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PREFACE

It is a matter for gratification that the Kalpatharu Research Academy, Bangalore, has
been able to complete several significant projects- within the short span of a decade of its
existence. We have brought out six Volumes of Pratima-Kosha (Encyclopaedia of Indian
Iconography) and seven of the planned twelve Volumes of Agama-kosha as major projects.
Many other short time projects (like Mandalas in Temple Worship, Srichakra, Lalita-Kosha
and Ganesha-Kosha) have also been published.

We have now launched on another major project dealing with Indian Art and Architecture
in the traditional perspective, Prachina-Vastu-Kosha. The first volume of this project is being
published now. As our other publications, this also has been undertaken by the Kalpatharu
Research Academy with the active co-operation of the Vidyalankara, Sastra-Chiidamani,
Vedanta-nidhi Prof. S.K. Ramachandra Rao, a versatile scholar and well-wisher of the
Academy.’ ‘

We look forward to the reception of our publicatidns by all individuals and organizations,
interested and involved in the resuscitation of the traditional values of Indian Culture. The
Academy is contributing its mite to the proper understanding of the essential features of
our heritage.

We are indebted to the author, Prof. S.K. Ramachandra Rao, .and the officers of the
Ministry of Human Resources Development, Department-of Education, Government of India,
New Delhi. And to the Payonidhi Printers (P) Ltd. for neat and speedy execution of printing
the work.

BANGALORE ) Daivajna K.N. Somayaiji
14-1-1993 Chief Editor and Director
Kalpatharu Research Academy.



INTRODUCTION

Indian Temples have naturally attracted the attention of the world, for they constitute a
precious heritage of our country. Many volumes have appeared on this subject, treating it
from historical, archaeological, photographic, and art perspectives. But the temple in India
is a creation of Vastu-Sastra, Fgama'and Silpa-sastra; and this aspect has largely been
ignored. It is in order to provide this basic understanding of the traditional approach to the
Indian Temples that this project has been undertaken by the Kalpatharu Research Academy.

This is as it were an inside story of Indian Temples, an unravelling of the real significance
of the structure of a shrine, based on texts, a large number of which are still in manuscripts,
and on oral tradition preserved by the priestly class.

| am grateful to Daivajna K.N. Somayaiji, Director of Kalpatharu Research Academy, at
whose instance | have undertaken this work. | am grateful to Sri. B. Kesar Singh for the
excellent photographs he has prowded me with,

I thank M/s. Payonidhi Printers for the fine printing and get-up of this book and also for
the co-operation they offered in the preparation of this volume.

S.K. Ramachandra Rao |
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CHAPTER ONE

DIMENSIONS OF ANCIENT INDIAN ART AND
ARCHITECTURE

Art in India has never been regarded
in terms of the ‘useful and the ‘fine’
The distinction that is often made now
between the craftsmen and the artists
is not relevant in the Indian context. It
is a borrowal from the West, and has
caused quite some confusion here. In
India, art not only developed out of
the needs and functions of daily life,
but kept itself closely aligned to utility
in the household or in the community.

Art to be meaningful must necessarily

be useful;, but the element of beauty
{is concurrently involved in it. Our domestic
~utensils and household appliances, furni-
ture and fabric, ritual implements and
religious structures are all essentially
useful; but when there is in them an
aesthetic appeal, it cannot be missed or
ignored.

That is why Atharva-Veda describes
art as an ‘overflow’ (an ucchhishta) of
daily life. It is true that great art is an
expression of individual ‘genius, of the
personal urges of an individual artist.
But the mould into which it is poured
reflects the needs of the community,
the aspirations of a whole group of
people, and the pressures within the
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collective life. The Individual artist operates
only as a chosen vehicle (a nimittamatra)
for the community, and his talents must
conform to the collective needs and
tastes; he must follow the idiom that
the community understands and approves.
He is not encouraged to be eccentric
or outlandish, at any rate in his art;
and he is not allowed to regard himself
as out of the ordinary. This is partly
why our great specimens of ancient
medieval art are without the ‘signatures’
of individual artists.

Further, when conformity to collective
expectations and inclinations becomes
dominant an element of storeotype enters

_into the art-works almost unavoidably,

thus crystallizing characteristic forms and
stylesin accordance with cultural values.
The context of conformity to the set

. stereotypes no doubt imposes a constraint

upon the artist who relies on inspiration
and aspires for originality. The artist
would have to accommodate his genius
within the framework of functional art.
And we have eloquent specimens of
such accommodation in our paintings,
sculptures, handicrgfts, household articles



and public buildings (like temples and
palaces). '

The role of an artist who operates
within the stylized functional frame work
is discussed in texts like Sukra-niti- sara.

It is true that not all icons, which
answer to stylized stereotypes are equally
attractive to all people. And some whose
hearts are set on some icons will find
beauty in them, although they may lack
- conformity with canonical injunctions.

UHNTHT q oH T o T o g |
QAR g afgat=ar ||
(4,4,105)

However, an art-work that is beautiful
and correct in all details is hard to find.
So whatever is properly done (according
to the traditional prescriptions) is indeed
what is beautiful, and not otherwise.

afe: gawar & sfased semad |
ATAHATA AT T W AT g = 1

('op.cit. 104)

The artist rnuét, therefore, work within
the stylized framework and, whatever his
innovations are, they must be within the
constraints provided by the framework.
And it is wrong to imagine that the
constraints for the artist were either
severe or numerous. In the field of
icon-making, for instance, the textual
iconometric prescﬁptiohs are valid only
for icons meant to be ritualistically

installed and worshipped; for other images,

the artist was free to exercise his fancy.
So also in the building of temples, the
sanctum and its surrounding came within
the scope*of traditional prescriptions; with
regard to the structures outside this area
and the decorations of the temple, the
arfists and builders could freely use their
imagination. The texts employ the ex-
pression ‘yatharuchi’ (‘‘according to ones
own taste’”’); and it is not without
significance.

The canonical texts of sculpture and
architecture make mention of a detail
known as ‘uhapoha’ (‘uha’ means con-
jecture or addition; ‘apoha’ meaning
removal or ommission). As architectural
terms, ‘Uha’ refers to the additional
moulding of a member of the temple,
not prescribed in the texts but necessary
to fill a gap. And ‘apoha’ (also called
pratyuha) refers to leaving out a moulding

-that is indicated in the texts, so that a

structure would be complete without it.
Some texts, however, come down heavily
on the sculptors who give free rein to
this provision: Manasara (7, 268-269),
for instance, says:

FRTEge 9 &di 99 faaeafd |
ey farfeafn: smet: FrTdieTs Avstae |l

But most of the texts extoll the
reasonable, judicious and imaginative use
of this provision. We read in Kamikagama:

FEAEEYH AU b TUTRL |
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The craftsmen working in wood, gold,
iron, cane or stone used their heads
and hands while manufacturing their
ware; functional propriety was of course
the ~ primary consideration but elegance
was not to be ignored. Function deter-
mined the form of the article wrought
by the craftsman; stereotypy largely
referred to this aspect. But every article
that was wrought by hands (and all
Indian arts and crafts answered to this
description) involved an element of
novelty, innox)aﬁon, originality or even
genius. It was, in short, a work of art.

The ideas of mass production and
mechanical reproduction were far from
the minds of the ancient and medieval
craftsmen- artists. They are evils introduced
in recent vyears. They have not only
arbitrarily distinguished between ‘artists’
and ‘craftsmen’, but have robbed the
craftsmen of their artistic sensibilities and
the artists of their craftsmanship.

In the socio-economic context of the
ancient and middle ages, the artist-
craftsmen were formed into ‘gapas’ (or
srenis), or guilds. There are numerous
references to five of such crafts-guilds
collectively known as ‘pafichajanah’ or
‘pafichalas’ suggesting that there was
close cooperation among the five groups:
workers in iron (ayasa), wood (daru),
copper (tamra), stone ($ila) and gold
(svarna).

The puranic accounts refer to the
creator Vidva- karma himself as the
primordial craftsman who fashioned all
things that human beings depend upon
(visva-karma karta
manushyag

silpasahasranam,

chopa-javanti, silpam vai
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bhushanadikam’), and relate that from
him emerged five master-craftsmen: Supar-
the art of
ornaments in  gold, ‘bhushananam
prayojakah’), Sanaga {worker in iron and
loha-karmani'),

na (who taught making

other metals, ‘karoti
Sanatana (worker in wood, maker of
implements like ploughshare and wvehicles
like cart and chariot, and builder of
houses and temples), Ahabhuna (fashioner
of vessels and utensils for household use
in brass and copper, ‘garhapatyadhar-
masya vinirmata) and Pratna (sculptor in
stone ‘sila-karma cha silpinam’) (cf Brah-
manda-purana, patala 2).
identified with another group of five

‘offsprings’ of Visva-karma: Manu, Maya,

These are

Tvashta, Silpi and Vidvajiia, who are
more intimately associated with traditional
crafts, and regarded as the progenitors
of several artisans (like goldsmiths, black-
stone-sculptors and

smiths, carpenters,

masons).

There are references to manuals of
handicrafts being prepared in this country
between the eighth and the fourteenth
centuries. Besides the five groups men-
tioned above, which are said to have
descended directly from Visvakarma, the
traditional list (Brahma-vaivarta-purana) of
nine handicrafts is frequently enumerated
as likewise originating from Visvakarma;
and this is more comprehensive.

(1) svarpa-kara:  goldsmiths and

jewellers,

(2) samkha-kara: shell-workers, skilled
in carving ivory, tortoise-shell, bones of
animals and snail-shells.



(3) mrt-paficha: workers in pottery,
ceramic, brick, clay and terra cotta.

(4) kuvindaka: weavers in cotton, silk,
wool and gold lace; skilled in brocades,
embroidery; the group also includes mat
weavers and workers in coir (kayar,

coconut-fibre), felt rugs and pile carpets.

(5) kanda-kara:" workers in pith, reed
and rush; the group includes makers of
flower garlands (mala-kara) and gardners
in general.

(6) charma-kara: leather-workers.

(7) pratima-kara: workers who make
images and dolls in metal, wood, clay
or stone; the group includes painters
(chitra-kara), stone-sculptors (silpi) and
wood-carvers (takshaka),

(8) sutra-dhara: ‘string-holders’, workers
in wooden furniture (carpenters), wood-
inlay, lacquered ware, puppet-making,
and making of dolls and toys.

(9) karma-kara : -smiths of all kinds.

Each of these crafts appears to have
had a guild to regulate the activity and
secure the interests of the craftsmen.

That these guilds functioned like the

presentday co-operatives has often been
suggested. Each guild had its own
organization and infrastructure. Training
in the crafts was imparted at home, the
skill passing from father to son. The
guild was not only a social and economic
organization; it also provided the necessary
religious foundation for the craftsmen.
Religion has always been the {,esseﬁtial
aspect of Indian culture and its forms

were determined by utility. The styles
were largely guided by religious considera-
tions. The craftsmen were, of course,
acquainted (in common with the other
sections of the population) with the two
great epics (Ramayana and Mahabharata)
which stirred their imagination and offered
excellent themes and motifs for their
work; they were also conversant with
the textual tradition of crafts which
comprehended the religious inclinations
as well as practical guidance in the
actual production of the craft articles.

We read in Samarangana-sutra-dhara
that the craftsman-artist was facilitated
in his work by several factors like
inherited wisdom or tradition, skill, in-
struction, study of texts, practice and
intelligence.

mﬁ%ﬁ':l
A e oer ey sfrfaETag afy
el

Inheritance of craft-skill is an important
element, as the early exposure to the
speéifi-c craft would further augment this
detail, and the craftsman-artist would

later be unerring and confident. He

would preserve and continue the traditional
forms and styles as well as the time-
honoured techniques of production. The
effort involved in vague and aimless

‘experimentation would thus be saved;

and the urge for innovation placed under
restraint. The craftsman artist would grow
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up with well-defined codrdinates in the
household and in the guild.

We have a corresponding situation
with regard to the ancient and medieval
architecture. The building of houses,
mansions, palaces, public utility structures
(ike tanks and wells) and temples was
handled by guild-members. According to
Manasara (Chapterl), there were four
guilds that were involved: sthapati (ar-
chitect), sutra-grahi (in charge of meas-
.urements), vardhaki (joiner and in charge
of the strength and quality of materials)
and takshaka (worker in “wood, stone
and metal). The sthapati represented
Visva-karma, the architect of the world,
and he was the leader of the other
three groups of workers. All of them
worked within the framework of textual
tradition pertaining to architecture (‘kur-
vanti sastradedena vastuvastu
prayatnatah’). '

The text also provides information
regarding the different qualifications neces-
sary for the four groups of workers
involved in building. The sthapati should
be well-versed in all aspects of building
and must be thoroughly conversant with
the texts (sarva- $astrajfiah); he must be
competent to direct and guide all other
workers (‘tribhyo gurur iti smrtah’). The
sutra- grahi must know the history of
vastu, must be skilled in major and
minor measurements, and must be able
to prepare adequate drawings (rekhajfiah);
he needs also to be acquainted with
texts pertaining to S$ilpa (dastra-vit), The
vardhaki must be skilled in the practical
aspects of the job (karmajfia), acquainted
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with the tradition ($rutajfia) and resourceful
(vicharajfia); he must also be- able to
make drawings (chitra-karmajiia). The
takshaka must be clever in executing
the work entrusted to him (karma-vit).

The role of textual tradition in the
equipment of the workers involved in a
building is an important one. It involves
drawing, painting, sculpture, architecture
and mythology; some astrological calcula-
tions are also thrown in. Textual tradition,
however, does not consist of a group
of texts which are studied by the
craftsmen-artists. It is true that many of
the puranas contain chapters devoted to
painting, sculpture and architecture; it is
also true that there are several inde-
pendent treatises in Sanskrit on these
subjects. But one does not expect the
craftsmen-artists to undertake a study of
these texts; the only possible exception
is the sthapati, who is more literate than
the others and, therefore, competent to
study the texts, if he so desired.

The textual tradition really signifies a
body of knowledge which is handed
down from generation to generation,
without an ostensible medium: youngsters
absorb it unconsciously and involuntarily.
The essential details of the craft (the
techniques, the themes, the materials,
forms, styles and functions) are grasped
by the individual as he grows up in
the craft-milieue, watching the “elders
work and listening to their talk; and
helping them in their work and receiving
instruction. He is also helped by an
exposure to religious discourses and other
cultural activities that go on in the
village. Thus the textual tradition is an
inarticulate but effective transmission, not



only of the skills, but of the wisdom
that is in the background.

In fact, it was this anwritten traditional
wisdom that was at some point of time
committed to writing in the texts and
incorporated in the agamas and the
puranas. When the tradition was thus
crystallized in the texts, it acquired the
prescriptive dimension that was charac-
teristic of a ¢astra. We have now a
‘gilpa-sastra, providing a comprehensive
framework for both sculpture and ar-
chitecture. It describes the details, formu-
lates the wvarieties, provides the norms,
suggests the methods, and enjoins some
rules to be followed.

It must be noted that the expression
silpa-dastra is also a general and collective
one; it does not refer to any single
text, nor even to a group of texts. As
a matter of fact, the texts bearing on
gilpa-¢astra are too numerous and too
varied in content and treatment to be
accommodated within any one group;
and different regions in the country
follow different texts. Further, the texts
appeared at different periods of time;
and therefore reflect social, economic
and cultural changes. The idea of the
gilpa-dastra is more relevant to the
craftsmen-artists and architects than the
texts themselves. It has a definitive and
normative character, and deals with the
subject- matter in broad outlines, without
imposing restrictions on minor details.

Even as the unwritten tradition of
gGlpa (a term which refers to all works
of art: painting, sculpture and architecture)
in course of time crystallized itself in a
general gilpa-astra (early and sporadic

efforts to reduce the traditional ideas in
a written form, to be found in the
puranas and the early agama texts), the
silpa-$astra
subject-matter of several texts bearing

general became later the
on different aspects of painting, sculpture
and architecture. We have now references
to more than four hundred texts on
silpa-sastra, although not
twenty of them have achieved some

popularity or
craftsmen and architects.

more than

acceptance among the

There are twenty works ascribed to
Vi¢vakarma, the primordial architect-
sculptor, and another twenty to his
successor Maya. Among the most reliable
works which are extant Brhatsarnhita of
Varaha-mihira, Manasara (in seventy sec-
tions), Kagyapa-silpa (in 88 patalas),
Samarangana- * sutra-dhara (incomplete,
11th cent) Apargjita-prccha  (Bhuvana-
deva, 239 sutras), the four works of
Mandana-sutra-dhara  (15th cent), and
Silpa-ratna (Sri - kumara 16th cent, in
two books, purva-bhaga consisting of 46
chapters dealing with painting, sculpture
and architecture) are some of the
better-known ones.

A significant feature about the few

works mentioned above is that they deal

with sculpture (dilpa) and architecture
(vastu) together. It is probable that this
was the earlier notion, that architecture
and sculpture always go together, and
that they cannot be treated separately.
But the ftitles of later works suggests
that there was a tendency in later times
to deal with the two aspects independently.
Mandana-sutra- dhara, for instance, wrote
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Vastu-mandana and Prasada-mandana
dealing with
Rupa-mandana to deal with sculpture
and iconography. Still later, the tendency

architecture alone, and

to write books on specific topics even
in architecture like building of houses
(Manushyalaya-chandrika and Grha-vastu-
sara), building of palaces (Prasada-kalpa),
building of temples (Mandira- wvastu),
excavation of tanks and wells (Vapi-
kupa-lakshana), houses
(Prasadalankara-lakshana), construction of

water-ways (Jalargalam) and designing
buildings (Vastu-ratnavali).

decoration of

Likewise in the field of sculpture,
there were texts dealing with icons for
worship in temples (like SiIEatantra,
Pratima- lakshana, Devata-murti-lakshana,
and Sanatkumara-$ilpa), images for secular
purposes (Chitra-karma-éilpa, Sarasvata-
silpa, Silpa-lekha etc.), selection of wood
or stone for sculpture (SilE-saﬁgs‘aha,
Pashana-vichara
etc.), installation of icons (Pratishtha-
tantra, Pratishtha-vidhi etc) and so on.

Daru-sangraha-dipika,

While this tendency to write on specific
issues was no doubt welcome, because
an elaborate treatment of even the minor
details would then be possible, it en-
couraged an increased isolation of sculp-
ture from architecture, and resulted in
indifference to secular sculpture and
architecture. Attention was focussed almost
exclusively on the building of temples,
the making of icons and consecrating
them, so much so that religion came
to be regarded as the main interest of
silpa-dastra. Religious edifices, worship-
worthy images, sacrificial utensils and
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implements and articles used in ritual
sequences were associated in the popular
mind with art and architecture.

It is not generally recognized that the
textual tradition allows in a significant
manner decorations, embellishments, and
ornamentations of walls, pillars and ceilings
with  designs and forms which are
altogether non-religious in character. Not
all parts of a temple are religious in
function. The texts themselves speak of
dance-halls  (nrtta-mandapa), assembly-
halls  (sabha-mandapa), administrative
enclosures (rajangana), picture gallaries
(chitra-mandapa), kitchens (paka- £3la)
and store-rooms (bhandara) within the
premises of the temple.

There is reason to believe that the
temples were actually built on the model
of palaces. The expression in Sanskrit,
‘prasada’ stands for the temple as well -
as for the palace. In the temple-culture,
the god in the sanctum was treated like
the king in his private apartment; like
the king, the god also had his retinue
(parivara), assembled outside the sanctum.
The temple was the god's city, and
periodically, the god was conducted in
a procession round this city, The rituals
in the temple include the royal mini-
strations  (rajopacharas), including an
audience where music, dance and other
forms of entertainment were presented.
Thus the sacred has the secular as its
model, in structure as well as. function.

This ideclogy inspired decorations of
the temple with paintings and sculptures
depicting several aspects of secular life,
besides the themes of the epics and
the puranas. The temple was not merely



a place of worship, but an art-gallery
for people to visit, enjoy ‘and also learn.
Paintings and sculptures in temples, unlike
their counterparts in palaces of kings or
mansions of noblemen, have always been
vehicles of cultural transmission. The
narrative sculptures of popular episodes
from Ramayana, Mahabharatha and
Bhagavata or from Paficha-tantra in the
temples bring home to the visitors the
significance of the episodes and characters
in it; they reinforce the impact of the
stories they would already have known.
Likewise, the sportive forms of Siva (the
la-murtis) that some temples abound in
are not meant for worship;, they are
meant for edification and enjoyment; and

for the instruction of the students of
sculpture and mythology.

We should recognize that not all
sculptured images in the temple are
icons meant for worship, and that
everything within the temple premises is
not strictly sacred or religious. The temple
as a public institution combines the
sacred and the secular, the religious and
the social, the devotional and the romantic.
Even the agamas allow this, and the
silpa- dastras allow freedom for the
imaginative sculptor and painter to express
all his feelings and thoughts. It is not
unusual to find in temples thoroughly
imeverent and even profane repre-
sentations on pillars and walls: and no

Panel from Tripurantaka temple at Balligave
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wood-carving from Kaviyoor temple, Kerala

Scene from Mahabharata (Bhima
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A story from Pafchatantra (swans and the tortoise),

panel from Tripurantaka temple at Balligave

Another story from Paricha-tantra (monkey and the crocodile),
panel from the same temple

Indian will take them amiss. The sculptor
attempts to portray the world in all its
variety within the temple premises: and
naturally this comprehends themes which
are devout and themes which are taken
directly from daily life. The silpa-texts
describe the gilpi as conversant with
reality (vathartha-vit), and his job is to
give expression to his views and judge-
ments in sculptures which are not strictly
religious.

10

“The background of the cult of temples
ih the country, has not been sufficiently
understood. Before the cult took shape,
there were household shrines (grharcha)
which were both necessary and sufficient.
The temple as a public institution was
not meant to be a substitute for the

‘household-shrines. The agamas insist that

the household-shrine is of primary im-
portance even for the priest who worships
in a temple. That is to say, the temple
has different functions to fulfili worship
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is one of them, and it is really not as
important as people generally imagine.
The temple is but ostensibly a place
for collective worship, and this involves
several social interests, not strictly related
to devotion. The assemblage of people
is an important aspect of the temple,
and when people gather, the shrine
assumes a new dimension. The temple
is not an extension of the household
shrine, but it is an extension of the
social significance of the family. It
oftentimes served as a school (ghatika-
sthana), where students gathered round
a teacher to study disciplines both sacred
and secular. ‘

Sarasvati playing on vina
(sculpture from Kanakagiri Temple)
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Some early temple-complexes (like
those of Aihole and Mamallapuram) were
designed as monuments of experimenta-
tion and achievement by certain guilds
of sculptors and architects than as places
of worship. In the agama texts, the
temple is hailed as what contributes all
that is good to all people (‘sarvesham
sarva-sampat-pradam’). The art and ar-
chitecture of a temple sought to fulfil
several social needs of the people who
gathered there periodically.

When we undertake to study ancient
and medieval art and architecture, the
to be multi-pronged.

approach needs

The Musician
(from Srirahgam Temple)
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Musicians
(relief sculpture from Mallikarjuna temple at Sri-sailam)

12
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Vina-player (sculpture from a temple,
now preserved in the Madurai Museum)

The attempt should be to: reconstruct
the spirit of the times when the temple
came to be built and decorated with
sculptures and paintings, and the political
and economical pressures that prevailed
then. History alone does not hold the
key for this problem; more significant
than historical occurrences are the
sociological processes that were set afoot
by them, for art and architecture are
results of such processes. A temple or

a public structure of secular character

is an expression of collective effort and
social interest. It comprehends, and

Indian Temples : Art & Architecture

by whom a
- repaired or extended. Details of temple

Lady with mirror (sculpture from the great
- temple at Srirangam)

preserves for posterity, the trends of
thinking that was in vogue at that period
and also the methods of work that

“prevailed then.

There - are some temples in the

- medieval period (lke the Hoysala temples
in  Karnataka) where the names of

individual sculptors have been inscribed
in the specimens that are available.
Sometimes, such inscriptions are more
informative and descriptive. Epigraphs
also sometimes tell us when, why, and
temple was sponsored,

13
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Snake-charmer (sculpture from the Narayana temple at Melukote)
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Tiger attacking a horse (stone sculpture in An assembly of sages (painting on the wall
the Kalyana-mandapa of the Srirafngam of the Gopalapuram palace, Kerala)
temple)

T R

r
#

Animals (relief sculptures in the temple at Sri-Sailam)
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Beggar (sculpture from Adikesava temple at Tiruvattar)

16
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Musicians
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Kuravé chief carrying his wifée
(stone sculpture from temple at Krshnapuram, Tirunelveli dist)
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kuntham temple, Tirunelveli dist)

rivai

-

Plucking out the thorn from a hunter’s foot

(sculpture from the $

19

Indian Tempies : Art & Architecture



Snake-charmer
(sculpture from the Tirupparankufiram temple)
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Drum-beater
(stone carving from Nelliyappan temple)
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(stone carving from Devaraja-svami temple, Kurnbhakonam)
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Composition
(stone sculpture from Mallikarjuna temple, Sri-saila)

23
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. Ssame source.

Rama, Lakshmana and Hanuman

&

property, jewellery, staff and services also
become available frequently from the
In addition, there are
numerous medieval manuals (like Koil-
olagu of the famous Srrafigam temple
or Tirumalai-olagu of the Tirumala-Tirupati
temple) which relate events and stories
connected with the kings, his officers,
donors and priests relating to temples
of some celebrity (like those at Chidam-
baram, Sri-rangam, Mad_urai, Jagannatha-
puri, and Tirumalai).

Many affluent temples have for long
years maintained records of receipts and
expenditure, filing the dry figures with
other interesting information concerning
the community which supported the

temple. The families of the traditional

sculptors and artists associated with
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temples also preserve "documents relating
to art-work executed in the temples.

Each of the major temples has its
own muythological account telling us how
the temple came to be built and decorated
and consecrated. Such accounts, known
as’ sthala-puranas, no doubt involve
interplay of gods and sages with human
beings, and suggest supernatural events;
but they provide an insight into the
human situation, when read carefully.

Besides the wealth of
gathered from these sources, a detailed
study of the content of the sculptures
in a temple is likely to provide exceedingly
interesting information. For instance, the
sculptural representation of the 108
karanas (or classical dance-postures) in

information
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the Nataraja temple at Chidambaram,
the Brhadisvara temple at Tafjavuru and
the Sarhgapani temple at Kurhbhakonam
is of great significance in tracing the
development of Bharata- natyam.
Likewise, the depiction of musical instru-
ments in sculptures can throw considerable
light on the evolution of Indian music

during medieval times.

The agamas also mention several
dance-sequences and musical instruments
that become relevant in the context of
a temple. Temple music and dance
which provide backdrops for the present
day classical music and dance have not

til now been sufficiently studied. The
temple sculptures are likely to help such
a study greatly.

The garments, ornaments, decorations,
foot-wear, utensils, weapons, appliances
and other details of daily life are also
depicted in paintings and sculptures that
are found in temples and palaces.
Situations like warfare, marriage, travel,
romance, fight, entertainments and so
on can be seen in numerous narrative
sculptured panels. It should be possible
to recreate the living ‘conditions of ‘a
bygone age for our edification by studying
sculptures ‘and paintings. i

Indian Temples : Art & Architecture
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CHAPTER TWO

THE TEMPLE IDEA

Man is a unique animal: he can create
culture. This he does, not to satisfy an
impulse of fancy, but in order that he
may survive. Culture guards him against
present and possible shocks and stresses,
and affords meaning to his otherwise
animal existence. As an aspect of this

culture, he creates images in his mind and |

fashions icons by his hands. The former
represents religion and the latter art. Man
has been an image-creator and an icon-
fashioner throughout his career on earth.
And, therefore, religion and art have
always been with him. The temple repre-
sents a combination of religion and art;
and its roots go back to. a very remote

past, in fact to the earliest stages of his

career. Ever since man became a homo
sapiens, he has also been homo religious.
And he has built temples and worshipped
in them since that time.

Man needs religion. He needs it in
order to secure himself from inconvenien-
ces from nature and from fellow-men.
Religion is a sort of safety-valve for stresses
in life: anxieties about an uncertain future
and imitation from present ills. There is
perhaps no dispute about fear being the
source of religion; it is still the mainstay
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of religion the world over. The argument
that religion is a method of adapting to
the mysteries that loom large in life as
well as in nature is not to be brushed
aside lightly. But man’s life in the world
is not guided only by negative impulses.
Man has also a capacity to wonder, to
be struck by beauty and sublimity; and
this has played no mean part in the
development of religion.

Added to it is a tendency, inherent in
man, of transcendence, of reaching out
into the unseen and the as-yet-unactual-
ized. This capacity for transcendence com-
bined with the ability to wonder is basic
to religon as well as art. This is a
necessary involvement in the ‘Idea of the
Holy'. In the various expressions of religion
such as rituals, ceremonials, shrines, magi-
cal cults and worship paraphernalia, art is
necessarily included. The images and the
icons go together.

The image-making tendency repre-
senting religion discovered and projected
a hidden but real power in the world
around. The more uncanny and mysterious
the aspect of nature, the greater was the
likelihood of the prgsence of this power.
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A high mountain, the rugged peak, a deep
gorge, forest fastness, or the source of a
stream would naturally provoke in man a
sense of mystery, beauty and sublimity. It
is not accidental that the early men
worshipped them with awe and adoration;
they were regarded as divinities in them-
selves. i

Likewise, unusual objects like odd-
shaped stone, a splinter from a-meteor,
a weird shape of a decayed tree-trunk,
instilled in man not only curiosity but a
certain feeling of reverence. The origin of
shrines and -objects of worship may be
traced to these early attitudes. The early
man had these attitudes not because he
was ignorant, but because he was sensitive
to  encounter with the .unusual These
attitudes have survived all through man’s
history; the accumulation of wisdom and
progress in sophistication have not dulled
the edge of these attitudes among the
more sensitive of human beings even
today. When we trace religion and art to
the primitive times, they should not by
any means be regarded as in themselves
primitive.

Man's creativity furthered the cause of
religion and art. He did not rest content
with natural shrines or natural objects of
worship; he sought to create them.
Probably his early efforts were to replicate
whatever won his fancy. A temple-tower
or the church-steeple resembles a moun-
tain peak; the dome of a mosque
resembles a hill-top. The Lihga is perhaps
a stone replica of decayed tree-trunk or
a miniature representation of a mountain.

Indian Temples : Art & Architecture

But the capacity to create images and
icons transcended the prototypes of nature.
The forms of the images and the shapes
of the icons took numerous forms, deter-
mined by man’s experience, expectations
and imaginations.

Man used icons before he made them.
If we throw back our minds to a remote
past, we find that man’s reaction to the
mysteries around was not marked by a
desire to conquer nature but to adapt
himself to it. He had to fall back on his
dreams and imaginations to give him the
needed courage‘ and confidence in his
dealings with nature. When the cave-man

set out on a hunting expedition, he

naturally resorted to a device of compelling
events to follow his imaginations. He drew
a magic circle, and placed inside it a crude
sketch of the animal he desired to hunt;
or he sketched on a tree or carved on
a rock a wild animal with an arrow struck
in its body. He may also have mumbled
a few syllables from an abracadabra. He
may have carried on his person the small
pebble over which the abracadabra was
mumbled or an unusual stone, when he
went out to hunt. He ascribed his success
to this ritual or icon (the magical diagram,
the tinusual stone, or the charmed pebble).
The ritual was repeated, and the icon was
preserved.

The ritual and the icon came naturally
to be associated with each other; and they
occupied a place of enormous importance
in his simple scheme of life. When he
was not carrying the icon on his person,
he placed it in a spot specially meant for
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it, and guarded it with care and zeal, for
it contained his guardian spirit, his protec-
tive deity, his personal god. The spot
which housed this icon was a ‘shrine’. It
was plain ground, cleaned for the purpose,
or a simple stone-platform as a seat for
the icon, outside his cave or rude hut,
probably under a nearby tree. To guard
it against intruders of lifters, he had a
fence round it or built for it a crude cover.
The shrine-structure thus came into being.

In an icon of this sort, it is not the
object itself that is as important as the
imagery associated with it. The capacity
of man’s mind to make images and
conjure up visions transforms an otherwise
irrelevant object into an icon with a special

relevance for himself. The tendency to use

and make icons deepened man's aware-
ness of himself in the milieu of the animate
and the inanimate world in which he found
himself favourable to the unseen : but
powerful forces inhabiting and enlivening
the world.

It is both logically and psychologically
incorrect to imagine that man’s idéa of
the Holy resulted in the icons. It is actually
the other way about. He first used the
icons, attracted by their unusual shape or
mysterious aspect. His continued contact
with them made him discem an extraor-
dinary power in them. When such an icon
became more and more intimately in-

_volved in his living contact with the world, -

the icon was no longer an object among
other objects but a holy presence. When
he lost it, he tried to make an image of
it; the icon was now an artifact. He used
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not only his memory but imagination and
skill in reproducing it. Whether a natural
object or an artifact, the icon inspired in
him a sense of the holy. It was his
personal god. It filled his mind with feelings
of reverence and gave him emotional
satisfagtion.

Although using or making icons is a
phenomenon that is uniquely human,
responsiveness to icons is reportéd even
among the primates. Interesting in this
context is astudy conducted by the
psychologist Wolfgang Kohler on chipan-
zees. Khler made a small image of a
donkey * out of rags. The image was
doubtless crude and resembled a donkey
only remotely. But:'the.psy(':hologist’s rude
art made it altogether unlike any other
natural object, and different from the

familiar artifacts such as boxes and chairs.

When this was introduced into the
chimpanzees' field of vision, the reaction
of the animal was evident fear ad awe.
The  object, however, held the
chimpanzee’s interest and provoked its

'cr_losity; but it also enco_uraged the animal

to keep a safe distance.

The early man’s response to natural
icons was probably not very different, for
similar would be the response even among
the sophisticated fblk now. Even when
icons were fashioned by man’s skill and
in conformity with his ideas of the Holy,
others still reactyed to it with fear and
awe, a mixed feeling called reverence.

An icon (Greek eikon) strictly means
an image, a representation, a likeness. But
an icon is characteristically an image with
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a difference, a representation with a new
slant of meaning, a likeness of something
our eyes have actually never seen. It is
not a duplication of a common object,
but the concretisation of an idea concern-
ing an unusual object. A natural monu-
ment reveals an ambivalent attitude to
keep the spirit of the dead away, and to
perpetuate his memory. The earliest of
man’s intuitive guesses was that death was
not the end of the person’s existence; that
he continued to live on in some way, and
that the disembodied spirit may harm or
help the living. It was necessary, therefore,
io take the disposal seriously and propitiate
the spirit adequately. Both the disposal of
the dead body and propitiation of the
continuing spirit became elaborate magical
rituals.

It might strike one as blasphemous that
many of the important shrines of the
present day can be traced to burial
practices. But it can hardly be disputed.
When the pious and wealthy Nattukoti
Chettiars of Tami]l Nadu undertook to
renovate many of the dilapidated Siva
shrines in the region, it was discovered
that under the floor for the sancturm in
most of these shrines funerary pots, heaps
of ash, and skeletal remains had ‘been
placed. In fact, the old Tamil term for
shrine, ‘pallippadai’, signifies the spot
where the dead person (“one who has
gone to interminable sleep”) is buried.
Tamil inscriptions of the middle ages
describe many Siva Temples as such
* shrines.

It was an old custom to denote the
spot where the dead body is buried by
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a mound of eath and rubble. The mound
represented the mountain. The background
belief was that the disembodied spirit soars
up onto a mountain. The celebrity of
Kailasa as the abode of Siva may be
traced to this belief. It was also a wide-
spread practice in very early times to drag
the dead body to a mountain top and
leave it there. Burial and cremation were
later methods of disposal The burial
mounds were usual features in the ter-
ritorial arrangement of primitive clans.
When the dead person was a respected
chieftain or a priest of high status, the
mound would be larger and more lasting,
for it was believed to house a powerful
mana. It would .also be periodically visited;
and regarded with veneration. Myths would
naturally gather round the shrine and the
mana would atttract. devotees who
gathered there to propitiate the spirit. The
simple mound would be transformed into
an elaborate structure.

The stone age graves make an inter-
esting study. Numerous clans and ftribes
in India continued the practice until
comparatively recent times. After the dead
body was buried, three large stones were
placed in the centre (gathered up in a
heap), and a ring of stones enclosed them.

Todas of Nilgiris burn their dead inside
a circle of stones and bury the ashes in
the same spot. They erect an upright stone
block over the remains and surround it
by rough, round or conical stones placed
in a circle. Their funeral huts are also built
inside a ring of stones. The hut is meant
to receive the spirit of the dead; it is
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called the ‘home of death’ (savumane).
The three stones that the primitives kept
on the buried body were apprently meant
to prevent his ghost from getting up and
coming out. The two side-stones developed
into pillars and the central stone was
placed on top of the superstructure erected
over these pillars. The funeral hut was
square or circular in plan, and the sloping
roof over it was invariably conical or
pyramidal, symbolising the soaring up of
the spirit. The shrines for the bhuta in
coastal Kamataka and Kerala have
preserved this primitive form.

The ring of stones represents a magic
circle to preserve the central stone’s mana
(which symbolises the spirit of the dead
person). The central stone stood for the
mound, and later when the stone had to
be more impressive it assumed ‘the form
of a low dome-shaped sepulchural tumulus
(stipa), or a conical or pyramidal structure
(vimana). '

- The stupas have been well-known in
India from the Buddha’s own days; and
they represent an interesting and important
aspect of Indian architecture. But the stupa
was not a Buddhist innovation. Jouean-
Dubreunil has shown that the stupa form
was directly derived from the Vedic tomb.
The tomb called agnidriva was hemispheri-
cal and hollow, with a central shaft and
two raised stone platforms on -either side
of the shaft meant for the agni and soma
rituals; the dome was made in timber and
govered with clay. The whole structure
was an imitation of the aryan hut; and
the central shaft was a clever device to
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_tion) and are held as sacred.

serve as a chimney, for the rituals inside
the agnidriya involved setting up of fires.

It is true that the Buddhist adaptation
of the stupa was unique as a religious
monument. When Adoka is reputed to
have built 84,00 stupas, they were not all
burial mounds; they were more in the
nature of memorial structures. But each
stupa was to contain a relic of the Buddha
or of some honoured sage. The renowned
stupa at Sarichi, for instance, contains the
relics of Sariputta and Moggallana, two of
the most eminent disciples of the Buddha,
who died in far-off Nalanda in Bihar.

