes a preliminary study for a project dealing with
the iconography and history of a selection of Vijayanagara temples in
Rayalasima. Having studied depictions of Rama in Vijayanagara tem-
ples during my Ph.D., I would now like to extend my methodology to the
entire iconography of these temples. This will lead to a better under-
standing of the religious and architectural history of the region, which
has not been deeply examined until now. The article introduces some
interesting recurring iconographic themes encountered in these tem-
ples. Ifirst give an account of several reliefs depicting the Ramdyana to
show my methodology, and then examine different reliefs: some repre-
sent Krsna, others show various avataras or depict vyiithas. They provide
an idea of the iconographic richness of the monuments and of the ques-

tions they raise.

XV.1 INTRODUCTION

THIS paper will explore some new avenues of research for an on-
going project that I am undertaking on the Vijayanagara temples
located in the southwest of present day Andhra Pradesh, the re-
gion traditionally known as Rayalasima. The Vijayanagara Empire
(1336-1672) was the last great Hindu empire, established in South-
ern India at a time when the Mughal Empire already ruled over
Northern India. The Vijayanagara Empire dominated medizeval
Southern India for more than two centuries.’ Although its capi-
tal city was in Karnataka, a number of temples were also built in
Rayalasima. This region became the seat of the Vijayanagara power
after the defeat of Talikota in 1565 and the resulting fall of the city
of Vijayanagara. The capital’s new location —Penukonda in 1569

1 From 1336 to 1565. From 1565 to ened.

1672, its power was considerably weak-



160 VIJAYANAGARA ICONOGRAPHY

or 1570, Candragiri in 1592, and Vellore in 1604— doesn’t entirely
explain why so many temples were built in Rayalasima, especially
as most of them were constructed before 1565. One wonders why
this region was so highly favoured, since the only other place where
we find a strong concentration of Vijayanagara temples is the city
of Vijayanagara itself, even though the Empire was vast and cov-
ered the current states of Karnataka, Andhra Pradesh and Tamil
Nadu. We may find some answers by examining how these temples
functioned, what linked them to one another and to the temples in
the capital. As an art historian, I propose exploring these issues
through iconography and architectural patterns. For the purpose
of this presentation, I have chosen a few iconographic themes in
Rayalasima temples in order to demonstrate some of the possibili-
ties that this project offers.

Different parts of the temples were used for the display of icono-
graphic themes: the walls, bases, cornices, gopuras and pillars. In
order to present a homogeneous body of research here, I have cho-
sen to focus only on the pillars, which are the most common me-
dia, and on Vaisnava themes. Vijayanagara pillars were particularly
suitable for the carving of reliefs. They are made up of three cubic
sections separated by two octagonal sections. The reliefs are found
on the cubic sections, so one pillar can contain up to twelve reliefs.

The iconographic themes I have chosen are Krsna, the other
avataras of Visnu and the vyiihas. I selected these themes because
they seem to be the most common ones. I will thus firstly focus on
Rama and the Ramayana, the subject of my Ph.D. thesis, entitled Du
héros épique a l'icone divine. L’image de Rama dans les décors sculptés de
lempire de Vijayanagar.? I will then briefly outline the methodology
I used for my thesis, and explain the results that can be expected. I
will use reliefs from a selection of four temples: the Kodandarama
temple in Vontimitta,® the Cennakesava temple in Somapalem,* the
Chintala Venkataramana temple in Tadpatri,’ and the mandapa out-
side the Ahobila temple in Upper Ahobilam.® Surprisingly, these

2 (Le Sauce-Carnis, 2016b). 5 (Ramaswami, 1976); (Kameswara
3 (Michell, 2001), pp. 154—5; (Kama- Rao, 1976), pp. 69—76; (Michell, 2000),
lakar, 2004), pp. 114—18. Pp- 49, 52, 171, 180, 191; (Jayaprada,
4 (Kameswara Rao, 1976), pp. 85—91; 1998); (Michell, 2001), pp. 140—1; (Dal-
(Ramaswamy, 1981); (Michell, 2000), lapiccola et al., 2014), pp. 63—5; (Le
pp- 53—5; (Michell, 2001), pp. 148—50; Sauce-Carnis, 2016a).
(Dallapiccola et al., 2014), pp. 72—7.
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Figure 33: Map of Rayalasima and the sites studied

© 2018 E. GIRAUDET.

temples, like most of the other temples in Rayalasima, have so far
attracted little, if any, scholarly attention. The attached bibliogra-
phy lists available works on the four temples studied here, although
some are difficult to locate and could not all be consulted, indicated
by a star (*). Out of this literature, no work deals with the temple of
Vontimitta and only one is dedicated to that of Somapalem.’

6 (Sitapati, 1982); (Michell, 2001), 24—6.
p. 159; (Dallapiccola et al., 2014), pp. 7 (Ramaswamy, 1981).
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XVv.2 THE RAMAYANA

Rama and the Ramdyana constitute one of the essential sources for
the iconography of the period. I established three possible cate-
gories for these reliefs: narrative cycles, iconic depictions, and, as
a kind of ‘in-between,” what I have termed ‘narrative sequences.’
Narrative cycles are sets of reliefs that retrace a relatively long part
of the tale. Narrative sequences are shorter than narrative cycles.
They tend to depict only one of the stories in the epic, or perhaps a
handful of them, and are often located on pillars. However, because
of the pillars’ shape, these sequences are split up in such a way that
one particular event can in fact be divided among several different
reliefs. Thus, at first sight, a relief belonging to a narrative sequence
can be interpreted as an iconic relief. It is thus important to con-
sider the whole pillar to understand its iconography. In iconic de-
pictions the heroes of the tale are not acting, but present character-
istics (for example attributes and postures) that enable the visitor to
recognise them immediately. Iconic depictions work individually,
without any connection to the surrounding reliefs.

Identifying the iconography is the first difficulty encountered
when observing these reliefs.® When it comes to narrative reliefs,
the correct reading direction must be established. However, one
can help to determine the other, and vice versa: understanding and
correctly identifying the iconography can help to establish the right
reading direction, and the right reading direction can, in turn, help
to define the iconography.

Let us look at an example of a reading direction, which, upon
first inspection, was a mystery. This sequence is located in the six-
teen-pillared mandapa outside the Ahobila temple in Upper Aho-
bilam. The scene is spread over three sides of the pillar, or, in
fact, the whole pillar, as the fourth side contains a column in the
round, which is standard for Vijayanagara pillars. There are nine

8 To do this, I used several versions
of the Ramayana dating from the Vi-
jayanagara period or earlier, written
in the language of one of the four re-
gions covered by the empire (Sanskrit,
Kannada, Telugu, Tamil) and translated
into French or English. They are: Adb-
huta Ramayana (Chhawchharia, 2010),

Adhyatma Ramadayana (Tapasyananda,
2009), Ananda Ramdyana (Nagar, 2008),
Valmiki Ramayana (Biardeau & Porcher,
1999), Kamban Ramdyana (Rollin &
Cadelis,

nathan, 2002), Rangandtha Ramdyana

2000; Sundaram & Jagan-

(Nagar, 2001).
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Figure 34: Cennakesava temple, Somapalem. Characteristic pillar of Vijayanagara.

© Marion LE SAUCE-CARNIS.
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reliefs depicting the birth of Dasaratha’s four sons. These two sides
must be read together, from bottom to top. On the lower panel,
Dasaratha stands in front of Rsyasrnga, who is offering the sacri-
fice. The central panel shows the three queens with the magical
food that Dasaratha is allocating to them. The upper panel depicts
the three pregnant queens. After this, the west side must be read,
where the three queens can be seen standing with their sons in their
arms. Each panel shows a queen: the top one shows Sumitra, eas-
ily recognisable because of her twins; Kausalya and Kaikeyi are de-
picted on the central and lower panels, but we cannot tell which is
which.

One of the lessons I have learned from my research on depic-
tions of the Ramdyana in Vijayanagara temples is that thanks to a
few details, it is possible to determine that the Telugu version of the
epic was often favoured in iconographic programmes. One can ob-
serve this, for example, in the quite widespread representation of
Hanuman’s meeting with Kalanemi.® This story doesn’t exist in all
of the versions of the Ramdyana. While looking for the simples to
save Laksmana, Hanuman meets a hermit and asks him for some
water. The hermit is actually the demon Kalanemi and he points
Hanuman to a pond where a female crocodile lives, which ends up
swallowing Hanuman, but not digesting him. The crocodile opens
its mouth and Hanuman comes out. Then, released by Hanuman,
it turns back into a divine being. She tells Hanuman that Kalanemi
is not actually a hermit but a demon, and that he knew all along

9 We find this meeting in the Ran-
ganatha Ramayana (Nagar, 2001), pp.
366—71. This story also exists in the
Adhyatma Ramdyana (Tapasyananda,
2009), pp. 298—300, and the Ananda
Ramayana (Nagar, 2008), pp. 144—6,
but other clues indicate that the Telugu
text has been preferred, like the mur-
der of Stirpanakha’s son by Laksmana.
We consulted a number of versions
of the epic and have selected the ver-
sions according to the following crite-
ria: the text had to have been written

either before or during the Vijayana-

gara period; it had to be written in
one of the four languages used in the
empire - Sanskrit, Kannada, Telugu
and Tamil; among them, we preferred
those for which there is a translation
into French or English - even if we did
not fail to refer to the original textin the
case of the Sanskrit versions. We have
thus selected six versions: Valmiki’s
Ramayana, Adbhuta Ramayana, Kam-
ban’s Ramdyana, Ananda Ramdyana,
Adhyatma Ramayana, and Rangandtha

Ramayana.
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Figure 35: Sixteen-pillared mandapa outside the Ahobila temple, Upper Aho-

bilam. The birth of Dasaratha’s sons.

© Marion LE SAUCE-CARNIS.

that Hanuman would be eaten if he went to the pond for a drink.
Hanuman and Kalanemi then fight each other.

In the Cennakesava temple in Somapalem, this episode is re-
counted in three reliefs, on the south and east sides of the lower
panel, and on the east side of the central panel. The two reliefs at
the bottom need to be read together: Hanuman meets Kalanemi.
The monkey is already in a fighting stance: however this is more
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likely to be a way of identifying him, than a genuinely aggressive
posture. The third relief shows the fight.

In the Chintala Venkataramana temple in Tadpatri, the Kala-
nemi story takes up four reliefs, and is depicted with more detail
than in the reliefs at Somapalem. The reading starts at the bottom
of the north side, where Hanuman meets Kalanemi. The east side is
then to be read from bottom to top: being advised by the false her-
mit, the monkey goes to the pond where the crocodile attacks him.
He kills it and it then turns back into an apsaras and tells Hanuman
that Kalanemi is not really a hermit. In the end, Hanuman comes
back to kill Kalanemi.*°

Finally, the Kodandarama temple in Vontimitta dedicates more
space to the telling of this story. The whole pillar recounts the story
on the three of its sides which have reliefs, the fourth side contain-
ing a sculpture in the round. Starting with the lower section of the
north side, we see the fight between Valin and Sugriva. In the text,
this scene is located far away from Kalanemi’s story. Perhaps this is
to remind viewers of the alliance between Rama and the monkeys.
We then jump to the Kalanemi story on the lower section of the west
side. Here, Hanuman meets Kalanemi. On the same side, in the
middle, Hanuman is attacked by the crocodile. When the crocodile
is defeated, it turns back into a divine being, which is seen in the
upper section. The next relief is the upper panel of the north side,
where we see the fight between Hanuman and Kalanemi. From that
point on, two reading directions are possible: the next scene could
be either on the central panel on the same side, or on the same
panel on the east side. I have not been able to identify the latter, but
the former could depict Kdlanemi becoming a demon again. Then,
turning to the relief on the central panel of the east side, we see
the injured Laksmana. He lies unconscious on his brother’s knees,
while Hanuman comes back with the life-saving simples. Finally,
Rama thanks Hanuman for having rescued Laksmana, who is now
standing by Rama’s side, restored to health.

10 The other two sides of the pillar and not linked with the Kalanemi story
do not contain any relief. The last - they depict Hanuman fighting and
two reliefs, on the upper and central Laksmana honouring Rama.

sections of the north side, are iconic
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Figure 36: Cennakesava temple, Somapalem.

Hanuman’s meeting with Kalanemi.

© Marion LE SAUCE-CARNIS.

The fact that the preference was given to the Telugu version is
not all that surprising, since Telugu was the language of the elite.
Though not surprising, however, it is a new example of the su-
premacy of Telugu, which was not limited to Andhra Pradesh, but
had, by this point, spread over the whole empire. For example, the
murder of Stirpanakha’s son by Laksmana is depicted in the Rama
temple in Hampi, and the meeting with Kalanemi can be seen in
the Tiruvengalanatha (or Acyuta) temple in Hampi, Karnataka, and
in the Sri Ranganathasvami temple in Trichy, Tamil Nadu. These
are some of the most obvious clues, but others, less obvious, as I
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have demonstrated in my thesis, show that Rangandtha’s Ramdyana
is the version that often most closely corresponds to the reliefs, and
is least often divergent from them.

The entire epic is depicted in narrative cycles or narrative se-
quences. In parallel to these narrative reliefs, we also frequently
see iconic reliefs connected to the Ramayana throughout Vijayana-
gara architecture. The iconic image of fighting Hanuman, taken
from the epics and portraying his numerous fights, including the
one against Kalanemi that we have just discussed, became a very
common motif. Out of all iconographic depictions of Rama, the one
of him holding the bow and arrow is the most common. I believe
‘iconisation’ is a phenomenon that attests to the fact that Rama has
become a god himself, and is no longer an avatara of Visnu.

Moreover, Rama and the Ramayana are very common motifs.**
The importance given to them demonstrates the essential role of
Rama in the Hindu pantheon during the Vijayanagara period. How-
ever, in order to evaluate the importance of his role, I intend to com-
pare it with other iconographic forms which I will now discuss.

XV.3 KRSNA

Krsna, like Rama, is an epic character who, in what is termed the
‘medieeval period,” moves from the status of an avatdra to that of a
major deity, worshipped by his own community of believers.*? Con-
sequently, one might expect that the depictions of him would follow
the same process of ‘iconisation’ as those of Rama. My next study
will attempt to throw light on this question, but my initial observa-
tions, as I will go on to demonstrate, did not confirm this hypothesis
from the outset.

My first observation was that the stories connected to Krsna that
were chosen for depiction are from the Harivamsa and the Bhaga-
vata Purana,'? and not from the Mahabharata. Exploits from Krsna’s
childhood are the episodes most commonly depicted. Episodes
from his adolescence, like the story of Govardhana and other
events, are also represented. In the four temples chosen for study,

1 (Dallapiccola et al., 1992). came an avatdra afterwards, (Schmid,

12 The phenomenon is actually more 1997, 2011).
complicated in Krsna’s case. C. SCHMID 13 (Dallapiccola & Verghese, 1998),
considers that, initially a god, he be- p. 52.
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Figure 37: Chintala Venkataramana temple, Tadpatri. Krsna’s childhood.

© Marion LE SAUCE-CARNIS.

his fights against demons like Pitana, Dhenuka, Bakasura, etc., are
highlighted, as well as some of the pranks he played.

In Vontimitta, a set of four fights can be found on the west side
and on the central panel of the north side of a pillar: on the west
side, the fight against the demon who turns into a chariot,** Piitana’s
death,'s and the fight against Bakasura are depicted*®; on the north

M Harivamsa (HV), chap. 50, (Cou- ' HV 50, (Couture & Esnoul, 1991),
ture & Esnoul, 1991), p. 200; Bhdga- pp. 201—2; BhP X.6, (Burnouf, 1884),
vata Purana (BhP), Book X, chap. 8, vol. 4, p. 30.

(Burnouf, 1884), vol. 4, p. 35.
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side, one can observe a fight against an anthropomorphic enemy,
who may be Caniira, the wrestler Krsna fights in Mathura.’

In Ahobilam, two pillars have this kind of sequence, each on two
whole sides. The first one shows, on the north side, the fight against
the demon who turns into a chariot, a fight against an unidenti-
fied demon and Putana’s death; on its west side, it shows the fight
against Dhenuka®® and the fight against Arista.'® The last relief, at
the top of the west side, rather than depicting a fight, shows Krsna
dipping his hand into a jar of butter. The second pillar shows Krsna
dancing on Kaliya,* the story of the arjuna trees** and Krsna Go-
vardhana.?? These scenes are displayed from top to bottom on the
south side of the pillar. On the east side, human figures can be seen
observing these scenes.

In Tadpatri, there are many depictions of these same maotifs.
One of the sequences occupies three sides of a pillar. To follow the
story in (roughly) chronological order, we must begin with the up-
per panel of the north side where we see Piitana’s death, the char-
iot’s breakdown and the fight against Trnavarta.?® On the west side,
from top to bottom: Dhenuka, Bakasura and Kaliya. Finally, on
the east side, once again from top to bottom: Kaliya, Govardhana
and the fight against Arista. Another pillar shows Krsna’s childhood
pranks. On the upper panel of the east side, Yasoda checks to see if
Krsna has eaten some dirt.?* On the central panel, Krsna annoys the
Cowherd Maidens,* and, on the lower one, he seems to be begging
his mother for something. Then, on the south side, from bottom to

16 BhP X.11, (Burnouf, 1884), vol. 4,
p. 56.

7 HV 75, (Couture & Esnoul, 1991),
pp. 309—12. Canira does not exist in
the Bhdgavata Purana.

8 HV 57, (Couture & Esnoul, 1991),
pp- 227—8; BhP X.15, (Burnouf, 1884),
vol. 4, pp. 82—4. In this episode, it
is Balarama that kills Dhenuka, not
In the BhP, after Dhenuka’s

death, Krsna helps Balarama to kill the

Krsna.

other donkeys, Dhenuka’s companions.
9 HV 64, (Couture & Esnoul, 1991),
Pp- 263—4 ; BhP X.36, (Burnouf, 1884,

vol. 4, p.171). We can see that Krsna has

pulled off Arista’s horn and is about to
hit the bull with it.

