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e !isat mwlm vmm pnmmky intended to emphasize the importance of religious practice in
- overcoming obstacles to enlightenment. _

ik The Art of Gupta India [Princeton: 1983], p. 150 notes that such figures are
1. For exa ple, ma‘_%ﬁﬁss%llg?g@; i B‘;{i "‘W; Indian Sewlpture (ﬁs&fﬂm&{ﬁmpﬂffthﬂrﬁa}: An fmm&mf
&m&mj s E‘&éw Delhi: 1982], p. 65) identifies them ns Mara’s daughters, but does not explain why they are sometimes

- i i -earth is not mentioned. Instead Mara is stopped by an invisible voive R §
which states ¢ oan Tmlﬁ:ﬁwwgﬁ mm the navel of the earth—the spot where eatlier Ead{iiu‘m had
achieved Enlightenment. Soe The Buddhacarita of Advaghosa in Buddhist Mahayana Texts, trans. E.B. Cowel] {Sacred
Books of the East, wol. XLIX, Oxford: 1894), pp. 146-147, _ |
3. The Labitavistare Suira, The Voioe of the Buddha: The Buoauty of Compassion, trans, Gwendelyn Bays (2 vols,, 11,
Berkeley, TA: T983), pp. 470.233, D, . 488
g.k &bﬁ%mﬁ Sutra, trans. éé‘?{fﬂ:@ 432-3. In ather texts such s the Mahavast, the Buddha strikes the
gronmd when challenged by Mars which causes the esrth to shake. See The Mahdvastu, trans. JJ. Jones (Sacred Books

* of the Budidhists, 3 wols., B, London: L9581, p. 366,

8. Budidhist Birth-Stories (Nidime-Kotha), trans. T.W. Rhys Davids (London: 1925), p. 101,

7. For discussion of scalptures from Andhrs Pradesh which use the abhaya mudra, see Parimoo, Life of the Buddha in .
Frdian Sculpture, p. 18, o A
‘ Buddhann ‘ p- 137: "He whom they eall in the world Eamadeva, the owner of various weapoens, , i _ SRR o
Eﬁeﬁmwﬂmmﬁmlm{&nemmtédeﬁmqﬁish&aiumthe}rmstﬂeﬁma, the enemy of liberation.” Sce also g . e :
Jumes Boyd, Satan and Mira: Christion and Buddhist Symbols of Evil {Leiden: 1975), pp. 111-122, for a discussion of . | v :
the aspects of Mara’s koma natare, o - 7 . Dy

. 9. For 2 complete discassion of thiese steles, see Joanna Williams, “Sarnath Gupta Steles of the Buddha's Life” i Ars L 4 . :
Origntalis (X, 1975), pp. 17192, o il L 1y l d ‘ ( : o _
B 's despandency resalis from his inakility to stop Sakyamuni from achieving enlightenment. See The R " H E PERSIS EN E T
Buddhacari: 39; Buddhist Be s {Nidana-Katha), traus. Rhys Davids, pp. 106.7: The I S

hy {2nd ed., Calocutta: 1856}, p. S0.

For discussion and illostration of the earth goddess

ronzes of Kashowr (New Delhi: 1975), pp. $4-69, An ejghth or
i from i Callection that Pal also publishes

goddess were used depending

goddess holds the pot and is not
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my hair are saturated with the ritual water of
reds of the World Transloted from the Chinese of Hiuen Tsang (A.D. 629)

see Frederick Asher, The Art of Eastern
ene Schools of Sculpture,
: 1084}, . '
ils inscription,
{Paris: 1975), p. 103, For
: An Album {Caleutia: 19773,

iﬁ‘Eastem India: A Study of Tara,
Sahai, Iconography of Minor Hindu and

; 853}, pp. 112-18. The various maras are

uddhist Symbols of Evil pp. 122-23). For the sadhana
2 (2 vols., 2, Gaekwad’s Oriental Series,
fie du tontrisme bouddhique, p. 103,

ik B&g&iﬁhfk;ue, }:?imxx {Br?e:;fﬁﬂesr 1393 13, 74.

L V&, {Artof Nepa Angeles: 1985], p. 104),
| &% with ;’m w?rs?ig, see Pratapaditya Pal, “Two
_ ) ] : e M hsche‘ unst (vol, 5, no, 43, Amsterdam: 1967). 3
Lo twelith century %M scul 5 2 MPE? from Southenst Asia that prominently depicts the Iy
ated in Pra’tamci@a Pal et al, Light of Asig (Los Angeles:
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1. Over life-size stone Buddha
from the innermost hall of
the Kamakshi temple,
Kanchipuram, probably sixth
contury, 2m, Government
Musegm, Macdras.

he later history of Buddhism in peninsular India has aroused little enthusiasm among
scholars, and those who have made it their concern speak only of the town of Nagapattinam in the

Tamil country. One is left with the impression that this coastal town was a single, lonie survivor of |

Buddhism in peninsular India’ perhaps a last outpost of that faith, However, the much wider
prevalence of Buddhism in the Tamil country is indicated by a range of stone images, several over
life-size, recovered from a variety of sites in the districts of Tanjore and Trichina poly. It appears
that it is necessary to re-evahzate the continuing strength of Buddhism in the Tamil country and
highlight the artistic evidence of its persistence. Nagapattinam itself, while known to scholars,
has not received the attention it deserves. It was indeed a major centre of Buddhism that
commenced casting Buddhist bronzes in the ninth century, and continued to produce such images

right into the seventeenth century. This mass of artistic material —some three hundred and]

fifty Buddhist bronzes have been recovered from Nagapattinam—has been largely overshadowed
by the even more prolific production of Hindy bronzes under the Chola monarehs. While the
Buddhist bronzes may not possess the vi dynamism of contemporary Hindu images, the best

pieces from Nagapattinam are elegant figures that emphasize the stately repose and contemplative | :

calm of the Buddha. LI
It is not really possible to speak of the artistic history of the Tamil country until the end of the

sixth century when the imperial Pallavas eame into power. We know from literary sources that |

shrines were built by followers of the Hindu, Jain and Buddhist faiths. But since stone was
associated, in the Tamil country, with funerary practices of megalithic origins, sacred shrines

were built in the perishable media of wood, brick and stucco, and have not survived the centuries. | -
We thus have a considerable time-lag between the appearance of stone monumeuts in northern -

India (and even in the adjoining territory of Andhra), where stone came into use in the first

century B.C., and the Tamil country where stone appears as late as the sixth century AD. When |

the Pallava monarch Mahendra constructed his first stone monument, a rock-cut cave dedicated
to Brahma, Vishou and Siva, he was aware of his innovation in employing stone and left an
inscription proclaiming his feat in constructing a mansion without brick, without mortar and

without wood. Artistic evidence, then, of the early presence of Buddhism in the T':amil_ country

Literary sources, however, suggest that Buddhism entrenched itself in the far south at a very

early date. One may cite, for instance, the Buddhist text, Gandavyuha, probably written in the | -

first century A.D. (and translated into Chinese by 420 AD.). Set in the southern region of

