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Introduction
Chola Bronzes and the Thief Who Stole My Heart

He wears a woman’s earring on one ear;

riding on his bull,

crowned with the pure white crescent moon,

his body smeared with ashes from the burning- ground,

He is the thief who stole my heart.

 SAMBANDAR, HYMN 1, VERSE 1¹
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1

A
n unnamed Master, equal in stature to Donatello of early Renaissance Florence, 
created the original wax model for this impressive four- piece bronze group (fi g. 
0.1a). His work captured my imagination, lured me into fi nding  out more about 

him, and as you will see in chapter 5, has not yet released me. Living  in Chola- ruled 
south India, this Master was att ached to a foundry where he oversaw the translation of 
his original wax model into the fi nished bronzes, of solid metal, that you see here. Th e 
centerpiece of the group represents the supreme god Shiva taking  the hand of his bride 
Uma in marriage. To the right is god Vishnu, the other major god of the Tamil- speaking  
region of south India, who in south India alone is regarded as Uma’s brother, while 
Vishnu’s consort, goddess Lakshmi, is portrayed here in the role of the bride’s friend and 
confi dante. Th e Master has captured a fl eeting  tender moment, giving  us a confi dent and 
eager bridegroom with a shy and hesitant bride. Th is poised bridegroom is none other 
than the paradoxical Hindu god Shiva, ascetic of ascetics, whose normal garb is tiger 
skin, serpents, and skulls, while the crescent moon adorns his hair arrang ed in dread-
locks. Myth speaks of him being  interrupted from intense yogic meditation, and opening  
his eyes only to fall in love with Uma.

In this bronze composition, four- armed Shiva stands relaxed as the handsome 
bridegroom, with a diadem holding  back his matt ed locks piled high on his head in an 
elegant arrang ement. He wears pendant earring s shaped like the mythical aquatic 
makara, a series of necklaces, a brahmanical sacred thread that diagonally crosses his 
chest, and a high waistband above his short, tight dhoti; large armlets, an elbow band, 
bracelets, anklets, and ring s on eight toes and fi ng ers further adorn him. With his front 
right hand, he reaches out confi dently and takes his bride’s right hand in marriage. 
Note the way in which the master artist has positioned a very young , timid Uma to 
stand hesitantly, a few steps behind the powerful bridegroom, with her shoulders 
curving  inward just a trifl e as if to shield her vulnerable body. Notice too how well the 
master artist has captured the hidden understanding  of a sensitive moment by the 
bride’s confi dante, who uses both hands to gently urge the innocent and exceeding ly 
bashful bride to move toward Shiva (fi g. 0.1b). How extraordinary that he should have 
bothered to capture this delicate moment, this sensitive communication that is all but 
invisible in full frontal view! None but us fortunate few who can see the image from 
this ang le a millennium aft er it was created may appreciate the empathy displayed by 
the sculptor in his perceptive portrayal. In the Western world, we speak of God having  
made man in his own image; in the Tamil- speaking  region of south India we may 
speak, without the slightest sugg estion of disrespect, of artists and poets making  the 
gods in their own image.

Th e bronzes are evocative, sensitive, and exceeding ly sensuous in their portrayal 
of a smooth idealized body that has none of the emphasis on muscularity  that we see in 
sculptures of the Greek and Roman classical period or in those of Renaissance Europe. 
Chola bronzes signal a direct and appealing  path to the divine through an appreciation 
of the beauty  of the body of god, and propose a rapturous eng agement with that beauty  
that is intended to capture your heart and soul. Th e poet- saints of south India, whom we 
will encounter frequently in the chapters that follow, presented that beauty  to their 
devotees in ecstatic verses that describe the glory of god’s body. Th ey address Shiva in 
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I N T R O D U C T I O N2

Figure 0.1. (a) Marriage of Shiva and Uma (Kalyanasundarar), Tiruvenkadu temple, Nagapattinam district ca. 1012, 
Art Gallery, Thanjavur. (b) Rear view of Marriage of Shiva and Uma (Kalyanasundarar) (fig. 0.1a), detail.

Dehejia book.indb   2 12/16/20   11:48 AM

© Copyright Princeton University Press. No part of this book may be 
distributed, posted, or reproduced in any form by digital or mechanical 
means without prior written permission of the publisher. 

For general queries contact webmaster@press.princeton.edu.



I N T R O D U C T I O N 3

their hymns as “god with the golden form” and “you who take for your color the sunset’s 
brilliant hue.” He is

“My pearl, my precious gem,

glitt ering  branch of coral, bright fl ame.”²

Saint Appar applauds the radiance of Shiva:

“Youth who shines as a ruby,

as a cluster of emeralds!

Being  who enters my heart,

stirring  memory!”³

Equally mesmerizing  are phrases describing  Shiva’s consort Uma. “She moves in 
beauty  like the swan,” “her fl awless gait mocks the peacock’s grace,” she has “feet soft  
as cott on down,” a “waist small like gathered lightning ,” breasts “fresh as new- born 
lotus buds.”4

Dehejia book.indb   3 12/16/20   11:48 AM

© Copyright Princeton University Press. No part of this book may be 
distributed, posted, or reproduced in any form by digital or mechanical 
means without prior written permission of the publisher. 

For general queries contact webmaster@press.princeton.edu.