20 HV 56, (Couture & Esnoul, 1991),
p. 225; BhP X.16, (Burnouf, 1884), vol. 4,
p- 89.

21 HV 51, (Couture & Esnoul, 1991),
Pp- 204—5; BhP X.9-10, (Burnouf, 1884),
vol. 4, pp. 45—52.

22 HV 61, (Couture & Esnoul, 1991),
Pp- 244—9 ; BhP X.25, (Burnouf, 1884),
vol. 4, pp. 127—8.

23 BhP X.7, ibid., vol. 4, pp. 36—7.

24 BhP X.8, ibid., vol. 4, pp. 42—3.

25 BhP X.8, ibid., vol. 4, p. 42.
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top, he is seen stealing some butter from Yasoda.?® From there on,
we see more of his exploits. He fights Kaliya and appears as Krsna
Govardhana. On the west side, from top to bottom, he fights against
Bakasura. I have not been able to decipher the central relief on the
west side. Lastly, he straightens the back of a hunchback perfumer
called Trivakra.?

Figure 38: Kodandarama temple, Vontmitta. Arjuna trees episode.

© Marion LE SAUCE-CARNIS.

I noticed that the sequences depicting Krsna have less narrative
fluidity than those devoted to Rama. As we have just observed, sev-
eral reliefs combine to depict Rama’s actions or scenes from the
Ramadyana. In Krsna’s case, however, although the reliefs show var-
ious fights, the juxtaposition of these reliefs, rather than consti-
tuting a chronological sequence, corresponds instead to a set fo-
cusing on Krsna’s fights, and these fights are actually independent
of each other. Each relief tells its own story, and therefore, the
reliefs could be classified as iconic reliefs. Some reliefs are diffi-
cult to classify as narrative or iconic. Such is the case for two very
common iconographies that can be taken out of sequence and can
stand alone: Krsna dancing on the snake Kaliya and Krsna on all

26 HV 51in certain versions, (Couture 27 BhP X.42, (Burnouf, 1884), vol. 4,

& Esnoul, 1991), pp. 356—60. pp. 202—3.
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fours, with a pot in front of him and the arjuna trees in the back-
ground. These two sequences depict easily identifiable scenes. This
was a decisive criterion for determining which reliefs represent-
ing Rama were narrative. But in Krsna’s case, certain depictions
have become so archetypal that it is difficult not to think of them as
icons. The first one symbolically contains all of Krsna’s childhood
exploits, the second one all of his pranks. The boundaries between
narrative sequences and iconic reliefs are thus more blurred. Un-
like Rama, Krsna does not possess a specific attribute that allows
for easy recognition when he is not in action. He is defined by his
exploits and not by his attributes.

XV.4 THE OTHER AVATARAS OF VISNU

The other avatdras of Visnu are present in all four monuments stud-
ied here. We sometimes come across a series of avataras, although
not always a complete one. In Somapalem, a pillar with only two
panels of reliefs is entirely devoted to them, apart from one relief,
which shows the primordial form of Visnu with his consorts, in
other words, the origin of the avataras. In this case, Matsya, Varaha,
Narasimha, Kirma, Balarama, Vamana and Krsna are all depicted,
although obviously not in a logical order.

In Vontimitta, on a pillar bearing two primordial forms of Visnu,
a woman carrying a flywhisk, an ascetic, and Garuda, are Matsya,
Kirma, Balarama and Krsna. Thanks to the other pictures on this
pillar, we know that Krsna is depicted here not as a god but as an
avatara.

The mandapa in Ahobilam has not only one, but two series of
avataras. The first one shows Matsya, Kiirma, Varaha, Narasimha,
Vamana and Rama. In this case, the right order is observed if the
depictions are read from bottom to top and in boustrophedon style.
The second one shows Narasimha, Krsna, Kalkin, Balarama and
Rama. It doesn’t follow a logical order. Once again, Rama and
Krsna, represented elsewhere in the same building as gods, are in-
cluded in series of avatdras.

Along with Rama and Krsna, the most depicted avatara is
Narasimha, probably to remind devotees of his role as protector
of the empire.?® As in the case of Rama and Krsna, both narra-
tive and iconic representations can be observed. In Ahobilam,

28 (Verghese, 1995), p. 34.
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Figure 39: Sixteen-pillared mandapa outside the Ahobila temple, Upper Aho-

bilam. Visnu’s avatdras.

© Marion LE SAUCE-CARNIS.

where the main deity is Narasimha,® Hiranyakasipu’s death takes
up three reliefs on the north side of a pillar. The sequence must
be read from bottom to top: Narasimha comes out of the pillar,
catches Hiranyakasipu and eviscerates him. In Tadpatri, the same
scenes are depicted in just two reliefs, read from top to bottom.
An iconic relief of Laksminarasimha has replaced the first scene.
In Somapalem and Vontimitta, the narrative sequences are lim-
ited to the relief of the evisceration. This moment is represented

29 (Sarojini, 2011), p. 52.
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Figure 40: Sixteen-pillared mandapa outside the Ahobila temple, Upper Aho-

bilam. The avatara Narasimha.

© Marion LE SAUCE-CARNIS.

in a similar way in all four cases. There are several iconic mo-
tifs: Laksminarasimha, already seen in Tadpatri but existing also in
Ahobilam and Vontimitta, Narasimha standing with a devotee who
is paying homage to him, and lastly, the ascetic Narasimha are the
mostcommon. Narasimha usually has the same attributes as Visnu.

There are also narrative reliefs depicting Matsya Kkilling
Hiranyaksa in Somapalem, Vontimitta and Tadpatri. This iconogra-
phy seems to be an innovation of this period. As in the case of the
reliefs of Narasimha eviscerating Hiranyakasipu, these three are
very similar, and this raises the question of possible iconographic
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Figure 41: Kodandarama temple (Vontimitta), Cennakesava temple (Somapalem)
and Chintala Venkataramana temple (Tadpatri). The avatdra Matsya killing Hiran-
yaksa.

© Marion LE SAUCE-CARNIS.

models, a subject which will require further investigation in the
future.

XV.5 THE VYUHAS

The vyiihas, the twenty-four manifestations of Visnu, are a regular
iconographic theme in Vijayanagara temples. They belong to so-
phisticated Vaisnava doctrines and take the form of four-armed an-
thropomorphic figures, adorned with a forest garland and a tiara.
The vyiihas are depicted with the lotus flower, conch shell, discus
and mace. Observing in which of the four hands the attributes are
placed allows us to understand which of the twenty-four vyiihas is
represented. These can be found in Tadpatri and Somapalem, and
probably also in Vontimitta.

In Tadpatri, seventeen of the twenty-four vyiihas can be found,
split across three pillars. They are logically arranged, since the
west side of a pillar, for example, shows Trivikrama, Vamana and
Sridhara, according to the lists in the Ripamandana used by RA0%
and the Agnipurana used by M. T. DE MALLMANN.3' We recognise
Trivikrama thanks to the lotus flower in his front right hand, the
mace in his back right hand, the discus in his back left hand and

30 Rao explains thatthe Padmapurdna different vyiithas. See (Gopinatha Rao,
gives an incorrect listin which the same  1914), p. 230.

attributes are sometimes used for two 31 (de Mallmann, 1963).
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Figure 42: Chintala Venkataramana temple, Tadpatri. Nine vyithas.

© Marion LE SAUCE-CARNIS.

the conch shell in his front left hand. Vamana has, in the same or-
der, the conch shell, discus, mace and lotus flower, and Sridhara
has the lotus flower, discus, mace and conch shell. All three are
manifestations of Pradyumna. The same logical layout, following
the vyithas’ order of emanation, can be found on the other pillars
showing vyiihas in Tadpatri.

In Somapalem, there are twenty vyiithas. In my pictures, it is
not always possible to identify them because their attributes are not
clearly visible, however, there is no doubt whatsoever that they are
vytihas. It will be interesting, in future research, to discern which
are depicted, and then to compare them with the vyithas in Tadpatri
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to determine if the same ones are missing, and if so, to try to un-
derstand why. Moreover, I am sure I will find vyiihas in other tem-
ples. I have only identified three that are repeated several times
in Vontimitta. One of these three is either Janardana (according
to the Agnipurdna and the Ripamandana) or Vasudeva (according
to the Padmapurana). Janardana’s distinctive attributes are the lo-
tus flower, discus, conch shell and mace, which also happen to be
Vasudeva’s attributes as the Supreme God, as described in chapter
44 of the Agnipurana,® separate from the list of the vyithas. The
other two vyithas are Kesava and Adhoksaja. With regards to the
manifestation order, they are not depicted in any logical arrange-
ment.

Narasimha as a vyiiha is depicted in Somapalem and Tadpatri.
In Somapalem, he has the discus, lotus flower, mace and conch
shell, as stipulated in the texts. In Tadpatri, these attributes have
been placed in the wrong hands but the lion face shows irrefutably
that this is Narasimha. Although the vyithas are supposed to be an-
thropomorphic, the vyiha Narasimha looks like the avatara, with
a human body and a leonine head. DE MALLMANN explains that
given the homonymy between some vyihas and some avatdras, a
syncretism can sometimes be observed.3?

XVv.6 CONCLUSION

In this paper, I have chosen a few iconographic themes that I have
undertaken to explore further since then. I also take many other
themes into consideration, including Saiva ones, some more tem-
ples, and also other media, such as walls, gopuras and so on. The
first step is to look at each monument separately in order to study
its iconography in depth, to identify the scenes depicted and under-
stand their layout and the directions in which they ought to be read.
I use the same method as the one I used to study Rama’s reliefs.
This stage alone is a long project. I will then compare my findings
from different sites. This will allow me to determine what the re-
current themes are and if they are implemented in the same way.
If not, differences and developments will be observed and noted.
In addition to iconography, I also take the historical aspects of each

32 (de Mallmann, 1963), p. 16. Infoot-  quatre [...] »
note 5, the author clarifies: « Nous ne 33 ibid., p. 26.

parlons pas ici du Vasudeva des Vingt-
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temple into account. Focusing on these sites, which until now have
received only very little scholarly attention, if any, will enable me
to outline in more detail the religious history of the region during
the Vijayanagara period.
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CH. XVI
THE RELATIONSHIPS BETWEEN BRAHMA AND SIVA IN
PALLAVA AND COLA ICONOGRAPHY: THE
ICONOGRAPHIC PROGRAM OF THE KAILASANATHA OF
KANCIPURAM AND THE CASE OF THE ‘BRAHMA-SIVA’
VIRGINIE OLIVIER

ABSTRACT

The privileged status granted to Brahma on several Saiva temples of the
end of the Pallava period, then of the Cola period, in which Brahma of-
ten occupies the central niche of the north facade, is premised in the
complex relationship of complementarity and rivalry that he establishes
with Siva since the first developments of the royal Pallava ideology, and
more specifically, as it is staged in the iconography of the Kailasanatha
temple in Kaficipuram. On the one hand, the multiple interactions be-
tween the two divinities are notably structured around the ambiguous
confrontation of orthodox Brahmanism with a new form of expression
of Saiva knowledge, and, on the other, around the figure of the king,
which Siva can represent, and of the brahmin, the purohita, embodied
by Brahma. This particular alliance seems to reach a culmination with
the appearance, towards the end of the 9th century, of a series of Saiva
images, exceptional in their scarcity, and in their iconography, ostensi-

bly inspired by that of Brahma.

IN the iconography of the Kailasanatha temple, founded by King
Narasimhavarman II in Kaficipuram at the turn of the 8th century,
Brahma is first of all part of a Trimurti: Brahma (Fig. 43, p. 183) and
Visnu respond to each other in the two largest niches of the enclo-
sure wall, facing north and south respectively, and in the linga axis.
They also frame the Somaskandamirti of the vimana, and all those
arranged along the enclosure wall to the west, a theme on which
their iconography is based, suggesting that they must be linked to
this image of worship, which is also the image of a royal-looking
couple and their heir. The pattern has been repeated at the east
entrance, probably built shortly after the small shrine sponsored
by Mahendravarman III, Narasimhavarman II’s son, who presum-
ably died before his father. At this location, the Trimarti provides
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the spatial and temporal framework of the temple, within which all
forms and acts of the divine can unfold, as in the puranic narra-
tives. It certainly contributes to the idea of a mythical lineage of
the Pallava, and to the inscription of their earthly action in a socio-
cosmic order, as it is formulated in their epigraphic records. The
multiple Somaskandamiirti could symbolise all the rulers who have
already reigned, or who will reign, during the many ages (yuga) to
which the foundation inscription of the temple, arranged around
the outer wall of the main shrine, alludes.® That Brahma is the
source of the royal lineage is mentioned for the first time in the
Pallava epigraphy around the middle of the 6th century, and is re-
ported again in the Kailasanatha’s inscription: although fragmen-
tary, we can deduce from ‘Angiras, born from his mind’ (verse 2),
that it started with Brahma.

The divinity is also at the origin of the creation of the three
worlds in which men, kings, and devotees, evolve together with
the gods. The god traditionally acts in this context in concert with
the Vaisnava divinity, resting on cosmic waters, the head protected
by the hoods of the serpent Sesa. Although thereafter, the three
deities of the Trimdrti are frequently mentioned together in the in-
troductory stanzas of epigraphic charters, Visnu is conspicuously
not mentioned here. The first verse of the inscription, however, al-
ludes to the hoods of Sthanu’s snakes, and it is Ganga who springs
from him to fill the ‘lake of the three worlds,’ just before Brahma
begins his task in the next verse. The epithet of Siva —sthanu ‘pil-
lar’'— is significant, since the meeting of the triad in iconography
is also a pretext to formalise the superiority of Siva, and to reallo-
cate the cosmogonic myth to him: Brahma and Visnu Varaha once
again frame the linga in the Lingodbhavamirti, of which this would
be the first representation at the western end of the south wall of
the vimdna. Until now, there wasn’t any image of the Saiva divin-
ity capable of competing with that of Anantasayin, which gradually
became one of the most popular aspects of Visnu in the excavated
architecture of this southern region.

Brahma is also placed in front of the Daksinamiirti of the south
wall of the vimana: here too, it is probably the first representation
of this aspect of Siva. The creator god, the promulgator of the Veda,
thus faces a depiction of Siva as a master, perhaps the author of

L (Brocquet, 1997), pp. 548—52; (Ma-  1890), No. 24.
halingam, 1988), No. 54; (Hultzsch,
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the royal initiation evoked in the foundation inscription (verse 5).
Possibly, they are both images of a ritual officiant: Brahma with the
libation vase; Daksinamirti with the torch or fire. This new form of
Siva appropriates the iconography of the Buddhist master as well,
and we can imagine that it also positions itself in front of the tradi-
tional knowledge of the orthodox brahmin that Brahma could em-
body: indeed, in the Tévaram, the Master of the Veda is indiscrimi-
nately Brahma or Siva, and the god teaching under the banyan tree
is continually called the ‘Master of the Veda,’ while his four disciples
are frequently identified with the four books. Daksinamirti, more-
over, appears shortly after with the book in the lower right hand
at the Muktesvara temple in Kaficipuram, a rare attribute for the
period. Daksinamirti could really be the ‘Form of the South’ here,
representing the southern tradition, and, in that case, I believe that
Brahma, facing north, may represent the knowledge of the Sanskrit
tradition, originating in the north. In the Tevaram, too, the impor-
tance of Tamil heritage and language never excludes the use of San-
skrit, accepted as a sacred language, and the reference to the Veda,
as stressed by I. V. PETERSON.? The notion of filiation, of a lineage
having Brahma at its origin —he embodies the original Vedic knowl-
edge— and leading to the teaching of Daksinamiirti, expressed on
the later temples associating the two deities, is undoubtedly also
already contained in germ in this first face-to-face. Symmetrically,
and on the same principle, in the centre of the north fagade, Visnu is
both dominated and absorbed by Jalandharasamhara, holding his
attribute the cakra®: the supreme divinity thus assumes the tasks
usually assigned to competing divinities.

The rivalry opposing him to the Brahmanic divinity is all the
more significant since the only known representation of Siva cut-
ting off Brahma’s fifth head is found in the twelfth niche of the
southern enclosure (Fig. 44, p. 185). In the upper part of the compo-
sition, an eight-armed Siva springs up holding an axe, while at the
same time lifting the fifth severed head; in the lower part, Brahma
sits quietly cross-legged, smiling, a hand in kataka-mudra, as if in-
different to the terrifying fate which awaits him. His attitude, ap-
parently unsuited to the situation, is explained by the presence of

2 (Peterson, 1989), p. 69. resented not far away on the enclosure:
3 The gift of the cakra to Visnu, some- it faces the Kiratarjuniyamirti of the
times integrated to the myth of Jaland- south wall.

harasamhara in the Purdnas, is also rep-
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Figure 44: Siva cutting off Brahma’s fifth head, southern enclosure, Kailisanatha

temple, Kaficipuram

© 2015 Virginie OLIVIER.
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another figure with arms crossed, sitting next to him, probably his
pupil or acolyte; it is a teaching, or a ritual scene, that is interrupted
by a furious Siva. The two figures also echo the cross-legged listen-
ers of Daksinamiirti; like the sages surrounding Siva, Brahma does
not look at the divinity but at his assistant, as if it were a separate
stage, above which stands the supreme divinity, belonging to an-
other sphere.

Given the unusual choice of this episode, coinciding precisely
with the appearance of Daksinamiirti, one can wonder if the skull
that will then be placed in Daksinamiurti’s headdress, at the very
end of the Pallava period, and that links him to Bhiksatana, a figure
repeated three times at the Kailasanatha, does not mean that he has
already cut off Brahma’s head. Moreover, the owl perched in the
tree above him could allude to the cremation field frequented by
this form of the god, as suggested by C. SCHMID.* In my opinion, the
brahmanicide is at least recalled by the ascetic beggar, whose bowl,
effectively stuck to his hand, represents the skull of the victim. In
the beheading scene, it is really the metamorphosis of the warrior
that is represented, still wearing his hair held in a jata-makuta, but
already with the globular eyes and bowed eyebrows of a wrathful
form. Itis only then, to free himself from his crime, that he releases
his hair, and agrees to abide by the consequences of murder; the
composition is remarkably expressive in this respect.

