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PREFACE

The first part of Vastu-Silpa-Kosha, presenting the fundamental principles
of Indian architectural treasure authoritatively and comprehensively, was
published earlier this year. The second part is now being brought out;
together the two parts mark an important milestone in the growing literature
on Vastu and Silpa. The Academy is grateful to Vidyalankara Sastra-
Chudamani Prof. S.K. Ramachandra Rao for havmo authored these valuable
volumes, which are also profusely illustrated, largely by his own drawings,
sketches and diagrams. The volume also contains rare and excellent

photographs.

The Academy is happy to record the blessings received from his Holiness
the Jagadguru Sri Sri Sri Bharathi Teertha Mahaswamigal of Sri Sringeri
Sharada Peetham. It expresses its gratitude to the Chairman Shri V.R.
Gowrishankar, the Administrator of Shri Sringeri Sharada Peetham for his

Interest in our activities.

We also thank the authorities of the Ministry of Human Resources
Development, Govt. of India, New Delhi and the Authorities of Ministry
of Education, Govt. of Karnataka. '

The Printers who have done an excellent job promptly and neatly in
producing this work, deserve our sincere thanks.

Bangalore DAIVAJNA K.N. SOMAYAJI
Sri Vishu Nama Samvatsara, CHIEF EDITOR AND DIRECTOR
Makara Samkranti, 14th January 2002. KALPATHARU RESEARCH ACADEMY
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INTRODUCTION

This is the second part of Vastu-Silpa-Kosha, the first part of which was
brought out some time ago. While the earlier part dealt mainly with
preliminaries of Vastu (Architectural principles and their applications), the
present volume continues with a more detailed treatment of Vastu illustrations
and symbolic involvements. It also deals with Silpa (Sculptural principles).
Together, they constitute one discipline and each part complements the other.
They have been illustrated by my own drawings and with appropriate

engravings and photographs.

I am grateful to Daivajna Shri K.N. Somayaji, the Chief Editor and Director
of Kalpatharu Research Academy, Bangalore for the opportunity he has
provided for me to prepare these volumes, and I also acknowledge the
unfailing courtesy and co-operation extended by my friends, Shri Venkatesh
Babu and Shri Nagendra, who have produced this volume in such a splendid

manner.

I am also grateful to the Chief Patron of the Academy, Sri Sri Sri Bharati
Tirtha Swamiji of Sri Sringeri Sarada Peetham, and to the Chairman of the
Academy Shri. V.R. Gowrishankar, the administrator of Sri Sringeri Sharada
Peetham.
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Vistu - Silpa - Kosha

CHAPTER ONE
THE TRADITIONAT. PERSPECTIVE

THE ARCHA TRADITION

The word ‘archa’ means both
worship (archana) and the image
meant for worship (archa-marti).
Worship is a ritual, brief or elaborate,
private or public. We deal here with
worship in a temple, which is

elaborate and public.

The Indian temple is an art-form
that has a human as well as a divine
character. It exists in its structure as
something that endures in space and
time, and as something that was a
response to a situational need. It is
a building, accomplished by
architects and masons who follow
the laws of the physical world, and
employ their technical skill. The

Indian almost a

temple has

mathematical basis. The mana-
orientation was often 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.
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It is in the nature of ‘sacred art’ to
bring man into contact with the
divine. It enables him to feel the
spiritual presence, and to find it

ultimately 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 incination for this
presence, he does not go 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, however, 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 and technology 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




[ —

Vistu - Silpa - Kosha

altered, and 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 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 an instrument 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. What it needs

is the appropriate mood. In order to

create an atmosphere or a mood of

holiness and sanctity, which would
cnable a devotee’s faith to become
more receptive to this spiritual
traditional

presence, certain

prescriptions like physical
cleanliness, postural reverence, and

ritual offering have been introduced.

The devotee would have

intuitionally apprehended the
symbolism. Ability to vocalize, or
communicate it, is a different thing,
and may be altogether irrelevant. 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, as it would an
art-enthusiast, and technical skill will

not hold his attention, as it would a

tourist. He floats over these obstacles,
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and directly reaches the shrine to

receive grace.

Garbhagriha with Superstructqre

But when the traditional hold has

been loosened, intellectual
apprehension of symbolism becomes
necessary. Understanding must
augment faith. But nothing can be

more harmful than attempting to

understand ancient images by
contemporary attitudes. We often slip
into the error of wanting to
understand things without really

involving ourselves in them.

No door can be opened with
merely collecting an odd assortment
of keys. Thé 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
symbolism, at once profound,

mysterious and relevant for all time.
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The ‘manifestation’ of this symbol-
complex is in terms of elaborate and
intricate spatial projections, material
masses of contructions, passionate

patterns of forms, and schematic

representations of technical skill.

Such manifestations, possessing an
objective character, are sought to be
described and classifed according to
prevalent styles in well-defined
periods of time and within certain

territorial confines.
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But the ‘content’ of the temple
is an abstract understanding hidden
within (or revealed through) these
‘objective’ appearances, and quite
unattached to styles or periods. It
has an inner dimension which is real
for the earnest devotee but elusive
for a casual visitor to the temple.

The latter 1s interested in what is out

there, while the former is concerned
with what ‘may be’ in relation to
himself. This veiling of the content
for a lay 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.

The content cannot be concrete.

But it 1s real, provided the perspective
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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 1s 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
manifestation comes to be
formalized. The temple is a public
institution; its appeal is collective.
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
the celebrated text.
Vishnudharmottara: Time is divided
in ancient Indian 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 earth only when men

invoked them in sacrifices; but then

they came as gods.

In the third great division of time,

men had only to make images of

these gods and worship them; and




the gods came down among human
beings in disguised forms, showering
their grace on the devotees. The
worshiprat that time was only
domestic; the shrines were within

the precincts of homes.

Vastu - Silpa - Kosha

During the last phase of time,
temples (as public shrines) began to
be built, and icons were installed in
them. But the gods stopped coming
down in their own or disguished

forms. However, their presence was

Goddess Durga worshipped during Navaratri by Vijayanagara Kings.
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felt when the icons were properly
installed, and temples correctly built.
The priests, who were professional
performers of worship, were the only
ones who were competent to facilitate
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 introduced
into them and was with them ever
after. But in the later and decadent
phases, the presence could be
secured only by continuous worship

and periodical festivals. ~

This is an interesting account,
where historical facts are combined
with symbolic interpretations.
Temples were later than domestic

shrines. In the remains of the Indus

Valley civilizations, 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 succession of disappearing and
appearing phases. Magical rites,
domestic shrines

and temple-

complexes co-exist in Indian
religious 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.




Chhatravali

 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 manifestation
of this symbol. For one who stops at

the manifestations of this symbol the

Vistu - Silpa - Kosha

temple would present itself as
‘luminous obscurity’ (the expression
of Frithjob Schuon, in another
context); and one who would be
content with considering only the
content would see it as ‘obscured
light’. The symbol is revealed not
only but 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 expression
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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, as has been
elaborately dealt with in an earlier
part of this volume, deals with the

temple-building activities as well as

the procedures of worship in temples.

The former appears to emphasize
aesthetics, while the latter the
spiritual aspect. But the distinction
between them is arbitary 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 structural
parts, permissible decorations and
embe_llishrnents, installation of icons
and deities in the sanctum as well as
in the niches and pavilions, rituals of
daily worship and periodical festivals,
sacramental

purifications and

activities, and so on. These
formulations take manifestation 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

Vistu - Silpa - Kosha

on the temple as a pattern of rituals.
It provides us with a perspective to
understand the symbol and act
effectively with regard to it. It seeks
to construct for us a half-way house
between the limiations that we have

and the perfection 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
commonplace to the unique, from

ugliness to beauty, from what is

human to what may be divine.

The Agama had an earlier oral
tradition, communicated through
generations of craftsmen and priests.
It became in due course written
tradition, consisting of hundreds of

texts and manuals meant for
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craftsmen and priests. The oral
tradition has now  almost
disappeared, for craftsmen as well as
priests have fallen on decadent days.
The texts and manuals have, for the
same Treason, 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
to ‘repcat what has already been
mentioned, 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
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of relevant passages from the
compositions of sages. They employ
intelligence and reason, and are also
liable to err. They are chronologically
recent, and some of them are what
the priests and craftsmen have mostly
relied upon for several generations

now.

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 seasasum 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’ (antaryamin). 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 milk is churned. It
has numerous forms, but man can
realize Divinity through these forms:
but an act of worship is necessary.
The tradition enumerates and

describes not only the forms the
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Divinity may assume to facilitate
man’s approach, 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. Incidently, they also

discuss associated 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
youga), recitations (japa), and

intellectual appreciation of spiritual

involvement (jiiana).




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
meta_physical 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, some of the
manuals of the Paficharatra sect of
Vaishnava

persuation are

chronologically early and numerically

Vastu - Silpa - Kosha

large. We find that the sectarians of
the Vaikhdnasa division of the
Vaishnava as well as the Saiva rely
on many prescriptions and
explanations found in Pafcharatra
books. Prejudices and differences
become wholly irrelevant in the

higher reaches of approach to the

Divine.
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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 striking.
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 stiipas are the 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 Yajurveda in the sense of a
precious monument (Vishnoh

stopah). We have reference to

agnidriya, which was the Vedic stapa.

The building of stipas must,
therefore, have been a very ancient
practice. But it loomed into enormous
importancé during the days of Asoka.
The large number of stipas that
emperor Asoka is said to have built
have all disappeared. But the
architectural form of the stiipa that
was finalized during his days survived

in many later stipas, like those at
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Barhut, Bodhgaya, Sarnath and centuries B.C., although they have

Sanchi, which were all structures been repaired and enlarged
arg

built during the first and the third  periodically.
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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 platform (medhi),
providing a passage for ceremonial
circumambulation, and fenced by a
running railing (vedikd). On top of
this plain tumulus was a quadrangular
terrace (harmika), over which was
placed a parasol (chhatra) signifying

spiritual sovereignty.

Vastu - Silpa - Kosha

The area of the stipa was
enclosed by gateways (torana) on
the four sides; this enclosure derives
from a tﬁntrik. background. The real
significance of the stipa lies in the
mana-articles that it contains. The
technical expression for the stipa 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

Elevation.
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pairings (saririka), 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 oOr a miniature stipa itself

(uddesika).

Kanishka’a relic box

The introduction of such relics

into the body of the stapa is

accompanied by magical rituals. The
square enclosure facing the four
quarters is meant to contain and
intensity 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 stapa.

The relic is thus the essence of
the stupa. The stapa is also called
the ‘egg’ (anda) as it contained the
‘relic-seed’ within. The funeral
tumulus 1s in a very real sense a
magical monument. The wealth of
sculptural represénations involved in
the gateways and pilasters are to be
regarded as essentially mystical in
character and purpose. While there
are narrative sculptures in the toranas
depiciting the main events in the

Buddha’s life, most of the carvings
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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 a

successor to the Buddhist stiipa. But

it is not readily recognised that the

Buddhist stupa itself is a successor
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to the Vedic stapa, which can be
traced back to the cave-shrines. The
Buddhist stipa is as magical in its
intent as the Vedic stipa was, and
it involved rituals even as the latter

did, although of a different kind.

Another innovation that was
chronologically parallel to the
Buddhist stipas 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
twenty seven caves, the first few
centuries after Christ) and Ellora

(about thirty three caves, about 550-

750 AD.).

These caves were excavated from

hard, living rocks on the faces of

'P y‘ ! N e }-"‘"
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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 stipa image
or a Buddha icon, the major portion

of the excavated cave was utilized
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for the assembly hall, habitation cells,
porch, and the 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.
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The significance of these cave-
sanctuaries is that the simple shrine
was 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 now
secular  involvements. Sects
developed, affiliations began, and the

shrine element was minimized.

It 1s not to be imagined that the

cave-shrines were the only kind of

shrines that prevailed during those

days. There must have been
numerous shrines constructed of
perishable material like wood, clay
and bricks. For, an inscription of the
Pallava King Mahendra-varman I
(600-630 A.D.) refers to them and
suggests that this king was the
innovator of the rock-cut shrines.
This inscription, found at Mandaga-
pattu in South Arcot, claims that this
king, who was celebrated as
‘Vichitra-chitta’ (‘one whose mind

was variegated and ingenious’), got

Dvarapala

Cave-temple dedicated to three deities Brahma, Vishnu and Iévara,
at Mandagapattu, excavated by king Vichitra-chitta Mahendra-varman

Dvarapala
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Ground Plan

Niches for 3 deities

Ardha-mandapa

Mukha-mandapa

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
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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

Vistu - Silpa - Kosha

built many shrines to Siva. In fact, he
bore another title Chettakari (‘builder

of temples’).

Numerous temples in and around
Kanchipuram, Pallavaram, Vallam,
Mamandir and Tirukkalukkunram
have been ascribed to him. The
original structure of the famous

Ekamranatha temple in Kafichipuram

B

W
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appears to have been commissioned

by him.

But it was his successor,
Narasimha-varman [ (630-668 A.D.)
who built the world-famous
monolithic shrines on the sea-shore
in Mamallapuram, near Madras. He
bore the title ‘Mamalla’ (‘the great-
fighter’), after which the township

was named. Each of these shrines

29

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 ‘rathas’

are distinguished,; ‘metrical’
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(chhando-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;

(vaha-maya),

and ‘transport’

Vastu - Silpa - Kosha

signifying the chariots used by kings

and warriors in the battle-field.

Rgveda used the word ratha in
all these four senses. The old Indian
texts of architecture take the
expression to mean any solid
construction for the habitation of
gods, fashioned by the celestial

mason Tvashtr; they rely on the
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Taittiriya-brahmana  statement

‘“Adamantine is ratha’’ (‘vajro vai

rathah’).

The ancient caste nomenclature
‘rathakara’ 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-
ordination of different professions.
The five monolithic shrines in
Mamallapuram were called ‘rathas’

in the sense of ‘divine habitations’

sculpted by men.

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

It is actually a shrine

Draupadi.

P
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dedicated to the Mother Goddess. It
is architecturally simple and
artistically elegant. It is a one-celled
shrine containing the icon of standing
Durga carved in relief. The cell on
raised a platform is approached by
a flight of three steps. The opening
‘door-

is flanked by stylized
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guardians’; the other sides have This represents a major shitt in
niches containing replicas of the icon the conception of a shrine. It is not

within the cell. any relic that is contained within the

T0rar.\a . door

Torana
L]

Vedika

[ Toraga

SANCHI-STUPA-PLAN
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cells, as it was in the stipa, 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-

Early bronze model of Stupa

cornered) are in a way continuations
of the stipa theme; but the suggestion
of a hut is unmistabkable. The four
toranas of the stipa occur here as
four doors, three of which are blind,

and the one facing the icon within
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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.

DRAUPADI-RATHA

The intent of the four gateways
to the stipa is not lost here. Further,
the sanctum which is an innovation

is a small one, admitting but one

Vastu - Silpa - Kosha

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 alone that constitutes
the real temple. Here is therefore the
basic shrine. The shrine named after
Dharmaraja, 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 surmounted by a pyramidal
and turrated vimana which provided
the model for all vimanas in the
temple of the Dravidian style. The

portico is open and pillared.

If these shrines are rather sparse

in sculptural details and mythological
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Rathas

representations, there are about ten
excavated rock-cut halls nearby
which are in the nature of pillared
assembly halls (mandapas) 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

Mammallapuram

also protrayed with his two consorts.
Sculptures include secular themes
and animal portraiture. These
mandapas are not in the nature of
shrines; art is of predominant interest

here, and they may be regarded as

sculpture galleries.

Ascribable almost to the same

period are the two excavated cave-
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DHARMARAIJA-RATHA

temples at Namakkal in Salem district
in Tamil Nadu bearing some
resemblance to the mandapas in
Mamallapuram in the matter of

sculptured panels. These, however,

are cave-shrines and are dedicated

to Vishnu. One of the caves is tyled

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




Vistu - Silpa - Kosha

37

GANESH-RATHA

Gunasila, who ruled from Tagadur
(present-day Dharmapuri) in Tamil
Nadu, around 750 A.D. Three of the
ten avataras of Vishnu (Vamana,
Narasimhha and Varaha) provide
themes for

some very fine

sculptures; and the narrative style
has  been employed. The
representations are vigorous, if also

somewhat 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 regins of the Chalukya
kinds, Kirtivarman I and Mangalisa,
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
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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.lll, is also the earliest
(about 578 A.D.), and was carved
at the instance of Kirtivarman I
(566-597). It is dedicated to Vishnu,
and we have here a majestic and
splendid sculpture in relief of
Trivikrama, and another imposing
relief statue of Vishnu seated on the
hooded serpent facing the corridor.
Caves I and II, dedicated to Siva,
bear an obvious impact of the last
cave in the Ajanta group. These
illustrate the

cave-temples

combination of sanctuary and shrine.

The structural stone-temples in

the Karpataka region are of great

Vastu - Silpa - Kosha

antiquity. Some of such temples in
Aihole (in Bijapur district) like the
Kontagudi and Lad-Khan temple
(before 500 A.D.), are earlier then
the cave-temples. The impressive
‘Durga’ temple on a raised platform
2.44 meters high in this small temple-
town (containing no less than 70
temples) was begun around 450 A.D.,
although it was completed 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,
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Dasavatara temple, Deogarh (Jhansi Dist) 5th cent
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probably under the patronage of the
Gupta kings. As a massive dome
surmounted by an ornamental
pinnacle (stapi), it became the
characteristic feature of the Indian
temple, permitting some stylistic and
regional variations. The relation of
the expression stapi for the pinnacle
of the formalized and pyramidal Spire
with Stapa 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.

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 Kadamba inscriptions

refer to many such temples in

Halmidi, Puligere, Halasi and
Malavalli. The Pranave$vara temple
at Talagunda was earlier than 450
A.D. and the Jina temple at Halasi
goes back to the days of the Kadamba
ruler Mrgesa-varman (about 455
A.D.). With the exception of the
temples at Gudimallam and Chejerla
in Andhra Pradesh, these temples
monumental

are the oldest

experiments in South India.

The ParaSuramesvara temple at
Gudimallam (near Renigunta in North
Arcot district) is said to be a work
of the second century 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

consider this interesting icon in some
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detail later on. Of greater

significance, however, is the
Kapotisvara 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 lincage
who ruled over parts of the present-
day Guntar 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-
sammbuddha-padanudhyata) that built
this shrine, which is modelled after
the oblong Buddhist 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 enthusiast of the stone-shrines
was a kinsman of the royal family of
Ananda-gotra lineage (as also of the
Vishnukundi kings), was inspired by
the Chejeral temple. It may be
noticed that rock-cut shrines (the so-
called Pandava rathas), especially the
ones named after Bhima and
definite

Sahadeva, bear a

resemblance to the Chejeral temple.

Within the kingdom of the
Chalukyas of Badami was
Pattadakallu (called Kisovolal in old
texts), now in the Badamim taluk of
Bijapur district in Karnataka. It was
an important township, especially
favoured by the Lakulisa-Pasupata
sect of the Saivas. Even the Greek

traveller Ptolemy (around 150 A.D.)
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mentions this town along with
Badami. There are about ten ancient
temples in this palce, 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 Réjasirhha
temple at Kanchipuram (about 700
A.D.); and it is likely that it inspired
the Kailasa temple at Ellora (built' by
fhe Rastrakata king Krishna I, 757
A.D., around an old cave-shine
dedicated to Siva). The earlier name
for the temple was after Lokesvara,
the Mahayana Buddhist 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

unprecedented, feature about the
Pattadakallu temple is that we have
an 1nscriptional mention of the
architect who actually built this
structure: ‘sfitradhari’ Anivarita-
gunda. For the first time in the history
of temple-building, the crattsmaster
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
pavalions, it became a complex
structure, but not forsaking the
dominant element of harmony. We
should turn to the Vijaye$vara (now
known as Sangames$vara) temple, if
we want to have an idea of how the
original temple would have looked
like without a porch. This latter

temple was an earlier one, having

been built by Vijayaditya (696-733
A.D.).
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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 canonical
characterizes this

proportions

temple, which was constructed

before 690 A.D. A narrow
circumambulatory passage, a
disproprtionately 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 Natardja
group. The sculptor’s name
(Baladevamanyya) is inscribed on

the panel near the left shoulder of

the main figure.

The temple complex of the
Chalukyas of Badami, scattered in
Badami, Aihole, Pattadakallu,
Kopana, Puligere and Vakkunda,
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 experiments in stylistic
variation. Here, perhaps, was the
origin of the classical trichotomous

classification of Indian temples into

Nagara, Dravida and Vesara.

While this classification is neither
neat nor absolute, it points to certain
trends of stylistic variation, especially
with regard to the sikhara treatment.
Texts like Vishnu-tilaka, Manasara,
Mukutagama, Silpa-ratna, Maya-

mata and Isana-siva-guru-paddhati,
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which deal with this classification,
give broad hints about their differing
features. There are texts (like Vishnu-
tantra, and Markandeya-samhita)
which group temples into nine types:
in addition to the above three, they
mention Sarvadesika, Kalinga, Varata
(the three regional styles recognized
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.

Both Silpa-ratna and Isana-siva-
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
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this refers, according to these texts,
to plinth of the temple (adhishthdna)
rather than to the shape of the
towering spire. Whatever the
stylistically 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 and
Kanyakumari. There is also a variant
description, denoting the Southern
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 or
cruciform in plan and its sikhara has

a vertical emphasis. The Dravida, on

the other hand, emphasizes the
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Nagara Vimana (Temple at Jagannatha Puri)

horizontal aspect; its sikhara is
octogonal or domical, or in the shape
of a valuted roof. Another
distinguishing feature of this type is
the tall and streyed towers on gate-
ways (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.

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
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textual incorporation of these types
must have followed the actual
construction of these temples. The
tendency to emphasize the element
of tower over the sanctum is
monumental and structural temples
which we see initiated in the
Pattadakallu complex found their
fulfilment in both North Indian and

South Indian temples. Two tine and

carly examples of the typical and
stylized South Indian Dravida
treatment of the tower are the Shore-
temple at Mamallapuram and
Kaliasanatha temple at Kanchipuram,
both built by the Pallava - ruler
Narasimhavarman II (also called
Rajasimha, about 680-720 A.D.). It
i1s probable that the Virtpaksha

temple at Pattadakallu was directly
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influenced by them. But stylistic
variations have been tried out here.
The Galaganatha temple has the tall
Sikhara with the amalaka motif,
which undoubtedly was the
forerunner of the typical spiral Nagara
type. Likewise, the Vi$veSvara
temple provided the model for the
characteristic Kalyana-Chalukya

tower.