I N T R O D U C T I O N4

Artists creating bronzes during the Chola period translated this poetic ecstasy into 
the exquisite images that we will examine throughout this book. In the context of Indian 
devotional worship, the sacred and the sensuous are to be viewed as a continuum, and 
not as two concepts that are divorced from one another. Sheer physical perfection of 
form was viewed as a reflection of spiritual beauty and inseparable from transcendence 
and divine supremacy. A well- formed and attractive body was both a sign and a result of 
moral perfection.5 In the context of the religions born in India, whether Hindu, Bud-
dhist, or Jain, spiritual beauty and bodily splendor went hand in hand.

In this book, we will indeed acknowledge and delight in the sheer physical beauty 
of Chola bronzes, created to evoke the verbal picture conjured up by child saint Sam-
bandar, who called Shiva “the thief who stole my heart” in the first verse of his first 
hymn that opens the entire Tamil “canon.” We will move, however, beyond the sensu-
ous to ask questions of this material that have not been asked before. I propose to treat 
the bronzes not merely as exquisite masterpieces created by talented wax modelers 
and accomplished metal casters but also as material objects that interacted in mean-
ingful ways with human activities, and with socioeconomic and religious practices. 
Chola bronzes are sacred images commissioned by temples for festival worship; curi-
ously, few scholars have shown any interest in ascertaining the number of bronzes that 
were created for such rituals during the Chola period, or to establish the number of 
temples built to house these images. T. V. Mahalingam’s set of volumes of inscriptions, 
arranged district- wise within Chola territory, and then town- wise within each taluka 
subdivision of a district, provides us with the raw material to enable such a count.6 For 
instance, a total of 311 temples were built in the three districts of Tiruchirappalli 
(henceforth, Trichy), Thanjavur, and Nagapattinam that form the heart of Chola terri-
tory along the lower reaches of the Kaveri river.7 On average, each temple would have 
housed twelve or so bronzes to fulfill its ritual cycle, resulting in a total of around 3,700 
sacred bronzes in just the three districts that will be our focus. What were the circum-
stances that permitted the creation of so many temples and such large numbers of 
exquisite bronzes in spite of the constant warfare that the Chola monarchs undertook 
to retain and expand their empire? Inscriptions indicate the prime position held in 
Chola times by rice paddy; rice was the measure by which wages were paid to temple 
employees, and rice was the measure by which goods were bought in the town markets. 
What made possible the rich agricultural wealth that enabled donors to commission 
large numbers of bronze images and to further adorn them with lavish jewelry? What 
was the source of the precious and semiprecious materials used to create the lavish 
gold jewelry, embedded with pearls and coral, rubies and diamonds, that was gifted to 
adorn every temple’s sacred bronzes? Could the quest for pearls have instigated Chola 
wars with their southern neighbors, the Pandya kings of Madurai, and with the rulers 
of island Sri Lanka? In the context of Chola financing of temples and their bronzes, it 
is also important to note that south India, and Sri Lanka, are located halfway along the 
lucrative ocean trade route from Aden to China. The ports along the Chola coastline, 
and those in Sri Lanka, collected valuable taxes, levies, and customs duties from the 
merchant ships that docked at their ports, thereby enhancing the wealth of their trea-
sury.8 To what extent was female patronage a force to be reckoned with, not just of the 
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I N T R O D U C T I O N 5

wealthy elite and of early Chola queens, but also of the anukki or “intimate” of more 
than one Chola king?

Another major issue relates to the source of copper used to create Chola bronzes 
that laboratory testing affirms to be anywhere from 90 to 98 percent copper.9 A fact that 
we have all ignored thus far is that there is no copper at all that may be profitably mined 
in the granitic region of Chola territory, the state known today as Tamil Nadu. My quick 
calculations reveal that temples in just the heart of Chola territory, in the same three 
districts of Trichy, Thanjavur, and Nagapattinam mentioned earlier, would, on the basis 
of twelve sacred bronzes per temple, require 153 tons of copper for their sacred images.10 
Where did the bronze casters and their patrons suddenly procure the large quantities of 
copper required to create their sacred images? Why do so many Chola bronzes display 
the green patina that forms when copper is subjected to high humidity, while others 
have a darkened hue?

Food offerings made to the sacred bronzes are an unexplored aspect that has been 
bypassed thus far but opens up an entire area within the field of sensory studies.¹¹ Tem-
ple inscriptions frequently list the exact quantities of the various ingredients required 
for daily food offerings, and specify the additional delicacies needed for important festi-
vals, giving us a fascinating picture of the nature of contemporary taste. The fact that 
food offerings are referred to by the term tiru amudu, or “sacred nectar,” is relevant, and 
equally important is the fact that these same inscriptions often specify that once the food 
has been ritually offered to the bronzes, it should be distributed to temple employees and 
devotees. Accompanying such ritual worship of the bronzes were the sacred hymns 
chanted by specialized hymn- singers to the accompaniment of an array of musical 
instruments that included the reverberation of the blown conch shell and the pounding 
beat of drums, all of which worked together to create a pulsating surround- sound vibra-
tion that aroused an emotional response from temple devotees.¹² We will touch on some 
of these areas of inquiry as we embark on a journey of discovery through four centuries 
of Chola art and culture. While I will not be able to do justice to all the issues I am raising 
about the sacred bronzes created during Chola rule, my intent is to open up the field and 
encourage further productive exploration.

