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PREFACE 

Government Museum, 
Chennai - 600008. 

This book deals with the Nolamba sculptures displayed in this museum. These were 
recovered from Hemavati in Anantpur district of Andhra Pradesh. 

. . 
The Nolambas were one of the most powerful minor dynasties of South India. During 

9th and 10th Century AD they were a power to reckon with. They were feudatories 
successively of the leading political powers like Pallavas, Gangas, Rastrakutas and Chalukyas. 
Hemavati, in the Mada~ira taluk of Anantpur District in Andhra was the capital of their 
kingdom Nolamabavadi 3200. They made that city an art centre by building beautiful 
temples with fine carvings .. The unique feature of their architecture was the svelt~ sculptures 
tastefully decorated with ornamentation. This made their temples pilgrim 'centres of art 
lovers. 

Dr.C.Sivaramamurti, the first Indian Director of the National Museum, New Delhi 
began his career in this Museum. During his tenure in this Museum, with the encouragement 
of Dr.F.H.Gravely, the then Museum Superintendent, in1937-38 Sivaramamurti visited 
Hemavati on a study tour and collected the Nolamba sculptures and architectural pieces 
for the Museum. They are now displayed in the Nolamba bay and Hindu Sculpture Gallery 
of this museum. 

In spite of its merit and high value there are very few authoritative works on N?lamba 
Art. The first two pioneer works on the subject are Nolamba Temples at Hemavati by the 
British Scholar D.E.Barret and the present book by Dr.C.Sivaramamurti. D.E.Barret 
published his book in 1959 and within five years Chennai Museum broug}:lt out 
Sivaramamurti's work as its Bulletin in 1964. There has been no notable additon to 
knowledge on these sculptures after this book was written. 

The present republication aims to cater to the long felt need of art historians 
and indologists. 

2000 AD (R. Kannan) 



QEDICATED 

TO 

Dr. Sir C. P. RAMASWAMI AIYAR 
as a mark· of affection and esteem 



AUTHOR'S PREFApE 

With the kind encouragement of Dr. F. H. Gravely, the then Superintendent 
of the Government Museum, Madras, I was able in 1937-38 to visit Hemavati, 
the ancient capital of the No\ambas where I expected to get a good number of 
sculptures for the Governmen.t Museum to represent a school almost completely 
unknown. Fortune favoured the attempt, as, though the place was almost 
inaccessible, the help of the Collector of the district and other revenue officials 
prevailed over even the inhospitable play of the elements, and even a great 
downpour and a threatened overflow of the large local irrigation tank did not 
deter the bringing of the sculptures from this impossible spot to the Madras 
Museum. 

The publication of my study of the sculptures of the No\amba school was 
long delayed owing to my.other pre-occupations first in the Government Museum, 
Madras, then in the Indian Museum at Calcutta and finally in ,the National 
Museum at New Delhi. I am now happy that I have been able to finish this 
booklet composed of my thoughts on the subject. 

I recall with affection and gratitude the encouragement that I received from 
Dr. Gravely not only in acquiring the sculptures but also in studying them. To 
Dr. A. Aiyappan and Dr. S. T. ~atyamurti lowe my most sincere thanks for all 
the help they rendered in my study of this material long after I had left the 
Madras Museum. 1 cannot adequately thank Dr. (Mrs) Grace Morley for her 
very wann encouragement in my work of research and publication which has 
ma.de possible the appearance of tbis and other books. I take this opportunity of 
conveying my warmest/thanks for the great interest evinced by Dr. Satyamurti 
in getting this booklet through the press. I am thankful .to Sri V . N. Srinivasa 
Desikan'for kindiy preparipg the index. ' Most of the photographs illustrated here 
are from the Government Museum, Madras and a. few are from the Na.tional 
Museum andthe Department of Archaeology, to whom my thanks are due. 

N ationrLl Museum, New Delhi. • 
.April 25, 1961. 

C. SIVARAMAMURTI 
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NOLAMBA SCULPTUR'ES IN THE MADRAS 
GOVERNMENT MUSEUM 

BY 

C. SIVARi\.MAMURTI. M.A. 

INTROD.UCTORY 

HemavatI, once the flourishing capital of the Nolamba. kings that ruled a province 
of 32,QOO villages fO'rming the 'important area. of Nola.mbav34i adjoining Cha!ukya., 
GangaJ Pallava and Ch'o!a territory, is today It- stra.ggling hamlet in the MacJakasira taluk 
of the Anantapur District in Andhra State. I~ is rather out of the 'Way and not easily 
'accessible; a single bus a .day on its way from Hindupur to MacJakasira stops for a minute 
or two on the main road to step down passengers bound for Hemavati who should 
therefrom continue a ,further distance of six miles on fdot or on bullock-cart to reach 
this village of ruined temples and, lovely sculptures. 

, The temp'les in this village are almost all in ruins and bad repair and though 
under worship look almost neglected. There is no place in this village where flpme 
be!\uti'ful lintel or lovely' pillar or a mat,rikaof the saptamatrika group or frieze of ganas 
O,r pillar corbel or a ceiling slab with lovely dikpaIas.. exquisitely carved o~ some such 
pie'ce is not found lying half buried,to proclaim ~o the world how much ~ore there 
existed in the w~y of monuments in this llOwdeserted but once pleasing aJld flourishing 
town of the No!amba Pallavas. 

In 1937, I'happened to visit HemavatI to study this little' known school of sculpture 
and to get a few qne _examples for displa.y in the Madras Government Museum in its 
Archaeological galleries. rfheincessant rain at the time with the irrigation tank near by 
full to the brim and the .high ,bund, threatening breach at any mqment made the case 
of acquisition of th~se'sculptures I had selected, from the several lying strewn about in 
the village or near-about, the temples themselves very difficult indeed. But when however 
by a supreme effort oLnot only the Revenue officials who usually help in such cases 
but also of the magnanimous villagers these finally arrived at the :\\Iadras Government 
lrluseum to a.dorn the special bay reserved for·the school, the I1tte~tj9n of the world was 
drawn to It new and pleasing phase of South Indian Sculpture. 

Mystudy'of, this, sculpture and the acquisition of this wonderful rna tetial would 
npt .have been'possible without the loving encouragement and help of Dr. F. -H. Gravely, 
the then Superintendent of the Madras Goyernment Museum with whom'1 had the 
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,privilege to work. There were alrea.dy two pillars in the Madras Government Museum 
with inscriptions giving an account of the No!ambas, but those now brought were all 
sculpture representing the NoJamba school. 

The history of the No!ambas is already known from the numerous inscriptions 
that have been collected in No!ambavaq.i and from other numerous references to them 
in the inscriptions of other southern dynasties. But very li~tle of this school of sculpture 
is yet known.* It is intended that the material discussed in this paper would form a 
preliminary toa more detailed study of the existing monuments at Hemii.vati. 

Amongst the sculptures brought from llemava.ti to the Madras Government Museum 
are a few hero stones with inscriptions which form as it were a study in the art and 
pala.eography of the No!ambas and 'happily help by their coincidence the mode of 
dating the sculpture of this' school. 

The sculptures of this area are mainly in the Cha}uky'a style Cully imbibing- the 
Chalukya-Rash~l'akfttaspirit, though there is~Iso an aroma of paIJitv8. art eC;>Ii:l,bined 
in it •. The No!ambas claim kinship with the Pallavas. In fact they call themselves 
Nolamba-Pallavall and snch a fusion of ,PalJava-Chii.lukya element in ,this area cannot 
be surprising. 

As in the heart of Badami, there is an inscription in bold Pallava letters of the 
victorions king Nal'asiIhhavarman, ,the conqueror of Vatapi and vanquisher of Pulakesin, 
right on a boulder of rock·to Jllake known to the world the utter defeat inflicted on the 
great weste'rn rulet, and even as there iss. similar inscription at K~iichipuram of the 
warlike Vikramaditya of the Western Cha!ukya line- inth~ ma'l}q,apaof the Kailasanatha 
temp'e to proclaim his conquest over the Pa:JJavas and his generosity as well as'Qamiration 
for this great temple of Rajasirhhesval'a, we have right in the heart of Hemavati close 
to Doq.q.eSval'a. temple a pillar of cubical section with a long inscription in Tamil-Grantha 
letters proclaiming the success of the Chota dynasty in this area. ' 

The conquest of NolambavMi is sQoften mentioned in the Chota inscriptions along 
with that of Tai}ihappaq.i, RanappaQi and other pJa.ces, that fOl'what we have as just a 
mention -in an inscription, an ocular proof as it ~ere is found in this important inscribed 
standing pillar. to reiterate theconqu~t mentionoo in the copper-plates and other 
records of the Cho!as On the plinths of their temples giving the usual prasasti or meyki9·ti 
of the erpperOl;s all over their vast empire. 

It is a matter of great pride and satistaction to us in the search olhistorica.l 
documents that our ancestors imbued with the spirit of dharma' never interfered with 
such announcement of victory and erection of ·pillars in, token of conqu~~; for it could 

• The only literature on this subject is the valuable little book • Nolamba Temples at Hemava.ti b1 
Douglaa E. Barrett. 
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not have been' difficult for tbe' Cha.!ukyas of Badami or the ·Pallavasof Ka.Jichi OJ! the 
Nolambas of-Hemavati to' eraaeall these vestiges of foreign intrusion in their territory 
aud theii' hnmiliation, in which case, the historian toaay would have beeh;left with very 
little materia.l to corroborate' what would probablY-appear to him fantastic claiIlls and 
hyperbole in the a.bsenceof ~tuai proofs like the!1e. These are fortunately preserved 
for us.only by this dhar11tik discipline of self-control which allowed,even such records 
which went against their prestige stand in their territory 10J;lg,a~~~~ the hostile power 
that put them up came to a.n end 01' ceased to be effective in their _W~litory. 

trig. 1. Pirfora\ea windo\T 'l)f N'olamba -workmans'ilip 
from til. Brlhadi1!lvara ieri1ple, Taiijivur. 

The fra.gments of carved. 
pillar and fine" perforated, 
decorated windows with 
exquisite carvings in greenish 
stone, the former· tying 
strewn here and there and 
the latter fixed . up in the 
walls of the ~ong mo/tJ4apa 

of the Brihadisvara. temple 
at TaJijavur (Fjg .. land 
pl. XXXiII) form another 
evidence of samples . of 
No!amba sculpture b.:ought 
home b,the:victofiou8 

·Chola. prince Ra,jendm after 
his triumph .over.· the 
Jro}ambas which is r~eorded 
in .the inscriptions of 
Bijarija. 

At Tiruvaiyar seven • 
illiles from TMljavur, is an 
.ancient Chola. t.e~eas a.~ 

~djtinct of which. is the 
ApPlLrsvami shriI\e. This 
~mall temple IS associated 
with the great -8aiva -saint 
who cOIU'erted the Pallava. 
king Mahendravarman t6 
Baivism a.nd the sacred spot 
.hass. tem,ple.erected by 
Rl1jendtaAn ·inscription 
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on the plinth gives the pmsast·i of Rajendra Chola. Around the temple. are corridors 
with rows of pillars. There al'e about fifty exquisitely carved pillars. in greenish 
basalt with intricate carving in a style so different from all around that they stand 
ont distinctive entirely variant from their surroundings (pI. XXV). These are in fact 
Nolamba pillars brought as war trophies by the" great connoisseur of art' Rajendra, . . 
who, like another great victor, also a connoisseur, several centuries later, Napolean 
Buonaparte of France, took ~ pride in collecting and bringing home great art 
treasures to widen the horizon of his own subjects at home. Such is indeed the 
great Eastern Ganga masterpiece, the GaJ;).esa from the Kalinga territory, brought 
from another subjugated area and now preserved in the Nagesvarasyami temple at 
Kumbakol}.am; and another similar one is the Eastern CM!ukya bull so characteristic 
of early mediaeval Andhra art but so dissimilar to the rest of the artistic work at 
Gangaikol}.4acho!apnram where it has found its abode being brought there by Rajendra 
himself. 'rhe most interesting' of Rajendra's war trophies is the Palo. metal image of 
Nartesvara brought from Bengal and now preserved in the Siva temple at Melaka.qambur 
near Chidambamm. 