Dakshinapatha, its hero Sudhana who is in search of the ultimate truth, meets the great Manjuszi | -
at Dhanyakara (Dhanyakakata or Buddhist Amaravati). The holy bodhisattva does not instraet |

Sudhana himself, but advises him to travel to various towns further south and acquire Buddhist
teachings from a range of holy men. One is left with the impression that peninsular India,
including the Tamil country, was indeed a land of Buddhist samts and shrines. - o o

Kanchipuram

A variety of texts indicate the popularity of Buddhism in south India in the sixth and early |

seventh centuries, and Kanchipuram, today a town of Hindu temples, is mentioned repeatedly as
a site that had acquired great renown as a Buddhist centre. The Tamil epic Manimekhalai,

written around 550 A.D,, speaks of the prosperous condition of the Buddhist establishapents of |

the south. Describing Kanchipuram, it speaks of one chaitya erected in the middle of the city to
house a golden bodhi tree with emerald leaves, and another such shrine for an of the
Buddha. These early Buddhist monuments, presumably built of brick and ormamented with
stucco, have not stood the test of time. The epic also informs us that the most autheritative
Buddhist teachers lived in Kanchi.t e
Around the year 600, the Pallava ruler Mahendra wrote a farcical play which amply testifies to
the Buddhist presence in Kanchipuram. The play introduces us to a Buddhist monk reminiscing




'3 2. Seated Buddha from the
region of Nagapaltinam, gilt
bronze with silver inlay, ninth
century, 39 em. (figure), 80 cm,
{throne-back), Museam of Fing
. Arts, Boston, Marshatl H. Clould
K and Keith McLeod Funds,

8, Maitreya, found at Melaiyur,
gilt bronze, ninth century,
Formerly in the Government
Museum, Madras,

. 4, Bodhisattva Lokeshvara,

N Nagapattinam, bronze,

i ¢ 900 AD., 10 cm.

£ CGovernment Museum, Madras,

e

over ﬂtwmnderful meal of fish and meat that he has fust eatén at the house of osperoms
Buddhist merchant. On his way back to the royal Buﬁd}ﬂ&t mmastmmﬁig;egﬁiﬁrﬁ L
Buddha, who allowed his monks so many luguries, should not have given them those two added =
pleasures which would have made life perfect—wine and women, The play reads thus: o
When the most compassionate and holy Enlightened One has ordained for the
brotherhood such favours as living in palatial mansions, sleeping on beds with
wellmade up mattresses, having food in the morning, tasty drinks in the afternoon,
tambyiq with the five flavoured ingredients and so on, why aren't rules to be found
_permitting women and drink? How is it that the Omniscient One overlooked these?
Deciding that they could not have been overlooked he muses, '
Where can I get the unexpurgated original text? Then I'll helyp the sangha by publishing
the cqmpietf? teachings of the Buddha throughout the world.2 : i
The play is set in the Pallava capital of Kanchipuram where, it is clear, Buddhists and
their monasteries were plentiful. When the Chinese pilgrim Hsuan-tsang visited south India
around 6{30, he too wrote of Kanchipuram, telling us that there were some hundred Buddhist
monasteries and 10,000 monks who all studied the teachings of the Sthavira School of -
Mahayana.? : ' ' L
Equally telling in its own way is a seventh-cen inscription in a cave at Mahabalipuram,
the port of the Pallava rulers, that proclaims ﬁ];}glédha i?mbe the ninth ifamaﬂwm of ii]u; :
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” iﬁn&u god Vishuu.t (}nty in an environment where the strenggth of Buddhism had been

demonstrated, and where the faith was firmly entrenched, would ene expect to find mention
of the Buddha in a list of Vishnu's incarnations. .

An over life-size standing image of the Buddha, together with six other Buddhist Images, was
found within the Kamakshi temple at Kanchipuram. It would appear that this Hindu temple
was originally a Buddhist shrine, perhaps dedicated to the Buddhist goddess Tara or V&sud%am"z},
that was taken over at a later date by the Hindus for their goddess Kamakshi. This suggestion is
not as farfetched as it might seem at first, After all, we have textual evidence of the ruler
Mahendra pulling down a Jain monastery and reusing its materials to build a Siva temple in its
place.® The same must have happened with a Buddhist shrine which was partly dismantled and
rebuilt as a temple to Kamakshi. It is otherwise difficult to explain how a monumental stone
Buddha could be found in the innermost hall of this temiple. No Hindu would have been interested
in transporting & two-metre high image into a temple to the goddess, and certainly no Buddhist
would have been permitted to do so. The sculpture, which is probably of sixth century date,
displays features in commeon with the earlier style seen at the Andhra Buddhist sites of Amaravati
and Nagarjunakonda. The Buddha has a robust body with swelling flesh along the waistline. The
robe, which leaves the right shoulder bare, is treated in the fashion seen at Nagarjunakonda,
including the heavy swag at the bottom edge. The face is full, and its unsmiling countenance
makes it a solemn religious icon.

Within a hundred years of this prosperous Buddhist situation, a seres of Hindu saints
had largely destroyed the power of the Buddhists. These Hindu saints wandered the Tamil
country singing songs in praise of their gods, but at the same time denouncing the Buddhists.”
The Buddhists suffered a major set-back during the era of the Hindu saints from the seventh
to the ninth centuries. In fact the situation got so bad that when the Hindu saint Tiramangai broke
mnto & Buddhist chapel, not an eyebrow seems to have been raised. The Vaishnava saint
rarded a vihars at Nagapattinam and made off with a golden image of the Buddha which he

aown, using the gold to decorate the Vishnu temple at Srirangam. And this act

1 is related in a most matter-of-fact manner by the Vaishnavasl
s it was during this period of persecution that several Kanchi Buddhists moved to the
- Apanakaor Kurkihar, which, it has been pointed out, “seems to have cultivated
p with southern Buddhists, particularly from the Kanchipuram region.”s
bist bronzes from Kurkihar contain inscriptions inferming us that they
ailed from the Kanchi region which was referred to as Kanchi-desa
iption speaks of an image gifted by Prajnasimha who hailed from

i

the practice of hollow casting typical of the porth, as opposed to the southern
ong to a single period, but range from the
s was re-establishing itself in the Tamil

een Bihar and Kanchi, rather than a single
image inscription contains an actual date that
e tenth century. Of special interest is a one-metre tall Buddha,
bronzes, that was donated in the eleventh century by a monk
v of local Bihar manufacture, it is intriguing to see the addition
hich we shall see to be a typical southern motif. Clearly the
feature be included on his dedication,

Church for a period of fifty years, and who
_ ‘ inscription of 1378 indicates the continuing
i0e of the town as 2 Buddhist stronghold; it informs us of a monk who visited Kanchi
heard an illuminating discourse by a local Buddhist preacher 1t

Nagapattinam

In the ninth century, when the era of the Hindu saints ended in the Tamj] country, we
find evidence of a vibrant renewal of Buddhist artistic activity, this time in the coastal town
of Nagapattinam. The town had a Buddhist presence as early as the seventh century, since the
Chinese pilgrim Ising speaks of 2 monk named Wu-hing stopping at Na-kia-po-tan-na
{Nagapattinam} on his journey to Ceylon.2 In addition, the tale of Tirumangai’s theft of