The transition of the Nagara
idiom to the North is best illustrated
by the early, broad, squatty and low
vimana of the ParaSuramesvara
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
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Triumphal Arch, Gujarat

Muktesvaram temple, built about two
centuries later and the great Lingaraja
Temple around 1000 A.D. in the
same town. A variant idiom was
evolved in Central India, with
preference for pyramidal $ikhara

rising on an elevated masonry terrace,

as illustrated by about twenty temples
that are extant in Khajuraho (in
Bundelkhand, Madhya Pradesh) built
between 950 and 1050 A.D. These
temples also reveal a tendency to
integrate the several structural details
into a neatly packed mass. However,
sculptural enthusiasm dominates the

architectural skill here.

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 structural
monument, the image does not
depend upon such activities for it

continuance. It is true that the urge

for the expression of the image has
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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 enclosures; and the
administrative machinery in many
cases is elaborate and involved. But
the basic truth about the temple is

the image that people have, and this

centres 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 as a distinct
socio-religious institution began.
Early shrines were probably confined

to the icons. The custom of building
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the temple first and then preparing
an icon to be installed in it is a later
one. According to strict canonical
considerations, a temple must be
built for the icon, and not an icon got
ready efor the templel, 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 frame. They

did not aspire that their buildings
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Details of Sikhara

should last “‘till the sun and the
moon and stars cease shining’’, as
the later kings and chieftains
vaingloriously wanted. Early
constructions were not instruments
of vanity or eveﬁ 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 accommodate the
people that gather to participate in

the worship ritual. People gather to
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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 community (parartha). In the
former case the performers and the
participants are not different,
whereas in the latter the priests 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 are 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
inscriptiokns that reveal their
influence. Heliodorus (son of Dion),

the Indo-Greek ambassador who
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Nagara type of Vimana (Konarka temple)
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resided in the city of Taksha-sila
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
inscription in Brahmi characters on
this garuda-dhvaja, found in Besnagar
(the old Vidisa) 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, son of Shodasa,
who styled hjmself ‘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
pafica-viranam pratimah $aila-deva-

gri.....).

The five great ones constitute
the family of Vasudeva, the form of
Vishnu extolled in the Bhagavata cult:
Vasudeva, Samkarshana,
Pradyumna, Aniruddha, and Sarhba.
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 (Nagari
near Chittor in Rajasthan), which

speaks of a “‘stone temple-enclosure

with a garden dedicated to Narayana”
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meant for the worship of “‘the
unconquered heroes and lords of all,
Vasudeva and Samkarshana’
(anihatabhyam sarveSvarabhyam

Vasudeva-Sarmkarshanabhyam).

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 Alvafs, the Vaishnava saints of
the South, viz., the third and fourth
centuries A.D. Their Tamil songs
describe the majestic Vengadam icon

as free-standing and exposed 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 century
B.C. 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, however, no

mention of a temple having been

there 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 desires to build a temple for
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Vishnu, all the sins that he had
accumulated during all his previous
lives would disappear. Hayasirsha
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 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 performing two sacrifices

together,

‘Rajastuya’ and

o v
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‘Asvamedha’ ( Vishnudharmottara). It
was the new substitute for the
vanishing tradition of performance

of sacrifices.

The early Puranas had focussed
the religious attention of the country
on a few places which were regarded
as especially favrourite of the gods;
the divine presence was supposed to
be spontaneous and abundant there.
Their celebrity has continued till our
own day. Instances are Badari-vana,
Kedara-natha, Indra-dyumna
(Jagannatha-puri), Kasi (Banaras),
Prayaga, Somanatha, Simhadri,
Venkatachala (Tirumalai), Setu
(Rame$varam), Kafichipuram. Here
the icons were reputed to be ‘self-

manifest’ (svayar-vyakta), not made

by man; and therefore what remained

for man to do was to build temples
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over them. And the places themselves

were considered holy, and visits to

them were held especially

meritorious.

Pilgrimage, which still remains
one of the essential features of Indian
religions, was largely the contribution
of the Puranas. The essence of the
holy place was concretized in a
shrine, often containing the icon that
was réputed to be ‘self-manifest’.
Structural additions to such shrines,
like buildings to accommodate the
pilgrims, tanks to provide water to
them, free refectories to cater to
their needs, and other acts of charity

were deemed meritorious.

There are instances where whole
townships have grown out of shrines.
These are in scriptures called

‘independent’ (svatantra) shrines, in

contradistinction to the temples built
for the sake of a village or townshipl
(‘dependent’ or paratantra shrines).

This is how vast temple-
complexes evovled in hundreds of
‘sacred sites’ (kshetras), strewn all
over the country. But when places
which did not command such Puranic
prestige emerged into importance
owing to political or commercial
reasons, they also got sanctified by
kings or chieftains or influential
residents through the installation of
icons brought over from the ancient,
sacred sites which had been désertcd,

or which were not easily accessible

to people.

The conquering kings sometimes
carried away prestigious icons as

booty and got them set up in their

own capitals. Or, more frequently,
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replicas of icons from the
accreditedly sacred sites were got
made and installed. There are, for
instance, hundreds of Kasi-
Visvanatha temples in the country
today, and hundreds of Kedare$vara
shrines; Venkate$vara shrines have
sprung up in large numbers after the

orginal shrine at Tirumalai.

CRAFTSMEN

Thus, not only architects but

sculptors got busy during the middle

ages. And to fulfil the new need,
several texts prescribing the norms,
styles, methods and measurements
of the temples and icons came to be
written. Craft-guilds were organized,
and kings and chieftains undertook
to be patrons of artists and craftsmen

connected with temple building.

Craftsmen’s organization was in
terms of four classes of skilled
workers: the designing architect
(sthapati), the surveyor

sculptor

(sutragrahin), the
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(takshaka), and the builder
(vardhaki). The architect directed
and co-ordinated the activities of
others; he was in general required
to have an expert acquaintance with
the canonical norms. The suveyor
was hierarchically next to the
architect: his special area of work
concerned with proportions, vertical

and horzontal (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
canonical

acquainted with

prescriptions and descriptions

concerning icons and sculptural

ornamentation; and his creativity

was not only acknowledged but

praised.

The builder put the peieces, cut
and worked with the sculptor, and
attended to the temple coming up
(the term vardhaki ‘an

His

means
increaser’). professional
affiliation was with the carpenter’s
craft. 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 supervised by
the (director or manager) sthapaka
and 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.
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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
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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 bhoga); and in

olden days pilgrims were also fed as
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a routine in the temple. The temple
had also to provide place for
assemblies of devotees .and their

socio-religious performances.

All this meant not only an
increase in the staff of the temple
and a more elaborate 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 (ranga-mandapa),
(Sri-

treasury and store-house

bhandara), the chamber for the
performance of daily and occasional
sacrifices (yaga-s$ala), dining hall
(Siva—kﬁt_a in Saivite temples and
Ramanuja-ktata in Vaishnavite

temples in the South, bhoga-mandapa

in the North), marriage-hall (kalyana-

mandapa), the rooms where the

festival-vehicles were kept (vahana-
mandapa), and the temple-tank
(kalyani or teppa-kolam in the

South).

And in addition to the main icon
in the sanctum, several other icons
in the nature of consorts (Amman or
Devi), attendants (parivara), and
companions (par$va) had to be
provided with separate chambers,
cells or at least niches in canonically
fixed positions. The temple thus
became increasingly complex both
architecturally and administratively.
Especially the temples that came to
be favoured by royal patronages got
unnecessary and superfluous halls as
votive gifts and pavilions added
periodically as a ritual. The structure
thus tended to grow out of all

proportion to the function.
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But the added structure does not
add to the shrine value. The real
temple 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 the sanctum 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 pillars,
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.
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Besides preventing the ill-effects of
weathering, the dark interior added
to the mystery of the divine presence
in the sanctum represented by an
empty low platform (vedi, probably
with a mystic diagram called
mandala), a copper vessel placed on
a seat (kurhbha), a sacrificial fireplace

(kunda) or a sculpted icon (birhba).

Although it is usual to find the
sanctum built in stone, constructions
in brick are not rare. Vishnu-tilaka
méntions 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

i1s said to be the worst.

The sanctum is technically known
as the ‘garbha-grha’ (‘the womb-

house’) and ‘Deul’ (in the North). It
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1s insisted that this part of the temple
must be constructed first, and before
the construction a significant
ceremony known as ‘impregnating’
(garbhadhana or garbha-nyasa)
should be performed. This ritual
involves letting into the earth a
ceremonial copper pot, containing
nine precious stones, several metals

and minerals, herbs and soils,

symbolising creating and prosperity.

The building which contains this
‘womb’ is said to prosper, and not
the one which lacks it (Siddhanta-
$ekhara). After the completion of
this ritual, a stone slab (ddhara-$ila)
i1s placed over the spot where the
copper pot has been buried. This
stone slab will be the foundation for

the installation of the icon. The

copper-pot symbolises the womb,
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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-samucchaya
and I$ana-$iva-guru-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 (adhishtana) for
the tower that rises above the

sanctum.

This super-structure known as
‘vinana’ or ‘Sikhara’ 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
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Archana-navanita. The first variety
is where the divinity is self-manifest
(svayarn-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 the last is where the

shrine 1s man-made (manusha).
While the first four kinds of places
are holy by themselves, the last
variety needs to be sanctified by
special effort. The background belief
was that the entire area which the

vimana overlooked was rendered
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holy. Thus the vimana construction The early temples were
was a means of sanctifying the understandably flat-roofed. The

otherwise ordinary place. Gupta temples in the North belonging
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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 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 tendency for the
roof to be vaulted or dome-shaped,
probably in order to reproduce the
shape of the cave-shrines or in
imitation of the stipa-form. The
mean mud-shrines in the villages
even today are surmounted by a
mound of earth, as in the primitive

funerary monument. In course of

time, the tendency resulted in the

pyramidal or curvilinear tform. This
was regarded as the part of the
temple that gave 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
parabolic in

towers became

character.

Legends 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
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appear like mountain ranges. The
vimana of the Lingardja 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 S$ikhara). Although
the same connotation obtained in the
South, it has b.ecome more usual to
confine the expression to the

superstructure above the sanctum.

The North Indian vimana is
crowned by a large circular (wheel-
shaped) capstone block known as

amalaka, after the common fruit

emblic myrobelan; while its South

Indian counterpart ends in a cupola
(srnga) 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 pedestal (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 kalasa (the finial). And
on top of the finial will be seen the
‘weapon’ (@yudha) of the deity, a

trident Itristla) or a discus (chakra).

In South India, there was
emphasis on the vimana in the earlier

phase of temple architecture. For
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instance, the vimana of the
Rajarajisvara (or the so called
Brihadisvara) temple at Tanjavar in
Tamil 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 great
beauty’’. But the tendency was in
favour of shorter vimanas. For
example, the vimana of the temple
at Gangaikonda-chola-puram (built

by Rajendra-Chola in 1025 A.D.)

was already only 46 metres high.

Subsequent vimanas are less
emphasized in their height, in
comparison with the tower over the
the gateway (dvara-gopura). But the
sanctity of the vimana was not
affected by the diminished height.
While sculpture on the gateway-

tower could contain secular and
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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 verily 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
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sixteen, but the prevailing style is
devoid of such differentiation into

storeys.

It rises directly above the
sanctum, with the flat roof of the
sanctum (bhumika or kapota) as its
base (adhishthana). Sometimes,
however, it encompasses the area
covered by the circumambulatory
path round the sanctum as well as
the rectangular porch imrr\:ediately in
front of the sanctum. Its mass rests
on a squarc' base, called ‘support’
(adhishthana or pitha), and rises
through stylized treatment of dormer-
windows in several tiers to a dome-

shaped tower ($ikhara) surmounted

by a cupola (Srnga or stipi).

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)
became 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 §3la) is a pillared hall, allowing
the devotees to stand and watch the

worship rituals as they are conducted

inside the sanctum.

When the temple became popular
and the participants increased in
number, there was need for an
additional hall of considerable
dimensions (nava-ranga or maha-
mandapa) to accommodate large
assemblies. In such an event, the

porch became merely a ‘vestibule’
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(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 Venkatesvara 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 the sanctum and the
halls as well as the tanks and garden
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 provide for

as many as thirty-two such concentric

and enclosing walls, but recommend

not more than five or seven, although
the need to have more than one was
rarely felt. The Ranganatha temple at
Srirangam in Tamil Nadu has seven
enclosing walls, encompassing almost

the entire township.

Where there are multiple walls,
the one nearest to the sanctum is
styled as ‘the inner enclosure’
(antarmandapa) and the outermost
as ‘the limiting lines” (maryadahara).
In the South Indian temples the
prakaras are not merely boundary
walls; they accommodate 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.
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Although the texts describe 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 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 a
Vaikhanasagama, Maya-mata and
Isana-siva-guru-paddhati mention the
gateway- tower, but do not consider

it as important. One of the earliest

towers that can be regarded as

impressive is on the gateway to the
Avani-Kandarpesvara temple in
Kilaiyar (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 i_n Madhurai, Tirunelveli,
Chidarhbaram, Kumbhakonam and
Tiruvanaikkaval (near Srirar‘lgam).
They are multi-storeyed pyramids,
oblong in plan, rising tier upon tier,
tapering till the wagon-roof (sikhara)
with fans (ndsi) on either end
representing mythical heads
(kirtimukha) calls a halt. The really
tall gopura may reach to the height
of about 200 feet. The entire mass,

built of brick and mortar, is filled

with stucco figures and decorations.
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Despite its immensity and 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 prominently

in the North Indian temples. And
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many temple-complexes, as for
instance at Khajuraho, are devoid

even of the enclosing walls.

The sanctum, which is the most
important structural detail, is closely
associated with ‘the dispensing seat’

(bali-pitha) which is installed in front
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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 base, cornices, wall-surface and

the top-lotus.

Actually there will be several
‘seats’ of this nature, installed in
various ritualistically determined
positions inside the enclosure and
outside the sanctum. However; the
one in front of the sanctum is the
‘chief seat’ (pradhana-pitha), and it

1s on this that the sculptor spends his




skill. The purpose of these seats is
to offer food to the attendant 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.

SYMBOLISM

The Upanishads speak of the
“‘inverted tree’’, a$vattha, with roots
hidden above and branches spreading

below (Katha, 2, 3,1). The tree is an

ancient analogue of life here and
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beyond. We find references to it in
the Rgveda 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 worshipped as
divinities, and trees have played an

important role in our economy.

The two trends in the growth of
the tree, the transactional upward
downward,

and the spiritual

emphasize the principle of
complementareity in human life. The
Indian temple has not only been
associated with trees, but it is in fact
a representation of the life-tree. It
pictures  the  principle of
complementareity. The sanctum is a

model of the normal tree with roots

below and branches above; and the
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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 constructred, the
ritual of ‘impregnation’ (or
‘depositing womb’, garbha-nyasa) is
gone through. The ‘womb’ that is
deposited in an underground chamber
is a consecreted copper-pot
containing the essential ingredients
of growth and prosperity. It

represents the roots 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
‘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
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that the shape of the sanctum must
be a square, with its opening normally

facing the East.

The spot 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 branches
alround. The roof resting over the
walls is technically called the ‘row of
doves’ (kapota-pali or simply
kapota), after the birds that perch on

tree-tops. The sanctum is thus a neat

model of the growing tree.

The early stanctum 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

cannotations: ‘‘that which is without
(vi) comparison (mana, upama)’,
and ‘‘that which brings about
(vimayate) fruits’’. The latter
connotation, according to the Vedic
commentator Sayana, refers to the
Firegod, Agni, who bestows benefits
on the performers of sacrifices. The

tower over the sanctum is thus a

physical representation of Fire.

It is interesting that the
toundation 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 (akasa). The
sanctum is thus a constellation of the
five elements that are basic to the

entire universe. And Fire being the

active element that fuses the others,
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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’ (brahma-randhra-
sila). 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. If the icon

is Siva, bulls are shown; if Sakti

lions; if Vishnu the sacred eagles

(garuda) and if Subramanya

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) 1is

introduced. And on the ‘neck’ rests
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the dome of the tower. The term

vimana refers to the structure
between the top-slab (upana) and
the finial (stapi). 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 once 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 65
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 projected beyond the roof.
Whatever the later form the tower
took, the basic image of the cone or
spire or pyramid persisted. The
branches of the inverted tree
spreading alround is the vision in the

background.

Above the vimana rests the ‘vase’
(kalasa), representing the roots of
the inverted tree. Texts mention that
the original kalasa was born as one
of the fourteen percious gems that
came out of the milky ocean when
it was churned; and they suggest that
it symbolizes blessing (Prasada-
mandana). The old name for this unit

was ‘‘kama-kurmbha’ or “‘the pitcher

of desire” .
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In the architectural development
of the Indian temples this feature
arrived late, and its arrival appears
to be subsequent to the canonical
tests. And the early kalasas were
probably only stone 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
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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 masony of the tower,
‘fhe egg’ (anda) or the belly, ‘the
neck’ (griva), ‘the lotus-band’
(padma-pattika), ‘the rim’ (karnika),
and the ‘bud’ (bijapura). The shape
of this unit could resemble the bell,
the flower-bud, the lamp, coconut,
altar or pot. The significance of all
these shapes is that is symbolizes the

potentialities of life.

The ritual of installing the metal
vase over the brick and mortar bociy
of the tower is an interesting one.
The vase is not bound to the tower

by any packing material like mortar
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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)

(J'!

KAMA-KUMBHA
(Kalasa over the Vimana)

1. Bijapara (bud) 2. Karnika (rim)
3. Padma-pattika (lotus-band)
4. Griva (neck) 5. Andaka (belly)
6. Pada-grahi (foot-hold)

are introduced. It is sealed above the
body of the kalasa before the ‘bud’

rises.

The body has five limbs: the
‘seat’ (pitha) in the form of a lotus
flower whose petals open out
completely: the ‘neck’ on which the
bulging out ‘pot’ (kumbha), 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
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MUKULAGRA
MUKULA
VEDIKA
NALA
KUMBHA
KANTHA
DALA

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 filled with

ghee. The procedure of introducing
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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-

paripriccha and Diparnava.

The entire structure of the kalasa
thus represents the roots of the
inverted tree. It bears a
correspondence with the ‘womb’
under the sanctum. Both are roots,
the latter having 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 into the icon, and

materializes into the sanctum. In its



90

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 summit of the

finial.

Man’s approach is one of ascent
of matter towards the spirit. But it
becomes meaningful only if there is
a complementary 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
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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
over the roof (brahma-randhra-$ila)
is the top the head, representing the
esoteric passage known as brahma-
randhra. The hollow tube in the vase
is the external projection of the main
channel in the human constitution,
the sushumnéd-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
constellation of the human and the

divine currents;, matter moves up

and the spirit flows down. The
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devotee that stands in front of the
icon is expected to partake of this
transaction. The emanations that
proceed from the icon must be picked
up by the faith in his heart. Devotion
is the transformer. The rituals
conducted within the shrine involve
these idea, and attempt to facilitate
transoformation along the horizontal
axis of icon-devotee. The devotee
represents active 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 in the
‘unmanifest’” emanation of the

Absolute. The reference is to man

that is involved in the world of
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ignorance, passion, desire and
activity. Man’s roots are hidden in
the abstract, ‘thousand petalled lotus’
(sahasrara), a center just above the
head, outside the physical frame. He
spreads out into the world and moves
away from his roots. He is therefore

distressed.

The task betfore 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, in the normal 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 fimal (above
the vimana) is pictured as a lotus
with petals that droop and spread
out, and the level above the ‘brim’
has a flower the petals of which turn
up and close in. The sculptured
motifs of lotus flowers with petals
positioned thus 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 ‘kumbha-
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 up. The divine
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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 of
many canonical texts like Sri-prasna,
Vishnu-tantra, S'Hpa—ratna,
Vatulagama and Aparajita-$ilpa. 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 (sikha), 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.
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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 canonical texts drive at. Some
texts (e.g. Parames$vara-sambhita)
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’.

BODY-TEMPLE

A more interesting thought is the
projection of the temple architecture
in terms of human constitution. The

saying that *‘the human body is said
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to be the temple and soul the icon”
G AT Wikh: Sl d9: HATEE: || is
found in many texts. The architectural
terms used in all the texts are the

names of parts of the human body:
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‘feet’ (pada), ‘knee’ (janu), ‘thighs’
(jangha), ‘belly’ (kukshi), ‘neck’
(griva), ‘shoulders’ (kandhara),
‘nose’ (nasika), ‘face’ (mukha),

‘head” (Sirsha) and so on.

As a temple is laid out, it is said
to picture a man lying down. His feet
connote the entrace-tower, his genital
organ the flag-staff (dhvaja-starmbha),
his belly the assembly-hall (ranga-

mandapa), his heart ‘the porch’

(antarala or Sukanasi), his head the
sanctum, and the brow-meet the seat
of 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
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the eyebrows is the seat of the icon.
The icon is located in the 3jiid 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.

Further 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 (Vishnu-tilaka,

Manasara).

It is on this seat that the food-

offerings to the attendant divinities
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and the guardian goblins are placed,
after the main food offering to the
icon in the sanctum has been
completed. There will be, as already
mentioned, 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 granite,
but it i1s also built in bricks and
mortar. There is a provision also for
metal ones and When the altar is
wooden it is recommend to be
sheets

covered by  metal

(Karanagama). Texts like Sﬂpawrama
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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 sizes and shapes, altars are
classified into several types such as
$ri-bandha, Padma-bandha, Sri-

bhadra, Sarvato-bhadra and so on.

Its development and
incorporation into the Indian temple
architecture are hard to delineate.
Perhaps, it is a remnant of the Vedic
yipa, and in many temples we do
final 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 stylistically sculptured.

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 contain details of offerings
which include flesh mixed with
turmeric powder. Whatever the
origin, this seat is ritualistically very
significant. In fact, the area of the
real temple reached only to those
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 clearly 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
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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-samhita). Indeed the
shapes of the two closely resemble
each other, with the difference that
the altar is crowned by a flat lotus
motif while the tower ends in a
round kalasa surmounted by a spike
(stap1). 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
i1s along the horizontal axis of
consciousness; it represents the
the active

meeting place of

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 1s considered the center
or hub of man’s physical existence.
Before the devotee enters the porch
in front of the sanctum, he has
ceremonially to go round the
which act

"dispensing seat’,

symbolizes centering himself
adequately. It should prepare him to

receive the emanations from the icon.

