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DEDICATION

In this volume, the second and companion to the first already published recently,
(The Glimpses of Indian Culture— History and Archaeology) a carefully selected
bunch of papers by the author out of the fairly large volume aof his published papers
on art, architecture and religion of India, during the quarter century gone by, is
brought together, The-author has modest pride in this fullfilment of his passionate
cultivation of these sublime facets of Indian aesthetics on the religious side reflecting
a measure of the greatly diversified constituents of this grand vista in Indology.

Art has indeed been a prime factor for bringing Indian cultural ethos to the
thereshold of Occidental as well as Oriental centres of Indian studies, with a greater
degree of enthusiasm and animated application than any other. When we are involved
in the multiple splendours of Indian temple arts and allied aesthetics, we find ourselves
transporied to rarer realms where we see that nothing was left untouched and unadorned
by the venerable ancient Sthapatis and Sthapakas. Art of the noblest kind, attains
consummation in the magnificent Triveni-sangam of Architecture, Sculpture and Bron-
zes and painting, swirling around the abode of immanence of the Archarupi divinity
reigning within, its diffuse, dimlit, etherial interiors. Indigenous, Sanskrit-based as
well as other multi-lingual rtechnical treatises of the past had perseveringly promoted
these channels and has fostered cultural understanding on a global scale.

This book is therefore, fittingly dedicated by the author, to the ever-growing
band of scholars who are applying their critical apparatus and acumen to the
unravelling of this profound saga.
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INTRODUCTION

God Universal is the pre-occupation of saints philosophers and intellectuals.
But God immanent is the largest single unifying and ennobling of forces known to
man. Visual and monumental religious art received the greatest boost in India, for
which we owe a mundane debt that will remain virtually irredeemable. The abode of
God—beautified by the Silpis and sthapatis and sanctified by the clergy has a dual
and seemingly antithetical slant. The ever expanding spectrum of formal and
aesthetic embellishments on its fabric represent the macrocosm, the rasa, the gamut
of emotional articulations and the didactic concretisations inured to perfervid
piety; while, the sublimest synthesis of the law inviolate —the sanatana dharma—
envisioned and consecrated in the heartland—the cella—stands sentinal over the
precocious spiritualism and sub-conscious morbidities of human societies, across
the stillness of Time. It has an unchanging equilibrium amidst the ever-dynamic
forces of the cosmos. It is the quod erat demonstrandum for the puzzle of life Thus,
the temples of India become the whetstone of its fundamental ethics and its touch-
stone as well. No king, patron or commoner in India felt his life complete unless
and until it was integrated with the creation, constitution and affiliation to this
lodestar of human ethos and well being.

ARCHITECTURE

Construction of temples is governed by several considerations. Firstly, it
presupposes a thriving village. It involves the nature of worship and cults that
found favour with the elite of the village. It emphasises the prevailing vogue of
regional temple forms and its iconographic filiations. It implies the patron who
was interested in the creation of the temple with all the resources by way of raw
materials, artisans, sthapatis and workers he could command with facility. It
underwrites the clergy or the religious leaders who can organise, manage and enjoin
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the spiritual requirements of the selection of site, transport of the raw materials by
ritual procedures, including the consecration of the idol in worship. It further
underscores the administration of the temple in a quasi-religious, guasi-secular
day-to-day routine, cither by the village committes or by mafha (or monastery)
or trade-guilds which will run it with the attendant ministrations and manual
services which may confer participatory rights for a host of specialists like
priests, musicians, oil-mongers, florists, female servants, menials and perhaps
even bankers and bureaucrats. It envisages the wider range of villages which will
gravitate towards it during its festivals and periodic renovations. It then places
the temple in the administrative and revenue map of the kingdom or political
zone and this creates further residuary rights in the temporal and spiritual
gains accruing from the temple governance. Thus, the corporate character of the
temple endeavour which does not give a monopoly of enjoyment of any or all the
afore-mentioned facets of the task to one single social unit is more than adequately
stressed. In other words, it is a vicariously established kingdom of God, with its
jurisdiction and boundaries well marked, telescoped within the kingdom of a
human king or chicftain and which are parallel and overlapping in scope, with
only this vital distinction that the temporal kingdom might vanish but the spiritual
kingdom was built to last through succesions of rule, till eternity, unless overwhel-
med and discarded by the materialistic diversions of man—to await, as possible, a
regeneration or resuscitation at a future stage. It thus represents the overall and
continuing commitment of the entire societies as the collective conscience of its
rectitude and ethical-moral fabric. This changeless aspect explains the mystique of
the monumental religions panorama of the countryside in India which inspires
generations yet unborn.

The study of ancient temples, therefore, vitally interest not merely the art
historian or his cohorts—the archaeologist and epigraphist—but equally potentially
and fruitfully, the sociologist, the historian, the philosopher, the sddhaka, the
envirormentalist, the geologist, the chemist and the theologist. It thus envelopes
its organ, organism and organisation variously—the three viable tissues of any
living body and thus the specialists of any living society get themselves mvolved
in the corporeal part of a past society through the living temple. In this regard,
it may even be hazarded that a temple is never dead or decayed—only its quondam
votaries and governance were extinct. This underscores the perennial interest of a
temple for a scholar and scientist alike, as a facile measure of the achievements of
whole past societies in a given span of time. The organs of the temple concern an art-
historian, the organismic traits interest a theologist and a ritualist, and the organis-
ational aspects, a historian, in the main; but something more etherial, immaterial
and subtle goes into the grain of a given temple. Temple studies, thus, which
deal with only the organic part, without reference to the erganismic and organisa-
tional aspects; could be taken as essentially stylistic-aesthetic dimensions of the



Introduction xi

subject, and would be touching only a part, albeit a visually inspiring part-of the
temple, asa totality. And the organisational part of the temple which the historian
deals with is but a histriographic segment which may reveal pretty little about the
the temple as a self-charging, dynamic. socio-cultural entity.

In the earliest stages of the study of the temples of India, only this last aspect
was given precedence because of the plethora of written records garnishing its mun-
dane career. Organic studies of the art and architecture of the temples became not
only necessary but indispensable because of a long and continuous recorded tradi-
tion of Sthipakas, much of which, though not yet securely dated, are available in
substantially documented, Silpa, Vastu, Pratishtha and Sthdapatya literature, besides
samhitas. Even a cursory appraisal of many of these would suggest their regional
bias in the delineation of the integral parts of a temple At the apex, however,
would stand the Brihat Samhita which made some broad gencralisations regarding
structural and sculptural modulations. It is to be seen also that the ritual parts of
the Silpa and Sthapatya manuals have supplementay information to add, which
not unoften, like the bulk of the ritual kriya and chdrya chapters themselves, do
not necessarily go hand in hand with the pratishtha sections that deal with formal
architecture. This would seem to suggest that while the ritual postulations, have
indeed been acogently argued and working state of institutional religion, in the
successive stages and regions in the country, the architectural parts are often
facile summations and compilations of diverse varient vogues current, the common-
factor amidst which is often not highlighted specifically. All the same, the philoso-
phical and theological excerpts of the ritual sections do shed valuable light on the
eult and dcharas current—pointedly sometimes—enabling a fair commentary of the
developing studies of religion in the mental make up of the pious and god-fearing
segments of society, from which the rest of the people read appropriate signals or
received inspiring norms for practising their own variant cults. This penchant for
an illuminating, candid, if sometimes obscure and strictured format of the rantra
and chdryapadas of these manuals gradually started getting increasing attention
of scholars and a stage was reached in the recent decades when their studies
gained momentum in the overall assessment of temple ritual art or art-based ritual,
because this had the best chance of objective narration, dealing as it did with the
diurnal chores of temple-worship schedule. This integrated documentation of and
interest in the four-fold facets of temple studies yoga, kriya, chirya and pratishtha
in recent decades has formed the most promising probe into the understanding of
the significant role that the temples played in their hey day, in various regions of
our vast country.

An element which is an inextricable part but which often tends to obscure
though not hinder the perception of the correct import of the versified texts, now
and then, is the use of a nomenclatural jargon in the format. This, no doubt, had
the chief, if not the sole function of achieving brevity without sacrificing clarity,
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although there were other attendant aspects as well. MNomenclature is itself the
product of consistent applicability and currency of the usages concerned and, in
the ultimate analysis, become the verbal image of the formal idiom of the region.

\ The considerable variations of nomenclature, though within the admittedly unified
'i if not unitary structure of temple symbolism and ritual regimen themselves lay the

| foundations for the study of the stylistic range of basic as well as secondary models
in temples in the NMorth as well as the South of India. Much has been written and
will also continue to be written on the terms Nagara, Drdvida and Vesara but |
recent researches have clearly made it possible to accept these terms when used
collectively, as falling within the plane of enunciation of the Vimana mode of
Southern temple style, respectively standing for the square, octagonal and circular
(or apsidal) planned temple, which by the magnitude of the structural problems
involved were also nominally and residuarily designated by the square, octagonal
and circular (or apsidal) shape of the griva and Sikhara alone. The soundness of
the basis upon which the sikhara rather than the ground plan has been opted as
the diagnostic part is obviously the significant character of the sikhara which, with
its griva below and snipi above, constitutes the most ritually sacred part of the
temple—representing as it does the tabernacle of god who, to bless the mortals has
by consecration, been brought down to the womb chamber (cella) at the ground
floor in an act of vibhava manifestation of the divine role. The corresponding
usage in Noerthern temples Rekha Prasadas with curvilinear sikfiara mass, which are
rooted, primarily in the Ndgara category and additionally of the Vesara, to the
virtual total exclusion of the Drdvida category, again for specific reasons, have
been set out in the works of various distinguished scholars on the subject. The
nomenclature, further, in terms of Nerthern temples, follows the trivarga or triple
categorisation of the elevational parts of the temple, against the shadvarga or the
six-fold division of the elevation in a southern Fimdna. It is enough to state that in
the formative or the early stages of temple building in both the Rekha-Prdsdda and
the Vimana categories, the elevationcl profile of a temple was the most significant
element, with the plan-spread being confined to the sanctum alone, to which a
conjoint front porch was often abbreviated into a prdggriva. All axial mandapa
elements grow gradually only in the subsequent periods, with specific purpose,
inner and outer appearance and with or without ornate and embellished viranas
or ceiling patterns on the interior and corresponding samvarana $ikhara roofs for
the successive mapdapas on the exterior forming ultimately a crescendo rise from
porch to milamanjari. The diagnostic differences in these between the Northern
and Southern temples are sharp, consistent and organic, not withstanding the basic
unity in the functional use of thesec mandapas. The projection of the temple over a
basal terrace, called jagati in Northern parlance, and the usual absence of this
totally or in this broadly spread out form in the southern Vimdna temples, not-
withstanding a plinth element termed Jagari which has corresponding values and
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an upapitha or surbase in the stages from the 10th century A.D, are again rooted
in the variant evolution of the symbolism which seemingly spreads from the north,
wherein a personification of the cosmic divinity in the form of the temple itsell
has been picturesquely enunciated.!