,1 ~()4.J 

THE NOl;JAr;IBAS 

The kingi.lom of Nolambava<li,32;000, aiso kno~nas' N01;lambavaqi,was ruled over 
by the N<;>lambas whosec!J.pital was at Hefijeru or Hemavati in the MaqakaSira taluk of 
Ana.ntapur District. 'TheNo!ambas claim desc~ndant from TriT,lay~na Pallaya or the Muk­
kaI}.tt. They were powerful during the 9th and 10th centuries A.D. StiUthey were most 
of the time feudatories of either the Gangas or the Rashtrakutas 01' the Chalukyas. They 
were conI1ected with the Gangas by marriage. 'The first king of 'the, Nolamba f~mily 
Mangala or No!ambadhiraja gave b~rth to Sirhha,Pota, whose son Charuponnera. was the 
father of Polalchora No!arriba.. ' ~Iahendrason of Polalchora, WI,loS the' father of Nanniga 
or' Ayyapadeva. Nanniga's sons were Anniga and Dilipa or Iriva No!amba. , Sirhhapota 
was' a feudatory of the' k\ng Sivamara Saigotta.When the Rashtrakut8.s overpowered 
the Ganga king; the-No!ambas came under the protection of the former. At this stage, 
the NoJamba kingdom was composed Qf 1,000 villages. When the Gangas regained their 
territory, Rajamalla Satyavakya I married the grand-daughter. of Sirhhapotaand his 
own daughter was married to llolalchora" the son of Charuponnera .. , ,Mahendra 01' Vira 
Mahendra or 'Mayindamma (Mahendra~'arma) was the son of Poialchora by ,the Ganga 
princess Jayabbe, the daughter of Satyavii.kya. His ~erritory was extended and be had 
sway over part of the Ganga dominion also. He wa.s a great w,arrior and was apow~r 
to reckon with during his time. He had constant wadare with the Ba~as whom he 
thoroughly vanquished and assumed the title Mahabali-kttla-vidhvamsanan. Towards the 
end of the ninth century, Mahendra's power was really felt as far as Taga(J.ur or Dharma­
puri in ~he SaleIJl District on one 'side and the home olthe Banas, nearabont Nor~h 

, Arcot pistrict. He was responsible for several 'temples and particularly important is 
'that of Mayindiram-Uqaiyar in the village of Adhaimarikott~i an,d the Bh6ga.-~a.ndi8vara 
'at Nandi in the Kolar DiEitrict of My sore. Having destroyed the Bii.J},a king, Bii.l}.avidya':' 
'dhara,' he .became so very' powerful 'as, to be called, Tribhu1;ainadMra, the, hero oftha 
three worlds, in an, ~nsctii>tion, at Karh"ba<}t;itu da.ted 883 ,A.D\ The Ganga, king 'had 
indeed avery 'powerful a.11y in'this subordinate ofhisQnd he co~ld boast of his ru~ 
reaching as far as Kaiicht through the' No!ambQs, However ta.U may be this claim, 
there is no gainsaying ,the facttMt Mahendra. was really powerful. 

Nolipayya,brother.of Mahendra, had a matrimonial alIiancein the KadaIhba. faT!lil~ 
by his marriage with princess Divabbarasi. His, other wife was a Ganga princess Gomabbe, 
By the latter he had a sou Ayyapa, ~ho, as a w~rrior, fought the Eastern Chalukya king 
Bliir:na LI.and died on the ba.ttlefield. This hero on the battlefield ha.d a son Auniga ,by 
the 'princess PoUabba.rasi Anniga. was also known as Annayya o~ Bira'-No!amba. Anniga 
was partly responsible for the temple of :yakshmisvaraat AvaI}.i iI,l the Kolar District. 
His queen: was the, Cha.Jukya. prin~ess Attiya.1:5bara.si and to them was :born lrula. Irola 
was su<?ceeded' hr Dilipa or Iriva. No!aniba.,al$o known as NoHipayya.'or Nola.pa.yYa.. 
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Dilipa was a warrior and fought the Ganga king, 'either Bfituga or his son Marasimha. 
He probably came to the throne in 943 A.D. He was' on the side of the Rashtrakllt,a 
king ~Krislll)a III when he overran Tondaimandalam and occupied this northern part 
of the Chola kingdom. Dilipa fought with Rajaditya who is mentioned in an inscription 
'as Gajankusa-Chola. Dilipa was probably succeeded by his son Nanni-Nolamba, whose 
son was Polalchol'a. The son of the last was Vim-Mahendra No!ambadhiraja. Vira 
Mahendra No!ambac1hiraja, the son of Polalchora, who styled himself as lord of Kafichi 
had a dig along with the Rashtrakfitas in the northern part of the Chola empire and 
could gift away the village Punganllr in .Pulinaqn. All this was possible because of 
the temporary eclipse of Chola power and the triumph. of Krislll:ta III who planted 
a pillar of victory. at Ramesvaram after taking Kafichi and Tafijavur. Indra or Indradeva 
was the son of Vira-Mahendra. 

The Ganga king Marasimha appears to have pntdown the No!ambas towards the 
end of the 10th century and there is mention of three Nolamba princes almost in 
hiding up to 974, the year of Marasirhha's <leath. It was now the turn of the Cliola. 
kings to overcome the No!ambas. 

Gannarasa, the son of Ayyappa acted as a governor under the Chola emperor Raja­
raja. No!aIp.ba,dhiraja Chorayya continued the rule under Rajaraja towards the end of 
the empei'or's reign. 

Later, the Nolambas came under the 'Western ChaIukyas and the capital itself was, 
shifted from' Hem'avati 'to Kampili on the Tu'li.gabhadra. Even the titles" assumed by 
the Nolamba kings now resemble those of the Chalukyas. We have a Jaga'dekamalia 
Nolamba who was a' feudatory of the Chalukya king Jayasinga Jagadekamalla. 
Udayaditya'Permirianaqi, also a Nolamba, served under the 'CMiukya king: Nanni­
':N6lamba was another and:",he called himself Trailokyamalla after his over-lord Trailokya.­
malla Somesvar~ or Ah'avam all a' ,who ruled from 1040 to 1069. From this time on~ards 
the ~olambashad frequent change or fortune alJU allegiance with the rise 'and faU of their 
overlords; and it was now the Ch8.lrikyas, now the Chol8:8 or Hoysalas in the 11th-12th 
centuries, but it was now the twilight of the dynasty that was fast ceasing to be of any 
importa.nce. 
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N0:YAMBA ART 

The inscribed pillar from the Heftjerappa temple at Hemavati, now in the Madra.s 
Museum, which belongs to the time of Mahendhtdhiraja, the most powerful in this line, 
who was born to the queen Ja,yabbe the Gailga princess, is as important for the study of 
early NoJamba palaeography as for understanding the early phase of No}amba art. • ... This 
pillar (pI XIX) has not only an interesting inscription recounting the glory of the 
No!ambas but has also excellent letters of the period composing it, probably as beautiful 
in N oJam ba script as the beautiful letters of Rajasirhha's inscription in the Kailasanatha 
Ll·mple or those of the famous early inscription of' Usavadata the son-in-law of 
Kahapal)a in t.he Nasik cave several centuries earlier or even those of the Deopira. 
inscription of Vijayasena, the earliest prototype of the Vanga script in the l~th 
(·('ntury. 

Along with the inE<cription there il'; eaning which shows the skill of the Sculptor 
in the Nolamba realm in the 9th century A.D. Apart from the interest in the features, 
ornamentation anil Rtyle of the fignres portrayed· on this pillar including a portrait of 
the King him1>elf----whieh is all t.he more important-there is here enough to give us 
n peep into the mode of the sculptor's work at that period of history • 

. Tn the ll(/th{(,.~(trit.~agara t.here iRmention of how a 1"iipa,kara draws the figure and a 
cJi.itmk{n((, ca1'n~s it in relief. There is the sid·rapii ta or the marking of the lines 
composing the figure of the [>{\Ilcl ana this is slowly brought into relief by chiseling 
(u(faitkiia). This is not very difi'ercnt from the process of incising the letters 
themsclvc which are vcry artistic. In fact ihe sculptor who could carve excellent figures 
could incise the most heautiful flowei'y letters and we hav~ the boa.st recorded in an 
inscription from the Canarese' country of a great sculptor Sovarasi who qneries in 
Howery letters in the lines of the epigraph, 'when he can entwine forms of elephant, 
1;on, parrot and many other forms so as to shine among the letters, will you madly 
compete with such a sculptor, Sovara8i '. Actually, the letters of his inscription form a. 
splt·ndid example of mastery in calligraphy, a rare shower of flowery letters a.lmost 
.) ike the sta1's_ Fprinkled on thc sky by the great creator of the universe. 

'l'his great calligrapher was also a great sculptor; his process recalls the process 
noticed Y('ry mueh earlier in carvings of the beginning of the Christia.n era.; and we have 
onlr to remind ourselves of a famous panel from Nagarjunako1).qa showing the incised 
sketch of a t01"a'IJasalabharljika before the ehise lling of it, fortuna.tely recovered in 
excavations preset,yed to us in that state by its remaining unfinished. 

On this pillar the senlptnre is mostly unfinished and in parts almost still a. sketch. 
'l'he umhrdla, for example, and the royal conch of· Mahendl'adhiraja himself, still 8.S So 

"kdch in lines incised, point to the mode and stages in the production of the sculpture 
IP1. XXI). 



8 Bulletin, Madras Government Museum [N.S •• G.S., tt, 1, 
a7f7 

The next stage in the sculptorts art at Hemavati is noticed in the tenth century 
memorial stones that have been recovered the·refrom. How certa.i~ conventions in the 
presentation of particular themes have 80 hold all over the co,1,lntry is ,unde~stood.,by the 
manner in which the hero proceeding to heaven is portrayed here 80S in other memorial 
stones from elsewhere (pI. XXII). KaIidlisa's observation of a hero ,pr.oce~ing to hea:v.cn 
in the company of celestial nymphs, sometimes viewing even nis own helLdl.ess' body on 
the battle field Kaschid dvif!hatkhafjgahri,tottamiiitgas sadyo vimanapraMut{nn flP~tllal 
'l)amiingasamsaktasuraitganas svam nrityatkabandham samare dadarsa*, h~ inspired not 
only the Notamba sculptor but the sculptor all over the land. This accounts Jor, almost 
similar presentation of theme in GwaIior in Central India, in the Chota. territofY in 
Tamilnaq, in the Canarese areas of the Chalukyas.The human figures and the anima.ls 
in the hero Rtone showing the elephant fight are very spiritedly represented (PI XXIV) 
ant1 here is a. typical battle scene that could be compared with similar scenes of battle in 
the long historical narration in sculpture in the VaikUJ;tthaperumii.1 temple at Kailchi­
puram. Though in the Chatukya style, the lwwif,a here on the elephant is not half so 
embellished as those. in Hoysa!a sculpture at Hatebi<}u; but then it should be 
remembered that' sculpture with a peak 01 ornamentation, of a.lmost a loa.d, a.ppears first 
very much Jater even in Chlitukya sculpture, at least a ,~ouple of centuries later, and 
this earlier sculpture from Hem:1vati though comparatively more ornamented than 
other Pallava or Chota and truly in t~ne with Chalukya i~ still less ornamented then 
the lloysala. The trappings of the elephants and of the horses, the dress and equip­
ment of the martial figures portrayed in these memorial stones, particularly help us to 
visualize vividly the heroic spirit of the princes and chiefta.ins of the time. A heautiful 
umbrella. with hanging pearl strand decorations, the flowing banners and pennons all 
breathe the spirit of the time as represented in art, and such features could be compared 
with those in Pallava and early Chola sculptures of the period. 