58

and Vedangas, he later became a disciple of the revered Buddhist monk -
he images donated by Kanchi residents are all of local Bihar manufacture,

5. Nagapattinam bronge
Buddha, e 900 AD., 11,
Government Museurn, Madryy

6. Bronze Buddha from
Nugapattinam, eleventh
century, 80 em, Norton Simon
Museum of Art at Pasadons,
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the golden Buddha indicates the existence of prestigious monastery of fﬂ!‘fﬂgl& p@rhaps
Indonesian, constraction at Nagapattinam in the eighth contury. W, e are told that ’1 lrumangm
journeved by sea to Dvipantara in search of the architect, from whom he acﬁ;mmd a p}an
of the monastery in arder to facilitate his nefarious mission. Snmfz th{ee. hundred and_. fzfty
Buddhist bronzes, dating from the ninth to the seventeenth conturies, indicate the persisting
importance of Nagapattinam as a Buddhist centre,
nmg the rﬁaifiignifmmt of early bronzes, now in the collection {)F the Museum of
Fine Arts in Boston, is a magnificent gilded Buddha seated in frout of a r;ch‘isf {;mamﬁmtefi
throne-back, and originally flanked by two bodhisattvas, Clad in a sim;i}!g h(fﬁhl’]f?&wd monk’s
robe that leaves his right shoulder bare, the Buddha sits in the lotus position with one hand
in his lap in the dhyana gesture of meditation, and the other raised in the vyakhyana gesture
of teaching. Above the serjes of small curls covering his head is a flame-tipped protuberance.
It is evident that in the Tamil coundry, at some stage between the sixth and the ninth century,
icons of the Buddha acquired this flame-tipped ushnisha. An explanation of this feature
is provided by Buddhist texts, for instance the Lalitavistara, which states,
When the Buddha is in samadhi an ornamental ray called jrana {(knowledge), proceeding
from the opening in the wsnise, moves above his head 18
The flame-tipped ushnisha is then a symbal of the Buddha's attainment of supreme knowledge.
An intriguing contrast to the robust strength of the Boston Buddha is provided by the

‘pmﬁm!y decorated and seemingly fragile screen that serves as a backdrop for the Buddha

and was part of a throne that i now missing. Above his head, and cast as a separate piece,
is a delicate canopy surmounted with fanciful, stylized foliage. The utter simplicity of the
Buddha is highlighted by placing him against the ornate background, and the contrast,
one may assume, was the intentional concern of the inspired artist who produced the

oMmposibe group,

The Boston acquired the screen, on its own, in the vear 1967, and it was only
some three years later that the Buddha image appeared on the market, When it became
evident the two belonged together, the Museum acquired the sculpture and placed it
against its original backdrop. The rear of the throne-back has a hook at either end, along its

‘ in place two attendant tmages, probably of the Bodhisattvas
wara and Maitreya. A gilt bronze Maitreya, found at Melatyur, some forty-eight

h of Nagapattinam, appears to be one of the original figures attendant upon
Uressed in royal attire and visualized as a crowned and bejewelled bodhisattva,
as & socket beneath its hollow pedestal that would appear to fit the hooks on
‘ one-back. The image formed part of the collection of the Government
Museum in b » DUL was among a group of objects that disappeared in an unfortunate theft
a few years back. Maitreya's eves were inlaid with silver, and indeed the same was done with
the Buddha ; 2, ETOUp is among the most stately and elegant products of the early

| crowned with a lotus, bear the seated Buddha
majesty despite its diminutive size of
same time is a one-metre high standing

dian images, the

houlder, while the swag at the bottom progressively decreases, This -
ll and elegant flame-tipped ushnisha. When the flame tips first
tongues of flame, but soop after the tongues become five in number,

uddha from ﬂ:hi Norton Simon Collection. It is interesting to note

garment. While the style of drapery that leayes the right shoulder
mode in the Tamil country, it is clear that there were varying methods
The Chinese pilgrim Fsing, who visited India in the seventh century,
in the manner of dress and devoted an entire chapter to “The Mode

: : in one and irregular in another, and the folds of the ﬁﬁgﬁr robe é?e,
in 5126, parrow in one and wide in another, The Sarvastivading cut the skirt of the
Wer garment straight while the other three {Mahasanghika, Sthavira, Sammitiya)

60

7. Nagapattinam bronze .
Buddha seated under a
stylized tree, with néga
attendants, mid-aleventh
century, approximately 1y,
Government Musewm, Miudras,
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_cutit of imegular shape.¢ ‘ od b o ol L biowe,a 1100 AD. Govetmment Moy pabatinam, - ppp A
ﬂtlﬁng the &Iﬁ’%ﬁﬁt century, I?g{ﬂ?mpslpaﬂl}* ffl;? to the 1{%‘}}}{3?&5\ pmwﬁed‘ by‘ a m}ulil}f nf 8. Buddhist goddess Tara, Nagapattinam, bronze, eleventh ek ‘ 4 Aoty Aaiisiehe
Buddhists from the kingdom of Srivijaya in Indonesia, Buddhism in south India seems to have | contiry, Conormont Mosogapattinar ‘ ‘
been given an infusion of new blood. With E%}e approval {}f the (Huﬁa .ra:;.lf;zfﬁ, a mt:;pgstmg : 10. Jombhala, Buddhist god of sealth, with his consont
known as Cula-mani-varma-vihara, “of such loftiness as belittled Kanakagiri (mount Meru), ; Vasudhara, Nagapattinam, bronze, cloventh century. el Y : ‘ A
was erected by the Sailendra kings “at Nagapattinam, delightful on account of many atemple . . . i Government Museum, Madras, ot : RS oersiaintign rrionl
brilliant with arrays of various kinds of mansions,™s The monastery took its name from | i : AL e : !
the ruler Culamani-varma of the Sailendra dynasty, whose son was responsible for its : PPITE ia Sl R RN hinnoh!
construction. Within this monastery was, built a chapel called the Rajaraja-perum-palli _‘ ! ‘ oo A HEbh
("great chapel™), named after the Chola king Rajaraja, who, though & staunch Saivite, granted i : e o i R ey
the village of Anaimangalam to the Buddha of this vihara in the year 100616 In the year i : iy R b
1090, during the reign of the later Chola king Kulottunga I, we hear of the arrival of two ‘; > :
ambassadors from the Sailendra kingdom, and the grant of further privileges to the monastery
Cula-manivarma-vihara. A new chapel was now built and named R&j@ntirawchc}la«»pe;umu;mlﬁ, <
taking its name from the raler Kulottunga who was alse called Rajendra. 17 : ‘ , : : 3 s i £
Fig. 7 Made perhaps to be placed in such a prestigious chapel is a nearly one-metre high figure of the - : ’ g | ‘
Buddha sested in meditation under a stylized tree. It is instructive to compare this sculpture : : et 4 T ; e
of the mid-eleventh century with the earlier Boston piece, since the two are conceptually . _ P L N s i
similar. The Buddha sits on a lotus seat upon a plain throne, and rests on a bolster placed : P o : e
against a sparsely decorated rectangular throne-back. A circular flame-tipped halo that Flee i3 fi
- frames the Buddha's head, supports a small parasol, and above this rises a semi-circular : , : - ‘ : S IME AT AT
arrangement of stylized foliage, consisting of creepers and full-blown lotuses and lilies. - , i i
Two naga attendants with fly-whisks in hand flank the Buddha. These images are carved
only down to the knees, being attached at that point to the throne-back. The intricate detaj]
of the Boston throne-back, its elaborate umbrella, and the fanciful nature of its foliage,
here given way to a simpler rendering, while the Buddha himself is a more slender
image in k th the al trend of Nagapattinam bronzes, ' '