No complete inventory of Chola inscriptions exists, although a digitization project, 
limited to records relating to Buddhism, was initiated some years back.¹³ A prime 
resource for Chola epigraphs remains T. V. Mahalingam’s eight volumes of inscriptions 
that contain a tantalizingly brief English summary of each record.14 Using his volumes 
as a basis, and looking only at areas and periods controlled by the Cholas, we find no 
fewer than 1,083 temple sites; in actuality, the number of temples is greater, since the 
entries under some towns list records in both a Shiva and a Vishnu temple. Adding up 
the inscriptions listed in these volumes, we come up with somewhere between eleven 
thousand and twelve thousand inscriptions, written largely in the Tamil script and lan-
guage. Like a richly textured yet clinging mantle, these inscribed records cover the stone 
walls of the several hundred temples that dot the deltaic plains of the Kaveri river, run-
ning seamlessly across the light projections and recesses of temple walls. Only the 
inscriptions on Rajaraja Chola’s Great Temple at Thanjavur have been published fully in 
English translation, while the greater number of the remaining records are available 
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I N T R O D U C T I O N6

only in the form of a brief English synopsis, mostly in T. V. Mahalingam’s volumes. 
Thanks to the impetus provided by the invitation to deliver the Mellon lectures, I have 
been able to delve into carefully selected examples of such material, located in the offices 
of the Epigraphical Survey of India in Mysuru either as rubbings from the temple walls 
or as hand- written copies of such rubbings. A careful scrutiny of these Tamil inscrip-
tions enabled me to unearth valuable information that animates and informs my present 
study. What I have uncovered is just the proverbial tip of the iceberg. With the majority 
of inscriptions on Chola temples untranslated, and over half unpublished, this trove of 
documents presents a largely neglected corpus for future research. The most frustrating 
issue for an art historian writing after three decades in the field is that this inscriptional 
material is in full view and plain sight for anyone walking around a Chola temple. The 
nature of such documentation is quite amazing. For instance, at the Neyttanam temple 
along the Kaveri river, some 7 miles north of the Chola capital of Thanjavur, an inscrip-
tion cut into the south wall of the main mandapa tells us exactly where to look to find 
detailed instructions regarding the performance of a particular festival.15 It specifies that 
these stipulations are inscribed along certain precise sections of base molding, and along 
specific areas beneath the temple eaves; the inscription serves almost as a footnote sys-
tem, or perhaps one might better describe it as a card catalogue and a library all in one. 
While this rich archive of inscriptions plays an important role in this book, there is much 
to be done before we reach the point where the inscriptions truly illuminate our under-
standing of Chola art.

Thus, my prime source material for this study are the Chola bronze images them-
selves, which I have examined in person over the years, using photographs for later 
comparative study to reinforce conclusions regarding their creation. Today, after having 
been eclipsed for some years, the self- evident centrality of the art object is back in play, 
and connoisseurship is acknowledged as an essential tool that no art historian can afford 
to ignore.16 Art historians must and do pay attention to fine visual distinctions, to 
rhythm, to the recurrence of stylistic details, to regularity or lack of regularity of motifs, 
to a distinctive way of depicting, say, drapery folds, or a lion- head clasp on a jeweled belt. 
The defining words on connoisseurship are still those of nineteenth- century scholar 
Giovanni Morelli: “As most men who speak or write have verbal habits and use their 
favorite words and phrases involuntarily and sometimes even inappropriately, so almost 
any painter [substitute sculptor] has his own peculiarities which escape from him with-
out him being aware of them.”17 The intuitive judgment that is part of connoisseurship 
is not some nonrational process; as Sydney Freedberg wrote while explaining critic Ber-
nard Berenson’s procedure, such intuition is merely the process by which a connoisseur 
enters data into her mental bank of remembered comparables, analyzes it, and arrives 
at a solution.18 More recently, David Freedberg, with his interest in the relationship 
between art and neurosciences, speaks of “thin- slicing” as the new term for that “critical 
part of rapid cognition . . . whereby you instantly select out a particularly indicative 
detail as characteristic.”19 The interdisciplinary nature of connoisseurship is today a rec-
ognized reality, as is the fact that a vital layer of solid archival material underlies good 
connoisseurship. The quintessential part of the process remains close looking over an 
extended period of time. It is only close looking, such as my collaborator and I engaged 
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I N T R O D U C T I O N 7

in during our years of fieldwork on The Unfinished: Indian Stone Carvers at Work, that 
enabled us, for instance, to recognize the hand of a specific “Animal Master” at the Pal-
lava site of Mamallapuram.20

Before we turn our focus to Chola bronzes, let us take a quick look at what was 
happening in the rest of the world when these sacred bronzes were created in south 
India. In 850, as the Cholas came into power, the Abbasids of Baghdad controlled Central 
Asia, North Africa, and Spain, while the Tang dynasty ruled China; Europe, by contrast, 
was at a low point in its cultural history. By 985, when Chola ruler Rajaraja ascended the 
throne, the Fatimids of Egypt had replaced the Abbasids, and the Sung dynasty was in 
power in China. When Rajaraja completed his great temple, 210 feet high, at the capital 
of Thanjavur in the year 1010, the Romanesque churches of Europe were not yet built; 
work on the Cathedral at Pisa, for instance, would start in another fifty years, and con-
tinue for almost three centuries. As Chola power came to an end in the thirteenth cen-
tury, the Gothic cathedral in Europe was reaching perfection with the completion of 
Notre Dame in Paris. The period of 425 years that intervened between the start of the 
Chola dynasty in 855 and its demise in the year 1280 was truly a momentous one for 
global art and architecture. So onward to south India and the Kaveri river.
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Mavulavan Malayan, 249; Munrukai velaikkaran, 190; 
Muvendavelan, 206; Nripatunga, 42; Pudi Kuttan, 39; 
Sambanda-perumal, 258; Sarpan, 131; Sendan Kari, 221; 
Srika (Tirukattrali Pichchan), 49; Sundara Cholan, 133; 
Talikumaran, 173–74; Tiruvaiyaru Yogiyar, 49; 
Tiruvidhi Tiruvalampura Nambi, 208; Uttaman 
Nambi, 251; Vanavan Pallavariyan, 139; Villavan 
Peraraiyar, 72, 75