The temple may be regarded as a
direct descendent of the stupa, which in
its turn had been ivolved from the
primitive funerary mound. The custom of
instaling a stone-block or linga on the
spot where the burial has taken place is
even now prevalent in India. And some
of the of saints (samadhi or
brindavana) continue to function as
shrines. There is also the custom of
planting trees over the burial spot or the
place in which the funerary urn (in cases
of cremation) has been hidden. They are
referred to as chaitya-vrkshas (from the
Sanskrit word chiti, which means crema-
The spirit
of the dead is believed to inhabit certain
species of trees, which received worship

tombs

by proxy. It is not an accidental occur-

rence that almost every important temple
in India is associated with a tree, called

sthala-vrksha (‘shrine-tree’). It is reasonable ;
to assume that the presence of such a
tree invited in due course the construction
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of a shrine in its vicinity, or over the very
spot in case of the tree’s decay and
disappearance. The legends concerning the
famous shrines in India strongly suggest
this event.

- The caves were naturally the earliest
shrines. And caves were also places where
the primitive burial relics or the funerary
urns were preserved. The memory of the
cave-shrines lingered on in the Upanishadic
‘heart-cave’. Where natural caves were not
readily available, people constructed cave-
like shrines. But these would obviously
have been filmsy, being little more than
thatched huts or bamboo-and-mud houses.
Among the tribes in which this practice
still survives, as among the Todas, the

resemblance of these shrines to natural
caves is strikingg We have no clues
regarding their nature or appearance, for
the ravages of time have wiped them out.
But the tiled, sloping and conical roofs of
the temples in the West Coast may be
regarded as survivals

The stupas are thé earliest shrines on
record as well as in actual evidence. The
expression stupa means a heap of grain
or a mound of earth. As a heap of grain
it was precious; and as a mound of earth
it was a monument. The word is found
in the Yajurveda in the sense of a precious
monument (vishnoh stupah). We have
already referred to agnidriya, which was
the Vedic stupa. The building of stupas

Model! of Amaravati Stupa
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Detail of Amaravati Stupa

Honouring of the Buddha, sculpture from Amaravati Stupa
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must, therefore, have been a very ancient
practice. But it loomed into enormous
importance during the days of Asoka.

The large number of stupas that
emperor Adoka is said to have built have
all disappeared. But the architectural -form
of the stupa that was finalized during his
days survived in many later stupas, like
those at Bharhut, Bodhgaya, Sarnath and
Safichi, which were all structures built
during the first and the third centuries
'B.C., although they have been repaired
and enlarged periodically. This Buddhist

adaptation was a massive hemispherical -

structure, filled with earth, pebbles and
stone, mantled by bricks, and covered by
stone slabs. It was erected on a broad
circular (medhi), providing a
passage for ceremonial circumambulation,
and fenced by a running railing (vedika).
On top of this plain tumulus was a
quadrangular terrace {harmika), over which
was placed a parasol (chhatra) signifying
spiritual sovereignty. :

platform

The area of the stupa was enclosed
by gateways or ornamental arches (torana)
on the four sides; this enclosure derives
from a tantrik background. The real
significace of the stupa lies in the mana-
articles that it contains. The technical
expression for the stupa is dhatu-garbha
(the original for the Sinhalese ‘dagoba’),
which means ‘the womb of the relic’. The
relic may be the physical remains of a
great man of spiritual strength, such as
his bones, tufts of hair, or nail pairings
(daririka), or articles that he had used such
as his robes, begging bowl, or a piece of

his staff (paribhogika), or symbols of high

attainment like the wheel, the triple gem

or a miniature stupa itself (uddesika). The
introduction of such relics into the body
of the stupa is accompanied by magical
rituals. The square enclosure facing the
four quarters is meant to contain and
intensify the power of this relic; it guards
the relic from the intrusion of distracting
and inimical forces. The mandala form of
a circle contained within a square with
openings on four sides is concretized in
the stupa.

The relic is thus the essence of the
stupa. The stupa is also called the ‘egd’
(anda) as it contains the ‘relic-seed’ within.
The funeral tumulus is in a very real sense
a magical monument. The wealth of
sculptural representations involved in the
gateways and pilasters are to be regarded
as essentially muystical in character and
purpose. While there are narrative sculp-
tures depicting the main events in the
Buddha's life, most of the carvings have
a magical purpose. Sometimes, folk sprites
and goblins (yakshas and yakshinis) are
also represented, for the same purpose.

-~ There is a measure of truth in the
saying that a Hindu temple is successor
to the Buddhist stupa. But as it was
mentioned earlier, the Buddhist stupa,
which can be traced back to the cave-

" shrines. It must be recognized that the

Buddhist stupa is as magical in its intent
as the Vedic stupa was, and it involved
rituals even as the latter did; although of
a different kind. Another innovation that
was chronologically parallel to the Buddhist
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Ajar]tﬁ - cave : beautifully carved entrance
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Kailasa cave-temple, Ellora
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stupas was the excavated caves like those
of Junnar (one hundred and fifty caves,
near Poona, about 100 A.D), Krishnagiri
or Kanheri (eight caves, near Bombay,
about 150-189 A.D.), Ajanta (about twen-
ty-seven caves, the first few centuries after
Christ) and Ellora (about thirty-three caves,
about 550-750 A.D.). These caves were
excavated from hard, living rocks on the
faces of hills. They were elaborately carved
and richly ornamented . by pillars, arches
and pierced windows. These excavated
caves, however, were more in the nature
of retreats and settlements for monks and
hermits than shrines in the strict sense of
the term.

They were far removed from the
austere and simple cave-shrines, both in
design and purpose. Even though they
had a shrine area containing either a stupa

image or a Buddha icon, the major portion

of the excavated cave was utilized for the
assembly hall, habitation cells, porch, and
verandah. These caves were meant to be
ornate and architectural monuments. There
was more of the art in them than of the
shrine. Here is an instance of the image
dominating the icon.

The significance of these

sanctuaries is that the simple shrine was

cave-

fast becoming a public institution, where
people gathered not only to offer worship
but to meet monks and listen to their
discourses. The sacred calling of the
residents of these cave-monasteries had
secular involvements. Sects
developed, ‘affiliations began, and the
shrine element was minimized.

now
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It is not to be imagined that the
cave-shrines were the only kinds of shirines
that prevailed during those days. There
must have been numerous shrines con-
structed of perishable material like wood,
clay and bricks. For, an. inscription of the
Pallava king Mahendra-varman [ (600-630
A.D.) refers to them and suggests that this
king was the innovator of the rock-cut
strines. This inscription, found at Man-
dagapattu in South Arcot, claims that the
king, who was celebrated as ‘Vichitra-
chitta’ (‘one whose mind was ingenious’),
got constructed a shrine for Brahma, Siva
and Vishnu without the employment of
bricks, timber, metals or mortar:
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We are not sure if he was the first
person to conceive the idea of stone
temples, for the stone-temples of Banavasi
and Talagunda in Karnataka were several
centuries earlier. But, true to his title, this
king Mahendra-varman was versatile. He
was not only a patron of the great Sanskrit
poet Bharavi, but was himself an author.
His Sanskrit farce Mattavilasa-prahasana
has come down to us. He appears to
have come under the influence of the
celebrated Saiva saint Appar, and built
many shrines to Siva. In fact, he bore

another ftitle, Chettakari (‘builder of
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temples’). Numerous temples in and
around Kafichipuram, Pallavaram, Vallam,
Mamandur and Tirukkalukkufiram ~have
been ascribed to him. The original struc-
ture of the famous Ekamranatha temple
in Kanchipuram appears to have been

commissioned by him.

But it was his successor, Narasirhha-
varman 1 (630-668 A.D.) who built the
world-famous five monolithic shrines on
the sea-shore in Mamallapuram, near
Madras. He bore the title ‘Mamalla’ (‘the
great-fighter'), after which the township
was named. Fach of these shrines has
been cut out of a granite boulder and
shaped into a free-standing temple. This
answers to the description of the ‘Ratha’
style of temples in the classical texts.

Ratha ordinarily means a vehicle, but
its etymological import is to ‘play and
enjoy’ (ramu kridayam). In classical texts,
four kinds of ‘ratha’s are distinguished:
‘metrical’ (chando- maya), where a hymn
becomes a vehicle of expression; ‘divine’
(deva-maya), where a structure becomes

a habitation of gods, a pleasure-resort for

them; ‘corporeal (deha-maya), where the
body of ours becomes a means for the
conveyance of karma-dispositions through

several lives; and ‘transport’ (vaha-maya), -

signifying the chariots used by kings and
warriors in the battle-field. Bgveda uses
the word ratha in all these four senses.

The old Indian texts of architecture take
the expression to mean any solid construc-
tion for the habitation of gods, fashioned
by the celestial mason Tvashtr; they rely

Tattiiya-brahmana  statement
“Adamantine is ratha” (‘vajro vai rathah’).

The ancient caste nomenclature ‘rathakara’

on the

signifies not the “makers of chariots” but
"the builders of temples”; it was a ‘mixed
caste’ inasmuch as the work they did
involved a variety of skills and a co-or-
dination of different professions. The five
monolithic shrines in Mamallapuram were
called

habitations’ sculpted by men.

‘rathas’ in the sense of ‘divine

In _Agni-purana (chap. 47), the word
‘rathaka’ is used in the sense of a shrine
or temple. The temples, like the chariots,
were classified into seven types: semi-cir-
cular, circular, elliptical, rectangular, oc-
tagonal, hexagonal and oval. Like the
temples, the chariots were also of four
styles: nagara (square), dravida (octagonal),
andhra (hexagonal) and vesara (round).

These shrines have been popularly, but
fancifully, named after the Pandava heroes
and their consort Draupadi. The most
interesting shrine in this group is the one
named after Draupadi. It is actually a
shrine dedicated to the Mother Goddess.

It is architecturally simple and artistically

_elegant. It is a one- celled shrine contain-

ing the icon of standing Durga carved in
relief. The cell on a raised platform is
approached by a flight of three steps. The
opening is flanked by stylized ‘door-
guardians’; the other sides have niches
containing replicas of the icon within the
cell.

This represents a major shift in the
conception of a shrine. It is not any relic
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that is contained within the cella, -as it
was in the stupa, but an icon carved by
a sculptor. And the icon- containing
chamber was not closed but was open to
the worshipper. The square plan and the
pyramidal roof (although four-cornered)
are in a way continuations of the stupa
theme; but the suggestion of a hut is
unmistakable. The four toranas of the
stupa occur here as four doors, three of
which are blind, and the one facing the
icon within the cella being open. The blind
doors have also the representations of the
same divinity as the sanctum contains.
Thus the divinity is made to face all the
four quarters. The intent of the four
gateways to the stupa is not lost here.

Further, the sanctum which is an
innovation is a small one, admitting but
one worshipper at a time. The shrine was
no doubt public, but the idea did not
accommodate the community assembly as
yet. This may be seen as the beginning
of a monumental temple. In the canonical
description, it is the sanctum alcne that
constitutes the real temple. Here is there-
fore the basic shrine. The shrine named
after Dhamaraja, which is located at the
other end of ‘the series, is actually
dedicated to Siva; it has a linga installed
in the sanctum. But the cella is sur-
mounted by a pyramidal and turrated
vimana which provided the model for all
vimanas in the temples of the Dravidian
style. The portico is open and pillared.

If these shrines are rather sparse in

sculptural details and mythological repre-
sentations, there are about ten excavated
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rock- cut halls nearby which are in the
nature of pillared assembly halls (man-
dapas) where excellent sculptural panels
are carved in rock-reliefs; the themes are
mythological such as Varaha rescuing the
earth, Durga slaying the Buffalo-demon,
and Krishna lifting the Govardhana hill
The patron king is also portrayed with his
two consorts. Sculptures include secular
themes and animal portraiture. These
mandapas are not in the nature of shrines;
art is of predominent interest here and
they may be regarded as sculpture-gal-
leries. -

Ascribable almost to the same period
are the two excavated cave- temples at
Namakkal in Salem district in Tamil Nadu
bearing some resemblance to the man-
dapas in Mamallapuram in the matter of
sculptured panels. These, however, are
cave- shrines and are dedicated to Vishnu.
One of the caves is styled in the inscription
there as ‘Atiyanatha-vishnu-grha’ (‘House
of 'Vishnu dedicated by the Atiya King').
The King of Atiya (or Adiyanman) dynasty
mentioned here was Gur_lasila, who ruled
from Tagadur (present-day Dharmapuri) in
Tamil Nadu, around 750 A.D. Three of
the ten avataras of Vishr_lu (Vamana,
Narasimha and Varaha), provide themes
for some wvery fine sculptures; and the
narrative style has been employed. The
representations are vigorous, if also some-
what stylized.

An interesting group of four cave-
temples are to be found at Badami, a
charming valley in the Karnataka region.
The caves were excavated during the
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reigns of the Chalukya kings, Kirtivarman
I and Mangali€a, in the sixth century.
These kings were in cultural contact with
the North as well as the South, and we
find in these cave-temples and also in the
structural shrines due to them in the
region, a fusion -of several stylistic details
and the emergence of fresh styles.

Of the four cave-temples, one is Jaina.
The largest among them, known as cave
No. IIl, is also the earliest (about 578
A.D.), and was carved at the instance of
Kirtivarman 1 (566-597). It is dedicated to
Vishpu, and we have here a majestic and

splendid sculpture in relief of Trivikrama,
and another imposing relief statue of
Vishpu seated on the hooded serpent
facing the comidor. Caves I and I,
dedicated to Siva, bear obvious impact of
the last cave in the Ajanta group. These
cave-temples illustrate the combination of
sanctuary and shrine.

The structural in the
Karnataka region are of great antiquity.
Some of such temples in Aihole (in Bijapur
district) like the Kontagudi and Lad-Khan
temple (before 500 A.D.), are earlier than
the cave-temples. The impressive ‘Durga

stone-temples

- Sikhara idea - Jaina shrines on the Satruijaya Hill (Gujarat)
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temple on a raised platform 2.44 meters
high in this small temple-town (containing
no less than 70 temples) was begun
around 458 AD., although it was com-
pleted almost a century later. These
temples appear to have been clever
adaptations of the Buddhist Chaitya details,
but they have incorporated the Gupta
element of sikhara.

The Guptas (330-530 A.D.) were great
temple-builders: and the earliest of the
extant and independent structural temples
in the North date back to their times. The
sikhara as a monumental spire on top of
the sanctum evolved in the fifth century,

probably under. the patronage of the
Gupta kings. As a massive dome sur-
mounted by an ornamental pinnacle
(stupi), it became the characteristic feature
of the Indian temple, permitting some

stylistic and regional variations. The relation

of the expression stupi for the pinnacle of
the formalized and pyramidal spire with
Stupa as the monumental tumulus is not
accidental; nor is it merely a linguistic
coincidence. The involvement of the stupa
idea is fundamental to the sikhara notion.

Sikhara is the top member of a shrine,

.the apex, cupola, above the stupa or the

dome (‘sSikharam $irah murdha cha sikha

Shrines along the river Ganga in Varanasi
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Jaina Temples on Girnar Hill - Gujargt
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maulid cha mundakam’). But there are
several members in this detail. The lowest
part is the one which is strictly known as
sikhara, although the termn is generally
used to represent the whole member.
Above the sikhara is ‘§ikha (the upper
part of sikhara), or the pinnacle. Above
this is ‘sikhanta’ (finial, the finishing portion
of the pinnacle). Above this, is ‘sikhamani’
(crest-jewel, the top end of the finial).

Besides the early temples at Banavasi
and Talagunda, which we have had
occasion to mention and which were
well-known shrines even during the days
of the Satavahana rulers (the first two
centuries after Christ), the Kadarhba in-
scriptions refer to many such temples in

Halmidi, Puligere, Halasi and Malavalli.
The Pranavesvara temple at Talagunda
was earlier than 450 A.D. and the Jina
temple at Halasi goes back to the days
of the Kadamba ruler
(about 455 A.D.). With
the temples at Gudimallam and Chejerala
in Andhra Pradesh, these temples are the
oldest monumental experiments in South
India.

Mrgesga-varman
the exception of

The  Parasuramedvara temple at
Gudimalla (near Renigunta in North Arcot
district) is said to be a work of the second
cenfury A.D. The chief interest of this
temple lies in the unusual and probably

earliest iconic representation of Siva found
in its cella. We will have occasion to

Kasi-Visvanatha temple, Lakkundi
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consider this interesting icon in some detail
later on. Of greater significance, however,
is the Kapotivara shrine at Chejerla in
Andhra Pradesh. This structural temple was
built probably in the fourth century at
the instance of the kings of the Ananda
gotra lineage who ruled over parts of the
present-day Guntur district in Andhra
Pradesh during the first few centuries of
the Christian era. Although it is now a
Siva shrine, it was undoubtedly meant to
be a Buddhist sanctuary.

It was probably the king Damodara-
varman, whom an inscription describes as
"devoted to the feet of the perfectly
enlightened Buddha” (‘samyak-sarhbud-
dha- padanudhyata) that built this shrine,
which is modelled after the oblong Bud-
dhist chaitya-hall in the ‘back - of - the
elephant’ (gajaprshtha) shape. There is an
interesting suggestion that the Pallava ruler
Mahendra-varman, who was a great en-
thusiast of the stone-shrines was a kinsman
of the royal family of Ananda-gotra lineage
(as also of the Vishpukundi- kings), was

The Chalukya Mahadeva Temple at Ittagi (Karnataka)
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inspired by the Chejerla temple. It may
be noticed that rock-cut shrines (the
so-called Pandava rathas), especially the
ones named after Bhima and Sahadeva,
bear a definite resemblance to the Chejerla
temple.

Within the kingdom of the Chalukyas
of Badami was Pattadakallu (called
Kisuvolal in old texts), now in the Badami
taluk of Bijapur district in Karnataka. It
was an important township, especially
favoured by the Lakulia-Padupata sect of
the Saivas. Even the Greek traveller
Ptolemy (around 150 A.D.) mentions this
town along with Badami. There are about
ten ancient temples in this place, most of
them built during the seventh and eighth
centuries. The most famous among them,

the Virupaksha temple (built around 740
A.D.) appears to have been modelled after
the Rajasimha temple at Kafichipuram
(about 700 A.D.); and it is likely that it
inspired the Kailasa temple at Ellora (built
by the Rastrakuta king Krishna I, 757
A.D., around an old cave-shrine dedicated
to Siva). The earlier name for the temple
was after Lokesvara, the Mahayana Bud-
dhist divinity who had close association
with the Lakulisa-Saiva cult; there is also
a suggestion that it was named so after
Loka- mahadevi, the queen of the
Chalukya king Vikramaditya II.

A remarkable, and altogether unprece-
dented, feature about the Pattadakallu
temple is that we have an inscriptional
mention of the architect who actually built

Shrine at Gangaikonda-cholapuram (Tamil Nadu)
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Shrine at Gangaikonda-cholapuram (Tamil Nagdu)
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this structure : ‘sutradhari’ Anivaritagunda.
For the first time in the history  of
temple-building, the craftsmaster is given
his due recognition. The original shrine
was probably austere and one- celled, with
an imposing although modest $ikhara; but
it came to have in due course numerous
pavilions. It became a complex structure,
but not forsaking the dominant element
of harmony: We should turn to the
Vijayedvara (now known as Sahgamesvara)
temple, if we want to have an idea of
how the original ternple would have looked
like without a porch. This latter temple
was an earlier one, having been built by
Vijayaditya (696-733 A.D.).

A still earlier temple is the one
dedicated to Siva (or Vishnu, according to
Percy Brown), Papanatha, with a short
tower of the North Indian type. An
obvious and bold disregard of the canoni-
cal proportions characterizes this temple,
which was constructed before 690 A.D. A
narrow circumambulatory passage, a dis-
proportionately large = vestibule, greatly
spread out pillars, and the hesitantly low
vimana make the temple closer to the
rock-cut shrines than to the structural ones.
In the half- pavilion (ardha-mandapa),
structurally removed from the main shrine,
is sculptured a fine Nataraja group. The
sculptor's name (Baladevamayya) is in-
scribed on the panel near the left shoulder
of the main figure.

Ancient Kartikeya Temple in Sandur (Karnataka)
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The temple-complex of the Chalukyas
of Badami, scattered in Badami, Aihole,
Pattadakallu, Kopana, Puligere and Vak-
kunda, marks an important phase in the
evolution of temple architecture in India.
it not only marks a definite transition from
the rock-cut shrines to structural temples,
but it reveals numerous experminents in
stylistic variation, Here, perhaps, was the
origin of the classical trichotomous clas-
sification of Indian temples into Nagara,
Dravida and Vesara.

While this classification is neihter neat
nor absolute, it points to certain trends of
stylistic variations, especially with regard to
the sikhara treatment. Texts like Vishnu-
tilaka, Manasara; Mukutagama, Silpa-ratna,
Maya-mata and [§3na-$iva-quru-paddhati,
which deal with this classification, give
broad hints about their different features.
There are texts (like Vishpu-tantra, and
Markandeya-samhita) which group temples
into nine types; in addition to the above
three, they mention Sarvadeéika, Kalinga,
Varata (the three regional styles, recog-
nized in Kamikagama), Mandira, Bhavana
and Yoga. But the variations detailed here
are too minute and minor to be of much
practical significance.

The trichotomous classification alone
was regarded as valid and inclusive. And,
both Silpa-pragna and [ana-giva- guru-

paddhati insist that this classification refers

only to the sikhara. It is said that the
word Nagara actually means squarish,
Vesara circular, and Dravida polygonal (six
or eight sided). But this refers, according
to these texts, to plinth of the temple
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(adhishthana) rather than to the shape of
the towering spire. Whatever the stylisti-
cally differentiating features, the territorial
grouping is also done in the texts.

The classical description is that the
Nagara type prevails in the land between
the Himalayas and Vindhya ranges, the
Vesara between the Vindhya ranges and
the river Krishna, and the Dravida in the
country  between  that  river and
Kanyakumar. There is also a variant
description, denoting the Southem style
(between Krishna and Kanyakumari) as
Vesara and the Central style (between
Vindhya and Krishna) as Dravida. The
significance of Vesara is ‘that it is a mixed
style. The Nagara temple is square,
cruciform in plan and its dikhara has a
vertical emphasis. The Dravida,. on the
other hand, emphasized the horizontal
aspect; its sikhara is octogonal or domical,
or in the shape of a vaulted roof. Another
distinguishing feature of this type is the
tall and storeyed towers on gateways
(gopuras); but this is a later innovation.
The Vesara is circular in plan or apsidal,
and combines the sikhara- features of the
other two types..

Manasara (18, 90-94) in one place
gives an elaborate account of the three
styles

(2) Temfe wyfy ot ey AraarTH |
o gemTpier ard e R |l
st g2 a1 Aaa T |
TSI ARG AT At |l
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(R) T JTATHR qE<TFTHT AT |
Prafe wfer aei=t Femrareae |
AT TN TR 43 |

(3) oI HE a1 Yewy |
g W AT Jorhfia I

But elsewhere (53, 53) limits. the
significance of the stylistic variation to the
pedestal

I F G ST ISTH o |

The description given in Ajitagama
(kriya- pada, 12, 36-38) is more cryptic:

Wﬁ'ﬁ'ﬁ:mﬂl’qﬁml
AT 21 S Ja¢ Iy 719 1)
sﬂmﬁqﬁuﬁﬁmﬂwl
sty ey =mers sfae af=fian ||
FIBTSRT I F5EL a7 Fead |

Suprabhedagama (1, 31, 38-39). alko
gives almost the same description:

¢ e S < = Fyar qag |
TSI I AASETHATT & ||
dian o sreed 31 gifrererss

H9 & SqU TIEE AR fya ||

ihe account in Karanagama (1,7,116)

is as follows:

lriyiz

AT Zf A e 7 Py |
e T et g AT ST I
Ay srenst zifere Ay e |
ufsrgr et st i |

We have a long list of stylistic differen-
ces between the three modes in
_KEmika_gama (65, 6-12):

T Pt s afad sryafaas |
JuafaafEds arr sy qur |
X o T fEs< Tseada 7 ||

ATEHTC HETT Ant: afed: o ||
sIfaE Fercsamar: A gavee |
THr=s AT Re: ||
fecam e apvfhget wRTergTCERLaR |
AhET HYh A AR 7 & ||
SgatYe afyy afesraraEn ey |
FaaTt femrted FrefermRra |
AT g qeEs wa ||

Silpa-ratna (16-51) has the following:

Wﬁﬁmm‘ﬁﬁﬁﬁwl
HFATET TSy 1 qfeEg AT e ||

and (ibid, 52)



Jyotirlinga Temple, Ellora
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qe dfieieh 8 mfae waw fag: |
FUHTSAAAT FE e ||

Another text, dealing with thgatre,
Bhava-prakadana (10, 5) also makes a
three-fold classification:

AL 2 FRraredt sty Prer w3 |

The temples built by the Chalukyas of
Badami are said to conform more or less
to the Vesara typology, but we find
examples of the other two types also. In
fact, the textual incorporation of these

types must have followed the actual
construction of these temples. The tenden-
cy to emphasize the element of tower over
the sanctum in monumental and structural
temples which we see initlated in the
Pattadakallu complex found their fulfilment
in both North Indian and South Indian
temples. Two fine and early examples of
the typical and stylized South Indian
Dravida treatment of the tower are the
Shore-temple at Mamallapuram  and

Kailasanatha temple at Kachipura, both
built by the Pallava-ruler Narasimhavarman
Il (also called Rajasirha, about 680- 720
AD.). It is probable that the Virupaksha
temple at Pattadakallu was -directly in-
fluenced by them. But stylistic variations
have been tried out here. The Galaganatha

Kedaresvara Temple at Balligavi (Karnataka)
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temple has the tall sikhara with the
amalaka motif, which undoubtedly was the
forerunner of the typical spiral Nagara
type. Likewise, the Visve$vara temple
provided the model for the characteristic
Kalyana- Chalukya tower.

The transportation of the Nagara idiom
to the North is best illustrated by the early,
broad, squatty and low vimana of the
Paradurameévara temple of Bhuvanesvar
(built around 750 A.D.), which strongly
reminds one of the Durga temple at
Aihole. Its development . into a typical
Orissan style with a tall tower and the
tiered front pavilion roof can be seen in

the Muktedvara temple, built about two
centuries later, and the great Lingaraja
temple built around 1000 A.D., in the
same town. A varant idiom was evolved
in Central India,
pyramidal dikhara rising on an elevated
illustrated about

with preference for

masonry terrace, as
twenty temples that are extant in
Khajuraho (in Bundelkhand, Madhya
Pradesh) built between 950 and 1050 A.D.
These temples also reveal a ,t\endency to
integrate the several structural defails into
a neatly packed mass. However, sculptural
enthusiasm dominates the architectural skill
here.
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CHAPTER THREE

THE TEMPLE STRUCTURE

The Indian temple is not a building; it
is an image, a conception of divinity. While
it is both natural and necessary for the
image to be projected into a spatial
arrangement and concretized by a struc-
tural monument, the image does not
depend upon such activities for its  con-
tinuance. It is true that the urge for the
expression of the image has grown from
a simple ring of stones to a vast complex
of shrines, chapels, pavilions, corridors,
yards, and tanks. It is also true that
sometimes townships have grown inside
the temple enclosure; and the administra-
tive machinery in many cases is elaborate
and involved. But the basic truth about
the temple is the image that people have,
and this centers round the icon. The icon
is the source of the image; and the image
may reach far out,

It is not impossible to conceive of an
icon devoid of the temple paraphernalia.
In fact, it is not till a late period in the
history of Indian religion that the temple
distinct socio- religious institution
began. Early shrines were probably “con-
fined to the icons. The custom of building
the temple first and then preparing an
icon to be installed in it is a later one.
According to strict canonical considerations,

as a

a temple must be built for the icon, and
not an icon got ready for the temple, for
a temple is really only an outgrowth of
the icon, an image of the icon.

It is impossible to indicate when exactly
the custom of building stylized temples
began in our country. There is hardly a
structural shrine that can reach back to
the third or even the fourth century A.D.
But temples must have been there much -
earlier. The village shrines of thatch and
mud, bamboo and wood would not have
been meant to survive till our days. The
builders of such shrines had no eye for
abiding fame. They did not aspire that
their buildings should last "till the sun and
the moon and stars cease shining”, as the
later kings and chieftains vaingloriously
wanted. Early constructions were not in-

“struments of vanity or even acts of piety,

but necessary means of worship.

There is evidence to suppose that the
early shrines were temporary structures,
erected when the occasion of community- -
worship demanded, and were pulled down
later. The canonical concept of ‘pavilion’
(mandapa) supports this supposition. The
old text Visvakarma-prakasa suggests that
the purpose of the pavilion is to accom-.
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modate the people that gather to worship
at the temple only occasionally. Every
house had its own shrine, and daily
worship would be conducted there. Two
kinds of shrines are recognized: ‘private’
shrines, meant for the individual devotee
and for his family (atmartha); and ‘public’,
meant for all the people in the cominunity
(parartha). In the former case the per-

formers and the participants are not

different, whereas in the latter the ﬁﬂests
are the performers and people are the
participants. The sanctum of the public
shrine would be for the performance of
the worship ritual, and the pavilions for
the participants to assemble and partake
of the proceedings. Temporary structures
would be put up when large groups of
participants dre expected to gather,

It is only later that such structures
tended to become more permanent, and
the early stimulus came probably from the
Indo- Greeks who became converts to
Indian religions. We have inscriptions that
reveal their influence. Heliodorus (son of
Dion), the Indo-Greek ambassador who
resided in the city of Takshadila around
the second century B.C., was a devotee
of Vishnu, a ‘bhagavata’, and got erected
a stone column in honour of ‘Vasudeva,
the god of gods (deva-deva)”. An inscrip-
tion in Brahmi characters on this garuda-
dhvaja, found in Besnagar (the old Vidiéa)
near the present-day Bhilsa near Gwalior,
Madhya Pradesh, suggests the existence of
some sort of a temple. An inscription
belonging to the same period speaks of
“an excellent temple (prasada) dedicated
to Bhagavan’. The Saka satrap, Rajuvala,
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- shana,

son of Shodaga, who styled himself ‘the
great satrap’ (maha-kshatrapa), tells us in
an inscription found in Mora near Mathura
(Uttar Pradesh) that he got built a stone
temple for the icons representing five great
heroes of the ‘Vrshni clan’ (bhagavatam
vrshninam panca-viranam pratimah saila--
deva-gni ....... )

The five great ones constitute the family
of Vasudeva, the form of Vishnu extolled
in the Bhagavata cult; Vasudeva, Sarnkar-
Pradyumna, Aniruddha, and
Samba. The first two of these heroes,
identified with Krishna-Vishnu and his
brother Bala-rama (who was later merged
in the concept of Kartikeya-subrahmanya)
appear to have been popular divinities
during the days prior to the Christian era.
There is another second century B.C.
inscription found at Ghosundi (Nagar near
Chittor in Rajasthan), which speaks of a
“stone temple-enclosure with a garden
dedicated to Narayana” (pujaéilaprakara-
Narayana-vatika) meant for the worship of

“the unconquered heroes and lords of all,

Vasudeva and Sarhkarshana” (anihatab-
hyam sarve$varabhyam Vasudeva- Sarn-
karshanabhyam) :

What these temples were like is hard
to conjecture. It is not even certain that
they were temples in the present-day
sense; they may have been mere
enclosures around an icon. Icons were
older than temples. We know, for instance,
that the celebrated temple on the top of
the Tirumala hills (in Andhra Pradesh) was

not there during the days of the early
- Alvars, the Vaishnava saints of the South,
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viz., the third and fourth centuries A.D.
Their Tamil songs describe the majestic
Vengadam icon as free-standing and ex-
posed to sunshine and rain; there was
only a dwarf rampart enclosing the icon.
The famous five-foot icon of Siva (?)
found at Gudimallam (near Renigunta, in
North Arcot district) has been assigned by
Ananda Coomaraswamy to the first cen-
tury B.C. It is now housed in Parasurames-
vara temp]e,' which is not a structure of
any great antiquity, It is likely that this
icon also was free-standing. We have from
the village Burhikhar (in Bilaspur district,
Madhya Pradesh) an inscribed sculpture of
the same period (first century B.C.),
worshipped as ‘Chatur-bhuji Bhagavan’
(four- armed Vishnu) and' gifted by some
lady Prajavati. There is,
mention of a temple having been there

however, no

to house it.

The Puranas, which are medieval
works, contain not only praises of temples
but promise great glory to the builders of
temples. Agni-purana, for instance, says
that if a person merely desired to build
a temple for Vishnu, all the sins that he
had accumulated during all his previous
lives would disappear. Haya-$irsha- sarhhita
proclaims that if one should put a brick
in place for building a temple and die
soon after that act, he would have
acquired the benefits of performing a
sacrifice. Vishnu-rahasya promises heaven
even for a child that playfully builds a
temple in the sands. Such praises and
promises suggest that temples had already
been looked upon as acts of great merit,
and that temples were being built in large
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numbers by the rich and pious folk. This
activity was encouraged by affirmations
that a single temple built would confer
merits that one would acquire by perform-
ing two sacrifices together, ‘Rajasuya’ and
‘Asvamedha’ (Vishnudharmottara).
the new substitute for the degenerating
practice of performance of sacrifices.

It was

The early Puranas had focussed the
religious attention of the country on a few
places which were regarded as especially
favourite of the gods; the divine presence
was supposed to be spontaneous and
abundant there. Their celebrity has con-
tinued till our own day. Instances are
Badari-vana, Kedara-natha, Indra-dyumna
(Jagannatha-  puri), Ka$
Prayaga, Somanatha, Simhadri,
Venkatachala (Tirumalai), Setu (Rames-
varam), Kafichipuram. Here the icons were
reputed to be ‘self-manifest’ (svayam-vyak-
ta), not made by man; and therefore what
remained for man to do was to build
temples over them. and the places them-
selves were considered holy, and visits to
them were held especially meritorious.
Pilgrimage, which still remains as one of
the essential features of Indian religions,
was -largely the contribution of the
Puranas.

(Banaras),

The essence of the holy place was
concretized in a shrine, often containing
the icon that was reputed to be ‘self-
Structural additions to such
to accommodate the

manifest’.
shrines, buildings
pilgrims, tanks to provide water to them,
free refectories to cater to their needs,
and other acts of charity were deemed
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meritorious. There are instances where
whole townships have grown out of
shrines. There are in scriptures called
‘independent’ (svatantra) shrine, in con-
tradistinction to the temples built for the
sake of a village or township (‘dependent’

or paratantra shrines).

This is how vast temple-complexes
evolved in hundreds of ‘sacred sites’
(kshetras), strewn all over the country. But
when places which did not command such
prestige emerged into importance owing to
political or commercial reasons, they were
also got sanctified by kings or chieftains
or influential residents through the instal-
lation of icons ard construction of shrines.
Sometimes, icons were brought over from
the ancient, sacred sitgs which had been
deserted or which were not easily acces-
sible to people. The conquering kings
sometimes camied away prestigious icons

as booty and got them set up in “their

own capitals. Or, more frequently, replicas
of icons from the accreditedly sacred sites

were got made and installed. There are
for instance hundreds of Kagi-visvanatha
temples in the country today, and
hundreds of  Kedaresvara  shrines;
Verikatesvara shrines have sprung up in
large numbers after the original shrine at
Tirumalai.

Thus, not only architects but sculptors
got busy during the middle ages. And to
fulfil the new need, several texts prescrib-
ing the norms, styles, methods and meas-
urements of the temples and icons came
to be written. Craft-guilds were organized,
and kings and chieftains undertook to be 4
patrons of artists and craftsmen connected
with temple-building. Craftsmen’s organiza-
tion was in terms of four classes of skilled
workers; the designing architect (sthapati),
the surveyor (sutragrahin), the sculptor
(takshaka), and the builder (vardhaki).

The architect directed and co-ordinated
the activities of others; he was in general
charge of the entire construction, and was
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expected to have an expert acquaintance
with the canonical norms. The surveryor
was hierarchically next to the architect; his
special area of work concerned with
proportions, vertical and horizontal (mana
and unmana). The sculptor worked with
stones, cut them into large and small
pieces according to plan and design; he
also sculpted images and attended to
decorations. He was free to work as his
fancy dictated, within the general
framework provided by the architect. He
was acquainted with canonical prescriptions
and descriptions -concerning icons and
sculptural ornamentation, and ‘his creativity
was not only acknowledged but praised.
The builder -put the pieces, cut and worked
by the sculptor together, and attended to
the temple coming up (the term wvardhaki
means ‘an increaser’). His professional
affiliation was with the carpenter's craft
(‘joiner’) .

It may be remembered that early
temples were constructions in wood, and
carpenters were the main craftsmen who
attended to them. The work of all these
four classes of artisans was often super-
vised by a director or manager (sthapaka
or sthanika) who was not only learned in
temple-craft but a priest as well; he was
the administrative chief of the temple who
had control over the other priests who
were directly responsible for the details of
worship in the temple.

Worship in the temple was more
formalized than domestic worship and it
involved many more details than the latter.
It therefore necessitated many priests and
assistants. And numerous festivals were
incorporated into the normal working of
the temple. The devotees who assembled

had to be given token food blessed by .

the offering-rituals (naivedya, prasada or

1

e
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bhoga); and in olden days pilgrims were
also fed in the temple. The temple had
also to provide place for assemblies of
devotees and their socio- religious perfor-
mances.

All this meant not only an increase in
the staff of the temple and a more
claborate administrative procedure but a
growth in the spatial arrangement. The
temple had to have several halls, not

strictly connected with the routine worship: -

audience pavilion (rangamandapa), treasury
and store-house (Sti- bhandara), the cham-
ber for the performance of daily and
occasional sacrifices (yaga-dala, kitchen
(paka-¢ala), dining hall (Siva-kuta in Saivite
temples and Ramanuja-kuta in Vaishnavite
" temples in the South, bhoga-mandapa in
the North), mamiage-hall (kalyana-man-
dapa), the rooms where the festival
vehicles were kept (vahana-mandapa), and
the temple-tank (kalyani or teppakulam- in
the South). :

In additon to the main icon in the
‘sanctum, several other icons in the nature
of consorts (Amman or Devi), attendants
(parivara), and companions (parsva) had
to be provided with separate chambers,
cells or at least niches in canonically fixed
positions. The temple thus became increas-
ingly complex both architecturally and
administratively. Especially the temples that
came to be favoured by royal patronage
got unnecessary and superfluous halls and
pavilions added periodically; the structure
tended to grow out of all proportion to
the function.

But the added structure does not add
to the shrine value. The real temple
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consists of the sanctum in which the icon
is housed, and the immediate structural
involvements that are essential for the
main worship ritual. In fact, the canonical
texts describe the sanctum alone as the
real temple. Sri-prasna declares that the
sanctum is the divinity’s body and the
icon is its soul (jiva). Usually it is a stone
structure, square in shape and severely
plain, although there could be niches for
other icons on the outer walls. There will
be no pillaré, and the sanctum will be
altogether devoid of windows. The shutting
off of air and light was meant to preserve
the icon which, in olden days, was made
of wood, stucco, or even clay. Besides
preventing of ill-effects of weathering, the
dark interior added to the mystery of the
divine presence in sanctum represented by
an empty low platform (vedi, probably
with a mystic diagram called mandala), a
copper vessel placed on a seat (kumbha),
a sacrificial fire-place (kunda) or a sculpted
icon (birhba). Although it is usual to find
the sanctum built in stone, constructions
in brick are not rare. Yishr_m-tilaka men-
tions that while the stone sanctum is the
best, the brick one is the next best the
wooden sanctum however is inferior, and
the mud one is said to be the worst.