'fhere are several other special points to, be considered in a careful study of the 
individual iconographic themes and representations of gods and goddesses, GaI).as 
Ga.ndharvas and Vidyadharas and themes like a.nima.ls and birds both natural and crea­
tions of fancy ihll1n.rgas. In these themes the decorations of all temples abound, and to 
this the Nolamba temples are no exception. 

rj'he peculiar features noticed in Notamba sculpture call for a careful comparative 
study of features in late Pallava, early Chota and Ra.shtraku~a carvings. 

To take concrete examples it'may be worthwhile comparing 'the seated DakshiI).a.murti 
now lying near, the,Siddhcsvara temple at Hema.vati (pI. XXVI) with similar figures from 
Kii.veripakkamthat a.re 'Of the late Pallava period influenced to a great extent by Cha!ukya 

• Another, with head cut by the sword of his foe, ",nd immediately becoming the lord of a celestial car 
with II divine nymph clin;ing to his left, saw his headle~s trunk dancing on the battlefield. 
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RishtrakU~a traditions. The jatas are not curled ringlets of hair _ but are regular long 
locks making up a huge jatabhara, the outer contour of which is not very different from. 
the Pallaya (pI. XXXVIIa) and Chola. type (pI. XXXVI.lb). The vastra-!laj-nopavita 
going over the right arm is at once suggestive or the ~allava tradition hoth from the 
Palla va and Ch8.lnkya territory. The npper hands with the akshamiila and flame of fire 
and the lower ones in ahuyavarada. and holding the manuscript are in similar traditions. 
Only on one ear, the 113ft, there is a patraktt'lJ4ala while ·the other is free. But as we 
ma.y note from the Aliftgana-Chandrasekhnra ill the Sic1dhesvara temple at the same 
place (pI. XXXI), the mode of depicting shel1shaped kU'1J-q..alas.or circula.r ratnaku1JrJalas 
on both ears even in the case of Siva as in other Cha.lukya sculpture is also in vogue 
here. In this DakshiI}.ii.miirti, it may be noticed that lo~ks of hair twirl over and over 
aga.in right on the c.mtour of the shoulJer forming a sort of decoration; such a thing 
is observed in late Pallava. awl very early Chola sculptures 0.11,;0. There is similarly a 
single straggling jata, hanging down from the shol!lder, almost approaching the arm, 
meandering in curl shape, (orming as it were an earlier prelude to the shoulder tassels 
that ap'pear later in Chola. sculpture, hut never present in Pallava sct;lpture. These 
tassels even when they occur in Cho!a sculpture appear only op one shoulder in the 
first insta.nce and it is quite late that they appear on the other shoulder and la.ter still 
get elaborated. But the prelude to these even in early Cbola sculpture is only this 
curling jata, and probably it has an inspiration £.rom this area.. 

This period appears to have been one of transition, and weapons a.re carried not only 
in a natural way, as in early Pallava and sometimes eyen in very early Chola. sculpture, 
but they are also carriecl in kartarimukhahasta-a feature that is found even in late Pallavfto 
and early Cholo. SCUlpture. As in late Pallava and very early Chola sculpture, the keyur'" 
or armlet is of the ananta mode' with the serpent hood-like top of the ananta curled up 
in beautiful decorative form high up on the arm almost reaching the shoulder. The simple 
necklets speak the early pattern of decoration all oyer the South. 

The yajnopavita does not necfsflari}y always go over the arm and there are instances 
of its close presence on the F.tomach and touching the waist as in the case of Varahi nca.r 
the SidJhesvara temple (pl. XXVII) or of SubrahmaJ).ya on the perforated window of the 
DoQ.Q.esvara temple, (pI. XXVIII) or in the caae of VaishI}.3.vi out&iJe the same temple 
(pI. XXIX). But sOlIltltimes as in the case of DakshiI}.amurti it goes over the a.nll 

(l-'1. XXVI). The shoulde~ tassels .elaborat~ly worked out in the case of Sarva fnJm the 
DoQ<}csvara. temple TII.ay a.ppear to point to a latel' date, l:,ut actually snch tassels 
a.ppear on both the flhoulders in early Cha}ukya sculpture, RdIiciently early when they 
are al)R(~nt in Pallava-Chola sculpture (pI. XXXVlIIa). The . long central tassel hanging 
from below the lion clasp of the girdle, and tbe two ribbon tassels on either side, 
descending almo>it in .cas(·ades resting for on. while on the gil'(1\e loops, fa .. hioncd in semi. 
cirCular shape like the Pallava ones, form a characteristic, ;~~ in the case of other 

2 
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Chalukya sculpture., Sometimes the single strand separated from the yajnopavitahangs 
down and runs the' whole length over the thigh and the 'leg almost forming as it were 
a second flow of the sacred thread at some length below the upper one. This ma.y be 
noticed in the Sftrya figure from the Do<l<lesvara temple (pl. XXXVI). 

The minia.ture coronet of Dev! as noticed i~ VaishI}.av! from the outside of the Dog­
qesvara temple (p1. XXIX) reminds us of the similar headgear for Uma. in the very early 
transitional Pallava-Chola bronze of Soma.skanda from Tiruva.lailga.q.u. The decorative 
armlet, the simple but effective necklet and the graceful modelling of the form of the torso 
point to that. Even the tr-ivali here, which is very prominent but not ungraceful as in very 
late sculpture of the 17th century, recalls some beautiful early Chola. bronzes like the 
standing Pa.rvati in the collection of Shri Haridas Swali, or the Parvati in the Metro­
politan Mus,eum of Art in New York (pI. XXXVIIIb). But the Cba.lukya element 
presents itself in Parvati who is never shown' so in PaUava or Chola sculpture, as she 
parades a highly decorative pearl-decked dhammilla (p1. I), a decoration possible in 
Tamil sculptures only in the case of RukmiJ~i, Satyabhallla, SUa or any queen or 
chieftain's wife portrayed in sculpture. Pat-vat! IS never presented except with a kirita 
or jatam.akuta' in PalJava orChola sculpture, thongh here, in a meeting place of 
seyeral cultures, we find both clements. 

Jatiis are arranged flame-like and in medallion shape f(lt' ChamHI}.qa (pl. XXX) whose 
faee, ltnlike as in north Indian and even in north eastern sculpture, is fairly natural and 
in any case not frightfpl in spite of the curved brows ani! the side tURks at the corners 
of the mouth. Rhe wears an owl in the circular kU~l(la.za on the left car and a corpse 
hangs from her right ear lobe as a prelaku1.u!ala . . 'l'l;e1'1~ is a naga-kllchabandha, on her 
breasts and she wears a kapala- yajiiopavita. On her crown against her jatas there is 
the entwining ni'l.{Ia decoration in the place of the uSlJal1nakarapaUi. While in North 
Indian sculpture and even in the regular Chalukya sculpture ChamuI}.qa has an emaciated 
and horror.loo~ing form, the figure here is pleasing as in Pallava (pI. XXXIXa) and 
Chola sculpture from the Taniil area further sOlith (pI. XL). She however carries the 
tris{tia peculiar to the Chii.!ukya area and the qamaru in'the place of kapala and naga 
that sometimes occur in Chola sculpture. 

'fhe natural pa.4a and ahkusa as in the hands of the Varahi in front of the Siddhes­
vara temple (pI. XXVII) point to a common tradition of natural shape for noose and 
goad in early Chola and, early Cha!ukya art from which NoJamba sculpture gets its 
inspiration. The' flames are absen t in the case of chakra and sankha as may be seen 
in the case o~ VaishI}.30vi outside the Doqqesvara temple (pI. XXIX). The chakra" 
is a plain circular wheel with a hub. It is interesting to compare with this the PPJ!a.va. 
Varahi from Kaveripa.kkam carrying wheel and conch like VaishI}.avi instead of the noos~ 
and goad (pI. XXXIX b). 



1964.] N o/amba Sculptures 11 

The bani an leaf-shaped pendant of chain taRsels as seen centrally hanging from the 
girdle of Vaishl)avi (pI. XXIX) at once recalls similar decoration both on the right 
shoulder, from the necklet at the back, and also in exactly the same position as in the 
case of this figure, in very early Pallava-ChoJa transitional and Chola bronzes, the first 
two cases in some of the magnificent metal figures in the Taiijavur Art Gallery, the last 
instance quite clear in the very early Chola Piirvati from t,he Metropolita.n Museum of 
Art, New York (pJ. XXXVIIIb). 

The mukta-yaj1lopavita, pearl F\acred thread is a tradition from Amariivati through 
the Vakatakas anil the Chalukyas, a magnificent\ example of which is in the case of 
'\liilgana-ChantlraHckhara in the ,siddhesvara temple (pI. XXXI). 'rhe uda,rabandha is 
"in:lple hnt effectiyc as in mORt other contemporary Pal1ava and Chii!nkya. SCUlpture. 
'rhe halo for each figl11'e as noticed in the seated Uma-Mahesvara (pI. I), Alingana­
ChanilrURekhara ana other eaning"R is very characteristiC' of all the schools of Cha!nkya 
seulptnre of which this iR an off"lwot. 