Durga-Uma, 221–26, 225, 227

epigraphs. See inscriptions
Eran Chadaiyan (carpenter/engraver), 194

Faxian (Chinese Buddhist pilgrim), 168
festivals and processions: Buddhist, 243; decline of, in present 

day, 269; descriptions of, 14, 16–21, 22–23, 212–14; earliest 
bronze images for, 33–34, 38; economic significance of, 
18–19, 149; emergence of, 14; inscriptions about, 16–18, 67, 
111; persistence of, into the present day, 20–21, 269; 
priests’ role in, 212–14; Sacred Seven temples as subject of, 
39; as subject of hymns, 22–23, 291n19; vehicles for 

carrying divine images in, 213, 213. See also dance-drama 
performances, music, and performers

Five Hundred of the Thousand Directions (guild). See disai 
ayirattu ainurruvar

flowers (fresh and artifical gold), as gifts for temples, 111–13
food offerings: contributors to preparation of, 18; distribution 

of, 5, 18, 77, 149, 269; types of, 5, 77, 149–50; typical Indian 
fare reflected in, 149–50

fortress of love (kamakottam), 227
Freedberg, David, 6
Freedberg, Sydney, 6, 301n59

Gajasura, 198
gana attendants, 182, 198, 199 (detail), 206, 209
Gandhi, Marxia, ix, 12, 86
Ganesha, 20, 102, 118, 187–88, 189, 213, 261
Ganga dynasty, 79
Ganges (river goddess), 121, 121, 122, 123, 123, 177
Garuda, 253
gifts/donations: for adornment of bronzes, 30, 89, 131, 138; of 

food, 149; inscriptions recording, 9, 17–19, 26–27, 37, 
41–42, 45–46, 49–51, 67, 69, 70, 72, 75–87, 111–13, 127, 
148–58, 169–70, 249, 251, 256; lamps as, 49–50; of land, 
17–19, 37, 69, 72, 84–86, 111, 127, 249; to temples, 9, 37, 
41–46, 49–51, 61, 67, 72, 75–84, 111–13, 127, 148–58, 162–63, 
169–70, 249, 251, 256. See also donors, female; donors, 
male; lamps, gifts of

Glover, Ian, 26
gold, 127, 153–58
Grand Anicut dam, 93
Great Temple, Thanjavur, 5, 7, 12, 64, 65, 70, 127, 133, 147–50, 

148, 154, 160–62, 161, 195, 261, 273–75
Gros, François, 215
guhais (monasteries), 214–16
Gulf of Mannar, 167–68, 168, 170, 267
Gunamenagaipuram (suburb of Chidambaram), 162–63, 268

Halayudha, 49
Hall, Kenneth, viii, 96
high officials: Adittan Suryan, 156; Aniruddha Brahmadhi-

rayan, 85; Ariyan Pichchan, 253; Brahmamangalam, 85; 
Jayamuri-nadalvan, 190; Kadamban Kolakkavan, 131; 
Kadan Kanavadi, 158; Karikala Kanna Brahmadhirayan, 
139; Koyil Mayilai (also known as Parantakan Muven-
davelan or Madhurantaka Muvendavelan), 19, 77, 82; 
Minavan Muvendavelan, 83; Mummudi Chola Kadupatti, 
226; Muvendavelan, 206; Nalayirattu Munurruvan, 126; 
Naralokaviran, 16, 215; Parantaka Siriyavelan, 49, 170; 
Rajendrachola Muvendavelan, 157; Sirandan Munaiada-
raiyan, 251; Uttamachola Brahmamarayan, 148; Vagaiyili 
Muvendavelan, 40; Velan Gandaradittan, 229; Venbanattu 
Velan, 42; Vikki Annan, 37, 43; Vikriasinga Muven-
davelan, 154; Villavan Muvendavelan, 227. See also 
srikaryam officers

history, Indian sense of, 69–70, 84
hook-and-eye closures, 154, 155
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hymns: Buddhism and Jainism mentioned in, 243; of the 
Muvar, 22–23, 42, 125–26, 214–15, 291n19; in ritual 
worship, 5, 148, 158, 219; sacred images described in, 111; 
Shiva as subject of, 1, 3–4, 22–23, 41–42, 49–50, 99, 118–19, 
125–27, 129, 134–35, 171–72, 198, 208, 214–16, 227, 270–71; 
Vishnu as subject of, 230

Icon Centers, 261, 269
indentured service, 252–53; Araiyan Perungadi, 252; Kalaiyan 