A factor of importance which has a craft function in the modulations of the
structural assemblage of the parts of the temple into an organically unified pile is
the derivation of much, if not most of the terms from a putative wooden origin or
usage, with attendant fastenings by sheet copper, nails, pins and tenon and mortice
arrangements. These not only subscribe to the links between raw materials and
style but also afford picturesque evidences of the common technical repository of
the carpenter and the metal smith, diversified into aesthetically satisfying or eye-
catching patterns on the body of the temple. These hold good for the curvilinear
rise of the Northern temple as well as the storeyed pyramidal rise of the Southern
shrines and are refurbished by the display of these wooden prototypes at regular
transitional stages in the growth of the style, suggesting that, notwithstanding
profuse use of stone, their thinking is attuned basically to wood and metal models.

MNotwithstanding the methodical articulation of architecture, it would be
legitimate to warn any scholar applying himself to this study that architecture, like
art, does not evolve on the lines of Darwin’s theory. The reason being that art,
whether in quantified volumes as in architecture, or qualified volume as in sculp-
ture. is creative and has to be visually original and provocative, if deserving to
receive lasting approbation from the connoisseurs (contemporary and later). This
quality is, of course, more truly applicable to sculptural or bronze-casting art but
is nonetheless true of architecture also. Although traditional architecture may
have to be conformist in its main purpose, the versatile sthapati is indeed not fette-
red or tethered art-wise, and has considerable scope for innovation and inspired
presentation. This would, no doubt, be at infrequent intervals in the annals of
ritual architecture and religious iconography but the discipline in both these does
have certain built-in provisions against inane reproductions. In the Vimdna
category, it has already been experimented in the Sdndhdra-nirandhdra diversifica-
tions, the variations of the vinydsa-sitra line, in the modulations of the hdra, in
the introduction of the gavaksha windows, in the articulation of the kidyastambhas,
kapota, nasika, etc., on the wall and above all, in the management of the basal
dimensions with the vertical stature, irrespective of the total number of storeys set
over it. All these, therefore, do not follow a pre-conceived or beaten track, with
the result that from time to time the genius of the sthapati asserts itsell to produce
a model which is off the beaten track of linear, dimensional or harmonic evolution.
The Silpa texts thus compile the extant modifications of proportionate measure-
ments which are the very soul of Vimdna architectuae to variegate the rhythm of
the temple or even a gopura. In the northern Rekha prasdda, again, the modula-
tion of the friguna or chaturgupa or even shadguna siitra, the parabolic curvature of
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the mitlamanjari—and the hyperbolic symmetry of the pitha and the adhisthana, to-
gether swinging away from the plumb line of the bhirti provide for exciting varia-
tions. The superstructural sikhara has even more scope for diversification, within
the harmony of the miniature parts, with the macro-framework. Indeed, it is this
freedom that has resuited in the typical changes of the profile and girth of the
miila-mandira, under the Phamsana, Maru-Gurjara, Blwimija, Latina and Kalinga
types, in the last of which several elements of the southern forms and motifs inter-
play with the local base, as in the Khakara, pidha and rekha categories. While vogues
created at each stage are liable to be followed due to the high frequency of temple,
which virtually becomes a mass-produced medium, and thus gets tied up with
traditions, cross fertilizations and hybridizations of forms adopted from time
to time, really recreate them. Formal typology thus, is often liable to run into
difficulties, if the original deviations and innovations in any style or substyle are not
properly detected and identified. Changes in art-motifs by themselves do not
overmuch affect the main format of a temple type (and thus are not true para-
meters of change) but changes in its significant structural and functional parts would
indeed presuppose a change in tradition and inter-regional polarisations. Further
an exterior elevation of the temple, in its relation to the interior outlook, can bring
breath-taking changes of wvisual artistry and space-modulations. The challenges
implict in a large sized temple-of the Mukliyavimdna category of the south or the
Meru-Mandaraprasada of the north, had been met mainly by the essentially
aesthetic understanding of the volume (both solid and void), and for every dozen
true-to-type temples, there would at least be one which would stand out as unpa-
ralleled in its formal innovations to the degree of perfection. It is in this way that
within the southern Vimdna order, it has been possible to introduce what is, by
and large, regional idioms current in Tamil Nadu, Andhra and Karnataka and a
highly stylised and conventionalised format in Kerala of an atypical kind, consis-
tent with its heavy monsoon climatic character, although in its cultural and linguistic
separation from Tamil Nadu, from about the 11th century A.D., even Kerala had
a common art-pool and architectural watershed with Tamil Nadu. Deccan, how-
ever, being open essentially to the northern style and directly in touch the
early centres of Gupta art, and marginally to the Southern, developed a hybridized
or ambidextrous idiom in architecture often. The pristine glory of important Chalu-
kya and Rashtrakuta epicentres had run their logical and richly fruitful courses
into that region in a burst of art. Indeed in the whole of south India, Krishna
valley was a viable dividing line for the Rekha prasdda and the Vimdna style of
architecture, the purity and grandeur of that style being essentially confined
to the area south of the Krishna, including the prevailing Andhra idiom which
was exclusively related to the Vimdna style only in its entire coastal region while
the inland part allowed free play, besides the Fimdna style, not only of the
Northern Rekha style but also the indigenised phdmsana style which last was exist-
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ing from west to the east and managed to survive right through the medieval times,
essentially underscoring a lesser order of temples on a less costly or less elaborate
scale having become a socio-religious necessity in the region, consistent with the
sharp rise of religious worship among the masses. This phdmsana style percolates
as far north as into the southern part of the Chattisgarh (Bastar) area of Madhya
Pradesh and the contiguous Orissa in Koraput and other areas. Even among the
northern style variants, we observe that the Bhimija mode of Rekha temples which
was essentially rooted in the Malwa phateau, initated under the Paramaras,
spreads well into the border areas of western Rajasthan and the entire eastern and
southern parts of Madhya Pradesh under the Kalachuris of Dahala and also into the
whole of Marathwada and Aparanta area of Maharashtra, under the Yadavas and
Silaharas (in the earliest contexts for the latter, as at Ambarnath and Nasik). It was
to impregnate even a hybridisation with the Hoysala and Later Chalukyas of
Kalyana styles of the Karpataka, through political conflicts that the Yadava
empire had with them in the 12th-14th centuries A.D. The main trend of the south-
ern Konkana and Canara of the trans-Sahyadri tracts in consanguinity with the
Kerala was in its gable-roofed style, in wood and stone architecture, thereby
indicative of the part played by climate influencing the structural style of temples-
which are themselves in turn influenced by residential patterns, in every region the
most picturesque early evidence of which is already afforded by the slopy roofed
mandapa which was part of the styles of the early Chalukyas of Vatapi.

ART

The sculptural art, together with its allied vogues of bronze-casting and mural
paintings stands on a pedestal somewhat diiferent from that of architecture, because
of their smaller volume, although they are found often integrated with architecture
for religious as well as secular purposes. Their roots, however, can be traced
backwards to prehistoric times even. Sculpture and painting, in fact, coalesce in
stucco art, which in itself can even be an integral part of an architectural setting,
wherein the context can be a mere natural cavern or rock-cut cave art or free-
standing structure of stone or in its earlier matrix, namely, the brick-built structur-
¢s. These also have a wooden archetype as well which can lend itself also to a
painted veneer, Magico-religious base, cults, fetishes, mascots, etc., are as old as
Time and it can thus be stated that human groups and societies, in their very
formative periods adopted carved or modelled figurines to lend a visually satisfy-
ing symbol of faith which can be cherished for success, fertility and as warders of
evils. To this end, they have been frecly used in Pre-and Protohistoric times and
permit us to identify mass instincts and upsurges of faith in a given society.
Organised societies had perfected them into technically well produced terracotta
figurines, of the modelled as well as moulded types, the former primirily having
the virtue of being original creations and the latter becoming the manufactured
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miscellany, by primary moulds, again of a “relief” or ‘in-the-round types’ for mass
circulations of a need-based kind—the former generally forming the earlier phase.
They do have oral or mentally fixed image criteria also for their articulations,
though of an unsystematised folk kind. But urban societies had refined the approa-
ches to such religious or fetishistic outlook on mundane aspirations in media like
bronze and stone, as we see already as early as in the Indus Civilization sites them-
selves; and later societies had systematised them in a framework of religious
worship of divinities as part of the social avocations in standardized form and
substance, constituting the sculptured images a viable department of religious art.
Varttikas on some of the siitras of Panini make it clear that archa the finite
mode of woship of divine image by organised groups in society had been in vogue
and images on nobler metals like gold and silver besides baser metals like copper
and bronze—not to mention stone, wooden and terracotta images, —should have
been prolific in this society already in the pre-Christian centuries. The ever-present
fertility cult for progeny, prosperity and conjugal felicity had created such sym-
bolic sculptural figurines like mithunas, dampatis, mother-and-child forms in pro-
fusion, to the delectation of the subconciously or vicariously experienced emotions
of the human heart. Suffice it to say that this was a forward looking trend in
the social matrix, which culminates already in the early historic times into icono-
metric treatises like Brihatsamhita, etc., and paves the way for Indian sculptural
art to blossom in a felicitous fashion. No doubt, religious and secular devices like
portrait art, residential or monastic paintings of secular or religious themes like
Jatakas fit into the spirit of the functional usage of the place and had also produc-
ed organised application in temples, monasteries, palaces and elsewhere.

Symbolic, syncretic, synoptic and narrative techniques are at the base of the
development of linear or sculptural art on all the media, namely, bas-relief, paint-
ing and sculpture in the round.