Very often important inctiviilual deities are flanked by seated dwarfish figures of 
sail,khan'idhi and pad'man'idki with a rhizome of coins forming a halo and encircling them 
above their h~ad, a feature that is noticed in the case of saitkhanidhi and padmanidhi 
gnal'iling the gateway in very early Western Cha!ukya temples at Aihole. This feature 
is continued and pointR to the vital nat.ure of its influqlCe in this area. A comparsion 
herG of the Pallava n£dhis f~om > Kaveripakkam iR indeed intercs-ting (pI. XLla & b). 
Sometimes sahkhanidhi and padrnanidhi are shown seated on elephants and presented 
most artistically as in the perforated window wit.h roundels formed by meandering creeper 
with dance and musical figures carved against them in most pleasing form as in an 
example from the Doqqcsvara temple at Herm1vati (pI. XXXII). This perforated type of 
window with wonderful carvings of dance figures is another feature of Cha!ukya. sculpture 
which attracted the attention of Rajendra when he conquered Nolambavaqi, and he 
brought a few e~amples to his capital aE' alreaily noticed earlier (Fig. 1 ann pI. XXXIII). 
'1'he abiding influence of this Chalukya motif on Chola sculpture may be noticed in 
the sudoen efflorescence of decorative detail in the Darasuram temple in the 12th 
century A.D., where even the pillars and the ceiling exhibit this profusion in decoration. 
The standing Alingana-Chandl'asekhara from the Siddcsvara t~JDple recalls the fondly 
elllbracing couples from the Mallikarjuna. temple at Patta<lakal where the Southern 
silpi brought from near Kaiiehi'by the art-admiring king Vikramaditya was cnGollraged 
by the art-minded Chalukya queen 'Irailokyamahadevi like an earlier I'allava ,-!ueen 
Railgapatii.ka. Similarly the seated bull from: outside the entrance of the Siddlw4vara 
temple (pI. XXXIV) recalls similar Gha!ukya nandi8 from neal' Viiayawat}a whi('h 
however are in East.ern Cha!nkya tl'adition. It is intpresting to find that Chalukya 
hulls in Vijayaw<lr}a yery closely resemble Nolamba hulls at Hemavati. The ri·as~n 
is not far to seek as both have a common inspiration, \Vestern Cha!ukya.. Even the 
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Ka.katiya bulls of later date show that the same tra.dition continues and, there is 
obvious l'eE'cmblance in the rows of hils resting on the body of the couchant anima.l 
and on the ground touching it, This is really most interesting and we could easily 
compare this with similar bulls carried by Rajendra. Chota. from the VeJigi area in 
token of his triumph in the Eastern CMlukya territory. 

Rrahma from a window in the Do(j.(j.ehars. temple (pI. XXXV) presents another 
interesting feat.ure. He iR just a..youth, a de'Va with a pleasing slim form and youthful 
face' quite unlike.the old and bearded figure in Chalukya sculptl1re ba.sed on the medimval • 
northern tradition which has influenced later Chalukya.carving. This closely follows 
the early CMlnkya. tradition a.nd the Tamil. 

Surya, however, as in the ~:\se of reg~11ar ChOrlukya figures, has amazons, warlike 
figures with bow and arrow, flanking him, driving out darkness by shooting it out 
(pI. XXXVI). This feature is invariable ;n the case of. Surya in northern sculpture, a 
tradition followed by the Chalukp. sculptors but not by the Tamil school (pI. XXXVlIIa) 
where alwaysSflrya standR in solitary glory. He is, however, bare-fooied, as. 
in spitt! of the penetration and absorption of other northern traditions in the 
Cbii!nkya school, the top-boots of Buryo. arc absent. 

In tho ease of SubrahmaI)yt1. from the window of the Do(j.cJeSvara. temple, 
(pI. XXVIII) the twist of the neck of the peacock sta.nding behind him is a. feature thai 
can be noticf?d similarly in En.!>tern Cha!ukya sculptures of the same deity from ihe 
Golingt;H\"ara temple Itt Hiccavol. and this again points to a common source. 
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N0:YAMBA SCULPTU~ES IN THE MUSEUM 

1. This is a carving in high relief showin,g U ma-Sahita Siva seated in viriisana 
with Uma close to his left (Fig. 2 and pI. I). He carries the sula and niiga in his upper 
pl},il' of arms, a jambira fruit in his lower right .hand while the lowet left touches 'the 
breast of his spouse as he caresses her. 

Siva wears an elaborate jatiimakuta starting with a flat bead-bordered chaplet above 
which is a pearl-bedecked ornamental roll on top of which is the crest jewel with a large 
oval gem' set with similar ones all around with five spokes on top and sides with the base 
supported by donble makam head. This entire orna.mentation including a skull and the 
dhuttura flower goes against the jatiis ar~anged in the makuta fashion. While the right 
ear is free, the left has amakamkur!,q,ala,. There is a row of. flower-shaped decoration 
on the shouldero~ eith~r side. In addition to an ekiivali compOsed of pearls with a large 
central indranilama'l.~i is a heavy ornamental hecklet composed of several strands of 
pearls and decorative ta})lets Ot phalakas with i.ntL"icate orna.mentation and with pearl 
tassels formillg several semi-circlllar drops. The sacred thread is composed of pearls 
muktii-yajnopavita with elaborate rose-petal pattern forming the brahmagra'ftdhi or the 
knot. The keyura is of ornamental type 'with circular gem oyer double-maka1'a head 
and five topw!lrd projections. Alternate heads and patterns make up the bracelets, 
anklets and padasara, There are rings on· the fingers ILnd toes.' This is an elaborately 
ornamented figure with the oval halo, usual in this sculpture, also decorated with bead 

.' J 

border rim. Parvati has similar ornamentation. While her right ear is bare the left 
ear has a circular kU1}qa?a. The ringlets of hair on her forehead and flower and pearl­
bedecked coiffure behind it,show the graceful decorative. pattern of Chii.lukya work. 
Apart from the pearl necklets, a strand of which is tight on the neck, another, further 
dOwn, as an ekiivali dangles between her breasts, so full as almost to press each other 
reminding us of Kalidasa's verse anyonyam utpirJayadutpaliikshyiis stanadvayam pii1}q.tt 
tathii pravriddhamt madhye yathii syiimamukhasya, tasya m-ri1}{ilasfttrantaramapyala­
bhyam, I(tt'fltiirasambhava i,40. There 'is a central necklet composed pf severs;l pendant 
gems or beads shape(} like tender mangoes. The m,ekhala is ela.borate. While she 
lovingly leans her right elbow on the thigh of her spouse, she holds the liliikamala or 
the sportive. lotus in her left hand Ilond is seated at ease lost in pleasant reverie of the 
thought of her saubhiigya described by Kiiotida.sa in his verse: akha1}q.itam prema 
labhasva patyut' ityuchyate tiibkirumii sma namrii tayii tu tasya1'dhasarirabhajii 
paschiitkritas smgdhajaniiBishopi, Kumiirasambhava vii, 28, which is reflected in this 
charming sculpture. 

On. the pedestal there is' the seate.d Nandi with an inscription· in early Ca.na.rese 
pharacters of the 9th century. A.D. Svastis'li Piisanabbe Hail prosperity, the lady 
Pa.sanabbe. It mentions possibly the queen who was the donor of this bea.utiful piece 
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which once adorned one of these temples at· lIemii.vati. The entire sculpture ha.s an oval 
background with flat band and bead pattern as It thick border. 

The inscription and the sculptural style' of carving ca.n be ~scrjbed to the 9th 
century A.p~ and to this period' the rest of .. the sculptures may mostly be aacribed. 

2. This isa similar sculpture' of U!Dasahitawhere Siva. is seated'invir4sana in .the 
same embre.cing attitude and with almos't similar type of orna.mentati<1D. except that' it is 
not as elabQrate as in the other (pI. II). '., The necklet is less elaborately worked. 'There 
are makara-ku1J4alas' oli both eal'S., The knot. of· the mukt4-yajnopavita is not so very 
decorative. O~namentation,over the·jatti, is '-rather plain. The ha.lo, rather small and 
almost circula.r, covering only half the height of the jat4, has .otua petal pattern worked 
into it. 

Uma also bas circular k~rJ4a~as on both ea.rs and a. similar coiffure though less 
elaborate. , The ornamentation ge~era.lly follows ·the elforlier one though less elegant 
and elaborate. 

The faces however are IL little more elongate a.nd have their own charm:. While the 
Nandi is present on the pedestal there. is no inscriptjon~ 'l'he third eye of SivlL is more 
prominent here thRob in the former one. 

3. This is a wonderful eXlLinple of N~tarij~ ~ancing in the pfishtkasvastika 
a.ttitude Cp1. Ill). There is.an ecstatic smile on t11e face. The jata is elaborately 
~rrange.d 'a.nd ornamented as in the previous figures.' The' 'IIl,tlkt4;'!lajiiopavita has 'an 
additiona.l single strand almost dropping straight down from. near the 'gf·qndki or the, 
knot, ~lso flower;.aecorated. Tlle lower nacklet is fiat, semi-circular and gem-~eta.nd has 
pendant peatltassels at interva.ls.Gem -set udarabandka, 'ku1.u;ialas on, the ears, tmanta 
type of keyur.a bracelets, a.nklets and p4da.aras iIi addition to elabol1lrte girdle also 
gem-bedecked a.nd the uttariyatied over the 'Waist in ka#,utra fashion· running semi­
-circularly to. covertheprisktka and dropping straight: on either side agains~ thighs 
-of the crossed legs present. a lovely scheme of decoration chara,deristic of the school. 
While the repr'es~nta.tion of NateSa. daneing,on the ApasIIla.ra dwarf trampled underfoot 
fonow~ the southern tradition, toe. riorth~rn manner of a number of hands bh'tjataruvana 
as KaIida.sa. weuld: have it iIi his line' 'PaSch4duchoM.'irbl¥tjl.it(!'ruvanarn mMJd.aknahhiZinalJ 

'is observed too, ~nd there are actually six hands for NateSa.-one of them carrying the 
suZa 'and an,other the ka pti,la~ Two dwarf ga'rJ,tu flank, the ,Lord of da.IiCll. Sea.tedori . 
either side, one sounds the cymbals and,theother pla.ys the urdhvaka type of drum. 
A snake, with which ,the Apasmara is playing ahnost disregariiing the crushing weight 
on bis back; is listening to the music and watching:the da.nce with raptattentio~ 
recalling 'Vetti g4narasam pha'f}i. 
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Fig.~. Umimahesvara inscribed, No1amba, 9th century A.D., Hemivati, Government Museum, Madras. 
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4. This is an exquisite sculptural piece representing a. seated prince Idld princes8, 
in all probability Rama. and SUa. (pI. IV). The prince is seated almost in viriisana wearing a. 
beautiful crown of the kara'lJ4.I, type, gem and pearl-bedecked, has circular ear-ring8 of the 
kU'I}4ala type on both the lobes, a tight-fitting ekiitJali around the-neck and a. -flat gem-sd 
necklet below it with seve~al pearl strands in loops over tbe shoulders and elaborate 
'm1tkta-yajflOpavita, udarabandha, katisutra, keyuras, bracelets, anklets and piidasara~ 
The halo is circular coming only halfway Lip to the crown with bead border. While the 
right hand ~f the prince fondles his spouse by touching the thigb, the left in the pat4ka 
attitude suggests abhaya, protection to all, abhayam sarflabhutebhyo daddmyetad vratam 
mama as Rama. would put it. To his right, seated almost bashfully, is tbe lovely, da.msel 
with coiffure and ringlets of hair carved beautifully, necklet composed of ekdvali, ka1.lthi 
with a close-knit row of circular penaants, angada's, valayas, pfulaka,takas and padasarit.s 
in addition to cil'('uJal' lW'l.uf,alas in both the ea1'8. 

H ha,,\ a-lmost a tOl~ch of the several figures of princesses and princes in the Javanese 
sculptures. It is Yt'~y clear in Javanese sculpt.ure that both ralla.va and early Cha.}ukya 
t l'aditions have influenced the work of the sculptor in Java and it is no wonder that 
this parallelism exists. 