Kumaran, 253; Namba Nambi Kadukkal Nangai, 253; 
Soman Tattan, 252

inductively coupled plasma (ICP) testing, 27, 282–85
inscriptions: absence of claims of patronage/authorship 

regarding temple construction, 48–49; archival function 
of, 67, 69–70, 76, 77–78, 84, 87, 150; bearing witness to 
thirteenth-century calamities, 249–53; bronzes as subject 
of, 12; as Chola characteristic, 9; extent of, 5, 9; festivals 
and processions as subject of, 16–18, 67, 111; gifts/
donations recorded by, 9, 17–19, 26–27, 37, 41–46, 49–51, 
67, 69, 70, 72, 75–87, 111–13, 127, 148–58, 169–70, 249, 251, 
256; on government administration, 251–52; on Great 
Temple, 147–49, 148; irrigation-related, 95–96; jewelry as 
subject of, 150–58, 169–70; lamps as subject of, 50; palm 
leaves as surface for, 67, 72, 78, 83–84, 86, 157; placement 
of, 71–72, 75–78; of Sacred Seven temples, 38–49; 
scholarship on, 5–6; temple festivities as subject of, 17–18; 
on temples, 42, 67–84; temple servitude outlined in, 
252–53; typical content of, 9, 70. See also copper-plate 
inscriptions; temples, cited primarily for their inscriptions

irrigation, 89, 92–96, 94, 268
Ishana Shiva Pandita (guru of Rajendra), 259

Jainism, 243
Jewish traders: Abraham Ben Yiju, 25, 196–97; Joseph Ben 

Abraham, 25, 196–97
jewelry and ornament: on Chola bronzes, 28–30, 52, 89, 127, 

131, 138, 150–58; gold, 127, 153–58; jewelry, 89, 127, 169–70; 
pearls, 151, 167–70, 267

Kaimal, Padma, viii, 37, 293n5
Kali (goddess), 42, 44, 58, 83, 139, 221, 226–27, 226
kamakottam (fortress of love), 227
Kamboja (Cambodia), 196
Kanappan (saint), 142, 143, 143 (detail), 219, 264, 264
Karashima, Noboru, viii
Karikala Cholas (second-century ancestor of Chola kings), 93
Kasyapa (sage), 84
Kaveri river, 4, 5, 9, 23, 30, 34, 39, 39, 93–95, 94
Khusrau, Amir, 262–63
Khusrau Khan (Delhi Sultanate commander), 263
Kidaram, 195–96
King Parakrama’s Ocean (lake), 172
kings and princes, Chola: Adirajendra, 173; Aditya, 8, 37, 38, 

42–46, 64, 81; Aditya Karikala, 76, 77, 80, 169; Arikulake-
sari, 43–44, 46; Arinjaya (Arinjikai), 43–44, 46; Gandarad-
itya, ix, 43, 76, 97, 99, 111, 115, 118, 125–27; Jatavarman 

Sundara Pandya, 202, 256–57; Kannaradeva, 43, 46, 49; Ko 
Maran Sadaiyan (Jatavarman Pandya), 98; Ko Rajakesari, 
44; Kulottunga, 16, 47, 80, 170, 195–96, 214; Kulottunga II, 
17, 83, 149, 203, 261; Kulottunga III, 18, 71, 81, 83, 169, 202, 
206, 249, 262; Maravarman Sundara Pandya I, 256; 
Parakrama Bahu, 172; Parantaka, 12, 37–38, 42–46, 48, 
51–52, 61, 64, 67, 71–72, 76–79, 81, 94, 97, 115, 126, 169; 
Rajadhiraja, 24, 86, 139, 259; Rajadhiraja II, 169; Rajaditya, 
38, 51, 78–82, 97, 115, 235, 277; Rajaraja, 5, 7, 12, 45, 46, 59, 
64, 70, 76–77, 80–82, 92, 97, 119, 123, 127, 147–48, 150, 
153–54, 157, 158, 160–62, 169–70, 172–73, 194, 196, 203, 
206, 227, 249, 261, 268; Rajaraja II, 18, 157, 197–206, 227, 
258; Rajaraja III, 81, 112, 208, 249, 251; Rajendra, 24, 37, 41, 
71, 77, 80, 82, 84, 85, 91, 131, 148, 162–63, 169–70, 174, 180, 
194–95, 203, 259, 268; Rajendra II, 86, 162–63, 268; 
Sundara, 8, 37, 43, 85, 97; Uttama, 76–77, 91, 97, 99, 111, 
112, 115, 117, 193, 260; Uttamasili, 43–44, 46, 294n29; 
Vijayalaya, 8, 9, 37, 93, 221; Vikrama, 16, 80–83, 209; 
Virarajendra, 86

kings and princes, other: Chekachai Khan, 258; Gajabahu 
(Gamini Abhaya), 165; Ganapati, 196; Krishnadeva III, 
79–80, 277; Kundavarman, 113, 114; Maranjadaiyan 
(Varaguna Pandya), 42; Maravarman Vikrama Pandya, 84; 
Nandivarma, 42; Sthanu Ravi, 37, 43; Varaguna Pandya 
(Maranjadaiyan), 42; Vijayabahu, 190, 193; Vikrama 
Pandya, 81; Vikrama Pandya III, 80