Symbolism is the underlying philosophy of all icons, since it professes to
concretise a concept which defies analysis into limited parts. Anything which
has only a limited set of parameters can be visualised, and anything that
is visualised can be concretised. By this token, clements of iconography
despite their capacity to concretise conceptual media, fall short of such
a goal when they pertain to concepts on God. In such a situation, synthesis
becomes a more handy technique than analysis, because synthesis need not take
all creteria necessary and sufficient, which are a compulsory need in an analysis and
may take into consideration only certain important or imperative parts for the mode
of concretisation. This is exactly what has been achieved under religious iconogra-
phy after the archa concept has been set in motion by the hieratic clergy. By
the same token, all material concretisation known to art before archa had been
postulated, cannot and may not be approximating to God-visualisation, but only
specific imposition on that idea, which in some cases, may not indeed be even
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divine but only mundane, such as power, fertility, conjugal felicity and so
on, as already mentioned and to that extent, these figures are not part of a viable
religious iconography but are part of a blissful spiritual existence in a man-made
world. Such a world was regulated by dchdras and rantra which could create
Siddhi or certain supernatural power realisation by constant application. They do
clearly fall short of divinization or a merger with divinity, in the infinite sense,
which no formula can indeed relate in material terms. Hence, it must be under-
stood that archa of concrete divinization of an idez or ideal has itself been hed-
ged in by an universally accepted set of criteria, more as an improvised synthesis
of known dimensions of God than an intellectually acceptable inference of the
ultimate. At the base of religious iconography, therefore, lies in a substantial
measure the thory of incarnation and descent of God to the earth, which is of the
essence of archa. Brahman, the Vedic seers felt, is not casily accessible but can
however, be felt by meditation, concentration and total detached coalesence
of human soul with the cosmic soul, in a state of suspended animation which even
lead to a flashpoint of Transcendental oneness. This is part of the analytical media
of monism, philosophically speaking, and has been propounded by thinkers down
to Sankara in the Advaita Vedantic system. The other mode, of synthesis, is based
onthe plank of bhakii or fusion of the individual soul with the universal by acts
which are largely and essentially this-worldly which however, by a mystic attune-
ment, effacement of self and detached attachment, acquire the reflected hue of
divine glory. Mysticism was surely at the roots of the Bhakti movement, and the
concept and rationale of incarnation spurred the prospect of Bhakti, enthralling and
sublimating the human soul into communion with the cosmic soul. The Pdncharatra
doctrines were one of the chief motivating agencies in such a consummation, while
the Sakta rantras seem to have attempted to evolve the same by more esoteric cum
practical experiences and claimed even Agamic monistic validity for the same.
Their secret, exclusive and seemingly promiscuous samdja form with accent on
indriya-nigraha by in involvement and not effacement which can lapse, would negate
their claim for universal God realisation. This objective was considered as accessible
for all those who can achieve an emotional fusion, through Bhakti, between God
and man and was a way, thus, for the glorification of God, through his chosen icon
as a source of attention, affection and articulation of sublime, they gained favour,
God was conceived of, under the Vishnu-based Agamas, in five states of universal
presence, firstly, in his primeval abode Vaikuntha (Para), in his five-fold integrated
immanence in the Bhagavata framework (vyii#c), in the theory of incarnation and
descent (vibhava), in the inherent immanence of god in every sentient and non-
sentient being (Antarydmi) and indwelling in consecrated icon (ercha). The descent
of God, in a seeming worldly form, for re-establishing order (rite) and destroying
aberrant and obscurantist forces, from time to time, has been the central spirit of
the Puranas, and archa is thus natural corollary of vibliave. It makes possible for a
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human garb to adorn a consecrated celestial body in a divine icon and is thus
a revolutionary experimentation in God-identity. We will deal about aniconic
Saivism a little later.

It may be noted that the avardra or stages of descent of God to the mortal
world had been generally counted as ten, from about the 8th century AD. at
least, if not a little earlier. But it is relevant that those of the ten avatdras which are
human, namely, God's garb in a human frame, had been only the penultimate four
of them, viz. Parasurama, Sri Rama, Balarama and Krishna, with Kalki as a per-
petual periodic prospective finale. These, on the Puranic basis, form two obvious
paired, coeval groups: the Matsya, Kurma and Varaha are indeed integral parts of
the ‘creation myth’, in one aspect or another, while Narasimha is indeed the specta-
cular exposition of the immanence of God in all matter, sentient as well as other-
wise and thusis a philosophic generalisation and is, on its own showing, an out-
standing syncretisation of divine and mundane elements. It is but apposite that the
next stage, that of Yamana—Trivikrama is the most primeval among the myths of
Vishnu, adumbrated in the Vedic hymns already and which perhaps is an allego-
rical version also of the division of the universe into earth, ether and space, on
on the one hand, and the nether regions, on the other i parenthesis. It has been
in its turn the backbone of the postulation of the sapra-loka concept of the
Puranic times and the tri-loka (Bhi, Bhuva, and Suvarlokas) implicit in the most
sacred Gayarri hymn. It also substantiates the generic meaning of the name Vishnu,
the all-encompassing one. It further paraphrases the macrocosmic nature of the
divine presence, as picturesquely rendered in the verbal imagery of the Trivikrama-
Visvarupa, which, again and again. gets reasserted, as in the Purushasikta hymn
of Rigveda, in the Sahasranama Dhyidna (Kshirodanvat-pradese............tribkuvana
vapusham vishaumisam namami), and in the Bhagavat Gita-Visvurupa hymn. It is
the summim bonum of the Vishnu iconography. Thus, after the adumbration of this
statement, the circumstance was ripe for the avatdra of God duly in human garb
and the aforementioned paired entities, appear. Itis significant also to observe
that Parasurama on the one hand and Balarama, on the other, are améivardras—
(partial or fractional) manifestations of God-head —and if we accept, therefore, to
exclude them (or take them as indentified as parts of a whole) and also, of course,
the last of the series, namely, Kalki—as a terse prospective digression on the
denoument of human existence as already stated, then, we may count the avardras
only as seven—and indeed in the early situation only these find place. Be this as it
may, it may be relevant to note that Rama and Krishna avatdras are the most
satisfying and crucial Purpdvatdras (or comprehensively human incarnations) and
in whom all the hopes, aspirations, love, faith and total dependance of a devotee
are all centred, as expatiated in the twin Epics, the Ramayana and the Mahabharata.
Their story-value, having been semi-historical works both of them, had been one of
the lincli-pins of the Hindu-ethical-moral vehicle and, as far as religious art is
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concerned, Sri Krishna who was the prime-mover of the Mahabharata epic, is
the oldest well established religious cult personage, of the Bhagavata mode
reflected in the Sankarshana-Vasudeva cult, in prime, and the panchavira cult in
extenso, including significantly, for the first time, even in religious art, a female
divine potential in the pantheon, namely, Subhadra, who, as the embodinent of
Ekédnamsa had been subsequently popular as an iconic imagery along with Sankar-
shana (Balarama) and Krishna-Vasudeva, in the early historic times  The occurr-
ence in a temple form with an elliptical plan, made of timber primarily and end-
owed seemingly at a slightly later stage, with a Garuda column, inscribed by
Heliodorus, the ambassador of Antialkidas to the Sunga Court at Avanti, and
self-styled as a parama-bhdgavata, already by the mid-2nd century B C., at Vidisa
explains how popular the hero-God cult had become even at thattime. This,
together with reference to Krishna-Vasudeva, and Arjuna in Panini himself much
earlier, speaks volumes about the stamina of the Krishna-based iconic worship as an
avant garde movement in Brahmanical religion in carly Ist millennium B.C. Evidence
of the other dhvajas of Balarama (Taladhvaja), Aniruddha (Makaradhavaja), etc,
are also noticed at Pawaya (now in Gwalior Museum) indicative of the wide-
spread allegience to the Panchavira cult. By Tth-8th century A.D. ora little
earlier, it has virtually diffused down south, well into mterior Tamil Nadu, creating
original Panchavira images in sfone, in the sanctum of temples of large sizes for
regular worship, at a number of centres like, Tirovallikkeni, Nachchivarkoil,
Tirualundur, Tiruttangal, etc., most of them sung also by the Vaishnava hymists
(Alvars).

Correspondingly, on the Siva-Bhagavata side, already current in Patanjali’s
time, a movement was set in motion which was caused by the symbiosis of the Agni-
Rudra agencies of the Vedic, in its late Brahmana period, into a post-vedic Siva-
Rudra cult, which worked down the somewhat discrete and fringe character of
of the Vedic Rudra into a theistic cult, faciliiated by a Trinity emerging by then
with well-formed functions with reference to the phenomenal world. The appella-
tion ‘Siva’ itself meaning red in Dravidian Tamil speaks well of this transformation
and the vedic skambha-yipa symbolism gets consolidated into the aniconic
linga shaft which was indeed a primeval piliar of fire and became the ubiquitous
representation of Siva, in abstract, around which several new philosophical
radical-esoteric manifestations were predicated. The earliest among such was the
Siva-Lakulisa, Pasupata-Mahesvara series, virtually adumbrating an avafdra theory
on the Siva side, in the form of the great Achdrya. This Lakulisa was represented
in the form of an anthropomorsphic emanation. shown in facial mould only or
with the whole body affixed in three-quarter-trans-substantiated embodiment-relief
out of the Linga. His birth place, Kayavarohana (karvan, Gujarat)
has many temples and sculptural examples of his, Eklingji in Rajasthan
was another. Pawaya of the Bharasiva Naga of Central India was yet another. The
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Chalukyas of WVatapi, were themselves as much devoted to him as indeed
to Vishnu of Mahesvara Saivism. By that period (6th century A.D.) this Lakulisa
cult has spread virtually over the entire country, through Pasupata ascetic dchrdyas,
down to the Pallava and Pandya tracts of the South. It was one of the largess
single potent rivals to Buddhism which then was well-entrenched over extensive
parts of India. Together with Bhagavata Vaishnavism, this was a two-pronged
attack on the atheistic sects. On the iconographic side, Siva in the form of Mahesa
(aniconically with mukhalingas) or iconically (as at elephanta and Ellora), Linga-
dhara or Lingin (Siva bearing a linga on his shoulder and recalling the exultant
mvocation of the Bharasiva kings whose shoulder have been chafed and scarred by
bearing a linga and thereby propitiating Siva, as extolled in the Vakataka royal
charters) was well diffused. Siva-Lakulisa whose membrum virile is erect as a
measure of the yogic continence and along with his other significant forms: Siva
Andhakari, Kalyanasundara, Somaskanda, Tripurantaka, Akshakridamurti, Tanda-
va Siva, etc., were prolific in this period all over north India, Deccan and the south.
Even so, it is to be seen that Siva’s aniconic linga form in the sanctum did not
have a corresponding utsava bhera of an unchanging standardised kind but rather
of a variable nature such as Somaskanda, Tripurantaka, Kiratamurti, Kalyana-
sundara as are shown in the Siva temple, in the annual round of festivals but linga
was the Mula bhera everywhere. Around the beginning of the 10th century A.D.
however, a sea change takes place wherein the Panchikritya routine of the
cosmic God is read into an iconic embodiment of Siva, stimulated by the Praryab-
igiia school of Kashmir Saivism in theory, and the Nataraja bronze was born
in Tamil Nadu and not a single Siva temple exists thereafter-in the entire Tamil
Nadu which would not have an image of Nataraja, which would always be located,
facing south (being of the same milieu as Yama, Dakshinanurti and Lakulisa who
all pertain to that cardinal direction). Separate festivals take place for the Nataraja
bronze which though not having any Mulabhera, other than the linga in the
sanctum, does not find itself placed at any time in the sactum along with the linga,
but only separtately. This is very much umlike the Vaishnava practice wherein the
ursavamurti is not only standardised in the form of a four-handed sama-Sthanaka
Vishnu, often with the Sri and Bhi devi consorts on either side, but was liable to be
placed in the sanctum whenever it is not in circuit during the festivalas of the year,
which are indeed more crowded and varied than on the Saiva side. This is largely
bearing upon the essentially preservative role of Vishnu, by which he is to be cheri-
shed and pampered, by all members of society, with birth days, marriage, entertain-
ment, circuits outside the temple around the village, spring festivals on a swing
(Hindola), ceremonial bath in rivers and sea, on important auspicious days, etc., in
which the entire village participates on a footing of vicarious joy and fulfilment.
The role of Vishnu, besides, as the agent to be propitiated and as the boon-besto-
wer in all sactifices, dhdrmic acts and inescapable ritvals including Srdddia, places
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him on an altogether incomparable pedestal, as the guardian diety of the entire
village and his temples are located in the village, facing infe the communities centre
of the living around, while Siva temple is located in the N.E. corner ([sdna-kona)
facing away from the village. This is conspicuously in tune with the implicit capacity
of Siva 1o take one away from the vortex of this Samsdra (Bhava) while, Vishnu's
prime and potent role is to bestow upon man prosperity in this world and peren-
nial joy his primordial empyrion in Svarga, in his immedite company, like a
nitya siri (Tad Vishnoh paramam padam—sada pasyanti Svrayah’ of the Vedas).
Correspondingly, while the chief utsava bhera of Vishnu is standardised, his other
utsava bheras are innumerable as, from child Krishna to Trivikrama and Sri Rama
bearing on his various avatarg myths. Side by side, Vishnu Anantasayi (recliniog
form), as part of the creation myth where Brahma was created by his Ieheha-Sakti
out of Vishnu's navel out a lotus and Brahma exhorted by the Kirydsakti, creates
in his turn this phenomenal universe through aseries of Prajapatis, like Atri,
Bhrigu, Angiras, Kutsa, Vasishta, Gautama and Kasyapa, Both Vishnu and Siva
also get their Visvarupa-macrocosmic forms-adumbrated in a spectacular iconic
form,