5. This mOi't elaborately wOl'ked image of Sfirya (pI. V) in high relief is n, great· 
masterpiece of Nolamba art. In this all the elaborate patterns of ornamentation in 
NoJamba sculptures can easily be observed. The kirita is elaborate and of the kara'l}if,.a 
type with profuse ornamentation:. J,fakara-ku'I}rJalas adorn the ear lobes. There are 
elahorate courses of neck ornament. the bottom-most with mango-shaped pendants with 
an a.monnt of decurati "e work covering his entire chest. ' Ornamt:ntal tassels are present 
on the shoulders' and elaborate keyuras on his arms. "The muktii-yajnopavita has a 
bingle strand separate from the main stream. The waist zone' has elaborate ornamental 
work incluninggem~ and a clasp with lion-head decoration. There is similar ornamenta­
tion for the ka#sfdra with a course of tassels arranged semi-circularly at intervals. Issuing 
almost from the mouth of the lion-bead clasp is an elaborate three-foJd central tassel 
composed of a chain pattern with rect.angular ornamental clasps at intervals. Tbe three 
loops below the waist zone are semi-circular and tbere are elahorate folds and tassels on the 
Hi.les also. The halo is oval and decorated with lotus-petal pa.ttern. There a.re plidasaras 
on the feet. The single strand of the really short yajftopa'vita proceeding below the knee 
to elaborate it makes it look almost a "long one like that of Bhairava: Both the arms of 
the figure and the lotuses held in the hands are broken and lost. Tpis is one of the finest 
examples of 811rya of ihis period. The udarabandha is very elaborately worked as a· 
baria with a course of tassels suspended in, a row all along. 

6. This large figure of VII,;ui.dhara-Daksbi~a.mfirti (pI. VI & VII), whose vif;lii, how­
ever,is:-broken and lost, is from a group ,of saptamatrikiis flanked by this and GaIJ.esa. The 
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jatamakuta is pearl-bedecked a.nd elaborately worked though broken and partially lost. 
There are ear ornaments of kftmbha pattern suspended from the ear lobes. Pearl tassels 
decora.tethe shoulders. The n,e.ck1et though simple has pendants a.t intervals. The angada 
on the arm has lion-head pattern with pearl tassels issuing ,rom the mouth and has 
fine spokes ILS decoration on top. Both the udarabandha a.nd the yajnopavita are 
strips of cloth, the latter ,being the vastra type. The girdle or katisutra has also the 
lion-head decotation with central tassels in triple' pearl-strand fashion issuing from its 
mouth. There are bracelets a.nd padasaras. Of the four arms, two holding the vi~a a.nd the 
vi'Qa itself are lost, w.hile the other two hands 'hold the, sula and the q,amaru 
or the drum: The carvings on the back suggest the siraschakra with pearl tassels issuing 
from the central hub and the kachchha of the antariya garment is clearly portrayed. 
Though the e,yes are large and the brows raised and bow-shaped with the third one on the 
forehead, there is yet a smile on the face. The body of the seated figure with the upper 
part and particularly the head hent towards one side puts it in 80 charming tribhaitga 
even in seated pose. The sula 'here 80S in other previous figures is clear Chalukya. type. 

7. T.his remarkable seated, Kali" is a.nother masterpiece of Nolamba art from the 
saptarnatrika grpup (pI. VIII&IX). Here ifJala-kesa or flames of hail' are composed in 
taranga f~shion meandering on either side in curly wa.ves. 'l'hough there is jewelled 
ornamentation at the top, immediately over the ornamental cha.plet above her forehead 
is a. gr~esome skull and the hiilsing hoods of cobra; Her brows are knit, the central eye 
almost emits fire, and her countenance suggests this, From her right ear lobe hangs III 

corpse, the head and legs dropping on either side, the waist hetel hy the lobe, p,·etaku1·utala. 
In the 'circular ear ring on the left lobe is thefigllr~ of an owl, ulitkaku1J4ala. Her' 
lIajnopavita is composed of human skulls kapaia-yajflopat!itaand her breast band 
kuchabandha is naga-kuchabandha. Her three strands of necklets have ,the lowermost 
adorned with mango-shaped pendants arranged closely in a row. She has ela.borate 
p.rmlets with double-makara head separating large circular gem crowned by five decorative 
spokes and with pea.rl t~ssels at inte~vals at the bottom. Her mekhdla girdle has a. 
decorative clasp with central pendant tassel in addition to katisutra flowing over her 
thighs. She has a nuniber of bracelets,as many as ten, on each of her hands. Of the 
four arms the lower pair is lost; ,the upper onas c.arry t~triHla and the q,amaru. She 
is seated with her right J~ bent and resting on the seat while the left is free, though the 
foot is broken and lost. The padasa~a is present on the right foot. This is a trne' mstance 
of Kali in the Southern tradition with the figure rather pleasing and the breast full a~d 
firm as in other normal feminine figures., The t,'ivali is beautifully modelled and'she is 
not the emacia.ted type so often met with in later Chalukya sculpture as in North Indian 
schools with the breasts also hanging down in shapeless form in tune with the emaciated 
form where the bones appear more prominent. The back of this figure shows the 
elaborate pattern of hair with the siraschakra centrally. carved with great care to suggest 

3 
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the full blown loius, with the innermost co~rse of "petals still in the process of blooming, 
out of which issue pearl tassels in four strands projecting far below it. This i,mportant 
early. presentation of siraschakra in stone sculpture is very helpful, in understanding· its 
evolution, specially in the bronzes of South India.' Closely touching her back 1I.Dd right 
below the great mass of flaming hair is another pendant of which" the central one is 
,banian-Ieaf shaped and this is one. end of a chain string of the necklets she is wearing. It 
is this type that is met with in several Chola. sculptures, in bronzes mainly, but a.lso in 
stone where the carving is in the round. A thick bead-a.nd-roU flower banq is shown 
centrally a.bove the siraschakra proceeding straight to tbe top.. The kachchha of the 
under garment antariya is present lat the ba.ck. 

8. This sea.ted Gal].esa is typical of Cha.lukya work with the bella. forming important 
decotation b~th as anklet and yajnopatJita. (pI. X). The face is a natural elephant's head 
with the proboscis most of its length running in horizontal fashion to taste the modaka 
from the bowl full of it held in "the left hand" which is the chara.cteristic of the 'N orthern 
and the Deccan type i.e. the Cha.!ukya. type of Gal].esa. The'yajrwpavita is composed of 
stra.nds while the udarabandha is ~a.de .up of a snake as "a. nliga-udarabandha. The 
kirita is of the kara1}i!a type but slightly mutilated. The right hand a.ndthe· additional 
pa.ir of arms al:e mutilated a.nd lost. T~efigure is typical, of CM!uky~ work the tradi­
tions of which the Nola.mba. sculptor 'follows. . 

9. Ceiling slab: This piece constitutes a portion from the coiling depicting three of 
tp.e cl-ikpala,~, each in a. pa.nel separated bya band (pI. Xla). 

The first portrays Agniwith his consort,Sva.ha.seated on a ram galloping at high speed 
amidst clouds (pI. XII). An attendant det1a, following the'a.nimal closely in the air, holds 
the um})reUa.. A standa.rd-bear~r in front carries the banner of Agni'with fla.mes on top. 
Below the standa.rd-bearer a fa.t dwarfish ga1}a-shaped attendant blows the conch, and 
just beneath the galloping ram is an attenda.nt playing the flute, hurrying along through 
the sky. Thecleuds. a.re picturesquely portrayed as in a.ll' CMlukya a.nd Ra.sh~rakUta. 
sculptures. The, animal vehicle is gaily dressed ,with ornamental trappings composed 
of bells both on the hind quarters and the neck. An elaborate strap for the face and the 
bit in the mouth make it look almost like a horse in full pa.nop~y. 

Agni here is not the oJd bel'rded pot-bellied type 'as in northern sculpture. He is a 
youthful deva with aU the usual or~a~entation including an elabora.te crown, the halo, 
rnaka'ra km.uJalas, yajf£opatJita with double-bell clasp, necklet with, pearl str80Jld 
ci~clets all along hanging from it, udarabandha, keyuras, katakas, etc. Sva.ha. isa.lso 
similarly dressed: The attendant devas in front, behind and below are, all gaily 

bejewelled, weal' a crowri and other ornaments. Only the dwarf figure has a spread out 
jatabhii,ra instead of a. crown and a waisfcord or katisutra decked with jingling bells. 

The a.djacent panel shows Yama. with his wife seated on his vehicle the buffalo 
which is trotting along a.t great speed again amidst clouds (pt XIII). Yam a holds the 
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aa1J4a in the right hand while the left is in a~kaya as in the case of Agni. He wears the 
l1sua.l ornaments just like Agni and is of pleasing countenance. The buffalo is loaded 
with ornamentation including the bells on its neck and at the back.' The long horns are 
gracefully treated and characterise the animal as is usual in Chilukya sculpture of the 
period. The attendant figures are pleasing as in' the previous panel, one from behind 
holding the umbrellas, one in front ~arrying the banner~ and two' playing the conch. 
All the attendants hefe are of ,the deva tYPtl and none a fa.t short dwarf. 

The panel beyond this shows Nirriti on his human mount (pI. XIY). He is bejewelled 
like the other dikpalas and has.his attendants both musical and the one with ha.nner. 

The complete ceiling should have had all the eight dikpiilas encircling a central 
panel of Siva, as Na~eBa multi-armed dancing- as in Ara,lgupe where the carving is 
Chilukya 

10. Door Lintel.~This wonderful door lintel (pI. XIb) is typica.l of the ela.bora.te and 
extremely pleasing style of carving as seen in every inch of a. Nolamba temple 
including the windows, doorways, niches and the like. Beneath a long and sala-shaped 
projecting canopy, with artistic ca.rving as decoration at either end and in the centre and 
provided with two miniature kfu!us crowned by simha-mukha fin;ls, is'a row 0'( h"'msa. 
four on either side proceeding towards the ~entre in various attitudes of frisking, pecking 
and looking on. Where the swan row ends, there 'is a projection of pilaster capital constitut­
ing the top portion coming immediately on the jamb on either side. The pilaster brackets 
are on three sides, thtf central o~e projecting forward below the cornice. Towards the 
end'on eithersiqe are two musical figures of a tJidyadha'l'a and vidyadha'l'i playing the 
lute. The pilaster bril.Ckets are cut at forty-five degrees with a slight projecting central 
band. A long panel between the pilaster capltals and beneath the frieze of swans is 
Gaialakshmi, seatoo. on lotus- holding lotuses iIi, her single pair of arms, bathed by 
elephants; A pair ~f chauries flank the elephants at the top. Sixteen auspicious objects 
are shown on either side of this central group arranged in two rows. The fish, sun, 
moon, garlands, flames of fire, fruit, temple shrine vimana and tower (gopura) are on 

. , 

one side, while on the other, there is the wheel, lion, bull, elephant, palace, tree, tank a.nd 
a pair of pUt"t}aghatas. At the extreme ends are seated jlwarf figures holding 110 rhizome 
oozing coins. These are sahkha and' padma-nidhis.. They closely resemble the personi­
fied ni(lhis from Ka.ve'ripakkam (pI. XLIa & b). A long band below this carving is a creeper 
pattern so mea.ndering as to form circles, in which dancing musical dwarf ga'l}a figures are 
introduced at intervals to adorn the folia.ge pattern that makes up this lovely theme of 
kalpavalli or the wish-fulfilling creeper. It is interesting to compare with the ,swans 
here a similar swan pattern frem Kaveripakkam where there is a blend of Rashtrakuta 
art with Pallava (pI. XLII). The peculiar face, beak' a.nd eye of the bird, the decora­
tive crest, the ornamental Wings and elaborately floriated tail a.re all cl1ara.cteristic 
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of this blend of Ra.sh~rakUta with Palla.va art which is also the form of Nolamba art 
that has so much in common"" with Chalukya-Rii.shtraktita. art. The painting afthe 
same theme from Sittannaviiosalconfirms this close parellelism (pI. XLIII a). 