Sy TR

di dhas comprise the major part of the output of the N agapattinam
ertain number of bronzes of other Buddhist deities, apart from Lokeshvara,
- were also produced. Second in popularity to the historic Buddha are images of the future _ o
. Buodd i isualized by Nagapattinam artists a5 a crowned and bejewelled _ |
t aeon, prior to his descent as the future Buddha. One ok
oz of around 1100 is an elegant four-armed figure holding a rosary and a bunch :
in two of his four hands. The image bears a close resemblance to Hindu bronzes :
B ; ilai LEEa; ﬁ&i? th% Stlig&& i Mﬂi&ﬁ}’ﬂ’s ﬂan:il‘.g crgwﬁ pr{)vides . . ‘

Fig &
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Fig 8
. Fig 10
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widhist poddess Tara %aieé gracefuliy upon a .
dhist god of wealth together with his consort -
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Fig. 12 the site’$ The e, as far as we can gauge from drawings made in 1848, bears a closer

ljayanagar Hindu bronzes, so too there ¥
are Chola Hweidlnst bronzes and Vijayanagar Buddhist bronzes, However, the Buddhist :
images are clearly the result of 5 local bronze-casting workshop centred at Nagapattinam ' '
itself, :I'he majority of the Buddhist images are inscribed and this f;




" The Nagapattinam bronze-caster, by contrast, put his records, glorificatory or donatory,
I " Fig 13 on the base of the bronze itself. For instance, a thirteenth-century seated Buddha has an
- inscription which reads, “The Nayakar (Lord) whose omnipotent feet are easy of access,
Fig. 14 even to the illiterate.™® A fiftoenth-century ey igraph on the pedestal of a 5tam:i.§_ng Maitreya
reads, “The Great Being, Akalanka, who is both father and mother to the world.”® Frequently
the urnas (mark between the evebrows) of Buddha images, and indeed their eyes, were inset with
. silver, and oocasionally they were inset with rubies. Rubies were also set into the flame tip of
Fig. 15 the ushnisha, as in the fifteenth-century Buddha pictured here. Traces of gilding seen on
several Nagapattinam images indicate that gilt bronzes were commoner than now appears to

be the case. _

The latest known inscriptional reference to Nagapattinam belongs to the late fifteenth century
and comes from the Kalyani inscriptions of the year 1467, which comprise a set of ten stone slabg
in the town of Pegu in Burma 2! The contents of the second slab has an incidental reference
to Nagapattinam. We read of a group of Burmese theras who travelled to Sri Lanka in order to
bring back their method of ordination. Shipwrecked on their return journey, they made it by raft
to India and on foot to Nagapattinam. There, we are told, they visited the Padarikarama and
worshipped the image of the Buddha in a cave constructed by the command of the maharaja of
Chinadesa {China). Sadly none of the Buddhist architectural monuments mentioned in the
mmscription survives.

It is of interest to note that the south Indian flame-tipped ushnisha was adopted by Sri Lankan
Buddhists who presumably maintained close contacts with the nearby port of Nagapattinam:
from Sri Lanka, this feature appears to have been transmitted to Burma and Thailand. One may

assume too, although firm evidence for this is lacking, that the proximity of Buddhist Sri Lanka '
was one of the features that acted as a stimulus for the continuing strength of Buddhism in the

n continued to thrive throughout the sixteenth century. Among later
ury bronze found in worship in Tanjore town before it was transferred to
. iimost one metre in height inclusive of its flame halo

tine example of this late period. The curls of the Buddha’s hair
tlame tips fo a non-existent ushnisha protuberance have been

il i monsi i Sl bt

11, Branze votive stupa from
Nagapattinam. Government
Museum, Madras, 1

1. Pudu-veli-gopuram, |
Nujapattinam, as per the ‘
1848 drawing by Sir Walter
Elliot.

13. Nagapattinam seated
bronze Buddha {inscribad),
thirteenth century, Covernment
Museum, Madras, The .
inscription reads “The Nayakar
whose omnipotent feet are

easy of access, even to the
illiterate”
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14, Maitroya {inseribed),
Nagapattinam, bronze, fifteanth
century, Government Museum,
Madras. The inscription reads
“The Great Being, Akalanka,
who is both father and mother
to the world,”

15. Nagapattinam seated
bronze Buddha, with ruby in
Hame tip of ushaisha, ,
fifteenth century. Government
Museum, Madras,

18. Sixteenth century bronge.
Buddha from Nagapattinam,
approximately 1m, Government
Museun, Madras,
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17, Avalokiteshvara,
Napaputtinam, bronze,
. 1700 A.D., approximately 1m,
Coveroment Museum, Madras.

18, Gronite image of seated
Buddha, Nagapattinam region,
o, B00 A.D., approximately 2m,
The Brooklyn Museum, Cift

of Miss Alice Boney,
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21, Stone image of the Buddha, Madras ¢

ity, probubly

tehth century. Government Museum compoungd,

Madras.

22. Stone relief of the Buddha, Eraiyur, o
centary, Government Museum, Madray,

loventh

glt

23. Stone Buddha, twalith
century, Tanjore Art Gallery,

24, Mooumental granite
Budidha, Tiruvalanjuli,
thirteenth century, 3m,
Government Museum,
Madras,

considerably enlarged; and the urna is incised 50 as to resemble an inverted question mark. Holes
in the pedestal, into which poles would have been inserted to enable the image to be carried in

procession, clearly indicate that the bronze was a festival image, an utsave vigraha. Several
smaller images of this period, all with “question mark” urnas, exist. Latest of the bronzes from

Nagapattinam is a large image with an ornate flame-tipped halo, which at first sight could be Fig 17 I
mistaken for the Hindu god Vishnu. A closer look, however, reveals a tiny image of a seated E
Buddha ornamenting the tall crown, and thus indicates the identity of the figure as Avalokiteshvara,

The image, just under one metre in size, with holes in its pedestal indicating its character as a

festival bronze, implies a prosperous bronze workshop at Nagapattinam and a generous pationage

of Buddhism as late as 1700 A.D. Itis indeed ironical that today Nagapattinam retains not a single

trace of its erstwhile Buddhist splendour. :