Kolar gold mine, 154
Kollidam stream, 18, 93, 94
Konulampallam, buried bronzes in, 260–61
Krishna: as avatar of Vishnu, 230, 234; dancing, 217, 234, 235; 

as King of Dwarka, 235, 239, 239 (rear view), 242, 253–54, 
254, 255 (rear details); vanquishing Kaliya, 234–35, 236, 
237 (rear view), 238, 238 (rear detail)

Kumaraganam (guild), 190

Lakshmana, 232
Lakshmi, 1, 2, 133
Lalitavistara, 243
lamps, gifts of, 9, 12, 16, 18, 42, 43, 45, 49–50, 70, 75, 76, 78, 80, 

81, 82, 83, 88, 148, 162, 170, 197, 202, 203, 206, 212, 227, 
235, 249, 259, 273

linga (symbol of Shiva), 14, 15, 22, 227
literacy, 76
Lokeshvara, 113–14, 113, 243
lost-wax process, 26, 30, 31, 32–33, 267

Madurai (town), 4, 10, 20, 27, 38, 44, 47, 79, 81, 168, 169, 263, 
267, 287

Mahabharata, 209, 223
Mahalingam, T. V., 4, 5–6, 48, 70
Mahendravarman, Mattavilasa (Drunken Sport), 242
Maitreya, 243, 245, 245
Malik Kafur (Delhi Sultanate general), 262–63
Manigramam (guild), 28, 43, 193
Manikkavachakar (saint), 186, 202, 260; Tiruvempavai, 202
Manimekhalai, 242
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Manu (mythical king), 84
marital alliances, 44, 115
Markandeya (devotee), 202
Master of the off-kilter substyle, 54, 57, 58, 109, 259
mathas (monasteries), 214–16
Mattusch, Carol, 32
Morelli, Giovanni, 6
Mother of Karaikkal (Karaikkal Ammaiyar) (saint), 180, 181, 

182, 182, 259, 260
Mukund, Kanakalatha, viii
mula vigraha (root-image), 14
Mushalagan, 59, 150
music. See dance-drama performances, music, and performers
Muvar (Revered Three), 22, 23, 42, 125–26, 134, 184, 202, 

216–17. See also Appar; Sambandar; Sundarar

Nagapattinam (district), 4, 5, 9, 48–49, 52, 243, 269; Buddhist 
monastery, 194, 195–96

Nagaswamy, R., viii, 208, 259
Nalvar (Sacred Four), 202
Naminandi (saint), 203, 204
Nammalvar (saint), 229, 230
Nandi, 213
Narasinga Munaiyaraiyar (saint), 203–4
Narayanan, Vasudha, ix
nayanmar (saints of Shiva), 21–23, 21, 41, 171, 184, 198, 202, 

203, 216–19, 243. See also Muvar
novice devotee, 142, 144

officials. See high officials
ornament. See jewelry and ornament
Orr, Leslie, viii, 87, 291n19

Pallava dynasty, 7, 9, 23, 34, 37, 42, 205, 258, 267
palm leaves, inscriptions on, 67, 72, 78, 83–84, 86
Panchu, Sriram, x
Pandya dynasty, 4, 38, 51, 78, 147, 154, 169, 256–57, 307n17
Paravai (wife of Sundarar), 142, 144, 145, 145 (detail), 149, 210, 

217, 260
Patanjali (sage), 260
patrons. See donors, female; donors, male
Pattinappalai, 95
pearls, 151, 167–70, 267
performers. See dance-drama performances, music, and 

performers
The Periplus of the Erythrean Sea, 25, 166–68
Periyalvar (saint), 234
Periya Puranam. See Sekkilar, Periya Puranam
Peterson, Indira, ix, 95, 126
Piggott, Vince, 26
Pliny, 165, 167
Polo, Marco, 168
Polonnaruwa, Sri Lanka, 172–75, 184, 186–87, 190–91; Hindu 

bronzes from, 175–89, 191; Shiva devale 1, 172; Shiva 
devale 2, 172–73, 173; Shiva devale 5, 174–75, 174, 179–80, 
184, 186, 188

portraiture, 91–92
pradakshina (circumambulation), 75–76
priests, 161, 212–16, 212
processions. See festivals and processions

queens: Ahalaya (Sri Lankan), 165; Arinjikai, 115; Arulmoli 
Nanagaiyar, 115; Aruran Ambalattadigal (Aruran Ponnam-
balattadigal), 91, 115, 221; Battan Danatongiyar, 115; bronze 
statue, 210, 211; Cheyabhuvana Chinatamaniyar, 115; 
Cholamahadevi (Cholamahadeviyar), 44, 115, 133, 142; 
Chola Sikhamaniyar, 44, 115; Dantisakti (Dantishakti 
Vilangi), 49, 112; Gopan Sakkapu, 115; Kadupattigal 
Tamaramettiyar, 44; Kokkilanadigal (Kokkilan, Kilanadi-
gal), 51, 78–79, 81, 82, 115, 170, 235, 268; Kundavai (Kun-
davaiyar), 91, 112, 153, 155, 158; Lokamahadevi, 150; 
Mahadeviadigal, 79; Malapadi Tennavan Mahadeviyar, 115; 
Minavan Madeviyar, 115; Nakkan Tillai Alagiyar, 116; 
Orattanan Solabbaiyar (Tribhuvanamahadevi), 115; 
Panchavan Madeviyar, 116; Panchavan Mahadevi, 83, 
150–51, 153; of Parantaka, 115; Sembiyan Mahadevi, 46, 49, 
83, 89, 90, 91–93, 97–99, 111, 115, 117–18, 124–27, 147, 162, 
223, 251, 259–60, 268; Siddhavadavan Chuttiyar, 115; 
Sonna Mahadeviyar, 91; Sorabbiyar Tribhuvanamadevi, 
112; Tennavan Mahadeviyar, 44, 115; Trailokyamahadevi, 
115; Tribhuvanamahadevi, 115; Tribhuvana mulududaiyal, 
83; Urattayan Sorabbai, 91, 115; of Uttama Chola, 115–16; 
Vallavan Mahadeviyar, 115; Vanavan Mahadevi (Madevi), 
82, 112, 115, 172; Vayiriakkan Tribhuvanamahadevi, 44; 
Viranaraniyar, 76–77, 115