11, 12 & 13. Pillar,.-TheNola.mba pillars are of two va)."ieties, those of square 
lection and circula.r. Those that are square.in section have elaborate carving while those 
that a.re circular in section appear almost turned on the lathe, are highly polished and 
resemble those from the Ka.katiya and Chii.lukya temples. 

The pillars are nearly the whole length cubical in section except towards the top 
where "they are circular. The general scheme of decoration is uncarved base; 110 pad 
above cut in a hit except for a central projection decoratively carved; further up a 
portion with elaborate carving, this time composed Of lion-heads from whose mouths 
issue pearl tassels and strands which encircle fields forming carved panels illustrating 
some theme of Sivapura'1}a, above it, a band of kalpavalli creeper; a long panel 
i1Iu~trating a theme from Sivapura'1}a with a rampant or couchant lion at the corners 
almo.st reca.lling the shape of the later nagabandha in early Vijayanagara sculpture; the 
part above this, circular in section, has the kudu pattern on all the four sides with lion­
htlad top; the kuc]u has a central circular flower pattern. This scheme is repeated on all 
the sides of these cubical pillars. 

Pillar 1: This is a comparatively simple pillar, circular in section looking almost 
turned on the lathe with exceedingly fine carving of a decorative pattern of pearl strand 
of loops running all over at a particular height to relieve the monotany of simplicHy. 

Pillar 2: The first side (pI. XVa~ shows on the top panel Siva seated with his fegs 
crossed, resting one of his hands on the paraSu, fondling the neck of the bull his vehicle 
with another, feeding the animal with a third; flanking him, seated behind and in front 
of him are devotees, with" their hands clasped in adoratiDn. Two lower panels encircled 
by pearl strands issuing from the lion's mouth show a single theme-Siva standing 
resting his hand on Nandi and graciously blessing a devotee, with his hands clasped"in 
adoration. The devotee is oblivious cf the snakes issuing from the anthill in front 
of which he is standing unawar~ of the danger as he adores the Lord. 

The second (pI. XV b) shows the top panel composed of circlets bounded by meander~ 
ing kalpavalli, with four musical dwarfs amidst them, one clanging large cymbals, another 
sounding the drum, the third gesticulating and the fourth softy striking a smaller pair of 
cymbals. The lower twin panel has again a Single theme, tha~ of Siva seated as 
Dakshim1mtirti with the sula in one hand and 'the c]amaru in the other, the lower right 
hand in the vyakhyanamudra, teaching in divine silence as a youth to the aged sages 
sea.ted opposite him in great reverence, two "figures suggesting the entire group. 
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The third side (pI. XVI a) shows dance and musical orchestra in the top panels com­
posed by the meander of the creeper as a pa.ttern. The large central one on top shows a 
dancer standing in the vaish'1}avasthana with her right hand in pataka and the left in da'1}4a 
and dwarfs sound cymbals on either side. 'rhere are dwarfs in three circular panels below, 
also keeping time. In the large panels. beneath this, enveloped by the twirling pearl 
strands issuing from the gaping mouth of the lion head kirtin£ukha, there is Krishl}.110 on a 
bull as the destroyer of the demon Vrishabhaand on a crane as the vanquisher of the 
giant Baka. 

The fourth (pI. XVI b) has a large top panel composed of Siva seated as Dakshil}.amurti 
with, the book in the left hand and the other attribute!,! in the other hands with four sages 
at his feet listening with rapt attention to his exposition in silence. Even the Apasmara­
purusha shown trampled by his right foot, is here a1most raising himself up to listen to 
his great theme of the law of the universe. Down below between panels composing .. 
single theme are present Indra and Indra.l}.i or Aira.vata. reverently a.pproaching Krishl}.a 
playing the flute amidst his herd of ca.ttle. It is Indra humbled after the Govardhana 
incident. 

Pillar 3 : The first side (pI. XVII a.) has Soma.skanda on the top panel showing Siva 
seated with-his foot resting on Apasma.ra, rather unusua.l in the Somaskanda. form, 
while Parvati is beRide him with baby Skanda. on her lap. Below this group is a long 
band with a mea.ndering creeper forming three circu~ar panels, the centr&l one of 
which is occnpied by Apa.sma.ra on whose back Siva's foot rests. In the othef two, 
there are mithftnas in amorous embrace. In the two panels below, whose border is 
formed by ,thick twirled rolls of pearls, is a single theme, one showing Na~ara.ja-, 

multi-armed, da.nci~g in the chatura pose on Apasma.ra, with the musical orchestra in 
the other, two musicians being prominen~, one playing.the triple drum and the other 
cymbals. While the number ·of arms points to the northern tradition, Apasmara. beneath 
Natesa's feet suggests the southern tra.dition. Below this again, the meandering creeper 
proceeds vertically forming circlets with musical dwarfs in them-

The second side (pI. XVII b) shows the simpl~ theme of Ii. gesticnlating gat}a in the top 
panel and two'dancing vidy{j,(},hara figures below in the space encircled by the pearl 
strands • 

. The third (pI. XVIII a) presents in the top panel. 'a similar creeper or kalpavaJ,li 
pa.ttern composing four circlets j the top one presenting 3. joyous vidyadhai'a pail' flying 
in the Rky, the vidyadhari lovingly holding on to her lover as. he floats along in mid-air, 
with a devote:! pair of chakravakas or ha1;Mas in the circlet immedia.tely below, suggesting 
the divine love of the pair. There 3.re dwarf dance fi~t:es in the circles on either side. 
In .the panels below encircled· by the pearl stra.nds, -illere ia a single theme presented in 



22 Bulletin, Madras Government Museum [N.S., G.S~, IX, 1, 

hoth, the story of VaH, the grea.t devotee of Siva., worshiping the Sivaliftga, with Ravat;la. 
howling in pain bound' by the tail of the monkey king for his indiscretion in trying to 
disturb his worship. The story of how RavaI;la had his dIscomfiture in his encounter 
with Kttrtaviryarjuna and VaH is well-known. When Vali was performing hisablutioDs, 
Rttva,l].a" as the story goes, challenged him and without waiting to answer him Va.ll jus.t 
bound him up with his tail and carried him along like a little pet a.nimal to all the 
kshetms where it was customary for him to offer his daily worship to Siva. and this 
is one such. 

It is interesting to compare' with this a similar panel found in the Rajasirhheavara 
temple at Kaiichipuram (pI. XLIV). The theme was so popular that it was repeated in all 
the great temples of Siva where the glory of sivabhaktas is prominently portrayed. Vttll 
was a great bhakta of Siva and equally so was Raval).a. The discomfiture of RavaI;la. 
at the hands of migpty VaH who bound up the ten-headed demon with his tail is pictures­
quely portrayed in the eighth century Pallava panel, and this is a later version of the 
sa,me incident from Hemavati in the Chii,l:lkya area. 

It may be recalled that at ,ElIora the glory of the devotee RavaI;la is repeated a. 
number of times recalling the tribute paid to Raval).a by Kalidasa-jetaram lokapalanam 
S'I)(f1nukhai1' architdvaram/1'amastulitakailasam aratim bahva'lnanya.ta, Raghuvafnsa xii. 
R:i,"}l)l~a shaking mount Kailasa, offering his heads to Siva and fighting the Lokapalas is 
prominently portrayed at Kailasa and this aspect of the great bhakta occurs even earlier 
at Kiiichipnram a]Ro., It is but natural that we should expect, such favourite themes to 
occnr in identical form in different areas with their own trends in art that freely 
recognised and borrowed great themes and modes from wherever they occurred. 

The fourth side (pI. XVIII b) shows in the top panel a beautiful dancer in the centre 
with her left hand extended in ardhamattalli as an expression of joy, dancing, standing in 
the va£sh'IJ-a1)asthana, a female drummer playing the drum to her right while another 
keeps time with a small pair of cymbals, yet ,another playing the alingya drum while 
a dwarf wildly whistleR and leaps about in joy to the extreme right. All the figures are 
feminine except that of the dwad. The meandering creeper below has a little dwarf 
soated in a circlet contributing to the' music and dance by blowing the conch while the 
rest is designed as leaf and flower pattern. In the larger panels down below formed in 
the space bounded by the pearl strands issuing from the gaping mouth of the kit'timukha, 
there is dancing Gal).csa o~ one side enjoying his own dance with one of his hands in 
the alapa,lla"Ntha,,~fa suggestive of wonder, while in the other Siva is depicted trampling 
Death as K:lliin taka. GaQesa'fl proboscis runs the whole length horizontally to taste 
'I'Iwllakas from a bowl in his hand,thus following the northern and the Cha}ukya 
traditions. It is interesting to compare this beautiful Kalantaka with the most 
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magnificent of. this tyye .of a later da.te, a masterpiece of Ra.jariioja.'s .time from 
the Brihadisva.ra temple at T",njiiovur (pI. XLV). This is a. forerunner 'ofthat gr.eat 
masterpiece.· 

14. Inscribed Pillar·: . This pillar was in front. of the Henjerappa. temple at 
Hemavati before it waS removed to the Madras Museum{pl. XIX). It has an incomplete 
inscription inscribed in beautiful Canarese-Teillgu characters and mentions the king 
Nola.mbadhira.ja born of queen Jayabbe, a princess of the G~liga family and daughter of 
the Ganga king Ra.chamalla. All his high:-so,unding titles and lineage are given in high 
flown language in this inscription. 

The writing is on two sides of the pillar which is squlltre in section and the last three 
lin.es of the inscribed portion on the second side are very lightly incised. Below this 
thete is a carving in low relief ofa Saiva dvarapala as he would occur to the right of 
a dborway (pI. XX). He has fonr arms; a triSula is in ~he upper right arm and a snake 
in the upper left. The lower right hand points a ta'1'jani towards his fore-head and 
the lower left rests on a heavy club; the legs are crossed. In addition to the crown he 
wears, he has a heavy'jatabhara encircling the ears 'and resting on the shoulders. In 
his leftear:'ring there is a swan or a bit·a presented. The yajftopavita is broad, sinuous 
and flat. The tularabantlha, katisutra, kanthi, keyftra and other ornaments are present. 

On the third side there is no inscription but there is a. carving in low relief half­
finished (pI. XXI). This is an excellent;. example'of how the No!amba sculptor like the 

. other sculptors all over India used t~ do the different stages of carving. It is only a portion 
of the figures that are actually carved to suggest depth. The umbrella. above and the 
couch on which the central figure is seated are still in the stage of a. sketch. The lines 
are incised with a chisel. The king, obviously MaheIidrMhiraja. himself, is seated on 
a couch flanked by two chieftains or probably princes with their hands clasped in adora­
tion. Mahendra.dhiraja himself is in an attitude of devotion with his hands joined in 
adoration of Lor.d Siva. A sword or club or some weapon is shown against his torso to 
f,heleft. He isweal'ing a crown and is seated in sukhasana pose on a couch of the 
kulirapada type. Behind the back of the couch 'on either side are chauri-bearers, each 
waving a chauri. 'They are princely in appearance and are wea.ring crowns; probably 
they are chieftains. The umbrella above the king is just incised but it is quite 
characteristic. 