Other Tamil Sites

It was not only at Nagapattinam, nor exclusively in the medium of bronze, that Buddhism in south ,
India found expression. Stone images of the Buddha exist in large numbers and may be seen in
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- many museum cellections both in Tamilnadu and abroad. An early example, probably produced
Fig. 18 around 900, is an almost two-metre granite slab carved in high-relief to depict the Buddha seated
upon 2 lion-throne under the bodhi tree. An oval flame-tipped halo, & parasol above the Buddha’s
head, the cushion placed against the throne-back, the tree, and the flanking bodhisattvas are all
reminiscent of the Boston and the early Nagapattinam bronze groups of this type. The Buddha's
robe returns as a band over his left shoulder, leaving the right shoulder bare, and a prominent
flame tops his ushnisha. The broad-shouldered figure seated in meditation exudes great strength

and power, and its large size indicates that it must have graced an impressive temple.
Fig. 20 Another colossal granite image, of the eleventh century, 1 now in the Norton Simon Collection.
The impassive face, the locked legs, the hands placed in the gesture of meditation and the solid
columnar mass of the body make this Buddha an image of great presence. Of similar quality and

Fig. 19 character is a seated image, over one and a half metres in size, in the Chicago collection. Few

stone images remain in a comparable state of preservation, and one may here admire the sharp

line of the Buddha’s nose and the strongly delineated features.
Fig. 21 Recovered from Madras city itself are two stone Buddhas, unfortunately headless, that
Fig. 22 perhaps belong to the tenth century. From Eraiyur in the Tanjore district comes a high-relief slab
depicting a seated Buddha in the style of the Nagapattinam brongzes, with a five-flamed tip to the
- ushnisha. Several similar pieces may be seen in the Madras Museum, while the Tanjore
Fig. 23 Art Gallery possesses an exceptionally fine twelfth-century seated Buddha. A number of
monumental granite standing Buddhas, well over two metres high, may be seen in the

Fig. 24 Madras Museum. One such comes from Kuram and another from Tiruvalanjuli, and both

appear to date from the thirteenth century.

The large number of Buddhist stone images recovered from varying paris of the districts of
Tanjore and Trichinopoly, indicates that coastal Nagapattinam was not a lone outpost of
Buddhism in peninsular India. We may recall, in this context, that the Chola emperor
Rajaraja’s sister built Jain temples at Dadapuram and Tirumalai, while one of his queens
built & Jain shrine at Olagapuram, all sites in the district of South Arcot.2 One may assume
that Buddhist chapels too continued to be erected throughout the age of the Hindu Chola

Uertainly, Nagapattinam was the most prominent artistic and religious centre of

B & e twelith century, but stone sculptures from the hinterland indicate that
ist faith persisted in the Tamil country with greater strength and for a longer period
lized. This final chapter in the artistic history of Buddhism in peninsular
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Chandra L. Reedy

TECHNICAL ANALYSIS. :




- Thereare a number of features of the paintings that cannot be explained by any of the versions
of the story thus far known. In all the paintings except those from Punjab, Me-:waf and Guler, the
figrures of Sohni and Mahinwal are shown wearing ornate sheathed swords. M_ahmaial also ha‘s a
shield in the vertical paintings as well as a bow and arrow in the works from Bundi and Kotah.
There is nothing in any of the different versions of the story that would explain the presence of the
weapons. Even if they are meant to be merely defensive weapons, they are the *typ&} aw;mut&d
with the nobility rather than the peasantry. Perhaps the weapons symbolically raise the lovers to
the level of heroes in the eyes of seciety. Also perhaps to indicate her taste&tgled status, f.&t}hm
is clothed in urban finery as a princess or a well-to-do lady, even though she is really a village
potter’s daughter, _ .

The identification of the ascetic is a particularly interesting feature of the paintings 'tha-t has
been ignored by previous scholars. Archer, following Randhawa, suggests merely that the f}gtﬂ‘@
is praying for Sohni’s protection to the river god Khwaja Khazir. 1! A more likely inter;wetatmn of
the figure is that it represents the ascetic with whom Mahinwal went to live after being orgler_ed
never to see Sohni again by her father. If this is the case, it suggests that various incidents in the
story have been encapsulated into a compositionally halanced iconography without regard to a
proper chronological sequence.

This interpretation of the iconography is also implied by the presence of the buffaloes beside
Mahinwal since at the point in the tale when Sohni swims over to Mahinwal, he was no longer
employed by Sohmi’s father to tend the animals and had remorsefully begun to practise
austerities. Another feature of the paintings that is unexplained by the narrative is the frequent
presence of a city in the distance. Probably it is meant to represent Sohni’s village but, if so, then it
is shown on the wrong side of the river ahead of the swimming heroine. Both of these temporal
and spatial inconsistencies are nullified when the iconographic system is seen as an incorporation

specif ts of the legend rather than a chronological portrayal of the events. :

: peculiar aspect of the story that is often mentioned by scholars. It is considered odd
that Sohni, a potter’s. ter, did not recognize the unbaked pot that was switched for the fired
ber sister-inlaw, or by her brothers in some versions of the story. According to the
, however, Sohni was worried about entering into the turbulent river but braved the
der to keep her rendezvous with her beloved. In such a situation on a stormy night, it

to miss a minor detail like the feel of the pot’s surface. In any event, the issue of

-

i and Mahinwal continues to be popular today. It is frequently recounted

in collections of folk 1s of the Punjab and Paki with contemporary drawings illustrating
the story. A type of ssociated with the tale is still made by the potters in the present-day

akistani town of Gujrat where the romance allegedly occurred. 12

- There was a well-developed oral, literary, and pictorial tradition of portraying famous lovers
- in northern India during the Iaste medieval and Mughal periods. The romance of Sohni and
a esp 7 popular theme, as the frequency and range of its depiction in art
espread ap across hundreds of kilometres and among different religious creeds
uck a responsive chord in the imagination of the Indian people, and
love story gave birth to a dramatic and unique genre of painting.

r, May 2, 1986, -
Poetry, Life and Times (London: 1940, pp. 39241,

se farsi z Labore: 1957), pp. 19361, | |

Az, Sol Fozal Shah {31‘&&&, [in Gurmukhi], Jullundur: 1976),
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Gl 'F . (Karachi: 1957}, pp. 87-96; Laxmag Komal, Folk Tales of Pakistan

i:!%m Wﬁkwﬁ-ﬁ% g -t-Basan, Famous Folk Tales of Pakiston (Karachi: n.d 35-45; Gurbakhsh
Singh, Fnmort: .{{Weﬁ Tender Tales of Great Love {New Delhi: 1973}, pp. 9-45; and F‘}i,?’f Steel, :Iasi“;zuddifl,

7. W. C. Archer, Indion Paintings from the Punjab Hill (2 vols.. London. 1973), 1:151
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ness of the type of pot is perhaps too logical a question in the context of a romantic -
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AT PADMANABHAPURAM:
THE POLITICSOF