The theme deepens the relationship between Daksinamiirti and
Brahma. It asserts the superiority of Siva, and perhaps through him
of the king, and his disdain for orthodox values, though he doesn’t
however deny them, since he then submits himself to the prescrip-
tions imposed by the traditional brahmanical society for the atone-
ment of his sin. On the other hand, this act could be justified by the
need to put an end to Brahma’s erroneous teaching. The fifth head
of Brahma should normally transcend the ritual plan, yet in most
myths mentioning it, it is the head that causes his loss, because of
its behaviour, and its immoral or obscene words, prefiguring in a
way the advent of Bhairava or Bhiksatana. The five heads are also
the prerogative of Sadasiva, the deity of the Saiva Siddhanta, evoked

4 Workshop of the Ecole Pratique des

Hautes Etudes, Paris, November 2014.
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Figure 45: Brahma grants Ravana his invincibility, east wall of Brahma’s niche,

southern enclosure, Kailasanatha temple, Kaficipuram

© 2015 Virginie OLIVIER.
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in the foundation inscription of the temple. The copper plates is-
sued at the end of the 7th century at Kiram by Parames$varavar-
man I5 already mention a five-headed Siva, identified with the Cre-
ator and whose spirit consists in the three Veda. In this inscrip-
tion, Siva is also the ‘Jewel that the three worlds —usually ruled by
Brahma— wear on their headdress.” The decapitation of Brahma is
sometimes also related to the myth of the Lingodbhavamirti. In the
Kiirma Purdana (11.31) and Siva Purana (Vidyesvarasamhitd, VIII.1.8),
the myth of the fiery linga precedes the beheading and the wan-
dering of Bhairava. In the Skanda Purana, whose oldest parts are
considered contemporary with our images, the Lingodbhavamirti
also refers to the decapitation of Brahma, and in I.1.6, the myth is
combined with that of Bhiksatana: Visnu and Brahma argue about
the origin of the linga fallen to the ground, following the curse of the
sages of the Daruvana forest, whose wives Siva seduced. Bhiksatana
frequently appears after the murder of Brahma, but this episode is
not always clearly at the origin of the wandering, as one might ex-
pect. Despite the difficulty in determining their possible chronol-
ogy according to literary sources, the proximity and concentration
of these images —Daksinamirti, Bhiksatana, Lingodbhavamirti,
and the decapitation of Brahma— in the niches of the enclosure
wall facing north, and on the south facade of the vimdna, seems to
be sufficient evidence of their interaction, and to attest to the exis-
tence, perhaps in an original reconstruction, of a common mytho-
logical cycle.

The gift of his head, to which Brahma is compelled, evokes the
Vedic sacrifice, which required an animal victim. The beheading
alsorespondsto the relief on the opposite part of the enclosure wall,
in which Visnu offers, voluntarily, his eye to Siva. The gift of one’s
flesh is also a practice attributed to the Kapalika, worshippers of
Bhairava. Brahma, however, does not seek to win the favour of the
Saiva divinity, or perhaps of the king; he is never a devotee at the
foot of Siva, and he is reluctant to recognise his supremacy; there
is indeed a hierarchical conflict between the two divinities. Maybe
a questioning of orthodoxy is suggested here, to the benefit of the
siddhanta initiation, which grants victory over desires —attached to
the fifth head, or, more generally, to the personality of Brahma—
and over enemies, as Rajasimha’s inscription claims.

5 (Brocquet, 1997), p. 522; (Maha-
lingam, 1988), No. 46.
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Figure 46: Brahma and a devotee, west wall of Brahma’s niche, southern enclo-

sure, Kailasanatha temple, Kaficipuram

© 2015 Virginie OLIVIER.
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In this context, Brahma’s similarity with the demon Ravana,
who finally becomes a Siva devotee in the iconography of the
Kailasanatha, deserves to be underlined. As Siva, Brahma inter-
venes to grant gifts: in the Ramdyana (111.30.17; VII.10.10-26), and
in the Tevaram (1.21.8abc) which is inspired by it, Brahma grants
the king of Lanka his invincibility, after he has successively offered
him nine of his ten heads in oblation in the fire. This scene was
identified by V. GILLET® on the east outer wall of Brahma’s niche
(Fig. 45, p. 187): the three-headed and four-armed raksasa is kneel-
ing at the feet of the deity, and the two characters are very little dif-
ferent from each other. The demon pays homage to Brahma, who
raises a hand, a sign of favour; the parallel is obvious with the com-
position of Siva’s gift scenes (anugrahamiirti). A similar scene, un-
fortunately very plastered, is depicted on the other side of the niche
(Fig. 46, p. 189). Brahma seems to commit an error of apprecia-
tion by rewarding the demon, but he is only scrupulously respect-
ing the Dharma. This episode underlines, again, that the Orthodox
way presents weaknesses. Ravana is finally defeated by Siva and
becomes his fervent follower; Brahma is again vanquished through
Ravana, who shows him the example of true devotion. Like the de-
mon defying Siva, he does not recognise at once his superiority, and
displays excessive pride. However, Brahma, although apparently
favouring demons, always offers the opportunity for gods and men
to restore the divine order. In the Epics, he participates in the vic-
tory of the warriors (ksatriyas), and this is also another aspect of his
relationship with Siva at the Kailasanatha temple.

Brahma’s decapitation is immediately succeeded by the Kiratar-
juniyamirti, announcing the gift of the Pasupata weapon to Ar-
juna, portrayed in another niche of the northern enclosure, as if
we had just been told the origin of its terrible power. Identified with
the Brahmasiras —or Brahmastra— that he receives from his guru
Drona in the Mahabharata (I11.40), it is the most powerful of the di-
vine weapons: this ‘Brahma’s head’ literally resembles Death itself;
misused, it could destroy the world. The myth is repeated in the
Tevaram and the magical powers coveted by the Kapalika are also
symbolised by the weapon Pasupata. Charged with all the brah-
manic energy, it is offered to the Pandava prince; the power is trans-
ferred from brahman to ksatra, to a prince who masters its handling

¢ (Gillet, 2007), pp. 30, 35.
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through yoga, as Siva Jalandharasamhara masters the cakra in the
next niche.

The scene also confirms the sacrificial nature of Brahma’s mur-
der. The hunter Siva refers to the brahmin-slayer in the Vedic
version, as told, for example, in the Aitareya Brahmana (IIL.33).
Prajapati, the Creator, in the form of an antelope is the sacrifice pur-
sued by Rudra, who embodies its destructive aspect. The weapon is
also transmitted to Asvatthaman, the son of Drona: these two char-
acters recur in the Pallava prasasti (cf. verse 3 of the Kailasanatha’s
inscription). Personifying Rudra’s anger, Asvatthaman annihilates
the descendants of the Pandava and will have to wander for three
thousand years to atone for his action. In the Mahdbharata, itis also
at this time that Drona dies beheaded.

Facing the north in the enclosure, where warlike forms are con-
centrated, that could be reminiscent of the king’s victory over his
enemies, Brahma certainly also represents the function of puro-
hita, the officiant who traditionally carries out the rituals legitimis-
ing royal violence. Thanks to the ritual, the purohita is also able to
confront the forces harmful to the prosperity of the kingdom, and
to subdue its opponents. Even if the status of the purohita is not
very explicit in the Pallava epigraphy, the appearance of Brahma on
a war chariot alongside Tripurantaka (Frontispiece, p. iv), on the
north wall of the vimdna, confirms, in my opinion, this role. Al-
ready in the Rg Veda (11.23.18; I1.24.2), Brhaspati, the purohita of In-
dra, drives a chariot in the episode of the combat against Vrtra; both
figures are cited in Rajasimha’s inscription (verse 2). Here, Brahma
significantly shares the space of the composition with the victorious
archer. More than a simple coachman, he converses with Siva. Two
of his four hands perform a curious gesture, close to the ‘setting in
motion the wheel of the Dharma,’ proper to the Buddha. The com-
position is reproduced in one of the first niches of the enclosure,
introducing the king and his purohita into the temple; the gestures
of the two deities respond to each other. It can also be noted that
Brahma, unlike Daksinamirti or Bhiksatana, for example, readily
acquires the traits of a high-ranking figure belonging to the royal
entourage: he is always lavishly adorned, and the rosary and water
vase, which can point to the ascetic, would therefore be here, above
all, the instruments of ritual.
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Figure 47: Birth of Skanda, southern enclosure, Kailasanatha temple, Kaficipuram

© 2015 Virginie OLIVIER.
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The location of the image, above the outlet of the lustral water
drainage channel, deliberately diverted to that specific spot, and the
relatively peaceful character of the scene, indicate, in my opinion,
that it is first and foremost a representation of the king-purohita
couple, and a concrete allusion to the execution of the ritual that
binds them. The ksatriya-brahmana alliance thus guarantees the re-
stored balance in the Three Worlds (or Three Cities) thanks to the
victory of Tripurantaka, to whom the king compares himself in his
inscription (verse 12). Their relationship speaks for itself in this re-
spect; complementarity, but superiority of the king over the Brah-
min, of Siva over Brahma. Jalandharasamhara, the warrior yogin,
who follows him at the centre of the northern wall, appears again as
the synthesis of this union: he holds the attributes of both Brahma
and Visnu, who assist him on both sides, the rosary and the water
vessel, and the cakra, and probably also the Buddha’s wheel as sug-
gested by V. GILLET,” to which Brahma’s gesture seems to refer.

Brahma intervenes again in the birth of Skanda,® depicted in the
eighth niche of the south wall of the enclosure (Fig. 47, p. 192),
a theme in reality focused on the opposition between Indra and
Brahma, who appear in the centre. Brahma defends the child
folded up in the upper right-hand corner, helped by his father Agni,
whom we recognise thanks to his flamed hairstyle: it is therefore
also the struggle of a king, engaged in the exercise of violence, and
of a Brahmin who cannot subscribe to it.° The Skanda-Brahma cou-
ple also seems to be related to the Vedic pair, Indra-Agni. This
episode was probably chosen to echo the description of the origins
of the Pallava formalised in their epigraphy: in the foundation in-
scription, the ascetic Angiras, that is to say, one of the forms of
Fire, is born from the mind of Brahma, at the origin of a lineage
whose descendant is compared to Guha (Subrahmanya or Kumara,
the Prince). In the Mahdbharata (I111.23), at the request of Indra,
Brahma also organises the birth of the bridegroom who will suit

7 (Gillet, 2010), p. 218.

8 The scene was identified by (Sch-
mid, 2014), p. 100, and (Gillet, 2018),
p. 291.

9 In one of the epic versions of Vrtra’s

murder, a Vedic myth, Indra having

killed a brahmin demon, Brahma nev-
ertheless comes to his rescue to free
him from his fault (Mahdbhdarata, X11
.272.27-273), thus restoring the cosmic
order, destabilised by the ksatriya-brah-

mana rivalry.
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Figure 48: Wedding of Skanda, northern enclosure, Kailasanatha temple, Kaficipuram

© 2015 Virginie OLIVIER.
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Devasena, whose name evokes a ksatriya princess, but who is her-
self the daughter of Prajapati. He thus ensures the perpetuation of
the lineage, and the outcome of the myth could be represented by
the scene of Skanda’s wedding, intervening further on, in a niche
of the northern enclosure, at which Brahma is attending (Fig. 48,
p. 194). The representation is sometimes identified as the wedding
of Siva and Parvati. But the conical headdress, the channavira, and
the two arms of the young groom, refer rather to Skanda’s usual
iconography at this period. Skanda could appear again with his
wife in the following niche (which would explain the absence of the
child, and of Visnu and Brahma, in a composition otherwise identi-
cal to Somaskandamiirti). Behind them appears Sirya, with a halo,
and perhaps Candra; they confirm the universal scope of the cere-
mony, its inscription in the cosmic cycle. The presence of Brahma
in these two compositions, in the context of the Kailasanatha, once
again emphasises the relationship between prince and officiating
priest, ancestor and descendant.

If Brahma undoubtedly competes with Daksinamirti, he still
represents the orthodox foundations, the Vedic knowledge, on
which any new doctrine claims to be based, more or less artifi-
cially, and the guardian of its transmission. This ambivalent re-
lationship is of the same order as that which confronts him with
the king. The purification of the king’s bloody deeds is implied
by the consequences of the sacrifice of the fifth head, transform-
ing into triumph the ritual impurity assumed by the terrible form
of Siva. In the Kailasanitha’s inscription, the passage designating
Narasimhavarman as the one who reduces to dust the enemy multi-
tudes, and who, on the path traced by the Saiva Siddhanta, destroys
all impurity (verse 5), is immediately followed by another (verse 6),
describing him as the protector of those who follow the triple path,
the destroyer of the enemies of the twice-born, and a king who en-
sures wealth to men, that is to say, the benefits of the orthodox rit-
ual.

Itisin the area included between Thanjavur and the south of the
Kaveri, a region conquered by the Cola as early as 850, but where
the Muttaraiyar, Pandya and Pallava lineages continue to coexist ac-
cording to the epigraphic evidences, that, probably at the turn of the
10th century, a new iconographic model appears, materialising in
an unprecedented way the relationship between Brahma and Siva.
To date, the corpus is composed of at least ten sculptures that I will
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identify as ‘Brahma-Siva, for lack of any epigraphic or literary refer-
ence to this very rare form of the divinity. The American Museums
of Arts of Cleveland and Worcester, each of which keeps one copy,
identify this form as Brahma; the Detroit Institute of Arts Museum
refers to it as Brahma-Siva; while the Boston Museum of Fine Arts
and the New York Metropolitan identify them as Siva. None of these
images were discovered at their original location. They are all mod-
elled in the round, with a carved back, although more summarily,
suggesting that they could have been subject to ritual circumam-
bulation (pradaksina), and thus occupy the centre of a sanctuary -
but not necessarily, as it was not unusual to sketch the back of a
sculpture. Several temples in the region were surrounded by ancil-
lary shrines, but these are generally of modest size, and the sculp-
tures are almost human-sized; their exceptional quality also seems
to designate them as prestigious objects of worship.

The oldest is probably the one currently stored inside the enclo-
sure of the Sundaresvara temple of Centalai (Fig. 49, p. 198), near
Thanjavur, which could date to the end of the 9th century. The com-
plex appears to consist of an assemblage of architectural elements
and isolated sculptures from surrounding sites, and interestingly,
the temple bears on its western facade one of the very few mentions
of a donation to both Siva and Brahma, in an inscription dated in the
8th year of a king Parakesarivarman,® suggesting the close associ-
ation of their two daily rituals; from the incomes of a devadana of
Punrakai, in addition to the maintenance of lamps for the worship
of Tirupperunturai Mahadeva, a rice offering to Brahma must be
made daily. The rosary is held in the upper left hand with a jiana-
mudra; the right executes the abhaya-mudra, thumb joined to the
palm; the lower left hand, opened in varada-mudra, rests on the
thigh; the right one, broken, could hold the lotus, as on all copies
where it was kept. The jata-makuta, really planted in the centre of
the four heads is very stretched in height, a recurrent convention in
the Pallava art (see, for example, the sculptures of the Kailasanatha
and Vaikuntha Perumal temples in Kaficipuram), or in the sculpture
of the beginning of the Cola period (as at Pullamankai, Kilaiytr).
The third eye is present on the four heads, each having a pair of
asymmetrical earrings, except at the back. Another donor is from

10 (Gai, 1970), No. 210, p. 107.
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Kantiytr," nine kilometres west of Thanjavur, where a similar im-
age is housed today.

Of comparable size, the sculpture is now placed in one of the in-
ternal ancillary shrines, north of the mandapa of the Virattanes$vara
temple, also called Brahmasirakantisvarar, because of the myth at-
tached to it; it is considered to be the place where Siva cut off the
fifth head of Brahma, in the Tévaram notably (3.38; 4.93). The oldest
inscription of the temple dates back to the 21st year of the Pallava
Nrpatungavarman, around 875, but it could have been reengraved.
The next inscriptions date back to the 11th year of Parantaka I,*?
around 918, but there is no evidence that the sculpture belonged
originally to this temple. The attributes and gestures are identi-
cal but I could not verify the presence of the third eye. This is
clearly the work of another workshop: it is visible, for example, in
the drawing of the jatd —we do not find the makara spitting rows
of pearls which decorate the tiara of all the other pieces— and the
facial features are also more deeply incised.

Five other sculptures, remarkable for their astonishing similar-
ity and the quality of their workmanship, in dark granite, a little
larger, and undoubtedly later, around the second half of the 10th
century, were sold by the collector C. T. Loo in 1927-8 to Ameri-
can museums. The sculpture held at the Cleveland Museum of Art
(No. 2007.155) was acquired from the Albright-Knox Art Gallery in
Buffalo in 2007, at an auction organised by Sotheby’s, for more than
four million dollars, an exceptional sum for an Indian sculpture. It
measures 1.63 meters in height. The four heads all have a third eye
protruding vertically. The palm of the hands in varada and abhaya-
mudrd are decorated with a link, as for the Brahma of the Nagesvara
of Kumbhakonam, towards the ends of the 9th century for exam-
ple, while the lotus bud and the rosary are held with a jfiana-mudra.
The refined treatment of the many ornaments reflects the opulence
of the divinity rather than austerity, as for the images of Brahma
in Tamil Nadu. The limpness of the belly, the slight disproportion
of the broad shoulders, reinforce the idea of power, and of a cer-
tain ease. It is thus a peaceful form, whose princely appearance is

1 ibid., No. 209, p. 106. The inscrip- it is the same king as in the previous
tion is also dated to the reign of a Para- one.
kesarivarman, but the title being very ~ '? (Dhaky, 1983), p. 167.

common, there is no confirmation that
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Figure 49: Brahma-Siva, Centalai

© 2015 Virginie OLIVIER.
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difficult to ignore, echoing the iconography of Siva in Somaskan-
damirti. Apart from the four heads associated with only four arms
that usually characterise only Brahma’s iconography, the third eye,
asymmetrical earrings, and short loincloth —Brahma always wears
along dhoti even when seated— identify it as a form of Siva. It is re-
ally a Brahma-Siva, rather than a particular form of Siva or Brahma.

The Brahma-Siva of the Detroit Museum (No. 28.151) is almost
identical. The Worcester Museum of Art’s sculpture seems to be al-
most identical to that of Cleveland, although the third eye is hollow
in its centre. The lower right hand of the divinity from the Museum
of Fine Arts in Boston (No. 42.120) is not in varada-mudra, but folds
up, as if to hold an attribute, a gesture also performed by the Siva of
Tiruppalanam for example, and by the Daksinamirti of Puiicai. We
find it again with the Brahma-Siva of the Metropolitan Museum of
New York (No. 27.79), which is also distinguished within this group
by the third eye, visible only on the frontal face and on the left side,
and by a somewhat less masterful treatment.