The sanctum is technically known as
the ‘garbha-grha’ (‘the womb- house’) and
‘Deul’ the corrupt form of ‘deva-kula’ (in
the North). It is insisted that this part of
the temple must be constructed first, and
before the construction a
ceremony  known  as ‘impregnating’
(garbhadhana or garbha-nyasa) should be

significant

performed. This ritual involves letting into
the earth a ceremonial copper pot, con-
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taining nine precious stones, several metals
and minerals, herbs and soils, symbolising
creation and prosperity. The building which
contains this ‘womb’ is said to prosper,
and not the one which lacks it (Siddhan-
ta-sekhara). After the completion of this
ritual, a stone slab (adhara-¢ila) is placed
over the spot where the copper pot
symbolises the womb, and the icon the
soul. The sanctum that is built round it
is the body. This is the significance of the
sanctum being called ‘the womb-house’.
Texts like Silpa-ratna, Tantra-samuchchaya

and [sana-$iva-quru- paddhati give an
elaborate account of this ritual.

The sanctum is covered by a flat roof
of stone slabs, and sometimes by wooden
beams and planks. This serves as the base
{adhisthana) for the tower that rises above
the sanctum. This super-structure known
as ‘vimana’ or ‘dikhara’ is an important
part of the temple, especially of the
temples built in villages and towns. It is

interesting to note in this context that holy
places are classified into five kinds in an

old text named Archana-navanita.

The first variety is where the divinity
is self-manifest (svayarh-vyakta), the
second is where the icons are installed by
gods (daivika), the third by sages (arsha),
the fourth glorified in the Puranas
(pauranika), and last is where the shrine
is man-made (manusha). While the first
four kinds of places are holy by themsel-
ves, the last variety needs to be sanctified
by special effort. The background belief
was that the entire area which the vimana
overlooked was rendered holy. Thus the
vimana constructon was a means of
sanctifying the otherwise ordinary place.

The early temples were understandably
flat-roofed. The Gupta temples in the
North belonging to the fifth century were
flat- roofed. We have in Aihole an early
specimen of such temples in the Lad-Khan
{about 500 A.D.), on the roof of which

TeTTr T
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is another sanctum whose roof consists of
stone slabs grooved at the points. and
pieced together. Sometimes, the temple
roof resembled the roof of the huts, as
illustrated by the so-called Draupadi shrine
in Mamallapuram. But there was a tend-
ency for the roof to be wvaulted or
dome-shaped, probably in order to
reproduce the shape of the cave-shrines
imitation of the stupa-form. The
mean mud-shrines in the villages even
today are surmounted by a mound of
earth, as in the primitive funerary monu-

or in

ment. In course of time, the tendency
resulted in the pyramidal or curvilinear -
form. This was regarded as the part of
the temple that gives the structure a
monumental dignity.

The North Indian temples, especially in
Orissa, emphasized this aspect. Perhaps the
upper storey of the temple (as in the
Lad-Khan temple of Aihole) was stylized
into this part; and several storeys were
amalgamated into a decorative spire. By
about the eighth century, the towers
became parabolic in character. Legends

4
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about the mythical mountain Sumeru (or
Meru) were employed to highlight the
value of the tall towers that rose to
impressive heights. Indeed some of the
temple-complexes in Orissa and Khajuraho
appear like mountain ranges. The vimana
of the Lingaraja temple in Bhuvanesvar is
125 feet tall; that of the Jagannath temple
at Puri is 200 feet tall, and can be seen
from a distance of six miles. In the
temples of North India, the main sanctuary
comprehending the sanctum (garbha-grha
or deul) as well as the tower above it is
called the vimana (or sikhara). Although
the same connotation obtained in the
South it has become more usual to
confine that expression to the superstruc-
ture above the sanctum.

The North Indian vimana is crowned
by a large circular (wheel-shaped) capstone
block known as amalaka, after the com-
mon fruit, emblic myrobelan; while its
South Indian counterpart ends in a cupola
(srhga) or wagon-roof (khakhara). The
South Indian vimana is broader and
shorter than the North Indian one, and
we find the usual tendency is towards the
form of a polygon, on a square or
rectangular plan. The North Indian temples
rise from a predestal (pitha) through the
wall (bara) and main body (gandi) to the
‘head’ (mastaka), which consists of a
ribbed amalaka surmounted by a ‘skull
(khapuri), on which is installed the kalaga
(the finia. And on top of the finial will
be seen the ‘weapon’ (ayudha) of the
deity, a trident or a discus. However,
we do not find the mention of ‘amalaka’
in the classical texts of temple architecture
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In South India, there was emphasis on
the vimana in the earlier phase of temple
architecture. For instance, the vimana of
the Rajarajigvara (or the so-called Brihades-
vara) temple at Tafjavar in Tami] Nadu
{built by the Chola King Rajaraja I, and
consecrated in 1009 A.D.) rises to a height
of 58 metres, “‘an architectural texture of

vajana

kapota

= urdhva-padma

kantha

padma

kumuda

padma

mahapadma

upana

g

: kapota

)J kantha

padma

I ~upana

Limbs of adhishthana

63




stupi

mahapadma

Sikhara

Qc)) " hara

( gala :

l-——--——-—-——" vedika

! P) | kapota
FO? n kafr_\a-kﬁga
c pafjara

Izl

o : mprastara

G 2 pada

1

adhishthana

Vertical sections of a vimana

great beauty”. But the tendency was in 1025 A.D.) was already only 46 metres
favour of shorter vimanas. For example, high. Subsequent vimanas are less em-
the vimana of the temple at Gangaikon-  phasized in their height, in comparison with
da-choja-puram (built by Rajendra-Chola in  the tower over the gateway (dvara-gopura).
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But the sanctity of the vimana was not
affected by the diminished height. While
sculpture on the gateway-tower could
contain secular and erotic themes, the
vimana had to be austere and could
accommodate  only the  prescribed
divinities, associated with the icon in the
sanctum. The practice of boWing to the
vimana as if that were verlly the outer
form of the icon continues even today
among the devout folk. The gateway-
tower, on the other hand, does not
command this reverence. It is more a
creature of the donor's pomp and the
sculptor's skill than an expression of

religious sentiment. -

The plan of the vimana could be round
or square; it could also be six-sided or
eight-sided. It could either retain one form

_uniformly from its base to the top, or
- combine two or more plans at different

levels. It consisted originally of several
distinct storeys, sometimes as many as
sixteen, but the prevailing style is devoid
of such differentiation into storéys. It rises
directly above  the sanctum, with the flat
roof of the sanctum (bhumika or kapota)
as its base (adhishthana). Sometimes,
Bowever, it encompasses the area covered
by the circumambulatory path round the
sanctum as well as the rectangular porch
immedi.:ate]y in front of the sanctum. Its
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mass rests on a square base, called
‘support’ (adhishthana or pitha), and rises
through stylized treatment of dormer-
windows in several tiers to a dome-shaped
tower (dikhara) summounted by a cupola
(srnga or stupi).

It was an old custom to instal a crowing
member in the form of a sacrificial - vase
(kalaga), made of metal and gilt. An
inscription of Keta in Amaravati (Ep. Ind.,
vol. 6, p-152) mentions white-washed
shrines with golden kalasa on top.
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Kalaga denotes a mark of exaltation.
Another inscription (Ittagi, Ep. Ind. Vol
13 p. 46, dated 1112 A.D.) speaks of

ST A A |

Alround the sanctum will be a passage,
often narrow, permitting the devotees to
pass round the sanctum in the customary
act of devotion. This circumambulatory
path (pradakshina-patha or bhrama) be-
came a structural involvement as the
temple grew in size; it is more naturally
open, as it was in the early phase. The
rectangular porch in front of the sanctum
(mukha-mandapa or mukha-dala) is a
pillared hall, allowing the devotees to stand
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and watch the worship rituals as they are
conducted inside the sanctum. When the
temple became popular and the par-
ticipants increased in number, there was
need for an additional hall of considerably
dimensions (nava-ranga or maha-mandapa)
to accommodate large assemblies. In such
an event, the porch became merely a
‘vestibule’ (antarala), structurally connecting
the sanctum with the assembly-hall. This
intermediary space was open in the early

- temples, as for instance it was in the

Verikatesvara temple on the Tirumalai hills.
But it tended to become a closed hall
resting on pillars as the fortunes of the
temple prospered.

The area of the temple comprising of
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Tank in the Tiruvannamalai Temple

. e

the sanctum and the halls as well as the
tanks and gardens came to be enclosed
by a wall (prakara), like the ramparts of
a fort. But this was a later innovation,
and became an especial feature of South
Indian temples. Later canonical texts pro-
vide for as many as thirty-two such
concentric and enclosing walls, but recom-
mend not more then five or seven,
although the need to have more than one
was rarely felt. The texts explain that the
prakara contributes security to the shrine,
strength, protection, beauty and accom-
modation for attendant- deities.

oA afared e TETHHY |
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(Manasara, 31,1)
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Prakara (in Basti of Jinanathapura)
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Prakara (Gangadhara temple, Bangalore)

The prakara idea also involves division
of the temple-area into five courts; antar-
mandala (innermost area), antar-nihara (or
antar-bhara), madhyama-hara (or madhya-
bhara), prakara (maryada-bhittika, signify-
ing the limits of the consecrated ground)
and maha-maryada (or mahamaryadi-bhitti,
the outermost enclosure. containing the
door-way and tower, dvara-gopura) (see
Suprabhedagama, 31, 115-128). The ‘Ran-
ganatha temple at Srirangam in Tamil
Nadu has seven enclosing walls, encom-
passing almost the entire township. Where
there are multiple walls, the one nearest
to the sanctum is styled as ‘the inner
enclosure’ (antarmandapa) and the outer-
most as ‘the limiting lines’ (maryadahara).
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In the South Indian temples the
prakaras are not merely boundary walls;
they accomodate a series of pillared halls
or pavilions, rooms for storage, resting
places for pilgrims, and shrines for minor
deities. Although their chief purpose is
protection of temple property, the walls
are ‘also rendered elegant and artistic.

Although the texts prescribe that each
enclosure must have doorways, on all four
sides, with a tower over each one of them,
and although we do find large temples
(such as the one in Tiruvannamalai in
Tamil Nadu) answering to this prescription,
it is commonly the wall facing the sanctum
alone that has the opening. This doorway
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Pillared Hall (in the temple at Somanathapura)

is called maha- dvara, and usually it is
an immense one, allowing the temple
elephant or small chariot to pass through.
Since the tenth century it has become
customary to have a tower above the
doorway. The ancient texts such as Vaik-
hanasagama, Maya-mata and [sana-siva-
guru-paddhati mention the gateway- tower,
but do not consider it as important.

‘Gopura’ literally means cow’s pen, and
the term was used to denote structure
that was erected at the entrance of the
cow’s pen. The gateway to the town or
village was also similarly indicated. Hence
the expression

TER G M
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And it was the custom to represent the
front portion of this tower-like structure in
the form of the head or face of an alligator
or iguana (godha-mukham). We find even
Kautilya makes a mention of a turret
above the gate (Artha-dastra, 24, 2,

‘prakara-samam mukham avasthapya’).

One of the earliest towers that can be
regarded as impressive is on the gateway
to the Avani-Kandarpesvara temple in
Kilaiyur (near Tirucchi in Tamil Nadu). The
gopuras built by the later Chola and
Pandyan rulers between the fifteenth and
seventeenth centuries are majestic and
massive, as in Madhurai, Tirunelveli,
Chidarhbaram, Kurnbhakonam and Tiruva-
naikkaval (near Srirafigam). Inscriptions
often speak of ‘huge and tall towers of
temples  (‘vipulothunga-gopuram  deva-
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Gopura of Varada-raja temple at Kafichipuram
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hendur temple

Gopura of the Tirec
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Gopura of Tiruparankunram temple

mandiram’). They are multi-storeyed
pyramids, oblong in plan, rising tier upon
tier, tapering till the wagon-roof sikhara
with fans (nasi) on either end representing
mythical heads (kirtimukha), calls a halt.
The really tall gopura may reach to the
height of about 200 feet. As many as
sixteen storeys are permitted in the texts.
The entire mass, built of brick and mortar,
is filled with stucco figures and decorations.

Despite its artistic
profusion, the gopura is not regarded as
‘an essential feature of the temple. And it
is unique to the South Indian temples.
Neither the enclosing wall (prakara) nor
the gateway-tower (dvara-gopura) figures

immensity and

prominently in the North Indian temples.
And many temple-complexes, as for in-
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stance at Khajuraho, are devoid even of
the enclosing walls.

The sanctum, adyturn, garbha-grha
which is the most important structural
detail, is
dispensing seat’ (bali-pitha) which is in-
stalled in front of the sanctum directly
facing the icon. It is a low stone altar,
frequently modelled in the form of a flat
lotus in bloom. In the early shrines it is

a mere block of stone, but later, it

assumed a relatively elaborate form with -

a base, cornices, wall-surface and the
top-lotus. Actually there will be several
‘seats” of this nature, installed in wvarious
ritualistically determined positions inside the
enclosure and outside the sanctum. How-

ever; the one in front of the sanctum is
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closely associated with ‘the
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Gopura of Parvati hill temple at Pune
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Mouldings of Balipitha
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Doorway of the Jaina temple in Belggum

o 7 T

ik

temple

Entrance to the Nagar-koil

Indian Temples : Art & Architecture 81



the ‘chief seat’ (pradhana- pitha), and it
is on this that the sculptor spends his skill.
The purpose of these seats is to offer food
to the attendant gods and secondary
deities, after the main offering has been
made in the sanctum. The canons specify

that the real temple comprises of the

sanctum, the tower on top of it, the icon
inside it and ‘the dispensing seat’ in front
of it. These are the essential parts of a
shrine. Some texts even proclaim that the

extent of the shrine reaches only as far

as ‘the dispensing seat’ and no further.

The texts in course of time specified
the relative proportions of the several
details of the temple structure. Like the
“ala-mana’ scheme for sculpture, ‘ganya-
mana’ was relevant for temple architecture,
which consisted of ‘six limbs (shad-varga);
base (adhishthana), columns (pada or
starnbha), entablature (prastara), wings
(karna), roof ($ikhara) and dome or cupola
(stupi).

e v TR |

If tala-mana has ‘angula’ as the unit,
ganya-mana has kishku, and there are
measurements which are vertical (tufga-
ganya) and which are horizontal (vistara-
ganya)

Another interesting feature involved in
stylized temples was the custom of having
ornamental arches (torana). The arches
made use of muythical themes like the
crocodiles from the mouths of which
emanates strings of pearls and garlands of
flowers Kamikagama (55,67) says:
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Besides  Chitra-torana,  which s
described in the above passage, the texts
mention two other types of torana: patra-
torana (fashioned like the lotus-leaves) and
makara-torana (arch with makaras). The
makara-torana is regarded as suitable for
the residence of brahmins and kshatriyas
and also for temples, while chitra-torana
is for vaidyas and patra-torana for gudras.
The Manasara (55, 93) which gives this
information, also says that each is suitable
for all (‘sarvam sarvatra va matam’). The
appropriate measurement for the torana is
given as follows: :
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The door is another important detail in
temple architecture and the texts prescribe
niles about the several aspects like jamb,
lintel (dvara-¢akha), door-panels (kavata),
door-joints  (dvara-sandhi), door plank
(phalaka), bolt (klla-bhajana) tower over
the doorway (dvara-gopura) and the cham-
ber associated with the doorway (dvara- .
koshtha).

The doors of the temple must always
be two-panelled, and the two are
described as mother and daughter:
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(Vastu-vidya 14, 1)

Brihat-sarhhita (56, 10) which recom-
mends a temple-site of sixty-four squares
prescribes that the door must be located
in the middle of the front wall and that
it must be in the same direction as the
" idol
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According to Agn_i-guriga (104, 5, 24)
the doors must always be had in one of
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the four directions and never in the
corners:
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Suprabheda (31, 7, 131) recommends
gate-ways in all the four directions (chatur-

dvaran chatur-dikshu’) on the outer
wall. The door on the eastern side must

be made in plaksha wood, the one on
the south must be in udurhbara wood,;
the door on the south ‘must be made in
asvattha wood, and the one on the
northern side must be in nyagrodha wood.



CHAPTER FOUR

TRADITIONAL PERSPECTIVE

The Upanishads speak of the “inverted
tree”, asvattha, with roots hidden above
and branches spreading below (Katha 2,
3, 1). The tree is an ancient analogue of
life here and beyond. We find references
to it in the Rigveda itself, and we find it
illustrated in the Indus Valley seals. The
folk cults are filled with reverential
involvements of trees. Trees have been
‘claimed as totems, trees have been wor-
shipped as divinities, and trees have played
an important role in our economy. The
‘two trends in the growth of the tree,
the normal upwérd and the spiritual
downward, emphasize the principle of
complementareity in human life. The In-
dian temple has not only been associated
with trees, but it is in fact a representation
of the life-tree. The sanctum is a model

of the normal tree with roots below and )

branches above; and the spiral tower of
the sanctum symbolizes the inverted tree,
with roots above and the spreading
branches below.

We have seen that before the sanctum
(the ‘womb-chamber', garbha- grha) is
constructed, the ritual of ‘impregnation’ (or
‘depositing womb’, garbha-nyasa) is gone
through. The ‘womb’ that is deposited in
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an underground chamber is a con-
secrated copper-pot containing the essential
ingredients of growth and prosperity. It
represents the roof of the temple-tree. The
sanctum rises above it in distinct tiers: the
most fundamental tier is nature itself or
the earth (prakrti, in Tamil adippadai), and
over it is laid the primary plinth or ‘base’
(tala), to be covered by the secondary
plinth or ‘seat’ (pitha). The three levels of
growth are securely bound by a ritual as
well as an engineering device known as’
‘packing’ (bandha). Above this packed
surface is laid the ‘bed’ of the sanctum
(adhishthana, ‘base’ or ‘support’) which is
seen as the floor.

Walls rise from the ‘bed’ on all the
four sides. It may be noted that the early
sanctums were circular or apsidal in shape.
A circle signifies the entire universe, and

the sanctum is indeed a model of the

universe. The primitive huts were also
circular and they were nearer the model.
of the universe than modern buildings are.
When the agama texts began to look upon
the world as being bound by the four
directions, they insisted that the shape of
the sanctum must be a square, with its
opening nomnally facing the East. The spot
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- where the ‘womb’ is hidden would be the
seat of the icon. The icon represents the
sap of the temple tree, the four walls
would indicate *the spreading
alround. The roof resting over the .walls

is technically called the ‘row of doves’

(kapotapali or simply kapota), after. the
birds that perch on tree-tops. The sanctum
is thus a neat model of the growing tree.

The early sanctum had a flat-roof, but
there was an urge towards a superstructure
above it, a spiral or pyramidal tower which
may be circular or polygonal in shape.
The name for this architectural limb is
‘vimana’ which expression has two con-

branches

notations: ‘“‘that which is without com-
parision (mana-upama)’’, and ‘‘that which
brings about (vimayate) fruits’. The latter
connotatioh, according to the Vedic com-
mentor Sayana, refers to the Fire- God,
Agni, who bestows benefits on the per-
formers of sacrifices. The tower over the
sanctum is a physical representation of
Fire. It is interesting that the foundation
of the temple is made to represent Earth
(prthvi), the walls of the sanctum Water
(ap) and the tower over it Fire (tejas):
the finial of the tower stands for Air (vayu)
and above it is the formless Ether (akata).
The sanctum is thus a constellation of the
five elements that are basic to the entire
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universe. And Fire being the active. ele-
ment that fuses the others, the tower
becomes an important limb in the structure
of a temple.

The flat-roof (kapota) of the sanctum
on which the tower rests and rises is
overlaid by a single square stone slab
known in the texts as ‘the stone denoting
the upper passage of life’ (brahmarandhra-
&la). The sanctum is viewed as the head.
Right on top of the head is the passage
through which the currents of life ascend
to the higher realms. The life of the
sanctum ascends to the tower through this
stone slab. Around the four corners of this
slab are placed the images of the vehicles
or emblems that characterize the icon
inside the sanctum. It the icon is Siva,
bulls are shown; if Sakti lions; - if Vishnu
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the sacred eagles (garuda); and if Subrah-
manya peacocks.

The vehicles are normally on a level
lower than their owners. What then is the
significance of the deities of vehicles above
the sanctum? They act as door-guardians
for the icon in the sanctum. But where
are the doors there? Here is an interesting
aspect of the tower. The guarding deities
stand between the sanctum and the tower,
admitting the forces that descend through
the tower into the sanctum. The tower is
the inverted tree. The main mass of the
tower represents the spreading branches,
and the finial above it the roots.

Over the stone-slab mentioned above,
the ‘neck’ (griva) is introduced. And on
the ‘neck’ rests the dome of the tower.
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The term vimana refers to the structure
between the top-slab (upana) and the finial
(stupi). Early vimanas were circular and
conical, in keeping with the circular shape
of the early sanctums. It rose in tiers (from
one to twelve talas) of diminishing
circumference until it ended in the point
of the finial. Later the body of the vimana
tended to be polygonal Four-sided
vimanas have become popular; six-sided
and eight-sided ones are not rare. There
are a few temples with the vimana having
as many as sixteen sides. The Kallalangar
temple at Madhurai is reputed to have as
many as 64 sides The prevailing shape in
all such towers is pyramidal. But the early
conical towers were close imitations of the
conical thatched roof of the circular. hut,
built around a central bamboo pole which

CIE
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projected beyond the roof. Whatever the
later form, the idea of pyramid persisted.
The branches of the inverted tree spread-
ing alround is the vision in the back-
ground.

Above the vimana rests the ‘vase’
(kalaga), roots of the
inverted tree. that the

original kalasa was born as one of the

representing the
Texts iention
fourteen precious gems that came out of
the milky oceanwhen it was churncd: and
they suggest that it symbolizes blessing
(Prasada-mandana). The old name for this
unit was ‘‘kama-kurhbha” or ‘the pitcher
of desire’. In the architectural development
of the Indian temple, this feature arrived
late, and its amival appears to be sub-
sequent to the canonical texts. And the
early kalasas were probably only stone
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blocks, round or ribbed. They were in the
nature of cap-stones that held structurally
as well as stylistically the vimana, especially
when it was tall and tapering, as in the
North Indian temples. The copper vases
were later innovations. Sometimes brass
was used; opulence and vanity prompted
gilded ones. But the agama books favour
copper. The kalasa is actually a vessel,
like the vessel that is deposited under the
sanctum. And, like the latter, this also is
made to contain tokens of growth and
prosperity, viz., cereals with subtle seeds
(such as millet) and nine precious stones.

This feature has several members, such
as ‘the foot-hold’ (padagrahi) which is
structurally imbedded in the masonry of
the tower, ‘the egg, (anda) or the belly,
‘the neck’ (griva), ‘the lotus-band’ (padma-
pattika), ‘the rim’ (karnika), and the ‘bud’
(bija-pura). The shape of this unit could
resemble the bell, the flower-bud, the
lamp, coconut, altar or pot The sig-
nificance of all these shapes is that they
symbolize the potentialities of life.

The ritual of installing the metal vase
over the brick and mortar body of the
tower is an interesting one. The vase is
not bound to the tower by any packing
material like mortar or cement. It is only
fixed by a hollow rod that juts out of the
center of the tower and runs through the
vase. It is through this tube that the
‘tokens’ (cereals and precious stones) are
introduced. It is sealed above the body
of the kalada before the ‘bud’ rises.

The body has five limbs: the ‘seat’

(pitha) in the form of a lotus flower whose
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petals open out completely; the ‘neck’ on
which the bulging out ‘pot’ (kurnbha),
which is the next limb, rests; the ‘brim’
or lid for the ‘pot’; the ‘flower’ which
opens upward; and finally the ‘flower’ bud
which tapers off to a point. The ‘bud’ is
actually the central part of the flower
whose peripheral petals are separated. It
signifies new life and growth. The kalasa
has an important hidden component, viz,
‘the golden person’ (suvarna-purusha),
who is regarded as the very soul of the
temple. The belly of the kalasa is made
to contain a tiny cot made in silver, copper
or sandal-wood, over which is laid on a
soft feather-mattress the golden icon of
this ‘person’, with one hand holding a
lotus flower over the heart and the other
carrying a triple-flag. Four little pots made
in gold, silver or copper, and containing
consecrated water are placed on the four
sides of the cot. Near the recumbent
‘person’ is kept a golden or silver pot
filed with ghee. The procedure. of intro-
ducing this ‘golden person’ into the body
of the kalasa is known as hrdaya-varnaka-
vidhi. It is described in detail in such texts

as Aparajita-paripreccha_and Diparnava.

The entire structuring of the kalasa thus

-;epresents the roof of the inverted tree.

It bears a correspondence with the ‘womb’
under the sanctum. Both are roots, the
latter urging the upward growth of the
ordinary tree, and the former the
downward growth of the inverted tree.
The ‘womb’, the icon and the finial are

~ structurally collinear and run along the

same axis of divine consciousness. This
consciousness in its ascent transforms itself
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into the icon, and materializes into the
sanctum. In its descent, it runs through
the finial and is concretized as the mass
of the tower. Under the ground it is in
a dormant, nebulous condition; and in the
sanctum it gets transformed into a world
of materiality and activity. In the tower it

rises above this world, before it is absorbed

in the universal consciousness at the peak
of the finial

Man’s approach is one of ascent of
matter towards the spirit. But it beeomes
meaningful only if there is a complemen-
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tary process of descent: the divine spirit
must flow down into the material. The
finial of the tower symbolizes the dual act
of gathering the divine essence from the
formless cosmos and communicating it to
the main mass of the tower. The essence
here acquires a.concrete form and then
descends into the sanctum, to be focussed
in the icon. The sanctum is man’s head,
as will be evident in the analogue we will
shortly consider. The stone slab owver the
roof (brahma-randhra-dila) is the top of
the head, representing the esoteric passage

“known as brahmarandhra. The hollow tube

in the vase is the external projection of
the main channel in the human constitu-
tion, the sushumna-nadi. The axis on
which the ‘womb’, ‘the icon’, and the
finial are positioned is also the path along
which the ascent and descent of vital
forces may be achieved.

The shrine thus demonstrates the con-

stellation of the human and the divine

currents; matter moves up and spirit flows
down. The devotee that stands in front
of the icon is ekpected to partake in this
transaction. The emanations that proceed
from the icon is the transformer. The
rituals conducted within the shrine involve
these ‘ideas, and attempt to facilitate
transformation along the horizontal axis of
icon-devotee. The devotee represents ac-
tive matter and the icon passive spirit. The
two are brought together in the creative
act of worship.

When the Upanishads speak of the

‘inverted tree’, they mean the phenomenal
world of matter and spirit having its roots
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in the ‘unmanifest emanation of the
Absolute. The reference is to man that is
‘involved in the world of ignorance, pas-
sion, desire and activity. Man's roots are
hidden in the abstract, ‘thousand- petalled
lotus’ (sahasrara), a center just above the
head, outside
spreads out into the world and moves
away from his roots. He is therefore
distressed. The task before him is to
discover the roots, and make them the
real base for his being and becoming. This
means an upward thrust on his part, and
a concurrent descent from the source of
his being, the ‘thousand- petalled lotus’.
The Yoga texts speak of different psychic
centres in the body, pictured as so many
lotuses with their petals bent downward,

the physical frame. He .

in the normmal condition of existence; the
adept will be able to~ reorganize and
correct the vital currents inside him so as
to give the petals the upward slant. It
may be recalled that the level below the
‘pot’ in the finial (above the vimana) is
pictured as lotus with petals that droop
and spread out, and the level above the
‘brim’ has a flower the petals of which
turn up and clo:;e in. The sculptured motifs
are commonly to be seen in several
aspects of temple structure. The row of
flowers with petals turned upward is known
to sculptors as ‘padma-vari’, and the row
where the petals are bent down ‘kumuda-
vari’. The petals of the lotus turn up when
the sun shines. The ‘kumuda’ is the blue
water-lily that blooms when the moon is
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up. The divine grace is the sun, and man’s
effort is the moon. Their conjoint operation
is what is pictured in such sculptured
pieces.

The analogy of man’s constitution with
the temple architecture is a favourite
theme in mamy canonical texts like Sri-
 prasna, Vishnu-tantra, Silpa-ratna,
Vatulagama and Aparajita-dilpa. The texts
insist that the devotee must approach the
temple as if it were the body of the
Divine. They further highlight significant
correspondences. The sanctum is the head,
the tower the top-knot of hair (§ikha), the
pavilion middle parts of the body, the
enclosure hands, and the entrance-tower
feet. The icon within the sanctum is the
personification of the mantras. The temple
thus becomes a tool for the devotee and
a technique of worship. We may recall
what the Talmud suggests: “If you desire
to perceive the invisible, then perceive the
visible.”” This is precisely what the canoni-
cal texts drive at Some texts (e.g.
Parame$vara-sarhhita) point out that the
base of the temple represents the earth,
the sanctum the intermediate space, and
the tower the heavens. In the scheme of
‘seven worlds’, the tower comprises three
worlds: the seat thereof ‘jana-loka’, the

pot portion ‘tapo-loka’ and the spike
(stupi) ‘satya-loka’.
A more interesting thought is the

projection of the temple architecture in
terms of human constitution. The saying
that “the human body is said to be the
temple and- soul the icon” is found in
many texts. The architectural terms used

Indian Tempiles : Art & Architecture

in all the texts are the names of parts of
the human body and term wused in
iconography ‘feet’ (pada), ‘knee' (janu),
‘things’ (jangha), ‘belly’ (kukshi), ‘neck’
(griva), ‘shoulders’ (kandhara), ‘nose’
(nasika), ‘face’ (mukha), ‘head’ (sirsha),
‘hip’ (kati, for flight of steps) and so on.
As a temple is laid out, it is said to picture
a man lying down. His feet connote the
entrance-tower, his genital organ hall
(rahga-mandapa), his heart, ‘‘the porch’
(anatarala or $ukanasi), his head the
sanctum, and the brows-meet the seat of
the icon. There is another account which
reckons the neck as the sanctum and the
head as the tower, the heart, according
to this account, is the porch where the
devotee stands and looks at the icon.

The forehead of man is said to
represent the sanctum, and top of head,
the tower. The space between the
eyebrows is the seat of the icon. The icon
is located in the ajfia center. The 'finial of
the tower is unseen above the head, in
the sahasrara region; and the ‘womb’ of
the sanctum at the tip of the nose.

Mention must be made here of the
structural detail-known as the altar or ‘the
dispensing seat’ (bali-pitha’), which is an
indispensable associate of the sanctum. As
already described, it is a small but stylized
stone-seat that is installed directly in front
of the icon and very near the sanctum.
Some texts prescribe that it must be
outside the gopura or the first enclosure
(Vishpu-tilaka, Manasara). It is on this seat
that the food offerings to the attendant
divinities and the guardian goblins are
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placed, after the main food offering to the
icon in the sanctum has been completed.
There will be several such seats around
the sanctum in positions determined by
the canonical texts. Usually altars are
provided in the eight directions, but ‘the
one in front of the sanctum is regarded
as the chief (pradhana), and it will be the
most ornate, and stylistically majestic, with
several limbs such as the base, cornices,
wall-surface with door-lets or niches. It is
usually made of hard §ranite, but it is
also built in bricks and mortar. There is
a provision also for metal ones and when
the altar is wooden it is recommended to
be covered by metal sheets (Karanagama).
Texts like Silpa-ratna indicate that mud
altars were also common at one time.
Most texts suggest that the size of the
altar should be 1/8, 1/7 or 1/5 of the
dimension of the sanctum. Depending on
their size and shapes, altars are classified
into several types such as Sri-bandha,
Padma-bandha, Sr-bhadra, Sarvatobhadra
and so on.

Its development and incorporation into
the Indian temple-architecture are hard to
delineate. Perhaps, it is a remnant of the
Vedic yupa, and in many temples we do
find bali-pithas which are merely crude
stone blocks or wooden posts. In the
well-known temples, it is not unusual to
find two ‘dispensing seats’ placed together,
one crudely simple and the other stylis-
tically sculpted. The former can be
presumed to be the original, and the latter
a later addition. It is also likely that the
stone-seat in early days was meant to offer
animal food, and some canonical texts do
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contain details of offerings which include
flesh '~ mixed with turmeric powder.
Whatever the origin, this seat is ritualis-
tically very significant. In fact, the area of
the real temple reached only to these
seats; whatever structure is beyond them
is deemed to be secondary, answering
more to the donor's fancy than to the
prescriptions of the texts. A text cléarly
lays down that a shrine consists only of
four limbs; the sanctum, the icon, the
tower above the sanctum, and the
‘dispensing seat’. And another text speaks
of the ‘dispensing seat’ as a replica of the
tower above the sanctum.

A text claims that the dispensing seat
and the tower above the sanctum (vimana)
are indeed the same, for it is there that
the gods assemble (Narayana-sarhhita).
Indeed the shapes of the two closely
resemble each 6&ther, with the difference
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that the altar is crowned by a flat lotus
motif while the tower ends in a round
kalasa surmounted by a spike (stupi). And
like the tower, the altar may be square,
circular or polygonal

The symbolism of this seat is not very
different either. But its position is along
the horizontal axis of consciousness. It
represents the meeting place of the active
consciousness of the devotee and the
passive consciousness of the divinity. In
the projection of the temple-image on the
human body, the ‘seat’ is located in the
navel, which esoterically is considered the
center or hum of man’s physical existence.

Before the devotee enters the porch in -

front of the sanctum, he has ceremonially
to go round the ‘dispensing seat’, which
act symbolizes centering himself adequate-
ly. It should prepare him to receive the
emanations from the icon. :

The flag-staff (dhvaja-stambha) is often
seen close to the ‘dispensing seat’ in South
Indian temples. It is usual for the two to
be together. Some texts prescribe that the
‘dispensing seat’ must be located between
the sanctum and the flag-staff, although
in practice the flag-staff frequently takes
the middle position. The custom of erect-
ing this tall thin column, whose height
varies from fifty to eighty feet, appears to
be a late one. The early purpose was
only to indicate the position of the
sanctum. Even today, the mean shrines in
villages and on highways when they are
otherwise indistinguishable have flags on
them,  to show that they are places of
worship. In North Indian temples, it is a
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practice to fly long and flowing banners
from the tower itself. The canonical texts
favour wooden or bamboo poles, with an
uneven number of joints, upto twenty-five.
Covering them with metal plates was
optional. And the flag-staff was not neces-
sarily* intended as a permanent structure.
Putting it up marked the commencement
of occasional festivals in the temple.

‘However, in course of time the per-
manently fixed flag-staff became a com-
mon feature in temple architecture. The
wooden pole, covered with copper, brass,

, or even silver plates gilded, is installed

on a raised stone platform, often square
in shape, in front of the sanctum. The
top portion of this tall mast will have three
horizontal perches (symbolising righteous-
ness, reputation and propriety, or the three
divinities Brahma the Creator, Vishnu the
Preserver and Siva the Destroyer), pointing
towards the sanctum. The ‘seat’ of the
flag-staff as well as the mast with perches
came to be highly stylized in South India
during the days of the Chola and Pandya
rulers, for the flag-staff was uniquely a
royal insignia. -

When the flag-staff became a per-
manent detail in the temple, the commen-
cement of festivals began to be signalized
by ceremonially hoisting a flag on it
(masuraka). Nommally, however, the flag-
staff will only be a column without the
banner (nishpataka). It would only indicate

the limit of the consecrated area of the

shrine. When occasion demands, a banner
would be flown from its top (sapataka).
Hayadirsha-sarhhita, a Paficharatra text,
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which insists that a building (prasada)
without a flag would be in wvain, gives
some interesting details about the position
and height of the mast, the type of
bamboo that is to be chosen, the colour
of the cloth for the banner, and so on.
The benefit of the flag-mast is here said
to be "obtainment of all that is desired”.
Another text, Siva-sarvasva describes the
purpose of the flag as indication of the
insignia of the deity, or of the characteristic
vehicle of the icon that is within the
sanctum.

The symbolism of the flag-staff is not
clear in the textual accounts, probably
because it was a late innovation and not
a necessary involvement of the shrine. It
was an introduction from royal association,
and therefore the usual symbolism is that

~ of victory and prosperity. A tall flag-post,

richly decorated and elaborately installed,
would mean a rich and prosperous temple
commanding royal patronage; it is a sign
of pomp and pride. God is the greatest
of kings and the temple is His palace.

A text mentions that when the flag is
hoisted in front of the temple, gods as
well as manes will be delighted. Otherwise,
according to the text, demons and goblins

would sneak in and make the temple
their abode (Prasada-mandana). The

association of flag-posts with tall lamp-posts

in the temples is well known. One may

recall that there is a custom of erecting

tall yama-dipas on occasions to provide
satisfaction for the departed ancestors and
to illumine their path towards our realm.
The flag-post is also magical in its sig-
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nificance. The texts assign Siva to the
bottorn of the post, Brahma to the middle
portion and Vishnu to the top.

While in the South, the flag-cloth
(pataka) is occasionally tied to the flag-
post, it is ever present in the temples of
the North. The length of the cloth in the
latter case will be equal to the length of
the flag-post, which will be fixed to the
top member of the tower over the
sanctum. South Indian vimanas, however,
are not meant to accommodate the
flag-post, which is a distinct member,
outside the inner enclosure. '

But the ‘flag’ in the traditional context
also means a resolve to exert and a will
to succeed. Hoisting the flag  suggests
setting out to conquer. The devotee
coming into the temple would have to
resolve to conquer his own baser nature,
to set out on a war with his own mean
disposition; a look at the flag-mast would
be a reminder for him in this regard. The
Sanskrit word for the flag or banner,
dhvaja, strictly means whatever is raised.
It therefore has the connotations of hope,
desire (especially erotic desire which is

" physically expressed as erection, and the

Sanskrit- expression is frequently employed
in this context), pride, arrogance and will.
Whatever raises man to a higher level of
understanding and activity is a dhvaja. It
is a call that God is high and above
(Mahabharata, 1, 33,17). The characteristic
animal and the insignia of the icon on
the banner gives a direction to the
devotee’s desire and will. When the
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devotee sights the banner and bows to it,
he resoves to rise higher.

The Indian temple is thus a constella-
tion of symbolism. It is an image that is
at once relevant to_human aspirations and
persistent in human thought and actions.
The texts of Indian architecture which
provide us with all the details of meas-
urements and parts of the temple, and
prescribe the rites of installation and rituals
of worship, also indicate the real value of
a shrine:

"The ritualists have their God in the
fire; but the wise folk find Him in their
own hearts. It is the dull-witted one that
seeks God in an icon. Those who have
higher understanding see God in every-
thing.”