AN IMAGE

Mary Beth Coffman Heston
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hile the murals located in the palace complex of the rulers of Travancore at Padraanabhapuram
are generally included among published examples of the strikingly distinctive school of Kerala
painting, little has been written about their religious and political significance. This article will
discuss the subject-matter of these paintings which depict various Hindu deities but emphasize a
! particular divinity who had important political implications for the southern Kerala kingdom of
Travancore and in particular for the maharaja who ruled during the second quarter of the
eighteenth century. R .
Padmanabhapuram, originally known as Kalkulam, is today part of the Tamilnadu district of| R
Kanyakumari, though the palace and the surrounding site comne under the purview of the Kerala|
State Archaeology Department since Padmanabhapuram/Kalkulam ence served as the capital |
of the erstwhile southern Kerala kingdom of Travancore (T iruvitamcode). The Padmanabhaperam
murals cover the walls of the uppermest chamber of a building at the site called the uppirika| = _
malika (literally, a “storeyed building of a king”}. These paintings depicting deities of the Hinda |
pantheon are divided into separate compositions by painted borders. They have been dated to
between the sixteenth and eighteenth centuries,! but there are no inscriptions or otber fixed| -
means for these attributions; indeed, there are so few certain dates in Kerala painting and such a] -
variety within the region that it is also difficult to date these on style alone {particularly because
' ' : there are elements of style that seem to be unigue to this group). At any rate, they are not likely to | -
. : S : be later than the end of the eighteenth century, since another capital was built at Trivandrum | -
(fifty-three kilometres to the north) about the middle of the century, and Padmanabhaparam | .
seems to have declined in importance after the end of that century.? However, some aspects|
of the imagery of these paintings may be significant in indicating their authorship and placing | -
them more firmly in the eighteenth century. . ‘ LT i
The central image on the west wall of the room, depicting a sayana or reclining Vishnu, is |F;
clearly the dominant image in the room. This is due primarily to its large size relative to |34
all the other paintings, and because, while the images on the north and seuth walls are e
clearly separate and unrelated compositions, here not only the other parts of this wall, |
but even the adjoining sections of the north and south walls seem to be part of the total scheme,
relating to the reclining Vishnu. Vishnu, depicted in green, according to local convention,|
reclines on the serpent, whose coiled body forms a pattern of concentric squares around him.
A lotus issues from his navel, upon which Brahma is seated. A female comsort appears on
; ' either side in the lower part of the composition, flanking what would seem to be a portahle| -
i ' o icon of Vishnu and two females in the lower centre. oteworthy are the prabhamendals Fa
1 o ' (aureole) and pedestal that are common to portable metal jcons of south India. The female|
o consorts are accompanied or attended by figures that seem to be Vedic sages, who have]
I ' ' matted locks, beards, lower garments, and wear necklaces of rudraksha beads. Directly above} - .
' ' '- the reclining Vishnu is a row of Vaishnava figures holding conches, perhaps the Vishvaksenas |Fi
mentioned in the description of this form of Vishnu.® At the upper part of the wall is a row of |
figures similar to those attending the females, also with matted locks, beards, and beads; they}
are probably the saptarshi (seven sages) appropriate to Yogasayanamurti (the form in which | T
Vishnu is in yogic sleep). e SRR EEI R
The representation of Vishnu is flanked by doors above which are depictions of Chandra and [Fiz. 2~
Surya, the moon and the sun gods. At the feet of the reclining Vishnu, a group of figures [Fig 8
faces the main image but is immediately focused on a seated image of the moon; the figure | :
All the photographs are of the is two-armed, frontal, bearing flowers in each hand, and is seated before the lunar disc {the

:,";”t‘,'ffjpﬁfm?;‘;‘ﬁﬁ;‘;;‘ ;“:1 ?ﬁéber pigment here actually glows). Above the left door a similar group again faces the recumbent [Fg. 9 =
: Padmanabhapuram palace Vishnu. Here the glowing circle is red rather than white and the personification of the sunisa] -~

: i complex, Padmanabhapuram, variation of Surya-Narayana, his lower two hands in the meditation postured The attendants |

! Tamilnadu, to the left include ascetics, a female, Garuda (with the crown and wings, and in an angry aspect), |

! 1. General view. one of the horse-faced Asvinis, and the sage Narada at the extreme left with the vina. The [Fie.. 2

2. West wall with central wall is framed at the two ends by guardian deities. ‘ R 1
image of recumbent Vishnu, The scene continues around the upper segments of the adjoining walls. On the south oz left, the .
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3. Centre of west wall with
recumbent Vishn,

4. Detadl, Vishnu,

section above the door includes a row of identical figures turned toward Vishmy These Fige. 12,
standing figures are four-armed; their lower hands display the anjali mudra (the gesture of 13
adoration} while each one holds a diseus in his upper right hand. The figures above them,
whose heads only are depicted, have Vaishnava markings on their foreheads, and seem to
have their hands in anjali mudra; this entire section may depict the hosts of parivara devatas
(subsidiary deities) and Vishvaksenas appropriate to this form of Vishnu. A similar groupon .0
the north or right wall is Saiva: the figures are also four-armed, and depicted with the third eve, Fig 14

k4

matted locks with erescent moon, and holding a deer. The row of fignres above them is

~ Vaishnava—the figures represent the avatars of Vishnu, beginning with the fish and the tortoise

at the left. This group also faces toward the main image of Vishnu in the centre of the west wall.

Thus this elaborate and complex composition, which occupies the entire west wall and adjoining
sections of the north and south walls, seems intended to focus attention on the main image in the
room, the large reclining Vishnu that the local tradition identifies as a depiction of Sri
Padmanabhaswami, the deity enshrined in the Padmanabhaswami temple at Trivandrum,

It is important to point out that the local tradition identifying the reclining Vishnu here as

Sri Padmanabhaswami can only be of fairly recent date, since Padmanabhapuram fell info disuse -
by the royal family during the nineteenth cenitury, and the murals were unknown even to them -

until 1934, when James Cousins was escorted to the palace by the members of the family who _
“discovered” them.5 Thus the identification of the Vishnu here as a depiction of the deity of the
Trivandrum temple dates only from after this discovery. Nonetheless, the iconography supports

this identification, and there are compelling reasons why the image would figure so prominently
among the Padmanabhapuram murals. Furthermore, I believe the paintings are to be associated

with Marthanda Varma, Maharaja of Travancore from 1728-1758. ' s .