Mural paintings have been in vogue certainly from the prehistoric times, when
in the dim interiors of the caves, the hunting man psychologically boosted his
morale against the wild beasts around him-—which he had necessarily to hunt for
food as well as fend against for survival—by sketching paintings with mineral
colours of these animal in movement, ferocious as well as fantastic—and thereby
displayed also his subconscious realism and aesthetic potential. At a much latter
day, when man was defined as an urban nagaraka, well versed in al! the arts of a
diletante connoisscur, he had to learn as well as appreciate a chitra (in the sense
of a chitrabhdsa and not in the ‘original’ sense of a sculpture) and became the
patron of such murals, as are now the marvels of that medium, as at Ajanta and
Thanjavur. Paintings in India were of two broad rechnical categories-the fresco or
the true lime-medium technique wherein the colours were drawn with a brush
even when the plaster was wet, so that they fuse with the ground below; and the
tempera technique wherein the ground was carefully prepared out of thickly made
mud and splinterd grass on which a heavy coat of carrier plaster was applied and
the painted colours, mostly mineral and vegetable, were mixed with glue or other
organic resinous adhesives, so that when they are executed in painted designs, they
stuck to the carrier and last for ever thereafler, subject only to the depredations of
man and nature, besides inclement climes leading to their desuetude. We are more
concerned here with the topics of the painted mural than with their methods. The
Buddhists handled ‘faraka’ stories and other elements of nature, animals, birds and
flora. Their formal characteristics partook of classic expressionism, from which, by
a surfeit, alike of imagination and of long narrative trends, as in the miniature
paintings of the medieval times, they introduced impressionism and stylization of
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the portraiture, and achieved the label of specific schools like the Pahari, Moghul
and the Rajasthami schools. Jainism and Islam took greater advantage of these
media, although one may say, that as a secular adjunct to royal palaces, mostly
in their audience halls and bed chambers, this method became a great fovourite
and were soon so used in the palaces of almost all kings of Rajasthan, Himachal
Pradesh and Central India, besides a pseudo-classical richness of formal virtuosity
of portraiture and narrative paintings adopted by a whole three centuries in
Kerala, alike for temple walls as for as the palaces—the former drawing from a
rich and wide repertory of Puranic themes of gods and their worship. Some truly
stupendous achievements of the medieval mural artist in temples had been achie-
ved in Lepakshi and Adiyamankottai, displaying an eye for details of the cameos
from whole epic stories of Ramayana, Bhagavata, etc., often with inscribed labels
for them also in paint, Unlike sculpture in the round or bronze-casting, the aim in
this art was not individual figure-work of classical proportions but a harmonization
and distribution of colour schemes and depiction of movement, gesture and group
compeositions, to produce the dynamic narrative run of the story portrayed against
an authentic faunal-floral environment. The miniature illustrated manuscripts of
the Epics, Puranas and other fable stories also became a fashion and, besides, colour
gilding of these became a separate art well exploited by Islamic artists profusely.
Thus the mural and manuscript art became the specialities in post-classical and
post-medieval India, as was nursed in the earlier times, even in the soft-lit inte-
riors of residences, as the diversion of cultured women as a pursuit of liesure and
part of their acquisition of a modicum of the 64 fine arts, among which painting
was also included. In religious architecture of the temples, the structural building
of the temple was considered as the cosmic body of God, the scultpture and
stucco as the bones, flesh, nerves and rendons, while the painted exterior or interior
was considered as the blood, coursing through it, coming alive, which the vizal airs,
in the form of the consecrated image in the sanctum sustained, as the life-breach.
Thus integrated with both the temporal and religious routine of man, painting
became full-time and all-absorbing technical skill and produced generations of
the highest standards and several texts like Vishnudharmottara (chitra siitra)
and Ablilashitdrthachintamani came to be written. Painted art was essentially
secular in India, unlike sculpture and architecture, notwithstanding its cultured
dedication and integration often with the premises of the divinity that ruled the
cosmos.

Indian art, it should be said, received the well-merited tremendous impacts at
the hands of inspired savants, admiring votaries, and academic specialists in the
recent past. Architecture and sculpture were indeed highly specialised studies, as
they not only were informed by formal harmony and balance, but also by thematic
value. While Maya and Visvakarma fathered two major fabled schools of architecture
followed by such important treatises as Visvakarmasdstra, Samardngona S@tradhdra,
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Vrikshdrnava, Pramdnamanjari, Kasyapasilpa, Mdndsara, Mayamata, Silparatna
and Tantrasamucchya, sculptures, as secular portraits, etc., however, were never
much in vogue in India, but were always an inseparable part of religious architec-
ture. This was primarily due to the fact that the glorification of an individual per-
son, body or anatomy was not treated as as a wholesome pursuit, while this could
be part of a texual Sdmudrika-lakshana sdstra or Kdmasastra which were, in
parts at least, an appreciation of harmony and grace in male and female personal-
ity as God’s creations, and was part of a romantically inclined mind. It was not
expected to become a whole-time pursuit. Anything that was related to the dis-
covery and identity of the beauty of nature constituted in the repertory of
which the creation of the human body was also considered as an exquisite example
and the identity of the divinity inherent in all these organisations of nature was
looked upon as the objective of a trained or educated mind. The perishing body
should not be over-extolled but the body of an imperishable god-head of which the
spark of human soul (atma) was an infinitesimal part—be it that of a divine
mother like Sri, Parvati or Sarasvati, Siva, Vishnu or other divinities-was to be
created out of the science of iconometry or Tdlamdna, as a most outstanding
aesthetic creation, simulating, no doubt, a physical body is terms of its broad
articulation, but suffused with much of elemental grace, poise, beauty and positive-
ness. The approach, thus, was clearly to negarive mortal beanty of forms and for
creating an immortal beauty of gods and goddesses. in the broad likeness of the
human being, which is irreproachable. Portait sculptures did not, therefore, receive
much impetus in India. and the few that arc of the early period were not the best
expressions of that art, technically speaking. In the late medieval times, however,
by the contacts with the western world, the art of portraiture, especially in sculp-
ture, of patrons and kings, animals and birds became a favourite avocation of the
artist, commissioned particularly in the expansive and majestic mandapas, galleries
built on the street-front of the temple complex, of a visually arresting nature and
architecturally stupendous organisation, as is most spectacularly displayed by the
Navak craftsman and artists of Sri Rangam, Madurai, Thanjavur and Vellore, to
mention but a few most impressive specimens of this portrait gallery of men
and animals.

Bronze images, on the other hand, because of the medium which was able
to present a certain responsive appeal, due to the evocative suppleness of modelling
and vigour of stance (much more than even stone sculpture) imparted to them, were
able to captivate devotees and connoisseurs alike to an unequalled degree: Bronze
casting was known from very early times in India and household icons of small
shapes with certain rudimentary and accentuated features were quite common,
since the second half of the first millennium B.C.—the era of the second urbanisa-
tion and diffusion of highly civilized societies in the Gangetic and other riparian
tracts of India It was bronze-casting (unlike that of the terracotta art) that went
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into the rigorous requirements of pratima-lakshana sastra of Tdlamdna, although this
iconometric science was indeed propounded for stone or wooden icons as well. The
anatomical standardization or, shall we say, idealisation was part of the Indian
mental make-up which scorned caricature generally and which revelled in factors
of symmetry, balance, harmony—as artistic extensions of Truth in abstract and a
certain other,—wordly graciousness that master-sculptures, imbued with divine
inspiration and spurred to tasks of supramundane serenity, were able to impart to
them. The archa concept, as already mentioned, tended to light the spark of
divinity that 1s an integral part of a blessed intellect and mind, and no other
medium exploited this resource to the sublimation of the iconometric formula into
an object of ineffable grace, as the bronzes for utsavabheras in temples did.
Religous convention, Puranic traditions, technical expertise and artistic inspiration
were all geared to this noble objective. While it could be stated that religious art,
being ever subject to stylization of the idiom and formalisation of the symbolism,
by practice over long stretches of time, during which the religious function remai-
med a stable constant factor, there had been this development of stagnation and
attrition of responsive artistic stimulus in the industry of religious bronze-making,
it should be emphasized, none the less, that especially south Indian temple images
in bronze, having been the most prestigeous and ovewhelming standard-bearers of
the creative patronage of this art from the early 10th century A D.or late 9th
century A.D., have been almost always having their bearings right on an aesthetic
high purpose of the task-concomittant with the ritual strait-jacket of form-and
had always emerged successful in this challeging task. Chola, Pandya, Chera,
Kongu, Vijayanagara and Nayak period bronzes had all, per se, a special artistic
elan and aplomb all their own  within the inexorable transmutational spectrum of
religious and visual art values, amidst temporal vicissitudes. Art sustained religion
in India, as a mother sustains children of diverse capacitics. even in adversity
and this is the strain of sublimity in Indian art.