Rajarajesvara Natakam (“Rajaraja Play”), 162
Rajendran, Dr., x
Ram, N., x
Rama (avatar of Vishnu), 223, 230, 232, 232, 233
Ramachandran, T. N., 243
Ramanujan, A. K., ix
Ramayana, 48, 91–92, 223
Rasa-Ratna-Samuchchaya, 25
Rashtrakuta dynasty, 38, 51, 79–80, 82, 154, 277
Ratnasabhapati Bronze Workshop, xi
Revered Three. See Muvar
rice farming, 4, 93–95
Rodin, Auguste, 32
Rukmini (consort of Krishna), 235, 253, 255 (rear view), 257

Sacred Seven temples, 38–49; Aiyaru (Pancha-nadishvara) 
(Tiruvaiyaru), 39, 40, 42, 45, 112; Chottruturai, 40, 40, 42, 
44–45, 50; Kandiyur, 40, 44; map of, 39; Neyttanam, 6, 36, 
37, 41, 42–45, 50, 66–67, 68, 69; Palanam, 39, 40, 42, 44, 
154, 157; photographs of, 40–41; Poonturutti, 40, 44–45, 51, 
63–64, 161; Vedikudi, 41, 42, 45–48, 47, 50

Sagar, Jyoti, x
saints. See Muvar; nayanmar
Sambandar (saint), ix, xii, 4, 12, 22–23, 34, 99, 121, 123, 129, 

135, 149, 156, 171–72, 184, 186, 214–17, 217, 218, 242, 243, 
259, 261, 270–71, 291n19, 293n15
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Saraswati, Mrs., x
Sastri, Nilakantha, viii
Satakopa. See Nammalvar
Satyabhama (consort of Krishna), 253, 255 (rear view)
Sekkilar, Periya Puranam, 126, 172, 203, 214
Sembiyan Mahadevi (queen), 46, 49, 83, 89, 90, 91–93, 97–99, 

111, 115, 117–18, 124–27, 147, 162, 223, 251, 259–60, 268
Sembiyan Mahadevi (town), 89, 91, 112, 251
Sen, Tansen, viii, 194
Seneviratne, Sudarshan, x, 26
Seruwila copper belt, x, 26, 27, 171, 267
Shaya, Josephine, 156
shipbuilding, 167
Shiva: beauty of, 1, 3–4, 22, 34; Chandesha’s relationship to, 

158–60; Chola worship of, 9, 230, 270–71; eight heroic 
forms of, 198; sacred symbolic images of, 14, 15; in Sanskrit 
texts, 22; as subject of hymns, 1, 3–4, 22–23, 41–42, 
49–50, 99, 118–19, 125–27, 129, 134–35, 171–72, 198, 208, 
214–16, 227, 270–71, 291n19; Tamil concept of, 22, 34, 38, 
124; temples dedicated to, 38; Uma as consort of, 1, 20, 
28–30, 216, 221, 227, 229; as Victor of Three Forts, 51. See 
also Shiva, images of

Shiva, images of: aureoles surrounding, 119, 120; Begging Lord, 
12, 14, 133–35, 136, 137 (details), 137 (rear view), 138–39, 160, 
161, 202, 206–9, 207, 249, 250, 258; Bhairava, 139, 141, 142; 
with bull, 12, 99–100, 100, 101, 129, 130, 130 (details), 131, 214, 
258–59; Chandrashekhara (the Lord crowned with the 
Crescent Moon), 19, 39, 260; Dancing Shiva, 12, 16, 17, 23, 89, 
99, 112, 116–27, 116, 117 (rear view), 119–25, 122 (detail), 124 
(details), 175, 176 (detail), 176–78, 177–80, 179 (rear view), 181, 
209, 209, 213, 260, 261; in early Chola dynasty, 38; eight 
heroic forms, 198–206, 203, 227; flames emerging from 
hands of, 123–24, 124; Half Woman (Ardhanari), 63–64, 65, 
76, 100, 101, 139, 140, 140 (detail), 140 (rear detail), 156, 160, 
161, 258, 264, 264; Hunter, 209–10, 210; Kalyanasundarar 
(as bridegroom), 2, 2, 3, 3, 29, 30, 33, 35, 133, 134; portable, 16, 
38, 118; seated, 52, 53; series of, owned by temples, 20, 216; 
similarity of, 38; “with swaying gait,” 206–9, 207; trident 
weapon personified as Astra Devar, 19, 19; with Uma and 
Skanda (Somaskanda), 32, 32, 106, 108, 186-187, 188; Uma as 
consort, xii (detail), 1, 2, 3 (rear detail), 16, 20, 28, 29, 33, 35, 
52, 102, 104, 105, 105 (rear detail), 131, 132, 133, 134 (detail), 
151, 153, 161, 199, 200, 200 (detail), 210, 210, 213, 254, 256, 
256, 258–59; Victor of Three Forts (Tripura Vijaya), 12, 35, 38, 
50–64, 55–57, 60, 102, 103, 106, 109, 109 (detail), 110 (rear 
detail), 110 (rear view), 150–51, 152, 198, 239, 240, 241 (rear 
view), 259, 261; Victor over Elephant Demon, 198, 199, 199 
(detail), 200, 201, 201 (detail), 202; Victor over Yama, 202; 
Wondrous Dancer, 16, 116, 116, 117, 119, 124–25. See also linga