The Indian temple as an art-form has
a human as well as a divine character. It
exists in its material outfit as something
that endures in space and time and as
something that was a response to a
situational need. It is a building, ac-
complished by engineers and masons who
follow the laws of the physical world and
employ their technical skill. Indian temple
has even a mathematical basis; the mana-
orientation was almost in the nature of an
obsession with the old temple-builders in
India. But the inspiration to the building
activity was in every case derived from
religious mysticism. The temple has also a
psychological and spiritual existence. It is
in the nature of ‘sacred art’, bringing man
into contact with the divine. It emables
man to feel the spiritual presence, and to
find it in his own heart.

It is not so much to pray that a
devotee visits a temple as to feel this
presence. He could pray anywhere, and
as -every devotee knows, the well-known
and popular temples of the present-day
are the last places in the world where one
can really get into a prayerful mood. If '
one does not have an inclination for this
presence, he does not get beyond what
is physical and visible in the temple. It is
not enough for the devotee to believe in
God or to believe in the efficacy of prayer.
He must have an intuitive apprehension
of the presence that makes the temple a
sacred enclosure and he must be eager
to partake of that presence. Without such
equipment, the 'temple would lack meaning
and value.

Sensitivity to spiritual presence is not
guided by considerations of utility. The
Indian temple has been many things; art
gallery, economic institution, political
power, social organization, crafts-guild,
fortress, and refectory. All this ‘has only
contributed to the decay of the temple as
a spiritual institution. The temple now
inclines to be in a less austere setting.
The civilization of machine has made an
inroad into it. It is no longer "static and
peaceful” as it used to be when the twin
demons of speed and utility had not as
yet possessed it or us. The human
perspective has altered, the temple has
become a mere building, and worse, an
office. '

The sanctity of the Indian temple
depends not on its art or its utility, but
on its esoteric significance. The texts of
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Indian architecture are no doubt prolix and
full of technical details; but they do not
lose sight of the truth that the temple is
chiefly meant to be a tool of spiritual
realization. The devotee goes to the temple
with faith in his heart and expects to find

grace in the shrine. It is only when man

has faith that he can lay claim to grace.
And  faith does not need gnosis or
understanding of the symbolism involved
in the temple; it even excludes intellection.
What it needs is the appropriate mood.

- In order to create an atmosphere or a

mood of holiness and sanctity, which
would enable a devotee's faith to become
more receptive to this spiritual presence,

certain traditional prescriptions like physical

cleanliness, postural reverence, and ritual
offering have been introduced.

The devotee would have intuitionally
apprehended the symbolism. Ability to

vocalize or convery it is a different thing,

and may be wholly unnecessary. He would
not be seduced by the illusion of
anthropomorphism; he would not mistake
the human-looking icon for a mere human
being, nor .a temple for a mere building.
Art in the temple will not distract him,
and technical skill will not hold his
attention. He flits over these obstacles and
directly reaches the shrine to receive grace.

But when the traditional hold has been
loosened, intellectual apprehension of sym-
bolism becomes necessary. .Understanding
must augment faith. But nothing can be
more harmful than attempting to under-
stand ancient images by contemporary
attitude. We often slip into the error of
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wanting to understand things without really
involving ourselves in them. No door can
be opened with merely collecting an odd
assortment of keys. The proper key must
be selected and involved in the lock. The
attitude for understanding needs to be
relevant, legitimate and receptive. The
pretensions and prejudices of the modern
mind can easily lead one astray. Unless
sincerity and humility are allowed to inspire
the urge to-understand, the understanding °
is bound to be defective and superficial.

The Indian temple has its own sym-
bolism, at once profound, mysterious” and
relevant for all time. The ‘manifestation’
of this symbol-complex is in terms of
elaborate and intricate spatial projections,
material masses of constructions, pas-
sionate patterns of forms, and schematic
representations of technical skil. Such
manifestations, possessing an objective
character, are sought to be described and
classified according to prevalent styles in
well-defined periods of time and within
certain temitorial confines.

But the ‘content’ of the temple is an
abstract something hidden within (or
revealed through) these ‘objective’ ap-
pearances, and quite unattached to styles
or period. It has an inner dimension which
is real for the devotee but elusive for a
visitor to the temple. The latter is inter-
ested in what ‘i’ out there, while the
former is concerned with what ‘may be’
in relation to himself. This veiling of the
content for a casual person (that is to
say, one devoid of faith) is one of the
functions of art, for art does not reveal
so much as conceal. :
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The content cannot be concrete. But
it is real, provided the perspective is
proper. One of the errors the casual man
is prone to is the thought that whatever
is not manifest either does not exist or is
not relevant. He does not suspect that the
things that do not appear before the
senses may appear to the mind, that what
is not apprehended by the intellect may
be understood by intuition. Manifestation
is in reality an incarnation of the content,
which is available only to intuition.

It is natural that the aspect of manifes-
tation comes to be formalized. The temple
is a public institution; its appeal is col-
lective. The priest performs the worship-

ritual, not for his own sake but for the

sake of all (parartha), unlike in the worship
at home. For the devotee, worship in the
temple cannot be a substitute for worship
at home. In fact, worship at home is
obligatory, while the visit to a temple is
optional. There is an interesting account
of the origin of temples in a celebrated
text, Vishpudhamottara :

Time Is divided
thought into four immense periods, Krta,
Treta, Dvapara and Kali. Kali is the dark
age we now live in, and temples appeared
only during this period. In the first of
these divisions, there was no need for
temples because gods lived and moved
amongst humans. In the next division, the
presence of gods became scarce and they
descended on earili only when men
invoked them in sacrifices; but then ihev
came as gods. In the third great division
of time, men had only to make images

in ancient Indian"

of these gods and worship them; and the
gods came down in disguised forms,
showering their grace. The worship at that
time was only domestic; the shrines were
within the precincts of homes. During the
last phase of time, temples (as public
shrines) began to be built and icons were
installed. But the gods ceased to come
down in their own or disguised forms.

However, their presence was felt when
the icons_ were - properly installed, and
temples comectly built. The priests, who
were professional performers  of worship,
were the only ones who were competent
to compel this presence; others could only
be participants and beneficiaries. In the
early phases of this period, the sages
merely installed the icons, and the divine
presence was with them ever after. But
in the later and decadent phases, the
presence could be secured only by con-
tinuous worship and periodical festivals.

This is an interesting account, where
historical facts are combined with the
symbolic '~ interpretations. Temples  were
later than domestic shrines In the remains
of the Indus Valley civilization, we find

- evidences of domestic shrines: but there

is no trace of a public temple. And
domestic shrines were later than the
magical procedures (sacrifices and rituals),
which came into vogue only at a stage
when man felt separated from the
supranormal forces. Magical rites, domestic
shrines and temple-complexes may, in a
sense, be considered as' distinct phases of
religious evolution; but it would be an
error to look upon that evolution as a -
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succession of - disappearing and  appearing
phases. Magical rites, domestic shrines and
temple-complexes co-exist in Indian . life,
and  they  have always done so... This
co-existence has been possible because all
three are -essentially symbols; and  as
symbols  they do .  not deny, history. but
transcend it.

Thus it becomes important to recognize
that Indian temples have sprung from a
traditional symbol that is at once ancient
and enduring. The temple would remain
an enigma for one who fails to appreciate
the content as well as the manifestations
of this symbol. The temple would present
itself as ‘luminous obscurity’ (the expres-

“ sion of Frithjof Schuon, in another con- .

text); and one who would be content with
considering only the content would see it
as ‘obscured light'. The symbol is revealed
not only by its material manifestation but
also by a vision of its content. The vision
in this case is both aesthetic and spiritual.

In order to enable; our understanding
the aesthetic as well as the spiritual aspects
of the temple-symbol, the Indian tradition
has crystallized a doctrinal approach which
comprehends the idea, the method, and
the purpose behind  the temple-building
activity.  The approach . is, referred to as
‘Agama’,. which indeed is a  generic ex-
pression. meaning  "that: which has come
from a hoary past”; it is the ever-active
presence of a useful framework for our
thoughts and actions, for our growth and
fulfilment. ‘Agama’ with reference to
temple deals with the temple-building
activiies as well as the procedures of
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worship. in. temples. The former appears
to. emphasize aesthetics, while the. latter
the spiritual aspect. But the. distinction
between them is arbitrary and unreal, for
Beauty and Serenity cannot in fact be
separated.

There are doctrinal formulations in
Agama regarding the selection of proper
land: for the temple, the  purificatory
ceremonies prior to the construction, the
plan, ‘lay-out’ , direction, size; relative
proportions of the plinth and other struc-
tural parts, permissible decorations  and
embellishments, installation of icons an:
deities in, the sanctum as well as in the
niches _and pavillions, rituals of daily
worship _and periodical festivals, = purifi-
cations and sacramental activities, and so
on. These formulations take manifestations
and content of the symbol as two
complementary elements.

The temple as an incarnation of the
symbol is the medium of rituals. Ritual is
active thought. Rituals are actions that lead
to contemplation, and contemplation strives
to achieve the serenity of consciousness
that lifts-one from the stress of common
life. The Agama focusses attention on the

‘temple as a pattern of rituals. It provides

us with a perspective to understand the
symbol and act effectively with reagrd to
it. It seeks o ronstruct for us a half-way
house betwer the limitations that we have
and the perizction we aim at. Limitations
are inherent in human life; we live amidst
what. pass for the commonplace and the
ugly. Perfection is a  divine quality; it is



also beautiful. The purpose of rituals is to
facilitate the passage from the common-
place to the unique, from ugliness to
beauty, from what is human to what may
be divine.

The Agama had an earlier oral tradi-

tion, communicated through generations of
craftsmen and. priests. It has also a later

written tradition, consisting of hundreds of
texts and manuals meant for craftsmen
and priests. The oral tradition has almost
disappeared, for craftsmen as well as
priests have fallen on decadent days. The
texts and manuals have, for the same
reason, gone into oblivion, neglected by
those for whom they were meant and
ignored by others in the community.
Fortunately, however, many of these
literary works are available, mostly in
manuscripts and some of them in print.

The literary tradition comprises of works
that are usually classified into three classes;
revelations (divya), composition of sages
(muni-prokta), and writings of ordinary
men (paurusha). The revealed texts claim
a hoary antiquity and have been. relied
upon by the other two classes of works.
The compositions of sages are original
works, based on inspiration, intuition and
contemplation. They now exist only in
citations and fragments. The third group
of works is largely in the nature of
compilations of relevant passages from the
compositions of sages. They employ intel-
ligence and reason, and are also liable to
err. They are chronologically recent, and
some of them are what the priests and
craftsmen mostly have relied upon for
several generations now. :
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The fundamental assumption in this
mixed tradition is that Divinity has two
aspects; the hidden and pervasive aspect
(nishkala), and the manifest and specific
aspect (sakala). The former is abstract and
is likened to oil in the sesasum seeds, fire
in fuel, butter in milk, and scent in flower.
It is all-pervasive and is settled in the
human heart as the ‘inner guide’ (an-
taryamin). It has no form, and is not
apprehended by sense-organs or by the
ordinary mind. The latter, however, is
concrete, like fire that has come out of
the fuel, or oil that has been pressed out

“of the seeds, or butter that floats on the

surface when mik is chumed. It has
numerous forms,. and man can realize
Divinity through these forms; but an act
of worship is necessary. The tradition
enumerates and describes not only the
forms the Divinity may assume to facilitate
man's approch but prescribes rituals that
are involved in such an approach. We
find in these texts descriptions of icons as
visible symbols of Divinity and details of
worship with regard to them (archa). This
in fact is the burden of most of these
books. ‘Incidentally, they also discuss as-
sociated problems of practical import such

“as the methods and materials employed

in the fashioning of icons, installation of
these icons and consecration of temples.
Sometimes they expatiate’ on alternate or
accessory approaches such as fire- rituals
(homa), meditational exercises (dhyana or
yoga), recitations (japa), and intellectual
appreciation of  spiritual involvement

(jfana).
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When iconic forms and worship rituals
became the principal contents of these
texts (especially those texts of accreditedly
human origin), there was naturally an
introduction of sectarian differences. The
three main sects flourishing in India for
two thousand years now, Saiva, Sakta and
Vaishnava, developed their own distinctive
lineages, their own metaphysical positions,
their own deities, and their own rituals of
worship. But the essential framework

remains common for all of them. And

there is a tradition of each sect borrowing
freely from the texts belonging to other
sects whenever necessary. For instance,
the manuals of the Pancharatra sect of
Vaishnava persuation are chronologically
early and numerically large. We find that
the sectarians of the Vaikhanasa division
of Vaishnava as well as the Saiva rely on
many prescriptions and explations found
in Paficharatra books. Prejudices and dif-
ferences become wholly irrelevant in the
higher reaches of approach to the Divine.
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CHAPTER FIVE

THE TEMPLE AS A MANDALA

The shrine itself was regarded as an
object of reverence. The icon in it was
an additional source of sanctity. There are
many ancient shrines with empty sanctums;
and it is likely they were never meant to
contain any icons. And there are many
temples with sanctums containing icons
that were never meant for them : either
they are scripturally disproportionate or
structurally incongruous. Kings of the
medieval times had a sitrange practice.
While returning from a successful military
expedition they would bring with them
prestigious icons from the defeated
kingdom as loots to be installed in thefr
own capitals. Inscriptions are there that
unabashedly narrate such instances.
Temples would then be specially built for
these icons, or empty sanctums of already
celebrated temples would house them. And
the temples from which icons were
removed would continue to be held sacred
nonetheless. :

We have thus a curious situation. There
were icons installed before they got housed
in temples; and there were temples which
later came to possess icons. The Agama
texts, do not regard the situation as
paradoxical, because the temple has a
sanctity of its own, independent of the
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icon: and the icon’s sanctity on the other
hand is dependent on the temple. The
Agama recognizes the sanctum which is’
prior to the installation of an icon it is as
grha-garbha (‘house womb’) and the
sanctum which is subsequent to the icon
as ‘garbha-grha’ (womb- house’).

The expression in Sanskrit for shrine,
ayatana (‘abode’) signifies that there is in
it a power that abides, a sort of container
of certain field-forces. Thus,  strictly speak-
ing, the shrine could be either an icon
(bimba or bera) or a temple (mandira).
The temple is in fact regarded as a pattern
of powers (mandala), even as the human
body is. If the body is the ‘moving’
mandala (chara or jangama), the temple
is a ‘stationary’ one (achala or sthavara).
The symbolic correspondance between the

“two has already been mentioned. If the

Tantra emphasizes the human mandala,
the Agama focusses its attention on temple
as the divine mandala. The icon represents
a condensation of the same divine force,
corresponding to the ‘soul’ in man.

The evidence for the cult of concretely
representing the mandala occurs even in
the Vedic literature. It developed into the
stupa symbolism. Involvement of geometri-
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cal forms (square, circle, semi-circle, tri-
angle, polygon and so on) helped in the
crystallization of this cult. The Yoga-tattva-
upanishad spells out the symbolism in
terms of the five fundamental elements
that constitute the material basis of the
entire cosmos. Earth element is repre-
sented by a square, water by a semi-circle,
fire by a triangle, air by a six-angled figure,
and ether (sky) by a circle. The point
without dimensions (dot, bindu) is the
focus of all energy. All the other forms

the sanctum. occupies this position, and
the temple should represent the other
forms. The architectural details of a sophis-
ticated temple reflects this fundamental
symbolism.

The first architect of the stylized temples
is imagined to be the divine creator-
sculptor, Vidva-karma (the ‘All-maker’). He
is represented as five-faced. Each face has
a name, a deity, a colour, an atiribute,
and a form: (excluding Isana, which is

formless)
are only emanations from it: the icon in
Name deity colour attribute form
Sadyojata Siva crystal white inertia triangular
Vamadeva Vishnu blue ' knowledge square
Aghora Brahma reddish action circular
Tatpurusha Indra ash-coloured mixture of six-angled

above three

Visva-karma-mandaia
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A combination of the above five forms
is represented in a mandala, known as
Vidva-karma-mandala, which is regarded as
fundamental to all temple architecture. The
four sides of the mandala symbolize the
four main directions: and the corners of
this square represent four mid-directions:
and each of the eight quarters is presided
over by a deity. The inner circle sym-
bolises the ‘creator’ (brahma), symbolic of
activity’. Guarded by the eight direction
guardians, the mandala is symbolic of the
entire universe. The ‘All-maker’ (creator)
is also the progenitor of the whole mass
of scripture, consisting of manuals of
architecture, sculpture and painting, known
collectively as Agama. Early temples were
reputed to be built by this ‘All-maker’.

He had five offsprings: Manu, the first
‘man’, {man)
Maya, the tribal architect or designer (who

Mahabharata to have

the ‘contemplative’ man,

is reputed in

_designed the assembly hall of Dharmaraja); .
Tvashtr, the carpenter (who fashioned the

._‘U 1
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N

7 7

Vastu-mandala from Brhat-sarhita

according
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trident of Siva and the discus of Vishnu
out of the trimmings he made of the Sun);
Silpin, the sculptor, proficient in all the
three above crafts, and in addition skilled
in metal work, weaving and clay-modelling;
Arka (or Vi$vajfia), the master artisan or
smith who worked with gold and silver.
These are the crafts-progenitors and an-
cestors of guilds. The temple was their
craft. It comprehends the five deities, the
five qualites, and the five forms. The
entire group of factors is pictured in the
mandala after Visva-karma.

Another image that enters into the
mandala background of the temple is that
of the ‘lay-out of the building site’ (vastu).
It continues to be a custom in India that
whenever a building is sought to be
constructed, the area on which it comes
up is first ceremonially propitiated. The
idea is that the extent of the earth
necessary for such construction must be
reclaimed from the gods and goblins that

own and inhabit that area. The ritual is

known as ‘pacification of the site-deity’
(vastu-¢éamana). During this ritual, a man-
dala is employed.

It is a square subdivided into nine
smaller squares on each side, altogether
making 81 squares. There is a variant
procedure specially meant for temples,
to Hayatirsha- sarnhita, of
subdividing each side into eight smaller
squares, in which case the total number
of cells would be 64. The four sides of
the square contain along with them 32
cells, and in each one of them a deity is
invoked and propitiated. The deities in-
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clude gods like Sun and Indra, spirits like
Yama, Gandharva and Naga, ‘demons’ like
Sin (Papa) and Disease (Roga), ancestors
and animals.

Manasara _mentions thirty-two varieties
of square plans or plots:

1. Sakala:

2. Paidacha:
3. Pitha:
4. Maha-pitha:

one plot,
square or rectangular,
it could also be round
or oval
four plots
nine plots
sixteen plots
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Upa-pitha:
Ugra-pitha:
Sthandila:
Chandita:

. Paramagayika:
10. Asana:

11. Sthaniya:

12. Desya:

13. Ubhaya-chandita:

© PN
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25 plots
36 plots
49 plots
64 plots
81 plots
100 plots
121 plots
144 plots
169 plots

14.
15,
16.
17.
18.
19
20.
21,
22

Bhadra:
Mahasana:

Padma-garbha:

Triyuta:
Kamashtaka:
Ganita:

Surya-vidalaka:

Susambhita:
Supratikanta:

196 plots
225 plots
256 plots
284 plots
324 plots
369 plots
400 plots
441 plots
484 plots
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23,
24,
25.
26.
27.
28.
29.
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Vidalaka:

Vipra-garbha:

Visvesa:

Vipula-bhoga:

Viprakanta:

Vidalaksha:

Vipra-bhakti:

519 plots
526 plots
625 plots
676 plots
729 plots
784 plots
841 plots

30. Vidvesa-sara: 900 plots

31. Ilévara-kanta: 961 plots
32. Chamoru-kanta: 1,024 plots

The central-most area, consisting of
nine cells (a square with three sub-squares
on each of its sides), is assigned to
Brahma, the supreme deity and the chief
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Vastu-purusha

object of worship and propitiation. The
entire mandala is surrounded and guarded
by seven demonesses regarded as atten-
dants of the gods. The conception of
vastu-mandala appears to be outside the
framework of early Vedic religion.

The legend which explains this mandala

is given in several texts of Indian architec-
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ture and ako in some Puranas (like
Matsya). - The account given in Raja-val-
labha  (Sutradhara-mandana) is typical.
When Siva fought flercely with the tetvible
demon Andhaka, a drop of sweat fell from
Siva’s forehead with a loud thunder on
the earth. The drop assumed the form of

 a_ravenously hungry demon, who at-
* tempted devouring the three worlds. The

gods and spirits, however, rushed at once
on the demon and held him down. When
the demon fell on the ground face
downward, the gods and spirits lodged
themselves on different parts of his body
and pressed him down. Because the gods
were lodged on him, the demon came to
be called ‘Vastu’ (‘the lodgement of the
gods'); and as his body was spread out
on the ground he became the ‘recumbent
master’ (dayya-rata-prabhu).

He is pictured as lying down, showing
his back, inside the mandala with his arms
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and legs so folded as to cover the whole
area, and his head pushed into the
north-eastern - ¢orner of the square (the
[§ana cell). As many as forty-five gods are
lodged on his body directly on his limbs
and joints. It may be recalled that the
mystical yantra ‘Sri-chakra’ also comprises
of forty-five angles. . The mandala may
have had a Tantrik background. ~

The word Vastu occurs in the Veda
(Rg. 7, 54, 1) and the ‘lord of the Vastu’
is identified with the chief of the gods,
Indra (Vastoshpati). Even today, during the
ritual connected with the pacification of
the building-site a hymn is addressed to
Indra. Devaraja-yajva, an authority in
Vedic interpretation, looks upon vastu as
the mid-region (antariksha), and the gaur-
dians of this are included in the ‘Vastu-
deity’. However, the Vastu-purusha has
been regarded in later lore as a demon,
or at best as demi-god, whose permission
is necessary before any construction can
come up on the site. And, at the same
time, care is taken to propitiate the deities
that hold him down, for it is important
that he should not get up.

The expression mandala is classically
employed to denote the air that encom-
passes the light of the sun and the moon:
the orb that spins round the entire cosmos
luminously. It thus symboizes the totality
of existence. The form it naturally takes
is circular because circle is perfect and
comprehensive. Perhaps the original shape
was oval (corresponding to brahmanda,
the brahma-egg, or Hiranya-garbha, the
golden womb), and it was transformed
into a circle by a natural process.
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Associated with this idea was the
conjecture concerning the centre of the
universe being the mythical mount, Meru,
round which were arranged all the con-
tinents and islands. Meru was symbolized
by the circle and the four quarters that
guarded it were represented by forms
contained in an enclosing square. The
vastu-mandala belongs to this phase of
representation; and the central square,
which is the position of the chief deity
Brahma, stands for Meru. In the temple
architecture, the square sanctum is the
outer mandala, the vimana on top of the
sanctum is the monumental reproduction
of the mount Meru. It is usual for the
vimana to comprehend also the several
geometrical forms stylized in the mandala
of Visvakarma.

The reason why the sanctum (with the
tower) is regarded as the real shrine is
that it constitutes the position of Brahma
inside the wvastu-mandala. The mid-most
point inside this central square (where the
diagonals meet) is the position of the icon.
This point is lifted out of the mandala
and transformed into the pinnacle (stupi)
of the tower above the sanctum. The
sancturh, being the central portion of the
mandala is a condition of concentration of
divine energy; and the the icon is the
very  crystallization - thereof. - The - different
deities prescribed to be installed on the
vimana represent the several guds and
spirits located on the lmbs and joints of
the site-mandala personified. The entire
structure is thus ' a visualization of the
mandala.
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Basic plan of Dagavatara temple at Deogarh (Jhansi) - 5th century

.

[ ®

Rawal-phadi Cave-shrine at Aihole

?

Basic plan of Vishpu-grha cave
at Badami
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Extension of the sanctum in terms of
m¢h, passages, assembly halls, pavilions
and corridors is a projection of the basic
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Space-arrangement of Virupaksha
temple at Pattada-kallu

mandala. If we inquire carefully into the
significance of the ground-plans of the
early temples, we discover that they are
merely adaptations of the mandala design.
We find the conventional and basic forms
(tiangle, square, rectangle, circle and so
~on) repeated with variations in size and
simplicity. When a devotee enters the
temple, he is actually entering into a
mandala and therefore participating in the
power-field. The field enclosures and the
pavilions through which he must pass to
reach the sanctum are symbolic. They
represent phases of progress in the journey
of man toward the divine beatitude.

As soon as the devotee sights' the

threshold of the gateway, he bends down

and touches a mandala on it before
crossing it: this marks for him the transition

from the ‘way of the world’ (loka- dharma)
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Basic plan of Maha-kutesvara shrine at
Mahakuta

to the ‘way of God' (Siva-dharma). But
he continues to be in the common state
of ‘wakefulness’ until he reaches the flag-
post or the ‘dispensation-seat’. He then
has the first vision of the sanctum, and
gets into the state of ‘dream’. As he
proceeds towards the sanctum and stands
in front of the sanctum (in the vestibute),
he sinks into the state of ‘deep sleep’.
When he looks at the icon, the higher
state of ‘semi-tranquillity’ ($antodita) des-
cends upon him. ‘And when he has
suffused himself with the wvision of the

"icon, he gets into the state of ‘tranquility’

(4anta).
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Basic plan of Vaikur_lt_ha-perumﬁl temple at Kafchipuram

In accordance with this scheme of

transition, architectural and  sculptural
details vary from phase to phase in the
devotee’s onward movement towards the
sanctum. To signify the worldly aspect of
the devotee as he enters the temple, the
gateway and the tower over the gateway
as well as the niches above the enclosing
walls are filled with secular sculptures. The

‘dispensation seat’ is a miniature shrine,

with obvious mandala-details in it: it lifts

the devotee from the common condition
of worldliness onto a dream-like vision of
the sanctum.

The sculptural treatment of the columns
and the ceilings, niches and the doorways
in the pavilion has a dream-like quality.
Mythological themes, legendary subjects,
mythical animals, and unusual motifs
abound here: they are designed to take
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one away from dull and common-place
reality. The wvistibule and the ambulatory
passages are restrained in sculptural
decorations, and the prevailing darkness of
these areas is suggestive of sleep-like
condition. The sanctum with its outer
walls divided by simple pilasters and its
entrance plainly adorned is expected to
lead the devotee further to the condition
of ‘semitranquillity’. It enables attention to
be focussed on the icon, with minimal

distractions. The interior scheme of the
sanctum is altogether plain: it is also dark,
but for the oil lamps that lit up the icon.
The devotee can here forget all the states
and phases that he has passed through
and get absorbed in the beauty and
serenity of the icon. He is now in ‘the
inner square of Brahma' in the vastu-man-
dala and direct communion with the chief
source of power in the temple-mandala.

Bhuta-natha shrine at Badami : basic plan
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Galaga-natha temple at Aihole (plan and section)

Along the wvertical axis, the square
sanctum is the mandala of wakeful con-
dition, the surmounting vimana (square,
circular or polygonal) is the concrete
representation of the dream state, and the
vase (kalasa) of the deep sleep state. Even
as in sleep the distinctions of form
disappear, and the variety gets unified, so
in the stupi the ascent of forms culminate
in a point (bindu). The ‘pot’ of the tower,
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surmounted by semi-circular lid, is crowned
by an upright needle (suchi or stupi). In
the Orissan temples, the spheroid or ribbed
amalaka is surmounted by semi-circular-
‘skull (khapuri), over which rests the pot
of the tower. The entire structure of the
vimana, resting upon a square base and
tapering off into a needle is a remarkable
pattern of many mandalas, animated by
an upward thrust.
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Bananti-gudi at Badami (plan and section)

The Agama .of Vaishnava persuation
has an additional symbolism of the man-
dala. The sanctum represents the concrete
and'worshipful (archa) manifestation of the
divine power. The icon inside it is the
‘inner controller’ (antaryami), correspond-
ing to the divine presence in the ‘heart’
of each individual being. The vimana over
the sanctum represents the ‘glory’ (vaib-
hava) aspect of the divine. The crown-
vessel on top of the vimana is _‘the
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patterned expression’ (vyuha) of the divine
power; and pinnacle which vanishes in a
point is the ‘trascendent’ (para) aspect.

One of the important Agama texts,
Suprabheda tells us- -

“The Mandala is the very essence of
the temple.”

(Charyapada, 2)
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CHAPTER SIX

IMAGES FOR WORSHIP

As a necessary aspect of stand-
ardization, the form of the icons was
sought to be clearly defined in terms of
anatomical proportions, postures, and the
weapons in the hands.
assumption that prevailed for all time was
that beauty in an icon is derived solely
from the measurements prescribed in the
canons (Manasara, 51, 70)

ATHATAT O TF: § T A 1T 7 |

Thus iconic measures loomed large in
the training of the sthapati The
iconometry, as standardized, takes into
account the most proper height of the
icon (mana), surface of the image (larnba-
mana), thickness (un-mana), and the space
between limbs (upa-mana). When the icon
is to be installed in a temple that is already
built, the height and breadth of the
temple, and size of the main door are
among the relevant considerations. Some
texts insist that the donor's measurements
also become important when he causes
the icon to be installed in a temple he
himself has built.

An indispensable concept in Indian
iconometry is the angula measure (manan-
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The axiomatic

gula) as the unit, which approximates
roughly to three-fourths of the common
inch. The iconometric ‘inch’ increases in
degrees, beginning with the atomic size
(paramanu), which is unseen by the
human eye. Eight of these make a ‘mobile
speck’ (trasa-renu); eight of these in turn
is equal to the ‘tip of a thin hair or the
hair on the head(valagra); eight of these
make the ‘tip of a coarse hair’, hair on
the body (romagra): eight of these make
an ‘egg of a louse’ (yuka); eight of these
will make the size of a barley grain (yava).
Eight of the barley grains constitute a
‘superior (uttama) ‘angula measure’; seven
of them regarded as ‘midling’ (madhyama),
and six of them is ‘inferior (adhama).

Constituted by the angula measures,
we have other measures such as the
‘cubit’ (kishku) which is twenty-four an-
gulas (about eighteen of the common
inches), the ‘bow- length’ (dhanus) which
is four ‘cubits’, the ‘churning- stick’
(danda), which is a variant of the above,
and so on. These are used in architectural
enterprises.

There is also the measure known as
‘matrangula’, (or ‘dehangula’), the angula
which corresponds to the length of the
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Head of the monolith (57 foot) image of the Jaina saint Gommatesvara
in Sravanabelgola (Karnataka)

middle division of the middle finger of the
sculptor who makes the icon or of the
patron who commissions it. By a com-
bination of these two ‘angula measures’
(manangula and matrangula), we have the
familiar practical measure in vogue.

The major gods like Vishnu and Siva
are prescribed to be made in the ‘superior’
dada-fala (ten-tala-measure), viz. 124
matrangulas in height from the top of
head to the soles of the feet. Goddesses
like Lakshmi, Sarasvati and Parvati should
measure to the ‘midiing’ dasa-tala, viz. 120

120

matrangulas; as they stand they should
reach up to the lower tip of the god’s
ear. The ‘inferior dasa- tala is meant for
minor deities like Garuda, Sesha, Skanda,
and guardians of the eight quarters; the
height would be 116 m. The nine-tala
measure (nava-tala) equals 108m., and it
is the measure for making the icons of
the demi-god Indra and demons. There
are varieties in this tala-measure: navardha-
tala (114 m.) for the planetary divinities;
uttama-nava- tala (112 m.) for sylvan
deities  (vaksha), celestial  musicians

Indiar; Temples : Art & Architecture
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The monolith image of Gommatesvara,
(preparation for'maha-mastakabhisheka’ ceremaiy)

(gandharva), and dragons (uraga); and
Sattryangula-nava-tala (111 m.) for great
human beings.

In Indian iconography, the head of the
image merits the most careful attention of
the sculptor, for it is the ‘major limb’. In
all the wvarieties of tala-measure,
iconometric details are minutely prescribed
in the texts. The face is divided into three
equal divisions, the first from the front
hair line to the eye-brow-meet, the second
from the eye-brow-meet to the tip of the
nose, and the third from the tip of the
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nose to the bottom of the chin. If we
use the nine-tala measure (108 m.) which
is most often used, then height of the
face would be 12 m., each division thereof
being 4 m., from neck to the middle of
the breast-line 12 m., from these till the
navel 12 m., and so on.

Measurements vary according to the
subject matter (gods, spirits, human beings,
animals,etc.). And each subject matter has
numerous categories. For instance, if the
icon is that of a human being, five types
are recognized: ‘harnsa’ (superhumans,
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Mukha-mana

kings, human incarnations of the divinities),
108 m.; ‘bhadra’ (sages, royal priests, chief
ministers etc.) 106 m; ‘malavya’ (wedded
wives, heavenly musicians, dragons efc.)
104 m.; and ‘ruchaka’ (nymphs, dancers,
actresses etc) 100 m.; and ‘Sasaka’
(well-known mortals) 96 m. There are also
other characteristic delineations such as
webbed hands and feet, a lump on the
forehead, forelocks turned rightward and
three lines on the palm for celebrated
human beings.

Even the aniconic representations of the
linga are subjeet to well-defined icono-
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metric prescriptions. Lihgas are of thirty-
three kinds, grouped into three main
categories according to their iconometric
specifications. The ‘best lihngas made in
stone must measure nine to seven cubits
(hasta) in height, the ‘midling’ ones six to
four cubits, and the ‘inferior' ones three
to one. A stone lihnga which is under one
foot high does not merit worship in a
public place. If the linga is a crystal one,
the ‘best may be 18" to 13" high, the
‘midling’ 12” to 17" and the ‘inferior’ 6”
to one inch (I&ana-siva-guru-deva-paddhati,
40).

Naradiva-sarhhita (23, 110) recom-
mends that an icon in stone, bronze or
wood should be made in the nine-tala
measure or the ten-tala. For the worship
rtuals (known as Karmarcha), the icon
should be in metal, and should not be
taller than twelve ahgulas nor shorter than

six.

Ilconometry also figures prominently
with respect to two parts of the shrine,
although they are strictly not icons: kalasa
(finial) and bali-pitha (altar). It has been
mentioned that these two structures are
intimately associated with the icon in the
sanctum. But the measures here are in
terms of ‘parts’ (arhéa), and ‘Yevels’ (talas).
For instance, the finial known as kama-
kumbha is composed of six ‘levels’ and
the total measure is 15 1/2 ‘parts. The
‘foot-hold’ (pada-grahi or base) will be two
parts, the ‘egg’ (andaka) five, the ‘neck’
(griva) two, ‘lotus motif (padma-patrika)
three, the (kamika) two and a half, and
the top-most unit (bfjapura) one part.
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The altar may be carved out of stone,
made in bricks or cast in metal, according
to Padma-sarhhita (30, 140). The height
of the altar in front of the sanctum should
bear a definite proportion to the height
of the sanctum itself. One eighth of the
sanctum is considered the best; it may
also be bne-seventh or one-fifth. Breadth
of the altar is also determined likewise.

There is another reckoning which sug-
gests that the height of the altar should
be equal to the height of the pedestal on
which the icon in the sanctum is con-
secrated. And accordingly, many types of
altars are enumerated and named in
manuals like Silpa-ratna, Padma-sarnhita
and Vishvaksena-tantra. Limbs or levels of
the altar are also designated and the
measurements given. There are several
altars like the Maha-pitha (21 ‘parts’),
Sri-bhadra (32 ‘parts’), Sarvato-bhadra (35
‘parts’) and Sri-vijaya (37 ‘parts’) which
receive elaborate consideration in the craft
manuals,

It may be noted that the altar usually
consists of many mouldings, and texts like
Tantra-samucchaya divide the total height
of the altar into ten parts: ‘foundation’
(paduka) at the bottom, platform’ (jagati)
on top of it, and on successive tiers
‘flower-pattern’  (kumuda), ‘flower-slab’
(kumuda-patrika) ‘shoulder blade’ (gala),
‘neck’ (karhbu), ‘dove-row’ (kapota), ‘top-
slab’ (agra-patti), and ‘lotus’ (padma),
which is the top-most member. The earlier
tradition was to have the altar inside the
sanctum itself (as, for instance recom-

mended in Tantra-samucchaya), and not
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outside in the open, as the case now is.
The altar in this event would be monolithic
and not consist of several mouldings.

Icons in India have been from very
ancient times carved in stone, or wood,
made in clay, or cast in metal. Sometimes
precious stones and crystals are also used
for carving small icons out of them.
Ajitagama lists gem, stone, metal, wood
and clay as materials to be preferred in
the order they are 'mentioned. Little icons
are also carved out of conch-shell and
elephant’s tusk. Icons for permanent use
and for installation in temples are usually
made of stone, although the old practice
was to have wooden icons in the sanctum.
Icons for mobile purposes are cast in
metal. Household icons are metallic
(bronze, copper, silver and gold) or carved
out of crystal or gem. Icons for temporary
use are made in clay or variant material.

There are manuals (lke Apargijita-
prchchha) which provide elaborate instruc-
tions for the purpose of carving. Different
icons are to be made in different kinds
of stone or wood. Stones from the rocky
mountains are said to be most preferable,
and when they are not available, stones
from ground level may be used. Stones
are classified into male (purh-shila, bright
coloured; free from spiral grains and knots; -
which, during excavation, throws out
splinters like sparks of fire), female (stri-¢ila,
light coloured, having streaks of grains,
which, when struck, emit a hollow but
pleasant sound), and ‘neuter’ (napurnsaka-
sila, dull-coloured, hard and not producing
any musical sound when struck).
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‘Male’ stones are employed for making
major icons of gods and goddesses, while
the pedestal thereof is carved out of
‘female’ stones. However, Purushottama-
sarhhita (5,63) suggests that ‘female’ stones
must be used for images of goddesses,
while the pedestals must be carved out
of ‘male’ stones. The ‘neuter’ stones are
used for - structures hidden under the
ground (like ratna-nyasa). Among the
stones, the black-stone (krishna-sila), finely
grained granite, is generally recommended.
Early Pallavas appear to have preferred
sandstone for making lingas and icons. But
the manuals insist on careful examination
of stone before it is selected. Steatite and
marble are also employed, especially in
the northern regions of the country.

The selection of wood for sculpting
icons figures prominently in the early
manuals, for wooden images. were frequent
in olden days. The most ancient images
in the country are known to have been
wooden; stone stepped in rather late in
the history of Indian iconography. Several
trees have been named as fit for icon-
carving: khadira, sandal, red sandal, asoka,
devadaru, bilva, sala, kadarmba, champaka,
bakula, udurhbara, arjuna and $almali are
frequently mentioned.

The location and nature of trees are
important considerations. Trees in burial
grounds, on tank-bunds, at road-crosses,
and in the close vicinity of huge ant-hills
and ponds are to be avoided. Trees that
have been worm-eaten, lightning - struck,
and damaged by elephants are not
regarded as fit. Trees that are barren, very
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old and worn out, with bark peeling off,
are also unfit. Trees on which birds have
built nests, and which provide shade for
the cattle are to be left alone, and should
not be cut down for icon-making. Trees
that do not have a pleasant aspect or
have fallen by themselves are likewise
unsuitable.

The piece of stone or the log of wood
selected is treated in an elaborate manner
in order to divest it of its inert nature
and to infuse into it the power to contain
the divine image.