I. Jagari pindikd gneya prasa Bhaskara smrital Mukhav dvdram blavedasya pratimd Jiva uchchie.

Makara Sankranti, 1950
New Dellii K.¥. Soundara Rajan
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BEGINNINGS OF THE TEMPLE PLAN

The study of the origin and methods of the architectural plan and perspective
in ancient India has always been a fascinating as well as an exacting subject.
It involves not merely an actual perception of the techniques adopted but also of
the more subtle functioning of the mind behind the productions. Western India
and the upper Karnataka country afford the greatest scope for such a study due to
the innumerable examples of rock excavations to be found there, including some of
the earliest attempts at structural architecture and the corresponding imitations of
structural principles in the massive rock. The problems are many, but in the follow-
ing pages we have confined ourselves to the efforts of the early architects of Wes-
tern India in the direction of the successive refinement or progression of the lay-
out plan and how far the series of modifications experimented upon were equated
with the ritual requirements of the era, until the final finite form of the abode of
God—the temple—was arrived at. Inevitably the examples taken for this study
are from well-known examples such as those at Ajanta, Ellora, Aurangabad, Badami
and Aihole but relevant facis have also been compiled, not only from the lesser
known sites such as Junnar, Kuda, Shelarwadi and Karad, but also from those
farther afield, and of an admittedly early date, in other parts of India.

At the outset, it must be emphasised that there is a sharp diiTerence between
the abode of man, be he a citizen or a recluse, and the abode of God. It is demons-
trable that civil residential architecture had not made any phenomenal headway,
particularly in the early eras; the concentration having been on building fitting abo-
des of God. Indeed it is a tribute to the measure of the greatness and spiritual nobili-
ty of the Indian mind that while palaces and mansions (which were undoubtedly
built in considerable numbers) have perished and gone out of the ken of the enquir-
ing student of architecture, the temples to God, reared up with a mightier efiort,
have stood the onslaught of time as well as the changing outlook and faiths of the
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successive rulers. It would be apparent that the materials used in the construction
of human habitations, and even some religious edifices, were more ephemeral than
stone. Indeed, it was the very transient nature of building materials like brick and
wood' that led to a decision in favour of more permanent media such as the living
rock or stone. It is thus that the royal artist Mahendravarma Pallava of Kanchi
in his Mandagappattu inscription rightly repudiates the use of perishable media
of construction for temples, adopted till then, and to give substantiation to his
biruda of vichtirachitta, had started carving out divine abodes in live rock as at
Mahendravadi, Mamandur, and the numerous other rock-excavations of the Tamil
country. Similarly, it is probable that the attempt to erect stone stipas and chaityas
was also prompted by the desire to build them in more durable medium than they
had been previously. It is inherent in this postulate, however, to note when the
builders were familiar with only a brick-and-wood tradition, they would inevitably
fumble and falter in the translation of their structural ideas into store. For deco-
rative carving and for sculpture, wherein only the veneer is involved, no problems
would arise, but dealing with the massive rock or heavy stone blocks would
seemingly have introduced many imponderables into the assignment. It is obvious
that even the monolithic rock-excavations had produced in the minds of their auth-
ors an assumed play of structural principles for which provision would have to be
made, and it is this reasoning that resulted in the insertion of many false ‘functional’
devices. At the sametime, since in rock-excavation elevation or stature or external
profile is totally inoperative, and only two features count, namely the facade and the
interior plan and volume, the variations which have been noticed in surviving exam-
ples are best represented in the gradual modifications of ground plan and artistic
facade or window-dressing more than in any other architectural feature. In the
sequel, despite the valid possibility of many missing links in the progressive adap-
tation of the plan for the temple, a study of ground plans of these alone tends to
yield interesting and significant data.

The earliest Buddhist rock-excavations in India, in wihch the chapel form and
idea had taken root are the Lomasa Rishi and Sudama caves (Fig. 1, Nos. 1 and 2)
in the Barabar hills, Bihar. The aspect in which they differ from the rest of the
chaitya shirnes of early Buddhism, is in the placing of the entranceto
the side of the chapel, ie., at right angles to its longitudinal axis. The open-
ing chaitya arch also has a unique feature, namely the door jambs are
sloping inwards, presumably after the wooden prototype where this would be
necessary in order to offset the outward thrust of the superstructure. This feature
15 also to be noticed in the Bhaja chaitya which is the earliest of the Western
Indian milien. In the Barabar hills, the interior of the chiaitya hall was astylar and
the extreme rear end had only a circular chamber divided from the rest of the hall
by a narrow opening in the thin curved wall of the chamber from the hall side.
It is likely that a miniature, portable stupa might have been installed and worship-
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ped in the centre of the circular chamber, or a standing rock-cut stdpa was not
provided as the cave was for the Ajivakas. The caves are datable to ASokan umes,
namely the 3rd century B.C. We have an almost similar cave at Kondivate near
Bombay (Fig. 1, No. 3), except that the entrance is from the front, from the cliff
face itself, as in all other cave cliaityas of India, and the circular chamber at the
rear contains a rock-cut diminutive stiipa with a path for circumambulation. Thus
it represents clearly the next stage from the Barabar hill examples and is the transi-
tional type prior to the regular chaitya halls. However, there is no doubt that
generally the very earliest Western Indian rock chaifyas had a rectangular rather
than apsidal plan,” were astylar, and only the rear elevation profile took a curva-
ture behind and above the votive stilpa. Cave No. VI at Kuda (Fig. 1, No. 4),
Cave No. XLVIII (Fig. 1. No. 7) and Cave No. IV (Fig. 1, No. 6) respectively at
Karad and Shelarwadi bear out this point, while Cave V at Karad (Fig.1, No. 8) is
an example of the astylar chamber; only the rear roof of which is curved. It is
also interesting to note in this connection that even at Ajanta, of the two oldest
chaitya caves, namely 1X (Fig. 1, No. 10) and X the smaller one, which is clearly
earlier, has a rectangular plan, although it has the row of pillars in an apse around
the stipa. The rear aisle has a flat lower roof, while only above and in front of
the miniature stipa does it take the curvature of the roof. It is only in Cave X that
both the (lower) rear aisle roof as also the main chaitya vault have curved profiles.
This is generally the case in all other chaitya caves as at Bhaja, Nasik or Pitalkhora,
although both at Karle and Bedsa (vihdra cave arranged in chaitya hall form), we
have instances of the rear aisle having a flat roof only.

At Junnar we have even the example, in two instances—one in the Sivneri
hill group (Fig.1, No.5) and the other in Ganeshlena—of an astylar cave
with rectangular plan and a flat roof. Indeed, at Junnar, we secm 1o have
surviving evidences of the different experiments made in chaitya architecture, evide-
nces which owing to their comparative plainness, and lack of ornament and presu-
mable early date are of great importance, inasmuch as they are indicative of the
rock-cut architecture of Buddhism at a stage just before the evolution of the typical
chaitya with apsidal plan and elevation and pillars dividing the hall into nave and
aisles. In the Tulajalena group at Junnar (Fig. 1, No.9), we have a circular
chaitya wherein the pillars are also disposed in a circle around the diminutive stipa;
the aisles having a curved lower roof while the nave has the domical higher roof.
This would, of course, be clearly a variant of the typical chaitya cave mentioned
above and might have indeed been a votive chaitye shrine in itself. The Junnar
group, owing to the commanding situation near the Nanaghat, would have been
the clearing house of many art experiments depending upon the nature of the
rock and early ideas and equipment. That these caves are all not much later than
the 2nd century A.D is clear, and many of these, at least the chaitya cave types
mentioned, are clearly of the end of the Ist century B.C., if not earlier.* Thus,
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together with the cave excavations at Kuda, Kondivate, Karad, Shelarwadi, Bedsa
and Bhaja, they comprise the earliest group of chaitya specimens and could be placed
anywhere in the two centuries before Christ. This is not to discount the possibi-
lity that some of them could well be more stagnant forms of the chaitya shrine and
would belong to the opening centuries of the Christian era. Indeed we have many
such examples in the lesser known caves, such as the Pancha Pandava group near
Shirvel (Bhor), where we get a chaitya hall of severe simplicity. It is in the form
of a square chamber with flat roof and a diminutive stidpa in the centre touching
the roof with its stepped harmika top.

An interesting development of the succeeding centuries of the Christian era,
are the rock-cut shrines wherein the main hall is the most central and ornate’
feature of the complex while the shrine chamber at the rear is the only individualis- /
tic tribute to the presiding deity of the creed. Examples can be found in the later
Ajanta group, in the Buddhist group at Ellora and the Brahmanical and Jaina
group at Badami and Aihole. The vihidra caves at Ajanta (later group, Fig.2, No.1),
Ellora and the Vaishnava and Saiva caves at Badami (Fig.2, No. 2) are inded more
significant to students of architecture than the coeval chaitya shrines of Buddhism,
since the latter have reached the end of their architectural mode and except for the
veneer of ornament, the pillar forms, the change from the earlier aniconism to the
iconic fixation on the stiipa miniature and the walls and facade, have nothing further

to countribute to the fundamental quest of the artisan to evolve a temple plan. A /

feature of considerable interest, nonetheless, is the ground plan of the miniature stipa
in chaitya Cave X1X at Ajanta which, unlike its predecessors, has triratha (Fig. 1, 11)
and not a circular or a sub-circular plan, with a face on each of the cardinal direc-
tion and an offset, though hardly regular, in the four corners. This together with the
circumambulatory practice common to Buddhists and Hindus, is evidently a prelude
to the regular pradakshind patha of the square cella which we will deal with below.
This cave is roughly datable to the end of the 6th century A.D. The viidra caves
of Mahdyana Buddhism at Ajanta and the carly Brahmanical caves and structural
shrines on their model, however, are the more positive developments. The rear shrine
chamber, by way of physical proportions, is not comparable to the hypostyle hall
that was reared in front of it. A concrete structural version of this state of affairs
isthe Lad Khan temple at Aihole (mid-6th century A.D.) wherein, despite the
unique features of the simple roof shrine which were the direct consequences of the
imitation of the structural mode which brought on elevational profile and skyline,
the main plan is that of a cavern-like, low ceilinged, pillared hall with frontside rail-
ings, closed walls carrying a few perforated windows for ventilation and light and the
interior rear side shrine on the back wall arranged within the central pillar bay. It is
very obvious, on the one hand, that this is a direct derivative from the rock archi-
tectural proto-type, namely the vihdra caves, and on the other, that the temple-form
has not yet taken full shape. It will be readily conceded that the Brahmanical
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temple builders at least did not want to imitate the chaitya hall of the Buddhists
for their shrines and had definitely wanted to associate a pillared hall with the
shrine. But that they had not totally ignored the Buddhist formula for shrines is
clear by the deliberate attempt seen in the Durga temple at Aihole (end of 6th
century A.D.)*—the next significant step after Lad Khan—in which the apsidal
chaitya form has been closely copied, with an outer pillared verandah and the inner
aisles and nave through the hypostyle arrangement. The only concession
to the change of faith that they made was the fikliara form. Aside of that, their
clear inability to get at the curvature of the roof above the apse end in stone medi-
um (and not brick), made them provide a simple flat roof for the shrine, over which
the present and later sikhara arose. The original Sikhara totisisted of a Tubble—

core with stone casing and of gajaprishtha from as can be deduced from the photo- H‘HH‘" o