Shulman, David, ix
Silappadikaram (The Tale of the Anklet), 165–66
silk route, 147, 193, 195, 258
Sirala (son of Siruttondar), 204–6, 205
Siruttondar (saint), 204–6, 205, 253
Sita (wife of Rama), 232, 232
Sivanandh, Aarthi, x

Sivaramamurti, C., viii
Skanda, 20, 20, 106, 108, 186–87, 198, 212, 217, 256, 260
Somadevasuri, Yasastilaka, 277, 279
Spencer, George, viii
sribali puja, 19–20, 19, 50, 80
srikaryam officers: Ayyan Kamakkodanar, 45; Battan Kannan, 

111; duties of, 45, 46, 111, 157, 171, 260; Minavan Villattur 
Nattukon, 45, 50; Pallavaraiyar of Inganadu, 82; titles of, 
96–97. See also high officials

Sri Lanka: Buddhism in, 171, 175, 190–91; Chola dynasty and, 
12, 26, 147, 167–73, 191, 267, 307n17; coins from, 81–82, 
170–71; as copper source, 26–28, 27, 171, 267; Hindu 
bronzes from, 175–89, 191; Hindu temples in, 172–75, 173, 
174; pearl fisheries of, 167–70; Tamil patronage of 
Buddhist shrines in, 190; trade’s significance for, 4, 165, 
167, 191, 193, 267

Srinivas, K., 25
Srinivasan, P. R., viii
Sri Rajaraja Vijayam (“Victory of Sri Rajaraja”), 161–62
Srivijaya dynasty, 9, 167, 193–95, 197
stone sculptures: bronze sculptures compared to, 61, 64; Great 

Temple, Thanjavur, 64, 160–61, 161; Nageshvara temple, 
61, 62, 71, 73, 74

Strahan, Donna, x, 27, 282
Subbarayulu, Y., viii
Subrahmanya, 144, 146
Suksmagama, 112, 229
Sumatra, 9, 167
Sundarar (saint), 12, 80, 134–35, 142, 144, 145, 149, 155 (detail), 

156, 169, 172, 173, 186, 187, 202–4, 206, 214, 217, 219, 219
Swaminathan, M. S., x

Tagore, Rabindranath, 35
Tamil language, character of, 34–35
Tamil Liberation Army, 52
temple priests, 212–16, 212; Suvarnan Narayana Bhattadittan, 

161
temples: description of, 9; in early Chola dynasty, 37–49, 

293n5; early south Indian, 22; festivities associated with, 
17–21, 212–14; financing of, 4; flowers as gifts for, 111–13; 
gifts/donations to, 9, 37, 41–46, 49–51, 61, 67, 72, 75–84, 
111–13, 127, 148–58, 162–63, 169–70, 249, 251, 256; groups 
of bronzes owned by, 20, 216, 273–76; images in, 4, 12, 15; 
inscriptions on, 67–84; jewelry as gifts for, 150–58; lamps 
as gifts for, 49–50; management of, 70, 111–12, 148–49, 
156–57; map of, 11; numbers of, 4; priests of, 212–16; 
Sembiyan’s patronage of, 97–117, 124–26; Shiva as chief 
dedicatee of, 38; terminology related to, 293n15. See also 
attha vivattanam (eight heroic forms), temples associated 
with; Great Temple, Thanjavur; Sacred Seven temples; 
temples, cited primarily for their bronzes/architecture; 
temples, cited primarily for their inscriptions

temples, cited primarily for their bronzes/architecture: 
Aiyaru (Pancha-nadishvara), 39, 40, 42, 45; Anangur, 98; 
Chidambaram, 16, 118, 163, 171, 196, 203, 215, 216, 219, 
260; Darasuram, 49, 197, 227, 228, 258; Esalam, 259, 
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262; Gangaikondacholapuram, 41, 180; Kadiri Manju-
nath, 113, 113; Kapalishvara, 14; Karaiyaviram, 61; 
Keelaiyur, 52, 61; Kilapaluvur, 15, 18; Konerirajapuram, 
86, 91, 99–105, 109, 111–12, 125–26; Lalgudi, 68; map of, 
11; Minakshi, 20; Nallur, 259–60; Pullamangai, 13, 48; 
Shivapuram, 70, 157; Tandantottam, 34, 54, 258–59, 269; 
Tirucherai, 232; Tiruvaduturai, 12, 261, 275; Tiruva-
lankadu, 182; Tiruvarur, 22, 162; Tiruvaymur, 18, 208; 
Tiruvenkadu, 83, 112, 124, 128–46, 249, 256, 258; 
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