An interesting procedure is given in
Padma-sarhhita (11, 101-104, which also
occurs in Purushottama-tantra, 6, 22, 27).
Before the log of wood is cut off the
tree, the priest- sculptor prays thus to the
tree: ‘“You have become inert and im-
mobile owing to your past conduct. But
I choose you for a meritorious condition,
for carving out of you the image of Vishnu
which will confer benefits on humanity. [
shall not hurt you, my friend, but I shall
release you from your present inert con-
diion By the grace of God, you shall
enjoy all the worship that is done to God!”

Then he ties the consecrated thread
round the tree, sets up a small sacrificial
fire in front of the tree, and after oblations
are offered into the fire, he cuts down
the tree with an axe that has also been
duly worshipped. While cutting, he stands
facing East and recites prescribed hymns.
The same procedure is applied to stone
also.

When the peice of stone or log of
wood has been cut, it is ceremoniously
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brought to the sacrificial enclosure (yaga-
sala) in a procession. A consecrated ‘pot’
(purna- kurhbha) is then installed, and the
stone or wood is treated to an elaborate
ritual before it is given over to the
sculptor,

The carving is done, preferably in the
apartment of the temple meant to be the
sanctum, with doors closed, during three,
five, seven or nine days. If the apartment
that is designated as sanctum is not
available for this work, then a pavilion is
specially set apart to the south or north
of the temple, covered with a decorated
vitana from which coconuts and fly-whisks
hang. The stone or wood is placed in the
center of this pavilion, and is worshiped
with flowers, sandal-paste and other offer-
ings. The sculptor commences his work
with an initial ritual resembling atkura-ar-
pana (‘seed-sowing’ cermony).

Different methods for preparing the clay
for making the icons are given. The usual
method, however, is the following. Soft-
clay, red, white, black or yellow in colour,
is collected from top of a hillock or from
river-beds, and is thoroughly sieved. It is
then kneaded well with water, cow’s milk,
ghee, curds, wheat-flour and triphala -
powder. Sometimes, gingelly oil is also
added. The mass is then kept away for
a fortnight or a month before it is taken
up for icon-making. After the image is
made, it is dried in the sun for a month,
or baked in low fire. It is suggested that
some gold or gems be placed inside the
clay image while worship is done. The
clay icon may also be painted over.
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The clay image is classed among
‘temporary’ or ‘occasional’ icons, which
are not suitable for installation in temples
or for permanent worship. Such icons are
installed (avahana) just prior to the com-
mencement of a ritual sequence, and is
‘discharged" (visarjana) in water immedi-
ately after the worship is over. Besides
clay, sand, cow-dung, sandal-paste, rice-
flour, jaggory or butter is also used for
making such icons that are not supposed
to last for more than a day.

While the main icon installed in the
Brahma-position inside the sanctum is

125



126

usually carved out of stone, there will be
one or more metallic images to serve
various ritualistic ends. The former is said
to be ‘fixed on jewels' (ratna-nyasa), and
is therefore immobile. The latter are not
fixtures, and can be taken to the spots
of several rituals (karmarcha) such as
bathing (snapana), procession (utsava),
audience (koluvu), and food-distribution
(bali).

Three major metals are prescribed for
the making of such icons: gold (pure,
jatarupa or alloy, hataka), silver (pure,
rupya, or impure, rajata), and copper
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(pure, tamra or mixed, miérita). Although
the first is said to be best, the last is
and for obvious
bronze

preferred frequently,
reasons. More usually, however,
(karnsya) and brass (arakuta or paittala)
are used for portable icons. In the South,
icons made of a mixture of five metals
(paﬁcha-loha) are common: copper, gold,
silver, brass and white lead. Iron (ayasa)
lead (sisaka) and tin (trapu) are used for
making images of wicked and tenific
aspects, employed in magical rites.

The casting of bronze ‘icons was per-
fected in India even during the days of
Indus civilization, as the splendid figure
discovered at Harapa illustrates. We have
an excellent casket-lid of .the Kushana
period (second century) found at Shah-ji-
Dheri. The Gupta craftsmen appear to
have perfected the casting technique,
known as ‘lost wax’ or cire perdue
(madhu-cchishta-vidhana), although Tamil-
nadu became the center of this art about
the fifth century. A remarkable specimen
of the Gupta style is the seven-foot
Buddha icon, weighing a ton and cast in
two layers in bronze and copper, found
at Sultangafij. Nagapattinam icons in the

South date almost from the same period. .

The original image is made in wax
(bees’ wax mixed with charcoal powder),
and over this model a coat of soft clay
is applied leaving an opening, and left to
dry. When perfectly dry, the clay coating
is heated so that the wax model within
melts and comes out through the. outlet,
leaving the mould of the model.
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. otherwise

Into the opening, then, the molten
bronze is poured. When after some time
the metal cools, the clay coating is broken
open, and we have the image cast in

solid bronze.

By a variance of the procedure, hol-
low-casting is also accomplished. This is
common in the northern region, especially
in Nepal and Tibet. The purpose of
making the image hollow is to insert into
it a magical formula inscribed on a scroll,
a piece of scriptural writing, or a precious
relic of the holy teacher so as to infuse
into the image an extraordinary power that
it would not contain, The
art-work that an icon is, becomes fit for
worship only when it accommodates
supernatural energy.

The importance of this casting techni-
que, detailed in texts like Silpa-ratna,
consists in each classical bronze icon in
India being a unique piece. The wax is
lost and the clay mould is destroyed.
There is thus no way of mechanically
duplicating the artist's handiwork. Indian
bronze icons have become most valuable
on this account. It would be impossible
for the same craftsman to produce two

“identical images in metal; it would neces-

sarily be different each time. But the
workmanship is altogether traditional and
is so highly standardized that numerous
icons fall into definite patterns, and look
alike.

Craftsmanship involved in South Indian
bronze icons has become world-renowned.
The craft is highly skilled, and the art is
superb. While the rules of iconometry are
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scrupulously followed, each bronze reveals
an individual touch that is unmistakable in
a master-piece.

The craftsman here has freed himself
from a natural and compelling impact of
stone-sculpture, for it is the stone icons
that provide models for the metallic ones.
The bronze-worker feels freer to incor-
porate his turns of fancy within the stylized
pattern, as he mainly works with wax while
modelling. Finishing the bronze icon is
essentially a matter of the craftsman’s skill
and experience; the wax model, on the
other hand, is in every case a work. of
art.

The icon-maker enjoys a measure of

freedom within the framework of canonical
prescriptions. It is this utilization of freedom
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that stamps the icon with an individuality
that is unique. The iconometric details
have of course the beauty of the figure
in view; but the beauty they envisage is
rigid and formal The texts insist that the
image-maker must do the work as it please
him and as his fancy takes him (yatha-
ruchi). And the art artist has to take into
consideration the modes of dress and
decoration that are prevalent at the time
(Brihatsarhhita).

QTR AT AT RT3 STt Ffera |

This gives the icon a fair degree of
plasticity. This also helps to accommodate
within  stylized iconograhy  numerous
divinities that came to be introduced afresh
from time to time.
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CHAPTER SEVEN

RITUALS AND SYMBOLS

The objects of worship are broadly
grouped into two sorts: abstract (nishkala)
and concrete (sakala). The abstract is
without a material representation: it con-
sists merely of an imagery or a thought-
construct. It is unmanifest (avyakta), so
far as the worship - situation is concerned.
The concrete, on the other hand, is an
icon, the handiwork of an artist-craftsman,
which represents the traditional idea of a
worshipful deity. It can be practically
involved in the worship ritual. It is usual
to have the iconic representaﬁoﬁ in
imitation of the human form. Parama-sarh-
hita (3, 5, 10) explains the anthropomor-
phic necessity of iconic representations:

“Worship can be done only for the
deity with form, and not for an abstract
idea. It is therefore that icons are made.
They help concentration, contemplation,
adoration and worship. The icon is a
representation of the deity, and whatever
is offered to the icon is really received
by the deity. The devotee being human,
he can communicate well with an icon
with the human form., The human being
therefore will reach the highest goal
conceiving the really abstract Godhead in
a human form, and worshipping the icon
with great devotion.”
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It is usual therefore for concrete objects
of adoration in India to be human in
aspect. Such objects have limbs and
meanings (sa-kala). Instance are the Vish-
nu images, images of Rama and Krishna,
the sportive forms of Siva, and the icons
of goddesses like Lakshmi and Durga, as
also several minor divinities. There are
also several composite deities included in
this group. Animal-human admixtures in
the iconic representations are not unusual.
Consider, as instances, Ganeda (god with
elephant's head) Nara-sihrha (‘man-lion’)
Hayagriva (human form with the horse’s
head), Pratyangira (goddess with lion’s
head) and Kakamukhi ( yogini with the
face of a crow).

Several iconic representations involve

_humanization of animals: animals repre-

sented in human forms. We have the
icons of Hanuman (monkey), Garuda
(Kite), Nandi (bull), Subrahmanya (ser-
pent), Daksha (ram), and incarnations of

Vishnu such as Matsya (fish), Kurma
(tortoise), Varaha (boar), and Kalki
(horse). Elemental principles have also

been endowed with iconic forms: fire
(Agni), air (Vayu), water (Varuna), Sun

(Surya), mountains (like the Kailasa, Meru
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and Vindhya), rivers (Gafga, Yamuna and
Kaveri), trees and plants (like A$vattha
and Tulasi) have also their iconic repre-
sentations with human involvement.

Vishnu in his twenty-four forms, ac-
cording to Agni- Purana is conspicuously
and almost invariably represented as
pleasantl§ human, although his worship is
also conducted through the aniconic-
dalagrama stone. Siva, on the other hand,

is usually worshipped in theaniconic linga

_form, although he has twenty-five sportiiae
forms(lila-murtis) which are human in
delineation. Aniconic representation
comprehends both the abstract and con-
crete sorts; it is described as ‘ubhaya’
_(both) or ‘migdrita’ (combined). The ex-
pression ‘linga’ strictly means a sign, a
symbol. The aniconic linga is the symbol
or an index of divine presence and power.
It has no readily recognizable human,
animal, or composite form. It is not, in
this sense, concrete. But it does have a
material shape with identifiable parts- (like
the pitha, Gauri-patta, linga and vajra).
Sometimes a human face is projected on
the linga part(mukha-linga); or Siva is
represented as coming out of the linga(lin-
godbhava-murti). Whatever the details, the
liiga is a shape. that symbolizes the
abstract idea of Godhead.

Icons are again divided into ‘immobile’
(achala) and ‘mobile’ (chala). The former
are usually carved out of a monolith and
fixed to the pedestal in the sanctum. It
may be iconic like the representation of
Vishnu or Durga; or it may be aniconic

Indian Temples : Art & Architecture

like the linga of Siva. Oftentimes, the Devi
images are also represented in the form
of a linga, especially in the coastal region.
It is not unusual to find even Vishnu
images so represented; many Ranganatha
and Narasimha shrines in the South
contain only lingas in the sanctum.

While the stationary icon in the
sanctum is doubtless the main object of
worship in a temple, it is not suitable for
all the rituals enjoined in the texts and
stylized in tradition. Portable images made
in metal are, therefore, meant to officiate
for the main icon in the rituals which are
conducted outside the sanctum.

The mobile or portable
prescribed to be exact replicas in metal
of the stationary icon in the
sanctum. But when the main object of
worship in the sanctum is an aniconic
linga, its mobile counterpart will be Siva

icons are

stone

or Devi in a human, iconic representation.
It is altogether unusual to find the lihga
form among the mobile icons. The spor-
tive forms of Siva were first stylized in
metal, and it is only later that the forms
were imitated in stone. Divinities belonging
to the Siva group, viz. Durga, Ganapati,
Kartikeya (known by several names such
as Subrahmanya, Kumara and Skanda)
and Nandi are, like the Vishnu images,
human and iconic in form, both in the
stationary and portable versions.

The icons in human form are further
classified into three types, depending on
their bodile' postures: seated (asina), stand-
ing(sthita) and recumbent (davana).
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STHAN AKA, (bronze, a nayanmar)
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yan sculpture)

Chaluk

STHANAKA (
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STHANAKA
(bronze, Manikka-vachakar)

There are, however, other postures
also, like dancing ‘(Nataraja), measuring
the heavens (Trivikrama), kiling the
demon (Durga and sportive forms of Siva
in the destructive aspects,Sarmhara-murtis),
running (Hanuman), fighting (Virabhadra,
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(stone, Paréva-natha from Hurmcha)
Aghora) and teaching {Dakshina-murti,
Vyasa, images of teacher-saints).

But these (with the exception of Durga
images) are not usually icons meant for
main worship; they serve an occasional L
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or accessory function. We do not, there-
fore, frequently find these postures
depicted in the immobile icon in the
sanctum or its chief mobile representative.
The main icons of worship are chiefly

standing, occasionally seated (mostly god-
desses and Ganesa) and rarely recumbent
(as the Ranganatha or Ananatasayana
images). The portable icons meant for
processional purposes will be as a rule in

¥ it T
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" STHANAKA (Stone, Vishnu in Somanathpur)
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ASINA
(stone, Dakshina-murti)
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ASINA
(stone, Vishnu, in Aihole))
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ASINA
(stone, the matrka Brahmi in Hemavati Temple)
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ASINA

{(stone, Samkha-nidhi. Chaluk

yan sculpture)
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ASINA
(stone, Yakshini, Mount Abu)

the standing posture, even when their
originals in the sanctum are seated or
reclining.

The ritual sequences in the temple
necessitate several portable icons. In the
Vishnu temples it is a common practice
to have four such images in addition to
the immobile and main icon in the
sanctum  (pafichabera). The
temple-rituals involve bathing the deity
(snapana); making the first offering of
food to it, and then in its presence to
the attendant deities (bali); processions on
the roads round the temple (utsava): and
an assembly of devotees for several
purposes in front of the deity (koluwu,

normal
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sabha). One can see that offering food
to the attendant deities, processions and
assemblies are ceremonies that have to
be gone through only outside the
sanctum. Even elaborate bathing is hard
to be conducted within the small enclosure
of the sanctum. Portable
naturally have to be used for
purposes.

icons would
these

Bathing the deity is an important ritual,
In the Siva shrines, ceremonial bath is
given to the main linga in the sanctum
every day (and several times during the
day on occasions), and a mobile icon for
this purpose is seldom used. But in many
Vishnu temples, the main icon is not given
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NRTTA
(stone, Ganesa in Nuggihalli)
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(stone, Sarasvati, Hoysala))
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NRTTA
(stone, Sarasvati in Somanathpur)
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NRTTA
(stone, Sarasvati in Hosaholalu)
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Sarasvatj in Hale

(stone
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(stone, ceiling - Nat_argja in Aralaguppe temple)

a bath every day; in the great temple at
Tirumala-Tirupati, for instance, it is given
once a week, on Friday.

Many early icons are not in granite or
sandstone which stand frequent washing.
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When the main image is wooden (as in
Jagannathapuri in Orissa or the earlier
Varadaraja shrine at Kahchipuram, Tamil
Nadu), daily bath is ruled out, for the
wood would decay. Many of such icons
are painted over and are permanently.
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YANAKA (stone, Narasirhha, Dadikombu temple)
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, Chalukyan)

(stone, Varaha

YANAKA
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YANAKA
(stone, Kartikeya in Hucchimalli temple, Aihole)

decorated. Or the icon may be a stucco
brick and mortar(sudha) work, as are the
main images in Srirangam (Ranganatha)
and Kafichipuram (Ulaganda Perumal),
both in Tamil Nadu. Normal bath in this
‘case would damage the icon; special
preparations (liketaila-kappu in Sriranigam)
are to be made in order to preserve the
icon.
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Even images carved out of soft stone
would wear out by frequent baths, as can
seen in Palani (the original icon made in
nava-pashana) and Tirucchengode (Ardha-
nari) in Tami] Nadu. Marble (which ic a
kind of chalk, calcium corbonate) would
also suffer by continuous exposure to
water. It is, therefore, that a metallic
image is specially assigned to receive the
daily bath that is actually meant for the
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YANAKA
(bronze, Bhikshatana Siva)

main icon in the sanctum. This icon is
known assnapana-bera.

After the daily food is offered to the
_main deity, the scriptural prescription is
that other deities who are attendant
(parivara-devata) and resident within the
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temple enclosure, as well as spirits and
goblins that hover round the shrine, must
be fed. This is called ‘bali-harana’, or
carrying the sanctified food to the atten-
dant deities, with the permission of the
main deity to whom alone all offerings
are made. These attendant deities would
be symbolized by thebali-stones (or altars)
that are located in several spots within
the premises of the temple, the principal
one being right in front of the sanctum.
The procession of priests who carry the
food-offerings to these altars is led by
another small metallic icon which is
supposed to deputize for the main and
immobile icon in the sanctum. This icon
is known asbali-bera.

In most of the Siva shrines, the
bali-icon will be in the form of a trident
(tri-€ula) or a spear (Sula), as also in many
Devi shrines. In the Vishnu shrines,
however, it will be a replica of the main
icon, or a conventional Vishnu in the
standing (sthanaka) posture. In any case,
thebali-icon will be a small one, and is
often carried about by a priest in his arms
or on his head. In the more affluent
temples, however, a palanquin (dibika) is
used for the purpose.

Processions round the town on oc-
casions is a regular feature in all temples.
And for this purpose, a specially prepared
metallic icon (utsava-bera), richly
decorated with ornaments and flowers is
taken out on several stylized wvehicles
(vahanas) such as chariot(ratha),
horse(agva), elephant(gaja), sun and

~moon, the celestial tree(kalpa-taru), "the
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YANAKA

(stone, Dikpalaka in Aralaguppe Temple)

bull{vrshabha), the secred kite(garuda),
and Hanuman.

Most -of the celebrated South Indian
bronzes belong to the variety of proces-
sional images. They will be of considerable
height, although the canonical prescription
is that a mobile icon should not exceed
(sixteen according to a variant authority,
nine) angulas in height. If an icon exceeds
this limit, it should be regarded as a
stationary image although metallic, and
should not be carried about.
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Besides these iconic and aniconic rep-
resentations, several mandalas or yantras
(also called chakras) are installed in many
shrines _for ceremonial worship. Such a
device is essentially aniconic, but an
intricate geometrical pattern predominates
here. The basic form is a triangle,
representing spiritual energy of the mother -
goddess. The wyantra has been charac-
terized as symbolic of the cosmos in its
entirety. The most well-known of the
yantras is the s$r-yantra (or srichakra),
which is composed of 43 triangles(trikona),

153



YANAKA
(stone, Dikpalaka in Aralaguppe Temple)

28 ‘secret spots (marma-sthana, the
meeting place of three lines), 24 ‘joints’
(sandhi, where two lines meet). The
design is an integration of nine chakras,
four of Siva (the ‘male’ principle) and

five of ‘Sakti’ (the ‘female’ principle),

which are superimposed on each other to
show the union of the two principles. The
whole yantra is said to be a representation
of the Dewvi, Raja-rajesvar. There is a
corpus of Tantrik commentarial literature
explaining ‘the significance of this yantra
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and prescribing the details of ritualistic
worship.

There are two types of representation
of this yantra, graphic and iconic. The
first type is where the yantra is inscribed
(or etched) on a flat copper plate (or a
gold or silver sheet). The second type is
an aniconic representation like the linga,
scultped in quartz, crystal, gem or stone,
or cast in metal, usually panchaloha. This
second representation is called Meru as it
resembles the mythical mountain of that
name. There are several temples in South
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YANAKA, (stone. Dikpalaka in Aralaguppe Temple)

SRI-CHAKRA - Natural formation on rock in Kashmir
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India where the worship of Srichakara
figures prominently, like Kanchipuram
(Kamakoti), Chidambaram (Sammelana-
chakra), Kurtalam, Avadaiyar-Koyil, Jam-
bukesvara (Lalita), Sringeri  (Sarada),
Kollur (Mukambika) and Tiruvidaimu-
dudur.

Among the aniconic Srichakra, the one
carved in crystal or made in gold is said
to be the best, after which comes the
one made in silver; and next in merit is
the one made in copper or alloy of five
metals. There is no size restriction when
it is carved in stone, crystal or gem; but
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 (Mukambika temple in Kollur)

lmage_b’erihgaé;ried in hand
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Sri-chakra formation on rock in Srinagar

- g e i e L e

Bali-harana ritual (image being carried on the head in Mukambika Temple, Kollur)

i
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Linear representation of Sri-chakra

when cast in metal the weight of the
metal should not exceed eighttolas.

The specimens are of three types:
‘mobile’ - (chara), which are infused with
life every time they are worshipped,
‘stationary’ (achala or sthira), which are
permanently installed at a place, and ‘it
to be worn’ (dharanayogya), viz. which
are suitable for being carried on ones
body, either as a pendant in a necklace
or inscribed on a ring.

The symbolism of the Indian icon
extends to its postural .and decorative
details. Icons are classified according to
the classical guna they signify or embody.
It is well-known that the theory of three
gunas, ‘‘sattva’ (goodness, bn'ghtness,
purity, wisdom), ‘rajas’ (activity, energy,
emotion), and ‘tamas’ (wickedness, dull-
ness, sloth, resistance) is an abiding
contribution of the Samkhya school to
Indian thought. The entire universe (and
every individual) is constituted of different
combinations of these threegunas, with
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one of them predominant in an object,
or on an occasion.

Images that are seated having an
aspect of tranquility, and showing the
mudras  (hand-gestures) of  boon-
giving(varada) or offering protection(ab-
haya) are said to belong to thesattvika
group. Jmages that stand, or ride on a
vehicle (vahana), show themudras of
valour or challenge, and bear in hands
weapons answer to therajasa description.
Images that ride on a wvehicle, hold in
the hands terrible weapons of warfare,
and have an aspect of cruelty belong to
thetamasa group. The first group is
generally benign and happy(saumya),
while the last is fierce and destructive
(ugra or samhara).

Images of Vishnu as Para-Vasudeva,
Lakshmi - Narayana, Siva as Sadaéiva,
Somaskanda and  Dakshina- _ murti,
Ganesa, Aiyappa  Sasta, Lakshmi,
Rajardjesvari and Sarasvati are illustrations
of the Sattvika type. Maya-éastra, an
iconographic manual, describes this type
as characterized by eyes looking straight
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Ugra or Samhara murti (stone, Narasimha)
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and serene, and by a peaceful aspect
(“samadyistis tu $antas cha”); it brings
quiet happiness to the devotee and helps
in the dawning of wisdom in him.

Images of Vishnu in the Sthanaka
(standing) posture like Trivikrama, Raja-
gopala, Srinivasa, Janardana and Kefava;
Siva as Bhikshatana, Nataraja, Umalingana
and Vishahara; composite images like
Hari-Hara and Ardha-nar, images of Devi
in the sthanaka posture; Ganesha in a
dance stance, Rama with Sita are illus-
. trations of the rajasa type.

Vishnu as Narasimha, Krishna as
Kaliya-damana, Durga riding on the lion
while kiling the demon Mahisha, Skanda
riding on the peacock and leading the
army of gods against the demons, and
Virabhadra destroying Daksha’s sacrifice
belong to the tamasa type.

This fypology should not be taken to
mean that some gods by themselves are
‘good’ and others ‘bad’. A value judgment
of this sort is not indicated. The sattvika
icon is worshipped . for the final liberation
of the devotee from phenomenal involve-
ment. The rajasa, however, is worshipped
- for protection and prosperity, and for the
fulfilment of normal desires. The tamasa
images on the other hand, are invoked
"in times of stress, danger and challenge.

Any god may assume any of these
aspects. Vishnu as Yoga-narasithha is
really benign, although his countenance is
fierce. Siva as Dakshina-murti is actually
destructive (he stamps on the apas-
marapurusha with his right foot), although
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. common folk for

the general .aspect is calm and meditative;
likewise Nataraja. Durga riding on the lion
and kiling Mahisha has a calm and.
pleasant expression on her face, The
wardor Rama may stand in a quiet
posture, like the warrior Skanda standing
as an innocent boy (Kumara or Bala-
subrahmanya).

Among the Vishnu images, it is usual
to notice four warieties (according to
Marichi-sarhhita); yoga (meditative), bhoga
(pleasant), wira (valourous) and ab-
hicharika (wicked). The bodily posture,
and weapons in the hands (Sanikha and
Chakra) are the same in all varieties; even
facial expression may be the same. But
the image is yoga when it is meant for
ascetics seeking final beatitude, bhoga
when it is meant to be worshipped by
the obtainment of
protection and prosperity, vira when wor-
shipped by warriors for the conquest of
enemies, and abhicharika when magicians
and sorcer§ resort to it in the course of
their professional pursuits. However, the
manuals suggest that the yoga type of
Vishnu images is to be installed on banks
of rivers and in solitary spots; the bhoga
type in thé midst of human settlement;
the vira type outside the township; and
the abhicharika on hill-tops, in forts and
in the forest fastness.

According to Archana-prakasa, how-
ever, yoga, bhoga, and vira are three
forms of energy (dakti) in any icon. The
first refers to the pedestal (pitha or
ritualistic installation of the icon), the
second to the peculiar power (fakti) that
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is contained in the image properly con-
secrated, and the third to the physical or
material aspects of the image (bahyalaya).
The devotee is at first in contact with the
exterdor form of the icon, then he
becomes.aware of the import of the iconic
form, and finally meditates on the source
of the iconic projection. The iconic form
thus is a crutch for the devotee to move
ahead in the path of spiritual fulfilment.

The images of the Buddha and Jina
(a firthantkara) are excellent illustrations of
icons providing adorable models for man’s
spiritual aspirations. We should remember
that it was the Buddha
" provided enormous encouragement to In-
dian iconography. In its early phase of
development, Buddhist iconography was
averse to delineating the supremely en-
lightened one as a mere human being;
he was represented by a bodhi-tree, a
royal insignia like the wheel or umbrella,

image that

a pair of sacred foot-imprints, or a vacant
diamond throne (vajrasana), as illustrated
by the early sculptured panels of Safichi,
Amaravati and Nalanda. It was the
Gandhara style that broke this resistance,
and commenced representing the Buddha
like a wvalorous, handsome young prince
or like a miserable ascetic, emaciated and
moribund. The Mathura style corrected
this trend, and emphasized the spirit of
composure and wisdom that the Buddha
image symbolized.

An image of great charm and sig-
nificance is that of Prajfiaparamita, the
goddess of transcendental wisdom, within
the Mahayana framework. The image
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stylized with several variants owes its
origin to the deification of the Praj-
fiaparamita literature around the first cen-
tury after Christ. The deity became very
popular around 300 A.D. and its hold on
the Buddhist masses in India continued
till about the eleventh century. A manual
of rituals (of Tantrik origin), Sadhana-
mala, provides not only a description of
this image but an account of its sym-
bolism. She represents the highest
knowledge that enlightens and liberates.

Seated on the adamantine seat (vaj-
rasana), she is in a meditative posture,
holding the Prajfiaparamita text and rosary
in her hands, and assuming a ‘teaching
(or wheel-turning) gesture. She is the
Supreme Female; and the feminine (or
generative) aspect of wisdom is symbolized
by the lotus, which motif is prominently
involved in her icon. The graphic repre-
sentation of this deity is more popular
(especially in manuscripts and on banners)
than the sculptured. But the magnificent
stone icon from Java, sculptured.about
the thirteenth century and now in the
Leiden Museum, is well-known.

" Perhaps there was an independent
trend among the Mathura and Gupta
sculptors that crystallized the repre-
sentation of the twenty-four tirthankara
icons, with their human individuality lost
in the general potrayal of the kayotsarga
or pratima-yoga posture but the unique-
ness of a tirthankara being symbolized by
an emblem. The idea of the Jina, serene
and untainted by worldly ills or cares,
erect and nude, was also an ideal. The
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Pratima-yoga (Parévanatha tirtharikara)
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Kayotsarga or pratimE-yoga (Gommatesvara in Sravar_labe_lgoia)
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Twenty-four tirthankaras (bronze icons in a Jaina matha)

model was followed not only for the
tirtharikaras but also for lesser saints like
. Bahubali and Bharata. The Sravana-bel-
gola colossus of Bahubali (called here
Gommata), measuring 58 feet in height,
is a well-known example of the kevall
ideal translated into a monolith. The
contrasting imagery of the tirthankara as
an emancipated saint and as a prince
steeped in worldly riches (Jivanta- svami)
is a favourite theme in Jaina iconography.

The -tirthankaras are further distin-
guished by characteristic male and female
guardian-angels (Yakshas and Yakshinis),
who also figure prominently in iconog-
raphy. Many divinities of the folk religion
survive in the Jaina framework, like
Brahma riding on the horse, Bhairavi the
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terrible goddess, and Sruta-devata
scripture incarnated. Each of these icons’
represents an idea relevant to the Jaina
discipline; the icon is more of a symbol
than a shape. The Tantrik prescription of
Yantras is also involved in the Jaina
approach to the worship of these divini-
ties. ;

Among the Siva images, the most
interesting and also the most bristling with
symbolism is the dancer Nataraja (Tan-
davedvara), whose home is Chidar'rgbaram
in Tamil Nadu. This aspect of Siva is said
to have Tillai 3000, the original capital
of which was Tiruvenkada (called Adi-Til-
lai). The Chola monarch Parantaka I
(907-955 A.D.) was a great devotee of
this aspect of Siva, and he built ¢ the
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Tirthankara icons (in the Jaina matha of Sravanabelagola)
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Jina icon (in Karmmbadahalli)
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sky-hall’ (dabhra- sabha), covered with a
roof of gold. It is this hall, in which Siva
is supposed to have danced, that came
to be called Pon-ambalam or Chidam-
baram. The divine dancer whose Tamil
name is Adavallan,became the patron-god
of the Chola Kings, and under their
patronage numerous metallic icons of
Nataraja were made and cast in Tamil
Nadu. The most celebrated among such
images are the ones of Tiruvalangadu,
Kiram and Nallur. All these belong to
the latter half of the ninth century.

The significance of the Chidarmbaram
shrine of Nataraja is the representation of
the 108 dance-modes (karanas) stylized in
Bharata’s Natya- $astra with descriptive
labels on two of the inner sides of the
gateway of gopurams (East and West).
We find similar plastic representations on
one of the tiers of the sanctum of the
Rajaraja Temple at Tafijavur and on the
ecastern gopuram of Sarnagapani temple
at Kurhbhakonam. The dance is said to
symbolize the five "acts of God (paficha-
krtya): creation, preservation, destruction,
embodiment and release.

lnspired by the Nataraja model, there

are images of othef gods also in dance

postures. There is an unusual sculpture of
dancing Narasimha on a pillar in the great
temple on the Tirumalai hills. Krishna is
often represented as dancing on the hood
of the dragon Kaliya or dancing with a
ball of butter in hand. There are old
sculptures of dancing Ganesa also.

i Many of the hand and finger gestures
(mudras), and bodily postures and bends
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(bhangis), employed in classical dance
modes,. are also. involved in iconographic
delineation, with slight wvariations. This
renders the icons full of grace and charm.
And during the ascendance of the Chola
style, the gestures and bends became all "
too prominent, especially in metallic icons.

The characteristic weapons, like the
discus, conch and mace for Vishnu;
trident, hand-drum, and fire for Siva;
noose and goad for Ganesha; bow and
arrow for Rama; skull-mace (khagvﬁﬁga)
and long spear (sula) for Durga; broad

sword and shield of Virabhadra, and so

on, together with the manner in which
they are held, got stylized during the
Chola period of Indian iconography. The
weapons have their own specific sym-
bolisms, which contribute to the general
symbolism of the entire icon. Some of
the symbols have a Vedic backgrouhd
(wheel, fire, lotus, spear bow etc.); and
some can be traced back to the Tantric
prescriptions: khatvanga, skull, bell,
bijapura, etc and some to the - Puranic
legends (antelope, conch, mace, thunder-
bolt, broad-sword etc.)

Symbols assist in contemplation. An
icon i¢ worshipped in order that it can -
serve as an effective foundation for
sustained attention on the divine' nature
and power. ‘

The devotee seeks to rise from the
details that symbolize to the subject that
is symbolized. The artistic quality in the
icon facilitates the holding of attention
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Nataraja
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there, and the stylized details (like posture,
gestures and weapons) fuicken the mental
processes of ready superimposition and
abstraction. The foundation (adhishthana)
viz. the icon, is only initially important;
what is of relevance throughout, however,
is the figure that is sought ta be
abstracted from this foundation (aropya),
viz, the nature of Godhead. The expres-
sion pratima or pratikka for the icon
signifies that being different from Godhead
(being a material thing, made by man) it
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indicates and brings about the experience
of Godhead.

As a symbol, an icon need not be in
human form. By a conventional associa-
tion, any natural object could function like
an aniconic icon: rounded ammonites with
spirals cut naturally in the the holes
(Salagrama) stand for Vishnu, white quartz
for Siva, metallic stone for Dewi, crystal
for Sun, and red stone for Ganesa.
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CHAPTER EIGHT

SECTARIAN INTERESTS

Siva is chiefly worshipped in the
aniconic linga, although his iconic repre-

sentations (murti) are popular, especially

in South India. It is not accidental that
the form of the linga resembles the
phallus, and the word itself means
‘gender’, or more specifically the male
generative organ. However, this detail
does not dominate over the Indian im-
agination with regard to Siva-linga.

The expression ‘linga’ also means, and
in a more significant manner, “ling”’,
symbol, index: it is an image of the
unmanifest but omnipresent divine prin-
ciple. It is to be noted that lingas (called
banalinga) worshipped in homes usually
_take the form of unusual pebbles picked
up from some sacred river (like Narmada),
and they do not in any way remind one
of the phallus. Nor do the worship rituals,
or the texts recited during them, contain
even a remote reference to the cult of
the phallus. It is a fact, however, that
many puranic legends bring in sex to
explain the origin ‘of Siva-linga. The folk
fancy that is illustrated here has not
survived in the sophisticated take-over,

A suspiciously phallic representation has
been recovered from the site of the Indus
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Valley civilization, and it is identified as
a linga. We cannot be sure of this
identification; but the sculptured lingam
found at Gudimallam (Para$u-ramesvara
temple) in Andhra Pradesh is unmistakably
phallic in delineation. The date of this
curious image carved out of a foot-thick
hard stone and polished, has been given
as second or first century before Christ
(according to Ananda K. Coomaraswamy).
The art involved in it is decidedly prior
to the Kushana stylization. On the front
part of the shaft has been carved in bold
relief a male deity with a battle-axe, a
water vessel and a ram in his two hands,
standing on a crouching dwarf. The
five-foot tall icon is indeed remarkably
realistic. It may be the earliest iconic
representation of Siva within the aniconic
framework of ‘a liga; there is neither the
characteristic pedestal (pitha) nor the
typical arghya of later lingas.

Likewise an early Siva image (now in
the Lucknow Museum) found at Bhita is
a composite one, aniconic as well as
iconic. This image, may be said to belong
to the mukha-lihga variety, containing a
human face in the linga framework. Here,
not only the the head but the deity’s
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MUKHA-LINGA (in Kalahasti)

bust also is sculpted in relief, one of the  been inscribed in Brahmi characters which
hands in the abhaya gesture and the other ~ suggest an early date (about the first
holding a water vessel. The image has  century before Christ). The art employed
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in the icon has been described as a
specimen of the Sunga style which ma-
* tured in Magadh# around the same
period.

The Rushaﬂ;a coins (gold and copper)
of the first and second centuries A.D.
portray Siva in a decidedly anthropomor-
phic manner. The early Ujjain coins have
only the two-armed Siva (like the
» Gudimallam icon), holding a club in one
hand and a water-vessel in the other;’
some coins make him hold a trident or
a stick. Siva is found also to be repre-
sented in these coins in a theriomorphic
"manner by a bull.

- Patafijali (third century B.C.) is ac-
quainted with Siva icons, and not with
the aniconic linga. Going back, we do
not come across any reference to linga-
worship in the Vedic literature, although
Siva (Rudra) was.a recognized divinity
‘even in Rigveda. And we have the
well-known and so-called Pasupati-seal in
the remains of the Indus Valley Civiliza-
tion. It may indeed be a representation
of Siva.

The Indus-seal representing divinity
identified frequently as Siva-pasupati
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From the available evidences, the
conclusion suggested is that till about the
first century AD., Siva was worshipped
only in the anthropomorphic and iconic
form. The employment of linga as his
symbol may have come into vogue in the
subsequent period.

Siva is said to have ‘manifest’ (vyakta)

or iconic, ‘unmanifest’ (avyakta) or
abstract, and ‘both manifest and
unmanifest’ or aniconic (vyaktavyakta)

forms. The linga illustrates the third form:
it is manifest and is symbolic of divine
presence, but devoid of details that could
be regarded as human. However, the
linga is further classified into nishkala
(having no parts) and sakala (having
identifiable parts). The former variety of
linga is a mere monolithic shaft, from one
inch to as much as 144 inches in height.
The second variety consists of parts such
as the linga proper (shaft or
protuberance), a flat container (yoni or
Gauripatta), a pedestal (pitha), and some-
times a round ball on top of the lihga
(known as vajra). The scriptural prescrip-
tion is that the whole piece should be
monolithic, and should have no joints
except for the vajra.

A reference in the Mahabharata (Saup-
tika parvan, 17, 13-14) gives a clue to
the source of the latter variety. Siva
appeared in answer to the prayer of
Asvatthama as a golden altar (vedi) with
fire emanating from it. The linga-shaft
stands for the fire element, and the altar
is the earth element (mmmayam sthandi-
lam, as suggested in the episode of the
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Early Chalukyan temple in Mahakuta

hunter and Arjuna in the ‘Vanaparvan’ The linga has three distinct parts. The
section of the epic). An iconographic and top one-third of the shaft is visible and
Tantrik text, Ajitagama, describes linga as  this is the linga proper that is worshipped.
a “pillar of light” (jyotih starnbha), and It is called the Siva-aspect (Rudra-bhaga
explains it as the fire in which all beings  or Puja- bhaga). The midcle one-third of
disappear () and from which all beings the shaft is unseen, hidden in the
burst forth as sparks from fire (ga). pedestal. While the above is looked upon

; as “male”’, this embedded detail is con-

==
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Natural Linga fixed on a pedestal Carved Linga fixed on a pedestal

174 . Indian Temples : Art & Architecture




kw6
i AL T
I S

P 1 $ ) §

i e
R
HE] 3T
C 35 % )
J J And ‘7r\_9
— —

The altar belonging to the Sri-bhadra type

sidered the ‘female’, although it is called
the Vishnu-aspect (Vishnu- bhaga). The
bottom one-third goes into the structure
known as Nandyavarta, accommodated
inside the earth. This is' the Brahma
aspect, regarded as ‘neuter’. Iconographi-
“cal prescription recommends the top por-
tion to be in the round (cylindrical), the
middle eight-sided, and the bottom
squarish (Ajitagama). :

There are different iconometric details
which are prescribed for ‘the three parts,
thus resulting in several varieties of the
linga. When the three parts are equal (the
proportions being 1-1-1), the linga is
designated ‘sarvato-bhadra’. When the
Siva and Vishnu parts, themselves being
equal, exceed the Brahma-part, it is
‘Svastika’ (4.4-3). Texts like
Aparajitaprichchha * mention thirty-three
kinds of lingas, both ‘mobile’ (chala) and
‘immobile’ (achala), from 24 inches in
height to 216 inches.
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The altar belonging to the
Padma-bhadra type

Making a linga under a cubit is not
recommended. The lowest kinds of lingas
are between a cubit and three cubits; the
intermediary ones range between four and
six cubits, while the best ones are
between seven and nine. Metallic ligas
are of eight kinds, and when between
three inches and sixteen they are regarded
as ‘mobile’, and when this limit is
exceeded, the linga must be installed in
a place permanently.