graph taken by Meadows Taylor a hundered years ago. It is of no small importan-
ce to note that Hindu temple builders gave up this Buddhist formula forthwith
as totally unsuitable to their aspirations and requirements, and thus the Durga
temple stands out as the solitary landmark of the blind alley of the early
attempts at Brahmanical temple architecture. The builders turned once again
to the hypostyle hall attached to which is the shrine at the rear, and made
the shrine into a separate chamber with a circuit around it. They erected a pillared
hall in front of it and an entrance porch, in a logitudinal axis; the whole being
enclosed within a walled chamber. This development which represents a first major ——
stage in the fixation of the layout plan of the temple was adopted in Huchimalli-
gudi temple at Aihole which is datable to the early Tth century A.D. An easy next
stage is as that of Huchchapayyagudi at Aihole itselfl (early 7th century A.D.),
wherein the cell is evolving further and is taken as an organic projection of the
closed pillared hall, the pradekshipdpatha is outside the hall in an outer court, and
the sikhara is now immediately above the cella, at the very rear of the temple.
This is the first truly complete form of the Hindu temple. It is of utmost signifi-
cance to note that in the Mahayana stages of Buddhism, in the areas where Chaluk-
yan political hegemony was felt (as at Ellora), the chaitya caves themselves went
out of vogue and the main Buddhist types were viidras with shrine chamber at the
rear end, space for circumambulation around the Buddha statue itself being provi-
ded in some cases. Correspondingly the shrine caves proper took the form of a
rectangular excavation, with a medium-sized pillared hall in front, often with side
chapels and with a shrine chamber, which could be circumambulated, in the rear.
No doubt this change is the outcome of image worship which had by now bzcome
very popular in Buddhism and had ousted the miniature stipa as the object of
veneration in the earlier periods. It is also equally feasible that this is no less due
to the impact of the ideas of the Brahmanical temple builders as at Aihole and
elsewhere (significd by the Huchimalligudi temple), not to speak of the simple Hindu
temples of the Gupta terrain, the style and artistry of which were by now diffusing
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into the Upper Deccan and Western India. This feature has been noted in Cave
VIII of the Buddhist group at Ellora (roughly contemporary with Dhumarlena in
pillar forms and datable to the end of 7th century A.D.) and the relatively earlier
Cave XXI (Ramesvara, Fig. 2, No. 3), Cave XIV (Ravan-ki-Khai, Fig. 2, No. 4)
and Caves XVII, XIX, XX and XXVI of the Brahmanical group and those of the
Aurangabad Buddhist group (Fig. 2, No. 5). It is very obviovs that the progress
made in the adaptation of the shrine chamber had been rapid and phenomenal.
Coupled with the fact that stipa chaityas had gone totally out of use after the
examples at Ajanta, we have naturally to admit the process of inescapable assimi-
lation of not only the architectural media but also the iconographical diversifi-
cation and expansion of the Brahmanical by the Buddhist innovators. It has been
held by some scholars that the shift at Ellora and Awvrangabad, as distinguished
from Ajanta, to the square shrine chamber with the pradakshinapatha around has
to be taken as the very end of Buddhist activities at these places, and thus they
must be dated to a stage very much later, to the last of the Ajanta caves or the
earlier Buddhist groups at Ellora itself. It is reasonable to hold that a clear shift
in the architectural plan (wherein Buddhist individuality is all but lacking) has
taken place, but at the same time it would not be irrational to premise that in
certain stage of art endeavour, a new and usful trend is quickly absorbed by vary-
ing creeds both for survival as well as for popularity. It would be an appropri-
ate sequel to the desuetude of stilpa worship itself and to the growing necessity for
integrating and combining an assembly hall or a vikare with the shrine itself instead
of having two different structures for these. The model of the vikdras as Caves
1,1L IV, VI (ground floor), XV1 and XVII (datable from the end of the 6th
century to the second half of the 7th century A.D.) at Ajanta have already paved
the way for this both by their shrines and sub-shrines in the rear wall as also a
space for circumambulation around the Buddha figure in the last three cases. Thus
the next stage to this organic trend that we see in Cave X VIl and others at Ellora
is unquestionable without much ofa time lag and took place certainly in fifty
years or so. Further, in this period of transition, we also have both creeds indulg-
ing in a give and take.

A matter of particular significance to be noted here is the fact thatthe Dasa-
vatara Cave (Fig. 2, No. 6) has many features which speak in favour ofits being
primarily a Buddhist excavation, continued and completed in its present form by
Hindu artisans. The shrine, unlike other caves, is situated at an elevation and is
approached by a very long flight of steps in front. The ground floor of the cave
does not have any typically Hindu features of layout or decoration. Thereis a
plain vikdra-like excavation on the side wall of the hill to the left of the open court
and to one side of the central pavilion. The front row of pillars in the first floor
has Buddha figures on the bracket capital. The other pillars in the interior are
undecorated. The dvarapdla figures looking out of the first floor edge are put in
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and not cut out. As a matter of fact all the sculptured panels are scooped out and
do not seem to be the result of a preconceived plan. These features, however, seem
to have set a vogue for the same fashionable technique of scooping out into the rock
adopted at Dhumarlena and also elsewhere. The Dasavalara upper floor again has a
shrine in the back wall which is almost the prototype of that in a Buddhist vikdra.
Since the cave is datable in its Brahmanical form to the 8th century A.D,,
one would expect the shrine in the back wall to be a detached one with a pradak-
shindpatha as was universally the case in the shrines of the Brahmanical faith at
Ellora of this and even earlier periods like Ravan-ki-Khai (Fig. 2, No. 4), Rames-
vara (Fig. 2, No. 3), etc. In fact, as has been already seen this pradakshindapatha
appealed to the Buddhist so that they adopted it in Cave VIII which is datable to the
close of the Tth century A.D. With reference to the Dasavatara, therefore, it
seems to be more than probable that the Buddhists, at about the same time the Tin
Thil was being built, roughly sxcavated the rock chambers both of the ground and
first floors, and also the vihdra-like cave on the side flank of the court. They also
provided for the rearside shrine chamber, as was their wont (all on the model
roughly of Tin Thal), although it is obvious that neither the wall cells nor the shrine
facade was completed by them. They only cut out the pillars, the front row also
being decorated on the face looking out. At this stage, owing to a great setback
of Buddhism at Ellora, the excavation was given up and completed by Hindu crafis-
men a little later inthe only way then possible, namely by providing a gallery
of sculptured panels on the walls of the hall, putting a firiga in the back shrine and
providing the dvdrapdlas. It is also obvious that the image of Nandi had orginally
no place but was introduced only during the Hindu phase. Hence, we do not have
any real pedestal for the image, except a faint scratching of the floor in order to
give it the impression of being a few inches above the surrounding floor. The
question arises as to what happened, in this scheme, to the detached pavilion in the
front court of the ground floor. This was probably the structure last to be comple-
ted and hence during the earlier Buddhist phase it might have been left as an inert
mass of rock, to be scooped out later if necessary but only providing for two side
entrances into the court. There is even the faint possibility that the orginal plan
of Buddhist, was to have excavated a two-storeyed structure here, like the Tin
Thal whereby the considerable élevation of the present Dasavatara cave would
have been whittled down further in order to make room for the ground floor which
would then be in level with the neighbouring caves. The Dasavatara ground floor
also is basically not unlike the ground floor of Tin Thil with its three bays except-
ing that had the Buddhists continued with it they would have scooped it out on
the same pattern, the inner antechamber of six pillars and then the shrine chamber
proper. Be this as it may, it is evident that by its outmoded architectural layout,
and the evidence of the scooped out panels, the Buddha figures, and the vikdra
side cave, as also by the nondescript nature of the ground floor, the Dasavatara
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excavation represents a process of supercession of the initial Buddhist work by sect-
arian Brahamanical craftsmen—a transformation achieved without blood and
tears, resulting nonetheless, in a retrograde state in respect of the plan. The only
positive and forward trend that was achieved is the addition of the detached pavili-
on in the front court, which is in keeping with the development noted elsewhere,
The fact that Dantidurga’s inscription, datable to middle of the 8th century A.D.,
(a little prior to the construction of Kailasa) is engraved on this mandpa is signifi-
cant and it is resonable to assume that it was carved out in his time and the record
affixed to it. The fact that the sculptures of the panels of Dasavatra first floor, with
the depiction of elemental and primordial fury and ferocity in the scenes, are diffe-
rent from the sophisticated and sensual appeal of the sculptures carved on the exte-
rior wall of the pavilion in the court (in which we see at least two major sculptures
of drinking couples), is enough to vouch for the direction in which the art trends
and figure-modelling are moving. These latter sculptures are more in accord, from
the point of style, with the sculptures of the Kailasa-complex.

Again, Ramesvara is by far the earliest Brahmanical cave at Ellora and cannot
be dated later than the beginning of the 7th century A.D. either on grounds of
architecture or sculpture. It clearly precedes the Elephanta cave in its features,
and succeeds the Badami cave No. 2, dated to A.D. 579. Thus a brisk pace of deve-
lopment in the layout plan as well as art motifs of the two creeds took place, and
we see a clear merging of the media, and art idioms; Brahmanical art playing a
clearly dominant part. The trends are also corroborated by the developmets noted
elsewhere, as at Aihole and even at far off Mamallapuram.

It is also worth noting that hereafter there is no turning back on the longitudi-
nal ground plan of the temple, on the alignment and juxtaposition of the hypostyle
hall to the shrine and the antechamber. What is more, the surmounting of a fikhara
on the shrine, as in the Hindu temple, had also taken it rightful place, and was
ready for further fruitful developments. Not only is any further typically Buddhist
architectural regulation not seen but when a Buddhist temple was built elsewhere in
India, the Sikhara element was adopted without hesitation as in the case of the
Bodh Gaya temple. Indeed it may well be said that the venerated stdpa form of
hemispherical shape with its harmikd and chattra which died out in the cave archi-
tecture of the 7th century A.D. was regenerated in the form of the developed four-
cornered stilpa with its pyramidal and conical profile and ‘tee’ spire as at Bodh
Gaya, which can perhaps be dated to the end of 7th or early 8th century A.D. The
ground plan that was evolved in the formative stage, as at Ellora, Badami, Aihole
and Aurangabad was, however, of fundamental and lasting significance for the
finite shape of the Hindu temple.
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1. It may be noted incidentally that the universal practice of painting the images of temples,
particularly those in the sanctum, in an approved colour scheme enjoined in the textsalzo
gave rise to images made of brick and mortar (swdhd) with stucco finish, as also those of
wood (ddru) before icons of stone in the round got established in the cella of temples.

2. An instance, however, of the apsidal and astylar early chairya (Ist century B.C)) isat Thanala,
near Pali, Maharashtra State.

3. A matter of cognate interest is that even most of the vilidras of Ajanta and Nasik of the
carlier phase are astylar and without a shrine chamber.