The flag-staff (dhvaja-starnbha)
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
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position. The custom of erecting 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 tenmples, it

is a 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
falg-staff was not necesarily intended
as a permanent structure. Putting it

up marked the commencement of

occasional festivals in the temple.
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However, in course of time the
permanently fixed flag-staff became
a common 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
three horizontal

have perches

(symbolising righteousness,
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.
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When the flag-staff became a
permanent detail in the temple, the
commencement of festivals began to
be signalized by ceremonially hoisting
a flag on it (mastraka). Normally,
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).

Hayasirsha-samhita, a
Paficharatra text, which insists that a
building (prasada) without a flag
would be in vain, 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-sarvsva, describes the purpose
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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

1s 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, richy decorated and
elaborately installed, would mean a

rich and prosperous temple

commanding royal patronage; it is a
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sign of pomp and pride. God is the
greatest of kings and the temple is

His palace.

A text mentions that when the
flag 1s 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 o£ erecting tall Yama-dipas
on occasioﬁs to provide satisfaction
for the departed ancestors and to
illumine their path towards our realm.
The flag-post is also magical in its
significance. The texts assign Siva to
the bottom 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
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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 1is

physically expressed as erection, and

the Sanskrit expression is frequently

employed in this context), pride,
arrogance and will. Whatever raises
rﬁan to a higher level of
understandinhg and activity is 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 devoteé’s desire and
will. When the devotee sights the

banner and bows to it, he resolves

to rise higher.

The Indian temple is thus a
constellation 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 provided
us with all the details of

measurements and parts of the

temple, and prescribe the rites of
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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 heart. It is the dull-

witted one that seeks God in an icon.
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Those who have higher understanding

see God in everything.”
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CHAPTER TWO
THE ARCHA TRADITION

Archana (‘puja’, ‘saparya’,
‘seva’ or ‘aradhana’) means worship
of an icon (more specifically
‘pratimarchana’ or ‘bimba-pnja’). It
is of two major varieties: worship
done at home (grharchana), and
worship done in a temple
(alayarchana). The scriptural
prescriptions for the two differ
considerably, the former being
described as ‘worship for ones own
benefit or for the benefit of ones own
immediate family’ (atmarchana)
while the latter is ‘worship for the
sake of others’ (pararchana). The
latter is naturally more
institutionalized than the former, and
the procedure in the latter case is

more or less standardized.

The most evident difference
between the two varieties of worship
1s in the size of the icons worshipped
at home and in the temples. There
is a prohibition for worshipping at
home of icons which are bigger than
ten (or fifteen) angulas
(‘matrangula’), according to Kapila-
paincharatra and  Hayagriva-

pancharatra

WETHAYHION a9 99 qTEe |
Te g Wit qeen AIfeRr g SereE o)

This restriction is not
applicable to icons in the temple.
Worship at home is also simpler and
shorter than worship in a temple; it

has fewer details, and does not

require periodic festive observances
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(naimittika-utsavas) or the daily

procession in connection with food-

offering (bali-yatra).
Worship in a temple

(devayatana), which is public in

character, is again distinguished from
worship in a monastic establishment
(gurvayatana), which is both public
and private. The latter is an extension
of the household worship, but it is

meant for a larger audience. The
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temple, being a public institution, is
open to all classes of people,
regardless of sect, creed or caste.
But in a monastic institution,
admittance is restricted to people

who owe allegiance to a particular

sect or caste.
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Worship in a temple involves
an elaborate ritual, and it is repeated
several times during the course of
the day. It is usual for most temples
for arranging worship three times a
day (called ‘trikala-puja’): morning
(pratah), noon (madhyandina) and
eventide (sayam). There are temples
where the worship is conducted six
times a day (‘shatkala-pgja’), viz. in
addition to the above, early dawn
(pratyasham, about 5 a.m.), pre-
noon (upa-sandhi, about 9 a.m.),
and late in the night (ardha-yama,
about 10 p.m.). The texts of the
Pancharatra school prescribe worship

as many as twelve times.

The worship sequence involves
numerous details (called upacharas).
(like Tantra-sara,

Some texts

Siddha-yamala) gives as many as
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sixty-four of them; some others
content themselves with eighteen or
sixteen. The sixteen-detailed worship
(shodasopachara) is more frequently
resorted to: water for the feet

(padya), water of offering (arghya),

water for sipping (achamana), bath
(snana), offering of garments and
ornaments (vasana-bhushane),

presenting fragrant unguents
(gandha), offering flowers (pushpa),

burning incense (dhupa), waving
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Naga-pafcharati

Matsya-arati
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light in front of the icon (dipa),
presenting food (naivedya), water
for cleaning the mouth and sipping
(punar-achamana), presenting post-
prandial delicacy (tambaula), worship
by invoking names (archana), singing
hymns and laudatory verses (stotra),
oblations (tarpana) and prostrations
(namaskriya). Tantra-sara insists that
worship must involve at least five
details (pafchopachara); unguents
(gandha), flowers (pushpa), incense
(dhupa), light (dipa) and food-

offering (naivedya).

In household worship, the
sequence of five details would take
the form of inviting the deity
(avahana), seating (sthapana),
materializing the presence (sannidhi-
karana), worship (with the above
five details) and dismissal of the

deity after worship (visarjana).
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Kuarmarati

In Rauravagama (3,p.133) four

varieties of worship are mentioned:
T a1 BfagaT e |
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Nagarati

(1) The sequences from
beginning till the offering of lights
(dipanta); this will help obtaining
release from worldly bondage; (2)
till the offering of fire-oblations

(havishyanta), for worldly enjoyment;
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(3)till  the wutsava sequence
(utsavanta), for acquiring wealth; and
(4) till the sequence where dance is
presented (natananta), for happiness.
Karanagama (purva, 30,408) speaks
of three kinds of worship, (1) till the
lights (dipanta), called ‘archana’; (2)
till the offering of food (naivedyanta),
called ‘pQjana’; and (3) till the food-

distribution for the attendant-

divinities (balyanta), called ‘santika’.

The same text gives another triad of
worship: (1) homanta called ‘vijaya’,
(2) utsavanta called ‘santika’, and
(3) stotranta called ‘paushtika’ which
is of midling merit (madhyama-traya)
compared with the previously

mentioned triad (kanyasa-traya).

The deity as the icon in a temple
is permanently ‘alive’ and ‘present’,

and therefore the details of inviting,
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seating, materialising the presence
and dismissal become irrelevant and

unnecessary.

Among the details of worship,
offering water for honouring is
intended to delight the god (deva),
unguents like sandal-paste to delight
the creator (brahma), flowers to
secure growth (vrddhi-prada),
burning incense to delight the cosmic
fire (vai$vanara), placing light in front

of the deity to delight the divinity

presiding over ritualistic action

(karma), waving light (arati) to secure
victory (jaya), offering food to secure
abundance (sarmhrddhi), and

presentation of tambila to secure

prosperity ($ri).

Daily worship rituals are
collectivefy known as ‘karma’, as
distinguished from processions
(utsava), food-offering (bali), or
ceremonial bath in a tank (tirtha). It
is a custom in many temples to use
different icons for different purposes.

The icon employed in daily worship
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Dhaparati

1s the permanent and immovable one
(mula-kautuka) and the smaller
replica of it in metal is known as

‘karmarcha’.

WORSHIP IN TEMPLE

Three are said to be the factors
that contribute to the presence of

divinity in a shrine;

FFE qUENTG AT I |
i famamn <9 anfasrg=sid |

The first refers to the
personality and character of the priest
who is entrusted with the
responsibility of worship. The priest
mediates between Godhead and the
devotees who visit the shrines. His

austerity and superior conduct make
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him an effective medium through
which divine grace may flow. The
second factor is the manner in which
worship is conducted. If worship is
in perfect in accord with the Agamic
prescriptions, with all the details
meticulously attended to, it facilitates
the presence of Godhead in the deity
.Worshipped. And the third factor
pertains to the beauty of the icon in
which divinity is an important
consideration for attracting the
devotee’s attention and for facilitating
his absorption. Manasara (51,70) tells
us that the beauty of the icon is
determined by the fidelity with which
the Silpa-$astra canons of proportions

are followed by the sculptor.
ITEAET A W | W A4 | R

The agama texts deal with all

three factors that facilitate the
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expression of divinity in a shrine,
especially with the second factor,
viz. the correct, and therefore the
effective, worship that must be
accorded to the deity. The
expression, ‘vigraha' for the deity
signifies that the icon is being
especially treafed (viseshena grhyate
iti). The icon is not mistaken for the
Godhead; the texts make it clear that
it is only a device which enables one
to approach Godhead properly
(‘alamhbanasya pradhanyena dhyanam
pratikopastih’), and hence it is also
called ‘pratima’, a symbol. The
worship rituals explicate the

symbolism for the discerning devotee.

Worship itself is symbolic.

Godhead is formless and subtle,

beyond our apprehension. But out of

its will, it will manifest with a form
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before the devotee, when properly
worshipped. The simile of claritied
butter in milk, oil in the sesamum
seeds, scent in flowers or fire in
wood is given; by churning, butter is
got: by pressing, oil comes out: by
squeezing, scent is got: and by
| friction, fire comes out. We read in

Marichi-samhita:

FTY STegsaatad koot

forspeatmenm Tae w@HeEeuT
el wafd ||

Daily worship (nityarchand) in
Agama is tantamount to the rituals
known as nitya-karmas in
Mimamsaka circles, rituals which are
obligatory and invariant. It is

éu]ogized in Ajitagama (kriya, 20,1)

as superior to the nitya-rituals

in the shape of yanjias enjoined

on the householders (‘sarva-
yajiiottamottamam’); as capable of
warding oft all sins, even as the
yanjiias are believed to do(‘sarva-
papa haram’); and accomplish all
purposes (‘sarvasiddhi-pradam
nrnam); and accomplish all purposes
(‘sarva-siddhi-pradam nrnam’).
Karanagama (1,30, 1-2) point out
that daily worship in a temple
would be competent to procure all
the rewards that are said to follow

the performance of yajfias (‘sarva-

yajhia-phala-pradam’).

Suprabhedigama (1,8, 1-2)
adds that daily worship would also
contribute to the happiness of all
people, to their prosperity and to the
overcoming of all obstructions: it will
make for the glory of the king and

of the country;
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E DGR CED IR MCIECICIDE
gayuE foed waarRgEEeEd |
sfige HafaeTs=d U UgfaaEg i)

Worship takes two forms:
worship in the household for ones
own sake (atmartha, svartha), and

worship in the temple for the sake

of others, viz., the public (parartha)

Vastu - Silpa - Kosha

semd @ wd = a9e fZfag o)

(Ajitagama, kriya, 20,2)

e = v = o v
(Karanagama, 1,30,2)

The distinction between the two
forms made in the agama texts relates
to the persons who are eligible to
perform them. In the former case,
the householder worships the
moveable icon (or linga) given to
him by his guru (who accords him
the necessary initiation) in his own
house, keeping it on a platform: or
he worships the image belonging to
the temporary variety (kshanika,
made for the purpose each day by
butter, flour-dough, jaggery, clay or
cowdung), or worships the deity in
the yantra or in the kalasa filled with

water; or he contemplates upon the

deity in his own heart; or he may
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worship the deity in painting or on el a1 foqmmn a1 Aved famersy a1

screen: T2 91 ged T1SY YAeeATd e ||

(Ajitagama, kriya, 20, 3-4) '
7d 9 e forw wufree e |
gfiT Aved aEsETemdTST WA || Worship of the other type

(Karanagama, 1,30.3) (viz.parartha) is required to be

performed always by the professional
ifat e o W forw oo | priest in a public place (such as
TETeaTl T 1= &fvTeh TATuee sy 4l temple). The Saivigamas refer to
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such priests whosce profession is to
worship as Siva-brahmanas or adi
saivas: they descend from ancestors

who were created by God himself

for this purpose. Vaikhanasiagamas

make a similar claim for the
Vaikhanasa priests in Vishnu
temples. The Pancharatrins too are
protessional priests who claim special
cligibility to worship in a temple. We

rcad for instance in Kamikagama

(1,4, 6 7). that worship by those
other than these chosen priests would

spell ruin to the land and the people:

queFsH Fr frafadeg fem
Tt Fead Fregmfedar fesam: 1)

HA q ENIHEIEY SR |
e famr & g S sEon gEm )

d W T 49 g ekt |
Ife AR FAle, T TER AWE ||

Begur Nagésvarasvami temple,

s
o e
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The professional priests are entitled
to undertake both forms of worship
(svartha or atmartha and parartha),
while others can only worship in the

housechold:

frafersor sdemrems 9wy |
ey sEida = difern |
AT FATE FAN wodw ||

(Amsumadagama, 3-4)

Worship for the public is
conducted in temples erected by
sages, Kings, chieftains or the people,
especially in temples for which
provision has been muade to defray
the expenses of worship as well as
the expenditure on maintenance; The
professional  priests enjoy the

financial and other benefits in return

for the services rendered:

@ Fa I fohad FeEEA |
Feaudfafd SRAR=Y weeEa: |l
(Ajitagama, kriya, 20, 6-7)

Marichi’s Ananda-samhita
(1,35) mentions that worship is
three-fold; bodily, verbal and mental.
Bodily worship is again two-fold:

without an icon and with an icon.

ae Ty ey Bfay qun
aE arferes g w5l arfy adq 99 )
ifieh fafae wipmgd = wds s ()

(1,34-35)

Mental worship i~
contemplating in seclusion upon
Godhead either in ones own heart or
in the solar orb, or upon the form of
Vishnu (archa). Verbal worship is

articulation of Vedic hymns which

eulogize Godhead. Bodily worship is

performance of sacrifices or offering
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several services to an icon. In the
Krta-age, mental worship was
regarded .as best, while in the Treta-
age performance of sacrifices. In the
Dvapara-age, iconic worship was
meritorious, but in the Kali-age (viz.

the present age) thinking of Godhead

is the best:

Fd g HHE 48 FAE A W |
gTR it = el fomaagaay ||
(2,%¢)

The commentary on the text
explains that all that is mentioned till
now pertains to the household
worship or svartha (or atmartha)
mode of worship [‘sv.értham
grharchanam proktam’). The text

continues that what is indicated in all

the ages is worship with five factors

(recitation of mantras, ritualistic acts,
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materials for the wvarious services,
meditation and emotional
involvement or devotion), and thirty-
two services closing with the
obligatory fire-oblations and
explations. This is known as worship
in a shrine (or parartha) and is meant

to contribute prosperity for all people.

=Sy g g g g
AR AT Z A AR T 25 ||

AerEmEa =9 JrEfmframray |
Fequate Wk G Eer ||

(1, 49-50)

Kasyapiya-jnana-kanda (TTD,
Tirupati, 1960) specifies that worship
in a temple is called ‘vimanarchana’,
and that it is meritorious, public,
long-standing and condusive of

results of all sacrifices:
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Although Agama concerns itself
principally with the worship done in
the temple, it lays emphasis on
household worship, for even the
professional priest must finish his
customary worship at home before
he arrives at the temple. Worship in
the temple cannot be a substitute for
household worship either for the
priest or for the lay devotee. One
may choose to go or not to go to the
temple, and there are conditions
which preclude the priest from
entering the sanctum and worship
the deity. But household worship is
obligatory; it must not under any

circumstance be given up.

Kasyapiya-jiana-kanda,
(Tirumala Tirupati Devasthanams,
Tirupati, 1960) which extols worship
in a temple as tantamount to Vedic

sacrifices (‘tasmad alaye vidhina
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vishnor nityarchanam anahitagninam
agnihotra-samam yasmad etach
chagnihotra-phalam dadati’, 2, p.s.),
nevertheless insists that every home
must have a place for worship, and
worshipping the gods there thrice,

two times or at least once a day will

make for all prosperity:

... Tra fgrremearet ansseEe |
ud I Ui TR GYeId g |

If one does not carry out this
household worship, it would for him
be suicidal; and his house, where no
worship 1s conducted, i1s like a
crematorium, and respectable folk

must not enter such a house;:

FAT AT A | fasgeiaEE
J3vn afedgad: auy |
AfgugEs yEvE ||

Rashtrakiita panel
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The temple 1s distinguished
from a household shrine not only in
its structure and organization but
also in rituals and forms of worship.
The ‘Agamas’ lay down procedural
details for worship in a temple, while
worship in the household shrine is
largely ruled by family traditions and

customs.

Worship in the household
shrine is by necessity a simple ritual,
of comparatively short duration,
conducted mostly but once a day (in
the morning at no fixed time).
Generally, the head of the family or
some older member of the household
would attend to it: and he does it not
only for himself but on behalf of all
the members of the household. Actual
participation in the worship,

however, is not obligatory for the

other members. Even when the ritual

[

tends to be claborate. there would
be little of ostentation and less of
formality. This worship 1s donce
according to ones convenience and

ability. Suprabheda (kriya, 8.10) says

sAreaTe ERITEEH, AATEEAT: 1|

Worship in a temple is
characteristically elaborate, and is
conducted three, five or six times
during twenty-four hours. In many of
the more famous temples, worship
rituals are almost continuous during
the day and stretch far into the night.
And the ritual sequences are meant
to attract and impress crowds of
devotees. The priests who officiate
in temples carry out the worship not
for their own sake but for the sake

of the public, the state and for the

welfare of all humanity (so at least

the scriptures say).
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Trimurti (Elephanta)

This worship when it concludes
with havis (fire-oblations) is called
‘suddha’; when it goes as far as
nityotsava, it is ‘misra’ and when it
extends to suddha-nrtta (dance) it is
‘sankirna’. Ajitagama (20, 19-2) lays

down:

TIAHENTEERY a1 O9 fRad 59 |
a1 o g wgpdia wehior fasiea: ||

Worship in the household
shrine is largely guided by family
traditions and customs rather than
by set rules, although there tends to
be some uniformity in the rituals
owing to belongingness to religious

groups.

But the worship-manuals

knowns as ‘agamas’ describe
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procedural details for worship in a
temple both elaborately and with
precision. They have done so
consistently and for so long that
worship in the temples has acquired
considerable uniformity despite
sectarian affiliations (like Saiva,

Vaishnava, and Sakta).

While it is true that temples in

the South differ from the temples in

the North both with regard to their
structures and to their ritual details,
closer inquiry would reveal that these
differences are more apparent than
real, more superficial than deep. It
may appear at first glance that the
hold of the ‘agamas’ is stronger in
South Indian temples than in their
North Indian counterparts, but among
the more celebrated temples in the

North (like Varanasi, Dvaraka, Puri-




Jagannath, Kamakhya, Badari, etc.),
‘agamas’ do play a very significant

role in the worship procedures.

But the ‘agamas’ of the North
Indian temples have not been either
as numerous or as widely familiar as
the ‘agamas’ in the South. When,
however, the two classes of the
‘agamas’ are compared, they will be
found to contain prescriptions which
are very similar, and symbolism

derived from a common source.

The most significant aspect of
the worship in a temple is its
collective character. Worship in a
household shrine is termed as
mentioned earlier, ‘atmartha’ or
‘svartha’ (viz. for the sake of one

who worships, or for his immediate

family), while worship in a temple 1s

carried out by the priest for the sake
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of others, and hence called ‘parartha’
(viz. for the sake of other devotees
who gather there). The temple is a
public place, and belongs to the

community.

gaumTeqend gefersTA TR |
srremedfufa fagmag
(Karanagama, 1,30,12)

Tay eyt ey e |
Feque gHTEATA. .. ||
(op.cit, 1,30,10)

The priest who worships there
expects to be compensated in some
way (such as wages, donations by
the devotees, provisions by the
management, share in the proceeds
etc). The privilege to conduct the
actual worship in a temple was earlier
acquired solely by heredity, or by

inclination or even by proficiency in
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the ‘agamas’; it has now to be
conferred by the management of the
temple, the trustees or administrators
who are believed to act on behalf of
the entire

community, by a

contractual arrangement.

The priest in the temple
therefore worships only in return to
the benefits that are available for
him. The worship that he conducts
is in fact symbolic of the worship

conducted by the community.

Because the community is
actually or symbolically involved in
the worship conducted in the temple,
the rituals acquire a public character.
Worship is mostly carried out in full
view of the devotees that have
gathered there. In the temple

architecture, a provision is always

made for a viewers’ hall in front of

the sanctum called nava-ranga,
ranga-mandapa, or mukha-mantapa.
This is usually a highly elegant and

elaborately ornate structure.

The devotees prefer to be
viewers rather than priests owing to
several practical considerations such
as lack of the knowledge of the
worship rituals, lack of inclination,
lack of time, difficulties of
accommodation and so on. But in
the temple, they are the true

worshippers, and the priest only

officiates on their behalf.

The public character of worship
in the temple is emphasized by the
numerous processions and festivals
involving the participation directly of
the whole community. The ‘Agamas’
prescribe a large number of festivals

which are to be conducted in the
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temple for the benefit of the people
residing in that locality, for the
welfare of the state in which the
temple is situated, and for the good

of the entire mankind.

At the end of each festival, a
formal blessing is invariably invoked
“on the community, the administration
and humanity. The most important
among these festivals is the
‘rathotsava’ or the ‘car festival’, when
the deity, normally worshipped
within the temple, is taken out and
méde to go round the town, so that
all the people (even those who are

have an

otherwise disabled)

opportunity of viewing and

worshipping.

Such festivals are, for obvious

reasons, excluded from household

worship. The images worshipped are
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never taken out of the shrine-room,
nor displayed to visitors. And the
occasions for festivals in a household
are much fewer than in a temple.
Free and sumptuous feeding of all
the participating devotees is a
necessary feature of a temple festival,
and to facilitate this, the more
important temples will have adequate
financial resources. Such practices
are obviously impossible in a
household. Thus, the family members
are the only participants in houschold
worship, even when a festival is

being celebrated.

The temple, even the modest
one, is'basically an organization. It
is  structurally designed to

accommodate large or small
gatherings of devotees on occasions,
and also to house the images, vessels,

vehicles, clothes, adornments and
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other material required for festivals
and processions. Functionally it
involves the services of several

people.

Besides the priest or priests, a
temple of some means would have

assistants for the priest, staff to clean

the premises, personnel for looking
after several details of a festvial,
guards and watchmen. Occasional,
voluntary and free service of devotees
is also availed of. Thus a temple is
a social and economic organization,
religious

apart from being a

institution.