The Thanjavur Art Gallery in India preserves another image,
which according to the indication of the museum (No. 16), comes
from Karanthai (or Karuntattankuti), a village located in the present
suburbs of the city; it is said to have been discovered along a canal.
The Siva temple of Karanthai dates from the second half of the 10th
century. It is a small temple, and no space seems to have been
planned for such a sculpture. The iconography is identical to the
pieces held in the Cleveland, Detroit and Worcester’s museums, the
stem of the broken lotus being still visible. The last example is cur-
rently installed in front of the Collector Office in Thanjavur (Fig. 50,
p. 200); the third eye has been incised on all four sides. A contem-
porary image of a four-armed Siva (Fig. 51, p. 202), capped with a
jata-bhara, and seated in the same posture on the double lotus, is to-
day judiciously placed in front of him. It is undoubtedly the work of
the same workshop, if not the same hand, and it is possible that they
belonged originally to the same structure. The back of the sculpture
could have been reworked later to be leaned against a wall.

These sculptures have no real precedents, however their appear-
ance at the turn of the 10th century coincides, or follows on chrono-
logically, with the installation of Brahma on the vimdna, in one of
the three main niches. Most often, either the other two are occu-
pied by Siva, and in that case the rear facade entails cosmogonic
implications (Ardhanarisvara, Lingodbhavamirti), or the icono-
graphic program restores the Trimirti, associating again Brahma
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Figure 50: Brahma-Siva, Collector Office, Thanjavur

© 2015 Virginie OLIVIER.
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to Visnu and Daksinamaurti. Other temples display an exclusively
Saiva iconography and seem to replace Brahma with Bhiksitana
(Saptarsisvara temple in Lalkuti, Mavarkoyil in Kotumpalir, and
Puspavanesvara in Tirupplnturutti, for example). The brahmanic
divinity would thus, once again, be symbolically sacrificed.*®* The
fusion of the two deities is not very surprising in this context.
It renews the staging of an already rich and multiform relation-
ship, around which are articulated a large number of contemporary
iconographic programs, and it is also part of a process of icono-
graphic standardisation, begun at the end of the Pallava period - the
image of the Androgyne, for example, merges with that of Siva lean-
ing on the bull. Their great similarity may imply confusion or su-
perimposition of meaning. The iconographic convergence also in-
dicates pairs, poles that must work together. Brahma and Visnu, for
example, who embody respectively spiritual and temporal power,
differ very little from each other in Tiruttani, on the Virattanesvara
temple, at the end of the 9th century. On the Kadambavane$vara
temple at Erumbir, close to Cidambaram, around the beginning of
the 10th century, Siva’s iconography is contaminated by Brahma’s,
rather than the other way around. The two divinities, seated in
meditation on a lotus base, start a merger that has, I believe, not
only cosmogonic implications - since this is the posture adopted by
Brahma when he accompanies Anantasayin in the contemporary
excavated architecture of the region; he also appears in this pos-
ture in the superstructure, notably in Kalugumalai, farther south,
in Tirunelveli district, and in Tiruvakkarai, near Villupuram. The
great kinship of their iconography could mean that they belong to
a common line of masters, like the Tirthankara and the Buddha
frequently lined up in this posture. The idea of the transmission
of knowledge, within a lineage that also includes Daksinamirti,
in the southern niche of the temple, seems to be implied here.
The two sculptures set up in front of the Thanjavur’s Collector Of-
fice also suggest that Brahma-Siva originally responded to a form
of Daksinamiurti. The rivalry for knowledge and the conquest of
the creative function already observable at the Kailasanatha of
Kaficipuram seem to remain major themes of iconography.

13 For further development on these

topics, see (Olivier, 2018), pp. 295—326.
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Figure 51: Siva with jatd-bhdra, Collector Office, Thanjavur

© 2015 Virginie OLIVIER.
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How can we determine more precisely the meaning and func-
tion of such an image? It seems to me that the iconography can
inform us. The four arms and four identical heads probably sig-
nal that this divinity acts in the manifested universe, assuming the
function of Brahma who controls the worldly sphere in cosmogo-
nic myths. The number four represents space: the vertical succes-
sion of the four spheres and the four cardinal points, i.e. the total-
ity of the world, but the territory attached to the temple as well, or
to the king, as in the epigraphic formulas; these are also the divi-
sions of time (the four yuga), which may be symbolised also by the
rosary.* The lalitasana, still found for Brahma or Visnu on the tem-
ples of the late Pallava and early Cola period, probably derived from
that of Siva in the Somaskandamdirti of the royal Pallava iconogra-
phy, also refers to temporal power. The four identical heads, invari-
ably qualifying Brahma in the Tévaram as in the Purdana, but also in
iconography, are here associated with the third eye and the asym-
metrical earrings of Siva. In the Mahdbhdrata or Purana, however,
Siva is sometimes also caturvaktra (‘four-headed’), an epithet which
emphasises above all his omniscient aspect, as he looks in all di-
rections, rather than the origin of the four Veda. But here, it is
probably suggested that the supreme form of knowledge (the third
eye) integrates knowledge of the four Veda (the four heads), cor-
responding quite simply to the description of Siva in the Tévdram,
in which he is repeatedly the Master of the Veda and Knowledge.*s
The Skanda Purdna (33.8) also lists different forms of Siva beginning
with Mahadeva, the One who has four heads and four appearances,
followed by Brahma and Dhruva, which is also the highest manifes-
tation of Rudra for the Lakula. Another passage (5.71-94) confuses
a four-headed Mahadeva and Brahma when it comes to the trans-
mission of knowledge from the guru to his students. Daksinamurti
is already paired with Brahma on many temples: the four heads
spread knowledge (the Veda) in the four directions, i.e. in the en-
tire earthly space, mirroring the four disciples receiving the teach-
ing of Daksinamirti. In the Saiva Siddhanta, and more generally in

4 Theinscription of the Kailasanatha sources, as in epigraphy; in the Kiram
mentions both these divisions of space plates (p. 188, n. 5), Sadasiva is de-
(verse 11) and time. scribed with five heads and ten arms,

15 However, these sculptures corre- his body composed of five brahma-
spond only very partially to the descrip-  mantra.

tions of Sadasiva or Mahesa in literary
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the Agamic conceptions formalised from the 11th century onwards,
the myth of the divine revelation of texts, previously associated with
Brahma, is adapted, and Siva becomes the ultimate source of texts,
which he then reveals to Brahma: Siva is the first guru, Brahma
the first disciple. This act of revelation and transmission also of-
ten takes place in the Forest of Daruvana, elsewhere frequented by
Bhiksatana.

The rosary, varada and abhaya-mudrd may suit Brahma and Siva,
while the lotus, closely associated with Brahma in Tamil literature,
as well as in the prasasti (it is above all the attribute of the creator),
is unusual for both deities at this period (despite Brahma already
holding it in the Lower Cave of Tirucirapalli), but it is very com-
mon for their two-armed assistants or gatekeepers since the Pallava
period. This suggests the fusion of the offering bearer, and by ex-
tension of the officiant, with the divinity. Another unusual feature
is that the two mudra are usually executed by the front hands and
the attributes held by the rear hands. The abhaya-mudra is thus
curiously executed with the palm in profile, and by a rear hand:
was it intended to be seen in front of the lateral head, during a cir-
cumambulation around the sculpture? The rosary is also generally
held in the right, and not in the left. The pre-eminence of gestures
(mudra), associated with infrequent attributes, deliberately main-
tains a fuzzy identification and could suggest a sculpture linked to
a codified initiation ritual.

Mudra and mantra take on particular importance in Agamic rit-
uals, especially those affiliated with the Saiva Siddhanta described
in slightly later texts®¢; they also make the lotus the offering to the
deity par excellence (the flower in which the devotee places his
mantra is the privileged medium to convey his devotion to the di-
vinity'?). The identification of the officiant with the divinity during
the initiation ritual (diksa), and the preponderance of the concept
of knowledge (jidna), could join the ‘concept’ of the ‘Brahma-Siva,’
Brahma being able to possibly materialise the officiant. These no-
tions cannot be assimilated to a specific current, they are, in fact,
quite widespread. In the Pasupatasiitra, for example, the guru who
initiates the novice to the pasupata vrata (‘vow’), by communicat-
ing to him the doctrine taught by Siva, embodies Siva himself, and

6 (Davis, 1991), p. 33. 17 ibid., p. 153.



VIRGINIE OLIVIER 205

the double nature of the preceptor, both person and divine arche-
type, is explicit in the commentary of Kaundinya, as pointed out by
H. BAKKER.' The cult of the sect also includes a manifested image
of the god, which can be represented either by an image, or by the
guru himself, in the initiation rite (at the origin of the Daksinamrti
for the author). On the other hand, since the candidate must stand
to his right in this type of ritual, could the abhaya-mudrd have been
destined for him here? Can we go so far as to suggest that it was
an image more particularly connected with the initiation of high-
ranking individuals? Parallel with the idea of a merging of the offi-
ciant with the divinity, the iconography of Brahma-Siva suggests the
king-brahmin fusion, reminiscent of the Pallava models. We can
also envisage a kind of prophylactic function, around rites under-
taken by the purohita, of whom Brahma seems to still retain many
aspects on the contemporary temples. It is indeed possible to link
the activity of the military directly to the activity of several temples
of the region; the combatants constitute an important section of the
donors probably because the ritual always allows one to legitimise
and purify the violence related to the exercise of ksatra, to ensure
victory in combat, and consequent prosperity for the territory. The
lotus could also indicate that the rivalry and complementarity of
the two deities is partly built around the cosmogonic myth. The
process of emission and reabsorption that punctuates the cosmic
cycles equally underlies, for example, all the theoretical concep-
tions of Saiddhantika rituals.

Issued at the same period, an inscription coming from a Maha-
vratin matha in Tiruvorriyur also provides an interesting detail. It
records the story of its foundation, on the occasion of a donation
from the head of the matha, the former chief of prince Rajaditya’s
armies, Valabha, dated the 20th year of Krsna III (959).%° It re-
ports that in 948, during the battle of Takkolam, lost against the
Rastrakita Krsna III, Valabha was not able to assist the son of the
Cola King Parantaka I, who lost his life. As a sign of contrition, after
bathing in the Ganges, he practiced austerity near Tiruvorriyur, in
order to obtain deliverance; he then took the head of the matha un-
der the very rare title of Caturanana-pandita (‘the four-faced mas-
ter’). He thus has the dual nature of a warrior Brahmin. His initia-
tion name evokes the very common epithet of Brahma, and would

18 (Bakker, 2004), pp. 123, 125—6. See 9 (Raghavan, 1956), No. 47.

also (Davis, 1991), pp. 59—60.
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also suit our sculptures, for it is not unusual to bear the name of the
divinity to which one dedicates oneself.

This Valabha can be identified with Vellan Kumaran, who spon-
sored the stone restoration of the Sivalokanatha temple in Gramam
in 943. The Sanskrit portion of the inscription® engraved on this
occasion constitutes a true praise of the warrior, ‘the best among
those who defeated the power of the Kali era’; as in the royal eu-
logies, the necessity to restore order in a troubled period justifies
violent and impure acts, but also replaces earthly action in a so-
cio-cosmic order transcending them. The Siva of the site is here
Tripurantaka, the warlike form par excellence, and the one that has
the most affinity with the figure of the king; the myth of the destruc-
tion of the Three Cities is also the one in which the socio-cosmic or-
der is the most explicitly threatened. Vellan Kumaran, the head of
the armies, is himself called Kumara twice, an obvious allusion to
Skanda, the son of Siva. This comparison is repeated in Valabha’s
inscription at Tiruvorriytr, that begins with a true genealogy, valu-
ing his ancestry as in the royal epigraphy. Devoted to the good of
the world, he has Sri, the goddess of the Royal Fortune, installed on
his chest. The return of Laksmi —embodying sovereignty, but also
life in the world— following his initiation implies that his new func-
tion is the equivalent to that of a sovereign over his co-religionists.
The Agama also often codified the consecration of the guru with this
same royal connotation.?* Throughout the inscription, one passes
thus from the image of a prince, the one who traditionally claims
the conquest of the orients according to the consecrated formula
digvijaya, to a preceptor diffusing the knowledge in the four direc-
tions within this same territory. And, in both cases, the question
of sovereignty is involved, temporal first, then spiritual. Likewise,
the line of kings mentioned in the introduction turns into a line of
pandits and the possible identification of the initiate Caturanana to
Brahma3, divine prototype of the first disciple, exalts his new spiri-
tual lead role.

I can not establish a direct link between these sculptures and
the title of Caturanana, but their appearance at a contemporary
date suggests a common context, within which new ritual practices
would have emerged, perhaps under the influence of the warrior

20 (Swaminathan & Ravishankar, 183—4.

2012), No. 44. (Venkayya, 1909), pp. 21 (Brunner-Lachaux, 1985), p. 322.
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caste, or in response to their claims.?? In any case, the iconogra-
phy of the Brahma-Siva images reflects, in an original way, a set of
concepts already rooted in the heart of the Tamil country since the
Pallava period.
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CH. XVII
JAIN IMAGES, HINDU IMAGES: BORROWINGS AND
CONVERSIONS IN THE SCULPTURE OF TAMILNATU
KARINE LADRECH

ABSTRACT

This paper is a case study of Hindu-Jain interaction in the sculpture
of Tamilnatu. Fieldwork and epigraphical data are scrutinised in or-
der to recognise divine images of shifting identity. It examines figures
of the Jain pantheon borrowed from Hindu deities (such as Bhairava-
Ksetrapala and Brahmadeva), as well as Hindu conversions of Jain
images. Attention is given to conversion of Jain sites (with Jain im-
ages): for example, Jain eremitic places such as Aivarmalai, Kaluku-
malai, Tirumirttimalai, or one temple with attached Jain scholars in
Nakarkovil, have become, in a recent past, active Hindu shrines. In a
few cases, the appropriation process involves slight alterations of the

original images - Trim{rti in Puttirmalai, Attali Amman in Aliyaru.

XVII.1 INTRODUCTION

THE earliest vestiges of Jainism in Tamilnatu date back approxi-
mately to the 2nd century BCE. They are rock shelters —natural
caves or big overhanging boulders— which were used by ascetics
as temporary abodes during the rainy season.* These natural rock
shelters have been provided with a few basic facilities to improve
hermitic living conditions. These alterations include the cutting
of flat and smooth surfaces making stone ‘beds,’ the cutting of wa-
ter canals to prevent rainwater from running on the beds, and the
cutting of drip ledges: the overhanging edge of the rock shelter is
carved in such a way that rainwater would drip vertically or flow
laterally instead of running inside, keeping the residents in a dry
place. In a number of cases, inscriptions give the name(s) of the

! Some of these rock shelters may dence. Terminological clues found in
also have been inhabited by other as- inscriptions point to a Jain occupation
cetics, Buddhists or Ajivikas, though of these sites. Cf (Mahadevan, 2003),

inscriptions do not provide clear evi- pp. 126ff.
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monk(s) residing in the shelter and / or the name(s) of the donor(s)
who commissioned the cutting of the rock beds and drip-ledges,
and sometimes the name of the stone-masons who executed the
work. The earliest of these inscriptions, in Tamil Brahmi script,
have been assigned, on paleeographical grounds, to the 2nd century
BCE.?

Jain iconography developed much later, from about the 8th cen-
tury CE onwards, when a number of the early Jain sites frequented
by ascetics turned into places of worship visited by the laity, a
change which is attested by additions of rock-cut Jain cult images,
sometimes also of brick and stone structures that turned the shel-
ters into temples, and by inscriptions recording donations for reli-
gious rituals. According to the inscriptions, a number of the carved
images of Jinas and of minor deities such as the popular yaksis Am-
bika and Padmavati were commissioned not only by the laity but
also by monks and nuns, such as Ajjanandi, a Jain teacher referred

to in about ten inscriptions.3

2 (Mahadevan, 2003), p. 7.

3 Inscriptions stating that Ajjanandi
caused a Jain image to be cut, assigna-
ble to the 9th century, are found in sev-
eral sites of southwestern Tamilnatu:
(Tintikkal [Dindigul] dt,

Palani tk), Citaral (Kanniyakumari dt,

Aivarmalai

Vilavankotu tk), Alakarmalai (Maturai
dt, Maturai North tk), Anaimalai (Mat-
urai dt, Maturai North tk), Arittapatti
(Maturai dt, Melar tk), Karunkalakkuti
(Maturai dt, Mélur tk), Uttamapalaiyam
(Teni dt,

Eruvati (Tirunelveli dt, Nankunéri tk).

Uttamapalaiyam tk), and
Cf. (Ekambaranathan & Sivaprakasam,
1987), Insc. nos 7, 174, 206, 211, 217,
219, 268, & 526. Another inscrip-
tion, engraved under a Jain image
in Konkarpuliyankulam (Maturai dt,
Maturai South tk), mentions only Aj-
janandi’'s name (ibid., Insc. no. 236).
In Péccippallam cave in Kilakkuyilkuti
(Maturai dt, Maturai South tk), mention

is made of Kunamatiyar, mother of Aj-
janandi, who caused an image to be cut
(ibid., Insc. no. 254). Examples of im-
ages commissioned by nuns can be en-
countered, for instance in Aivarmalai
and Kalukumalai (ibid., Insc. no. 13,
65ft.). In Citaral, two inscriptions from
the end of the 9th century engraved on
a rock south of the Bhagavati temple
inform us that a nun built the shrine
of the goddess, offered a lamp-stand
and a gold flower, and made provi-
sions for burning a perpetual lamp,
and that another nun gave some gold
ornaments to the goddess (patariyar) of
Tiruccaranattumalai (the ancient name
of the place). Cf. ibid., Insc. nos 178 &
179. The hillock at Citaral has a rock
shelter with rock-cut Jain images. It
has been converted into a cave-temple
which is now dedicated to the Hindu

goddess Bhagavati. The temple has
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Jain yaksas and yaksis are considered minor gods and goddesses,
attendants of the twenty-four Jinas. They are often referred to in
Jain literature as sdasana-devatds, deities protecting the teachings
(Sasana) of the Jina. The growing popularity of these minor deities
in the Jain pantheon is largely due to the fact that they can be ap-
proached by the devotees for help in worldly matters, unlike the Ji-
nas, which are perfect beings free from all worldly bondages. They
are generally described as bestowers of material and spiritual wel-
fare, and as protectors of the Jain religion, community and sacred
places.

In this paper I will focus on two minor gods who were relatively
late comers in Tamil Jain temples, and who were, in a large mea-
sure, borrowed from Hindu deities.