4. Another example of this kind, not entirely in stone medium but in mixed brick and stone
structural form, is now known from the Pushpabhadrasvami temple near the Krishna ghat at
Magarjunakonda (Lower Deccan) datable to the early 4th century A.D. by inscription. This
had the apsidal plan, in which the framework was of stone pillars while the intervening spaces
were closed by brick work. Presumably it had the rear side curved backed roof as well though
we do not know this for certain as only the ground plan was extant. Tt is clearly the forerun-
ner of the Durge temple and was the earliest Hindu experiment of an apsidal shrine. Butil
did use, in the main, a more plastic medivm of construction, namely brick, which was in vogue
for the earlier Buddhist edifices in the valley.
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BRAHMANICAL EARLY STRUCTURAL ARCHITECTURE—
SOME ASPECTS

It would be a truism to state that the Gupta period—by which would be
meant the period denoting the rise of the Imperial Gupta dynasty with its
progenitor Chandragupta the first, from ¢ A.D. 319-20 and proceeding upto the
fall of the same dynasty, and the succession of Sri Harsha of Kannauj or the later
Guptas of Magadha, upto the end of the 7th centnry A.D.—spelt an era of
resurgence of art, architecture, sculpture and literature for the best part of northern
India. The victorious campaigns of Samudragupta (as enumerated in the Allaha-
bad Pillar Prasasti) formed the tactical avant garde action of a Hindu Imperial
House, carried to the larger part of south India, although it strictly remained a
campaign and was certainly not intended to be nor resulted in a political conquest.
It was almost akin to an Asvamedha campaign wherein a display or show of
force was usually made. It may hence be taken for granted that the areas which
received the specific impacts of this campaigning early Gupta monarchs were by no
means crippled or converted into feudatory status. On the other hand, the normal
pace of life was hardly disturbed after the end of the campaign. It could have,
however, resulted in desultory contacts—social, political and cultural—which
might have continued to be strengthend in the subsequent periods. It did not
metamorphose the regional trends of arts into a Gupta genre or towards a Gupta
orientation.

MNow, a dictum very commonly taken recourse to in many art histories of
India is to universalise this Gupta period into a national era or epoch, and to speak
of a comprehensive period of efflorescence of all the fine arts, in a nexus— nuclea-
ting around the basic impetus or genius of the Imperial Gupta art-force. Anyone
ready to concede the historical pattern of the southern Indian region particularly,
in the period, would not find it difficult to confute this assumption. It may
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even be stated that phraseology such as ‘artistic unity of the Gupta period”® or
‘the Gupta art of the Deccan’, etc., are prima facie jarring to the sense of history,
geography and environment of the southern Indian country and is basically
untenable. By the same token, it could be stated that there was nothing existing
like a ‘Gupta India’. The independent dynasties of the South, like the later Andh-
ras, Pallavas, Chalukyas, etc., and their annals would be standing negation of this
thesis. Indeed it has not vet been precisely expounded as to what patterns of impact
or gift in the realm of fine arts and literature that Gupta dynasties of the north
made, for the south Indian region—a process that could be called a Gupta heritage
for these far-off principates. A simple instance will suffice to emphasise the
_ limitations of a Gupta norm in an all India context. We have in one of the Buddhist
chapels as well as in a Brahmanical temple in Nagarjunakonda, variously datable
to the time of Virapurushadatta and Rudrapurushadatta respectively (circa A.D.
325-350) two delightful examples of stone epigraphical records in classical sanskrit,
with an elegance and grandeur which leaves us in no doubt as to the fact that
Sanskrit might have been the accredited language of the Tkshvaku court. Although
Sanskrit was undoubtedly of a northern origin, it spread quite early into the
matrix of the western and southern monarchical societies, as evidenced by the
Junagadh rock inscription of Rudradaman, the Maldkshatrapa of the mid-2nd
century A.D,, in florid classical Sanskrit, and these Sanskrit epigraphs aforemen-
tioned, of Nagarjunakonda. Indeed, it would also appear feasible that Sanskrit
was derived in the Krishna basin from Gujarat and Western India, with which
rulers of the Krishna valley had a clear kinship, besides artistic and cultural
relationship. It well preceded the political rise of the Guptas. With the skill
already accomplished in the plastic art as at Amaravati, Nagarjunakonda and a
host of other places in the Andhra country, particularly centred around the
Krishna-Guntur Districts, it would be seen that the art of this region had rot
only reached its zenith already, but also on the sociological plane, the flowering
of the Sanskrit language had completed the process of art appreciation and sophsi-
tication in the aesthetic realm. If this be so, it would be natural to hold that
if Samudragupta’s campaigns did have any substantial gains, they were mainly
in the direction of mustering together all the prevailing mature art trends and
treatments in the various regions of the south to receive from these the required
inspiration for moulding in the north an art idom worthy of the imperial status of
the dynasty. One would thus be well-advised to concede that the basic stimuli
to the formal and architectural art of the early historic and pre-medieval periods
of India were to a large extent motivated by the rich traditions to the southern
regional kingdoms where they had already crystallised, as from the patently
important northern centres of early art also. In this, the Andhras on the one hand
and the early Chalukyas on the other contributed the largest Their early centres
of art and architecture as at Sanchi, Amaravati, Nagarjunakonda, Aihole, Badami,
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etc., had been the homes as it were, of the development of architecture and
figure sculpture in India in the succeeding periods.

It would be relevant in this context to deal briefly about traditional building
materials. We have in the early construction of the north and south, two tradi-
tions, the brick and stone. While these had to some extent been a matter of geogra-
phic or geological choice, it should be stated that the brick tradition was noted in
the early freestanding structural usage. This had indeed been a continuing pro-
cess right from protohistoric times and had not met with any divergent impulse
until the rock architecture of Deccan was followed by an urge to erect structures
in stone blocks also. The earliest' Gupta temples of northern India such as
Ahichchhatra, Bhitargaon, etc., were of brick (¢. A.D. 500 ). Similar was the case
at Sanchi of the early Imperial Satavahanas. But at Amaravati, they had
brought in an innovation by which, instead of restricting the sculptural
decor only to the torpas and keeping the main stipas as brick masses with
plaster, they decided to encase the stipa with stone slabs and to carve
in bold relief on these slabs, a series of panels on the drum partas well as the
dome part. It may be stated here that a parallel tradition in brick had also risen
in Sind early, in the form of terracotta stipa carvings, as at Mirpur Khas. This
was well within the zone of diffusion of the Gupta ideas although it was not a
case of outright borrowal but built on local moorings. To some extent this Sind
art-centre possibly lent even some inspiration for a similar centreof art in the
Gujarat, as now known through the Devnimori brick stiipa, near Shamlaji, clearly
ascribable to late Kshatrpa period, say 4th century A.D.

Owing to the obvious paucity of any stone material for building in the
Gangetic basin, a strong brick and terracotta tradition survived to a greater degree
in that area and perhaps influenced both Sind and Bengal similarly; but in the
areas, where rock, particularly sandstone, had been available in plenty as in the
Gwalior, Bundelkhand and Baghelkhand areas, the germs of a stone structural
architecture were scen in no uncertain manner. A similar situation obtained
in the Lower Deccan where the conversion from the brick to stone was much
earlier, although there was also a stage when brick and stone were used simultane-
ously in the same structure for hearting and veneering respectively, as already
noticed. In so far as complete stone building edifices were concerned, it is
more probable that such activity was inaugurated earlier in the Deccan rather
than in Upper India. This aspect will be dealt with at some length further on.

It should be noted also here that even in the periodin cis-Vindhyan India
temporally related to the Gupta dynasties, rock-architecture was also being pursued
side by side with structural stone architecture, and the the study of the mutual
impacts and handicaps involved reveal to us valuable data helpful in the chrono-
logical fixation of the productions of this period. But since most of these cave
architectural forms pertained to Buddhism, they do not help us much directly in
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the matter of the evolution of the structural Hindu temples, except in the fixation
of the ground plans for ritual progress.

An interesting and typical tranmsitional structural mode of this era was the
apsidal temple, as at Chezarla, Nagarjunakonda, Sanchi, etc. It wasa direct
derivative, formally speaking, from the chairya halls of Budddhists. Apartfrom
this mode, the structural temple mode was basically of the two kinds, the first
being a longitudinal ground plan with a superstructure or vimdna over the cella,
which was indeed a further evolutionary product of the Buddhist monastic ground
plan. The other mode was a podium-based temple, on a square platform with the
shrine occupying the central portion and having pillared proch-porjections, and
either open on all the four sides or only onone side, the other three sides being,
in some cases, distinguished by special panel sculptures on the wall in the central
part. A couple of sub-shrines occasionally are found attached to the basal plinth
corners on the front side at the outer ground level. The texts that deal with such
structures have been dealt with in Vastupurusha mandala sections as also in
Manasara. But these texts are certainly not earlier than the Tth century A.D., and
thus they form merely the final compilation of the hieratic structural forms for
a Hindu temple, and these further involve geometrical or non-functional schematic
appendages which do not obtain in actual structural examples. In any case, it
is notable that many such early forms of the first mentioned or second mentioned
mode (above) occur mainly in the Vindhyan region of Central India in the Lower
Deccan. They would appear to have independent, regional and local genesis and
motivation, and excepting where iconography or pillar motifs are concerned, are
not all of the same structural miliew. The question thus legitimately arises as to
how one would face the issue of the earliest development of structural ritual archi-
tecture of the Brahmanical Hindu religion. We have got a distinctive group of
shrine structctures at Nagarjunakonda pertaining to the period between carly 4th
century A D. to early 5th century A.D. We have another very prolific early group
at Aihole in Lower Deccan—apart from many other later types—ranging from
early 6th century A.D. to mid 7th century. AD. We have a few scattered
groups in Central Indian regions as at Nachna, Bhumara, Deogarh.? etc., basically
of a period later to early 6thcentury A.D. In such a geographical disposit on, it
would appear that the prime nucleus of temple origin at least in the cis-Vindhyan
region is traceable to Lower Deccan, in the region of the Krishna-Guntur
Districts, and this basic focus of a firm rudimentary phase of temple architecture
shifted without much time-lag to the region of Aihole and Badami—with inspiring
contacts, purely on the artistic and craftsmanship plan, from contiguous area
like, Ajanta, etc. A similar process but orginating relatively later was set in
motion in the brick tradition of the North, giving rise to the Vindhyan group, noted
above, at a subsequent period and providing thereafter for mutual impacts
between this and Aihole group of the Deccan, being broadly coeval. The onus,
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from this crucial phase, of having spelled out the fundamental forms—though
not the dim beginnings—and evolution of the ritual Hindu temple would seem
to have fallen upon Aihole. A significant corroboration of the vital role of Aihole
is supplied by the very nature of the basic modes of Temple architeciture, namely,
the so-called Dravida and Ndgara in an early context (leaving aside the Vesara
sub-mode which is a variation of the earlier Ndgara type of a relatively later

eastern context).
The Silpa texts which deal with the Dravida and Ndgara have now been taken