The worship in a temple 1s,
therefore, multi-dimensional. It is not
so much spiritual as religious, and
religious phenomena are a complex
of social, economic, recreational and
educational proceses. A temple in its
intent comprehends all these aspects.
Activities in the temple, especially
during festivals, represent a mosaic
of the individual's life within the

community.

The history of the celebrated
temples (like the one at Tirumalai,
or the one in Chidambaram, or the
one in Puri-Jagannath) illustrates how
important  the temple is in the
evolution of the ethos of populations
through dynastic successions. The
interest shown by kings, chieftains,
officers and the wealthy folk in the

culture of temples has always been

remarkable, and records suggest that
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the interest was not always religious,

much less spiritual.

Another detail also merits
mention in this context. The priests
offciating in the temple tend to form
a class of their own, quite distinct
from others belonging to the priestly
profession such as the purohitas (or
those who officiate in special religious
events like the marriage, investiturc.
funerary rites, obsequies,
sacramental rituals and so on),
vaidikas (or those who visit
households and assist in the worship
rituals daily or occasionally), and
pandits (or learned brahmins who

teach scriptural texts, or give public

discourses on religious subjects).

The temple-priests usually

belong to the priestly families who

have served in the temple for
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generations.” They have their own
especial initiations (diksha), and their
training involves an acquaintance with
the ‘agamas’ of particular sectarian
persuations. It is these that qualify
them to conduct worship in temples,
tor the other priestly brahmins do
not undergo the special initiation,
nor acquire a knowledge of the

‘Agamas’.

In fact, the more learned and

conservative among brahmins
consider worship in a temple not
suitable for a truly religious person
who 1s evolved. For one thing,
idolatry itself is the lowest form of
worship, prescribed in the texts only
for a person of ordinary equipment

and inclination.

For another, carrying on

worship in public smacks of pomp

and show: the display of religious
fervour in public 1s denounced in the

scriptures as vulgar.

For still another, worship which
involves remuneration or recompense
is in reality a business transaction,
and fails to bring about spiritual

benefits.

For yet another, all acts of
worship can only be personal:
scriptures do not commend collective

worship.

Thus there is a prejudice among
the orthodox against temple-priests,
in fact against all professional priests.
Manu denounces even a learned
brahmin who teaches sacred texts
and gets payed for it as a ‘hireling’

(bhrtakadhyapaka). This prejudice
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has resulted in relatively well-
defined, closed, endogamous, and
distinct classes of temple-priests of
and Sakta

Saiva, Vaishnava

persuations.

They have been for generations
custodians of the scriptural lore
concerning worship in temples. And
they have been responsible for the

temple-culture that has prevailed in
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the country since the early centuries

of the Christian era.

The arguments of the orthodox
against temples and worship of
images in them are not unknown to
the authors or compilers of the
worship-manuals, viz., Agamas. They

concede that the best form of worship

is contemplation on the invisible God
as the inner-controller (antaryamin),
abiding in ones own heart (‘muninam
hrdi daivatam’); and they are aware
that it is only people with little
intelligence that see God in an icon
(‘pratimasvalpa-buddhinam’). This
obinion is quoted in the Smrti

ascribed to the great Apararka.
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While this is so, the Agama
texts point out that it is exceedingly
difficult, if not impossible, for one to
contemplate on the divinity without
conceptualizing a form (‘na cha
rapam vina devo dhyatum kenapi
Sakyate’, Vishnu-samhita, 29,51). It
is in the very nature of mind to
conjure up images. If the mind is
forbidden to do this, it may lapse
into drowsiness or wander about

without direction.

Mind has necessarily to be
employed in worship, and therefore
one finds an image of God a great
advantage. Another text (Parama-
sarhhita, 3,5-10) suggests that a
human form for God is very helpful
for the devotee to meditate on the

divine attributes, to offer prayers, to

approach with love and devotion.

Kadyapa's Jaana-kanda which
distinguishes worship of an icon (sa-
miurta) from worship with fire
(amurta) recommends the former as
superior. It pleases the eye and
delights the heart: it promotes
devotion and faith, which are
indispensable for all
accomplishments. This mode of
worship in temple becomes complete
and effective with all the services

rendered meticulously.

fufaed qeelwmread s Td =

afemm gawd TG drgresEAA |

T wegdEt: Sfifd: wer wegfay |

are Jithes, ST |

PR S GO CRRC G TSI EA

R WA SedeaaTgTEErT
U ||

There is an interesting

argument in Archana-tilaka (of
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Bharadvaja-nrsimmha): Bhrgu tells
us that worship is of two kinds (i)
‘with external props’ (salarmba), and
(i) without them (niralamba); and
that in ancient times the
sages and wise folk decided that
the former was superior to

the latter, as far as the common

people involved in the transactional
world are concerned. Only the
vanaprasthas, the renunciants, the
ascetics and the extremely
indigent will benefit from worship
of God without a form; for all
householders,

others, especially,

such worship is difficult.
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TR FefaaayatET areeTHaaEe |
FTELAATTH  TaequiiiyHT ke |
aTfgEdre 9 fafea g e
RN e o Had w8 e |
{1.20)

Further, for those who seek for
worldly rewards like children, wives,
wealth and heavenly pleasures before
salvation, worship of God with form
is indicated. Born in this present
decadent age, filled with ego and
selfishness, looking for worldly
comforts and security, and troubled
by desire, anger, greed, jealousy,
confusion and arrogance, how can
we contemplate upon Godhead
devoid of form? Worship of icons is
therefore most meritorious and easily

accomplished:

THATESHIGTRICHAT &OTHT hictsTaT
AT SEtT St i

TSI = Ygeed™ o a1 Wd-

T Io IR 8 ey |

ERIEELERRICE LR I AT PR

qeTEd el AUt ¥ gerd Wieedgedend ||
(21,22).

)
&
&
-~ e T
Parthasarathi

(from Vishnumarti temple, Kodipadi)
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“It is therefore that the temples
contain images of God in human
form, excepting the Siva shrines
where the image in the sanctum is a
lingam (but the processional images
even there will be in human form).
It was usual in the medieval times for
pious kings and chieftains to build
temples, and the underlying idea was
that God was the overlord even of
the kings. If the king rules over a
religion or territory, God rules over
the entire world, nay over all the
worlds that be. The God in the temple
reminded the devotee of the king in
his palace. The old Sanskrit

expression for the temple, ‘prasada’,

means also a palace.

Thus all honour that was due
to an earthly king was considered

due on a more magnificent scale to

the God, who is the king of kings and

139

before whom even the kings bow
their heads. All earthly kings derive
their glory from Kubera-Vaisravana
who 1s addressed as the ‘overlord of
the lords (maharajadhiraja) and who
bestows wealth and power on
mortals: and this Kubera attends on
God. Thus, worship in a temple tends
customs and

to incorporate

formalities of a typical royal court.

ICON FOR WORSHIP

An image of any deity that is
meant to be ceremonially worshipped
at home or in a temple is known as
puja-bimba or bera. Some texts (like
Naradiya-samhita, 28, 113) specify
that the ptja-bimba is a ‘karmarcha’,
different from the main image, ‘mula-
bera’ or the stone image that is duly
installed (and immoveable) in a

temple. The karmarcha (karma-
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bimba) 1s a smaller and metallic

replica  of the main image
(brhadbimba). It 1s prescribed that
this icon must not be smaller than six
angulas in height nor taller than
twelve angulas (shad-angulan na cha

nyunam nddhikam dvadasangulat,;

puja-bimbam tu kartavyam’,
Naradiyva-samhita, 28, 114).
Vaikhanasa-grhya-sutra also

prescribes that the image for worship
at home must not be less than six
angulas in height (‘shadangulad

ahinam tad ripam kalpayitva....’)

In constrast, the main image in
the sanctum is required to be made
to measure up to the height of the
donor (yajamana-pramanam) or to
the height of the sanctum’s door

(‘dvara-mana-samam va’'). Some

texts feel that the best image should

e — 141

be equal in height to the door (beram
dvara-samam s$reshtham’), while
there are some texts which suggest
that the image should be a quarter
of the door’s height more (dvarat
padadhikam), and some others which
recommend a quarter of the door’s
height less (pada-hina, cf

Samauartarchanadhikara 18, 10-11).

The puja-bimbas are generally
classified into five types: chitra
(sculpture, seen alround, ‘sarvangam
sandrSyam’), mrt (clay~irr;age),
kashtha (carved in wood), sila (stone
image) and loha (metallic icons) (cf.
Sattvata-samhita, 25,3); or into three
types: chitra (sculpture in the round),
which is regarded as of superior
merit; ardha-chitraka (relief in stone
or wood where the front portion of

the image only is seen), which is of
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‘midling’ merit; and chitrabhasa
(paintings and drawings on cloth or
wall), which is of inferior merit (cf.

Samartarchanadhikara 18, 11-12).

Among the chitra, it is insisted

that stone images are the best o

143

Fesets feragamand || for the devotee

who desires only salvation
(moksharthi). The images cast in
metal (especially copper) is suitable
for those who desire power over
others (rajya-kami); the clay-images

are recommended for those who
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desire wealth (dhanarthi); and the
images in wood for those who are
desirous of progeny (putra-kami) (cf.

op.cit. 18, 18-19).

The puja-bimbas are again
classified into two groups: ‘general’
(samanya) and ‘specitic’ (asamanya).
The former images are to be
worshipped by those who need only
general welfare here and hereafter
(bhukti-muktyartham), while the
latter must be worshipped by those
who have specific desires to be
fulfilled (phalepstinam). Hence the
two groups are also described as
‘nishkama’ (unmotivated) and

‘sakama’ (motivated).

And it is also suggested that the
former images must be in clay or

stone (a$ma-mrnmaya) whereas the

latter images may be in metal or

precious stones (cf. Sattvata-samhita,

28, "9=11J.

Another division of worshipful
images is into those that are self-
manifest (svayam-vyakta) and those
which are installed by adept sages

(siddha-pratishthita), or by ordinary

human beings (manushya-
pratishthita).
The texts commend the

images for worship that are in

strict accordance with the
canonical injunctions ($ilpa-$astra-
vidhi), and which are also charming

in aspect.
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Sérrvata;samhité (25, 160-
167), for instance, gives an elaborate
account of the need for conforming
to measurement to beauty. They go
together. The iconometric details that
the text prescribes are of course to
be strictly followed, for they
contribute to the welfare of the
worshipper. But beauty and charm in
an image meant for worship are
equally important; and indeed they
often occur in unison. What is
iconometrically correct is also

aesthetically satisfying.

However, there are cases where
the measurement overrides beauty,
and cases where beauty pushes the
measurement to the background. In
the world, there are handsome people
who are poor; and their appearance
will strike the onlooker despite their

poverty. Likewise, there are ugly

people who are wealthy. And there

are people who are both handsome
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and wealthy. If the image lacks
correctness of measurement as well
as beauty, it is not worthy of worship.
The image that possesses one at
least of the two qualities may be
considered as suitable for worship.
But the image that has both qualities
has the divine presence in it, for it

is perfect.
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It is prescribed that while an
image may sometimes be made

juvenile in aspect, it should always
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be youthful: never respresented as
old and worn out (Sukra-niti-sara,

414,216):

TG dCTHgY Hed qEv AY: |
{aﬁ Foqdfeged] 1 @_EQHQ_? E—T%T-[H

The deity must look like a
sixteen-year old person, without
moustaches or beard, clothed in fine
carments and well bedecked with

ornaments:
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The icon meant to be
worshipped, also called ‘archa’,
‘bera’, ‘bimba’ or ‘pratima’, is
distinguished from images and figures
of gods and goddesses, which are

only of decorative significance, or

which constitute only the retinue

(parivara) of the deity to be

worshipped.

The custom of making icons in
metal for purposes of worship
appears to be very ancient in India.
Even Rgvedic hyvmns contain
references to images of Rudra
(2,33,9), Indra (4.24.10), Varuna
(1,25,13), Agni (1.21.2:4.58.3) and
to temples (7,56.14) in which icons

were housed.

We find references to this
practice even in Panini (5,3,96 and
5,3,99 ‘jivikarthe chapanye’) dating
S5th century B.C. Patanjali, who
commented on Panini, uses the
expression ‘archa’ in the sense of
icon, or object of worship, and
informs us that such objects were
fashioned by the ‘mauryas’ who made

money by exhibiting them before the
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(5,3,99). Such images could not be

bought and sold (‘apanya’).

The Besnagar inscription (2nd
century B.C.) suggests the presence
of an image of Vishnu on a pillar
(garuda-dhvaja); the Mora-Well
inscription (about the same time)
mentions the icons (pratima) of the
five heroes of the Vrshni clan; the
Ghosundi inscription (lst century
B.C.) refers to the icons of
Sankarshana and Vasudeva in a
temple; the inscription on the Pawaya
sculpture (Gwalior) (about the same
time) mentions the icon of the spirit
(yaksha) named Mani-bhadra.
Kautilya’s Arthasastra (about the 8th
century A.D.) also mentions cells for

placing the images of divinities like

Aparajita, Apratihata, Jayanta,

Vastu - Silpa - Kosha

Vaijayanta, Siva, Vai$ravana and the
Asvins. Manu’s Smrti (4,39) (about
the 2nd century A.D.) prescribes

circumambulation of icons (pratima).

Rama (bronze)
from Nagiarjuna-konda (3rd century)

Early icons were small and
portable (chala-bera); they were

usually made in metal. They were
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meant for worship in households.
Temples apparently were a later
institution. Each time worship was
conducted, it was preceded by a
ceremonial invitation accorded for
the divinity (avahana) and a ritual to
bestow animation to the icon (prana-
pratishtha); without these two
preliminaries, worship was regarded
as useless. In a temple, however, the
icon is permanently installed (achala-
bera) in an elaborate ritual and duly

consecrated (pratishtha).

The divine presence in a
temple-icon is said to disappear in
rare and unusual circumstances, such
as accidental or deliberate mutilation
of the icon, defilement of the
sanctum, discontinuance of daily
worship over a period, earthquake,
and so on. The temple-icons were

more usually in stone or in wood,

and were of relatively larger size, as
they were meant for worship in

public.

SAMKARACHARYA
(from Kanchipuram)

The custom of having metal
replicas of these icons in the sanctum
for purposes of occasional
processions and other ceremonial

details (like bathing) was a later one,

and was necessitated when the




Buddha (bronze) Sth century

temple-worship became a
complicated ritual. The metal images
were smaller in size and were
portable in character, and hence were
called ‘chala-beras’, n
contradistinction to the permanently
fixed stone icon in the sanctum,

which was called ‘achala-bera’ or

‘dhruva-bera’.

e Vastu Silpa - Koshu

Most of the temples tollowing
Pancha-ratra school have a group of
five icons (pancha-bera), viz. the
immobile or main icon and four
secondary and movable ones, each
of them being employed in a specific
worship detail like procession
(utsava), bathing, (snapana), food-
offering (bali) and assembly (koluvu).
The four latter icons derive their

power and authority only from the
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immovable 1con in the sanctum,

hence called maula-bera.

Texts do not fix a limit to the
number of icons that a temple may
employ (bahu-bera), in addition to
the main one in the sanctum (called
mula-kautuka). Sn’—pras’na (14.2)
suggests five icons: one to receive
routine daily worship (karmarcha),
the second to be carried round in
processions (utsavarcha), the third
to be taken out during food-offering
(balyarcha), the fourth to receive the
ceremonial bath (tirtha-snana), and
the fifth to be put to bed in the night
(Sayanarcha). [$vara-samhita (17,

238-248) calls them ‘anga-bimbas’.

In the temples to Siva, the
sanctum invariably houses an
aniconic linga, and worship is offered

only to this. But there will be a

AT EE 1R RRUORAN Y

metallic icon, representing Siva in
human form, for purposes of
procession and so on. There are
instances of temples to Vishnu or
Sakti, where the main image (mula-
murti) in the sanctum is aniconic,
somewhat in the form of a linga, but

the processional image (utsava-bera)

will be in human form.

The icon for worship in a
temple may be fashioned by a
sculptor and installed by priests in

comparatively recent times (in which

case it is called ‘manusha’ or human).
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Yoga-narasimha (bronze)




—

e 15

tn

vastu Silpa  Kosha

It may, alternatively, have been set
up in very early times by a sage (in
which case it is called ‘arsha’). Or it

may be related in a legend to have

been set up by the gods to honour -

the overlord of all of them (in which
case it is called ‘daiva’ or divine).
Finally, the icon may have appeared

on its own (svayarnbhu).

The last variety is of course
the most potent and sacred, and the
divine presence in it is never lost.
The icons set up by human beings is
the least potent; and to be effective
they require not only proper
installation, but regular worship by a
competent priest. There are also
prescriptions and prolibitions i the
conduct of priests and devotees. The
icon may lose the divine presence

with the omission of a ritual or the

commission of a prohibited act. The
temples containing this variety of
icons also need periodical
purifications (Suddhi), and renewal

of consecration.

The power in an icon
(especially the one belonging to the
‘human’ variety) is said to be derived
from the austere devotion of the
priest (‘archakasya tapo-balat’), from
the performance of correct worship
rituals (‘pUjanasyatisayitvat’), and
from the clarity and beauty of the
icon (‘abhiripyac cha bimbanam’,
‘bir‘nbaS}.fa saushthavat’). The sculptor
who fashions it is required to
contemplate on the appropriate
‘dhyadna-sioka’ to visualize tie formr
of the deity, before he sets out to

carve or sculpt. ‘Dhyana-s§lokas’ are

verses 1n Sanskrit (contained in the
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agama texts), which describe the
iconographic details relevant to the
‘avataras’ of Vishnu, ‘lilla martis’ of
Siva, forms of Sakti, Ganesa and
other major deities in worship. The
work of a sculptor who is ignorant
of the canonical prescriptions must

be discarded as unfit for worship.

MEDIUM FOR MAKING ICONS

Icons for worship are of five
varieties, according to Sanatkumara-
samhita (7,1-2): carved in stone (saili
or $ila-mayi), cast in metal (loha-
mayi), fashioned in precious stone
(ratna-mayi), carved in wood
(kashtha-mayi or darvi), and made

in clay (mromayi).

Bhargava-tantra (4,7) adds a

sixth variety, viz. drawn or painted

on cloth or wall (chitra-ja or rekha).

Hayasirsha-tantra (15, 1-2) adds the
icons made from sandal-paste
(gandha-ja) or from flowers
(kausumi); but these are strictly
temporary in character (for tat-kala-
puja). Visvamitra-Sarhhita (22, 1-2),
however, says that the icons carved
in stone ($aila), fashioned in precious

stone (manija) or cast in metal

(lohaja) are the best.

DARU-PARIKSHA

The texts contain detailed
accounts of wood or stone that is
suitable for icon-making and also
procedures for their collection
(dravya-samgraha). Wood that has
become dry of its own, is torn, has
lost its bark, struck with an

mmstrument, or has many crevices

must be avoided. Trees that grow on
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cemeteries or where four roads meet,
or in a temple are also unsuitable to
collect wood for carving icons.
Likewise, trees on which birds have
built nests or in the shade of which
animals rest, or which grow on the
roadside giving shelter to travellers,
or on tank-beds or near a well, must
not be cut down for wood. Trees
which support creepers and climbers
must likewise not be cut down. Trees
which are struck by lightning or have

caught fire are also unsuitable.

The trees, the wood of which
is suitable for icon-making are in
order of preference, khadira (Catechu
Acacia), Devadaru (Cedrus deodara),
Badari (zyphus jujuba), the two
varieties of Chandana (sanatalum),
Simsipa (Dalbergia sissoo, Rose-
wood tree), Bilva (Aegle maxmelos),
Madhuka (Bassia latifolia), Syandana-

lohita, (Michelia

Champaka

Vastu - Silpa - Kosha

Durga (Stucco-mortar) (Pallava)

champaka), Salmali (Bombax

Malabaricum, red silk cotton tree),
Sala _(Shorea robusta), Bakula
(Mimuscopa elengi), Sirisha (Mimosa
(Embic

sirissa) and Amalaka

myrobalan) (cf. Vishvaksena-

samhita, 3, 7-12).
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ICONS IN PURI (Wood)

The wood has to be cut and
brought to the site of consecration
in an elaborate ritual, and there are
procedures for the sculptor to
prepare the wood prior to carving
(for details see Purushottama-tantra,
6; Kapinjala-tantra, 11, 18-19

Sakaladhikara, 22).

SILA-PARIKSHA

Likewise, stone for making

icons is also to be carefully selected,

Vastu - Silpa - Kosha

treated, and consccrated before the

sculptor sets to work.

Stones to be avoided are those
which contain cavities (garbha),
which are on the banks of a river,
or in the centre of a village, or in
cemeteries, or in a place devoid of
water and grass, or full of thorny
thickets; stones which are in a desert,
near a temple, or where four roads
meet are also unsuitable. Stones from
mountains are the best; and only if
they are not available, stones from
level ground have to be selected, but
satisfying the above conditions.
Stones which are at the bottom of a

tank are also suitable.

Examination of stone that is
suitable of carving icons is an
important sequence. Stones which

are free from defects (‘dushta-
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lakshana-varjitah’) will help the
invocation of divinity in the icons.
Texts (like Vasishtha-samhita, 4,58-
68, and Sanatkumara-sambhita, 7,51 -
59) enumerate several possible

defects.

Stones got from the banks of
rivers and lakes, burning grounds,
middle of the village, crematoria, the
vicinity of a temple, places where
grass doces not grow and water is
scarce, or where anthills abound,
deserts and where four roads meet
arc not suitable (varjya), as icons
made out of such stones spell ruin

(‘sarva-sarmpad-vinasinah’).

Stones from mountains are the
best (“parvate tu $ila grahya’) and the
stone from under the earth are to be
chosen, if the former are not available

(‘tad-alabhe tu bhutale’,

Sanatkumara samhita, 7,4 and

Vishvaksena samhita, 4,1).

Examination of ‘garbha’ is
regarded as significant (garbham
pariksheta) (see for details
Purushottama-samhita- 5,63-64 and
Hayasirsha-samhita, 15, 39-48).
‘Garbha’ refers to the hollow portions
hidden in the rock, where frogs,

lizards, cobras, scorpions or rats may

be found.

Stones are said to be of three
types: masculine (purn-$ila), feminine
(stri-sild), and neuter (napurhsaka-
sila or shanda-sila). Masculine stones
emit sound similar to bell-metal or
bell, when struck (‘kamsya-ghanta-
ninada-vat’) or send out sparks like
fire when cut (utpatyamane dr$yante

sphulinga yatra chagni-vat’) (I$vara-

sarhhita, 18, 77); they are also free
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from crevices, holes and knots, and
they are compact (‘vivaravarta-
rahitdh yas snigdhah granthivarjita’),

(Vasishtha-samhita, 4,25).