XVII.2 BHAIRAVA-KSETRAPALA

Bhairava-Ksetrapala,* the Hindu traditional temple guardian, is a
case of direct assimilation in Jain worship. In either Jain or Hindu
temples, he assumes the same functions as guardian and protector.
In both religions, he has the same iconographic features (Fig. 52,
p. 212).

Jain Ksetrapala images are relatively scarce in Tamilnatu.
They are late sculptures; according to A. EKAMBARANATHAN,
Ksetrapala images were installed in Tamil Jain temples from the
19th century onwards.® The god is mainly found in northern
Tamilnatu, in the districts of Viluppuram, Tiruvannamalai and
Kataliir [Cuddalore]. A few images are also found in Tiruvarar dt
and in Putuccéri [Pondicherry].

In accordance with the god’s protective function, his images
are generally installed near the temple entrance, often in a small
shrine in the northeastern corner of the courtyard, or in a recess
of the compound wall near the gopura. For example, in Vilukkam
(Viluppuram district, Tintivanam taluk), Ksetrapala stands in a
niche near the compound entrance of the Adinatha temple. In
Tipankuti (Tiruvarar dt, Kutavacal tk), the god is housed in a small

three chambers, housing a Tirthamkara  # There are other Jain ksetrapdlas,
(possibly Mahavira), Parsvanatha, and such as, among the most well-known,
a plaster-coated image of a yaksi, wor- Ghantakarna and Manibhadra.

shipped as Bhagavati by Hindus. 5 (Ekambaranathan, 2002), p. 154.
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Figure 52: Bhairava-Ksetrapala. Peramantur (Viluppuram dt, Tintivanam tk),

Candraprabha temple.

© 2018 Institut Francais de Pondichéry (IFP). Photograph by K. RAMESH KUMAR.
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Figure 53: Bhairava-Ksetrapala (detail). Uppuvélar (Viluppuram dt, Vanur tk),
Adinatha temple.

© 2018 Karine LADRECH.
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shrine in the courtyard near the entrance of the Adinatha temple.
In Tirunarunkontai (Viluppuram dt, Uluntirpéttai tk), the god is
found before entering the compound of the Appantainatar tem-
ple, in a small shrine on the way leading to the temple. In Nallur
(Tiruvannamalai dt, Vantavaci [Wandiwash] tk), two images of the
god are carved on the first pillars of the mandapa of the Adinatha
temple. In Alakiramam (Viluppuram dt, Tintivanam tk), he is the
guardian of a dharmacakrastambha® located at the entrance of the
Adinatha temple.

Bhairava-Ksetrapala also appears elsewhere in Jain temples: in
mandapas among other minor deities, or in carved decoration, on
pillars and superstructures.

As regards the god’s iconography, it is similar to his Hindu Tamil
counterpart, apart from one detail, either a small seated Jina fig-
ure, or a small Jina head, added in his headdress. Such addition is
common in the iconography of Jain minor deities (Fig. 53, p. 213).
However, this detail, that underlines that the god is a servant and
a protector of the Jinas’ teachings, is not systematically shown; in
its absence, nothing distinguishes him from the Hindu Bhairava-
Ksetrapala. The god is naked, he has the upraised flaming hair of
the fierce deities, he wears a garland or a waistband made of small
bells, and sometimes snakes as ornaments. The god usually dis-
plays no fangs. He is always accompanied by his mount, a large dog
standing behind him, a standard representation in Tamilnatu. The
god is generally four-armed, and holds the damaru drum and the
kapdla bowl in his left hands, while the attributes in the right hands
are more various: often the noose (pasa) and the sword, but also
trident, mace, or, far more rarely, the fear-not (abhaya) gesture.”

® Dharmacakrastambhas, or cakra- symbolic imagery’; the earliest known

stambhas, pillars crowned with the
wheel of dharma, are not very com-
mon in Jain temples of Tamilnatu. They
seem to exist only in the northern re-
gion, in the Viluppuram and Tiruvan-
namalai districts. As Julia HEGEWALD
pointed out —(Hegewald, 2009), p. 185—
they ‘usually date from very recent cen-

turies and indicate a return to an earlier

Jain representations of this symbol also
associated to Buddhist imagery being
found on dydgapatas from Mathura.
They generally coexist with a manas-
tambha on the same site, the latter be-
ing located closer to the temple.

7 One such instance is found in the
Adinatha temple in Alakiramam (Vilup-

puram dt, Tintivanam tk).
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XVII.3 BRAHMADEVA

Another Jain guardian deity is Brahmadeva. Found mainly in north-
ern Tamilnatu, there are many images in the districts of Viluppu-
ram and Tiruvannamalai, a good number also in those of Veélir,
Tiruvalliir, Cennai, Kaficipuram, and Katalir [Cuddalore], and a
few images in those of Tiruvarir, Taficavir, and Putukkottai. Brah-
madeva is a rather popular minor deity in Tamil Jain temples, and
is often given a shrine of similar importance to those of the much
revered yaksis Ambika, Padmavati and Jvalamalini.

Although Brahmadeva is nowadays sometimes identified with
the yaksa of the tenth Jina, the yaksa called Brahma, described in
texts as four-headed, eight-armed, and sitting on a lotus flower,
Brahmadeva has visually little to do with the male attendant of Sita-
lanatha.® In the Tamil land, Brahmadeva is always single-headed,
two-armed, and generally sits on his elephant mount.

Brahmadeva is a guardian deity particularly popular among the
Digambaras of South India. But a striking fact is that the god’s
iconography is completely different in Karnataka and in Tamilnatu.

In Karnataka, Brahmadeva is often depicted on tall stone pillars
erected in front of Digambara temples, usually called brahmadeva-
stambhas or brahma-stambhas, sitting at the top of the pillar, and also
carved at the base riding a horse and holding a weapon —usually a
sword— in his right hand.® The god is clearly a warrior deity.

As Shadakshari SETTAR has shown,*° initially, this Brahmadeva
seems to have been a powerful non-Jain tribal god in coastal
Karnataka, a dreaded deity regarded as a war-god and a cattle-god;
he is believed to reside on the village boundary and in trees. It
seems that originally blood offerings were made to him, one of the
animals most often sacrificed being the horse. Later, bloody sacri-
fice has given place to offerings of clay images of these animals. The
practice of putting clay horses in Brahmadeva temples has survived
to the present day. In the course of time Brahmadeva has been in-
tegrated among the deities worshipped by the local Jains. The Jains
as well as non-Jains of this region hold him as a fearful warrior de-
ity. The Jains regard him as the guardian of their village, temple
and religion. They also believe that Brahmadeva punishes the Jains
who transgress the basic tenets of their religion.

8 See for instance (Balbir, n.d.). fig. 17.

9 See for instance (Settar, 1971), '° ibid.
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Figure 54: Brahmadeva. Brahmastambha in front of the Candraprabha temple in

Vijayamangalam (Irotu dt, Perunturai tk).

© 2018 Institut Francgais de Pondichéry. Photograph by K. RAMESH KUMAR.
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Figure 55: Brahmadeva. Mélcittamar (Viluppuram dt, Cefici tk), Parsvanatha temple.

© 2018 Karine LADRECH.
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This kind of representation of the god, riding a horse and hold-
ing weapons, betrays his original identity as a warrior god, and
fits in with his role as a guardian or protective deity. Today, Brah-
madeva on the brahma-stambhas is worshipped as a guardian of
the temple precinct. Literary evidence in Kannada shows that this
Brahmadeva had become popular by the 16th to 17th century.**

In Tamilnatu, with the exception of one image similar to those
in Karnataka, Brahmadeva’s iconography is completely different,
even though he has a similar role of guardian and protector. This
exception is found in Vijayamangalam (Irotu [Erode] dt, Perunturai
tk) — an area close to Karnataka.' In front of the Candraprabha’s
temple complex stands a brahmastambha whose upper part is bro-
ken; carved at the base of the pillar, Brahmadeva rides his horse,
holding a sword and a shield (Fig. 54, p. 216).

The usual representation of the god in Tamilnatu is very dif-
ferent, but, in the same way, is inspired by a local non-Jain god,
Aiyanar. The Tamil Brahmadeva obviously borrowed his iconogra-
phy from the Hindu god Aiyanar.

Aiyanar —the god is also known by other names, such as Sasta /
Cattan— is a dravidian deity worshipped mainly in Tamilnatu and
Kerala. Many temples dedicated to this village god are found in
Tamilnatu; usually they are erected at the boundary of the villages,
on the south side.’3 Considered a guardian of the land, his main role
isto protect fields and villages. He also protects people from disease
and malevolent spirits. Probably a god of folk origin, Aiyanar has
been later absorbed by the classical Hindu tradition that made him
a son of Siva and Visnu - as Mohini.

1 (Balbir, n.d.). 1987), p. 301.

2 The Candraprabha temple there '3 Cf. (Clothey, 1982), p. 38; (Pichard,
has an inscription in Tamil datable L’Hernault, Boudignon & Thyagarajan,
to the 10th century that commemo- 1994), vol. I, p. 155. Texts prescribe
rates the fast unto death of Pullapai, various locations for the god’s temple;
the younger sister of Camundaraya - ¢f. (Adiceam, 1967), pp. 60ff. According
who may be the same as the minis- to TIRUMULAR, Aiyanar’s temple is lo-
ter of the Ganga king Rajamalla IV. cated at the northwest (Tirumantiram

Cf. (Ekambaranathan & Sivaprakasan, 999).
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Aiyanar’s mount is an elephant, but he is also sometimes de-
scribed as riding upon a horse. Horses and elephants made of terra-
cotta or brick and mortar, covered with stucco painting, are usually
found near the god’s temples.

The Jain Brahmadeva, just as the Hindu Aiyanar, is usually
shown seated on his elephant or on a seat, with his left leg folded
and resting diagonally upon the seat or the elephant’s back (Fig. 55,
p. 217). A yogic band (yogapatta) is often tied around the waist and
the upraised knee. Two-armed, the god generally holds an unusual
attribute, a crooked stick or whip, in his right hand, while his left
hand is dangling, the elbow of the stretched left arm resting on
the knee of the upraised left leg. The god’s attribute is given var-
ious names in texts describing Aiyanar-Sasta, such as centu, a Tamil
word meaning ‘horse-whip,’ or vakradanda, a Sanskrit word that can

be translated as ‘crooked stick,’ a stick with a curved end.*
Brahmadeva is sometimes accompanied by his two wives,*> gen-
erally called Pirna and Puskalad (Tam. Piranai and Putkalai) in

4 Centu is the god’s usual at-
tribute,
right hand.
right hand may hold a lotus flower

always held by the god’s
Far less frequently, the

(Venkunram [Tiruvannamalai dt, Van-
tavaci tk], Parsvanatha temple), a sim-
ple staff (Otalavati [Tiruvannamalai
dt, Polar tk], roof of Brahmadeva’s
the courtyard of the

Adinatha temple), or an axe (Colai

shrine in
Arukavir [Tiruvannamalai dt, Van-
tavaci tk], Adinatha temple). In Tirup-
panamir (Tiruvannamalai dt, Ceyyar
tk), in the courtyard of the Puspadanta
temple, the god’s left hand shows
the teaching gesture (vydkhydna or
cin-mudrd). A snake is visible under
the left hand of Brahmadeva in his
shrine in the southwestern corner of
the courtyard of Kunthunatha tem-
ple in Karantai (Tiruvannamalai dt,
The left hand is usually

empty, but sometimes holds an indis-

Ceyyar tk).

tinct object (Mélcittamir [Viluppuram
dt, Cefici tk], Parsvanatha temple; Cit-
tarukavar [Tiruvannamalai dt, Van-

tavaci tk], Adinatha temple; Van-
karam [Tiruvannamalai dt, Vantavaci
tk], Adinatha temple) that may be the
fruits and tender leaves of plants (phala-
pallava) prescribed by the Suprab-
hedigama for Sasta (Kriydpdda, LIII,
8; (Gopinatha Rao, 1997), II, 2, App. B,
p- 239).

15 Such is the case, for instance, of
cult images in the Mallinatha tem-
ple (Tiruvarar dt,
Mannarkuti tk), in the Adinatha tem-

ple in Kataltr [Cuddalore; Kataltr dt &

in Mannarkuti

tk], or in Brahmadeva’s shrine in the
courtyard of the Adinatha temple in
Otalavati (Tiruvannamalai dt, Polir tk);
also a bas-relief sculpture on a pillar
of the Adinatha temple in Tipankuti

(Tiruvarar dt, Kutavacal tk).
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texts. This is also the case of Aiyanar, whose two wives bear the
same names.

The main detail distinguishing the Jain Brahmadeva from the
Hindu Aiyanar is the small seated Jina which is often depicted on
the god’s headdress - which is usually a halo of long hair, or, more
rarely, a tiara.

Figure 57: Rock-cut Jina image. Tirumirttimalai (Tirupptr dt, Utumalaipéttai

tk), Amanalingesvara temple.

© 1964 Institut Francais de Pondichéry.

According to A. EKAMBARANATHAN, the cult of Brahmadeva
seems to have gained popularity in the Tamil land from the 16th
century onwards, as is reflected by Jain sources such as the
Appantainatar-ula (16th century), which eulogises Brahmadeva of
the Tirunarunkontai temple as Mahasasta and Hariharaputra, and
as one who protects dharma and frightens bhiitas and pisdacas. He is
described as having four heads and two arms, holding a crooked
stick, and riding an elephant. EKAMBARANATHAN cites another
text, the Stotramala (17th century), which informs us that Brah-
madeva is a guardian deity of the Tirunarunkontai temple, who
rides on his elephant around the temple at night, holding his
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crooked stick. The god is described as protecting his devotees from
all evils.®

In these texts, Brahmadeva clearly borrows from Hindu gods:
heis given some of the names of Aiyanar —Mahasasta and Harihara-
putra, which designates him as son of Visnu and Siva— and the four
heads of Brahma. His name Brahmadeva also refers to the Hindu
Brahma. However, sculptures show him with only one head.

Brahmadeva may be housed in individual shrines or small tem-
ples in the courtyard of temples dedicated to one of the Jinas. For
instance, in Vempakkam (Tiruvannamalai dt, Ceyyar tk), a small
Brahmadeva temple is erected in the southwest corner of the court-
yard of the Mahavira temple; this is also the case in the Adinatha
temple in Otalavati (Tiruvannamalai dt, Polar tk); the courtyard of
the Par$vanatha temple in Panti (Tiruvannamalai dt, Arani tk) has
several small temples for Brahmadeva and the goddesses Saras-
vati, Laksmi, Cakresvari, Padmavati and Ambika; in Tipankuti
(Tiruvarar dt, Kutavacal tk), a Brahmadeva shrine stands in the
courtyard of the Adinatha temple; and there is also a modern Brah-
madeva temple about five kilometres from Tipankuti.

The god sometimes shares a shrine with another popular minor
Jain deity, for instance in the Kuntavai temple complex in Tirumalai
(Tiruvannamalai dt, Polar tk), where a small shrine housing Brah-
madeva and Jvalamalini is found in the cave-temple to the north of
the Neminatha temple.

Brahmadeva shrines are also found inside the temples, for in-
stance in the Adinatha temple in Mélmalaiyanar (Viluppuram dt,
Cenici [Gingee] tk), where a shrine dedicated to Brahmadeva is lo-
cated in the mandapa.

Carved representations of the god are also found in temple halls
among many other minor deities, for instance, in the Mahavira
temple in Valaippantal (Vélar dt, Arkatu [Arcot] tk); more rarely on
temple roofs, for instance, in the Adinatha temple in Alakiramam

16

(Ekambaranathan, 2002), pp. to the main cult image, a 9th century

155—7. In the Appantainatar temple on rock-cut sculpture of Parsva; he is de-

the Tirunarunkunram hill near Tiru- picted inside a small temple, shown

narunkontai (Viluppuram dt, Uluntar-
péttai tk), a cave-temple dedicated to
Parsvanatha, Brahmadeva is carved in

a niche to the right of the way leading

in the usual sitting posture with only
one head, two arms, his crooked stick
or whip; his elephant mount is carved

below.
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Figure 58: Yaksi Ambika /Dharmadevi. Nakarkovil (Kanniyakumari dt, Akattisvaram

tk), Nagaraja temple.

© 2018 Institut Francais de Pondichéry. Photograph by K. RAMESH KUMAR.
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(Viluppuram dt, Tintivanam tk), and in the ruined Jain temple in
Tirakkol (Tiruvannamalai dt, Vantavaci [Wandiwash] tk); or on pil-
lars, for instance, in the Adinatha temple in Tipankuti (Tiruvarar
dt, Kutavacal tk), or in the Adinatha temple in Periyakolappaltr
(Tiruvannamalai dt, Vantavaci [Wandiwash] tk).

More unusual cases are found in Péraviur (Viluppuram dt, Vanir
tk), where Brahmadeva is housed in a small niche cut into the com-
pound wall of the Mahavira temple, and in Ponnir (Tiruvannamalai
dt, Vantavaci [Wandiwash] tk), where he is carved on the northern
outer wall of the mandapa of the Adinatha temple.

XVIIl.4 CONVERTED SHRINES AND DEITIES

With Brahmadeva and Bhairava-Ksetrapala, we have considered
two examples of figures of the Jain pantheon borrowed from Hindu
deities. We will now explore some cases of Hindu conversions of
Jain images and shrines.

In the course of time, for various reasons, some Jain shrines
fell into disuse, and a number of them were converted into Hindu
shrines. Some are now difficult to identify for unambiguous ev-
idence is lacking —the Jain images having been destroyed or re-
moved from the place, or the cult image being only partially visi-
ble— but others are clear testimonies of such conversions.

This is the case, for instance, in Aivarmalai (Tintikkal [Dindigul]
dt, Palani tk), where a large natural cave was used as an abode for
Jain monks. Just above the cave, sixteen Jina images, which may
belong to the 9th century CE, or earlier, have been carved on the
rock.'7 At present this is a Hindu site; the ground has been covered
with cement, some brick structures have been added to the cave,
and it houses Hindu deities such as Draupadi Amman, Hanuman
and Siva in the form of several lirngas."®

Another instance is found in Kalukumalai (Tattukkuti [Tuticorin]
dt, Kovilpatti tk), where ancient Jain rock shelters have become

7 Inscriptions in Tamil language and among whom are the monks Ajjanandi
Vatteluttu script from the 7th to the 10th  and Mallisena, and the nun Avananti-
century are engraved above the cave, kurattiyar.
mostly below the Jina images. Several % Cf. (Balbir, Ladrech, Ramesh Ku-

persons commissioned these images, mar, & Murugesan, 2018).
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Figure 60: Jina worshipped as Visnu. Putuppér (Kaficipuram dt, Sriperumputir

tk), Adike$avaperumal temple.