The recumbent Vishnu image at Padmanabhapuram, facing east, with his head io the .-

south and his feet to the north, corresponds with the image enshrined at Tiruvanantaporam
(Trivandrum) 8 the city of sacred Ananta. The two-armed Yogasayanamurti, with the left hand -
bent at the elbow and held in the kataka pose and the right hand held over a small linga, -
compares with an ivory image of this deity from Trivandrzm which Gopinatha Rao discusses.” Rao
indicates that “The local Purana extolling the god at Trivandrum informs us that Vishnu absolved

Siva at Anantasayanam (i.e., Trivandrum) of some sin from which he was afflicted; hence. -
the image of Vishnu in the temple at Trivandrum is also shown. . . as holding his right hand




5. Detail, female figurs, lower
right,

8. Detail, portable image,
lower tentra,

over the Linga-dmage of Siva in the varada pose.” The small linga also appears below the Figs. 3,
right hand of the Padmanabhapuram Vishnu, and although the hand is not in the gift- 4.
bestowing pose (as is also the case in Rao’s example), it is making an offering to the finga
(as is Rao’s), Even a more convincing proof of the identity of this painted depiction is to be found -
by comparing it to the following description of the Trivandrum temple from a Kerala government
publication on Hindu temples in the State « LR

The main deity in the temple is Sri Padmanabha in a lying posture .. .. There are

also the figures of the seven great sages, Sanaka, Sanathkumara, ete., standing and

worshipping by his side. In front of the lying Lord are Sri Bhagavathy near the breast

and Bhumi Bhagavathy near the knee. There are also installed by the side of Sri

and Bhumi Bhagavathy the sages Kaundilya, and Divakara, the founder of the

teraple ..., In front of the Arnanthasayana Murthy is the Archana Vigraha [moveable

image] of Chuthurbahu Visnu with Lakshmi and Bhumi on either side.# S e
All the figures mentioned in this description are present in the painting, including the seven Fix 7,
sages, the female consorts, the sages accompanying the females, and the moveable image, 536
suggesting that this image indeed is intended as the Trivandrum deity. Beyond simply
identifying the image, however, I would like to consider why this image might have been
s0 prominent among the palace paintings, and why 1 believe it is to be associated with
Marthanda Varma. ' c

Sri Padmanabhaswami is the tutelary deity of the Travancore royal family. This relationshi
seems to have had ancient origins, for earlier rulers of this region also claimed 2 special
relationship with the deity enshrined at Tiruvanantapuram, and there are mscriptions linking
the Venadu rulers (that is, the ancestors of the Travancore rajas) to the temple from at least o
the twelfth century.’ While literature indicates that it has always been a prominent shrine,
the Trivandrum temple seems to have become even more important in the eighteenth =
century, during the reign of Marthanda Varma.! The Sanskrit text Padmanabhodayam
was written by Sankakair during his reign,’? and this ruler himself honoured the deity of -
the Padmanabhaswami temple in a number of dramatic WaYs. B
Marthanda Varma undertook extensive rebuilding and repairs at the Padmanabhaswami * -

temple, which probably began fairly early in his reign, and he may have even been responsible e
for the creation of a new image for the temple.} He also performed two noteworthy ceremonies -

BU(SS:
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7. Detail, Vaishnava figures
and sages, upper loft.

8 Chandra and attendants,
detail of figure 2, above right
door,

B, Burya-Narayana and
attendants, detail of figure 2,
sbove loft door,

focusing attention on Padmanabhaswami and emphasizing his own connection with the deity, -

The first of these, the bhadradipam (auspicious lamp), was initially performed in ME, 919

(that is, 1744 A.D.).4 The ceremony was conducted “in expiation of the sin incurred by war

and annexation” (since Marthanda Varma had spent the first twenty years of his reign in

a campagn of conquest), and involved convening a meeting of learned brahmans of Malabar -

(that is, Kerala), Tinnevelly and Madura at the Trivandrum temple.s The ceremony is described -

as a kind of sun-worship performed at the solstice, in which the priests transfer the spirit -

of the sun to sacred lamps by means of mantras, and circumambulate the temple with images, s

It is interesting to consider the painted image of the reclining Vishnu at Padmanabhapuram

in the light of this, for there are elements of the painting which seem to parallel this CETETONyY

as described, There is the portable image of Vishnu, such as might have been used in the

procession, at the lower centre of the composition. The depictions of the sun and moon at the

upper left and right, while appropriate to many forms of the recumbent Vishou, may also |

refer to the solstice, when the ceremony took place. The fact that the sun here has been

elevated to a form of Vishnu himself is significant in the light of the description of the ceremons

as a kind of sun-worship, Furthermore, it is interesting to consider that the group along

the upper part of this wall and the Vaishnava and Saiva groups on the adjeining walls represent

figures circumambulating the shrine, as described for the ceremony, since they seem almost

to encircle Vishnu. The absence of the brahman priests in this depiction is perhaps problematic

in trying to explain the painting in terms of the bhadradipam, but the drarapalas flanking

the doors that flank the reclining Vishnu are noteworthy; before their faces are bells like

those that appear at the shrine entrance in Kerala temples, as if to emphasize that this is

a shrine around which all the other figures are assembled in procession. Whether or not the

imagery is related to the bhadradipam ceremo , it seems once again to refer to an enshrined -

image, and in this case to the Trivandrum deity. R ST P
Marthanda Varma performed another dramatic ceremony at the Trivandrum temple

in Kollam or M.E. 925 (that is, 1750 A.D.), when he laid his sword of state before Sri-

Padmanabhaswami at the temple; in so doing he “made over the whole territory to the .

Devaswom and assumed its management as vassal of that deity”; from thenceforth he termed

himself “Padmanabhadasa”, that 13, the servant of Padmanabha 17 This is also when be must have
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10, Door guardian, detal of figure 2, to right of right door
12. Door guardian, detail of figure 2, to loft of loft door,
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 decided to build a capital at Trivandrum, perhaps to emphasize his ties with the Trivandrum -112. Vaishnava figures on sout, |
deity. Most sources assume he moved the capital o Trivandrum in 1750 AD. However,  (eft) wall oy
there is some evidence that rather than actually shilting the capital of the kingdom, he  13. Detail of figure 12.
created & second capital at Trivandrum, while Kalkulam retained its former role for some
time. A missionary in Travancore, who visited Padmanabhapuram in 1783 and Trivandrum ;
in 1787, refers to Padmanabhapuram as “where the king resides and keeps his treasure,” /
and Trivandrum as “the summer residence of the king."!8 Indeed, Fra Paulino’s reference
to the ancient capital as Padmanabhapuram rather than Kalkulam is the earkiest reference
to the site as Padmanabhapuram that I have come across. An edict of one of the Travancore
rulers dated M.E. 810 (1635 A.D.) refers to the capital as Kalkulam, the same name that
is used by John Nieuhoff in 1664, and a dynastic record relating to Marthanda Varma'’s
ascent to the throne in 1728.% It would seem that the ancient capital was renamed after .
the deity enshrined in the Padmanabhaswami temple in Trivandrum after Marthanda Varma
became king and before Fra Paulino’s visit in 1783, meaning that either Marthanda Varma
or his successor, who was still king in 1783, must have been responsible for this. Since
Marthanda Varma carried on extensive rebuilding at both Trivandrum and Padmanabhapuram,
Kalkulam, and because his devotion to the deity has already been discussed, it seems quite
likely that he is to be credited with this other act henouring Sri Padmanabhaswami, that is, the
renaming of the ancient capital after the deity. ‘ '
- In short, not only is there iconographic evidence to support the local tradition identifying Ml Al T '_
the reclining Vishnu at the Padmanabhapuram palace complex as a depiction of the deity Vo § 8 T LE RS A ot
enshrined at Trivandrum, but there are also compelling factors explaining the significance of g ey ' R L 3
this deity to the kingdom and its welfare, Furthermore, though there is no direct evidence
linking Marthanda Varma with the murals, the focus on Sg Padmanabhaswami in these paintings
certainly strongly parallels the pivotal role of the Trivandrum deity in the reign of Marthanda
cular from the mid-1740s to the end of his reign; elements of the imagery
remonies Marthanda Varma performed at the Trivandrum temple.
Maharaja Marthanda Varma commissioned the paintings at
nemarate his rebuilding of the temple at Trivandrum, his dedication
nabhaswami, and his renaming of the ancient capital, Kalkulam,
In that case, they would date from c. 1750 A.D., the year in
FPagmanabhadasa™. The paintings, then, would depict, as Susan
tted out, “an image of an image,”® which may also be the case with
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other ﬁaiﬁlimgs: in this chamber and even in other palaces and temples of Kerala, In any (14 lstaivf. ;;igums on torth
case, there are features about this room —such as its placement in the uppermost stf}myhof the  (mzht) wall,
tallest building at the site, its relative inaccessibility, and the balcony surrounding it thnt
- would permit circumambulation of the chamber —that point to its sacred nature, and suggest
that the only room with mural paintings at the palace complex was a royal retreat, a kind of
shrine, where the king could worship the deity that was both the source of his rule and the
object of his devotions.