Stones are classified into three
types: (1) masculine (purh-sila),
suitable for making linga and images
of male divinities, (2) feminine (stri-
sila), suitable for making images of
temale divinities, or the pedestal
(pithika) above the ground for the
images of the first variety; (3) and
neutral (napumsaka-$ila), suitable for
making the base (pada-pitha) or
foundation-stone below the ground-
level (‘ratnanyasad adhah’). It is
only the immovable images (achala-
bera) that are carved in stone, and

have fixed abodes inside the sanctum

(cf. Vasishtha-tantra, 4, 30;

Purushottama-samhita, 5, 63).

Stones are said to be feminine
when they are beautifully coloured
(vara-varna), and fine-grained (laghu-
snigdhah), when they are cold to
touch, ($ita-mrjavati), and when they
emit soft sound when struck (mrdu-
svanah). Some texts describe the
sound as feeble (nujonah dhvanah)
Purushottama-samhita (op.cit) and
I$vara-samhita, 18,29), or as similar
to the sound from a broken bell or
bell-metal vessel (‘bhinna-kamsya-
dhvanih’, Haya-Sirsha-samhita,

15,36).

The stones which are neuter
do not produce any sound when
struck ($abda-hina), but have veins,
patches and grains (sira-mandala-
samyukta) (Vasishtha-samhita,

4,30); they are also hard to touch

(karkasa).
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It 1s prescribed that the icon of
a male deity must be carved in
masculine stone, but its pedestal must
be made in feminine stone
(‘purnlingene tatha beram stri-$ila
pithikd bhavet’, Kapinjala-sambhita,
11,37): the foundation stones below
the ground must be neuter (‘ratna-
nyasad adhastat tu napurhsaka-sila’,

Vishnu-sarmhita, 13, 79 and Haya-

$irsha-samhita, 5,61).

According to Purushottama-
tantra (5,63), if the icon to be made
is that of a goddess, feminine stone
must be selected; and for its pedestal
masculine stone (devinam nirmane
stri-sila varar, pum-$ila pada-
pitham). The stone used for
foundation under the ground must be
neuter

(ratna-nyasopari

napumsakam).

165

IMAGES IN METAL

Mobile images (chala-bera) are

cast in metal or carved in precious
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stones. Of the metals, gold (suvarna),
especially the ‘jatarupa’ varety, is

best for making images. Next in order

is silver (rajata); and next to it is

copper (tamra). But more commonly
found are images made in brass
(paittala) or bronze (karhsya). These
five are regarded as auspicious
metals (cf. Iéana-siva-guru-deva-
paddhati, 36). Images made of iron
(ayasa), lead (saisaka) and tin
(trapusha) are used only in magical

rites and witchcraft, and they have

an evil influence.

We read in Sukra-niti-sara

(4,4,210)

ore o ekt = goel Afgsh qer|
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Even if such images are not in

accordance with the scriptural

Vistu - Silpa

An ancient bronze icon of Krishna
(in author’s possession)
prescriptions, it does not at all

maftter.

For temporary purposes,

images for worship may be made in
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sand (saikata), cow dung (gomaya),
rice-flour (paishta), butter (navanita),
sandal-paste (gandha) and so on. But
no pedestal (pindika) is to be made
for such images, nor any standard
measurements to be adopted.
Worship must be conducted soon
after the images are made, and must
thereafter be

immediately

abandoned.

There is another classification
of icons for worship into four kinds,
given in Gopala’s Haribhakti-vilasa:
line-drawings, or colour paintings
(chitraja) done on a wall (bhitti),
canvas (pata) or earthern pot (patra);
clay frescoes (lepaja); cast in molten
metal (pakaja); and carved by sharp
implements (Sastrotkirna) (cf. also

Vishnu-dharmottara-purana, 3, 2,27

etc.). Bhoja’s Samarangana-satra-

dhara (GOS, II, 1.1) enumerates
icons made in gold (suvarna), silver
(rupya), copper (tamra), stone
(asma), wood (daru), clay (lepya),

and drawings (chitra).

‘Vastu-tantra’ in Rudra-yamala
mentions that even mercury is used

for making icons:
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Stone icons for worship are
either sculpted in the round (called
‘chitra’) or in bas or middle relief
(‘ardha-chitra’ or ‘chitrardha’). The
former can be seen alround (‘chitram
sarvanga-drshtam’), but the back

portion of the latter is left plain and

not to be seen (‘ardham ardhanga-

S
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daréanam’). The third variety of
icons is painting (‘chitrabhasa’) on
cloth or wall. The sculpture in the
_7r0un‘d is considered best, and the
painting the least meritorious in

worship (cf. Sakaladhikara, 1, 4-5).

For m.ak.ing icons meant for
worship, i{nowledge of iconographic
prescriptions s indispensable
(Vishnudharmottara-purana, 3.2, 1-
9). The sculptor must be well -versed
in the art of sculpture in the round,
bas-relief, and drawing, must be
skilled in delineating the gestures
(bhangi),

(mudra), postures

ornaments (abharana), weapons

(ayudha) and other details

appropriate to different deities.

BERA, BIMBA

Bera is a word of uncertain

origin, and probably not originally
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Sanskrit. Its employment is confined
to the Agama and the Silpa-$astra
texts. The bera is distinguished by
its being an object of worship (hence
the expressions like ‘dhruvarcha-
bera’), and by its being properly
made by the sculptors for worship
only (‘beram S$ilpibhir nirapeksham
eva karayitva’, Vimanarchana-kalpa,

patala 16).

While the words ‘marti’,
‘birmba’ and ‘bera’ are often used in
the texts as synonyms, the word
‘bera’ appears to refer specifically to
the icons that fully answer to the
iconometric prescriptions, as
suggested by ‘beram
manonmanadyair lakshanopetam’
(ibid., patala 15). And frequently the
word is used for the image that is got

ready for consecration (ef.

expressions like ‘berartham daru-
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Rangasthala Dhruva-bera

sangrahanam’, ‘beram S$ilpibhih

karayitva’, ‘beram samanitya’,
‘beram samsthapya’, ‘beram snapya’,
and ‘berasya padam Sar‘nsp,réet’). It
is used interchangeably with ‘deva’

(deity).

Further, significantly the ‘beras’

can only be ‘chitra’ (sculpture in the

round) or ‘chitrardha’ (relief
sculpture), and not ‘chitrabhasa’
(painting); all the major and minor
limbs must be well-carved, according
to iconometric canons, and must be
beautiful to look at (‘sangopangava-
yavam adhyardhavayavam va
sarvatrahinam sundaram chitram

chitrardham va karayet’).
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Réama-parivara (silver)

The bera’s height (berodaya or
berotsedha, cf. Ajitagama, 36, 17)
and width (berayama) are taken as
standards for determining other
measurements like those of the icon’s
pedestal (bera-pithottunga), the
sanctum and the superstructure over

the sanctum (vimana). It is therefore

that the sculptor is required to make

bera is

the bera iconometrically perfect. Thé
texts mention that it is only when the
got ready, the tala-
measurements are fixed (Ajitagama,
kriya, 36, 19, ‘labdhe bereshu yan-
manarm tala-ganyam tad bhavet’); the
angula in the bera-body is said to be
also

‘deha-labdhangula’ (cf.

Karanagama, 1,11,47 ‘berayamam
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Durga (iconic and aniconic) Kemmannu temple (near Karkala), Karnataka

parigrhya talam sarnkhya-kramad

bhavet’).

It seems likely that the expres-
sion ‘bera’ was initially employed to
distinguish iconic representations
from the aniconic linga, and especially
with regard to the installation of
Vishnu icons in Siva shrines. We find,

for instance, in Ajitagama (kriya, 36,

17-18) the word is used for the images
in the seated or standing posture
(asina, samsthita), in contrast to the
linga; and Rauravagama (kriya, 36,)
uses the word (mahaberodaya) in

connection with the installation of the

Vishnu icon.

Meaning an image, the word is

used to signify an icon made in
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stone, metal or clay. The ‘bimba’ is
of seven kinds (‘birhbam sapta-
vidham smrtam’) considering the
material employed: stone (sila-
maya), precious tones (mani-maya),
metal (lauha), wood (daru-maya),
clay (mrnmaya), compoéite (misraka)
and drawing (lekhya) (cf. Silpa-

ratna).

There is another division of
pirmbas’ into three types (‘bimbam
tu trividham’): formless (nishkala),
with form (sakala), and mixed
(misra). The first type does not really
answer to the description of a man-
made birmba; it inlcudes yantras,
bana-lingas and $alagramas. The
second type is iconic, and made
according to the agamic prescriptions
and in order to fulfil the various
needs of devotees and worshippers.
The third type is illustrated by the
‘linga’, which is not iconic although

it cannot be called formless.

All the three types are symbolic
in nature: the object of worship has
significance beyond what is seen and

handled.

Still another classification of

‘birnbas’ is into non-mobile (achala),
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mobile (chala) and partially mobile
and partially not (chalachala). To the
first group belong stone or stucco-
mortar images installed in the
sanctum to remain there for all time;
they are fixed to the pedestal and are
not meant to be moved out of the

consecrated spot containing precious

stones and herbs hidden underneath

(‘ratna-nyasopari’). Any movement

of such icons 1is considered
inauspicious, and invoke rituals of

pacification and purification.

The second group includes
metallic images (small in (size) which
are used in households and in several

sequences of the worship ritual in a
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temple; these are carried about either
on the head of the priest, in a
palanquin ($ibikd), on the vehicle

(vahana) or in a chariot (ratha).

The third group of bimbas are
not normally meant to be moved
about, but are nevertheless moved
on special occasions, as for instance
the main wooden images of
Jagannatha, Bala-bhadra and
Subhadra in the temple at Jagannatha-
puri, which are taken out in

procession during the ‘navakalevara’

ceremony.

Bimbas are also classified, as
already mentioned, into sculptures
in the round (chitra), relief sculptures
(ardha-chitra or ardhanga-dar$ana)

and paintings (chitrabhasa). In

temples, it is normal to employ the

first two varieties. But on special
occasions, paintings are also used, as
for instance the painting of Garuda
during the commencement of the
annual chariot festival (rathotsava)

in a temple.

There are texts which consider
chitra as the best and most unsuitable
for worship in a temple (‘uttamam tu
balam chitram’); and the chitrabhasa
most suitable (‘alekhyam adhamam

proktam’).

Vasishtha-samhita (4, 59-50)
speaks of two-fold division of birhbas:
‘saumya’ or those which are pacific
in nature and pleasant of aspect
(‘saumyayam fu bhavet pritih’), and
‘agneyi’ which are violent in nature
emotions

and evocative of

(‘agneyyam tu bhaved ushnam’). The




stu - Silpa - Kosha 177




Kosha

Vastu - Silpa -

78

1

ayana (Hoysala)

1-nar

Lakshm




Vistu - Silpa - Kosha

latter are not recommended for
worship, for they engender poverty

and misery (‘sa daridrya-vardhini’).

The ‘birmbas’ that are made of
clay (mromayi) need to be renewed
every month; if the bimba i1s a
painting (rekha), it must be redone
every year. If it is a wooden icon,
then it must be renewed once in
twelve years. The images in stone
and so on (dhatu-mayi) are the best
for they last a thousand years. But
icons made in precious stones or
metal (mani-loha-maya) are even
better, for their life would be ten

thousand years!

IMAGE FOR WORSHIP

The image of a god or goddess

for worship is to be made in tala-

measures from eight to twelve; the

179

images of human beings (boy,
yaksha, king, sage) between five
and ten tala-measures. The images
may be made with reference to form
(rapa), action (kriya) and emotion
(bhava). The form may be lone
(kevala) and in company (samyukta)
of a consort, devotee or an attendant.
Action may be  love-making
(mithuna), vanquishing the enemy
(samhara), Dbestowing grace

(anugraha), dancing (nartana) or

being engaged in a fight (rana).

Standing (sthanaka), being

seated (asina), moving about
(yanaka) and lying down (Sayana)
are also actions. Among emotions
tranquillity ($anta), love ($rngara),
wonderment (adbhuta), valour (vira),
pleasure (mudita) and terror-striking

(bhayanaka) are represented with
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appropriate postures and facial

expressions.

The expression ‘pratima’
popularly used for an icon signifies
an image meant for contemplation.
The suffix ‘pra’ has the sense of an
especial prop or support: ¥ 3=
WYTEH e SdemEd: 1| The icon
represents the deity, suggesting the

aspects of the deity that are suitable

or amenable to contemplation.

The icon becomes ‘worship-
worthy’ (hence called archa), only
when divinity is projected in it;
otherwise, it is just a doll or a piece
of sculpture. Thus, the important
role played by the icon is to a large
extent due to the attitude which the
devotee brings to bear. It is when the
devotee attaches an especial (viz.

divine) significance to it, it acquires

merit. The other word for pratima is
‘vigraha’ which is explained as
whatever is taken in a special manner

(viseshena grhyate iti).

For purposes of contemplation,
a deity is visualized as having specific
characteristics (lakshana): postures
(bhangi), weapons (ayudha), moods
(bhava) and vehicle (vahana). These
are in accordance with the attitude
with which the worship 1s conducted
or the deity is contemplated upon.
The details which should be
accommodated in an icon are given
in the ‘dhyana-sloka’, pertaining to

that deity.

The idea is that the icon should
serve as a support (alamhbana) for
adequate contemplation (dhyana).

The mind should be enabled to go

beyond the visible icon and conjure
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up the vision of the deity, which is
but faintly reflected in the icon. The
icon has an instrumental value, and
the devotee does not mistake the
icon itself for the deity; an icon only

represents the deity.

However, it would be improper
for the devotee to regard the icon as
a mere artefact in stone or metal
(‘pratimayam tu sila-buddhih’), and
treat it as such. The deity in its own
abstract level cannot be worshipped,
and without worship the mind of the
devotee

cannot be prepared and

primed for communion with the deity.

Further spiritual stages become
precluded when the object of worship
is not looked upon as a proper
representative of the deity, at any
rate during the worship ritual. The
icon is called a murti because the

deity is supposed to assume a

concrete form for the sake of the
devotee, either on its own
(svayamvyakta), or fabricated by an

image-maker (Silpi-nirmita).

Vishnu (bronze)
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When the image-maker
proceeds to make an image of the
deity, he is required to contemplate
preliminarily upon the divine
qualities that must find place in the
image. Sukra-niti-sara (4,4, 147)

lays down:

WA wibes sfaerase wey |
IR el g1 ST s i)

An icon for worship can never
be properly made without the image-
maker getting into a state of
meditative absorption. ‘For the
important aspect of worship is facility
for meditation on the part of the
devotee. It is not the physical beauty
of the icon that endows value upon
it, but the depth of meditative
absorption which has gone into the

making of it.

Mahakali (bronze)

The icon is small when
worshipped in households; some
texts prescribe that the height of
such an icon should not exceed the

length of the worshipper’s palm (from
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the bottom of the palm above the
wrist to the tip of the middle finger);
and some other texts insist that the
height of the icon for worship should
not exceed the breadth of the

worshipper’s palm, so that it can be

Vishnu (Pala)
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contained in the fist without any
part of the icon showing itself. And
in the household, icons made of
metals (usually copper, bronze or

silver) are recommended.

According to Brhat-samhita
(57, 49), however, the icons which
are one cubit in height are auspicious;
the icons which are two cubits bestow
wealth upon the worshipper; the
icons which are three cubits will
contribute to welfare, and those

which extend to four cubits will make

for prosperity.

R g ST e
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The icon in a temple may be
larger in size. Brhat-samhita (57,3)

prescribes that the pedestal of the
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icon (pindika) must be three parts of
the height of the door of the sanctum
less (when the height of the door is
divided into eight parts), and that the
icon itself must be twice the height

of the pedestal.

LANTREIE APTIATE T 11597
aferfogarrommr wfqm @ fgorafomon | |

According to another authority
(Matsya-purana, 232), the height of
the sanctum’s door
(‘dvarocchrayasya yan-manam’)
must be divided into eight equal
parts (ashtadha), and two parts
thereof must be the height of the
icon within the sanctum; one part
must again be divided into three

equal parts, and one part must be the

height of the pedestal (‘bhaga-

dvayena-pratimam; tri-bhagi-krtya

tat punah, pindika bhagatah karya’).
This would ensure that the pedestal
is neither too tall nor too short

(‘natinichd na chochhrita’)

The actual making of the icon,
whether for worship in a household
or for worship in a temple, must
follow the canons laid down in the
texts, taking as the basic measure
the length of the intended icon’s face
and calculating the measurement of
the other parts of the icon’s body on
this

measure (‘mukha-manena

kartavya sarvavayava-kalpana’).

The iconic worship in the
country has followed sectarian
divisions and differences; the major
divisions are Saiva, Vaishnava and

Sakta. While Siva is principally

worshipped in households as well as
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in temples in aniconic lingas (for
which also there are tala-mana
prescriptions), the temples would
usually have the processional images
in iconic form; and bigger temples
would have stone and metal

representations of the sportive forms

of Siva.

More frequently Nataraja,
Dakshina-murti and Ardha-narisvara
icons may be seen in temples.
Although the sportive forms of Siva
are not for regular or daily worship,
they are also made in the ‘tala-mana’
that the texts prescribe. One

constantly worships it, attends to it

and thinks of it all the time.

wEqT wiemr fawon: yeseEHeoy |
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The need for iconic
representation of the deity has been
emphasized in several texts. It is
impossible for any one to
contemplate upon the deity without
any form. If all forms are withdrawn,
how can mind function at all, and

where can it abide? Even if mind

were to think of a deity devoid of
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form, the mind would easily tire or

fall asleep.

Therefore, an intelligent person
should worship only a deity as having
some form. But he must also bear in
mind that there is something beyond
the form. Whether for ultimate
liberation or for obtaining benefits
that he desires, he should stick to the
form of the deity that he has chosen
at all times ( Vishnu-samhita,29, 55-

58).
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And when thus the need for a
form for the deity is conceded, it is
recognized and projected on the deity
for a purpose (‘karyartham miurtayas
tasya’), and that is to facilitate
attention and contemplation.
Therefore, the best form in this
context is a human form, with which
we are familiar; and we have regard
and reverence for some human beings
whom we adore, extol and even
worship. There is a notion of
‘mahapurushas’ (superior human
beings), who are equipped with all
auspicious marks and so stand out
prominently. The deity must be
visualized as a ‘maha-purusha’ and
worshipped with great devotion. It is
then that the spiritual perfection is

accomplished.
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When human forms are
prescribed for deities, the details
such as decorations, garments and
so on must be in accordance with the

country and the region in which the

images are made.

ST R T S|

The idea is that there should be
nothing unusual or outlandish in the
deity which may render the mind
curious or averse. The details must
at once please the mind and delight
the heart. So that the mind will

naturally incline towards the icon

and the heart rests there.

The prescription that the icon
must be proper and delightful
(lakshna-vati pratima) is further

elaborated in the texts. What pleases

one person may not please another;

and beauty in one organ may not be
found in other organs; and it is
extremely difficult to make an icon
that is perfectly proper and delightful
for all people. Therefore, the texts
provide standard measurements, and
what is consistent with them alone is
considered proper and beautiful
(‘$astra-manena yo ramyah sa ramyo
nanya eva hi’). Thus pratima-

lakshana is a matter of textual fidelity.

The texts provide details such
as mana), unmana (measure of
thickness, measurement taken at right
angles to the place in which mana
and pramana measures have been
taken), parimana (measurement of
interspaces) and lamba-mana
(measurement taken along plumb-

lines) (etaiah shanmainair yutam

beram kuryat). There are also
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prescriptions about the tala-maina
that is relevant and proper. There is
an insistence that the icon should
neither lean nor fat (Sukra-niti-sara
14,4,2 ‘na-hina nadhika manat
te te jneyas susobhandah, na
stula na krsa va pi sarve sarva-

manoramah’).

It is necessary, therefore, that
the image-maker is well acquainted
with the canons of measurement.
Correct measurements, however, are
not alone important. The icon must
have a beauty overriding the
technical perfection, and this is not
a matter of measurement. It is said
in Hayasirsha-pancharatra that the
icon will have the divine presence
only when it is beautiful to look at

(‘abhirlipydccha bimbanam devas

sannidhyam rcchati’)

Sukra-niti-sara (4,4,15) is even
more expressive: ‘it is only when the
icon is perfectly shaped in all its
parts and charming in aspect, that it
makes for merit: otherwise it will be
a waste of life and money, and will

bring sorrow’’.

AR T gUAET GHATE |
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According to the same text
(4,4,72), an icon may be made of
sand (saikati), rice-powder mixed
with water (paishti), stucco with paint
(lepya), clay (mronmayi), wood
(varkshi), stone (pashana) or metal
(dhatattha). The order in which the
mention of substances is made
indicates that each substance is more
durable than the one preceding it

(‘sthira jiieya yathottara’).




198 Vastu - Silpa - Kosha

Sarya (with attendants)
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The text also includes pictorial
representation (lekhya) in the list.
The substances here are known as
‘pratima-dravya’ or ‘arccha-sthana’.
Samarangana-sitra-dhara (GOS, vol
II, 1,1) gives a list of seven such
substances which are suitable for
image-making: gold, silver, copper,
stone, wood, clay painted over and

drawing.

There are details which

contribute to the beauty of the icon:

ik,

posture, gesture, decorations and so
on. The texts elaborate on each of
these details. Regarding the general
bearing of the deity as represented
in the icon, there are four postures
usually met with: standing (sthanaka),
seated (asina), recumbent ($Sayana)

and mobile (yanaka).

RN

Syamala

The icons that sit in a lotus
posture or stand in equipoise, with

a pleasant countenance are rearded
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A

Varada-raja (stone)

as sattvika in character. Those that
stand in a disturbed stance or sit in
an alidha posture, or shown in the
act of moving about, with various
weapons in hands which are four or

six in number are rajasa, while a

violent deity with terrific countenance
and holding frightening weapons in

its hands which are eight or more

answers to the descripiton of a

tamasa icon.
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Chandra-Sekhara (bronze)
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Weapons are also classified into
these types: rosary (aksha-suatra),
book (pustaka), lotus (padma), conch
(samkha), ladle (sruk) and pot
(kurhbha) are illustrations of sattvika
type; hand drum (damaru) flute,
(venu), bid drum (bheri), lute (vina),
bell (ghanta) and cudgel (danda)

illustrate the rajasa type; and

Vishnu (dsina) (stone)
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Ganesa (stone)

weapons like handspear (pattisa),
sword (khadga), khatvanga, and
hammer (tanka), fire, animals like
serpent, cock, mongoose and deer

illustrate the tamasa type.