© 2018 Institut Francais de Pondichéry. Photograph by K. RAMESH KUMAR.
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Hindu shrines. The big hill has on its eastern side a rock shel-
ter with beds and many rock-cut Jain images with 9th century
Vatteluttu inscriptions below. Close to these rock-cut images, there
is a Jain cave with Jina images carved inside. It has been converted
into an Aiyanar temple. Near this Aiyanar temple is a cave-temple
with a rock-cut Par§vanatha image, which is nowadays dedicated to
Siva.®

On the western side of the Tiyakaturkam / Tyagadurgam hill
(Viluppuram dt, Kallakkuricci tk) is a Jain rock shelter that has
been converted into a Hindu cave-temple dedicated to Bhagavati
Malaiyamman. The main cult image was originally the Jain goddess
Ambika / Dharmadevi, now worshipped as Durga. Beside the god-
dess, a Tirthamkara image is worshipped as a saint (Fig. 56, p. 220).

Tirumdurttimalai (Tirupptr dt, Utumalaipéttai tk) is a somewhat
special case. This Siva temple, called Amanalingesvara, is located
at the foot of Tirum7rtti hill. This shrine, dedicated to the Trimurti
—Siva, Brahma and Visnu— is constructed against a big boulder in
which the three gods are believed to reside, and on which is carved
a Jina image. This image is invisible now, because it has been cov-
ered with small balls made of sandalwood paste that devotees throw
towards the rock, a popular practice in this place. Fortunately, the
sculpture was photographed by the French Institute of Pondicherry
in 1964, while it was still clearly visible (Fig. 57, p. 221). Quite
strangely, the image is carved upside down on the top of the rock.
A popular belief is that this rock rolled down from the hills few cen-
turies back during a flood.

Another interesting case is that of the Hindu Nagaraja tem-
ple of Nakarkovil [Nagercoil] (Kanniyakumari dt, Akattisvaram tk),
which may have been a Jain temple in former days. This is sug-
gested by the presence of Jain images —several Jinas and Yaksi
Ambika / Dharmadevi— carved on pillars in the mandapa in front
of the central shrine (Fig. 58, p. 223), and by some inscriptions
from the 16th century mentioning gifts of lands, palliccantam, to Ka-
malavahanapandita and Gunavirapandita, who seem to be two Jain
teachers attached to the temple.?® The word palliccantam usually
refers to a gift of land made to a Jain temple or monastery (palli).**

9 Cf. (Balbir, Ladrech, Ramesh Ku- 2! See for instance (Ekambarana-
mar, & Murugesan, 2018). than, 1996), p. 31; (Thiruvenkatachari,
20 (Ekambaranathan & Sivaprakasan, n.d.), p. 52.

1987), pp. 1271f.
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Regarding conversions, we also notice that many loose sculp-
tures from ruined temples in places where the Jain community had
disappeared came to be worshipped under a new identity; they be-
came village gods or well-known Hindu deities.

One example is found in Puliytr (Karir dt & tk), where a loose
sculpture of a Jina stands under a neem tree and is worshipped by
the villagers as a Hindu local deity called Muni Appicci.??

In Cérumakkanallar (Taficaviir dt, Papanacam tk), another
loose Tirthamkara sculpture is worshipped by the locals as the vil-
lage guardian deity Karuppacami.?

In Mottamalai (Tiruccirappalli dt, Manapparai tk), a rock-cut
Jina image is worshipped as Murukan [Murugan] (Fig. 59, p. 225).
On the hill is a rock shelter with an inscription from about the
12th century mentioning a gift of tax-free land to the Jain palli. A
small stone temple has been built against a part of the rock shelter.
It houses the rock-cut Tirthamkara sculpture being worshipped as
Murukan, popularly known as ‘Mottamalai Murukan.’?*

In Putuppér (or Puduppair, Puduppedu; Kaficipuram dt, Sripe-
rumputir tk), a temple was built to house a statue of the Jina
Par$vanatha which was unearthed near the lake. This image is wor-
shipped as Visnu, called Adikesavaperumal (Fig. 60, p. 226).% It
shows the rather unusual feature of a lotus and a conch —the padma
and Sankha-nidhis— flanking the Jina, just above the shoulders.?

In Puttirmalai (Maturai dt, Ucilampatti tk), a rock shelter
adorned with rock-cut images of four Jinas has been converted into
a Hindu site. The carved relief shows four figures, a small stand-
ing Jina and three larger seated Jinas with their heads crowned
by the triple umbrella (Fig. 61, p. 228). The central seated Jina is
Parsvanatha, with the ndga undulating behind him and sheltering
him with its five heads. The faces of the Jinas have been altered,
especially by the addition of a moustache and of a tilak on the fore-
head. The three seated Jinas are now worshipped as Brahma, Visnu
and Siva, the gods of the Hindu Trimiirti.

22 Cf. (Balbir, Ladrech, Ramesh Ku-
mar, & Murugesan, 2018).

23 Cf ibid.

24 Cf ibid.

25 This Par§vanatha may have be-

longed to a tenth or eleventh Jain tem-

ple that existed on the site, but which
has disappeared in the course of time.
Cf. (Ekambaranathan, 2005), p. 24.

26 Another instance is found in the
Par$vanatha temple in Cinnampétu

(Tiruvallar dt, Ponnéri tk).
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Figure 62: Jina worshipped as Attali Amman. Aliyaru (Koyamputtar dt, Valparai tk).

© 2018 Institut Francais de Pondichéry. Photograph by K. RAMESH KUMAR.
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Another case is found in Aliyaru (Koyamputtar [Coimbatore] dt,
Valparai tk), where a Jina has become a Hindu goddess. There are
on the site several rock shelters, and a loose sculpture of a Jina,
now worshipped as a Hindu goddess called Attali Amman (Fig. 62,
p- 230). The goddess receives a daily worship conducted by a priest;
once the clothes are removed, the image appears clearly as that of a
Jina. According to an article published by the newspaper The Hindu:

the transformation happened some twenty years ago when people be-
longing to nearby Kottur village found the sculpture in the rock shel-
ter. [...] They brought a sculptor from Palani who set about transform-
ing the sculpture [...] The damaged visage [...] was repaired and female
features were created in cement. Ornaments were added and the eyes
painted to make it look like that of a Hindu female deity, and trishuls were

planted behind it. It was wrapped in a sari.*’

XVII.5 CONCLUSION

The aim of this paper was by no means to be exhaustive, but to give
an overview of the shifting identity of some religious sites and im-
ages: Hindu to Jain, Jain to Hindu. Surely many cases are still to
be discovered. In a number of instances, conversion is likely, but
cannot be ascertained for want of unambiguous evidence.

It is not always possible to have the clothes and ornaments of
some converted images removed to be able to witness the change
of religious identity (as in Putuppér). This is also essential to state
if the currently Hindu deity was formerly Jain or Buddhist. For in-
stance, Pantimuni, worshipped in the Pantimunisvarar temple in
Mélamatai near Maturai (Maturai dt, Maturai North tk), is obviously
of Jain or Buddhist origin, but the crown, flower garlands, clothes
and painted ornaments that cover the sculpture on all the available
photographs do not permit one to decide.?®

The Jain origin of some Hindu sites is sometimes deliberately
hidden. The Vallimalai hill (Vélar dt, Katpati tk) has several Jain
rock shelter sites, which is testified by inscriptions and rock-cut

27 (Subramanian, 2007). ampaldr dt, Kunnam tk), Atafictr (Tafi-
28 Itmay also be noted here thatthere cavir dt, Tiruvaiyaru tk), and Makani-
are some cases of loose Tirthamkara pattu (Velar dt, Arakkonam tk). Cf. (Bal-
sculptures identified by the local peo- bir, Ladrech, Ramesh Kumar, & Mu-

ple as Buddha: in Pennakkonam (Per- rugesan, 2018).
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sculptures of Jinas and attendant deities. One of the rock shelters
has been transformed into a Subrahmanya temple. During our visit
in September 2008, we were not allowed to see the Jain rock-cut
sculptures of the cave, which were hidden from view. We could
only see the unfinished rock-cut sculpture of a goddess, not easy
to identify by her mere iconography, now worshipped as Valli. A
photograph, taken in the temple by Mr NAGARA]J, shows a rock-cut
carving of a sitting Jina that has been intentionally damaged.*

It is also difficult to determine the time and circumstances of
most of these conversions, for information is scant or nonexis-
tent. Further research will surely provide interesting discoveries
to study. At this stage of the research, only case to case explana-
tions are conceivable. But a focus on fieldwork and a study of all
available data may reveal new historical interpretations.
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CH. XVIII
VISUAL ARTS AND EPIGRAPHICAL POETRY: THE
GANGADHARAMURTI OF TIRUCCIRAPPALLI
EDITH PARLIER-RENAULT

ABSTRACT

The Gangadhara image of Tiruccirappalli, and the inscription in kavya
style engraved in the same monument, set a pattern for a dialogue be-
tween visual arts and poetry that enlightens us on the many implicit
meanings that iconographical choices and variations may assume. Just
as the eulogies of the different dynasties of India used to borrow from
each other certain expressions and metaphors, the figures they chose
to represent in their monuments echo one another. The article focuses
on this parallel process. It analyses the interplay between inscriptions
and images, and tries to highlight their connection to earlier and later

examples.

XVIII.1 INTRODUCTION

THE Gangadharamiurti of Tiruccirappalli® is the first large Hindu
cave sculpture in Southern India (beginning of the 7th century CE),
and the long and beautiful inscription in the highest kavya style
attributed to the Pallava king Mahendravarman which accompa-
nies the image, initiated a dialogue between visual arts and poetry
that remains unparalleled in the history of Indian art, since up to
this day no similar example of association between an epigraphical
poem and a visual representation has ever been discovered. This di-
alogue enlightens us, nevertheless, on the way iconography builds
its allegories. Michael LOCKWOOD already drew attention in 1976 to
the importance of this inscription, not only for that particular site,
but for the whole Indian conception of mythological sculpture, and
dedicated several articles to it.? As observed by Emmanuel FRANCIS

I For complete image, see (Brocquet, 2 (Lockwood & Bhat, 1976); (Lock-
2021), Fig. 26, p. 226. For detail depict- wood et al, 2001), pp. 47—65; pp.
ing Siva, see Fig. 63, p. 236. 129—41.
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in a publication on Pallava inscriptions and monuments,? this epi-
graph has been the subject of quite a large number of translations
and interpretations, and the last one is offered in the present publi-
cation by S. BROCQUET.* If I consider it once again here, at the risk
of tiring the reader, it is because I feel that, as with all true works
of art, its possible meanings may not be exhausted and deciphered
once and for all.

Figure 63: Gangadharamirti detail (Siva),
Tiruccirappalli, beginning of the 7th c.

© 2012 Sylvain BROCQUET.

I will first try to analyse the interplay between the inscription
and the relief,’ which in my view may explain some of the difficult

3 (Francis, 2017), p. 518, n. 36. inscription: see (Parlier-Renault, 2008).

4 See (Brocquet, 2021). Although this paper resumes several

5 1dealt with that question in an arti-  points of the latter, the overall orienta-
cle published in 2008 which was alsotoa tion is different.

certain extent based on the Gangadhara
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passages of the poem. I will then focus on the image, and attempt
to understand its most specific aspects in the light of the stanzas
that accompany it. Lastly, I will explore, through a few examples,
the parallel process of mutual borrowings and innovations, quite
similar to intertextuality, that can be observed in iconography and
in epigraphy from the sth to the 8th century.

XVIIii.2 THE POEM

For convenience, I shall give here the text of the inscription, and as
a starting point, I shall use the English version proposed by Michael
LOCKWOOD.® When his translation of the stanza is integrally re-
ported without any modification, I specifyit. Otherwise, it has been
used as a basis but I have introduced a few changes, particularly on
some points which are relevant to this paper.

$ailendramuirdhani $ilabhavane vicitre
$ailin tanum gunabharo nrpatir nidhaya |
sthanum vyadhatta vidhir esa yatharthasamjiiam

sthanuh svayam ca saha tena jagatsu jatah || 17

When King Gunabhara established a stone figure in the wonderful stone
abode on top of the King of Mountains, this ruler ‘Vidhi’ [the Creator],
made Sthanu [Siva] true to His name [sthanu: stationary, firmly fixed]
and became himself sthanu [fixed, immortal] together with Him, on

earth.®

grham akrta Satrumallo girindrakanyapater girav asmin |

girisasya giriSasamjfiam anvarthikartum arthapatih || 2°

The lord of wealth / the lord of meanings, Satrumalla, made on this
mountain an abode for the husband of the ‘Daughter of the King
of Mountains’ [Siva], so that the mountain-dweller’s [Siva’s] name of

‘Giri$a’ would be made consistent with its meaning.*°

vibhitin colanam katham aham aveksheya vipulam
nadim va kavirim avanibhavanavasthita iti |
harenoktah pritya vibhur adisad abhramliham idam

manuprakhyo rajye giribhavanam asmai gunabharah || 3!

6 (Lockwood et al., 2001), pp. 50—2. ' Trans. present author; ¢f ibid.,
7 ibid., p. 138. p- 50.
8 ibid., p. 50. 1 jbid., p. 138.

° ibid., p. 138.
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Having affectionately been asked by Hara [Siva], ‘How can I, while re-
maining in an earthly abode, see the abundant wealth of the Colas or the
river Kaveriy’ this supreme ruler, Gunabhara, the fame of whose empire
rivals that of Manu, ordered for him [Siva] this sky-scraper [‘cloud-lick-

ing’] mountain-abode.?

nirmapitam atimuda purusottamena
$ailim harasya tanum apratimam anena |
krtva $ivam Sirasi dharayatatmasamstham

uccaih§irastvam acalasya krtam krtartham || 43

This highest of men (Purusottama) [Mahendra], with an extreme joy,
had an incomparable stone figure of Hara [Siva] made, and having raised
it to his head, and having had the mountain bear Siva, the God within
himself / itself, on its top, he made the ‘greatness’ of the ‘Immovable
One’ [Siva] a concrete reality / he made the height of the Mountain true

to its purpose.'#

The aim of the temple’s foundation is given in the second verse
of the first stanza: the Pallava monarch gave its full meaning to the
name sthanu (immutable, eternal) by setting the god in stone, and
has thus secured for himself eternity. What I would like to stress
first here is the symmetry established by the inscription between
the epigraphical poem and the temple, which acquires the dignity
of a literary composition, although we know that sculpture, paint-
ing and architecture are traditionally considered as mere techni-
cal skills, and don’t enjoy the same prestige as literature in Indian
sesthetics. In the inscription, the analogy between both forms of
artistic expression, visual and poetical, is not only a question of sta-
tus, it is deeply rooted in their very nature. Like poetry, sculpture,
and to a certain extent architecture, deal here with language and
significance; the insistence upon the word artha is remarkable in
this respect. The mountain (giri) has been chosen for the location
of the temple as it refers to the names of Siva (girisa) and his wife
(girindrakanyad). The monument is at once identified with the mean-
ing that it conveys: its main objective is to materialise the content
of the words giri, girisa, girindrakanyd.

Siva, in the form of a stone image, will now inhabit a real moun-
tain. What seems to characterise sculpture here, in contrast to po-

2 (Lockwood et al., 2001), p. 50. ' Trans. present author; cf ibid.,

13 ibid., p. 138. p- 50.
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etry, is its ability to give a concrete and material form, a literal
meaning, to an imaginary statement. But the effigy or the monu-
ment may also cover a whole range of implicit significances, that
the accompanying poem will help us to understand, without ever
expressing them directly.

According to the inscription, the mountain has fulfilled its func-
tion, has found its meaning, thanks to the monument that crowns
it now, and to the presence of Siva’s image: the little hill of Tiruc-
cirappalli has become the mountain of the god. In other words,
the building of a temple expresses the true meaning of every nat-
ural eminence: it is the mountain of Siva, as if the presence of the
god, referred to by the compound atma-samstham, of which the first
component dtma may relate to the king as to the mountain, had re-
mained until then only implicit, and had finally found its expres-
sion.

The poem, then, develops a complex series of implications.
Twice repeated in the first stanza, the term sthanu applies first to
the god, and then to the king. The fourth stanza stresses equally
the analogy between the king and the mountain, which can appear
as a metaphor of the territory over which he reigns; both the king
and the mountain bear the god Siva on their head (siras). The name
Siva seems to be simultaneously related to Sirasi krtvd, which refers
to the king, and dhdrayata, which refers to the mountain. The word
acala establishes another parallel, this time between the mountain
and the god, pointing to a double semantic process; thanks to the
temple and the image, the greatness of Siva is concretely mani-
fested, and, conversely, the greatness of the mountain has fulfilled
its purpose. In other words, a concept (Siva’s greatness), finds a ma-
terial expression, and a material reality (the mountain), receives
a conceptual significance. The two meanings that the word artha
assumes in the compound arthapati of the second stanza —as ‘ma-
terial wealth,” and as ‘signification’— are quite enlightening in this
respect.

In this stanza the king is not directly compared to Siva, but
their analogy is suggested by their common link to the mountain,
which recalls the quality they both share with it, according to the
first stanza, their immovability (sthanu). The inscription thus in-
troduces a triple comparison between the king, the mountain (the
kingdom), and the God. The first words of the poem (sailendramiird-
hani, ‘on the king of the mountains’ head’) already suggest the per-
sonification of the mountain. This initial compound contains the
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Figure 64: Gangadharamurti, Elephanta, ca. 550

© 2016 Ashwin KUMAR. After: https://commons.wikimedia.org/wiki/File:Elephanta
_Caves_(27737337302).jpg Licence: https://creativecommons.org/licenses/by-sa/2
.0/deed.en

metaphor on which the double entendre (slesa) of the fourth stanza
are based: the identity of the mountain and the king. Like the
mountain on which he had the temple excavated, the king bears
Siva on his head. The word Siras may be used both for the mountain
and for the king, and the word purusottamena, ‘the loftiest / the best
among all men,’ designating the sovereign, suggests also a parallel
with the mountain. The metaphor that appeared in the first stanza
is concluded in the fourth: the Tiruccirappalli hill, which thanks to
the temple has become the king of mountains, holds its head high,
but it is only to carry Siva. If the king is the highest among men, he
uses this superiority to serve Siva. The parallel between the moun-
tain and the king highlights, actually, the devotion of the latter to
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his god: the king ‘bears on his head’ Siva, i.e. manifests his defer-
ence to the divinity, while the parallel between the mountain and
the god stresses the greatness of Siva. The mountain appears here
like the common element that links together the god and the king,
who still belong to different spheres and levels of reality.