Temporary lingas may be made out
of sand, rice-grains, cooked rice, rice-flour,
clay, cow-dung, sandal-paste, jaggory, but-
ter, tender sprouts or flowers. Twelve
varieties of such lingas are enumerated,
and no iconometric regulation is involved
in them. They are to be dissolved in
water as soon as the worship is over.

Permanent lingas made in stone are
of four types, according to the variety of
stone (coloured white, dark, red or
yellow). The minimum height prescribed
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Huge Lifga in Lepakshi
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for a stone linga is 24 inches, and the
maximum 216 (according to Aparajita-
prichha).

Wooden lingas are likewise distin-
guished by the type of wood used, and
they are of eight kinds. There is a
prohibition against making an wooden
linga under sixteen inches in height.

While these are man-made lingas, the
natural lingas are said to be obtained in
sacred spots like Sri-saila, Amara-kantaka
and Narmada river-bed. These are called
‘bana-lingas’, and the prescriptions of form
and size do not apply to them.

The part of the linga that is worshipped
is the visible shaft, which in fact is called
linga. The top of this portion is never flat
but rounded off. But there are four main
types of rounding off (sirovartana) in the
manner of an egg of the hen (kukkutan-
da), a gourd (trapusha), an umbrella
(chhatra)’ or half-moon (ardhachandra).
There is a fifth kind which resembles a
water- bubble (budbuda). The iconometric
proportion of these types in terms of the
three parts of the linga (Rudra, Vishnu

and Brahma) are: 9-8-7 in the ‘egg’ type; -

8 2/1- 8- 7 3/4 in the ‘gourd’ type; 8-8-7
in the ‘umbrella’ type; and 7 1/2 - 8 -
8 1/2 in the ‘half-moon’ type.

On the Siva portion of the linga (the
visible shaft) may be carved flattened
vertical strips (dharas), usually, five, seven
or nine. The strips may be as many as
64. Or there may be the carving in relief
of the human face on the lifiga, in which
case the linga is called ‘mukha-linga’. This
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type of linga which is iconic-aniconic is
an ancient one. The earlier practice was
to have just one face, but later three,
four, and even five faces became com-
mon. Two faces are never carved, except
in the linga meant to be used in black
magic  ([$anasiva-gurudeva-paddhati, 2,
40). It is a rule that it is only the linga
where the Siva's part is in excess of the
other two that the faces could be carved.
The texts prescribe that the Siva's part
of the linga is to be divided in three
equal parts, and the face should cover
one and a half of these parts.

When the face is not sculpted on the
linga, there may be decorative designs
such as ‘‘the elephant's eyes”, ‘“‘cow’s
ear’, trident, circle, bud, outline of the
conch or umbrella, or paddy- grain. This
marking is known as ‘lakshanoddhara’ or
‘brahma-sutra’. The rule is that the
Siva-part of the linga is divided into three
parts, only the lower two parts being used
for such marking.

We have mentioned earlier that despite
the wide employment of the aniconic linga
for worship of Siva, his iconic repre-
sentations are popular. Texts mention
several -of these stylized representations:
16 according to Kasyapa-§ilpa and 18
according to Sil@-ratna. And these have
been grouped into two main divisions:

- ‘benevolent’ (anugraha) and ‘malevolent’

(sarhhara). The former is distinguished by
the gentle and benign aspect and is
represented as conferring boons on
devotees, while the latter is fierce and
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Yogalakshm'i-Narasimha (Rock - sculpture from Harhpi)
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SIVA as Bhikshatana-murti

found in the act of kiling or subduing
the wicked.

Being seated in an ‘easy posture
(Sukhasana), donning the moon on his
matted locks (Chandragekhara), riding his
bull (Vrsha-vahana),
Ganga on his head (Gangadhara), teach-
ing the great sages (Dakshina-murti),
bestowing a boon on his attendant Chan-

accommodating
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desa or on Aruna (Vara-pradana), and
emanating with an iconic form from the
aniconic linga (lingodbhava) are among
the situations that inspire the ‘benevolent’
icons. Illustrations of the other division are
subduing death (Kalari), tearing down the
demon in elephant’s form (Gajasurasarn-
hara), and fighting with Tripura (Tripurari).

Interesting among the iconic repre-
sentations of Siva are Nataraja, Ardha-nari
(half male- and half female), Hari-Hara
(composite Vishnu-Siva). Kalyana-sundara

SIVA as Chandra-dekhara
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SIVA as Kankala-murti
(while wedding Parvat) and Bhikshatana
(on his begging round). Every one of
these iconic representations has a Puranic
legend in its background. South Indian
temples belonging to the Chola period
contain numerous metallic icons of excel-
lent workmanship illustrating the above
situations in which Siva is glorified.

180

b, U M :
SIVA as Kalyana-sundara

Vishnu is a divinity of Vedic antiquity.
The prevalence of the Bhagavata cult
during the centuries prior to the birth of
Christ popularized his worship all over the
country. We will deal with the five-fold
forms of Vishnu that developed incidental
to the Vyuha theory, in a later section, _
when we deal with the Paficharatra-
Agama. Panini and Patafijali (several cen-

“turies before Christ) were acquainted with

iconic worship of Vasudeva and Sankar-
shana (later Balarama and in a variant
form Subrahmanya, the Snake-deity). The
heroes of the Vrshni clan were being
worshipped in temples (vatikas) and- in
the shape of icons (pratima).

The iconic form appears to have been
crystallized as early as the first century

before Christ, for there is an inscribed
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sculpture of the “four armed (chaturbhu;ji)
Bhagavan” of that date, found in the
Burhikhar village in Bilaspur (Madhya-

SIVA as Anugraha-murti

Pradesh). The image carries discus and
mace in its two extra hands. Cun‘éusiy,
however, the normal hands assume the
afijali (sﬁpplication) posture, suggesting
that the icon may be that of an attendant
of Vishnu. It is usual for the attendant
of a deity to be distinguished by the
emblems and weapons of the deity itself,
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The worship of Vishnu seems to have
been popular with the Hellenistic satraps
and the early Gupta kings.

The iconography of 'Kr_'ishr,la as a
variant of the Vishnu also dates back to
a distant past. Krishna's relation with Indra
(Vedic hero) has been mentioned even in

Rigveda (8, 96, 13-5). Ghata- jataka

knows him as a prince of Mathura. Panini

SIVA as Vrsha-vahana

suggests his association with the Pandava
hero Aruna. Patafijali refers to him as
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$IVA as Nataraja (Chalukyan Sculpture)
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SIVA as Bhiksh
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$IVA as nrtta-murti (Chalukyan style)
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‘revered”. Kautilya’s Arthadastra (14, 3)
recommends the worship of Krishna
before collecting medicinal herbs.

Harivarhsa makes the tribal goddess
Ekanaméa (a prototype of the later Devi
image) a sister to Krishna and Balarama.
The worship of the three (Ekanarnda as
Subhadra) has survived to this day in the

SIVA

famous Jagannatha temple at Puri (Oris-
sa). The belief that all three of these
deities, especially Krishna-Vasudeva, are
human incarnations of Vishnu had gained

" Indian Temples : Art & Architecture

ground even in the centuries prior to the
Christian era.

Apart from the inscrutable and un-
manifest divine presence, there were
abstract emanations from that source
(vuha) responsible for the evolution of
the entire cosmos, as well as concrete
incarnations (avatara) in human and
animal-human forms. The Vedic literature
is acquainted with the animal incarnations
of Prajapati, which were now projected
on Vishnu,

“SIVA
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SIVA as Ardha-nari (bronze)

Rupamandana enumerates as many as
24 images of Vishnu, of which man-boar
(nara-varaha) is one; all the others are
completely human or celestial - Hayadir-
sha-sarhhitd, however, speaks of the ‘man-
fish’ (nr-matsya), ‘man-tortoise’ (nr-kurma)
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S$IVA as Ardha-nari (bronze)

and ‘man-lion’ (ny-simha) forms in addi-
tion to the emanations of Vishnu.

The ten popular incarnations (avataras)
frequently represented in icons presuppose
specific needs of devotees, and among
them Rama, Krishna, Parasurama Vamana
and Buddha (or Balarama) are entirely
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SIVA as Vrsha-vahana (Durgi-gudi, Aihole)
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Ganda-bherunda ‘Narasiha
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MAHA-LAKSHMI (the temple at Dodda-gadda-valli)
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VISHNU as Trivikrama

(Chalukya)
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human; Matsya (Fish), Kurma (Tortoise),
Varaha (Boar) and Sirhha (ion) are
animal forms; and Kalki is the incarnation
in future, appearing either as the hero
riding on the horse or as, the horse itself.

Besides these ten, Vishnu has other
well-known iconic representations, such as
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Dattatreya (Modern sculpture by D. Vadiraj of Bangalore

Haya-giva (Horse-headed), Dhanvantari
(The First Physician), Dattatreya (com-
posite sage, incorporating Brahma, Vishnu
and Siva) and Vyasa (the sage who
compiled the Veda). Bhagavata- purana
lists twenty-two iconic forms of Vishnu,
while Agni-purana twenty-four. And some
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VISHNU
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Vishnu as Varadaraja (bronze)

of them have several variations, like

Narasirmha having as many as seventy-four

{according to Vihagendra-sarhhita, 4, 7),
Varaha five, and Krishna eight. Narasimha
is an interesting icon. The occasion for

this incarnation was to protect the young
devotee Prahlada, and to kill his wicked
father Hiranya-kasipu. The main aspect is
therefore fierce, but there are relatively
milder forms, as when he is with his
consort Lakshmi (Bhoga- ) or while in
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back view of Vishnu as Varadaraja

the mediative posture (Yogda-). There are

fine icons in the South representing him

as seated, standing (sthanaka), dancing
(nrtya), ‘bursting forth from the pillar
(sthanu-), ferocious and flaming (jvala),
tearing open the breast of the demon
(ugra), benign (varada), alone (kevala);
and having two, eight, ten, or sixteen

arms. There is a curious image of five-
headed Narasimha, described in Isvara-
Samhita (4, 76), and a composite figure
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Side-view of Vishnu as Varadaraja

of VarEﬁa-Narasirﬁha (Parasara-Sarnhita,
30, 21). Thé iconic yantra of Vishqu’s
discus, Sudarsana, will usually have on its
back an image in relief of eight or
sixteen-armed Narasimha; known as
Sudargana-narasihrha. Narasimha is here
regarded as located in the heart of

Sudaréana (Padma - Sarhhita, 31, 257)

Narasimha, the incarnation of Vishnu,
"is said to have continued to be fierce,
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Kesava (Hoysala sculpture
copied by D. Vadiraj)
even after the demon was: killed; and the
gods trembled for their safety. Then Siva

is supposed to have assumed the form
of the mythical animal, more ferocious
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Vishnu in the Kalyana-sundara group

than the lion, ‘Sarabha’
Narasithha to sanity. We have icons of

to frighten

Sarabhesvara in the South. The story

continues that Narasirhha, instead of get-
ting pacified, assumed a still more terrible
form, a mythical bird-animal, ‘Ganda-
bherunda’. However, iconic illustration of
these two forms are rather rare. Narasirn-
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KRSHNA (nrtta-murti)

ha as Ganda-bherunda is the rarer of the

‘two, but we have a drawing of it from

the Mysore Court, done over a hundred
years ago.

It is usual for the Vishnu icons to be
associated with Lakshmi or her incarnation
(as Sita with Rama, and Rukmini with
Krishna). Independent representation of
Lakshmi (Sri or Sirima-devata) who is the
Vedic goddess, can be found in the
relief-sculptures of Barhut and Safichi
stupas. Regarded as one of the aspects
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'UTSAVA-MURTI (In Aprameya temple at Malur) -

“of Mother-goddess, she is the presiding

deity over wealth, agricultural plenty, and

prosperity; she is associated with beauty
and lotus. There are eight iconic repre-
sentations of Lakshmi with many arms,
familarly known as ashta-lakshmi, which
are independent of Vishnu.

‘Maha-lakshm? in  particular, has

 Tantrik involvements,

she is usually represented as a two-armed

goddess seated by his side or on his lap

(as for instance in the Lakshmi-Narasirhha,
or Lakshmi-Hayagriva icons). She is also
symbolized by a triangular mole-mark
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and is closely -
related to Durga. As the consort of Vishnu

(srivatsa) on the right chest of Vishnu
when he is shown alone.

It may be recalled that in the Siva-
linga, the middle ‘Female’ part (called
yoni or Gauri-patta, which receives the
water.. poured over the linga in the
ceremonial bath given to it) is known in
texts as Vishnu's part. We have other
references that indicate the feminine role
of Vishnu (as in the story of Mohini).
Iconographically, the most usual repre-
sentation of Durga with the discus and
conch, which are typical emblems of
Vishnu suggests the close association of
Durga with Vishnu. Puranic legends make
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SIVA-VISHNU (Chalukyan sculpture)
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" VISHNU as ANANTA-SAYANA (Painting on wall, Gopalapuram

; Keréla)
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NARASIMHA (Chalukyan sculpture
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YOGA-NARASIMHA in Saligrama
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VISHNU (in Badami cave i)
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LAKSHMI (Aravinda-nayaki in Aprameya temple. Malar)
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Jyotirlinga temple of Tryambak near Nasik

' \/ish_nu’s sister; Krishna's association with
‘the tribal goddess Ekanarnéa (Bhadra or
Subhadra) has already been mentioned.

When Devi (Bhagavati) is worshipped,
the thought that she is Siva’s spouse is
vague--and irrelevant. She is either a
divinity in her own right or is regarded
as ‘Vaishnavi-$akti’, the energetic aspect
of Vishnu.

LAKSHMI (as Padmavati in Tirucchanur
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KALI
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Ugra-murti (Stone, Durga-in Pattadakallu)
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KALI (Close-up)
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- DURGA (in Chidambaram.temple)
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BHADRA -KALI
(Wood. Ambala-padi)

2 A o

The ancient Kailasanatha temple at Kafichipuram built during 695-700 A.D.
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SARASVATI (in Agrahara Belaguli)
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Dvara-devata
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Devi as paréva-devata
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Devi as Sivakami
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SAKTI (in Uttara-mertr temple) +
/-——-—_V_r‘j.\\
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Folk-hero Virabhadra
(Hampi Museum, Kamalapura)
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CHAPTER NINE

THE FOLK CONTEXT

India is known as the land of temples.
But the world knows only its great
temples, the temples that are vast com-
plexes of stylized structures, much of
which, however, appears today irrelevant
or unused. They are in fact excesses of
human effort, designed more for
monumental effect than for utility. They
are shrines to be seen and admired rather
than worshipped in. They were products
of political fortunes, economic affluence
competence. Royal
patronage and craft-guilds encouraged a
degree of sophistication that was not only
beyond the comprehension of the lay folk
but was obviously unrelated to their
normal needs.

and technical

More numerous and more significant
than these great temples are the mean
shrines that one finds on the road-side
or in remote villages. They articulate a
more authentic urge and answer a more
genuine need. They are not creations of
artistic imagination or artistocratic fancy,
but are spontaneous and natural.

They belong to small homogenous
groups of - uncritical people whose attach-
ments are narrow but intense. These are
the folk shrines; and they reveal a
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remarkable continuity. They persist with
an unusual vigour, and exhibit an unmis-
takable relevance.

To understand this apparent paradox,
it is necessary to consider two aspects of
Indian life; its character of being an ethnic
and cultural mosaic, and its essentially
rural slant. India presents a population
that is a tangled web of racial admixture.
The process of racial admixture began
over seven thousand years ago and has
since been a continuous one. It is thus
that Indian culture has become a veritable
museum of beliefs and practices, customs
and codes of conduct, approaches and
achievements.

‘In the field of religion especially, the
outsider is likely to despair at the wide
variety of conceptions and aspirations, and
at their more varied incarnation in shrines
and rituals. Rural-urban distinction has
always been fundamental in India, al-
though the trend from rural to the urban,
from folk to the sophisticated, is widely
in evidence all over the country. The
village is functionally a small group, more
homogenous than otherwise, isolated by
and large, and governed by direct per-
son-to-person relation. Rural life is ruled
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by kinship ties and intimate interests and
attachments.

The great temples that steal the show
are characteristically urban in their em-
phasis; and each of them reflects a
regional culture that can almost be
described as unique. They are sophis-
ticated irstitutions. Art, economy, industry,
craft,
involvements have got mixed up here with
purely religious feelings and sentiments.
They reflect predominantly urban needs,
regional orientations, and situational pres-

social

sures.

They are creatures of time, and bear
markedly the impact of the ‘spirit’ of the
times. That is why they lose their
relevance when the time passes. It is usual
for them to get ruined, more by neglect
than by vandalism. They thus succeed in
becoming more of show-pieces than they
were originally intended! They exhibit the
‘syndrome of decay’.

The folk shrines, on the other hand,
continue- as they have always been:
simple, serene, unsophisticated and inten-
sely human. These shrines do not lose
their relevance, because their folk charac-
ter does not weaken. All temples, great
or small, have an essential appeal to the
people neighbourhood the
temples are located. But sophistication can
wedge a gulf between the structure and
its function. Great and mighty temples

in whose

-may be historically significant, but they

are devoid of the folk content because
of sophistication: they cease to be mean-
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organization and political

ingful to the people who live in its
neighbourhood.

Sophistication has played its role at
several stages of our religious evolution;
but there is a persistence of the most
primitive of the assumptions and aspira-
tions beneath the veneer of sophistication.
The most primitive can survive the stresses
of change only when it is also the most
valid in the folk context.
modern man can survive only because
the most ancient instincts are alive in him.

The most

The solution to man’s problems is always
archaic. '

The primitive is not to be confused
with the ‘backward’, savage’ or ‘childish’.
The primitive is not even pre-literate. It
is not merely a condition that is an-
tecedental to modifications and develop-
ments. It is the condition that is natural,
original and authentic. It is, for this
reason, simple and devoid of later accre-
tions and reinforcements that derive from
sophisticah‘oh.

What is primitive may appear irrational
and uncritical. It would be more proper
to describe it as arational and acritical,
for it is not a matter of deficiency but it
relates to the folk temperament that is
unsophisticated and unanalytical. The intel-
lect is subordinated to faith, criticism to
fervour, nationalism to intensity of attach-
ment. The folk canvas is no doubt narrow,
but it is deep. It encourages participation
of all members in each of its proceedings.
The sophisticated faget insists on greater
or lesser depersonalization, while the folk-
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primitive seeks the maximization of per-
sons and actualization of individuals.

In many of our temples, it is easy to
discern the continuum that obtains be-
tween the folk and the sophisticated. For
in .our religion, the primitive and the
advanced co-exist remarkably peacefully.
No insider will ever break his neck over
this paradox. The sophisticated grows out
of the folk, and it is not unnatural that
the mother and her child are found
together. Religion as it is is stylized,
systematized and institutionalized. It is the
expression of sophistication. The major
religions of the world as we know them
today are creatures of the intellect and
functions of growth. They are develop-
mental coefficients.

But are they not all derived from, and
rooted in, the basic needs and urges
enshrined in human constitution. In India,
_the folk element in religion is ubiquitous
and persistent. It is natural, therefore, that
the Indian temple has a folk undercurrent
despite the sophisticated superstructure.
When the superstructure is immense and
overpowering, it is sophisticated, whereas
when the primitive is abundant and
effective it is described as folk.

Sophistication projects differences and
divisions, regional and temporal. It en-
courages the conscious processes of
deliberate planning, rational understanding,
and careful rationalizations. It seeks to
introduce coherence and 'harmony by
accommodating changes in a welter of
acceptances and rejections. Sophistication
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differentiates and attempts to integrate
each differentiated unit.

There is, nevertheless, a conscious
master-plan which is sought to be actual-
ized; individuals are moulded by conscious
motives and are only loosely held together
in a community or neighbourhood, also
by conscious threads. The folk elements,
on the other hand, are guided solely by
unconscious processes. They touch the
human depth, beyond the differentiations
engineered by sophistication. And they
invariably encounter the reality of human
existence, which is one and undivided.
The folk culture is what is common to
all” cultures, while sophistication isolates
each culture and props up its separate

existence.

Indian temples have their regional
styles. Their structures and functions have
changed in accordance with the needs of
the times and with the prevailing ethos.
The great temples in the far-removed
regions of this sub-continent present a
variety that is unmistakable. The great
temple of Tafjavuru in Tamil Nadu and
the great témple of Bhubanesvar in Orissa
differ both in the way they look and in
the manner, in which they function. Each
region in the country has its own char-

acteristic temple-culture.

But it is easily seen that deep beneath
this baffling variety is the common un-
dercurrent of folk mores and ways. This
is what unites and integrates what other-
wise would be a ‘‘thing of shreds and
patches”. Indian temples can all be related

with one another, and can become
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Channa-ke$ava temple, Aralaguppe
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equally meaningful to people belonging to
diverse ethnic and ethic groups, because
they are alike derived from the folk origin.

Puri, the celebrated temple atop the
Tirumalai hills in "Andhra Pradesh, the
famous Vindhyavasini and Kamakhya

Jaina shrine (in Huricha)

It is this folk origin of Indian temples
that gives them the vitality, the appeal
and validity. To the extent that the temple
is removed from its folk moonings, it
increasingly loses its relevance; the more
sophisticated a temple is, the less authen-
tic it becomes and is well on the way to
ruin. The ruins may be magnificent, but
they are ruins nevertheless. The Indian
temples that have the greatest appeal
among the Indian masses are those that
have retained intact their intimate contact
with their folk origins. Consider, as instan-
ces, the great temple of Jagannatha at
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temples, the Meenakshi tem]:;le at Madurai
in Tamil Nadu, the Kali temple in
Calcutta, and Vaishnavi-devi shrine in
Kashmir. If we examine the cults that are
peculiarly associated with these shrines
and the seemingly strange practices that
are prevalent in them, we would not fail
to discover folk elements that are not
only dominant but universal The folk
elements are: dominant because they
concern the basic human urges, and they
are universal because of the same reason.

The various ‘temples in India that
continue to be popular (not among the
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tourists but among the devotees) are like
s0 many peaks on a mountain range.
They are distinct inasmuch as they stand
out separately, apart from each other in
space and time; but their separate exist-
ences are made possible by the con-
tinuous folk mass that spread uniformly
beneath them. This folk mass com-
prehends not only the unsophisticated,
unanalytical bulk of our population (strewn
over different geographical areas, belong-
ing to several linguistic zones, accom-
modated
exhibiting different degrees of urbaniza-
tion) but the so- called tribals also.

in diverse caste groups and

The tribal population in India today
has been estimated to be about forty
million; it is Indian
population. It is also diverse, about four

large, relative to
hundred tribes inhabiting different regions
and speaking different languages. It is
important to note that tribals are not
‘outsiders’ to the general mass of our
unsophisticated, unanalytical population,

They represent an earlier phase of our
life that has somehow survived till our
own day. We were all tribals once upon
a time, but we managed to become
increasingly sophisticated and leave behind
our tribal stage. But some of our customs
and practices today, both at home and

Mahishandaye mask
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in the community, distinctly reveal our
tribal background; especially our religious
assumptions and aspirations, however con-
cealed by layers of modernity, hearken
to the tribal moorings. In many of the
great temples (such as the Jagannatha
temple at Pur, Vindhyavasini temple,
Kamakhya temple, and the Tirumalai
Temple) we find even today survivals of
customs and practices which are clearly

tribal, and among the devotees that
throng at these shrines tribals figure
prominently.

It is well-known that the present fabric
of Indian population was fashioned out of
the tribal-nomadic threads of Negritos

" (who arrived in India in a remote past
from Africa through Arabia, Iran and

Bhuta-sthana, Dharmasthala

Pro-Australoids

Baluchisthan),
migrated into India from the West), and
other nomadic tribes that streamed into
India and settled down here. The popula-
tion that was more or less well-integrated,
incorporating all these tribal hordes, has

(who

been called proto-Indic. It is this primitive

-population that was responsible for the

genesis of what may be called Indian
culture, the first historical expression of
which was the Indus Valley civilization,
followed by the Vedic period of reintegra-
tion and reorientation around 5000 B.C.

Indian culture is thus basically a tribal
culture, individuals owing allegiance to
small, close-knit and direct encounter
groups. There has been an unbroken
continuity of this culture all through our
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history, despite . successive spasms of
sophistication, [Its early phase, charac-
terized as the ‘Vratya’, was essentially folk,
“in its content as well as orientation. [t
was the pre-sophistication stage. It is
interesting that in a medieval grammatical
work  (Bhattoji-dikshita’s comm. on
Patafijali’'s Mahabhashya, 5, 2, 21) we
find the explanation of Vratya as the
people who preferred to lead simple lives
by manual labour (sarirayasa) ratherthan
by the glamour of intelligence (buddhi
vaibhava). Intelligence did introduce a
major shift in emphasis in later times, and
the folk character of Indian culture was
successfully camouflaged by aspects of
sophistication.

Temple; in India began as elements
of folk culture, incidental to the ‘Vratya’

temperament. They were structures that
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Lakshmi-narasimha temple at Vighna-sante

were designed to fulfil simple and direct
needs of small groups of closely-knit
people. They were thus no more than
mean shrines, often in jungles, on the
outskirts of villages, or in the centre of
the tribal settlements. They were mainly
enclosures facilitating periodical congrega-
tions, around a cult-object more frequently
improvised for the occasion than per-
manently fixed. Rituals were naturally
more important than the icons, although
icons themselves were looked upon with
especial reverence ‘and fear.

A shrine is the material basis for an
unusual or supernatural presence. This
presence may be spontaneous and may
permanently abide in a place (sanctum)
or in an object (icon). Alternately, it may
be invoked on occasions by a special
procedure known as ritual. ‘The folk shrine
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answers to the latter description. It comes
into being as occasion demands, and its
validity depends upon the efficacy with
which the rituals are conducted. The folk
temple is thus an enclosure set apart for
ritualistic procedures (songs, dances, in-
cantations, magical acts and so on).The
enclosure itself is not regarded with
religious sentiments; it acquires sanctity
when it becomes the scene of rituals and
ceremonial congregations.

Anthropologists characterize ~primitive
beliefs and practices as animistic, an
expression that has acquired a rather
unfavourable value. Animism is, as a

matter of fact, a belief that all things,
even the supposedly inanimate objects,
are animated by life in their essential
nature. Some cultures, however, identify
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Ranganatha temple in Rahgapura (Tipatur taluk)

life with a ‘living soul’, and thus animism
has come to mean attribution of per-
sonality or soul to all objects around us.
Anthropologists are prone to ignore the
fact that such attribution is not indis-
criminate, unaltered or universal. It is only
some objects that are selected for this
attribution and the attribution is ac-
complished by rituals. The ‘emphasis is not
so much on the presence of the animating
principle as on the manner in which it is
actualized. '

Malinowski hit upon a truth when he
said that magic and animism go together
to constitute man’s response to his sense
of insecurity in the world, although the
famous anthropologist did not realize the
full impoit of this clubbing of the terms
together. Magic derives its rationale from
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bangles, ‘anklets etc) are kept there; it is
called the ‘treasure’ (bhandara) of the
spirit, whom the dancer impersonates.

Such shrines were originally thatched
huts (kottige or ‘shed’) which were more
in the nature of store-houses than spots
of worship. During special occasions, they
would construct large and tastefully
decorated pandals, not only to provide
_ space for the dance-rituals but to accom-
modate large numbers of people that
would gather. The old name for such
assemblies was ‘ayana’ which later came
to mean ‘festival (utsava). The place
housing the thatched hut (or the brick
and mortar building with a circular tiled
roof, as it came to be later) and including
the area necessary for the pandal to be
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-~ Jaina shrine (Thousand pillared basadi in Muda-bidare)

occasionally erected' 'was 1consecrated as
the shrine. It was consecrated only in the
sense that it was kept apart for this
purpose, and it ‘was- out of bounds for
people who were unclean or outside the
tribe. It was a community enclosure, not
owned by any individual but belonging to
the whole group or tribe. The rituals were

“occasions for all the members of the tribe

to assemble and participate in the
proceedings.

Usually the enclosure was under or
near a large tree, and the tribal regard
that was accorded to the enclosure was
shared by the tree. Oftentimes, the
enclosure was devoid of any material
structure such as the shrine-hut or the
fence around the enclosure: the enclosure
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was an abstract entity, identified by the
people solely by folk memory. In such a
case, the free associated with. the
enclosure would naturally assume consid-
erable importance: it stood for the sacred
enclosure, and thus partook of the
sanctity of the enclosure.

The sacred enclosure would readily
materialize during festivals or occasional
ceremonies, and hold the attention of the
people. The enclosure came to be known
as ‘mandapa’, which means the area
which constitutes the very essence of tribal
existence. Decoration of the shrine, dance
of the priest whom the spirit was sup-

posed to posses, oracular consultations
with him, fire-walking, animal sacrifices,
community feast and other tribal enter-
tainments would highlight the occasional
functions within the enclosure.

During the rest of the time, the tree
would be there to remind the tribals of
the sanctified enclosure. It would be there
as a mute but interested witness to “all
the proceedings that would go on during
the festive occasions inside the pandal
The tree would be a more continuous
and more concrete presence. The pandal
would appear and disappear; but the tree
would continue for all time. The spirit

Images in Puri temple
(Balabhadra, Subhadra, Jagannatha and Sudarshana on ratna-vedi)
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that would be invoked during the ritual,
and that would possess the dancing priest
(patri) on the occasion, would otherwise
reside in the tree. Thus the tree came to
represent the spirit, or at any rate its
natural habitat, and evcked among the
unsophisticated folk feelings of awe, fear
and reverence.

The spirit that resided in the tree has
no form; but the form and movements
of the tree would represent the presence
and activities of the spirit. The spirit was
the central concept in trbal life; it not
only integrated the individual and
protected him from dangers and death,
but organized the simple society of the
tribe. By an act of transference the tree
became the central fact in tribal life.

Scholars who seek to explain tree
worship in India by taking recourse to
animistic, totemistic, erotic and other
theories appear to ignore the simple but
obvious fact that Indians do not warship
all the trees and plants that have grown
on this soil Nof even all the specimens
of the so-called ‘sacred’ trees (like the
asvattha, vata and bilva) are worshipped.
It is only the tree that is associated with
a shrine that is worshipped. In a village.
not more than two or three trees among
the hundreds that night be there receive
A ftree

does not beccrmie sacred merely because

special aftenton and devotion

it is a tree: its sanctity is dependent upun
its association with a sacred enciosure.
We should alsc remember in inis cuntexs
that most of the famous temples in India
have their own specific trees, and that

these trees are all called ‘enclosure trees’
(sthala-vrksha). Another tree of the same
species growing outside the temple
enclosure will fail to receive any attention!
It is the enclosure that makes all the
difference.

When a mighty tree is not to be found
in or around the consécrated enclosure,
the plate is identified by a rock that might
be there, or an unusual boulder, or an
odd-looking large stone. This would dis-
charge the same function as the tree: it
would be the normal habitat of the sririt,
and it would be the guardian angel ir
the enclosure. The rock or stone repre-
sents the spirit, and merits worship. Again,
not every rock or stone in the country
is worshipped by Indians, notwithstanding
the frequent charge of barbaric animism
against them. It is only the stone that is
associated with a sacred enclosure that is
worshipped.

In course o{ time, however, the
enclosure loses its tribal significance, and
the stone becomes. enshrined in a temple
in its own right. There are innumerable
temples in India that contain in their

_sanctum nothing but natural rocks or

stones that are otherwise indistinguishable
from other stones of the same shape and
size. These rocks and stones, untouched
by the sculptor's chisel or hammer, are
regarded as icons or rather as aniconic
representations  of  divinity. There are
instances of famous temples dedicated to
several sophisticated gods and goddesses
(ke Siva, Vishnu, Ganesa, Durga and

Subrahmanva), which house in their
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sanctums only rocks, or large or small
stones: Kedaresvara in Kedarnath, Vis-
vanatha in Varanasi Kamakhya in
Kamarup, Mahakala in Ujjain, Narasirhha
in Ahobilam, Mukambika in Kollur,
~Ganapati in Kumbhasi (Anegudde) and
Mangala-devi of Mangalore are among the
better known of such temples.

‘ = el
The wooden block carved as Jaganna:i ic:

Here indeed is to be found the genesis
of linga worship in our country. We had
occasion to deal with it in an earlier
context. ‘But it should be mentioned here
that the oldest shrines are those that have
been built over rocks and stones, and the
purpose was to commemmorate the tribal
significance of these stones as repre-
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sentatives of the enclosure meant for tribal
rituals. Oftentimes, the area covered by
the outer compound-walls (prakaras) of a
stylized temple represents the ancient tribal
enclosure; and the sanctum is associated
with the tree or stone that originally stood
within it. The mukha-mandapa stands for
the old pandal that would be erected on
occasions to facilitate tribal assemblies.

There are several shrines all over the
country, (especially in Orissa, Assam,
Tamil -nadu and along the West Coast)
which have upright stones or wooden
blocks in their central cells. Their names
as well as the rituals associated with them
suggest that they were originally blocks
on. which animals were sacrificed during
tribal rituals. Such a block would be held
as especially sacred during ceremonies,
and on other days the block would be
an object of tabu.

To enforce the tabu restrictions con-
cerning physical contact, the block would
be fenced off, thus providing the original
model for the sanctum. The stone or
wooden block on which the animals were
sacrificed would soon be enclosed in a
shrine,. and the animal sacrifice would
require another wooden or stone block in
front of it and in the open. This latter
contrivance was the prototype of the later
altar (bali-pitha) i the stylized temple.
Interesting and relévant is Agama descrip-
tion of the altar as the duplicate of the
sanctum. It is a custom in many temples
in the South as well as the North for the
devotees to break the coconut and place
their offerings at the altar.
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The stone or wooden blocks over
which shrines were later constructed came
also to be carved in course of time. Early
carvings were naturally minimal and sug-
gestive; they were also symbolic. The form
that the sculptor sought to give to the
block depended, among other things,
upon the shape and size of the block
itself. This is how in many celebrated
shrines, while the exteterior is most
exquisitely fashioned, elaborately planned
and delicately carved, the icon in the
sanctum is aesthetically crude, often in-
completely planned and delicately carved,
the icon in the sanctum is aesthetically
finished. It is rarely that a-grand temple
also houses a fine icon in its sanctum.
The reason for this anamoly is not far to
seek: the block on which the icon is
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Ramappa Temple, Palampeta

carved is a fribal left-over, while the
temple structures are products of sophis-
tication. The ancient temples grew over
the icons. But the modern temple will
import an image into its central shrine
after the temple is completed; the image
in them will also be a sophisticated work
of art. :

The form that the sculptor gave to the
wooden or ‘stone block that survives the
disappearance of the tribe follows the
natural grains and .the shape that it has.
The sectarian prejudice plays a part in
the - sculptor’s mission but the part is a
subdued one. More often than not, no
image in the sanctum in any of the
ancient and celebrated temples answers
accurately to Agamic injunctions or fulfils
neatly the sectarian expectations. It is a
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historical fact that many temples have
been appropriated by different sects suc-
cessively, and the central image has had
frequently to shift its sectarian affiliations.
Notwithstanding the sculptor’s attempt to
give the stone or wooden block a form
that the devotees can understand, ap-
preciate and remember, the fact that the
block itself was held sacred gave the
sculptor some freedom.

Whatever the original shape or form
of the block or icon in the central shrine,
the custom of covering it over by a mask
helped the devotee get an image of it
that is stylized and familiar. The mask
also is a left-over from the tribal back-
ground. Masks emerged in the context of
dances and sacred dramas that were parts
of the ritual conducted within the
enclosure,

It may be recalled that drama as an
art-form grew out of the primitive religious
rituals. This is how drama in India,
Greece, Japan and Europe developed. In
the Dionysian cult, the main feature of
the worship was a procession of dancers,
intoxicated by wine and wearing animal
masks. It fact, they were called goat-men.
Wearing a mask symbolized that the
dancer was possessed by the animal or
god whose mask he was wearing; it meant
that his physical frame was ‘taken over
by the animal or god for the time being.
This is what the Greeks called ‘inspiration’
(literally meaning ‘‘one who answers’’); he
was ‘double-faced’ because he invariably
wore a mask (persona) that hid his real
face and projected a false one.
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Many ancient tribes of Africa, Australia
and the Pacific Islands seek the help of
mask-wearing shamans during their daily
life. The tribals of New Guinea fashion
their masks from human skulls. The
religious dances in Tibet, Sri Lanka, British
Columbia, Western and Central Africa and
among the Red Indians are dominated by
masks, most of which are designed to
strike awe and terror in the hearts of the
participant tribals. In ancient Egypt and
Greece, it was a custom to bury their
dead kings. and queens covering their
faces with golden masks.

Indian masks go back to a very distant
past and have survived to our own day.
The Oungs inhabiting the Andamans con-
ceal their faces in thick paints, as also
the Konds of Madhya Pradesh, and in a
sophisticated and aesthetically alluring

‘manner the Kathakali dancers of Kerala.

The wooden masks of the Bhuiya, Muria
and Baiga tribes are worn while hunting
or while dancing in certain magical pro-
cedures like exorcism and spirit propitia-
tion. Along the Himalayan ranges, many
tribes have evolved an extensive variety
of masks for different occasions. Masks
are still worn in India during religious
dances, and in dance-dramas with
mythological themes.

Most of the religious masks are those
of animals, with human attributes ascribed
to them. In the regions along the West
Coast (Tulu- nadu and Kerala), the
employment of masks during religious
ceremonies is universal, and many of
them are animal masks: pig (Pafjurli),
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Funeral mask worn by the Mexico tribes

Funeral mask of the Ibo-tribal dancers in Nigeria

Funeral masks from West Africa
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Masks

tiger (Pili- bhuta), horse (Jarandaye), bull
(Nandi-gena), and buffalo (Mahishandaye)
are well known in Tulu-nadu. Serpant
(Naga-kanye), tiger (Puli-teyyam) and
monkey (Bali-teyyam) are common in
North Malabar in Kerala. These animals
are elevated to the rank of divinities and
their masks are worshipped in the shrines.