Gestures (mudra) afe hand-
poses and suggest the attitude of the
deity: protection (abhaya), boon-

bestowal (varada), exposition

Vastu - Silpa - Kosha

(vyakhyana), warning (tarjani) threat
(suchi), book (pustaka), spiritual
union (chinmudra), transcendental
wisdom (jiana), meditative
absorpiton (dhyana or yoga), arm
thrown across suggesting obscuration

(danda), hip-holding (katyavalmbita),

wonderment (vismaya), dharma-

Gana (stone)
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Bhikshatana (bronze) Kankala (stone)
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Uma-Mahesvara (bronze) Nrtta-mart (stonie)

wheel-turning (dharma-chakra) and

SO on.

Decorations (bhasha) like
crown (kirita), ear-pieces (karna-
bhushana), hair-styles (kesa-bandha),
garlands and necklaces (hara), breast-
bands (kucha-bandha), belly-bands

(udara-bandha), girdles (mekhala),

bracelets (kankana), armlets

Sarasvati (stone) (keyiira), anklets (niipura), shoulder-
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Bhairava (stone)

tassels (skandha-mald), waist-band
(kati-bandha), cross-belt (chhanna-
vira), sacrificial chords (yajiiopavita),

rings (anguliyaka) and so on.

Besides these details, there are
conventional prescriijtions of ideal
beauty like the face which should be
like full-moon (purnendu-vaktram),

large and elongated eyes (dirgha-

205

vipula-nayana), conch-like ears
{sarmmkhabha-karna), nose like tila-
flower (tila-pushpa-nasa), arms like
the cow’s tail (pasu-pucchha-bahu),
thighs like the plantain trunk
(rathbhoru-kanda), lotus-like hands
and feet (padmanghri-pani) and so
on which the icon should incorporate

(Pratishtha-vidhi-darpana, ch.2)

Chamunda (stone)
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Nrtya-sarasvati

Some texts distinguish between
yoga (tranquil and contemplative),
bhoga (pleasant and sensuous), vira
(dynamic and valiant) and
abhicharika (with occult significance,
used in magic and witchcraft) icons,
and describe the characteristic
features of each variety. They have

different benefits to bestow upon the

devotees.

Vastu - Silpa - Kosha

Several puranas (like Agni,
Matsya, Vishnu-dharmottara and
Padma) contain sections which deal
with the topic of pratima-lakshana.
Among independent treatises which
are relevant for the study include
Manasara, Brhatsamhita,
Sakaladhikara,
Amsumadbhedagama, Samarangana

- satra-dhara, Manasollasa,

Gajasura-samhara (Hoysala)
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Bhairava

Aparajita-pariprchcha, Maya-mata,
Pancharatra and Vaikhanasa texts,
Saivagama works, Sarasvatiya-$ilpa-
$astra, Sukra-niti-sira, Si]pa—rama,
Chaturvarga-chintamani, Riapa-
mandana, Pratima-lakshana, Tantra-
sara, Devata-mirti-prakarana,

Hari-bhakti-vilisa and Chitra-

lakshana.

Vishnu icons are frequently
represented in one of the ten
incarnatory forms although the
independent forms like Narayana,
Kesava, Srinivasa, Padmanabha and

Vasudeva are also commonly found.

The icons of Brahma are rare;
and even when they are found they
are only as attendant-divinities
(parivara-devata). The sportive forms
of Siva, the forms of Vishnu and the
form of Brahma are required to be
made in the highest tala-mana, viz.
uttama-dasa-tala (measuring 124

angulas).

The forms of Devi are
numerous, and they are all to be
made in the immediately next tala-
mana, viz madhyama-das$a-tila
(measuring 120 angulas). The texts

contain not only dhyana-slokas for
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all the major deities (Siva, Vishnu,
Brahma and Devi) but details of

measurement suitable for them.

In temples, there may be other
classes of minor deities such as the
eight dikpalas, the twelve adityas,
the eleven rudras, the eight vasus,
the seven sages, sun and moon,
Garuda and Sesha, all of whom are
to be made in the tala-mana next to
the above (viz. adhama-dasa-tala,

116 angulas).

The icons of non-deities (like
the grahas, the yakshas, the nagas,
the gandharvas, the asuras and
superior human beings are made in
nava-tila; they are not worshipped,
and their role is only as attendants
(parivara). Often, the tala-mana
prescriptions are not strictly followed

in their case.

There is a saying that the
godhead is present in the sacred fire
for the ritualists, in their own hearts
for the contemplatives, in icons for
those with little spiritual equipment,

and everywhere for the wise.

it fremaar 2a &fe Sa wHifoom
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Sattvata-samhita (10, 44-47)
speaks of four ‘places’ where worship
may be effectively performed
(chatus-sthanarchana): (1) in water
(2) in ones own heart, (3) in an icon,
and (4) in fire on a consecrated

platform (or mandala) |
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Water may be a sacred stream,
or in a sacred pot (kumbha). Worship
in ones own heart is known as
‘internal worship’ (antaryaga) and is
wholly mental or ideational in nature
(manasi); it does not require any
external material or action. An icon
is an external object, requiring formal
worship with material objects (bahir-
marti). It may be in ones own home
(sva-grhe) or _in a temple (prasade).
Worship of God in the fire assumes
the form of customary sacrifices and
fire-rituals on the altar (vedi or

mandala).

- Whatever the object of worship,
divinity is actually present in ones

own heart. One must therefore

formally draw-out the divine form
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from himself and place it on the
external object of worship. We read
in  Yoga-dipika of Narayana-

pandita(10,3):

T o9 T Siefde e

Even as the sacred fire has
sacramental and ritualistic
prescriptions about how it must be
lit and tended, and even as the
contemplatives have to follow
specific techniques of visualization
of the divine form in their own hearts,
the icons also must be properly
made for worship, albeit by common
and unenlightened people. Thus
Agni-purana which quotes the
above verse with a slight
modification, adds immediately that
the icons must be made with all the
features

required (‘pratimam

lakshana-vatim kuryat’).
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Among the several alternative
forms of worship available for the
devout (like fire-rituals, recitation of
the divine names, contemplation,
iconic worship (pratimaradhana,
bera-ptja) is regarded as the best
(cf. Khiladhikara, ch. 1). Because
the icon is available for constant
‘perception, and provides a support
for continued contemplation, it is
capable of generating devotion; and
whatever is done without devotion is
in vain. Therefore the icon is of
superior value (Kasyapiya-jiana-
kanda. ch.55). There is also a
statement to the effect that

contemplation was the suitable

technique in the Krta-age, sacrificial

rituals in the Treta-age, recitation of
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sacred names in the Dvapara-age,
and iconic worship in the present

Kali-age.

This also underlines the
importance of making the icon with
proper details and in suitable
measurements to be effective
(‘tasmad bhakti-hetutvad sa-
lakshanam parama-purusha-rupam
krtva’, Kasyapiya op.cit). The icon
for worship must be such that it
pleases the eyes and appeals to the
mind and delights the heart
(‘chakshushah priti-karanan manaso
hrdayasya cha’); for it is only out of
pleasure of this sort that devotion
develops (‘pritya sanjayate bhaktih’,
Kriyadhikara 1,13).
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CHAPTER THREE
PRINCIPLES OF ICONOMETRY

TALAMANA

In Indian iconometry, the unit
of measurement in sculpture is based
on the ‘hand-measurement’ (hasta-
mana) or the span of the artist’s right

hand or the patron’s:

T I 91 ISHEEIT =1

It is the distance between the
tip of the thumb and the top of the
middle finger of the right hand, fully
stretched out (cf. Brahmanda-purana,
7,97; Suprabedagama, 3,22), ‘vitasti’
and ‘mukha’ (the length of the face
from the top of the forehead to the
bottom of the chin) are synonyms of

‘tala’.

According to Brhat-samhita

(58,4) the length and breadth of the

face are each twelve angulas in ones

OWN measure:
@Iﬁ'c"lgq EERIET bR DE ] percegll

The basic measurement is
always of the width or breadth (hence
mana). The height (utsedha) is
deduced from width. In ganya-mana,
the architectural measure, if the
intended construction is oblong, the
basic measurement is length (ayama
or dirgha), and the length is deduced

relative to its width.

Any measurement (mana) is an
expression of the relation between a
known unit and the size of what is
to be measured. Angula is the unit
of such measurement, especially in

sculpture.
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Its employment has been very
ancient. We find references to the
expression even in Rgveda (e.g.
‘Purusha-sakta’, in the 10th
mandala), and other early religious
literature (e.g. Satapafha—
brahmana,10, 2,1,2). Altars for
sacrifice were constructed, and
implements were fashioned in terms
of this unit. Strictly, the expression

means ‘‘finger’’ or ‘‘finger’s
breadth’. Probably, this was the
smallest unit of measurement in early

times.

In iconography, it is closely
associated with ‘tala’, (meaning
‘short span’), twelve angulas
constituting a ‘tala’. An early
description of an angula is that it is

the one-fourth part of ones own fist

(sva-sva-mushtes chaturthamso hy
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angulam’ Sukra-niti-sara, 4,4,82). A
similar account elsewhere (Pratima-
mana-lakshanam) defines the
measure in terms of the palm of ones
hand (pallava), the palm and the fist
being interchangeable in terms of
width (‘pallavanam chaturbhago
mapanangulika smrta’). It also
specifies that the finger-breadth is
of man

the lowest measure

(‘tasyaishavama matra yad angulam’).

Indian artists and sculptors
(especially icon-makers) conceive of -
two broad varieties of angula:
‘manangula’, which is the absolute
measure, and the ‘matrangula’, which

is a relative measure.

‘Manangula’ is the standard unit
of measurement. According to Brhat-

samhita (57, 1), when the sun’s rays
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pass through a close net-work (jala,
lattice), the breadth of a single beam
of light, which is extremely minute
(anutara) is identified as a
‘paramanu’. This, of course, is not
discernible by the human eye,
although it is conceded that adepts
(yogins) can develop the power to
perceive it. If eight of such
‘paramanu’ measures are lined up,
the area covered wouid be a ‘rajas’
(lit. “a speck of dirt’) or ‘trasa-renu’.
Eight of these would constitute the
measure of the tip of the single
strand of hair (valagra or romagra),
and eight of these latter would make
the measure known as a ‘liksha’ (lit.
‘the egg of a louse’). Eight ‘likshas’
would constitute a ‘yoka’ (lit. ‘the

louse’), and eight ‘yukas’ together

would be the measure of a standard

grain of barley (‘yava’). And eight

‘yavas’ placed side by side would be

the measure of a standard ‘angula’.

But there are three alternative
measures in an ‘angula’: eight ‘yavas’
constituting the ‘superior’ measure
of angula (uttama-manangula), seven
‘vavas’ constituting the ‘middling’
measure (madhyama-manangula),
and six ‘yavas’ constituting the
‘inferior’ measure (adhama-
manangula). If, instead of the barely-
corn, a grain of the kind of paddy
known ‘sali’ is used, then the three
varieties would have 4, 3'/ and 3
grains respectively. However,
whenever the expression ‘angula’ is

used, it usually refers to the ‘superior’

measure.

Twelve of these ‘angulas’
constitute one ‘span’ (vitasti), which,

according to the Brahmana and Smrti
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texts, is the measure between the
thumb and the little finger when the

plam 1s extended. There are

references to the ‘hasta’ being an

equivalent of two vitastis (e.g.
Markandeya-purana, 49, 39 ‘dve
vitasti tatha haste’), and measuring
twenty-four ‘angulas’ (Bharata and
Kalika-purana quoted in Tithyadi-
tattva, ‘‘adirgha-yojitair hastai$
chaturvims$atibhir angulaih’). There
are other derivatives of ‘angulas’,
like kishku (‘fore-arm’), cubit, (24
angulas), ‘prajapatya (25 angulas),
‘dhanurgraha’ (26 angulas), and
‘dhanur-mushti’ (27 angulas). Four
‘dhanur-mushtis’ constitute a ‘danda’

(‘rod’, 108 angulas).

These derivatives of the
‘angula’ measure, however, are not
employed in iconography or

sculpture. Their use is more frequent

in architecture (kishku) and town-

planning (danda).

‘Matrangula’ or the relative
angula measure is more widely
employed, especially in iconography.
There is a textual prescription that
the icons for use in household
worship should be made only in this
measure (e.g.. Sakaladhikara, 1, 24
““matrangulair grharchanam
pratimdanam tu nanyatha’). This
measure is defined as the length
(dirgha) or breadth (tata) of the
middle digit (parvan) of the middle
ﬁnger of the right hand of the man
for whom the icon is made. There
are two alternatives in this measure

according to the ‘length’ or ‘breadth’

of the digit.

There i1s another measure

known as ‘deha-labdhangula’. It is
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derived from the length of the icon’s
body (in the vertical plane). For
instance, in the ‘nava-tala’ image the
proposed height of the image
(‘abhipreta-pramana) is divided into
nine parts, each part in turn being
further divided into twelve parts
(totalling 108 parts).
these latter twelve parts is regarded
as the icon’s ‘own angula’ (svangula,
‘pratimayah svam atmiyam angula-
pramanam’). This ‘angula is entirely
relative to the body of the icon

(‘deha-labdha’) (Karanagama).

The ‘angula’ measure, is closely
associated with ‘tala’, for the angula
here is defined as one part of the
entire height of the icon according to
its ‘tala’. If the image is in ‘ashta-
tala’, the angula is one of 96 parts;
if in ‘nava-tala’, one of 108 parts; or
if in ‘da$atala’, one of 120 parts

(Vaikhanasagama, 22).

_ y’” BN, {8l
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Each one of

There is also measure known
as ‘golaka’ or ‘kala’, which is equal
to two angulas, which is employed
in figuring out the relative sizes of
the major and minor ‘limbs’ of an
icon (Naradiya-samhita, 13, 128,
manena

‘anenaiava tu anga-

pratyanga kalpana’).

There is also a reference to the
view of Nagnajit, an ancient authority,
that the length of the face is fourteen
angulas while the breadth is only
twelve angulas, (‘vistirnam dvadasa

mukham, dairghena cha chaturdasa’).

The measure of the face
(or span) is subdivided into twelve
equal parts, and each part is
designated  as an  angula
(‘dvadasangulitalam cha vitastir
mukham eva cha’). Tala is generally

measure

defined as the equivalent
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of twelve angulas (‘talam vai
dvadasangulam’, Naradiya-samhita,

13, 128}

The measure (called mauala-
berangula) obtained by calculating
the total height of the icon (pratima-
pramana). Texts like Brhat-samhita
(57) indicate that the finger’s length
(or breadth) of the icon itself is to
be taken into consideration for
ascertaining the dimensions of the
face, and then for fixing the total
height of the icon (‘pratimayah svair
atmiyair angula pramanair mukham
vadanam dvadasangulani vistirnam

vipulam ayatam’, Comm).

It must however, be noted that
the length of the face is not a fixed
measure, nor is it a standard; it

varies according to the particular

tala-scale that is adopted. In the ten-
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span (da$a-tala) of the ‘normal’
variety the angula would be the
('/120)th the part of the icon’s total
height, and the length of the face
would be twelve of such angulas. If,
however, the variety is ‘superior’
(uttama), the angula would measure
('/124)th the part of the icon’s total
height; and if ‘inferior’, it would the
only be ('/116)th the part. The length

of the face would accordinly vary.

Analogous to ganya-mana used
in architecture (height of the building
from the ground-level to the pinnacle,
‘janmadi-stiipi- paryantam ganya-
manam ihochyate’, Manasara), tala-
mana is used in sculpture. It is a
system of measurement based on
tala or ‘span’, providing a scale of
proportions between the several
limbs of the icon, and also between

the several limbs and the total height
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of the icon. This system is designed
to facilitate differentiation (in form
as well as status) between icons
representing several deities, major

and minor, principal and subsidiary.
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The system is said to be based
on the measure of the face
(mukha-mana) (viz. height from
the top of the forehead to the
bottom of the chin) which provides
the scale of all the other limbs of
the icon’s body (Matsya-purana,
258, 19, ‘mukhamanena kartavya

sarvavayava-kalpana’).

More usually, however, the
handspan (hastamana) is taken as

the basis.
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Brhat-samhita (68,7) classifies
the human beings in terms of their
height (and other relative
proportions) into five types. They

are also related to the planets:

AR d: AT =T Sea: |
TR GIRAT A dHE 98 ||

Sfem wafa g9 @R T Fe T |
TE G FfomT Hieted Sy ||
(Fecdfearn 68, 1-2)

1. harhsa...96 angulas in height
(Jupiter)

2. $asa...99 angulas in height (Saturn)

3. ruchaka...102 angulas in height
(Mars)

4. bhadra... 105 angulas in height
(Mercury)

5. malavya... 108 angulas in height
(Venus)

The same text gives this detail

which characterizes the five types
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with increasing height by three

angulas (68,7).

mmmaml
TITEES MEHTES AR agad ||

The expression vyayamo in this
verse has reference to what is known
as ‘nyagrodha-parimandala’, which
is the measure from the tip of the
middle finger of one hand to the tip
of the same finger of the other hand
when both arms are fully extended
each way in the same line with the
chest. The word is explained by, the
commentator Utpala as ‘prasarita-
bhiya-dvayasya praminam’. He

quotes Parasara:

ITg: e I ged T |
g T a3 =meeieved: |

Matsya-purana elaborates on

this concept:

et q Tl 918 S =R 39 |
T A TegEl T 9 Fe q afe: |
W:WW:H

It is a perfect circle where the
vertical line (madhya-siitra) passing
through the centre (bindu), denoting
height (utsedha) equal to the
horizontal line bisecting it at the
centre (madhya-prastha) denoting
width (vyama, prthuta, vistara).
These lines provide the fundamental
space-directions: right and left, above
and below. The central point
(madhya-bindhu) represents akasa,
while the horizontal line symbolizes
air (vayu), rajas or movement. The
vertical axis which supports the entire
composition holds sattva (top,
representing fire) apart from tamas
(bottom, representing earth and
water). It also distinguishes right

(Siva, pingala, agni) from left (Sakti,
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ida, soma), and marks the three
planes of existence: physical (bottom
of the line, bhih), mental (the central
point, bhuvah) and spiritual (top of
the line, svah). Thé vertical axis
while the

symbolizes ascent,

horizontal axis is expansion.

Vishnu-dharmottara, however,
gives the five types of human forms

in different measures (3,35,8-9):

TH WEISY W] FEh: YT |
foran: qewT: 9o Wi Feay deo I

IR |9 391 JH70: |
g sarerfas wae il

According to this text, the
hamsa-type measures 108 angulas in
height, bhadra 106 angulas, malavya
104, ruchaka 100 and Sasaka 96.
The assumption here is that the

hamsa-type (with 108 angulas, nava-

tala) is the best (pravara).

HTITEHETH] T ey A |
GEIIEIREIRE feCriEieor

(Matsya-purana, 145, 10)

The $asaka (with 96 angulas)

measures upto ashta-tala.

To revert now to the
Brhatsamhita account, the first type,
corresponding to the ‘eight span’
with twelve angulas in each (ashta-
tala measure to be explained later),
is said to be represented by the
average man, the man below average
being about 84 angulas. ‘Tﬁe last
type (viz. malavya) is said to be the

‘best’ (pravara) (cf. ibid.; 57,30) and
it corresponds to the ‘nine-span’

(nava-tala) measure (cf. alsolMatsya-

purana, 145, 10:

ANHIE: ARSI SATJHITHE: |
- Tﬁﬂ'ﬂﬁl W&R’ﬂa! I
qETT 1 gaTS SreAnTen |
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[conographic representation,
although based on this five-fold
division of human beings (paficha-
manushya-vibhaga), stylizes the
measure to suit the deities. For the
icons meant for worship or adoration
must not only be well-proportioned,
but must be impressive in aspect
(ramya). It must, however, be noted
that the iconometric prescriptions
are applicable only to icons meant
for worship or adoration, and not to
other images. In other cases, the
artist is “‘free to follow his own art
instinct’”” (Abanindranath Tagore,
Some Notes on Indian Artistic

Anatomy, p.3).

Mastya-purana (258, 26-29)

contains an account of the

k.
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iconometric proportions of the
‘malavya’ type mentioned above, and
this may be taken as an illustration.
“The entire icon must be viewed as
consisting of nine parts, in terms of
the icon’s face-length (being equal to
one part) (‘pratimd-mukha manena
navabhagan prakalpayet’): the neck
then will be four angulas in height
(‘chatur-angula bhaved-griva), and
the chest (bottom of the neck to the
bottom of the breast) one part (viz.
measure equal to the face length, or
a tala) (‘bhagena hrdayam punah’).
The navel must be located below this
part, and the space between the
bottom of the chest and the navel
must be equal to one part (‘nabhis
tasmz‘td adhah karya, bhagenaikena
Sobhana’). From navel to the top of
the phallus must be one part (‘nabher

adhas tathd medhram bhagenaikena
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kalpayet). The thighs must be equal
to two parts (‘dvibhagenayvatavara’),
and the height of each knee-patella
must be four angulas (‘januni
chaturangula’). The height of each
leg below the knee and above the
foot must be two parts (‘janghe
dvibhage’), and the foot must be two

parts (‘padau tu chatur-angulau’).

The total height of the icon in
the above account would be 108
equal parts of angulas (viz. the total
height being nine times the length of
the face, which is called a tala, equal
to twelve angulas); and this is
regarded as the superior variety of

‘nava-tala’.

The significance of the number
108 is the distribution of the padas

of the nakshatras among the rasis

(zodiac). There are twenty-seven

{9}
[2%]

stars (nakshatras, Asvini etc.), each
of which has four quarters (padas);
and there are twelve zodiacs (rasi,
Mesha etc.), each of which has nine
padas (each pada representing two
stars, and one quarter of the next
star). Thus there are altogether 108
padas for the 27 stars distributed

among the twelve rasis.