IS. Hero, .Stonet: This memorial pillar was originally in a field to the west of the 
village Hemavati (pI. XXII). It is dated in Saka 888 or966 A.D., and belongs to the time of 

• No. 1!i1~ of' Bof Stone ,inscriptions copied in 1899. 
t No. 17 of Ap<>endix S, stone inscription copied in 1899. 
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Iriva. No!amb94hiri.ja.. The inscription in Canarese-Tehigu cha:racteJ:s. of the 10th 
century A.D. is both in P?etry and prose. It ,mentions the NOlambaprince Ayyapadeva, 
and his fight as also the death of. the hero Erega at the command of Ayyapa and how he 
thus became famous. 

The sculpture is typical o·f tnrakals or hero mexno'l'ial stones of the period. The 
death of Erega in accordance with the wish and command of Ayyapadeva is present in 
the l~wermost panel. Erega is shown proceeding to vira&f)arga or Valhalla in the 
company of celestial nymphs, his hand resting lovingly on their neck and shoulde.r, as: 
they flank him. In the topmo~i panel 'ihe hero is shown tt:ansformed into a. detJa and. 
seated on a maficha, an elaborate couch, wea'ring a divine mttkuta, celestial nymphs 
fl~nking him with ehauri in their hand a.s ehamaradhli/rilr),is. The arrangement of the 
hair in a.. knot in the case of the hero and the coiffure of the celestial dancers is quite 
characteristic of the Cbalukya type in art which the Nolamba sculpt,or closely follow8. 

16. Hero Stone·: This memorial pillar was originally in the Anjanf'ya temple in 
Heftjeru near Hema.vati (pI. XXlIIa). It mentions the valorous fight and death in battle 
of the No!amba chief Uttiga and his follower. Ayyapa with his two brothers KoI)q.iga 
and Erega. Though the exact date is not given, palaeographicaJly it should be placed in 
the lOth century A.D., and it is practicalfy of the same time as the previous one.' On the 
side of this pillar is the extension of theIine kantadan bijjayya i.e. glorious Bijjayya. 

It is a graphic presentation (pI. XXIV) following the verbal description in th~ inscrip­
tion of a' battle with warriors on elephants in the top panel arid foot soldiers in the lower, 
'one. The ar,tow-struck warriors fallen on the battl~ field and still struggling to fight 
pro<luces a wonderful wierd impression of a heated fight. The soldiers on the elephants are 
showp. with rais~d weapons, swords and spears and bows and arrows, armed with shields 
to ward off blows, fighting valorously; the umbrella, the insignia of noble birth, is held 
aloft over the fighting chieftains. Individua.l heroes are presented on the sides; to the 
left above is a foot soldier rushing with a spear in an attitude of attack holding a shield 
in his left handto protect hims~lf from the opponent, and below, a cavalier on horse­
back; the animal prancing and jumping up in heroic fury is presented spiritedly. The 
tl'a,ppings of the horse like the how4a and other appendages on the elephants in the main 
panel are artistically presented and interesting. Flowiug aloft 'above the how4aand 
running on to the side of the pillar above the cavalier are the wa.ving banners and pen­
nons .. On the side to the right of the pillar there are two soldiers in vigorous a.ction 
(pI. XXIDb). These two are obviously KOI}q.iga and Erega the brothers of Ayyap80 whQ 
is shown with his hands in action on the other side to the left. The cava1ier is obviously 
the NoJamba chief Uttiga and the horse he is riding is Rajahamsa as mentioned in the 
last Hne of the inscription. 
-----.-...:.-...------------------------

• No. 127 of B of stone inscription. copied in 1899. 
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The inscription itself IS III early Kanna4a verse and though mutilated, gives a fine 
picture of the battle so beautifully portrayed in the sculpture. It mentions how Ayyapa. 
and Uttiga mounted ferocious elephants and fought valorously on the side of the royal 
house of the Gailgas, died on the battle-field and climbed up to heaven, carried away 
lovingly' by the -celestial damsels. The second verse describes how Uttiga the chieftain 
that day mounted the fierce elephant in rut belonging to Ayyapa and with different arms 
tore and felled several enemy kings and pierced them with spears as they got up, but 
himself die.d gloriously in battle. In continuation, the inscription proceeds to narrate 
how Ayyapa's brothers KOI}q.iga and Erega,the. hastipalas of the royal household of the 
"NoJambas han a memorial stone set up for them. 

The last line mentions the name of the horse Rajahams80 of Anchayya., and this is 
on one side of the slab, like the line mentioning Bijjayya.. 

17. Gargoyle: This is an excellent example of ga.r$oyle, shaped after the makara's 
head; makaramukha-prat~az:i, a freguant motif in art (pI. XLIDb). It is interesting to 
compare with it similar makaramukha representation both from Pallava. monuments 
and from Barabudur, as, in Java, at the latter spot, there is a. mixture oj motifs and . 
traditions from the Pallava and Chalukya territory. 
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Dira-No!amba. see Anniga 
Brahm~ 
brahmag /'andhi 
Brih'\disvara (temple) 
Biituga. 

2,3 
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21 
26 
4 
16 
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IS 
14. 
12 
24,25 
5 
12 
13 
3,2S 
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.Ceiling slab with dikpilas 
chakra 
ckakrav4kaa 

Ohii!ukyas .. :. 
cMmaradMrw 

ChiimUl}.~ .... 
Ohiruponnera 

chatura, mode of dance .... 
chaur, ,bearer 
ch,auriB 

Chidambaram 
ch,tr/Jkii.ra 

Ohola 
Ohorayya 
Oopper plates 

DakshiQ.iimiirti 
iJamaru 
danqa 

Diiriisuram 
Deopiira 
deva 
Devi 
dhammiUa 

'dharma 

Dharmapuri .... 
dharmik 

dhutlUra. 
dikp~las 

--- in ceiling sla,b 
Dilipa 
Di"abbarasi .... 
,Do~<.le8vara (temple) 
Door linsel .... 
dviirapalas, Saiva 

eko.vali 

Ellora 
Erega 

-- brother of Ayya.ppa 

France 

Gajalakshmi 
Gajii.llkuSa-Ohola 
gatJas 
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P.&.GliI 
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G-cont. 
Gandhanas .•.. 
GaJ}.eaa 

---- danoing 
Gwa 
GaJigailtOl}:~holapuram 

GannaraSa, son of Ayyappa 
Gargoyle 
G~lbigesvara (temple) .... 
Gomabbe, Ganga Prinoess 
Govardhana, inoident of 
graMkt 
Gwalior 

Halebi~u 

hamsa 
h4Btipalas 
Hemii.vati 

H 
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f, 16, 18 
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4 
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12 
5 
21 
14 
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19,21 
25 
I, 2, S, 5, 6, 7, 8, 

11, 14. 22, 2S, 
24 

7, 28 

kachehb.a 
Kadam.ba 
Kailasa 
Kailii.sa.nitha (temple) .... 
Kiikatiya 
KiIi 
Kii.lidisa 
Ratinga 
kaZpavaZli 
Kam.ba~iiru .... 
Kampili 
Kii5.chipuram 

kan!1" 
kapala 
kap4Ia'yaj,iopav::ta 
karan<ja 
karlarimukhahasla 
ka!aka 

Heiijerappa (t~mple) 
Heiijeru ••.. - 5,24 

- Kathtisaritsagara 
katimtra 
Kiveripikkam 
k6yUra 

berOBto~e 

Hindupur. 
howtla 
Hoysa!as 

ihc1mrga 
I 

lnelra or Indradeva, Bon of Vira-
Mahenjlra .••. < 

Indra 
Indri"Q-i 
'ndrallilama~i 
InsoYiptions .•.. 
I~80rlption8 of chota 
-< ---- in hero stone 
---in Canarese-Telugu .... 
-----;.- in KanJl&~ 
----- in TamU-Grantha 
Iriva No!a.mba 
Iru!a 

J 
lagadekamalla (layailinga) 
---.--- (No!amba) 
jamJiira 
jatiibhc1ra 
jatiima~a .•.• 
jatas 
;rava 
;r avanese sculptures 
;riyabbe, Ganga princess 
jfl414·kUa .... 

8, 28. 24 
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8,24 
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lI,28 
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2S,24 
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5,24 
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10, 18, 17 
9, 10,la, 1& 
16,25< 
16 
5,7,2S 
17 

kinta 
kirtimukha ...• 
Kolir 
KOI}~iga 

KrisbI].a 
KrishJ}.& III ,<~iish~r8kii~ii) 
Kuchabangha 
kuqu 
kulirapada •... 
Kumarasantbh:ava 
kwnbha 
KumbakoJ;lllom 
kun<jala 

Lakshmisvara (temple' ..•. 
Zil4kamala. 
Lokapilas .... 

L 
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M~kasiri .... 
Mahc1ba.U-kuZa,-vidhvamsanan 
Mahendra, son of Polilohora 
Mahendr~dhiriija 

< Mahendravarn.an (Pallava) 
makara 
makara-kun<jala 
makara motif 
makaramukha-prat}4li .... 
makarapaHi .•.• 
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mllkt4IJ 
.. MaIlikarjuna (templll) 
.maiichll ' 
man4ava 

,Mangala. 
M8.rasimha, son of Biituga 
Mayindamma-See Mahendra 
Mayindiram·U~iyir (temple) 
tnekhaliJ 
Melaka.~mbiir 

memorial stones 
MetropoIi tan, Museum of Art 
tneykirti 
tnithuna 
tnodaka' 
Mukkal}.~i 

mukta~yaiiiopav~ta 

muku~ 
Mysore 

lIaJa 
lw,gabandha .... 
Niigii.rjunakol}.4.a 
Nii.gesvarasvimi (~emple) 
naga-kuohabaMha 
nQ,Ja-udaraballdha 
Nabapiil].a 
Nandi 
nIlMi 
Nandi (Scul:>ture) 
Nanniga. 
Nanni.Nolamba 
Napoleall Bonaparte 
N arasilhhavarman 

N 

18 
11 
~4 

~, 3 
5 
6 
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IS 
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11 
13.14,20 
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Nartcsvara., metel image of 
Niisik 

.~. 4 

Na~ariija 

Na.~eSa. 
--- northern tradition, represen­

tation of 
--- southern tradition, represen­

tation of 
Nirriti 
NoJamba 
---·--Art 

... ; 

7 
14.21 

14,21 

~1 

19 
1,~, 3,6 
17 
5,23 
1,2 

No!ambiidhiraja. 
Nola.mba. Pallav80S 
No!a.mb .. w~i 
Nojapayya. .... 
No!!ipayya .;. 

'" ,1,2,3,5,11 
5 
5 

No!ipayya, (brother of Mahendra) ••• 5 
NOl}.ambavii04.i 5 
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pa;dakatGkaa ... 
pii.dasllra 
padmanidhi. .... 
Pila 
Pallava 
,PllraSu 
pa3a 
PisanalJbe 
p/ltii.ka 
patraku~a 

PaHa~kal 
Parvati 
phalilkas .... . 