The important feature to be noticed in
such worship is that the masks are often
represented as complete animals, effigies
of which are made and installed in
temples. The background belief was that
the spirits, who are formless, employ these
animals as their characteristic vehicles, and
wander about the tribal area, guarding
the devotees and warning them against
misfortune. As the spirits are not visible,
the forms of animals which are supposed
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to carry them around are used as masks
to indicate the presence of these spirits.
By a natural process of extension, the
animals themselves come to possess the
attributes of the spirits.

But the actual animals roaming about
do not receive any worship; it is only
their , effigies or
masks that are considered as possessing
the power and prestige of the spirits. As
in the case of the sacred trees, the sacred
animals are those that are involved in the
rituals conducted in the sacred enclosure.
Any pig that one sees is not Pafjurli, and
any figer in the jungle does not become
Pilli-bhuta. Pafijurli's pig is an iconic one
and Pili- bhuta resides in the tiger
representation, as they are made to
function within the enclosure or shrine

iconic representations,
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(sana). The pig or tiger that represents
the spirit is not an ordinary one, but
possesses extraordinary powers that other
animals of the species do not.

It is usual, therefore to represent these
extraordinary spirit-representing animals in
unusual modes. The Nandi-gona or the
Bull-spirit, for instance, may have five
heads. Or the animal may be represented
as part human: Panjurli has the human
body with the head of a wild pig;
Hanuman-teyyam is in man’s form with
the monkey-head. This is the origin of
composite figures of divinities like Haya-
griva, Varaha, Hanuman, Garuda
Narasithha, and Ganesa, who figure in
the Indian pantheon of later days. There
can be little doubt that these were only
masks used by the folk dancers once
upon a time, for in all these composite
forms it is only the head that is animal

There is an additional circumstance
which supports the folk origin of these
later and popular divinities. During the
special occasions (like Kola, Nema, Ayana
and Bandi), when the priest impersonates
the spirit (called ‘bhutada mani’ in Kan-
nada) and dances around, long legends
in the local dialect (Tulu) are recited,
extolling the qualities of the spirit and
recounting his advent and exploits. These
recitations are called ‘Pad-danas’, which
" are recited during his impersonation and
propitiation.  This appears mainly to
achieve the audio-visual fixation of the
image of the spirit in the minds of the
hundreds of tribal participants that would
assemble on the occasion. An examination
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of the content and style of some of these
pad-danas will clearly bring out the
dominant element of folk-lore in them.
Such association of folk-lore with religious
dances can be found among all the tribals
in India.

This seems to be an early strata of
what may be described as
literature or mythology. The Puranas as

religious

legendary accounts of divinities with a
curious admixture of history and myth *
have indeed grown out of early traditions
contained in the folk lore such as the
Pad-dana. Human beings and gods come
together and transact business without a
sense of the paradoxical or the fear of
the improbable. They discuss, argue and
conclude transactions. The dialogues that
form part of the Pad-danas and that are
independently instituted as standard ver-
bal exchanges (nudi-kattu) between the
spirit and the tribal chief remind us
strongly of the dialogal hymns in Rigveda.

There are about twenty such hymns
incorporated in the Rig-Vedic collection.
Important ones are those between Yama
the god of death and his sister Yami (10,
10) Urva&i the celestial nymph and
Puriravas the earthly monarch (10, 95),
Viévamitra the sage and the river (3, 33),
Agastya the sage and his wife Lopamudra
(1, 179), the heavenly hound Sarama and
the Pani ‘marauders (10, 108). These
dialogues are no doubt odd in the Vedic
context, and the reason for their inclusion
in this poetical corpus is uncertain. They
are obviously remnants of folklore, if we

trust the great Vedic commentator
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Sayana, who attempts to recall and
provide the legendary framework for
them. Do they not suggest the existence
of an immense oral literature, very much
like the Tulu Pad-danas in both structure
and function, in the days much anterior
to the compilation of Vedic hymns? Do

they not also indicate that the context in
which these dialogal and narrative hymns
were recited was the religious dance-
drama in a tribal assemblage, again like
the bhuta festivals in Tulu-nadu or Kerala?
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CHAPTER TEN

CULTIC INVOLVEMENTS

The early shrine was under the tree
that stood within the tribal enclosure for
religious rites. The celebrity of the tree
was derived from its location in the sacred
site, and the sanctity of the shrine from
its association with the tree. The shrine
in its initial phase was just a crude little
hut, covering a stone or rock which
represented the guardian spirit of the tribe.
The rock was a miniature mountain, and
the tree symbolized tribal life. The rock
under the tree was the static aspect, while
the tree itself was dynamic. It is not
coincidence that in the tribal imagination
the spirit of the dead passed into moun-
tains and trees. The tribal shrine under
the tree was also the material basis for
ancestor worship. It was the abode of all
the earlier heroes of the tribe.

The occasion of funeral was also part
of the religious life of the primitives, as
it continues to be with the sophisticated.
As the corpse was carried to the tree in
an improvised' chariot (ratha or bandi),
there were dances in which masks were
worn. There were also songs eulogizing
the valour and victories of the dead hero,

recalling his tribal loyalty and assuring him
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of the tribal aid in his journey beyond
death. The funeral procession would con-
duct the dead man to the mountain or
to the tree. Later, the custom of erecting
a mound over the spot where the dead
one is buried, and planting a iree there
continued this compulsive association of a
tribal with the tree and the rock under
it. The chaitya-vrkshas and sthala-vrkshas
that abound in India are to be traced to
this custom.

It is an ancient and universal sym-
bolism that the tree and the serpent are
twin spirits. It is also so well known that
it hardly needs elaboration here. Big trees
and huge ant-hills  being together is
common sight in India; the forest tribes
are naturally impressed by the serpents
that freely move around amidst the
branches and foliage of giant trees. There
is no doubt that serpents are symbols of
fertility; but the symbolism is by no means
erotic. Serpents as religious symbols have
been found in India from the days of the
Indus Valley civilization. The seals found
in Mohenjo-daro and Harappa depict close
association of trees with serpents. Vedic
hymns contain references to the dragon
Vritra or Ahi who is a powerful rival to
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Indra himself. The serpent lore in India
is not only vast and varied, but very old
and persisting.

A life-size stone Sculpture of the
hooded serpent was found at Chargoan
and has been preserved in the Mathura
Museum. Belonging to the age of Huvish-
ka, the Scythian monarch, it bears an
inscription which tells us that the brothers
Senahasti and Bhonuka got this image
made as a ‘‘propitiation to the worshipful
Naga” (priyatti bhagava Naga). This sug-
gests the .great antiquity of serpent-slabs
(naga-gila) as objects of worship in the
country. Not only are serpent-slabs in-
stalled under trees and. within temple-
enclosures as votive monuments or to
discharge vows, but serpent motifs are
involved in decorations, ornaments, dress
the embellishments in religious as well as
secular contexts.

The Naga icon in the Brahmasthana
shrine in Posralu
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The serpent couple in the well of
Marichalamanakappa in Bankapura

More interestingly, there are shrines in
India, especially in the South, containing
in the sanctum huge ant-hills, which are
worshipped as Valmikesvara (‘The Lord
of the Ant-hill'). Images of Subrahmanya
(Skanda) are frequently found in serpen-
tine shape, either entirely so or as
half-human and half-serpent. Siva shrines
encourage instalation of serpent-icons
within its precincts, because Siva is sup-
posed to wear serpents as his ornaments.
The serpent-idea enters the Vishnu
temple,” as the bed of the Lord (Ananta-
sayana). Sakti and the serpent are in-
timately associated in legend and
iconography. Ancient wooden images of
Durga found in Kerala and Tulu-nadu
have the serpent symbol on their forehead
and in their crown.

The serpents are frequently represented
in stone-sculptures with five or seven
hoods, and in diverse kinds of knots. It
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is usual to depict two serpents in amorous
embrace; it is also usual to represent
serpents with human heads and torsoes.
Sometimes the serpent is shown as seated
in the form of a liiga. Infrequently but
interestingly, serpents are fancied as
having the heads of cocks for their hoods;
in the Jaina framework, a cock is pictured
as having a serpent’s head (kakkuta-
sarpa). Many are the ways in which the
serpent - idea is worked out in Indian
art and architecture. Despite its apparently
independent representation, the underlying
association of the serpent-figure with the
mountain-concept cannot be missed. The
Sanskrit expression ‘Naga’ has a dual
connotation; serpent and mountain.
Numerous are the literary images which

-t o
er Naga Image in the form of a
mountain in Posralu

Anoth
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involve this association. Serpent -sculp-
tured stone slabs are made to look like
mountains installed under trees, thus
recalling to our’” minds the old tribal
situation.

The serpent sitting in the shape of a
linga, the icon worshipped in the
Subrahmanya temple in the coastal
region of Karnataka

‘In the coastal South, the
dance ritual' continues to be a prestigious
and compulsive procedure. It has all the
old-world charm and tabu, and it is
typically tribal. Known as Naga- mandala,
it is performed not in an enclosed shrine
but in the open yard consecrated for the
purpose. The site becomes a shrine as
long as the ritual lasts. It is usual to
construct an inner pandal measuring 32’

‘serpent-
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The Naga slab from Banavasi (Karnataka)

x 14’ extended on all sides by several
feet to accommodate a fairly large gather-
ing: it is a tribal affair and people from
neighbouring villages stream in to par-
ticipate. The pandal is exquisitely
decorated, and underneath the pandal the
ground is cleaned and prepared for the
depiction of an exceedingly intricate,

colourful and mystical serpent. The ritual
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becomes simple or complex in accordance
with the number of ‘knots’ (pavitra) which
are’ introduced into the coiled body of
the serpent. It is simple when there are
only four knots in the four quarters: it is
styled quarter-mandala. It becomes more
complicated when the number of knots
increases to eight in eight directions: it is
then called half-mandala. Twelve knots
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constitute three-quarters - mandala, and
sixteen the fullmandala. The depiction of
the mandala covers a large area, usually
about twelve feet on each side. In the
central portion, raised on a small mound,
the seven-hooded head of the serpent is
painted. The entire mandala is drawn ‘in
outline, filled with powdered colours
(white, red, yellow, green and black) and
tastefully decorated. The area covered by
the mandala is enclosed on all sides by

heaps of areca-nut flowers (called in the
Tulu dialect, hirgara).

An ancient Naga-slab from a garden
dedicated to the serpents in Nandaliké

The ritual dance is conducted by a
priest who gets possed by the serpent
spirit (Naga - patri) and two musicians
(Vaidyas) who encourage and regulate his
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dance by eulogies, dialogues, tauntings
and namrative ballads to the accompani-
ment of curiously weird sounds from the
percussion instrument known as dakke.
The inspired steps of the dancer are
strongly reminiscent of the movements of
an excited serpent, and the marvellous
sequence terminates in oracular consult-
ations. The ritual is wholly tribal, and we
see here the remarkable survival of an
age-old practice.

Of interest for us in this connection is
the idea of a mobile and make-shift
shrine. An open shrine is constituted
whenever the ritual has to be gone
through, and wherever the large assembly
of participants can be accommodated. It
is the enclosure that is religiously relevant,
and not a permanent and icon-enclosing
shrine. Later, the shrine got transformed
into 2 building, a habitat for the immobile
icon; and the ritual had to be watered
down and adapted to suit the limitations
of such a structural shrine. The tribal
emphasis was on the ritual and not on
the shrine, on the function rather than
on the structure.

In many a religious ceremony in Indian
villages, it is usual for the priest or
chieftain to carry on his head a bamboo
basket or box in which an image or mask
of some divinity, often a goddess, is
placed. The bamboo structure is rigged
up' as a shrine, and the image will often
be wooden, roughly carved and rudely
decorated. Normally, the image or mask
will be kept in the headman’s house or
in the priest's custody; and there it
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Durga devi image in the temple of Kadri. It is a boulder on which the form of the
goddess is carved in rough outline.

The rock resembling an anthill, worshipped as Durga-devi in a temple in Chitrapur

receives little attention and less worship.
It acquires importance only during festive
occasions when it moves out into the
streets to. preside over the rituals. Some-
times, an image is got ready only on the
eve of such celaborations, in wood, clay
or cow-dung, and after the celebrations,
in wood, clay or cow-dung; and after the
celebrations are over it is promptly - dis-
carded. The shrine that houses this image
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or mask is constructed only for the
occasion. The image lodged in this make-
shift and portable shrine is camied about
in the village to bless the residents; it
may also travel from village to village, if
its sphere of influence extends to several
villages. In the folk context, the notion
of a structural shrine or a permanent icon
was a late arrival.
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An enigmatic figure fashioned in copper found in the Gangetic plain. It is dated about
1000 B.C. The ideas of thé mountain and the tree are cleverly incorporated here.

Despite the settled condition of village
life and persistence of folk-ways, the idea
of a monumental shrine did not take root
till after the urban impact was felt.

Serpent's mobility was the dominant

image in the folk religious attitudes. The
spirits that animated the otherwise un-
eventful life in the villages, swiftly like
breeze, without a known abode or recog-
nizable form but entering anywhere and
assuming any form. The village divinities
comprehend classes of spirits called yak-
shas, bhutas, nagas and gandharvas. They
could be male or female, benevolent or
malevolent, charming or dreadful. They
could be heroes who once lived on earth
or altogether unknown to earthly exist-
ence. But they are all strictly territorial in
their interest; they set limits to their own

246

Biré-devaru, portable shrine
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spheres of action. They extract obedience
and reverence from, and undertake to
guard the interests of, a specific tribe or
group. They are intimately acquainted with
every member of this group, and transact
with him directly and materially. They
manifest themselves in a variety of un-
canny objects and events, warning the
devotees or guiding them.

Paradoxically enough, mountains were
regarded not only as divinities but as
abodes of spirits. Looking upon hills and
mountains as gods is an old faith. It was
current among many ancient
besides India.
were mountains
(‘Kami’), Chinese
burz), Greeks (Olympus),
(Poininus), (Enlin),
and Semitics. The belief was not only
universal- but persistent in India. The
Vindhya, Sahya, Malaya,
Kumara and Sr Saila have been

nations,
There were gods which
the Japanese
Persians (Al
Celtics
Koreans

among
(Shen),

Babylonians

Himalaya,

sacred from time immemorial.
tribes, (ke Mandas, Sanfals, Mihilis,
Koravas, Kolas, Kurumbas,
turans and Todas) even today worship
hills. It is a custom among some tribes
in the South (Todas, Badagas, Soligas and
Kururnbas and others) to invoke the spirit
of mountains red place within their set-
tlements. If mountains themselves are
immovable, their representative stones are
mobile.

Malai-pan-

Mountains were also connected with
the funeral rituals of the tribals. The dead
body was dragged to the top of the
mountain and left there, the background
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Several

belief being the spirit of the dead soars
up and resides atop the hill Mountains
were regarded with awe and wonder: they
were inscrutable, majestic spirits. If there
was not a mountain in the neighbourhood,
the tribe would form a mound of earth.
or a heap of pebbles and regard it as
the replica of the mountain-spirit. The
religious ceremonies as well as the funeral
rites would be performed in its presence.
Every dead person would be marked in
a pebble that would be added to the
heap. Symbolising the deceased ancestors
by stones and pebbles is current even
among the sophisticated groups in India
There is also the folk practice of throwing
a pebble in the direction of the mountain,
after the funeral rites are owver; it is
symbolic of the spirit flying to the
mountain, its natural habitat.

This is the obvious origin of linga
worship in our country. Fanciful theories
of its sexual symbolism have been put
forward; but it may be mentioned here
in passing that they are unwarranted so
far as the genesis of linga-worship is
concerned. The lifnga is merely the min-
iature mountain. A look at the ancient
specimens of linga would convince anyone

" of the monumental significance attached

to the linga-idea. - Further, the ant-hill was
also regarded as a mountain in miniature.
The linga tended to assume the form of
the ant-hill. We have already mentioned
that the worship of ant-hills goes on in
many shrines in South India. Consider, in
this context, the association of serpents
with mountains, and of spirits with ser-

pents. Iconographically,  linga and the
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serpent-motif have frequently been in-
tegrated. '

The shrine in the sacred enclosure is
itself a symbol of the mountain. The tree
and the mountain represent two directions
of extension. The tree flows out and
extends alround; the hidden roots are
below and the spreading branches are
above. The mountain, on the other hand,
closes in as it rises up: it is the dual
representation found even in the Indus-
valley seals. The sophisticated temple of
later times has its vimana in the nature
of a mountain peak or a mound, and
the gopura that soars up; and it has its
own the mountain, and the serpent with
its: hood whipped up as the tree. The
even-hooded

i

linga is the mountain, the s
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The ancient sun-temple at Madhora (Gujarat)

serpent that rises above it from behind is
the tree.

It would seem outrageous to be told
that in a large number of celebrated
shrines in India, only blocks of stone or
stumps of wood are worshipped. But the
fact can hardly be denied. The most
famous Visvanatha-linga in Varanasi is just
a stone picked up (of course in an age
of untold antiquity) from the river-bed of
Narmada: and so is the Mahakala-linga in
Ujjain, whose glory is sung by Kalidasa.
The lingas worshipped in the great
temples of Kafichipuram and Rame$varam
are hardened heaps of sand (saikata). The
popular Baidyanath shrine contains as its
main image an uncarved block of granite.
The Narasihha images in several well-
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known hill-temples of the South are mere
rocks, sometimes with gaping slits in them,
or rude pillars with marks of conch and
discus on them. The Jagannatha group
of images in the famous Puri Temple are
wooden blocks, roughly carved. The Devi
in the Kamakhya temple is a boulder with
a crevice in it. Examples could be
multipied to show that the public

relevance of a sh¥ne depends not on its’

iconographic stylization but on its folk
character. It is important to recognize that
shrineghave existed long before craftsmen
learnt to build temples. Images have been
worshipped even when texts were not
there to prescribe their forms.

The mountain idea is also involved in
another detail that we find in the present-
day temples. The main image, in stone
or wood, is described as ‘unmoving’
(achala or dhruva): it is likened to a
mountain (known in Sanskrit as achala),
or to the roots of a tree. It does not

move out of the sanctum; it is hidden in

the sanctum. For processions and for use
on festive occasions, another image, usual-

ly a metallic one, is employed. This is .

called ‘moving’ (chala) or processional
(utsava) image. This latter icon derives its
appeal only from the ‘un-moving’,
mountainous image' in the sanctum, whose
strength is due to its cultic” association.

Anthropologists (like Ehrenfels) have
taken pains to enumerate tribals and
‘backwards’ in India who are given to the

cult of mother-goddesses. They do not -

know, however, that the cult is not

confined to these groups: it is equally
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prevalent and is more deep-rooted, among
the sophisticated classes also. The appeal
of this cult in our country has been
universal and has had an unbroken career
from the days of Indus Valley civilization
to our own day.

There may be some truth in the claim
that the cult had its origins in the primitive
agricultural matriarchate, for we do find
that matriarchal societies in ancient Syria,
Asia Minor and Egypt encouraged this
cult. It may also be true that pastoral
economy tends to denigrate mother-god-
desses and emphasize male divinities. But
it would be wrong to assume that the
cult is entirely determined by such con-
siderations. There may be more fun-
damental and intensely psychological
factors in the individual as well as the
society in India in the background of this

“cult. For it has had a remarkable survival.

We know for certain that numerous relics
found in Mohenjodaro and Harappa sug-
gest strongly the presence of this cult so
long ago. The talk about the male-
domination of the Vedic patheon and the
pastoral economy of the Vedic people
cannot obscure the significant involvement
in many hymns of Rig- veda of the cultic
ideas relating to the mother-goddess.
There can be little doubt that the cult
continued vigorously during the days when
the major portion of the Vedic hymns
were composed. :

Evidence is scanty for the distinction
that is often drawn between pre-Aryan,
Dravidian and Aryan, in order to em-
phasize that the cult of the mother-god-
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dess was the contribution of the
Dravidians. Indian society has always been
complex, and there never was a time
when the society was so neatly divided
into Aryan and Dravidian groups. The
distinction is rnore linguistic than racial or
ethnic, more imagined than actual It is
not easy or correct to identify the Indus
Valley people as Dravidians; nor is it safe
to describe the composers and compilers
of Vedic hymns as pure Aryans. It is
possible to find among the Indus remains
evidence for beliefs and practices that are
characteristically Vedic; and the Vedic
hymns contain numerous ideas that are
involved in cult of the mother-goddess
that the Indus people were supposed to
subscribe to. In fact, it can bi shown
that the Vedic civilization was a normal
continuation of what we know as the
Indus " civilization.

The cult of the mother-goddess has
thus prevailed in India throughout its
social and religious history, although its
prevalence has been more pronounced in
rural regions than in the urban in recent
years. The Tantrik complex of folk magical
rites and esoteric exercises is what has
given shape and life to this cult. The
Tantra being folk is largely materialistic in
its orientation; its expectations are con-
crete benefits concerning different aspects
of daily life, such as health, wealth,
security, safety, eminence and efficiency.
However, it should not be imagined that
Tantra was one homogenous or unified
system, uniformly applicable to the entire
population. The Tantrik approach em-
phasizes tribal distinctions and group-affila-
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tions. It accommodates within its fold
numerous cults and regional practices. The
thread that runs through all the cults and
practices is the belief in the female
principle as the source of energy and
affluence. Call it a fertility idea. but there
it is, deeply rooted in the individual
consciousness as well as in the collective
unconscious.

There is no denying that the Tantra
involves some eroticism. All folk practices
and beliefs do incorporate the mystery of
the sex act It is not only in India that
it is so, for do we not hear about the
Greek Bacchanalia, the Roman Saturnalia,
the French Fete des Fous and the May
Day Carnivals? The Tantra is realistic, and
seeks not only to translate the mysterious
into the factual, but idealizes the actual.
The woman in the Tantra is the mother,
the matrix, the embryo, the source of all
things, the essence of fertility. It is the
productive sex that the Tantras speak of,
and not the hedonic sex.

The biological principle of reproduction
is elevated into the cosmic concept of
Vaginal Source (yoni). The earth, the tree,
the serpent and the mountain are different
expressions of this cosmic urge to
reproduce. The male and the female are
interchangeable concepts in this context.
The mountain could be the male principle;
it is symbolised in the lihga, in the ant-hill,
in the altar, in the stone block or wooden
pillar in the sanctum. But it is the abode
of the mother-goddess and is identified
with her.
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Most of the Devi shrines in India are
located on mountain-tops; and even when
they are located on the plains their
associatipn with the mountains
forgotten. The word ‘Durga’ itself means
a mountain. Mountain is a fortress: it
protects the hamlet and its neighbour-
hood. We have numerous mother-goddess
shrines which are regarded as essential
for the protection of the township: Amba
of Amber, Karnimata of Bikaner (Rajas-
than), Samalesvari of Sambhalpur (Orissa),
Arbud-mata of Mt-Abu, Patandevi of
Patna and Gayesvari of Gaya (Bihar),
Jwalamukhi in Kangra (Panjab), Kali of
Calcutta, and Chamundi of Mysore
(Karnataka) are illustrations of this aspect
of the mother-goddess. Vindhyavasini and
Vanadurga are characteristically mountain-
deities.

is not

In the Tantrik symbolism, the isosceles
triangle which is the linear representation
of the mountain when its apex is upward
and of the tree when its apex is
downward, stands for the mother-goddess.
The triangle as it stands on its base is
male, while the triangle that hangs down
from its base is female. The cultic practice
is to employ in worship the two triangles
as interlocked, thus signifying not so much
the sex-act as the principle of impregna-
tion, the metaphysical principle of maya
or creatix of phenomenal reality. Maya is
another name for Durga. The two triangles
interlocked stand for the union of moun-
tain and tree, the sky and the earth
(dyavaprithivi).

The association of the mother-goddess
with the tree is likewise widely known.
The association stems from the earth-god-
dess (nude Gauri) becoming the deity

Representation of $iva as Bhairava in the Vaital temple of Bhubaneswar. Bhairava in the
terrible form of Siva, frequently met with in the tribal context as a bhuta.
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filed with plants - (Sakarhbhari), —sym-
bolising harvest in the agricultural context.
She is germinal, productive principle
(Prakrti), and is found represented in the
Indus seals and praised in the Vedic
hymns. Red is the colour associated with
procreation, and the mother-goddess is
conceived of as red in complexion all
over. Her association with red is again
an ancient one. We find among the
Mohenjo-daro  relics figurines  of the
mother-goddess painted red. The associa-
tion continues even today in many forms;
blood, kumkum, red hibiscus flowers, red
berries, red garments and so on are said
to be dear to this goddess. She is the
principle of abundant growth, proliferation
and progeny. She is therefore worshipped
in trees (such as Kadarhba, Nimba and

 Adoka), in nine plants or leaves (nava-

patrika, a ritual in Durga-Puja), in creepers
(such as aparajita), in grains (rice and
barley), in an earthemn pot of water
covered with mango-leaves (ghata or
kurnbha), in a coconut smeared with
vermilion, or in a linear diagram (like
&r-yantra or Sarvato-bhadra-mandala).

In the folk mind, the male and female
principles were distinct. The male (Siva)
is only an indication or sign (which is the
actual meaning of the word linga) of the
presence and power of the female (Sakti).
The male is no doubt likened to the
ploughman while the female is the field
that produces. But it is also tree that
“{male) is inertia whereas the female is
energy Tantra does not make an absolute
distinction between them. Its outlook’ is
that the female includes the male. The
female is complete in herself, and projects
the male whenever needed. Thus the idea
of the mother-goddess does not militate
against the notion of male divinities, but
cornprehends it. It is significant that the
female principle is represented by a circle
(chakra) and the male by the central point
(bindu) in it. One of the finds from the
Harappan excavations depicts the goddess
ups;dedowmand a tree (male) issuing from
her wvagina.

This is how the ancient representation
of the mother-goddess have also been in
lingas, rocks, ant hills and altars. Mukam-
bika in Kollur (Karnataka) is a linga, as
many other Devi shrines in India. The

Mukambika Linga
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Kamakhya shrine in Assam contains ' a
rock which has a crevice in it (resembling
the vagina or yoni), and which is smeared
with red ochre. The Durgamma of Bellary
“is only an anthill Shashti is
shipped in Bengal by the village folk by
installing a stone under a jack-tree; they
also carry cowrie- shells as amulets sym-
bolising the mother-goddess. The Khond
temple in the Phulbani district (Orissa) has
only an wooden post which is worshipped
as the goddess. The Khambedvari temple
at Aska (also in Orissa) has two short
wooden pillars symbolising the deity.
There is a Kharhbesvari post near
Gandhardi (Orissa), which is an wooden
pillar on which a deity is rudely carved.

The village shrines of the mother -
goddess are usually small conical stones
which would have turned black by a
continuous application of oil. Often we
find squarish stone-pillars representing
mother- goddesses on a raised platform
underneath a tree or in the open field;
there may also be namrow enclosures, but
rarely anything like a temple. If the
mother goddess acquires a little celebrity,
the stone pillar may be housed in a
thatched shed. The \village goddess
Maramma, causing and curing epidemics,
may be a mere stump of the margosa
tree (considered especially sacred to her);
the village carpenter may attempt to turn
the top of the stump into a shape
resembling the head. Boundary stones
demarcating the village area or the tribal
zone would themselves be looked upon
as goddesses (Ellamma). Odd-looking
stones on the tank-beds, besides the
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village well, near the entrance to the
village "or at cross-roads would represent
the village goddesses.

More usual, however, is. to fashion a
clay image once a year or oftener, place
it under a pandal constructed for the
purpose, worship it as the goddess with
folk rites, and dismiss it promptly after
the worship. There will be no permanent
shrine in the village, but there would be
an enclosure reserved for the erection of
the pandal whenever occasion demands.
Village goddesses in South India like
Mutyalamma, Ankamma, Ganhgamma,
Doddamma (Mahegvari), Pujamma and
Peddamma are all made in clay, housed
in temporary shrines and worshipped.
Their presence and relevance are specific
to the situation. Here the folk rituals are
more important than the icons or the
shrines. And the entire community par-
ticipates in the rituals. Each village would
have its own village goddess, called
grama-devata in the South and thakurani
in the North. Such deities would generally
be housed under trees in the most
frequented area of the village. It is usual
to call them Uramma (the goddess of the
village).-

Mother-goddesses are generally as-
sociated with ernidemics like Cholera
(Mariamma in the South, Moti-mata in
Central India, and Mari-bhavani), plague
(Bommbaimayi in the Gaya district, Olai-
Chandi in Bengal, Peddamma, Annamma,
Nukalamma, Maridiyamma and Kokkalam-
ma in South India), small-pox and measles
(Mutyalamma, Sukhajamma and Uddalam-
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Kambhedvari, the pillar-deity worshipped in a shrine in Gandhardi
(Orissa). It is a wooden post of great antiquity on which a
folk-goddess has been carved in folk style. Perhaps it represents

a sacrificial post. :

ma). In their curative capacity they are

collectively termed Pidari (‘enemies of

distress’). They may also cause ailments,
if not properly propitiated. Their terrible
aspect as well as the fierce rituals
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connected with their worship (like animal
sacrifies, hook-swinging and fire-walking)
may strike terror and inspire repugnance
in the hearts of the sophisticated people,
but the rural folk are happy with them,
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A cultic Icon from North India made in clay

because they fulfil an important function
in their individual and collective life.

Early images of the. mother-goddess
were of course rough and ready. They
betray bold turns of rustic imagination.
Oftentimes only the head is delineated,
and the torso is left merely a stump to

be draped with garments and adorned by
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necklaces; there would be no arms and

legs. Later, when the impact of stylized
iconography was felt, the full human
figure was represented. Wood was the
material commonly employed, and the
carving was rough. It was usual for arms
to be attached later. There was no
distinction as yet between the permanent
and fixed image in the sanctum (achala
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or dhruva) and the processional image.
The same image was in the sanctum and
was also carried about. Sometimes huge
clay images were also made and richly
painted over; they were of course immov-
able, and small wooden replicas were used
for processions.

Whatever the material the image was
made of, the aspect was
rendered awesome and terrible. The back-
ground idea was not that she was cruel,
but that she was looked upon as the
protectress from all evil, ailment, danger
and death. She should frighten away the

carefully

hordes of misfortune and disease, the
enemies and spells of the sorcerers. She
is represented as trampling over the
enemy or the personified evil, and wield-
ing a sword to subjugate the undesirable
elements. She was, in the tribal context,
the burning fire itself: fire-walking
ceremony is a device to placate her. She
rides on a lion and vanquishes the wild
buffalo imagined as a demon. She brooks
no slackness in the observances that the
tribal law prescribes, and she can strike
the erring devotee as severely as she does

the offending enemy. Kali Karali

. Mother goddess from Indus Valley found in Harappa
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to keep them in good humour, to involve
them in tribal affairs, and to placate them
by periodical propitiations. They are pretas
or, ‘departed’ spirits who nevertheless
continue to interest themselves
undertakings of the individual and the
group. They are bhutas or ‘potent’ spirits
who have acquired power enough to help
or haunt those who are living.

in all

Later, a distinction was made between
the merely ‘departed’ spirits who hover
round the place of their burial or crema-
tion, unable to tear themselves off “their
material background (the pretas), and the
‘potent’ spirits who by their accomplish-
ments while living and the manner of
their death can come to the aid of the
living whenever invoked (the bhdtas). But
the folk -mind does not make this fine
distinction. Bhuta is a more generic term,
comprehensive and significant. Obviously

and eompletely wicked and mischievous
(the piSachas in Sanskrit and kule in
Tulu): they are vengeful and the living
seek to keep them off. They are the
spirits of those who lived and died
violently, despised while
dreaded when dead. They correspond to
demons and devils.

living and

The spirits that are worshipped in the
folk cults are the bhutas, and not
pi¢achas. Therefore, to describe the cultic
worship prevalent in the Himalayan
regions, and in the western coast of
Southern India (Tulu-nadu and Kerala)
‘devil-worship’ or ‘demonworship’, as
usually done, is altogether inappropriate.
The bhutas (also called daivas, although
a subtle distinction is sometimes made
between the two, are actually supernatural
agents aiding the clan-members to live

harmoniously, peacefully, effectively and

o -

Pancha-mukha Nandi-gona

258

Indian Temples : Art & Architecture




Bhetala (dvara-palaka in the Kali shrine of Doddagaddavalli)
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meaningfully. They are in fact divinities
with a human past and tribal interest.
They guide the folk on the right path,
establish social justice, and preserve the
tribal sanctions with scrupulous care and
strict supervision. They are sought after
by the clan members and also by others
who are outside the clan.

The rites in connection with their
invocation and worship are not to be
regarded as black magic or witchcraft.
They are never invoked to do any harm,
but always to help normal living. It is
true that the masks and the images
representing the bhutas are terror-striking;
the priest when possessed by the bhuta

conducts himself in a manner that is

frightening and bizarre. But the - par-
ticipants of the personating ritual (called
darshana’ or the ‘appearance’ of the spirit)
find the whole event meaningful and
satisfying. The element of dread or
violence does not enter into their trans-
action. It is part of their normal living.

Life has many aspects: problems, stres-
ses, challenges, dangers, risks and
pleasures. If Vedic religion personified and
deified natural forces, folk religion per-
sonified and deified normal - aspects of
human life, both domestic and social, in
the rural and tribal context. Animals play
an important role in such a life, especially
if the village or the tribal settlement is in
the close vicinity of forests and mountains.
The spirits thus come to share both
human and animal traits. There are spirits
that eliminate the dangers- from animals
such as wild buffalo (Durga in her aspect
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of Mahishasura-mardini), tiger  (Pili-
chamundi), snakes (Manasa, Janguli), and
elephant (Vinayaka, Balaji and Ayyappan).
Some ride on animals suggesting subjuga-
tion, like Durga lion, Siva on the wild
bull, Kutti-chattan on buffalo, and Ayyap-
pan on tiger.

Some spirits incorporate in themselves
the form of animals they eliminate ot
subjugate. Folk deities are mostly of this

Ganesa (the elephant-headed
Hanuman (the monkey-headed

nature.
god),

-demigod), Varaha (the boar-faced form of

Vishnu), Hayagriva (the horse-headed
god, corresponding to the tribal dJaran-
daye), Garuda (the hawk-headed
demigod), Naga and Nagini (the god or
goddess having human form above with
serpentine hoods 'and serpentine form
below), Narasirhha (the lion-faced form),
and Nandi (the bull-headed demi- god
attached to Siva) are illustrations of this
folk phenomenon. Strangely, many of
these spirits were accepted by the sophis-
ticated religion either as divinities in their
own right or attached to one the two
major Gods, Vishnu or Siva, as incarna-
tions, attendants or offsprings.

When, however, this is done, there is
an elevation in their functional status, a
reinterpretation of their role and nature,
and a stylization of their form. At the folk
level, it is a simple process of fusion of

_human and animal traits, and an expres-

sion of the relation between the spirit and
the animal. When we see in many folk
shrines animal forms in wood or metal
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receiving worship, we are likely to mistake
the act as zoolatry. The fact is that behind
the animal-icon is the spirit-idea. It is not
the animal as such that receives adoration,
but the spirit that has assumed that form.
The worship of Pafijurli ( the pig-shaped
spirit), Mahisandaye (the buffalo spirit),
Jarandaye (the horse-spirit), Nandi-gona
{the bult spirit), Puli-teyyam (the tiger-
spirit), Naga-kanye (the serpent-damsel) in
the western coastal regions of South India
is certainly not an instance of zoolatry;

own day. There is a very large number
of these spirits that inspire
among the rural and tribal folk. Most of
them, however, are local
frequently been subordinated to the gods

of the more sophisticated and urbanized

reverence

and have

religion,

Some among the folk. spirits have
retained their original and universal appeal
notwithstanding  their
later and sophisticated religion. Ganesda is

the most conspicuous example. There is

incorporation into

Entrance to the temple at Halebidu

nor is it a totemistic cult. It is full-fledged
and mature religion at the folk level

The worship of mountain-spirits (yak-
shas), sylvan spirits (nagas), and spirits of
community heroes or savicurs (bhutas)
has been in India continuous from the
earliest stages of Indian civilization till our
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hardly any doubt that he began his career
as a yaksha, and that he is essentially a
folk deity, both in his form and in his
function. He was later brought into the
urban fold as a member of Siva's
household (as his son), but his importance
has persisted without any. diminution. It
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is probable that at one time, his relevance
was local, but it has been universal in
India for at least two thousand years now.
It is important here to recognize the folk
origin and folk nature of this god.

Ganesa iconography has been more or
less unalterably crystallized since the time
of the Imperial Guptas; elephantine head,
corpulent body, seated in a relaxed
posture having eatables in his hand. He
is largely represented as male, although
there are specimens of his female form
(Ganeéani or Vainayaki). But the early
images indicate only the elephantine head,
and leave the rest of the form wvague.
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NANDI (Ramappa temple, Palempeta)

He is crudely made, often with clay, and
anointed with red ochre or vermillion.
There was an insistence that the Ganesa-
image should be installed under trees,
preferably under palm-trees, or in the

town where four roads meet.

Early shrines were clearly meant to be
small, flat-roofed and plain. Even when
Ganesa was included in the canonical
texts of sculpture and architecture, his
shrine was prescribed to be simple and
unostentatious, his sanctum having neither
doors nor a tower. In temples dedicated
to Siva or Vishnu he was to be accom-
modated only in a niche, or in an open

Indian Temples : Art & Architecture




Ganesa stone in a Village

pavilion. Large and imposing structures to
Ganeda were unknown until very recent
years; stylized shrines dedicated solely to
Ganesa are also relatively uncommon. His
initial inclusion in the urbanized pantheon
was only as an attendant god (pargva-
devata), and his mention in the Smriti
texts is as an uncanny spirit (yaksha),
causing and curing malevolent influences,
especially the diseases of children.

If Ganesa transcended his original folk
character and his' tribal confinement, and
carved out an independent status for
himself, Hanuman, another obviously folk
spirit, retained his role as a guardian spirit
sub-ordinated to an urbanized divinity.
Although his worship is popular in all parts
of the country even to this day, the
mythological element has predominated in
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destroy hordes of demons and evil spirits
He guards villages against marauders,

violent aggressors and wicked goblins
Every village will have a shrine to him
at the very entrance. He is the patron
deity of professional wrestlers who in-

variably invoke his aid to win their
combats. He is also a favourite of the
magicians and sorcerers: his name and
image are frequently employed in rituals
meant to secure the health and strength
of children. He is also worshipped as an
antidote to morbid fears and anxiety; he
figures prominently in talismans and
amulets worn by those who seek to

become brave and confident.

There is no doubt that he was an
independent folk spirit before his involve-
ment with Rama began. Early images of
Hanuman highlight his grotesque form.
The name Hanuman is not a
Sanskrit word: it is the Sanskritized form
of a Dravidian word meaning ‘male-

regular

monkey’ (an-manti). He has not only a
monkey-face but also the characteristic
tail: his general form and posture are
those of an anthropoid ape, although his
hands and feet are more human. Stylized
iconography tended to humanize his image
to a greater extent, but could not avoid
the evident folk background. He is some-
times depicted as having five heads: those
of a monkey (the main one), horse, boar,
tiger (or lion) and eagle (Garuda or
sometimes parrot, suka). Later explanation
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(in Kurudumale)

GANESA
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Typical Hoysala temple

seeks to synthesize in this strange icon
the images of Narasimha, Varaha,
Hayagriva and Garuda with
Hanuman. But preoccupation with dangersf
from wild animals is undoubtedly the
undercurrent. It is probably an attempt to
arrive at a composite figure representing
five different animal-headed spirits.