By a variation of this standard
height of the superior man (of the
malavya type), several scales of
proportions are obtained. And the
texts enumerate ten (or twelve)
varieties, beginning wifh one-span
(called eka-tala) and progressively
increasing by one span till the ten-
span (dasa-tala) or twelve-span
(dvadasa-tala) is reached. And in
each tala, there are three sub-
varieties: ‘superior’ or big (uttama or
or midling

pravara), ‘normal’

FIN
2, N
Sy
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(madhyama or sama), and ‘inferior’ In the ten-span scale of

or small (adhama or nyna). proportions, for instance, the total

height of the icon would be 120

angulas (each tala representing 12
angulas, and there being ten spans in
this scale or the height of the icon

being ten times the length of the

e

face). This would be the ‘normal’ or
‘midling height’. When four angulas

are added to it, the ‘superior’ variety

is got, and the height in this case
would be 124 angulas. When,
however, four angulas are deducted

L1 from the ‘normal’ height we get the
|

‘inferior’ variety, the height of which

! would be 116 angulas. Thus, there

are altogether thirty tala measures,
| C - when ten varieties of tala in their
r"a | three sub-divisions are recognized.
14
\ { i Different talas are prescribed '
\
i S e “ “ et
Eu ko ,7: ‘ for representation of different deities
TOTAL A2

and their entourage. The following

Madhyama-da$a-tala

list is illustrative:
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1. eka-tala (12 angulas in

height): for leogriff heads (grasa or

simha-lalata), headless trunks
(kabandhas) and tortoise-incarnation

of Vishnu.

2. dvi-tala (24 angulas in
height): for birds like swan, dwarf-
fish spirits like Kishmanda, and for

fish incarnation of Vishnu.

3. tri-tdla (36 angulas in height):
for attendant spirits like bhutas and
celestial musicians like Kinnaras;

elephants and horses.

4. chatus-tala (48 angulas in
height): for dwarfs among human

beings and goblins.

5. pancha-tdla (60 angulas in
height): for boys, hunchbacks and
gana-spirits; also for Ganapati, bull
(vrshabha), pig (stkara), buffalo

(mahisha), and Vamana.

6. shat-tala (72 angulas in
height): for disembodied spirits
(pretas) and tigers; Ganesa, Varaha

and Kumara.

7. sapta-tala (84 angulas in
height): for vampires and evil spirits

that drink blood and haunt (vetilas).

8. ashta-tdla (96 angulas in
height): for sages and other human

beings, male or female.

9. nava-tala (108 angulas in
height): for gods like Indra, and

demons (asuras and rakshasas).

[The superior human beings
like the Buddha who are godlike are
prescribed to be made in
sattryangula-nava-tala, viz. 111
angulas; the daityas, yakshas, nagas,

siddhas and gandharvas in uttama-

nava-tala, viz. 112 angulas; and

grahas like Surya and Chandra and




demigods like Kubera in navardha-

tala, viz. 114 angulas]
10. dasa-tala:

(i) the inferior variety (116
angulas in height): for the eight
guardians of directions (dik-palakas),
the twelve solar spirits (adityas), the
eleven Rudras, the eight Vasus, the

seven sages, and Kartikeya;

(ii) the midling variety (120

angulas in height): for goddesses like

Lakshmi, Bhi, Parvati and Sarasvati

(iii) the superior variety (124
angulas in height): for gods like

Brahma, Vishnu and Siva.

There is a variant list which
says that all human beings must be
represented in sapta-tala, all

goddesses in ashta-tala, all gods in
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nava-tala, and major gods like
Vishnu, Brahma, Rudra, Rama,
Siddha and Jina in dasa-tala. Some
additional tala measures are also

recommended:

11. ekadasa-tala: for Skanda,

Hanuman and Chandi

12. dvadasa-tila: for

Narasirhha, Bhairava and Vetala

13. trayodasa-tala: for wicked

giants (rakshasas)

14. chaturdasa-tala: for daityas

and danavas

15. pafichadasa-tala: for Rahu,

Chamunda and Bhrgu

16. shoda$a-tala: for fierce
goddess (ugra-devata), and great

danavas like Mahishasura, Hiranya-

ka$ipu and Ravana.
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Texts like Aparajita-precha
prescribe as many as 21 tila
measures for increasingly tierce icons

like Svachchanda-bhairava, (21-tala)

Suprabheda (34, 30-34) has a
slightly different prescription:

1— tala: for Kashmandas and

pisachas
2 — tala: for fish (matsya)
3 — tala: for kinnaras
4 — tala: for bhutas

5 — tala: for Ganesa and

Vamana
6 — tala: for gandharvas

7 — tala: for rakshasas and

asuras

8 — talas: for sages and superior

humans (divyam arsha-

manushyanam)

9. tala: for Sakti and gods other

than those indicated for the 10-tila

10. tala: for the four major
gods (‘1Svaradi chaturmarti’, viz.,

Siva, Vishnu, Brahma and Kartikeya)

The height of the icon in any

of these tdla-measures is to be

decided upon in one of the eleven

ways (viz. taking as basis any one of

the following factors):

(1) linga: the dimension of the
main image to be installed in the
sanctum; if it is a linga, the part of
it that is exposed for worship
(pujarmsa);

(2) the height of the sanctum

(garbha-grha);

(3) the height of the entrance-

door (dvara);

(4) the height of the basic altar

or platform (adhisthana);

(5) the height of the column

supporting the sanctum (pada)
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(6) the measure of cubit
(kishku), viz., the distance between
the elbow-joint and the top of the

middle finger when stretched out;

(7) the measure of span (tala),
any one of the varieties mentioned

above;

(8) the height of the major

priest, sculptor or  patron

(yajamanodaya);

(9) the standard measure of

angula (manangula);

(10) the relative measure of
angula in terms of the main icon

(mala-berangula).

For details cf Sukra-niti-sara,
ch.4; ch.58:

Sakaladhikara, ‘‘tala-prakarapa’’,

Brhat-samhita,

ch.22; Matsya-purana, ch 258,;
ch.13;

Hayasirsha-paincharatra, Suprabedha,

Néradiya- samhita,

ch.31; and Karapagama.

The relative proportions of the
various limbs of the icon are
illustrated in the three varieties of

each tala measure in the following

tables:
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1. DASA-TALA

The uttama (superior) variety
is suitable for major deities like
Brahma, Vishnu, Siva, Dattatreya,
Buddha, Jina and Vasudeva. The
madhyama (normal) variety is for
the feminine counterparts of Brahma,
Vishnu and Siva, the devis like
Jyeshtha, Bht and the seven matrkas.
The adhama (inferior) variety is for
gods like Kartikeya, Sarya, Chandra,
Yama, Indra, Chandesa, Kshetrapala,
Sasta, Virabhadra, Agni and the great
sages like Bhrgu and Markandeya,
according to Kasyapiya-silpa. |
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) Uttama : Tot.ht. Madhyama : Tot.ht. | Adhama : Tot.ht.
Limbs (124 angulas) 120 angulas) (116 angulas)
Angula Yava Angula Yava Angula Yava

Height of crown of head till
the hair-line 4 3 & 2 4 0
Hair-line to bottom of chin
(length of face) 13 1 12 6 12 4
Height of neck 3 7 3 6 4 0
From neck to heart 13 3 12 6 12 4
From heart to navel 13 3 13 0 12 4
From navel to top of phallus 13 3 13 0 12 4
Length of thigh (from pubis to knee) 27 0 25 6 .25 0
Length of knee-joint 4 0 4 0 4 0
Length of lower leg (from knee to angle) 27 0 25 0 5
Height of foot (from ankle to ground) 0 4 2 4 0
Total 124 0 120 0 116 0

(cf. Sakaladhikara, Chaps. 2,4,5)
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II. NAVA-TALA (Nine-span measure)

The uttama variety is suitable

for minor gods, all goddesses, the & —t—
i3 i [
guardians of directions (dikpalas), . —
Garuda and so on. The midling 5 PR
variety is for mobile icons (asthira- .
marti), and for representation of
IS 2= i

yakshas, apsaras, maruts and

vidyadharas. The inferior variety is ap W I

for the saints who are worshipped,
; [ 3 4
siddhas, gandharvas and asuras.
el "’T 23
(the first number refers to angula,
_ . ¢ G ks
and the number after the pomt to L—‘ e T
FameT amr owum ¥
yava)
uttama madhyama adhama
Crown of the head 4.0 3.0 3.0
Hair-line to bottom of chin
(length of face) 12.0 12.0 12.0
Neck 4.0 3.0 4.0
Neck to breast(chest) 12.0 12.0 11.0
Breast to navel (belly) 12.0 12.0 11.0
Navel to pubis (loins) 12.0 12.0 11.0
Thigh 24.0 24.0 22.0
Knee-joint 4.0 3.0 4.0
Lower leg (shank) 24.0 24.0 22.0
Foot 4.0 3.0 4.0
Total height 112.0 108.0 104.0
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I0. ASHTA-TALA (Eight-span measure)
This measure is suitable for human heroes and saints.

uttama madhyama adhama

Crown ol the head 2.4 2.0 2.0

Face length 110.0 110.0 10.0

Neck 3.0 20 34

Neck to Breast 143 70.0 :

Breast to navel 1.0 10.0 30.0

Nuvel to pubis 11.0 10.0

Thigh 226 210 20.0

Knee-joint 3.0 3.0 3.0
| Lower leg 22.0 21.0 20.0

Foot 3.0 3.0 3.0

Total height 100.0 96.0 92.0
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IV. SAPTA-TALA (Seven-span measure)

This measure is suitable for bhetalas, vampires etc.

0o

ASHTA - TALA
uttama madhyama

Crown of the head 1.0 3.0
Face-length 8.4

Neck 4.0 3.0
Neck to breast ‘ 7.0 10.0
Breast to navel 11.0 10.0
Navel to pubis 11.0 5.0
Thigh 22.0 18.4
Knee-joint 2.0 3.0
Lower leg 22.0 18.4
Foot 2.0 3.0
Total height 88.0 84.0
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V. SHAT-TALA (Six-span meausre)

This measure is suitable for pretas, Ganesa, Variha and Kumara.

( ! it /
S
f tﬂ_-. 7 Kot 1 9
ABA_
T >
25 19 8
1 5 7
ekt 3 T
17 5 7
14 T om
7 7% (4]
AT Tug T
SHA]’-TTILA
uttama madhyama adhama
Crown of the head 1.4 1.0 1.0
Face-length 8.4 9.0 9.0
Neck to breast 8.4
Breast to navel 8.4 19.0 18.0
Navel to pubis 8.4
Thigh 17.0 17.0 17.0
Knee-joint 1.4 3. 2.0
Lower leg 17.0 17.0 17.0
Foort 1.4 3.0 2.0
Total height 76.0 72.0 68.0
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VI. PANCHA-TALA (five span measurc)

This is suitable for boys, hunchbacks and ganas, also for Ganes$a, bull
and Vamana. Only the proportions of the superior variety is given.

UTTAMA CHATUS-TALA

Uttama
Crown of the head 2.0
Face-length 8.0
Neck 3.0
Neck to breast 6.0
Breast to navel
Navel to pubis 16.0
Thigh 14.4
Knee-joint 3.0
Lower leg 3.0
Foot 3.0
Total height 64.0
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Uttama-dasatala is commended
for making icons of principal
divinities like Brahma, Vishnu and
Siva. The total height of the icon
(including the headgear or ushnisha

and excluding the pedestal or pitha)

27 Axa

o s A 4 Axe.
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is divided into one hundred and
twenty-four parts (called ams$a or

digit in terms of angulas) as follows:

PARTS

From the fillet of the crown
(ushnishat) till the hairline (ke$a-

paryantam)... 4
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From the hairline till the jawline

(hanu)13

The height of the throat (gala-

manam).... Y2

The length of the neck (gala-

tungakam) 4

From the bottom of the neck
(galanta) till the lower limit of the

heart - region (hrdayanta)...13%2

The belly (udaram) till the navel

(nabhi-simakam)... 13%2

From the navel till the penis

(medhra)... 132

From the bottom of the penis
till the knee (medhrantam dru-

dairghyam)... 27

The height of the knee (janu-

tungam)... 4

The shank (jangha), from the

knee to the ankle (same height as

thigh)... 27

The height of the foot (pada),
same as that of the knee (janu-

samottungam)... 4

Total height 124

SIROBHAGA - THE HEAD
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(Vertical Measurements

according to Dasa-tala of the Uttama

order)
1. From ushnisha to murdhanta
1 angula 3 yava

2. From maurdhanta to keSanta

3 angulas

3. From kesdnta to netranta4

“angulas 3 yava

4. From netranta to nasanta4

angulas 3 yava

5. From nasanta to chibukanta

4 angulas 3 vava
6. gala (till hikka)
4 angulas 3 vava
(ushnisha- crown of head
mirdhanta - upper limit of head
ke$anta - hair-line
netranta - corner of eye
nasanta - tip, of nose

chibuka - chin

gala - larynx depression)

MADHYABHAGA-THE TORSO

MADHYABHAGA—THE TORSO
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1. From gala (viz. hikka) to
hrdaya 13 angulas 3 yava

2. From hrdaya to nambhi 13
angulas 3 yava

3. From nabhi to medhragra 13
angulas 3 yava

(hrdaya - heart region

nabhi - navel

medhrinta - top of penis)

BAHU-THE ARMS

BAHU--THE ARMS

1. From hikka-sttra to kurpara

27 angulas
2. karpara-desa (elbow) 4

angulas

3. prakoshtha (forearm) 27
angulas

4. kara (from wrist to middle-
finger) 13 angulas 4 yava

(kurpara- elbow

prakoshtha- forearm

kara- hand)

Adhobhaga - the legs
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. From murdhanta to janu 27
angulas

2. The height of janu 4 angulas

3. From janu to gulpha 27
angulas

4. The height of pada (from
gulpha to padatala) 4 angulas

(janu - knee,

gulpha - ankle,

pada-tala - sole of foot)

UPANGA

A minor limb or part of the
body, like the chest (vakshah-sthala),

finger (anguli), thighs (janu).

I. SIRAS - THE HEAD

1. murdhanta (upper limit of
head)
2. kesanta (hair-line)

3. lalata (forehead)

237

1

SIRAS—THE HEAD

I

. bhro (eye-brow)

N

akshi or netra

kapola (cheek)

nasa (nose)

asya or mukha (mouth)

chibuka (chin)

el N T

10. kantha or gala (neck)
11. karna (ear)
12. bhro-madhya (space

between eye-brows)

. AKSHI-THE EYES

1. bhrt (eye-brow)

2. bhru-puchcha (end of brow)
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fl AKSHI—-THE EYES

3. uardhva-varma (upper
eye-lid)
4. kaninika (pupil of eye)

5. netranta (corner of eye)

6. adho-varma (lower eye-lid)

In the Saiva manuals of
worship, upanga relates to the
embellishment of the icon (as
deity) with garlands, unguents,
and ornaments, and

garments

providing for it seat (asana) and

enclosure (avarana).

1. NASA - THE NOSE

)™
=
1
2
3

o N—
N2

11 NASA—THE NOSE

1. ghona or nasika (nose)

2. ndsa-puta (nose wing)

3. nasa-dvara (nostril)

4. nasagra (nose-tip)

5. goji (deﬁression below the

nose-bridge and above the chin)
IV. ASYA OR MUKHA - MOUTH

1. uttaroshtha (upper lip)
2. srkkva (corner of mouth)

3. adharoshtha (lower lip)
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IV TASYA or MUKHA—THE MOUTH

4. chibuka (depression above
the chin)

5. hanu-sandhi (chin)

V. KARNA - THE EAR

1. karnpa-mula (the upper

attachment of ear to head)
2. karna-srotas (ear-hole)

3. karna-vesana (lower

attachment of ear to head)

4. karna-nala (pendent lobe of

ear)

A KARE‘IA--THE EAR

5. karna-mandala (hole bored

n ear)

VI. KANTHA - THE NECK

1. kanthagra or grivagra (top of
neck)

2. gala (throat)

3. kantha-mila (bottom of

neck)
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1. uras (chest)
madhya (kukshi) (belly)
nabhi

e

kati (hip)

VIII. MADHYA - DEHA - TOSRO

Vi KANTHA—THE NECK

(FEMALE)

4. hikka (larynx depression)

S. jatru (collar bone)

VII. MADHYA - DEHA - TORSO

(MALE)

i

VII MADHYA-DEHA—TORSO (Female)

1=

. uras (chest)

. stana (breast)
. chuchuka (nipple of breast)

Y

VIl MADHYA-DEHA—TORSO (male) . nabhi (navel)

1
2
2
4. madhya (middle region)
S
6

. éroni (waist, loins)
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IX. ADHOBHAGA - THE LOWER
TORSO (MALE)

X ADHOBHAGA-—THE LOWER TORSO (Mulw)

I. kati (hip)

[E]

kati-bandha (hip formation)

guhya (the public region)

o

medhra (penis)

5. muthkas (testes)

X. SRONI-MANDALA - THE
LOWER TORSO (FEMALE)
1. kati (hip)
2. guhya (pubic region)

3. yoni (vulva)
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X gRO.r«Il'-MAP:E[‘)ALA—THE LOWER TORSC {Female)

XI.

BAHU - THE ARM
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1. améa or skandha (shoulder)
kaksha (arm-pit)
. karpara (elbow)

prakoshtha (fore-arm)

. kara (hand)

XII. BAHU - THE ARM

1. nija-bahu (normal arm)
2. para-bdhu (extra arm at the

back)

XIII. KARA (HASTA) - THE HAND

X1l KANA (HAS1A) ~THE HAND

|. mani-bandha (wrist)

(R

. kara-tala (palm)

(98]

talagra (outer edge of palm)
4. sukodara(fleshy mound
between root of thumb and wrist)
5. angushtha (thumb)
6. anguli (finger)
7. parshni-hasta (back of palm)

XIV. ANGULI - FINGER

X1V ANGULI - FINGER

1. angushtha (thumb)
2. tarjani (fore-finger)

3. madhyama (middle-finger)
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anamika (ring-finger)
kanishtha (little-finger)
nakha (nail)

~N > v

. parva (finger-digit)

XV. URUPADAU - THE THIGHS
AND LEGS

XV URUPADAU—THE THIGHS AND LEGS

1. urd (thigh)
2. uru-madhya (middle of thigh)
3. janu (knee)

4. jangha (shank)

gulpha (ankle)
pada (foot)
padanguli (toes)
parshni (heel)

S B

pada-tala (sole of foot)
PRALAMBA

An iconometric device for
determining the exact horizontal and
vertical measurements ot the entire
body and of the several parts of the
body of the icon that is intended to
be made, by drawing plumb-lines
(pralamba), which is done by
dropping perpendicularly threads to
which weight is attached at the end

(plummet).

Texts like Manasara speak of
five or seven such plumb-lines which
are helpful. The central line starts
from the crest-jewel of the crown

(sikha-mani) and goes down the body
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through the middle of the forehead,
centre of the eyebrows, the nose, the
chin. the middle of the neck, the
centre of the chest, navel, and the tip
ot the penis, and then descends in a
straight line to the midmost point of
the pedestal between the two fecl.
The other four (or six) lines pass
through the sides of the body,
touching the sides of the face and the
sides of the shoulders (and running

through the knees).

The plumb-lines are also drawn
through the arm-pits and through the
sides of the back of the head, to

make the number eleven.

The measurcments are in this
manner determined for the various

stances (standing in equipoise or with

bends, sitting and lying down).

Pralamba-phalaka is the
instrument (plank) for making the
pralarhba measurements. “There’ is
a square plank of four, three, two or
one angula in thickness with the
sides cqual to three-fourths or half
of the length of the image. Another
plank of the same size is made and
used as a stool on which the image
is placed. The other plank (pralamba-
phalaka) is fixed to the crown of the
head of the image. The planks are
kept level to each other; some holes
are made in the upper plank of the
pralamba-phalaka wherelrom  are
suspended some strings at the other
end of which arc attached small balls
made of iron or stone. The number
of holes and strings suspended though
the planks. While the plumb-lines
are determined, varies from five to
eleven, according to the different

postures and poses of the image”’
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(from Manasara, ch LXII, lines
6-16, Translated in P.K. Acharya,
An Encyclopaedia of Hindu
Architecture, 1.K. Publishing House,

Bhopal, 1978, p.325).

This has reference to the
concept of ‘Satra’ which is an
invaluable device in iconometry to
ascertain and determine the vertical
position and bilateral symmetry of
the image as well as the horizontal
level of the limbs. The satra
(imaginary lines or strings) is of two
types, (1) Anga-sitra and (2) Lamhba-
sitra. The former deals with the
horizontal level of the limbs, the
location of the limbs and the relative
measurement of the limbs. It has
nine subsidiary satras: (1) akshi-sitra

(the line across the centre of the two

eyes); (ii) bhru-satra (the line across
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the crests of the eyebrows); (iv)
hikka-sutra (the line through the
depressed part in the middle of lower
end of neck across the shoulders);
(v) stana-sutra (also called hrdaya-
sutra, line through the two nipples of
the breasts); (vi) nabhi-siitra (the
line through the navel); (vii) medhra-
sttra (the line through the root of the
generative organ); (viii) jano-mardha-
sutra (the line through the knees);
and (ix) janvadhas-satra (the line

through the calves of the legs).

The Karnhba-sutras are plumb-
line strings which are attached to the
pralamba-phalaka, and which help in
ascertaining the correct vertical levels
and position of the limbs, in
maintaining the elevations and
depressions of the limbs properly

with reference to the vertical plance,
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and to in preser\}ing the three-
dimensional symmetry of the icon as
a whole. There are five lamba-sitras
which are indispensable: (i) puras-
siitra or parva-sttra (the string in
front); (ii) para-sutra or prshtha-satra
or para-sutra (the string at the back);
(iii) and (iv) par$va-satras (two
strings, each on either side of the
body), and (v) madhya-sotra (the
string running through the centre of

the icon’s body, standing or seated).