In the seventh stanza, which appears in the second part of the
inscription, engraved on the other of the two pilasters framing the
sculpture, the mountain becomes the head of the Cola country, and
the different particulars of the description this time suggest a par-
allel between the land and its sovereign.

colavisayasya $ailo maulir iviayam mahamanir ivasya |

haragrham etaj jyotis tadiyam iva $amkaram jyotih || 7%°

This mountain is like the diadem of the Cola province, this abode of Hara

is like its chief jewel, and like its splendour is the splendour of Sankara.®

The comparison between the king and the god which rests on their
common similarity to the mountain is thus intertwined in the sev-
enth stanza with a parallel between the Cola land and its king. By a
sort of mirroring effect, the king, the mountain, and the Cola land
echo each other as they all ‘bear Siva on their head.’ The ultimate
term involved in this series of comparisons is not formulated, but it
is obviously Siva Ganigadhara, who himself bears on his head the ce-
lestial river, and is represented in the sculpture. The image is thus
intimately involved in the poem.

The insistence of the first stanza upon the word sthanu attracts
our attention to one particular aspect of the Gangadhara myth that
could have eluded us: the main quality of Siva when he receives
the Ganga on his head is his stability, his immovability. We know
from the different versions of the myth that Siva is the only one
able to check the violence of Ganga’s fall, but the comparison be-
tween the mountain and the king focuses on a level of significance
which might have been overlooked, had we relied only on the Epic
and Puranic narrative accounts of the famous myth: while receiv-
ing on his head the celestial river before letting her flow on earth,
Siva Gangadhara secures the link between heaven and earth. This
process of mediation, which has been thoroughly analysed in its rit-
ual dimension by S. BROCQUET,*” is mirrored in the king, the moun-

15 (Lockwood et al., 2001), p. 140. 7 (Brocquet, 1997); see also (Esti-
16 Trans. present author; cf ibid., enne, 2021).

p- 50.
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Figure 65: Aihole (Ravana Phadi cave), end of the 6th c.

© 2012 ISMOON. After: https://commons.wikimedia.org/wiki/File:Shiva
_Gangadhara,_Parvati,_Bhagiratha._Ravana_Phadi,_Aihole.jpg Licence:

https://creativecommons.org/licenses/by-sa/4.0/
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tain, the Cola land, and the image. The Lalitankura cave’s relief
thus expresses the fundamental meaning of sculpture as a process
of mediation between the spiritual or conceptual level and the ma-
terial one, or, in mythical terms, between heaven and earth.

The second part of the inscription, engraved on the other pi-
laster framing the image, develops further the parallel between the
king and the God, while subtly suggesting also the difference be-
tween them.

kavirim nayanabhiramasalilam aramamaladharam
devo viksya nadipriyah priyagunam apy esa rajyed iti |
sasamka girikanyaka pitrkulam hitveha manye girau

nityan tisthati pallavasya dayitam etim bruvana nadim || 5%

Suspecting that the God [Siva], who is fond of rivers, on seeing the
Kaveri, whose waters please the eyes, who wears a garland of gardens,
and who possesses attractive qualities, might fall in love with her also,
the ‘Daughter of the Mountain’ [Ganga] has left her father’s family to
reside, I reckon, permanently here on this mountain, reminding [him]
that this river [Kaveri] is the beloved wife of the Pallava (king).*?

The stanza contains an utpreksa, which implies that the author
superimposes on the enunciated fact an imaginary assumption. He
assumes that the ‘Daughter of the Mountain’ followed Siva, because
she is jealous of the Kavéri river. The theme of Parvati’s jealousy
is well known in the literary tradition, so the first idea that occurs
to the reader is that girikanyaka —the ‘Daughter of the Mountain,’
a frequent epithet of Parvati— can only refer to her. But the in-
scription would then seem to imply the presence in the relief, or
in the temple, of an image of Parvati, while there is no trace what-
soever of such a representation. Michael LOCKWOOD solved the
problem of interpreting girikanyaka by holding that it referred to
Ganga, and this interpretation is also favoured by E. FRANCIS* and
S. BROCQUET.* The ambiguous compound girikanydka might have
been chosen on purpose in order to outline, at the same time, a
parallel between Northern and Southern India, the Ganga and the
Kaveri. But the stanza may allude also to the invisible presence of

8 (Lockwood et al., 2001), p. 140. 20 (Francis, 2017), p. 517.

19 Trans. present author; ¢f. ibid.,,  *' See (Brocquet, 2021).

p- 50.
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Figure 66: Visnu Varaha, Badami, end of the 6th c.

© Edith PARLIER-RENAULT.
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Parvati, who remains in the realm of the poet’s imagination, as sug-
gested by the verb manye: ‘I think Parvati is there’ (although she is
not).

One can notice again the contrast between the imaginary and
the concrete level that is a leitmotiv of the poem, but here, unlike
in the preceding stanzas, which stressed so insistently the fact that
Siva’s name or his presence had become a material fact thanks to
the temple and its image, there is a discrepancy between both lev-
els: the presence of Parvati remains an imaginary concept, while
the presence of the Kaveri is a concrete reality. The utpreksa sug-
gests the difference between imagination and reality, and contin-
ues the parallel between the king and Siva, while emphasising, at
the same time, the fact that both cannot be considered identical.
The king and the god are not to become rivals, in spite of their close
similarity. In the stanza, the allusion to the presence of Parvati
highlights the difference between Siva and the king, while referring
openly to the usual iconography of Gangadhara as represented in
earlier examples,?? so that the exclusion of Parvati from the relief in-
troduces, conversely, the possibility that it could point in fact to the
king, while emphasising at the same time the difference between
the conceptual and the material spheres: Parvati is mentioned in
the poem, she is not represented in the relief. What I would sug-
gest is that there is a deliberate interplay between the inscription
and the image, which aims at suggesting both the similarity and the
difference between the god and the king, as between the imaginary
world and the ‘real,” material one.

The absence of the goddess is all the more puzzling since the
earlier or contemporary sculptures carved in Elephanta and Aihole
show her at the side of Siva Gangadhara. Both seem centred on the
relationship between the two spouses, while the Tiruccirappalli re-
lief highlights another aspect of the myth: the role of Siva as a medi-
ator between heaven and earth, and his similarity to the king in this
respect. The ambiguity of the image which encompasses both Siva
and the king corresponds to the indirect language of the inscription,
which constantly suggests the identity of the god and the king but
never openly states it. The slesa attached to the compound arthap-
ati (‘lord of wealth’ / ‘lord of meanings’) acquires in this respect a

22 For instance, the Gangadhara of Phadicave in Aihole, that we will exam-

Elephanta, or the one in the Ravana ine later.
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new dimension: to ‘master’ the significations means to be able, al-
ternately, to hide them and to express them, through the image, as
through the poem, which implies also a complete understanding of
the different levels of reality.

The stanzas 6 and 8 of the inscription are particularly complex.
As shown by S. BROCQUET in the present publication, they may as-
sume several meanings. I will here focus exclusively on the parallel
between language and sculpture / architecture that they suggest to
me.

gunabharanamani rajany anena lingena lingini jianam |

prathatafi ciraya loke vipaksavrtteh paravrttam || 623

The king named Gunabhara being inferred (lingini) by the sign (lingena,
i.e. the figure of Gangadhara), may the knowledge spread over the world

for a long time, which keeps away from the opposite statement.*

The stanza, as such, is undoubtedly very obscure, but I will try to
show that this translation, the most literal of all, can make sense.
This doesn’t exclude, naturally, the other possible meanings that
have been proposed by various scholars.?

Does the word lingena refer to the cult symbol? There is ac-
tually no linga in the temple and the term used in the inscription
most probably doesn’t refer to any stone linga.?® Could it designate
then the image of Gangadhara? It is the interpretation favoured
by M. LOCKWOOD, as well as by E. FRANCIS*” and S. BROCQUET.
In this case, linga should be understood in its primary meaning,
as ‘sign.” As recalled by BROCQUET in this publication, HULTZSCH
highlighted the fact that the poem here borrowed its words from
the language of logic, and assumed that it contained a slesa:

This whole verse has a double entendre. It contains allusions to the In-
dian logic (tarkasastra), in which lingin- means the subject of a proposi-
tion, linga the predicate of a proposition and vipaksa an instance on the

opposite side.?®

Vrtti can designate a commentary, particularly a literary one.
BROCQUET admits that the stanza ‘undoubtedly contains an allusion

23 (Lockwood et al., 2001), p. 140. see ibid., and (Francis, 2017), p. 518,
24 Trans. present author; cf. ibid.,, n. 36, & p. 521, n. 48.

p. 50. 27 ibid., p. 519.
25 See (Brocquet, 2021). 28 (Hultzsch, 1890b), p. 29, n. 3.

26 For a discussion about this subject,
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tologic, which responds to Mahendravarman’s biruda [anumana],’®
but, according to him, a translation based on the vocabulary of logic
would be meaningless. Still, if we understand the whole stanza as
relating to the very nature of the allegorical language used both in
the inscription and in the carved image, its significance becomes
clearer. In this view, the compound vipaksavrtteh may be translated
in three different ways. It could be: i. ‘the opposite commentary.’ As
a sign, but only as a sign, at an allegorical level, the sculpture refers
to the king, and ‘the opposite commentary’ that should be avoided
would then be that it is a portrait of the king, or, conversely, that it
doesn’t allude to him at all.

But if we keep closer to the terminology of logic: ii. vipaksa is
more specifically the counter-statement. If we take the standard ex-
ample of the fire (the lingin) which can be infered from the smoke
(the linga), then the counter-statement would be that from the ab-
sence of smoke (the linga) can be inferred the absence of the fire
(lingin).3° In the case of the Gangadharamirti, such a statement
must obviously be avoided, since from the absence of the image,
one should not infere the absence of the king, and still less of the
god. This assertion, at first reading, seems to make no sense, but
it actually highlights the very nature of allegory: unlike the smoke
and the fire, an allegorical sign, be it a sculpture or a poetical cre-
ation, doesn’t refer to the same level of reality as the object that
it designates. The stanza perhaps aims at asserting the spiritual
essence of the god as well as of the king, reverting again to the
contrast between material and conceptual levels. Interestingly, it
stresses also the fact that the language of both poetry and visual
arts doesn’t belong to the sphere of logic, which is governed by the
principle of contradiction.

We could even, perhaps, venture to say that vipaksavrtteh could
refer also to the latter principle. It could mean: iii. that the ‘com-
mentary (vrtti) based on opposites (vipaksa)’ is to be discarded with
regard to the interpretation of the image. The knowledge which is
to be spread is the knowledge which deals with signs and allegories
and overcomes the contradictions inherent to ordinary language,
as well as to ordinary experience. On this level, unlike in logic, a

29 See (Brocquet, 2021), § 1X.5.6, “6th 30 (Monier-Williams, 1899), p. 973.
stanza”, pp. 245ff.
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Figure 67: Gangadharamarti, Kailasanatha temple, Kaficipuram, shrine of the

enclosure, first quarter of the 8th c.

© Edith PARLIER-RENAULT.
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visible and concrete representation may point at an invisible real-
ity like the god, and may embody at the same time a living man, the
king.

The eighth stanza opposes the ‘material form’ (bhautiki
murtih) and the ‘glorious’ one (kirtimayi), relating them both to
Satyasandha, generally identified as the Pallava king, since it is one
of his well-known birudas, engraved on the Tiruccirappalli tem-
ple itself. The stanza seems thus to highlight the complementarity
between the epigraphical poem and the material image, in con-
sistency with the parallel between conceptual and tangible reality
that runs through the poem. Kirtimayi refers primarily to the in-
scription which celebrates Satyasandha; let us recall that the word
kirti comes from kirt (‘to celebrate’, ‘to speak’), which also gave the
name kirtana, used sometimes for ‘temple.” Conversely, bhautiki
is more closely related to the sculpture itself. Nevertheless, both
the effigy and the inscription share these qualities; there is a cer-
tain degree of materiality in the inscription, although the poetical
language is clearly characterised by its kirtimayin aspect, its power
to praise and celebrate. But the image, although basically a mere
stone artefact, a bhautiki murtih, deals also with celebration and
praise. I would suggest, then, this translation:

silaksarena janita satyasandhasya bhautiki |

mirtih Kirtimayi casya krta tenaiva $asvati || 83*

With words engraved in stone a material form of Satyasandha has been
produced, which is also a praise (kirtimayi), and thus it has been made

eternal.3?

At first reading, this stanza seems obscure, because we tend to dis-
sociate the carved figure and the inscription; how can an image be
produced by an inscription? But the stanza stresses the close rela-
tionship between both, between sculpture and poetry: thanks to the
inscription, the image belongs both to the material and the concep-
tual / verbal levels, it will be eternal because it is made out of hard
stone, and also because it is ‘made of glory,” through the praise that
accompanies it and expresses its meaning.

If we admit that Satyasandha is more clearly connected to the
Pallava king than to Siva, which seems to be the case, then the poem

3! (Lockwood et al., 2001), p. 140. p- 50.

32 Trans. present author; cf. ibid.,
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appears to end with a clear assertion about the identity of the im-
age with Mahendravarman. It led several scholars to conjecture
the presence of another figure in the temple, a true portrait of the
king,3 or another representation of Siva.3* According to M. LOCK-
Wo0D?* and S. BROCQUET,?® the name could refer simultaneously
to both. Their interpretation complies with the fact that the whole
inscription aims at suggesting the identity between the god and the
king, but both scholars recognise that the name is rarely used for
Siva. That allows me to venture another assumption: the last stanza
deliberately expresses openly a signification which until then had
been only suggested, the identity of the king and the god, but it
does so through the mediation of the image. The name Satyasandha
refers, in my opinion, first and foremost to Mahendravarman.

Why such a unilateral and assertive identification, when all the
preceding stanzas aimed at suggesting the identity of the king and
the god? The answer may lie again in the connexion between the
image and the poem. The image remains implicit, even when the
poem becomes explicit: clearly we don’t have here a royal portrait,
but a well codified figure of Siva Gangadhara. The whole written
composition thus results in the identification of the sculpture, but
this identification remains ambivalent, on account precisely of the
dialogue between the image and the text, and is intended to remain
so: the poem asserts what the carved effigy seems to negate. The
sculpture obscures the final revelation of the poem, but the inter-
play between both reaches then its peak, as it points to the veiled
identity between the king and the god, stressing at the same time
the link and the difference between both, as between the material
and the conceptual / verbal levels, the stone representation and the
poem.

Lastly, a few remarks may be made about the name Satya-
sandha. Though its primary meaning is ‘true to his promises,’ one
cannot but notice that the compound involves the concept of truth,
exactitude (satya), a key notion concerning the image and its ac-
companying inscription, as well as the idea of ‘connexion’ (sandha),
which seems equally significant. Truth, in this context, is beyond
the opposites, and is essentially ambiguous; it is connected to the
‘signs,” but at the same time transcends them. The biruda chosen

33 (Hultzsch, 1892), p. 58; p. 59, n. 5. 35 (Lockwood et al., 2001), p. 130.
34 (Srinivasan, 1964), p. 85. 3 Cf (Brocquet, 2021).
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to designate Mahendravarman is particularly revealing in this re-
spect, as it combines two words which refer to the main ideas un-
derlying the poem. That the king is ‘connected to truth’ could mean
that he understands the truth contained in the ‘signs,” but the biruda
seems also to allude to the very nature of the poetical or visual lan-
guage as a connecting process, suggested by the whole poem. Like
the image, the king echoes the god, but remains distinct from him.
In the mirror effect, which runs throughout the inscription, every-
thing becomes part of a network of signs, of a language that aims
at uniting elements which at first would seem contradictory, while
pointing at a higher level of reality: heaven and earth, god and king,
conceptual notions and material reality, verbal expression and im-
age.

XVIII.3 GANGADHARA

The Lalitankura cave’s inscription allows art historians to claim
with more confidence the allegorical aspect that many divine
miirtis probably assumed in the eyes of the temples’ patrons.3’ That
most of the divine icons referred to the king, had, however, al-
ways been obvious to many scholars of Indian art, who have been
interpreting, for instance, the Udayagiri Visnu Vardha as an alle-
gory of the king without referring necessarily to an inscription.3
The very fact that the divine boar ‘carries the earth,’ and thus di-
rectly translates the concept of Indian royalty, best expressed in the
compound prthividhara, would have prompted this interpretation.
In this respect, the interplay between the image and the epigraph
of Tiruccirappalli does not basically transform our perception of
Hindu temple sculptures, but strengthens and legitimates a trend
of investigation that has existed in Indian art history for quite some
time. This inscription confirms, for instance, the interpretation of
Gangadharamirti as a figure of the royal consecration.* That this is
one of the primary significances of the image accounts most proba-
bly foritsimportance in Pallava art. It explains partly why it was the
only form of Siva represented in the Adivaraha cave of Mahabalipu-
ram, and why it occupies a key position in the Kailasanatha temple

37 For a synthetical view of the ques- pp. 46—55, for a historiography of the
tion, see for instance (Huntington, subjectfrom 1932 to 2009.
1994). 39 Cf. (Schmid, 2006), p. 501.

38 See for instance (Willis, 2009),
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of Kaficipuram, where it is represented in the central western niche
of the main sanctuary.*

The inscription may also throw light on certain particulars of
the relief: why, for instance, choose to represent the underworld
dog —convincingly identified by M. ADICEAM* as the guardian of
the subterranean worlds which the Ganga waters will ultimately
reach— when it is hardly mentioned in the Puranic and Epic ac-
counts of the myth? Why, conversely, omit the character which
plays such an important part in them, Bhagiratha? If we bear in
mind that the main significance of Gangadhara stressed in the in-
scription is the process of mediation he assumes, like the king, be-
tween heaven and earth, the upper and the lower spheres, we could
say that the relief highlights the central position of Siva / the king
representing symmetrically on both sides two symbolical figures
of heaven and earth: the celestial river and the underworld dog. Of
course, an underworld dog would be expected to be represented at
the bottom of the image rather than at the top of it, but then the
symmetry with Ganga, as a symbol of heaven, would have been dif-
ficult to keep, as already stressed by V. GILLET.** Such considera-
tion could also explain the absence of Bhagiratha, usually shown in
prayer at the feet or at the side of Siva: it was perhaps in order to
enhance the particular meaning on which the parallel between the
king and the god was based, that the sculpture focused exclusively
on Gangadhara’s figure. Similarly, Parvati’s presence would have
obscured that meaning rather than highlighted it.