Like shrines to Ganesa, shrines to
Hanuman are also typically small, flat-
roofed and plain. It is also common to
leave the stone-icons uncovered by any
structure. Huge boulders rudely carved
into the form of Hanuman are commonly
to be met with. In the folk context, his
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that of

shrine is always an independent one. But
in later religion he is never regarded as
an independent divinity: in the temples in
which he figures as the main god, there
is always the iconographic presence of his
master- Rama, It is therefore usual to
represent him as a devotee, with palms
joined in prayer or supplication.

Alternately, he is shown as running,
carrying a mountain on his left hand, and
in his right. The situational
reference is to an episode in Ramayana.
Struck by a powerful weapon on the
battle-field, Lakshmana fainted away. The
herb to revive him was on a distant

a mace
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(inHampi)

HANUMAN
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HANUMAN as VINA-PLAYER (bronze, in
author's possession

mountain. Hanuman was sent to fetch it.
But unable to identify the plant, he
uprooted the entire mountain and brought

it to the battle-field. The physicians took

the herb and saved Lakshmana’'s life.

Hanuman is included in North India
. under the general nomenclature of Balaiji.
Balaji is a very popular god in the North,
inspired directly by the folk idiom. The
term does not refer to any particular
divinity, either locally or stylistically
specified. It is a generic name. It includes
several mountain Sspirits (yakshas), local
tutellary deities (devas), deified but wild
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Hanuman as Balaji from the Himalayan
" foothills

heroes (bhutas), and abstract divinities.
Supernatural power and extraordinary
presence are the distinguishing features of
Balaji. And he comprehends all aspects
of a normal divinity: he protects the

Hanuman as a hero from Andhra Pradesh
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Hanuman as represented in the folk
painting of Mewar (Rajasthan)

@

Another representation of five headed
Hanuman from Rajasthan
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village or property, he guards against
ailments and attacks, he secures health
and happiness, he warns the devotee and
guides him. While he is worshipped, he
is feared also. He is a friend when
placated, but he can be fierce when
offended. Small shrines, plain and low,
are erected in rural surroundings to him.
It is interesting that the North Indians
regard the famous deity on the Tirumalai
Hills in Andhra Pradesh as Balaji, thus
emphasizing the tribal background of this
shrine.

Later temples, mighty and monumen-
tal, evolved from such low beginnings.
Sophistication did not wipe out the folk
elements: it only provided a context for
them, in keeping with the new needs of
the urbanized populatio::

g
AT

fy

Hanuman carrying the mountain, in a
painting from Himachala Pradesh
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CHAPTER ELEVEN

ART OF IMAGE MAKING

Polytheism is the characteristic feature
of Hinduism. But no Hindu seriously
believes in a multiplicity of Gods. He is
aware that each of the many gods that
he worships is merely an aspect of the
One God, who is also the God of other
religions. Sectarian strife is thus a non-
issue with the Hindu population, which is
divided into an almost infinite variety of
sects, creeds, castes and cults. It is not
merely a question of tolerance; but a
positive conviction that God is one,

whatever the name or form in which he

is conceived or invoked, underlies the
religious life of a Hindu.

But the devotee revels in multiplying
the images of the one God, who, he
knows, is really beyond imaginaiion and
above all images. He invokes in a

thousand names the One God whom:

speech cannot reach. He makes icons of
the One God, who can never be ade-
quately represented. And he houses in a
temple the One God who envelops the
entite universe and rises above it by ‘ten
inches'. The God that transacts with man
intellectually and emotionally is never
mistaken for the God who is the abstract
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source of all existence, animate as well
as inanimate. '

The god that the devotee chooses to
worship is an approach to the God who
has need neither for worship, nor for the
devotee. The god is worshipped for
material gains, health, security, and hap-
piness; the God is also worshipped to
cleanse the human constitution so that
the light. of God may shine through it.
The latter worship, of course, is the
highest form of worship. But it appeals
only to a few; the large section of the
populaﬁdn -is content to seek from the
gods this or that benefit.

When human beings are in need of
gain or comfort, they invent gods accord-
ing to their own needs, and tempera-
ments. The group-mind then stylizes the
forms as well as the rituals connected
with these several gods who are but
creatures of human need. This is the
framework of polytheism. There are gods
of diverse shapes, moods and modes of
appearance; they are specifically related
to the variety of human needs.

The devotee knows that the image of
a god is a mere artifact and toy, unless
it is properly consecrated. And consecra-
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tion involves the investment of the
devotee’s devotion and passion, and get-
ting the devotee effectively related to the
particular god invoked in the image.
Rituals are naturally important for trans-
forming an artifact into an icon. The icon
is meant to accommodate the rituals, so
that human devotion can flower out in
the light of God that is reflected through
the icon.

Ritudls are acts done by the devotee’s
body, speech and mind. The icon is seen

and handled. But it is the first step. The

icon must evolve into a verbal image, a
concept. This is aided by descriptive
~ hymns, mnemonic words strung into an
- articulated garland or repetition of power-
laden epithets of god. God as a verbal
concept: (mantra) is subtler than the
material icon (murti). But subtler still is
the thought-complex (yantra) in which
speech is transformed into essential ideas
that ultimately merge in a ‘point’ (bindu),
where God's presence is focussed.

Thus the icon by itself is incomplete;
it should be accompanied by its effective
verbal counterpart (mantra) as well as the
appropriate ideational representation
(vantra). This is an important detail of
Indian iconography that is often ignored

by writers on the subject. The god suitable -

for worship is both iconic and graphic;
what binds the two aspects is the invol-
vement of stylized articulation,

The craftsman whose job is to fashion
. icons to fulfil the needs of devotees must
naturally be acquainted with the relevant
mantras and yantras. But more important-
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ly he must be familiar with the descriptive
mantras, known as dhyana-slokas, which
specify the posture, the mood, the num-
ber of hands, the weapons, decorations
and other formal details of the particular
icon meant for worship. Many of these
mantras are mnemonic in character. The
training of ‘he traditional sculptor neces-
sarilly included committing of these
dhyanat$lokas to memory, so that he
would be ready to translate any stylized
verbal image into an equally stylized icon
in stone, metal or wood.

The ideal procedure is claimed to be
this. When a sculptor is commissioned to
fashion the icon of a particular deity for
purposes of worship in a temple, he
prepares . himself  elaborately and
meticulously by rituals and regimen. He
undertakes to ‘ give up the ordinary
routine, eschew common company, and
withdraw into a sort of serene isolation.
He continuously contemplates on the
dhyana-gloka of the deity (the image of -
which he is to fashion) so as to crystallize
the image in his mind. He eats his food
with this preoccupation, goes to sleep with
this thought, and allows no distraction to

. interfere with this constant and intense

contemplation. When the image in the
mind is perfectly and enduringly formed,
he takes up his tools and gets ready to
translate this image into an icon, It is
only then that the icon becomes worthy
of worship.

-The sculptor pours into his work not

only the skills of the craft he has acquired,
but his spiritual fervour in a sort of

273



penance immediately before he undertakes
the work. During this period of prepara-
tion, he i so constantly absorbed in the
descriptive hymn of the deity that he
begins to see the deity alround him and
all the time. He can vividly discern the
form of the deity in the block of stone
or wood that he has selected. He has
only to free this form from the block by
chopping off the unwanted and obscuring
masses, and by chiselling the finer details.
The form occurs to him as a revelation,
and he is but an instrument in its hands
to get itself materialized.

There are numerous texts in Sanskrit
which incorporate such descriptive verses
relating -to several deities. The Tantrik
manuals of Vajrayana Buddhist persuation
are especially replete with dhyana-slokas,

for they are props for visualization during

sessions of contemplation. They serve the
purposes of the meditator as well as the
icon-maker. And, true to the intent of the
verses, the meditator or icon-maker tends
oftentimes to identify himself with the
form that he can readily and wvividly
project. There is a familiar saying that the
devotee who is not a deity himself must
never worship the deity (‘na-ssivobhutva
géivam pujayet’). This applies equally well
to the icon-maker: unless he becomes one
with the form of the deity, he can never
fashion the form well enough. '

This phenomenon explains how from
some icons emanates a compelling power,

even when their  aesthetic quality is by

no means noteworthy. There are, on the,
contrary, icons which are very pretty, but
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they leave one altogether unimpressed.
Icons acquire power to the extent their
makers pour themselves into their hand-
iwork. Texts insist that making of icons
for worship must always follow a period
of ritualistic preparation of the icon-maker
as well as the material chosen for making
the icon. Convention again insists that the
icon-maker (éilpin) must be cerémoniously
honoured before the worship for the icon
begins, for he is in a sense ‘‘the parent
of the deity.”

The custom of manufacturing icons for
sale is also an old one. Even in the
centuries before Christ, icons were being

. made as commercial proposition. Panini

(5, 3, 96) mentions “‘prati-krti”’ in this
sense; Patafijali, the great commentator
on this remarkable grammarian, records
that Mauryas (?) manufactured icons
(‘archa’) only for procuring gold (hiranya)
(Mahabhashya, 5, 3, 99). But the ancient
grammarian also knew that all icons were
not made for money (5, 3, 99). Some
were not meant to be sold (apanya), but
they served as a means of livelihood
(jivikarthe). Some icons that were espe-
cialy wellmade and contained some
power, exhibited before the
devotees, who made gifts to the owners
of these icons. Sometimes, the priests
carried such icons from door to door,
collecting fees from the householders for
viewing them.

were

These were obviously small icons,
possibly metallic ones, not designed for
installation in a temple. The later expres-

sions, used for these ‘worshipful ones’
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(archas), viz. ‘body’ (vapu, tanu, vigraha)
and ‘form’ (rupa) indicate that the icons
were no longer regarded as just symbols
or reflections (pratima, bimba) or repre-
sentations (pratika, pratikrti, sandrag’), but
as divinities in their own right A mere
look at them was believed to confer great
benefits, The owners of such icons would
also arrange to get copies made of them,
of course for a consideration.

Mathura, which was situated on the
trade routes of the country and was
therefore’ a busy commercial metropolis,
became the place where icon-makers also
gathered. Traders and political agents,
who belonged to different religious groups
(Buddhists, Jains, the Bactrian bhagavatas,
sun worshippers, Saivas and the followers
of folk cults) visited Mathura and dwelt
there for protracted periods. Icon-makers
carried on a flourishing business, catering
to their religious needs. There was need
to manufacture icons and ritualistic imple-
ments and utensils on mass basis,

Art, pressed for a commercial end,
naturally departs from the traditional
norm, and seeks to adapt.to the prevalent
fashion. The aesthetic quality also
degenerates to an extent, when duplica-
tion becomes the frequent need, ‘The
craftsman involved in this enterprise can
ill afford to devote his time for ritualistic
preparations or for visualization of the
dhyana-¢loka; what he made thus were
no longer ‘spiritual products’, but pieces
conforming to a dull and stereotyped
convention. A large number of icons that
we find now in the country belong to
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this class of uninspired artefacts. And most
of them are wvery faint and distant
reflections of the relevant dhyana-élokas,
because the acquaintance of the craftsman
with the textual prescriptions was meagre
or second-hand. :

If the craftsman was clever, and the
need of the patron unusual, the craftsman
would evolve his own style of making an
icon, entirely outside the framework of
dhyana-dlokas. And numerous minor
divinities and folk-deities which became
popular in course of time and in different
parts of the country did not have
dhyana-glokas any way; and the craftsman
had to follow his own genius and
inclination. The custom of making the
icons altogether independent of the
dhyana-glokas has continued to this day.
The craftsmen do not feel the need to
be guided by the canonical texts any
more.

There is, however, a provision made
in the texts that the icons should conform
to the regional styles of dress ‘and
decoration (Brihatsamhita). It is also laid
down that the craftsman must bring into
play his own taste and skill while making
an icon, within the broad traditional
framework. The dhyana-sloka specifies the

" number of hands and the nature of the

weapons held in them; but it leaves the
artist free to mould the hands, portray
the weapons and invent the manner of
the hands holding the weapons, in the
way he chooses. The dhyana-sloka of a
deity may indicate that the icon must be
represented in a dancing posture; but it
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does specify what the precise posture
should be like. The artist has to decide
upon the postures depending on his own
familiarity with dance postures. -

Simplistic stylization which obviated the
necessity of dhyana-slokas is best il-
lustrated in the images of Buddha and
the Jina. While both Buddhist and Jaina
icons conform in general to the traditional
framework in which the classical deities
were represented, there were some unique
features about them. The icons of the
Buddha and . the dJinas are to be found
only in two postures, sitting and standing.
Seated icons of both persuations are in

the conventional lotus-posture (pad-
masana). The Buddha images are shown
either as engaged in contemplation
(dhyana) or as teaching (or chakra-pravar-
tana, ‘turning the \_uheel of dharma’), as
offering: comfort (abhaya), or as .calling
the earth below as witness for his own
integrity (bhami-sparéa). The position of
the hands vary in these situations, while
rest of the body remains rigidly alike.
While standing, the Buddha is represented
either as preaching (vyakhyana), or as on
his begging round.

The images of Jinas are always shown
as absombed in contemplation (dhyana),

" Jain temple, Belgaum
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whether seated (in padmasana) or stand-
ing in an upright posture known as
khadgasana (or the position of a drawn
sword). While seated, his hands are poised
on his locked legs, the right palm over
the left; but while standing, his arms hang
down on the sides. The standing posture
is commonly known as kayotsarga, or
pratima-yoga, which expression actually
refers to a practice undertaken by the
dJain ascetic for heightening the ﬁgour of
his austerities (tapovrdhi) and for aban-
doning the effects of karma (nirarana).

The images of Jinas are altogether
nude (although some image of the white-
robed sect are shown wearing a strip of
cloth covering the genitals), whereas the
Buddha is invariably shown as wearing
an upper cloth (sarhghati) in addition to
the nommal under-robe. Neither the Bud-
dha nor the Jina, however, is shown as
wearing any ornaments whatever.

The differences among the Jina icons
become important in view of the fact that
twenty-four Jinas (tirthankaras) are recog-
nized, the last of whom was Mahavira,
contemporanecus with the Buddha. The
simplistic stylization would represent all the
tirthankaras as exactly alike (with the

exception of Par§vanatha, the twenty-

third Jina, whose head is shown as
sheltered by a many-hooded serpent). But
they are: differentiated by the emblems
appropriate to the Jinas (like bull for the
first Jina, Vrshabhanatha, conch for the
22nd Nemi-natha, snake for the 23rd,
Parsva-natha, and lion for the 24th,
Mahavira), carved on the pedestal.
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The Bahubali or Gommata images,
which are usually huge monoliths (as the
one in Sravanabelgola in Karndtaka) are
invariably free- standing, with no shelter
over them. They are similar in posture to
the standing Jina images, except of course
for the emblems which are absent in the
images of Gommata. On the other hand,
the Gommata image is identified by the
madhavi-creeper that gracefully entwines
the legs, thighs and arms: ant hills are
also shown about the legs.

Icons to be installed in temples must
invariably accord with the 1131&#.5%
prescriptions laid down in the Agama
texts. The height of the icon must for
instance must bear a definite relation to
the breadth (tara) of the temple, height
of the sanctum, length of the door
(dve_xra'—mﬁna), measurement of the base-
ment (&dhisthana), or the height of the
donor or worshipper (yaja-mana): And it
must be in terms of cubit (hasta), span -
(tala) or finger-breadth (angula). There are
different measurements that are con-

‘sidered significant. mana (measurement of

the height determined by surface of body
between top of head to foot; pramana
(breadth, vistriti), parimana (width or
circumference), larhbamana (measurement
along the plumbline or lines drawn per-
pendicularly through different organs of
the body), unmana (thickness, diameter)
and upamana (interspace, as between two
feet or between one plumbline and
another). Corresponding  to these
sculptural measures we also have ar-
chitectural measures like dirgha, tara,
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Narasirhha temple, Bhadravati
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Entrance to Varadaraja temple, Kafchipuram
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vistara, visala, vistriti, vishkambha and so
on. i

Incons are classified into four general
categories: painted on canvas, paper, wall
or pot (chitraja), moulded in clay or any
other plastic material like sandal-paste and
rice-flour (lepaja, mrnmayi, or paishti); cast
in metal (pakaja, lohaja, dhatuttha): and
carved in stone, wood or precious stone
(sastrotkirna: sailaja, darava, or ratnaja).
Early icons were made in clay or carved
in wood. And the images so prepared
were covered by layers of paint, often
bright and variegated. This was necessary
to preserve the image for a length of
time. Stone icons did not need this
treatment, although instances of painted
stone icons are not rare.

Jagannatha of Puri (Wood)
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Painting is an early form of art that
man mastered, and employed for religious
ends. Besides the prehistoric cave-paint-
ings, there are also the painted funerary
jars, urns and pots which belong to a
distant past. Iconographic elements may
be traced even in these early paintings.
But painted pots (ghata) and cloth or
canvases (pata) are worshipped in India
from very early times. It is not strange,
therefore, that drawing and painting are
fundamental to iconography.

The icon (pratima) is actually described
in the early texts as what is painted on
a piece of cloth, on a wall, or on a
vessel, clay or metallic (‘pate, kudye, patre
cha chitraja pratima smrta’). The expres-
sion was later extended to clay, stone or
wooden icons, because painting (lepa)
continued to be an important aspect of
the icon installed for worship.

Several early texts on art and architec-
ture (like Vishnu- dharmotiara, Chitra-lak-
shana of Nagnajit which is available only
in its Tibetan translation, Silpa-ratna, the
‘pata-vidhana’, section of Arya-Mafjusri-
mula-kalpa and Hayasirsha-samhita) con-
tain detailed information about the painted
icons. Hayasirsha-samhita even goes to
the extent of insisting that Vishnu must
be worshipped only in a painting on cloth -
or canvas (‘patasthah pujaniyas tu devo
Narayanah prabhuh’), for it is only in
painting that charm (kanti), ornaments
(bhushana) and expressions (bhava) can
vividly be portrayed (sphutam); Vishnu’s
presence in the painting is constant (‘lepye
chitre harir nityam sannidhanam upaiti hi’)
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Nava-graha-mandala (in Papaghni-matha, Chikka-ballapura)

The yantras associated with, icons, ‘Were
always painted in bright colours, although
this custom was gradually given up. It
survived only where Tantrik rituals were
involved. The extensive use of colourful
mandalas in the Sakta cults as well as in
the Vajrayana aspect of Buddhism is
well-known. When the Tantrik hold
weakened, the vyantras became mainly
line- drawings, and as a rule were

inscribed on metallic sheets or drawn on
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~ paper. The inner spaces of these diagrams

were left unfilled so that the appropriate
mantras (or seed-syllables, bijaksharas)
could be written in them whenever
desired,

Occas ionaly, the stone or metallic icon
would be installed on such yantras, with
the supposition that the icon would thus
acquire greater power; and the worship
rituals would involve the articulation of
the relevant mantras. The three (pratima,

281



" Sri-chakra (in the Siva-temple at Siva-samudram)

yantra and mantra) together constitute the
theme of Indian iconography.

Iconography strictly means ‘‘drawing”
or etching of an icon. It refers to a
sculptural representation only by an ex-
tension of this meaning. The earlier
practice was to draw in lines, sometimes
filed with colours also, the image of the
deity for purposes of meditation, adoration
or worship. Before sculpture in stone or
wood appeared, the practice was to draw
in outline of sketch on the material

Paintings and drawings to serve an icono-
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graphic purpose were in the nature of
natural evolutes.

There is a legend that Narayana, the
great God, drew 6n earth (urvi) with
mango-juice the drawing of a charming
feminine form, and infused life into it
Thus was the nymph ‘Urvasi born. Then
Narayana composed texts on painting and
iconography and handed them over to
the celestial architect/ sculptor Visvakarma.
Narada- dilpa classifies painting into ‘those
on the ground’ (bhaumika), ‘those on the
walls’ (murals, and frescoes, bhitti), and
‘portraits’ (bhava-chitra). The first two
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were stationary, while the last was meant
to be portable.

Portraits and wall-paintings were in-
volved in iconography, the former being
regarded as ‘mobile’ (chala) and the latter
‘immobile’ (achala). The wall-paintings
were done in four stages: White washing
the surface of the wall (dhauta), mouting
a coat of boiled rice on it (ghattita),
drawing of the outline in charcoal
(lafichhita), and finally filling in the colours
(varna-rafijita). The same procedure was

&
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cloth
(pata) was employed as the medium. The

followed when, instead of wall,
manner in which portraits were prepared
was slightly different. It was done in the
following stages: initial outline drawing
(rekhapata), modulating the light and
shade, and finalising the sketch (vastava),
arranging decorative details (alankara) and

colouring (varna).

An old verse mentions that masters
are attentive to drawing, experts to
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modulations, women to decorative details
and common people to bright colours.

{GT EE~ATEEr: adqT o f=E: |
ot syuwitir=s Ry aufgafay sl

The import of this verse is that outline
sketches are regarded as possessing a
relatively high artistic value. Differentiation
of forms (rupa-bheda), accommodation of
proportions (pramana), projection of feel-
ings and aspects of beauty (lavanya-
yojana), bringing out the resemblance
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(sadréya) and putting the colours on
(varnika-bhanga) are regarded as the ‘six
limbs’ of drawing, according to
Yashodhara's gloss on Kama-sutra.

TYART: TATA ATFATIOGGIAAT |

e affaras 3fa o wew |
Among the six details that are here

enumerated, last one alone that

makes the sketch a painting; the other
five relate to drawing.

it is

The importance of line-drawing is to

be gleaned from numerous medieval
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treatises on painting like Vishnu-dharmot-

tara, Samarangana-sutra-dhara (Bhoja),
Abhilashitartha-chintamani (Somesvara),
and Hara-Vijaya (Ratn@kara). And the
application of this outlook is to be found
in the wall-paintings of Ajanta, Bagh,
Badami, Sittanavasal, Hampi Virlipaksha
temple, the Anegondi . palace, Lepakshi
Papanasa temple and Vardhamana
_ temple, Tafjjavur - Brihadigvara temple,
Sravana-belgola Jaina-matha and Seebi-
Narasimha temple.

Mention has already been made of
polytheism being an essential characteristic
of Hinduism,. and thus being fundamental
to Indian Iconography. Innumerable are
the deities that receive worship from the
Indian madsses, from earliest of times to
the present day. In fact, t]lle‘number of
deities that merit adoration is increasing
over years. Besides the major gods and
goddesses that have scriptural sanction
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and are of national status (like Vishnu,
Siva,  Ganesa, Durga, 'Hanuman),
numerous heroes, saints-and benefactors
of regional significance are periodically
accorded divine or semi-divine status; and
people look upon them as incarnations or
emanations with peculiarities of their own.
Cultic. and folk deities form the bulk of
Indian polytheism.'

- Generally, however, five deities con-
stitute the normal of core pantheon of
Hinduism: Vishnu and Siva (both of
whom -have a Vedic background), Dewvi
(the mother-goddess who goes back to a
more remote past), Ganesa (the folk god
of universal appeal in our country), and
Surya (the solar divinity, whose cult has
been popular all over the world at some
time or other). The Sun (Surya) is often
regarded as an aspect of Vishnu:
(Suryanarayana), and is represented by
Fire (Agni), especially the sacrifical fire.
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Thus, in effect, there ,are four major
divinities.

But the custom of pentadic worship
(pafichopasana) has gained currency in
the country. It is difficult to ascertain when
exactly this custom commenced, but we
find it recommended in the Puranas and
the smrti-texts. Sarhkaracharya (early 7th
cent) is supposed to have been respon-
sible for its prevalence. But we find
nothing about it in any of his authentic
works; and from what he says about

be located the five deities. But a Saivite,
for instance, would place Siva in the
centre and the other four deities in the
four corners. A Vaishnavite, on the other
hand, would make Vishnu occupy the
central position. There is thus a sectarian
involvement in the arrangement of five
deities.

The presupposition is that the central
deity is in fact the only deity receiving
worship, the other four being only aspects
of this central deity. There is thus a

Chitra-torana in the Hoysala temple at Halebidu

worshop, it appears unlikely that he

encouraged this pentadic worship.

The custom is closely associated with
the concept of monotheistic primacy of
the deity of the devotee’s choice (ish-
tadevatd). The arrangement of the five
gods on a common platform would signify
their equal status. At the four corners and
the centre of a square base (vedi) would
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monotheistic tendency even .in the pen-
tadic worship. There were, during the
middle ages, five sects that had become
important: the Saivites worshipping Siva,
the Vaishnavites devoted to Vishnu, the
Saktas given to the cult of Devi (Sakti),
the Ganapatyas adoring Ganapati, and the

"Sauras worshipping the Sun. Each sect

looked upon its object of adoration as
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Makara - torana,in the basadi in Hanasoge

the God, but accepted the gods of other
sects also. ‘

The devotee given to the pentadic
worship does not actually worship: five
gods; he worships only one God, but
accepts the other gods as belonging to
same family (parivara). The texts explain
that, in accordance with the five elements
that ultimately are the stuff of which the

entire universe is made, human beings

are of five types: the earth type, the
water type, the fire type, the air type,
and the ether type. Although the elemen-
tal -predominance is the distinguishing
feature, "no element can possibly do
without the others. In due consideration
of the elemental types (‘pratyeka tattva-
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prachuryam vimrsya vidhi-parvakam’), the
pentadic worship is instituted. -

The association of the . five elements
with the five deities is variously given.
However, the commonly accepted cor-
respondances are: Ganapati earth; Siva-
water; Devi-fire; Surya-air; and Vishnu
ether. There is another account where
Siva cqrresponds to the earth element and
Ganapati to water. They are represented
by distinctive yantras in order; square
(chaturasra), crescent moon or hexagon
(shatkona), triangle (trikona), circle (vrtta)
and dot (bindu).

The five deities are represented on the

platform either by these geometrical
designs, or by icons. More frequently,
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however, they are represented by five
natural objects: Ganapati by a red stone
(rakta-prastara-khanda); Siva by white
quart2. from rivers like Narmada (bana-
linga), Devi by metallic stone (dhatupatra
or yantra), Surya by crystal (sphatika),

and Vishnpu by ammonite from Gandaki

river (¢alagrama).

The positions ‘of the four deities’ with
respect to the central deity are specified
in the texts. The philosophical interpretati-
on of the pentadic worship has been given
in some texts. Ganapati, as the lord of
group of fourteen worlds, signifies the
phenomenon of bandage, which obstructs
the dawn of enlightenment (hence called
Vighnesvara). Surya is the principle behind
creation (from the root ‘su’ to produce).
Vishnu is responsible for the preservation

of the created world, and Siva for its

destruction. Devi is the principle of the
power of wisdom - (jiana-$akti) which
liberates the devotee from phenomenal
bondage. It is well- known that Ganapati
is worshipped for worldly success, Surya
for health, Vishnu for wealth, Siva for
dispassion, and Devi for the liberating
wisdom. Further, the five elements: that
are represented by the five deities are
translated into the five constituents of the
inner constitution of earthzego
(aharfikara), water:object awareness (chit-
ta), fire :primary consciouness (buddhi),
air:mind (manas), _.and ether:‘the heart’
(hrdaya, the seat of consciousness). Thus,
this mode of worship is sought to be
integrated into. conceptual and symbolic
framework.

man:
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Each of the five deities has many
iconic forms in which it is worshipped.
Examples are Rama, Krishna, Narasirhha,
Trivikrama and Hayagriva, (among the
forms of Vishnu), Virabhadra, Bhairava,
Dakshina-murti and Nataraja (among the

forms of - Siva), Kali, Tripura-sundari,
Lakshmi, Mahishamardini and Kanya-
kumari (among the forms of Devi),

Siddhi-Vinayaka, Herarhba, Sakti-Ganapati
and Haridra-Ganapati {among forms ot
Ganapati).

Surya, however, does not appear in
many forms. Usually he is represented as
standing ‘ with two hands holdihg lotus
ﬂoweirs, drawn in a chariot to which
several horses are yoked and driven by
Aruna (“the dawn”). He is often repre-
sented as the chief among the nine
planets (grahas).

When the deity has iconic variants,
there is usually a legend to justify the
iconic details like the posture, number of
hands, weapons and expressions. The

~ Puranas, some of which are sectarian (like
- Siva-purana for Saivas), Vishnu-purana for

Vaishnavas, Markandeya-purana for Sak-
tas, Mudgala-purana for the Ganapatyas)
contain these legends. And as part of the
worship, these legendary accounts are
read in order to crystallize the iconic form ‘
of the deity that is worshipped.

The pentadic worship is current among
the followers of the Smrtl- texts (the
Smartas), who owe allegiance to one or
the other of the monastic institutions
claiming to have been founded by the
great Samkaracharya. The Vaishnavas or
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the . Saktas, however, do not recognise
this mode of worship, although they do
honour and worship the other four deities
(besides their own chosen deities viz,
Vishnu or Devi), separately and on
different occasions. Their daily worship is
conducted exclusively to Vishnu or Devi.

Whether Saivas, or Vaishnavas, the
Devi is invariably worshipped along with
Siva or Vishnu. She becomes somme form
of Durga when associated with Siva, and
of Lakshmi when associated with Vishnu.
Ganapati is also commonly worshipped,
though exclusive worshippers of Ganapati
(the Ganapatyas) are extremely rare now.
The sun is adored during the sandhya-
ritual, but not in any iconic form except
as one of the nine planets.

Indian Temples : Art & Architecture

Entrance of a Hoysala temple Mosale

Iconic difference are usually indicated
by the posture (bhangi), the number of
hands (hasta), weapons (ayudha), orna-
ments (bhushana) hand gestures (mudra)
and facial expressions (bhava). The pos-
tures can be seated, standing, reclining or
mobile. Vishnu as Krishna is often shown

as a child on all fours (Bala-Krishna), or

as an infant lying onits back on a leaf
of the banyan tree (Vatapatra-$ayin). We
find Ganapati also being represented as
a child moving about on all fours, but
rarely. No other delty is represented in
thxs posture.

Seated and standing are common
positions in which icons of all deities are
represented. But there may be variatioris
in these postures. While seated, the



posture may be easy and relaxed
(maharaja-lala, e.g. Ganapati, and Para-
vasudeva), alert lotus- like (padmasana,
e.g. Mukambika, Lakshmi, Sarasvati,
Brahma, tirthankara and Buddha), riding
an animal (vahana, e.g. Gahga on the
alligator), in a Yogic stance (yoga-patta,
e.g. Yoga-Narasimha, Dakshinamarti and
Sasta), or with one of the legs bent
(Kufichitapada, e.g. Sadasiva, Sarhhara-
Dakshinamurti, Lakshmi-  Narayana,
Lakshmi-Narasimha and Lalita).

While seated or standing, it is usual
for the Vishnu and Siva images to be
accompanied by their consorts in the same
posture (Lakshmi and Parvati respectively).
Rama with Sita, Siva with Gaur, Surya
with Chhaya, Ganeda with Lakshmi,

Entrance to the Temple at Yeiandur

‘ramanya

Narasithha with Lakshmi, Nataraja with
Sivakami, are common examples. There
are some gods who have consorts on
either side of them; Vishnu, for instance,
with Bhu- devi (the goddess of earth) and
Sri-devi -(the goddess of wealth); Sub-
with Deva-Sena (personified
army of gods) and Vali (a human
spouse); Ganapati with Siddhi (success)
and Buddhi (wisdom); and Krishna with
Rukmini and Satyabhama.

If the god is alone, it is called ‘kevala’.
Several Vishnu and Siva icons answer to
this descriptions Para-Vasudeva, Yoga-
narasimha, Bala-Krishna, Venu-gopala,
Kevala-Hayagriva, S&vaﬁsa, Dhanvantari,
Bhairava, Virabhadra, Bhikshatana,
Dhakshinamurti, Dattaatreya, Sasta and
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Sarabhesvara. It is usual for Ganeta
images to be represented alone, although
in some forms (e.g. Sakti-Ganapati,
Lakshmi-Ganapati ~ and  Ucchishta
Ganapati) he is shown with one, two or’
eight consorts. Balasubrahmanya s
likewise a loner, but in some forms he
has two consorts. Hanuman and Garuda
are invarably single icons, and so is
Sudaré ana.

The standing posture '
delineation of flexions or bends (bhafgi).
When the plumbline passes through the
neval (nabhi) from the tip of the crown
(sikhamani) to a point beteen the two
heels on the pedestal (pitha), it is ‘sama-
bhanga’; upright, symbolising perfect
poise. This position is devoid of any
bends, and the body is held erect, firm

involves the

and even rigid. The images of the
tirthankaras in the kayotsarga posture are

excellent illustrations.

However, to heighten the aesthetic
effect, bends are delicately introduced. If
it is only a slight bend in both the upper
and parts of the body, it is
abhanga; if the bend is conspicuous and
great it is atibhanga. If there are three
bends noticeable (the plumb-line passes
through one of the sides of the chest,
and then it passes through one side of

lower

the navel, right or left, and finally comes
down to the heels) it is tri-bhafiga (head,
trunk and lower limbs). When the sweep
of the curve in this posture is emphasized
(“like a tree caught in a storm”), it
becomes atibhanga.

Friezes in the temple at Halebidu
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Feminine and dancing deities are
shown in @bhanga and tribhanga postures.
The atibhanga is a rare posture, especially
in sculpture. But drawings of Vajrayana
divinities in Tibet frequently employ this
posture, the excessive flexion being
suggestive of violent passion (krodha).

“Vishnu is shown in the dance stance
only as Krishna (Kaliya- Krishna, dancing
on the hood of the dragon Kaliya,
Navanita- Krishna, dancing with balls of
butter in one hand or in both hands). A
pillar in the temple atop the Tirumalai
hills shows Narasithha dancing; and this
a altogether a rare depiction. Siva. as
Natardja is a celebrated image. But there
are several variant postures in this, which
are not so well known as the famous
Tiruvalangadu icon. Ganapati and Saras-
vati are also shown sometimes as dancing.

" Rama Temple, Bhadrachalai~
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Several Devis with Tantrik background,
like Kali and Apargjita, are also shown in
dancing postures, or in semidancing (alid-
ha) postures.

Reclining, $ayana,is a posture that is
almost exclusive to Vishpu. Ranganatha
in Srirangam, Ananta-$ayana in
Trivandrum, and Seshasayana (terra-cotta
in the 5th cent, temple at Bhitargaon and
relief in stone from Deogarh, 6th cent)
are familiar examples.

Ra@ma is occasionaly depicted in this

.posture, with Lakshmana sitting at his

head and Hanuman standing at the feet
as in the Vijayanagar panel. This panel
may alternately be an illustration of the
episode of Lakshmana"_f;imﬁduring the
great, war, and.Rama deputing Hanuman
to bring the sanjivani drug.
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Dhwaja stambha in front of the famous Mukarilma shrite at Kollur (Karnataka)
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Mobile - postures (yanaka) include Vish-
nu as Varaha rescuing the Earth, as
Trivikrama measuring the upper regions,
as Narasimha rushing out of the pillar to
slay the demon, and as Venugopala
playing the flute (in a standing posture);
Siva as the conqueror of the three realms
(TripurEﬂ.), as the ascetic on his begging
round (Bhikshatana), and as Virabhadra
destroying Daksha’s sacrifice; and Devi as
Durga setting out to kill the buffalo-
demon, Mahisha, and as Tara shooting
arrows. i

For main worship, however, the seated
(asina) and standing (sth@anaka) postures
of the deities are preferred: it is usual,
therefore, to find such postures in the
sanctum of the temple (with some excep-

tively.

tions like Srirangam). Vishnu is usually
represented as standing; and Sakti as
seated, either on a seat (pitha) or lion.

For seated figures, texts like Ahir-
budhnya Sarhhita, prescribe as many as
eleven variant postures; lotus’ (padma),
‘tortoise’ (kurma),. ‘peacock’ (mayura),
‘cock’ (kukkuta), ‘lion’ (simha). ‘heroic’
(vira), svastika, ‘firm’ (bhadra), ‘free’
(mukta), ‘cowhead’ (go-mukha), or in a
tantrik diagram (chakra). Usually, how-
ever, the lotus-posture is employed by
sculptors.

The shrines built over standing, seated
or recumbent icons are known as samchita
(reference to height), asarhchita (breadth)
and apasarnchita (width or length) respec-

Pillars in the Vaikuntha-perumal temple in Kanchipuram
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The seats on which the iconic repre-
sentations are lodged also figure in various
forms; circular (padmasana), octogonal
(sithhasana), triangular (anantasana), oc-
togonal (yogasana), hexagonal
(vimalasana) and so on. It is also cus-
tomary to use detachable seats of different
forms in different stages of the worship
ritual like simhasana for bathing, yogasana
for invocation, anantasana for witnessing
amusements, and vimalasana for receiving
the offering made.

Speaking of the geometrical forms, we
need to remember that all icons have

their graphic representations (yantras) as
well as verbalizations (mantras). During
the worship, the yantras are prepared and
employed, and mantras are chanted. The
Devi is often worshipped in the ‘Sn-
chakra’, either as linear diagram (rekha-
yantra} or as an aniconic image (meru).
This is regarded as the most powerful of
the yantras. It is also most intricate in its
design, and the ' worship involves an
elaborate ritual.

Nandi-mandapa in Ancient temple at Banavasi (Karnataka)
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NANDI (in Halebidu)
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Ekamranatha temple, Kaichipuram
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Wall figures in the ancinet Kailasanatha temple of Kafchipuram
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Wall sculpture in the Visvanatha temple at Varanasi
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Wall-friezes in the iempie at Halebidu
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Sculptured walls of the temple at Soman
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Carved pillars of the Mahadeva temple in Ittagi
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Channakesava temple at Aralaguppe
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Entrance pillars in the Minakshi temple, Madurai
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Mahalakshmi temple at Kolhd@pur
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Pierced windows in Somesvara temple at Bandalike
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Hariharegvara temple, Harihar
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GANGA (in Tadapatri temple)
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Gopuras in the Arunachala Temple at Tiruvannamalai.
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VISHNU (with Prayoga-chakra)
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Sculptures on the gopura of Subrahmanya temple at Tirucchendur (Tamil Nadu
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Interior of the Rame$varam temple
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Vidyasarikara Shrine at Sringgri
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Gopura at the Nataraja temple at Chidarmbaram
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Torana in the Dilwara temple at Mount Abu
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Paiichalinga temple
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T$vara Temple, Arasikere
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Entrance-gopura of the Ranganatha temple at ﬁ'ifumale, a village
near Magadi (Karnataka)
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Madhukasvara shrine. Banavasi

Ceiling in the Dilwara temple at Mount Abu
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Gopura of $ar ngapani temple, Kurhbhakonam
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