T, AETHTOH ol HRAg T |

QTR = gl 9 e 9gad |
These five strings are also called
brahma-satras, when four other
strings are added to make the vertical
measurements more precise stings
through the two  arm-pits
(kakshantara) and strings on either

side of the face (mukhantara)

Tafy: FERERY FETR JER: |
TIEFEARE FHH e a1 |

(1) The puras-sutra is
suspended so as to pass in front of
the middle of the crown (ushnishe),
forehead (lalate), tip of the nose
(nasagre), middle of the chin (hanu-
madhyame), bottom of the neck
(hikkayam), chest (hrdaya), navel
(nabhau), the generative organ-
(yonau), front of the space between
the thighs (Grrvantare tatha), and
between the feet (padayor madhyame

plrvam);

(2) The para-siitra passes
behind the middle of the crown
(param ushnisha-madhyame), nape
of the neck (krkatika), hump (kakun
madhye) back-bone (vamsa-
madhye), the middle of the space

between the two glutials (sphigantare)
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and between the two heels

(parshnayo$ cha madhyame);

(3) and (4) The two paréva-
sutras touch the outer edges of the
ear-lobes (parsve karnapalyanta-
desake), sides of the neck at the
bottom, grivaya), through the middle
of the ankle (gulpha-madhye syat

parsva-sutra-dvayam viduh);

(5) The last of the five principal
sutras passes right through the centre
of the body dividing the body into
two equal halves (kaya-madhya-
gatenaiva

pancha-sioitram

pradhanakam);

(6and7) The kakshabhyantara-
sutras are suspended along the inner
edge of the ear on each side,
(karnabhyantar-gatam), and pass

through the middle of the nipples of

the breast (stana- chiachuka-
madhyame), the middle of the thighs
and of the legs (padoru-madhya-
dese) and throguh the middle of the
sides at the waist (madhyame

larhbayet punah);

(8 and 9) The mukhantara-
satras pass through the arm-pits
(kakhantare), along the sides of the
hip (kati-par$ve) and through the
middle of the outer lobe of the ankle
(bony projection,

akshi-gulpha)
(lambayed akshi-madhyame).

The five principal sutras are also
called rjustitra, ardharju sitra, sachi-
turya-sutra and sthanaka-sutra
respectively; the kakshantara satras
are called bhittika, and the
mukhantara sttra is known as par$va-

gata-sutra (cf. Abhilashitartha-
chintamani, 1, 189-190 and 3,

407-410).
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According to Sakaladhikara, the
measurements of pralamba-phalaka
are: length of the board (ayama):
401/2 angulas, the distance between
the upper-arm extremities; width:
18 angulas, thickness (ghana): 2

angulas or 2 1/2 angulas.

TelIheTFA Uk feafasad: |
foreere sgwRlmTaE faHamem |
ar B g 59 A SAediens J)

ABHARANA

Literally meaning ‘ornament’
the expression refers to the stylized
decorations on the icons in human
form. Indian art (painting and
sculpture) regards beauty as
inseparable from ornamentation, and
employs this detail invariably in icons

for display as well as for worship.

The exceptions are the icons of the

& e

]
/

Jaina tirthankaras and the Buddha.
Even yogis and hermits have their
characteristic and light ornaments.
Most of the forms and styles of
ornaments in the icons are adopted
from the actual ornaments used by
well-to-do Indian masses, especially
on festive occasions,and members of
the royal household; but some of
them are of course derived from the
artist’s imagination and
inventiveness; and a few are meant
only for gods, goddesses, heavenly

damsels, and not to be found among

humans.

Classical texts (like Manu-
Smrti, 7,22) classify ornaments into
four varieties: (1) avedhya (worn
after piercing the part of the body)
like ear-pieces of various kinds; (2)
bandhaniya (tied round the part of

the body), like the strings of pearls
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or flowers tied round the hair, or
arms; (3) kshepya (slipped on to the
part of the body) like rings on the
fingers; and (4) aropya (hung round
the neck or down the shoulders) like

necklaces and garlands.

While all visible parts of the
body are considered suitable for
with

decoration appropriate

ornaments, the head (siras), neck
(kantha), chest (ura), arms (bahu),
legs (pada), loins or hip (kati) and
the fingers (anguli) of the icon are
more often and especially covered
with ornaments. The ornaments are
usually in aesthetically elegant
designs, and contain sometimes
mythical motifs (like makara, sarpa,

sihha-lalata and vyala).




1]
wn
tad

Vistu - Silpa - Kosha

Makara is a mythical creature,
resembling in form a crocodile, but
with a trunk like that of an elephant.
Its ears like cow’s, eyes like those of
the fish, the middle-body that of a
boar, having a tail like the peacock’s;

its legs are those of a lion.

T FEER S T |
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Sometimes the head alone is
represented: its tail is spread out
upwards (puchcham ardhva-
vistrtam), or alround (sarvato-
gatam), or hanging down on the
earth (bhi-pranta-vikshiptam). If may
carry a riden on its back (vahaka-

yutam), or not (svatantram). It may

be in a posture of attacking (yuddha-

sannaddham) or it may just seem to

be playing about (kridabhiramakam).

Simha-lalata is the familiar
leogrief motive, that of a mythical
lion. In sculpture, they resemble the
actual ornaments made in gold and
set with precious stones (pearls,
diamonds, moonstone, sapphire etc.)
As said earlier, there is an
unmistakable stylization in the
ornaments appropriate to each organ;
and the texts contain distinct and
suggestive names for each one of

them.

Most of the ornaments are
common to all classes of gods and
goddesses (including those of Jaina
and Buddhist tradition). But some
ornaments have conventionally got
associated with some divinities and

serve to distinguish them from others,

> ‘& .)’ *
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like Srivatsa and kaustubha on the
chest and Vaijayanti garland over the
body with Vishnu, and garland of
severed heads with Bhairava as ugra-

sakti.

Generally, ornaments are

decorative devices and are meant to

enhance the loveliness of the physical

appearance of the icon. Rut
ornaments may also be used to
suggest ferocity and violence, as for
instance the garland of severed heads
on Bhairava, the garland of severed
hands on Kali, the wreath of intestinal

passages on Narasithha, creeping

SRIVATSA
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serpents on the body of Siva, or the

crown of writhing snakes on Chandi.

Ornaments on the head are
crowns (kirita, mukuta or mauli) of
various kinds braids of hair coiffured
into a crown-like or rolled-up shape
and turbans (Sirastrana). Ears are
decorated with ear-pieces of several
types. The neck-ornaments include
clasps (kanthi), necklaces (hara)
made of nishka coins, torque, pearls
with jewel pendants. The torso 1is
adorned with ornamental upavita,
cross-bands, breast-band
{kuchabandha), stomach belt (udara-
bandha) and waist-bands (kati-sutras)
of several kinds. The shoulders have
tassel-like ornaments called skandha-
mala. The arms are adorned by
armlets (keyira, angada) -in the upper

arms and bracelets (valaya, kankana)

on the wrists.

The thighs are adorned by
bound tassels hanging from the girdle
(Gru-dama). The feet are decorated
by the tight-fitting anklets (pada-
valaya) and flowing jalaka. (pada-

jalaka or pada-saras).

A thick golden ornament worn
on the upper arm (bahy-bhishana),

an armlet. It is also called ‘keyura’.

The usual abharana (or
bhushana) for gods are prescribed to
be appropriate, multivarious,
(faultless) marvellous, sumptuous,

extraordinary and splendid:-

wiafaafarmmadetammite
T ||
(1) Head-Makuta (mauli)
(a) jata - (Brahma, Rudra,

Manonmani etc.)

(b) Kirita - (Vishnu, Kubera,
etc.) (Venu-karnabha) Faifcs €2
firatEae | eved a1 FHeIE 91 |
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a (d) sirastraka (turban, naga,

yaksha, vidyadhara) (budbudakaram)
(e) kuntala (Lakshmi)
(d) kesa-bandha (Sarasvati)

(d) dhammilla (Sita, Savitri)
(vallikakrtih)

(f) alaka-chudaka (bhramarka,

short curls)

2. Ears: kundala

(a) tadanga

/
(b) patra-kundala

oV (c) makara-kundala (nakra)

\
%
)

¢

el — C\\ e, (d) $amkha-patra
e =R R :
Zz5 NN (e) ratna-kundala
Or S
N~ ﬁ (f) sarpa-kundala
Weja
Qﬁ\ %:: 5 (g) sisu-kundala ; preta-kundala

3. Neck:
KARANDA-MUKUTA

(a) nishka (necklace of coins)

(c) Karanda (Devi, Ganesa) (b) hara (hanging) hara

(sikhi-chuida-vat) (c) graiveyaka (broad)
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4. Shoulders -
skandha-mala
5. Breast -
chhanna-vira upavita (a) vastra
(b) krshna-sara (c) mani (d) sttra
Kucha-bandha
(a) suvarna-kafchuka

(b) naga-kuchabandha

6. Belly -

udarabandha
7. Loins -

Kati-satra

kati-bandha, mekhala (girdle)
8. Thighs -

trudama, kanchidama
9.  upper arm -
keytra (angada)
10. lower arm -
kankana (valaya, kataka)
11. Fore-arm -
mani-bandha-kalapa
12. Fingers-

anguliyaka (for all fingers

except middle-finger)
13. Anklet -

napura

14. Feet -

pada-jalaka (pada-saras)
15. Leg -

bhrnga-pada (a small bell
usually on the right leg of Siva in

Chola and Vijayanagar sculptures).

AYUDHAS

‘Ayudha’ literally means that
with which a combat is conducted,
a weapon (dyudhyate anena). It is

usually grouped into three types.

(1) praharana, with which one
strikes, like sword (khadga),
trident (trisala), knife

(chhurika), club (pattisa) and

axe (parasu).

(2) pani-mukta, discharged or
thrown from the hand like
discus (chakra), spear (sula)

and tomara, and
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(3) yantra-mukta, released
mechanically like arrow from

bow (dhanur-bana)

The iconic representation of
gods and goddesses of all religions of
Indian origin, usually involves the
carrying of weapons in the hands.
The symbolism is that the primary
role of a divinity is to fight with evil
and ignorance, and to defend the

good and the wise.

There are some ayudhas
which are always shown in pair
(dvandva), like noose (pasa) and goad
(ankusa), bow (dhanus) and arrow
(bana), sword (khadga) and shield
(kheta), discus (chakra) and conch

(samkha). More important is the

symbolism of the ayudhas (sanketa-

pramukhanyayudhani) like:

conch (Ssamkha): creation,
destruction of ignorance (ajhiana-

nasa)

discus (chakra): preservation,

time, destruction of evil

mace (gada): destruction or

dissolution; destruction ot adharma

lotus(padma): grace (anugraha),

wealth, bounty

trident (trstula): combination of
three gunas (satva, rajas and tamas)
the central one being taller than the
other two, symbolizing ascendence
(sattvotkarsha-

of sattva-guna

khyapika)

battle-axe (parasu): invincible

power (amogha-$akti); divine energy.

noose (pasa); bondage by the

three gunas; maya-Sakti.
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arrow (bana): sense-organs

(five in the hands of Kama)

fire  (agni): destruction

(samhara)

Ankusa

sword (khadga): valour ($aurya)

goad (ankus$a): regulation
(niyamana); power to mask the self

(avarana-$akti.)

sugar-cane-stalk (ikshu-danda):
enjoyment of sense-pleasure

(vishaya-bhoga-rasa-khyapika)

IO EIEY Eaffd: |
forafd oremedsad gt S ')

(Vishpu-purana,1,22,76)
Goddesses killing the asuras and
rakshasas who were tormentors of
the worlds of gods and human beings.
In fact, the hardship to the good folk
caused by the wicked giants and
demons is the reason for the
appearance of gods and goddesses in
various forms. The ‘sportive forms’
(ila-marti) of Siva, the ‘descents’
(avatara) of Vishnu, and the

incarnations of Sakti are all to punish

the wicked and protect the devout.

The supernumerary arms often

seen in the icons of gods and
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goddesses are primarily designed to
accommodate various weapons. The
deities represented as violent (ugra-
marti) and as engaged in the
destruction of wicked demons
(sarhhara-murti) usually have eight,
sixteen or thirty-two arms, most of
them carrying different weapons of
destruction. The pacific deities have
usually two or four hands; and even
if the hands are made to carry
weapons, they are more often meant
to distinguish and help identify the
deity, like conch (sarnkha) and discus
(chakra) in the icons of Vishnu,
trident (trisala), and hand-drum
(damaru) in those of Siva, battle-axe
(parasu) or goad (ankus$a) and lasso
(pasa) in those of Ganesa, spear
known as Sakti (vela) in that of
Subrahmanya, the thunderbolt (vajra)

in that of Indra, lasso (pasa) in that

of Varuna, bow and arrow (dhanur-
bana) in the hands of Rama, and

sword (khadga) in the hands of Kalki.

The hands of multi-armed
deities are made to carry, besides
the weapons of warfare, objects like
lotus (kamala), blue lily (utpala),
sugar-cane stalk (ikshu-danda),
rosary (akshamala), book (pustaka),

drinking bowl (pana-patra), plough
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share (hala), deer (mrga), a severed
head ($iras) and human skull (kapala).
These are also sometimes referred to
(albeit arronesouly) as ayudhas. The
hands may also assume gestures of
protection (abhaya) boon-bestowal
(varada), or warning (tarjani). The
ayudhas

may sometimes be

accommodated within the gestures,

SULA-MUKHA
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as, for instance, lotus or rosary in the
gesture of protection (padmabhaya),
or drinking bowl in the gesture of

boon-bestowal.

Apart from the legendary
associations with regard to the
weapons (e.g. the bow called Pinaka
in the hand of Siva as the destroyer
of the Tripura, the bow called
Kodanda in the hand of Rama as the
killer of Ravana, the spear in the
hand of Durga as the killer of
Mahishasura, the butchering broad
blade in the hand of Virabhadra who
slaughtered Daksha, and the magical
spear called Sakti used by Kartikeya
in killing Tarakasura), weapons are

symbolic of divine attributes.

Trident (trisula) represents the
conjoint functioning of the three

gunas (sattva, rajas and tamas). The
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battle-axe (parasu) is symbolic of the
invincible power ($akti) of Godhead.
The lasso (pasa) is the divine will to
project the phenomenal world and

delude souls into it (maya).

The conch ($Samkha) is the
creative urge (srshti), and discus
(chakra) or fire (agni) or sword
(khadga) represents dissolution of
the world (sarhhara). The sugar-cane-
stalk (ikshu-danda) is the relish (rasa)
which the individual soul experiences
in the phenomenal world. Lotus
(padma) represents bounty and
plenitude (ai$varya). Elephant-goad
(ankusa) is the principle of restraint
and regulation (niyamana). The
symbolism is explained in the Agama
texts, especially those belonging to
the  Saiva

pursuation, like

Vatulagama.

Some weapons appear on the
icons frequently in pairs, like bow
(dhanus) in the left hand and arrow
(Sara) in the right; sword (khadga) in
the right hand and shield (charma) in
the left; elephant-goad (ankusa) in
the right hand and lasso (pasa) in the
left; conch-shell ($sammkha) in the left

hand and discus (chakra) in the right.
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Weapons appear in different
shapes and kinds. An ordinary cudgel
(danda), the mace or Indian club
(gada), the wooden pestle (musala),
the iron club or javeline (tomara),
and the magical weird weapon known
as khatvanga (the long bone of the
human forearm crowned by a skull
attached through its foremen) are
variations of the same staff. The last
mentiéned weapon is seen in the
fierce forms of Siva, Chamunda and
Bhairava. The legend is that Siva was
required to carry this weapon as well
as human skull (kapala) and wander
about for fourteen years as a vagrant
in expiation for his sin of having
severed a head of Brahma (cf.
Sayana’s comments on RgVeda 10,

9. 1)

The pestle is held by

Samkarshana or Balarama.

Ploughshare (hala) is also used by
Bala-rama as a weapon. There are
different kinds of spear (stla), like
trident (trisula), &akti, thunderbolt
(vajra), and three-edged spear
(pattisa). The lasso (pasa) to bind the
opponent may occur with a variation,
viz. the magical serpent-lasso (naga-
pasa). The shield (charma) could be
round in shape, or oblong; it may be

made of wood, metal or skin.

The discus (chakra) may be
stationary in aspect (when it is called
sthiti-chakra), or ready to be
despatched (prayoga-chakra). The
battle-axe (parasu) may occur in a
smaller version in the hand of Siva
as ‘khanda-parasu’. The fire (agni)
as a weapon of destruction in the

hand of Siva may appear in a bowl

held in the left upper hand, or directly

as flames on the outstretched palm,
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as seen especially in the Natardja
icons. Another weapon peculiar to
Siva icons is the stone-mason’s chisel

(tanka).

Apargjita-sutra (235, 10-13),
ascribed to Visvakarma, gives a list
of thirty-six ‘ayudhas’: trisula
(trident), chhurika (knife), khadga
(sword), kheta (shield), khatvanga

(skull mounted on the long bone of

Vastu - Silpa - Kosha

the fore-arm), dhanus (bow), arrow
(bana), noose (pasa), goad (ankusa),
war-bell (ghanta), rishta (a tearing
weapon), darpana (mirror), danda
(cudgel), samkha (conch), chakra
(discus), gada (mace), vajra (a
powerful weapon with tridents on
both ends), sakti (a magical spear),
mudgara (mallet), bushundi (a
weapon of uncertain description),
musala (wooden pestle or club),
parasu (battle-axe), kartrika (cutting
instrument), kapala (human skull),
siras (severed head), sarpa (serpent),
horn ($rnga), hala (ploughshare),
kunta (lance), pustaka (book), aksha
(rosary), kamandalu (water-pot),
siichi (sharp-pointed instrument or
gesture of warning), padma (lotus),

patraka (patra, liquor-bowl), yoga-

mudra (yogic gesture).
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Besides the above, there are
other weapons like pattisa (sharp-
edged spear with three faces), tanka
(stone-mason’s chisel), and agni (fire
for burning), which have been
mentioned above. The animals and
birds held in the hand, symbolic of
various details, are also counted
among ayudhas; like antelope (mrga)
in the hand of Siva’ cock (kukkuta)
in the hand of Subrahmanya and
some devi-forms, mangoose (nakuli)
in some forms of Kubera and

yakshas, and snake (sarpa) in the

hand of Bhairava and some Devi-

forms.

Musical instruments also figure
among ayudhas: small hand-drum
(damaru), flute (venu), lute (vina),
drum (bheri) another percussion
instrument called dholak, and pair of
metal cymbals (karatala). Pot of water
(kurhbha), small pitcher (kundika),
some fruit (like citron, matulunga),
sweet-cake (modaka), pen (lekhani),
scissors (kartari) and banner (pataka,
dhvaja) are also seen in the hands of

some 1cons.

The ayudhas are grouped under
three heads, (1) sattvika (like water-
vessel, rosary, lotus, book and
sacrificial ladle); (2) rajasika (all
musical instruments, including conch

and bell); and (3) tamasika (all

weapons of destruction, stone-
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mason’s chisel, scissors, fire, snake
and animals or birds held in the

hand).

AYUDHA-PURUSHA

Meaning ‘Indian iconography
also includes the delineation of
ayudha-purushas personified

weapon’, (also called ‘astra-marti’)’

it is the human representation of the
weapons of warfare as aiding the
deity in his fight against evil. It
suggests that the weapons in the
hands of a god or goddess are in of
divine powers. The Saiva agama
thinks of an aspect of divinity known
as ‘sanga’, which is constituted of

the divine qualities manifesting
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Samkha

Chakra

themselves as weapons. The
Pancharatra system also has a similar
notion and prescribes the worship of
weapons in the hands of Vishnu as
subordinate,

distinct, although

divinities.

There is an enumeration of ten
ayudhas in Uttara-kamikagama and
Purva-kamikagama (14th patala),
each of which is prescribed to be

visualized as a person with one face,

two eyes, two arms held in the
gesture of anjali, wearing the
headgear known as karanda-makuta
with

and decorated various

ornaments. These personified
weapons are required to be made in
eight-tala-mana measure. The ten
weapons to be personified thus are
thunderbolt (vajra), spear known as
Sakti, staff (danda), sword (khadga),

lasso (pasa), elephant-goad (ankusa),

mace (gada), trident (triula), lotus
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(padma), and discus (chakra). Of
them, two are feminine (Sakti and
mace), two are neuter (lasso and
lotus), and the rest are masculine.
The persons must be represented as
carrying their respective weapons on
their heads (‘tesham miurdhni’), or
as attached to their crowns

(‘mukutopari’), or as clutched by

both their hands (‘hastayor antare’),

or held in the right hand (‘vametara-

kare’).

CHAKRA-PURUSHA
(in Vishnu's hand) (stone of Kashmiri
origin, now in Berlin Museum)

Vishnu-dharmottara has a more
claborate description of the

personified weapons. According to

this text, the weapon called Sakti is
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feminine, red-complexioned, and

riding on a wolf (‘vrkasrita’).

The statf (danda) is masculine,
black-complexioned (krshna), with
red eyes and terrible appearance

(ghora).

The sword (khadga) 1is
masculine, blue-black in complexion
and $yama) and with angry eyes

(kruddha-lochanal.

The lasso (pasa) has a serpent’s
body with seven hoods (sapta-

phana), and with a tail (puccha).

The mace (gada) is a damsel,
yellow in body-colour and  with
well-formed breasts and thighs. The
trident (trisula) is masculine, with

blue-black body and divine and

resplendent lustre.

The bow (dhanus) is feminine,
with a body of the colour of red
lotus, and carrying on her head the
strung bow (murdhni pirita chapa-
bhrt). The arrow ($ara) is masculine,
red-complexioned and with lustrous

eyes.

The missile (heti), however, is

feminine.

The conch-shell (samkha),
which is blown for battle-cry, is a
man, with lustrous white as body-

colour and with beautiful eyes.

The war-flag (dhvaja) is a strong
man, yellow-complexioned and with
wide open mouth. According to this
text, the weapons must be
represented as resting on the
shoulders of the weapon-person
(‘skandha-lagnam’), held by

the two hands.




276 e Vastu - Silpa - Kosha

The most important and
picturesque among the weapon-
persons in the Saiva iconography is
the ‘Pasupatastra’ (which was
presented by Siva to Arjuna. This is
pictured as having four faces, and
three eyes on each face. It has four
arms, carrying the weapon known as
Sakti, conch-shell (sarnkha), sword
(khadga) and mallet (mudgara). It is
seated in the lotus posture
(padmﬁsana). The faces must be

terrible looking, with fangs in the

mouth, hair standing on end and

mustacheoed.
However, the iconic
representation  of personified

weapons is most often illustrated by
the two weapons of Vishnu the
masculine discus (Chakra-purusha or

Sudaréana) and the feminine mace

(Gada-devi or Kaumodaki). Both of

them are stylized, and occur
frequently in the Gupta sculptures in
North India. Vishnu is seen in these
sculptures as placing his hands upon
these two attendant-divinities, who
are represented as two-armed and in
various postures. Gadadevi is usually
standing, while the Chakra-purusha

is sometimes

masculine discus (Chakra-
purusha or Sudarsana) and the
feminine mace (Gada-devi or
Kaumodaki). Both of them are
stylized, and occur frequently in the
Gupta sculptures in North India. -
Vishnu is seen in these sculptures as
placing his hands upon these two
attendant-divinities, who are
represented as two-armed and in
various postures. Gadadevi is usually

standing, while the Chakra-purusha

is sometimes
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