In Mahabalipuram as well, the two representations of Ganga-
dhara, in the Adivaraha cave and on the Dharmarajaratha, omit
both Bhagiratha and Parvati, and seem to relate in this respect to
the Lalitankura cave’s iconography. The Dharmaraja’s image’s pos-
ture is closer to the Tiruccirappalli Gangadhara with its bent knee,
and may recall the dynamic posture of Varaha, while the effigy in
the Adivaraha cave reminds us of the Elephanta Siva, and bears no
resemblance with the Varaha of the adjacent Varaha cave.

49 On the placement of Gangadhara %' (Adicéam, 1976), p. 106; p. 113.
in Pallava temples and its meaning, ** Cf (Gillet, 2010), pp. 260—4.
cf- (Gillet, 2010), pp. 249—72.
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XVIII.4 EPIGRAPHICAL POETRY AND SCULPTURE: BORROWINGS
AND INNOVATIONS

What is more surprising is the discrepancy between Siva’s dynamic
posture and the stress laid in the poem on the epithet sthanu: a rigid
stance like the one featured in the Calukya Ravana Phadi cave of Ai-
hole (Fig. 65, p. 242) would have better corresponded to that adjec-
tive. The posture of Gangadhara was new and unusual with respect
to the reliefs carved earlier in Elephanta (Fig. 64, p. 240) and Ai-
hole, to which it most probably owed certain characteristics while
introducing different ones. This brings us to another aspect of the
parallel between sculpture and epigraphical poetry which pertains
to their development. It is well known that the Indian dynasties of-
ten borrowed from each other their references and similes in their
inscriptions, and in the field of visual arts, we witness a similar
process. I will first recall a few examples of these borrowings in
epigraphy before returning to the images.

The mention of the river Kavéri in Mahendravarman’s inscrip-
tion as the beloved of the Pallava king, jealously watched over,
echoes her personification as a woman whose faithfulness cannot
be relied upon in a verse of the fourth canto of the Raghuvamsa,
dedicated to the digvijaya:

sa sainya-paribhogena gaja-dana-sugandhina |

kaverim saritam patyuh $ankaniyam ivakarot || 4543

Since the soldiers enjoyed themselves in her waters, which then bore the
fragrance of the ichor of elephants, he made the river Kavéri an object

of suspicion to the lord of rivers (the Ocean).**

The famous prasasti of Pulakesin in the Meguti temple in Aihole
(634/635) uses the same image, as stressed by KIELHORN%:

kaveéri drta-$aphari-vilola-netra colanam sapadi jayodyatasya yasya |
prascyotan-mada-gaja-setu-ruddha-nira samsparéam pariharati sma

ratna-raseh || 30%°

When straightway he strove to conquer the Colas, the Kavéri, who has
the darting carps for her tremulous eyes, had her current obstructed by
the causeway formed by his elephants whose ruiting juice was dripping

down, and avoided the contact with the Ocean.*’

4 (Nandargikar, 1971), p. 107. 4 (Kielhorn, 1900-1), p. 11, n. 7.

4 Trans. present author. 46 ibid., p. 11.
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It is quite possible that while taking his metaphor from the
Raghuvamsa, as first highlighted by KIELHORN, the author of the
Meguti inscription praising Pulakesin II, notably for his victory over
the Pallavas, might have had in mind the inscription of Mahen-
dravarman in the Lalitankura cave.

We can notice in particular this kind of borrowing between the
sth and the 7th centuries in the Deccan. However their authors
seem to have been usually careful not to reproduce exactly the in-
scriptions of other dynasties. For instance the Kalacuris, a dynasty
who reigned over part of the Deccan, and perhaps commissioned
the Elephanta cave, and which Pulakesin II claims to have subdued
in the Meguti prasasti, took from the Guptas the allusion to the four
oceans and to the four Lokapalas, which they inserted into a new
text, as we can see in the two following examples:

(samudraguptasya) [sar]va-rajlo]chch[e]tthul prthivyam apratirathasya
catur-udadhi-salilasvadita-yasaso dhanada-varunendrantaka-sa[masya]

krtanta-parasoh ... (Bhitari Skandagupta inscription)*®

Samudragupta ... whose fame was tasted by the waters of the four oceans;
who was equal to Dhanada and Varuna and Indra and Antaka; who was

the very axe of Krtanta ...*°

(sankaraganah) ... prthivyam apratirathas catur-udadhi-salilasvadita-
yasa dhanada-varunendrantaka-sama-prabhavah (Abhona plates of

Sankaragana the 1st, dated 597)5°

Similarly, the Calukyas borrowed from the Kadambas the initial
invocation to the Matrkas which one finds in all their inscriptions,
but they added Varaha, which they claimed also as their tutelary
god.

Turning back to the Descent of the Ganga, we notice that it is al-
luded to in several Pallava inscriptions, but seems absent from early
Calukya epigraphy. It appears at the beginning of the Kaficipuram
Rajasimhesvara temple (today called Kailasanatha) inscription:

... tvaj-jatabhir nilatvam kantha-dhamna phana-mani-kiranaih sonima-
nan dadhana [ |]

niryanti sthinu-ratnat tri-bhiivana-sarasi-pirani vah punita(t) ... [ | ]

47 ibid., p. 11. 50 (Mirashi, 1955), In 10, p. 41.
48 (Fleet, 1888b), p. 53. 5! (Hultzsch, 1890a), p. 12.
4 ibid., p. 54.
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May (Ganga) purify you! - she who springs from the jewel (on the head)
of Sthanu, appearing ... black by the splendour of (his) neck and red by
the rays of the gems of the hoods (of his snakes), who fills the lake of the

three worlds ...5?

The Kailasanatha inscription is somehow completed by the Ka-
sakudi plates of Nandivarman:

tatah prabhrty-akhanda-kala-bhuvana-mandalatmasat-karanakhandita-
vikrama-parah paripalita-sakala-varnasrama-vyavastha-visesalh] prab-
havisnpuh visnor amsavatara iva vamsavatara[h] pallavanan nikhila-bhu-

vana-pavanataya gangavatara iva ca nirmalas samavartata [ | |53

From him descended the powerful, spotless race of the Pallavas, which
resembled a partial incarnation of Vishnu, as it displayed unbroken
courage in conquering the circle of the world with all its parts,(and) as it
enforced the special rules of all castes and orders, and which resembled

the descent of the Ganga (on earth), as it purified the whole world.>*

Thanks to the Kasakudi inscription we understand that the al-
lusion to the various colours (varna) of the Ganga in the Rajasim-
hesvara inscription is not just a visual observation: varna means
here also caste, and the descent of the Ganga legitimises the social
order which the king ensures. The emphasis is laid upon the word
avatara, repeated thrice: what is important is the divine origin of
the Ganga, the fact that she comes from heaven down to earth in
order to secure its sanctity, just like an avatdra of Visnu or like the
divine Pallava lineage. Like the king or Visnu’s incarnation, her
descent links heaven and earth, and becomes a metaphor of the
power’s verticality, of its transcendent origin.

In the Allahabad prasasti of Samudragupta, the glory (yasas) of
the king is praised through two images that follow each other in
lines 29 and 30. The first one is the column itself which is compared
to the raised arm of the earth, proclaiming the glory of the emperor.

... samudraguptasya sarva-prthivi-vijaya-janitodaya-vyapta-nikhilavani-
talam Kirtim itas tridasa-pati-bhavana-gamanavapta-lalita-sukha-vicara-

nam acaksana iva bhuvo bahur ayam ucchritah stambhah [In. 29]5°

This lofty column (is) as it were an arm of the earth, proclaiming the

fame (of Samudragupta) —which, having pervaded the entire surface of

52 (Hultzsch, 1890a), p. 13. 54 ibid., p. 355 (19).
53 (Hultzsch, 1895), pp. 347—8 Ins 55 (Fleet, 1888a), pp. 8—9 In. 29.
34—7.
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the earth with (its) development that was caused by its conquest of the
whole world (has departed) hence and now experiences the sweet happi-
ness attained by (his) having gone to the abode of Indra the lord of the

gods— of the Maharajadhiraja, the glorious ...%°

The column appears here almost like a funeral monument,
which points to heaven where the glory of the dead king has reached
after his death. The following metaphor moves then in the opposite
direction, coming back to earth, as the glory of the king is com-
pared to the descent of the Ganga, which flows down from the head
of Siva:

(samudraguptasya) yasya pradana-bhuja-vikrama-prasama-sastra-vak-
yodayair upary-upari-saficayocchritam aneka-margam yasah bhu-
vana-trayam pasupater-jatantar-guha-nirodha-parimoksa-§ighram iva

gangam payah || [In. 30]%7

(Samudragupta) whose fame —ever heaped up higher and higher by the
development of (his) liberality and prowess of arm and composure and
(study of) the precepts of the scriptures— travelling by many paths, puri-
fies the three worlds, as if it were the pale yellow water of Ganga, flowing
quickly on being liberated from confinement in the thickets of the mat-

ted hair of Pasupati.5®

We may notice that the allusion to the arm of the king echoes
that of the Earth’s arm in the preceding sloka.

What particular light do these inscriptions throw on the images?
The Kasakudi inscription draws a parallel between the descent of
the Ganga and the avatdra of Visnu which can be also traced, as I will
try to show, in the Tiruccirappalli representation of Gangadhara,
while the Gupta inscription introduces a motif that can be found in
sculpture: the raised arm pointing to the sky, looking like a column,
and proclaiming the prowess of the king.

Of course we will never know whether Mahendravarman Pallava
had ever heard about the Allahabad prasasti, although the surmise
may not be completely far-fetched. But it is obvious that the var-
ious authors of the kavya inscriptions shared a common repertory
of images and metaphors, which they liked to combine in their own
individual way, without modifying their fundamental significances.
In the Allahabad inscription, it is the column which is compared

56 ibid., p. 16 In. 29. 58 ibid., p. 16 In. 30.
57 ibid., p. 9 In. 30.
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to the raised arm of the earth pointing to the sky, while we wit-
ness a somewhat reverse process in sculpture. The upright figures
of Gangadhara or Varaha, reaching for the sky, implicitly refer to
a column connecting earth to heaven, as suggested by the Tiruc-
cirappalli inscription, but also, concerning Varaha, by the Eran in-
scription of Toramana:

jayati dharany-uddharane ghana-ghona-ghata-ghtrnita-mahiddhrah

devo vardha-mirtis trailokya-maha-grha-stambhah®®

Victorious is the Lord in the form of Varaha!

Who in the act of lifting up the earth caused the mountains to tremble
with the blows of his hard snout,

Who is the supporting pillar for the great house that is the three worlds.°

According to a rather similar process of alternate borrowings
and innovations, the Pallava Gangadhara recalled the two earlier
examples of Elephanta (Fig. 64, p. 240) and Aihole (Ravana Phadi
cave, Fig. 65, p. 242), but introduced a few changes. Although at
Elephanta, and especially Aihole, the emphasis was laid on the ver-
ticality and the immobility of Siva, in accordance with the term
sthanu used in the Lalitankura cave’s inscription, as in the Kasakudi
plates, the images also gave a certain importance to the subsidiary
theme of Parvati’s jealousy, especially in Elephanta, where Parvati,
as stressed for the first time by GOPINATHA RAO, moves away from
Siva. The allusion to Parvati’s jealousy appears more clearly when
one realises that the sculpture is in both monuments symmetri-
cally opposed to Ardhanarisvara, the androgyne form of Siva that
embodies the perfect harmony of the divine couple. In the Tiruc-
cirappalli relief,®? the goddess Parvati has disappeared. As shown
earlier, the main significance here highlighted is the fact that Siva,
and with him the king, are mediators between heaven and earth.

Like a pillar that connects both, they are sthanu, but in con-
trast with the epithet Sthanu used in the inscriptions, the posture
is not as rigid and frontal as in Elephanta and Aihole, it is rather
dynamic, and actually recalls the alidha posture often used for the
Varaha avatdra of Visnu in Calukya sculpture (Fig. 66, p. 244). Most
of the Pallava Gangadharas dated in the 8th century adopted later

59 (Fleet, 1888c), p. 159. p. 317.

60 (Willis, 2009), p. 56. 2 See (Brocquet, 2021), Fig. 26,

1 (Gopinatha Rao, 1914-16), II, I, p.226.
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the same stance, from the Mahabalipuram Dharmarajaratha’s to
the temples of Kaficipuram. The Tiruccirappalli Gangadhara with
its bent knee could recall the dynamic posture of Varaha, as it was
a sort of Saiva substitute for it, while the relief in the Adivaridha
cave kept close to the Elephanta Siva, because it was not meant
to replace Varaha, but to accompany him, since the main image
of the temple where it stood was devoted to that form of Visnu.
The slight innovation introduced in the iconography of the Tiruc-
cirappalli Gangadhara was thus in keeping with the parallel drawn
by the Kasakudi inscription between the descent of the Ganga and
an avatdara of Visnu, but also with the theme of the cosmic pil-
lar which appeared equally in the Eran epigraphical description of
Varaha and in the Tiruccirappalli inscription, although in the latter
the theme was however not openly expressed but suggested. The
two figures follow a reverse direction: while Varaha, like a pillar,
bore the earth and raised it out of the primeval waters, Gangadhara
let the celestial waters of the Ganga flow on earth.

We notice also that for the first time Siva’s arm is raised, while
both hands were on the same level on the earlier images (Figures 64
& 65). In the Pallava sculptures of the 8th century, the movement
will become more and more assertive, and in some, the arm is al-
most vertical (Fig. 67, p. 248), as if it were a column, recalling the
metaphor used in the Allahabad prasasti. The change was not in-
significant: just as the Tiruccirappalli Siva’s posture could recall the
attitude of the Visnu avatara, the raised arm could refer to the icon
of Krsna supporting the Govardhana mount (Fig. 68, p. 251), which
in its Mahabalipuram version becomes nearly vertical.

The representation of Gangadhara was, in a way, the equiv-
alent in Saiva iconography of Varaha or Krsna.% Varaha rescued
the earth from the ocean, a metaphor for the threat of a flood,;
Krsna held it up, in order to protect the gopas from the heavy rains
caused by Indra; Gangadhara checked the violence of the heavenly
river; so that one can say that the three gods, each in his own way,
shared the common role of controlling the waters. The raised arm

63 About the connexion between mentarity between the two great reliefs
Krsna Govardhanadhara and Ganga- of Mahabalipuram representing Krsna
dhara in relation to the theme of Govardhanadhara and the fall of the
royal consecration, see (Schmid, 2006), Ganga, with respect to the control of
Pp- 497—9. ASHER was one of the first the water: (Asher, 1983), pp. 65—6.

to emphasise the symbolical comple-
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of Gangadhara, and of Krsna Govardhana, echoed the gesture of
the Cakravartin in the Amaravati reliefs, which brings a shower of
gold coins.® Likewise, it could recall the Kusana sculptures of Naga
kings, copied in some of the Balarama effigies,® which was prob-
ably meant to call the rain, if we rely on their analogy with the
Cakravartin’s iconography, as suggested by VOGEL in his pioneer-
ing work on the art of Mathura.®® But Gangadhara encompasses a
wider range of meanings than each of these mythological figures,
since he at the same time provides water to the Earth and protects
her from the violent flood that the direct fall of the Ganga would
have caused.

We may surmise that the Gangadhara of Tiruccirappalli was
most probably responding to the Varaha that the Calukya claimed
as their tutelary god and which they had represented several times
in their monuments, particularly in Badami, in cave 3, dated by
its inscription from 578. In Mahabalipuram, Gangadhara is signif-
icantly the only Saiva image inserted in the Vaisnava iconographic
program of the Adivaraha cave,®” a temple dedicated to Varaha,®
whom the Pallava had most probably chosen to favour, on account
of their victory over the Calukyas. Furthermore, the art histo-
rian ASHER argued convincingly that the choice of Varaha by the
Calukyas might refer to the importance that this avatara seems to
have assumed during the Gupta period.®® Actually, the Gangadhara
of Tiruccirappalli occupies, in the history of South Indian art, a
position somewhat similar to the Udayagiri reliefs of Anantasayin
and Varadha, which were the first great mythological Hindu cave-
sculptures carved in Northern India.”” The Lalitankura cave is a
much less ambitious project than Udayagiri, but one could say that
it would have a sort of continuation in the impressive iconographic
program of Mahabalipuram, which could compete with the Udaya-
giri program, and would ultimately surpass it.”*

64 (Knox, 1992), p. 122. For image, see 68 (Srinivasan, 1964), pp. 166—8.

ibid., pl. 62, p. 123. %9 (Asher, 1983), p. 57.
 For an image, see, for instance, 7° On the relationship of these two
the sculpture of the Norton Simon Mu- representations, see (Willis, 2009), pp.
seum: https://www.nortonsimon.org/art 55—6.
/detail/F.1975.15.1.S See also (Schmid, 71 On the similarities between these
2010), fig. 18, p. 585. two sites, a subject which still remains
66 (Vogel, 1930), p. 47. to be explored, see (Willis, 2004), p. 40,
67 Gf (Schmid, 2006), pp. 499—501.
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XVIII.5 CONCLUSION

Epigraphical poetry is often essential in providing the metaphor-
ical meaning of the myths represented in visual arts. But, as we
tried to show here, it may also explain the particular rendering of
the myths which was favoured in the various reliefs and the as-
pects on which they chose to focus. We may again refer here to
the passage from the Allahabad Samudragupta’s inscription already
mentioned; it sheds light on the significance of the specific gesture
made by Siva, which reinforces and reduplicates the general mean-
ing of Gangadhara. The raised arm of the god is an axis mundi, as is
the entire figure. Just like the different elements of Mahendravar-
man’s poem, the various particulars of the sculpture mirror each
other. In a comparable way, we could say that the diverse miirtis of
Gupta, Calukya, Kalacuri and Pallava art echo each other, just like
the prasastis of the sovereigns under whose reign they were con-
ceived. The Tiruccirappalli inscription prompts us to look at images
as elements of a common language shared by visual arts and by epi-
graphical poetry, both of which are best understood in relation to
each other.
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