. PUlars, two van ties oj ... . 
Polilchora .... 
praSasli 
pretaku~ala 

ni4hfha 
prishfhasvlJ8tika 
Pulakesin 
Pulin~u 
Punganur 

pii.r~aghaf/J8.... "0' 

Raghuvamsa 
Rijiditya 
Riijabamsa, name of horse 
.Rijamalla 
Rii.jarija 
Riijasimha 
Riijasimhesvara (temple) 
Rijendra 
Rima 
Rimesvaram 

p 

Rangapatikii (Pallava queen) 
Rii.sh~rakii~a .... 

art of, blend with 
Palla.va 

ratnaku~al/J8 

Ra ~~a Pii.4.i .... 
RivaJ}.a 
--- devotion of, represented 
--' - encounter with Viii 
--- encounter with Kirtavir-

yiirjuna 
--- representation of 
RukmiJ}.i 
r'Upakli.ra 

Bah'ism 
Baka. Era 
sa~iJ 
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Salem 
t~tilikha 
i:mikhIl1'lidhi .•• 
saptllmAtrika 

.. 

S-cont. 

Satyabhim1i. .... 
Satyaviikya I (Rajamalla) 
saUbhagya .... 
Siddhesvnra (tcmple) 
5ilpi 
si!ilhll-mukhll 
SiIilhaphota, son of Mangala 
s'i1'a:chakra .... 
----- early representation of, 
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10 

PAGE 

11,19 
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in stone sculpture.... 18 
Sila 
Sittanna,iiSaI 
Siva, a~ Na.~05a, 
._-- Dakshinamurti 
--- as Kalantaka 
--- represent'ltion of, in Briha-

diavara temple .... 
--bhalda 
--linga .... 
-- as Somiiskanda 
Sivamiira SaigoHa 
Sil'apzlTiinll .... 
Sovarasi, Sculptor 
Subrahmal}ya, stone sculpture of ; ... 
.~I./.a 
snki! ii '0011 il 

Siir,\'flo. 
Iliiirapiita 
8\,;;11;;', consmt of Agni .... 
Swali, Haridrrs 

TaQih:'tppii.~i .... 
'l.'agaQUl 
tarmiga 
tarjan"i 

T 

Tailjii.vnr 
Tlwibhltl:altadhirll (title of Mahen-

deal 
Til'uYaiyir .... 
Tiru,iilangji,<Ju 
TOlJ'Jaimal}.:talam 
toran.asalabhaii}ikii 
Trailokyamahiidevi 
Trailokya Mahendra 
Trailokp,ml111a 
Trailokpm"Ua Somesvara 
Trh~aya.ua I'allava 
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T-com. 
tribhmigll 
triSula 
trivali 
Tungabhadrii. 

udllrabandha 

Udv.yiiditya Permmaua~i 
ul'ii1calcm.K! ala 
Umii. 
U ma.-Mahes\'ara 
U 1l1ii.·Sahita ... 
ul'dltvalca, 
Usavatlii.ta 
uttanga 
1'11 a,ilci ta 
ilttm'~ya 

Uttiga , 
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V 
VaikuJ;l~ha Perumii.l( temple) 
vaislmavastlzalta 
Vaishl}avi 
Vaka.!akas 
valayas 
Vali 
Valhalla. . 
Vanga, script of 
Varahi 
vastl'a 
va,~tra-yajiiJjpavita 

. Vatiipi 
Vengi 
vidyadhara .. .. 
vidyiidh-ari .. .. 
Vijayanagar 
Vijayawa~a .. .. 
Vijayaseua .. .. 
Vikramii.ditya. 
vimana 
v:~a 
Vinii.dhara Dakshil}ii.murti 
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v~rakal 24 
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Vrishabha .. .. 
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Yama 
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PLATE I. 

Umamaht'~Y!\l'a, inscl'illl'd N()!:unhi, nth ptmtnry A.D., Henlllmti. (ioYf'rnulC'nt :\lw<cllm, 
:\Ia.lr:l~, 
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PLATE II. 

Umamah~svara, NQlamba, 9th century A.D., Hemavatl. Government Museum, 
Madras. 



PLATE III. 

Natefoa, Nolamba, 9th centnry A.D., Hemavatl, Goyernment Musenm, Madras. 



PLATE IV. 

Rama and Sjta, NoJamba, 9th century A.D., Hemityati, Goyernment Museum, Madras. 



PLATE V. 

Surya, Noialllba, 9th century A.D., Hemavati, Government Museum, Madras. 



.,,'. 

PLATE VI. 

ViI;ladharB (front), NoJamba, 9th century A.D., Hemavati, Government Museum, 
Madras. 



.,. 

.PL \TE Vfr. 

ViI):idhara (ha~k), NO!ftlnba, 9th centlll'y A.D., Hemavati, Government, Museum, 
Madras. 



PLATE VIII. 

Kali (front), Nolamba, 9th century A.D., Hemiivati, Government Museum, Madras. 



J'LA'fE IX:. 

1\:fL11 (h:>ck), Nolamha, 9th century A.D., Hem,tYati, Goyc'rnment J\fnsenm, Madras. 



PLATE X. 

Gat;l.esa, NoJamba, 9th century A.D., Hem:lvati, Government Museum, Madra"!. 
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(a) Ceiling Rlrrh, Nojamhlt, 9th centUl'~' A.D., Hell1~lyat), Govcrnment Museum, Madras. 

(b) Lintel, Nojamha., nth eentnry A.D., Hel1liivatl, Goycrnment Museum, :;\IailraR. 



Ceiling slab (first panel showing Agni), Nolamba, 9th century A.D., Hemavati, 
. Govel'nment Museum, Madra.s. 



, 

;.-

PIJAT.F~ XIII. 

Ceiling slab (St~conJ panel showing Yama) , No!amba, 9th centmy A.D., Hemavatf. 
Goyernment ~Iuseum, "Madras. 



... " ... 

I'I.J.\'l'E Xl V. 

Ceiling slab (third pftllel showing Nirriti), No!amva, 9ih cenLm)' A.D., Hemu.YRti, 
Government :\lnseull1, Madras. 



.1'J,A'1'.E X\'. 

Pillar (sides a &- b), No!am11a, 9th century A,D" Hemiiyatl, Government. Museum, 
Mad l'I\S , 

.:( 
~.:,. 



PJ.JATE XVI. 

Pillttr (sideR n & "), NoJamba, 9th ('cntl1J'Y A.D., Hem!1vati, Government Museum, 
Madras. 



Pil1ar (Rides 1 & 2), No}amba, 9th C'entury A.D., Hemavati, Government Museum, 

Madl·lul. 



PLATE XVIII. 

I'ifTftr .(RidcFl 3 & 4), NoInmT)R, 9th centm'Y A.D., Hemavati, Government Museum, 
IvTarll'ftR. 



Inscl'ibed pillar of Mahendradhiraja (side showing inscription, K olamba, 9th century A,D., 
Hemavatl, Government Musmlm. M::Hll';ls. 



Ph<\''I'E XX. 

InscI'ihed pillar of l\Ta:hen<lnl,dhiriija (sicle showing dntl'apiila), NoJ.amIJll" 9tb century A.D., 
HemllYatf, Government Mnsenm, Madras. 



PJ.JA'J'E XXI. 

Inscribed pillar of Mahendradhiraja (side showing Mahendradhir[ljfl), Nolamba, 9th 
cen tlll'y A.D., Hemavati, Government Musenm, Madra~. 
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.PLATE XXII. 

Hel'O St.one, No!amba, 10th century A.D., Hemavati, Government Museum, Madras. 



. 
PLATE XXIII. 

(a) Hero Stone showing battle scene No!amba, 10th century A.D., Henjeru near 
Hemavatl, Government Museum, Madras. 

(b) Hero Stone (side showing fighting hOl:r,eman), Nojamba, 10th century A.D., Henjeru 
near Hema,yatl, Government Museum, Madras. 

I .. 



Enlarged battle scene (elephltnts and warriors), No!a,mba, 10th century A.D., Henjeru 
neal' Hemavati, GOvernment Museum, Madras. 



PLATE XXV. 

PilJal·s from 'l'iruYl'tiyar, Nolamba, 9th centmy A.D., from NolambavaCJi. 



PLATE XXVI. 

DakshiI}a.mftrti, NoJamba, 9th ('entury A.D., Hemav!l.ti. 



PIlATE XXVlI. 

Val'ahl, N()jamlia, 9th century A.D., SidrlheHvara temple, Hemavati.· 



PLATE XXVIII. 

SllbrahmaQYs, Nolamba, 9th century A.D., Doil4esvara temple, Hemavati. 



PLATE XXIX. 

VaishlJavi, Nolamba, 9th century A.D., DoQ.qesvara temple, Hema.va;ti1 



·PLATEXXX. 

Cha.mU1~4a, No!a,mba., 9th centu~y:A.D.," Do44eSvara temple, Hemii.vat~. 



PLA'fE XXXI. 

AliilganR. Chal)(h'\~ekhara. N01amha. 91h cent.my A.D .. Hrmilvati. 



Ph\.TE XXXII. 

Carvings on pel'r orated w i1Hlow in DDdq.es'Vara temple, No!am ba, 9th century A.D., 
Hemavati. 



PTJATE XXXIII. 

Perforated window from BrihniHsvara temple, 'raftjayur, No!amba, 9th century A.D., 
irom No)amr.flY:i(}i. 



Jlhl'T'E XXXIV . 

. Nanni, NoJam l:a, 9t.h ('en' ll'~' A.1)., Hema,'ati, 



PLATE XXXV. 

Brahma, NoJamha, 9th century A.D., Siddhesvara temple, Hemavati. 



PLATE XXXVI. 

Surya, NoJamba .. 12th century A.D., Hemavati .. 



PLATE XXXVII. 

(a) Dakshi1).amurti, Pnllaylt, 8th century A.D., Kaveripakkam, Government Museum, 
Mndras. 

(b) Da.kshi1).amill'ti, Chola, 10th century A.D., Taiijii.v\u Ad Gallery. 



PLATE XXXVIIl. 

({t) SUl'ya, Pallava, 8th century A.D., Government Museum, Madras. 

(b) Devi, Cho~a, 10th centlll'y A.D., Metropolita.n Muse~m of Art, New Yink. 



PLATE XXXIX. 

(.a) GMmunq.a., Pallava., 8th century A.D., Satyamailgalam, Government MUEeuUl, 
Madras. 

(b) Yarahi, Pallava, 8th century A.D., Satyamailgalam, Government Museum,. 'Madrafl. 



PLATE XL. 

XiIi, Chola., 11th century A.D., Government Museum, Ma.dras." 



PIJATB X]~J. 

(n) 8ailkha Ni(~hi, Pal1:ws, Rth f'entul'Y. A.D., Kiiveripiikkam, Government MUfleum, 
MadraR. 

(b) Padma Nidhi. Pallava. 8th century A.D., Kaveripakkam, Government Museum, 
:\f:vil'as. 



PLATE XLII. 

Hams"" Pallava, 8th century A.D., Kli.veripakkam, Government Museum, Madras. 



• • PLATE XT.JHL 

(a,) Halils:t (paintillg), Pallava, 7th century A.D., Sittannavltsal. 

(b) Makara gargoyle, Nolamha, 9th centlll'Y A.D., Hemavati, Govt'l'llmeJlt, Museulll, 
Madl;as. 

• 

• 



• 
• 

• 

PIJATE XI.lIV • 

Diseomfitnre of Rii.vana at the hands DIVali, Kailasanatha temple, PaJlava 7th century 
A.D., Kiidichipuram. 

• 



PLATE XIJV. 

Kalantaka, Chola, 11 th century A.D., Brihadl8vara temple, Taiijavur. 
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