- LRV. Poduval, in Poduval, . Kramrisch and LH. Cousing. The Arés and Crafts of Rerada (Cochin : 1971), pp. 165-66,
saggests they are sixteenth centary, while 5. Kramrisch, in the same text, places them in the eighteenth {pp. 187.90),
C. Sivaramamurti, South Indion Pointing (New Delhi: 1968), p. 150, dates thom to the eighteenth century.
RM. Bernier, Temple Arts of Kerals (New Delhi: 1982}, pp. 4445, dates them as both “sixteenth century and
alfter,” and “largely sevonteenth snd eighteenth century.” 5.L. Huntington, The Art of Ancient India (New York
and Tokyo: 19521, p. 614, notes that they are generally attributed to the eighteenth century, while J. Harle,
The Art wmd Arehitochore of the Indian Subcontinent (Middlesex and New York: 1986}, pp. 351-53, indicates
that they are seventeonth/eighleenth canbary. X .
2. B.V. Poduval, “Travancors's Ancient Capital : Padmanabhapuram™ in D.R. Bhandarkar Volume, edited by B.C. Law
{Calewtta: 19400, p. 319 and other sources mention this move. See, for example, Annual Report on Archaeological
Besearches. Travancore.Cochin State, 1952.53 [Trivandrum: 1954} p. 2.

3. T.A. Gopinatha Rao, Elements of Hindu feonagraphy (I, New York: 1968), pp. 9091

4. Gopinatha Rao, ibsd., pp. 316-17, deseribes this form of Surya, though his example is a standing form.

3. J. and M. Cousins, We T Togother (Madras: 19500, p. 617, and Anwmal Report of the Archeeology Department,

Trovameone Stote, J11] ME (1935738} {1437}, p. 6

8. S. Padmanabhan, Temples of South India {(Nagereoil: 1977, P 13435,

7. TA. GCopinaths Hao, op. ot i, p. 114, '

B, Bt .

8. Government of Kerals, Report of the High Leve! Committes for Unification of Laws relating to Hindu Religious

Institutions and Endowsnents (Trivendram: 1964 p. 844

10. The Ays daimed anoestry from the Vrishni-kale, and claimed the Trivandrum deity as their tutelary deity. See
sl Surcey of Temples of Keralz (New Delhi: 1978), p. 13. One of the early Venadu rulers, Kodai

11125-1155}, rebuilt the Padmanabhaswams temple at Trivandrum {Sarkar, p. 35). .

. the temple figures in the songs of the Tamil saint Nammalvar—see R. Champakalakshmi, Vaishnava

én the Tamid Country (New Delbi: 1988}, pp. 34, 38, 50, and Sarkar, op. cit,, pp. 107, 138, 141,

aritram of Aditya Varmas Sarvanagatha of the fourteenth century includes ten verses on the

¢ r dedty, as docs the Avonts sk of the same king { Travencore Archaeological Series [vol. VI,

part I, 1930], pp. 13294 and pp. 123-35). There is another fourteenth-century poem, this one in Malayalam,

icting the grsstoess of Ansotapurs or Trivandrum —the Arantapura-carnanam; see South Indian Temple
fvol. W, part I, Madras Covernment Oriental Series, no. CLVI), p. 9 and Travancore University

s, mae BJ,

12, Annual Report on Archaeological Researches, Travancore State 1111 M.E. (1942}, ]:i 8.

18, See N. Aya, Travancore Staie Manual (1, Trivandram: 1908}, pp. 335, 36061, whe menfions the creationof g
{ : . ﬂzmwami temple underwent major renovation
in the first half of the eightesnth century, beginning in 1726, that is, soon after Marthanda Varma's ascent to the
throne, ()!hefﬁ suggost that an engraved inscription in Sanskrit with Malayalam characters on the base of the
mandapa indicates it underwent g complete rebuilding in 1729 ATy, (R.V. Poduval, L.H. Cousings, 8. Kramrisch, -

new image. Aceording to Sarkar (op. cit,, p. 233}, the Padmana

ap. cit., pp, 51-2). Also see Trovancore Archaeological Series (vol, 1, part 1X, pp. 17173, * . :
14, 8. Mateer, Nutive Life in Travancore {London: 1883), pp. 180-31; Magam Aiya, op. cit., pp. 38061, =
15, Matecr, op. cit. and Nagam Aiya, op. ¢it, ' :

16, Mateer, op. cit,

17, Mateer, op. it amd Nagam Aiya, op. cit, ‘

18. Fra Paulino da San Bartolomen, A Voyage to the East Indies, translated by William Johnson (London: lzﬁvﬁﬂ}, .

e 112-114, 117,

19. The edict is dated 22 Kumbham 810 M.E, (Malayalam Era), that is, 1695 A.D., and begins, “Whereas it ]zm been

represented 1o us at our residence at Kalkylam . » indicating that this was the proper name then. Magam Aiva,
op. cit,, p. 302, John Nieuhoff was Chief Director of fhe Dutch Company at Quilon; be refers to “Kalkolang” as
‘the chief residence of the king,” and describes the site. See Voyages and Travels fo the East Indigs (from A Collection

of Voyages and Travels, vol. 11, London : 1743), pp. 218-217, Regarding Marthanda Varma's ascent 1o the thrme
see Rajaraja Varma, “Some Travancore Dynastic Records, Third Series” in Kerala Society Papers {Series 6, 1940),

p. 335,
20. Huntington, op. cit., p. 614,

(Note: I would like to thank the Department of Archaeology, Covernment of Kerala, for permission to photograph
the Padmanabhapuram murals, This research was carried out during 1981 while I was a Junise Fellow with the
American Institute of Indian Studies.) . §
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