as essentially southern in authorship and codification.® There is no reference in
any of the definitions of the Dravida and Ndgara to a north Indian original for
the latter or a similar southern original for the former. They essentially seek to
elaborate two modes which they chose to call the Drdvida and Ndgara—the most
charitable and least committing explanation of which could be that latter are
obtaining in or favoured by relatively more northerly people, with reference to the
Dréavida. This could even hold good for the Lower and Upper Deccan and South.
If this is conceded, we may be able to substantiate the fact that at Aihole itself
we have both the Driavida and Nagara types of shrines, existing side by side,
mainly as the early experimentations, theorised in the filpa sastra texts. We
have also the apsidal plan and elevation there. Nowhere, in such a resonably early
and indubitably Brahmanical context of freestanding structural temple groups,
have we got a complex of shrines wherein, the northern, southern, as well as the
traditionally Buddhist—floated apsidal forms had been employed side by side.
No doubl, the Ndgara, Dravida and apsidal aspects will be mainly related to
the ground plan and the back elevation including the superstructure over the cella,
but it will be well to note that this is precisely what is defined as Dravida and
Néagarain the texts.®* The Driavida or Ndgara style was appurtenant to the cella
and superstructure alone—as a microcosm of the evolved temple composition.
The structual variations in dimensions and ground plan, of parts other than the
main cella and superstructure adopted at a subsequent stage a basic southernness,
as a whole, since heterogeneous sub-shrines rose close to the main shrine,
whereas in the area influenced by the post-Gupta traditions in the North,
Rajasthan and Central India, the pattern was that of a panchdyatana shrine : (a)
where the four sub-shrines were located on the high platform, (b) as in the earlier
variant or where only two sub-shrines, were located at the lower level adjoining the
front side corners of the platform, or (c) where, if the sub-shrines were four, they
were located, as in above, all round the platform at the lower level, or (d) where
the main shrine is at the centre of a distinctive platform. The early Osian temples
are examples of the first kind; the Bhumara temple in Central India of the second
kind; Deogarh in Gwalior, of third kind; and the locally called the Brahma
temple on the fort of Mandore near Jodhpur of the fourth kind.

The panchidyatana type of (a), however, reached Gujarat in the early medieval
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period only, and indeed is relatively rare in southern Rajasthan were the pre-
medieval, early medieval temples, as for instance, Badoli, Arthuna, Menal, etc.,
despite the northern style of sikhara often enumarated, partake in their ground
plan rather the heterogencous Deccan and southern layout development as a
measure of recogognition of the impact, perhaps, from the Rashtrakuta-Chalukya
type-reign. In so far as the door opening of the cella had been one or four, a basic
style had been to follow the Mukhalinga form of Siva, so that an ekmukha linga
went well often with a single door openning, and the five-headed aspects of Siva
(or Mahesa) could well be synchronised with a four door cella.

The earliest forms of fikhara in the examples at Aihole in Deccan, Deogarh in
Gwalior or Gop in Saurashtra had all been primarily based on the chairya motif &
The scheme is a simple three-tiered composition with intersecting chaifyas, and
krandmalakas, mounted by a single dmalaka and stipi, the stature being affected
mostly by the height of the main bhidmi between two tiers. The most early occur-
rence of such a motif on a structural temple can thus be palced only between
A.D. 500—0650. Indeed the entire evolution of the types of superstructure as at
Aihole received a firm crystallisation, in the Tth century A.D. when the Dravida
forms got consolidated as at Badami (Malegitti Sivalaya or Upper Sivalaya) and the
Nagara forms got specialised as at Huchchimalligudi and Huchapayyagudi at
Aihole, and were elaborated subsequently into the typical Chalukyan temple, with
rather a stellate ground plan bestowed to the nijamandir plinths. Side by side,
the rudimentary and narrow storeyed forms of Aihole as in Mallikarjuna and
Galaganatha shrines there (of the so called Kadamba style) emphasising horizontal
lines, and giving a general pyramidal profile, but with the use of karndamalakas,
as well as amalasara and stipi, on the crest, led to the final development of the
typical later Chalukyan (Hoysala) superstructure in which the Nagara type and
the stepped-storeyed type of Aihole were both fused, decorative element alone
being the main additional contribution. Dharwar and Lakkundi produce such
temples.

In the sequel, it would be plausible to argue that the earliest shrines neither
of the Madhyadesa and Vindhyan India, nor of the Deccan, exclusively give the
full (later) form of the Nagara type of Hindu temple, but the primary homes of
structural architecture situated variously at Aihole, Badami, Nachna, Deogarh,
etc., gave empirical shapes to the comcepts as adumbrated subsequently in the
Silpa sastras delineating the Ndgara Dravida forms; and only by mid-Tth or early
8th century A.D. that we have a full-blooded Ndgara and Drdvida temple in
north India as well as in south India respectively. Inevitably, therefore, in
such a dispensation to speak of a Gupta mode or a Gupta unity in art for the
whole of India (except perhaps in the cultural context of some art-motifs or in
the highly rarified traditional or literary impacts) would be to magnify the Gupta
norm and zone, out of proportions. In any cvent it might not apply to the regions
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south of the Tropic of Cancer, where the most early representatives of structural
Hindu temple architecture of the Peninsula, by and large flowered and flouris hed.

1.

2
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STYLISTIC TRENDS IN AJANTA MAHAYANA CAVE-ART

The intent of the topic would, infer alia, underscore the infinite scope of the
Ajanta architectural situation for an evolutionary study. This is indeed debatable,
for the Buddhist art mannerisms here, springing demonstrably from a timber and
brick architecture (as evident from the paintings, as well) though transfused and
frozen in rock-cut art-medium, were of a milien not overmuch amenable to any
universal or mainstream correlations. In other words, it is feasible to argue that
the stylistic trends at Ajanta are not well crystallised and stand out from the
movements of structural or cave-art going on in the other regions either coevally or
in the succeeding century.

We might well ask ourselves the question as to what were the outstanding art
(structural) movements afoot in the classicial period about and around upper wes-
tern Deccan ? The Sind (now in Pakistan)-Gujarat tract had, so to say, been at
the peak of its bold brick and terracotta experimentation for the gigantic stipa com-
plexes, as seen at Mirpur Khas and Devnimori respectively. The Central Indian— -
Madhyadesa—area was having its significant, if somewhat modest translation of the
niligriha or the womb-temple into a freestanding structural type, as exempli-
fied at Udayagiri, Tigowa, Sanchi, etc., to culminate ultimately in the 6th century
A.D., in the highly functional model at Deogarh. In the Lower Deccan we have
the great centre of Nagarjunakonda, Ter, Chezarla, etc., where the transitional
cross-fertilisation of brick and stone, timber and terracotta were taking place and
the forms experimented were themselves acontinuance of the early Mahdydna
Buddhist predilections in form in Lower Deccan, namely, the apsidal, although
square and rectangular plans at least, were admittedly employed side by side. Did
any of these either anticipate or foreclose the Ajanta performance? To answer that,
we have, as a prerequisite, to collate the empirical range of the Ajanta stylistic
trends in Mahdyana centuries. We are briefly having a random sampling of the
data hereunder which have possibilities for further elaborations.
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The later caves for this purpose, have been taken, to chronogloically range
from the S5th century A.D. to the Tth century A.D. taking into account some
Rashtrakuta record on the cave-walls which, while not necessarily pointing that
rock-cut activity should have been on till the end of the latter century, certainly
shows how the place, could have been exposed to early Rashtrakuta attention.

(1) The pillars do not show single unified ‘order” or pattern but are conside-
rably diverse and carry fluted, plain, square as well as circular forms. Malasthina,
kalata and kumbha are there, but no 1ddi. Further, padma and phalaka are pre-
sent, but no virakantha, nor corbels in any of the porches, door frames or pilasters.
Where facades show massive pillars with any corbels, they are either of simple
doucine curve, or simplified taranga, on the underside only with a volute, without
a median band, or with a concave upper profile, plain in character. It does not
herald the typical Chalukyan corbels that follow.

Inner pillars show phalaka over kumbha with an intervening corded course, but
no padmd, although some door pilasters show it. Intersecting corbels are mostly
three-armed where found, the outer not being depicted. Cross-beams, run only
transversely in the main half, beyond the ardhamandapa.

2 There is no inclination to show the plinth mouldings in structural profile,
but only asimple vedi with bold pilastered and recessed eave-front as in Caves XIX
and XXIII. In the latter case, the gana frieze is noteworthy of the trends common
with other regions. Only the stiipa, chaifya model in case Cave XXVI shows a full
plinth, body and superstructure directly paraphrasing the Buddhist sine qua non
the anda , harmikd, etc., without showing evolutionary facets.

3. The door frames stop with the over-doors and do not, invariably show the
entablature. The topmost lintel course is often having rearing lion head or biidra-
putras comman to Brahmanical traditions of the latter day. Where the uttaranga
is shown, it is essentially as a series of ndsikas over the kapota or a hdra of falas,
(which presupposes both the apsidal and rectangular models) alone, without relieved
kiitas or nisikas.

Laléta bimbd as garland bearing yakshas is common (Cave I) and Nagaraja
as door keeper on the inner §akhas of the jambs, These establish a tenuous liaison
with what follows elsewhere,

4. They do never show—not even once —a clear-cut kifa Sikara. The square
structures, shown in paintings themselves seem to have only flat roofs, over double
cornices, as seen in Cave II and elsewhere. Although double storeyed structures
are shown, they are also having same top (as in Cave XVII Buddha-in-Kapilavstu
scene), They appear to have been fastened by corner kodungai or strut brackets—in
wooden prototype—as in Cave VIL. Cave XVI shows, in Mahamaya’s dream narra-
tive scene, what is seemingly a circular pavilion of the freestanding type, whose
cave-art precursor is perhaps to be witnessed at Junnar, in the Tuljalena cave. Sala
$ikhara chambers and gates (Dvdrasilas) were clearly the most profuse, and one
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such in Cave XVII (near the circular tent like apartment) shows a most beautiful
model, with a high mahdndsika in the central part, anticipating in its structural
assemblage the Chalukyan device seen at Virupaksha temple at Pattadakkal. The
most statisfactory rendering of a superstructural finish, though yet highly incipient,
is found in Cave I, in the Mahdjanaka Jataka scene displaying entablatures, a com-
pressed griva and flattened top closure. There are two more rock-cut instances
in caves No. IV and VII of the quardantal cornices lain over by another cornice
with a somewhat curved profile. These should be called a pidha-deul model, in its
most rudimentary form.

5. Where toranas are shown, as in the stipa of Cave XIX, as also on its walls
as a framework for carved couples, they do not generally have any top makara
clasp crest, and the lower makaras themselves have well-raised heads and rather
short body, much different, for example, from those seen at Jogesvari over the
main door. Hindola toranas of the rectangular profile are indicated in Cave II
showing Irandati on swing in Vidurapandita Jataka scene.

6. The stiipa form itself shows here a projection on the front, on the upper
level, suggestive of a sukandsa dormer. It is, however, clear from the torena forms
in Cave X1X and cave II that they had been far from systematised.

7. No Ganga-Yamuna is found on door frames but vrikshikas are
shown on the phalaka on either side, more or less replacing the Gang-Yamuna, as
found at the Udayagiri caves. Brackets are found on the door frames as vyalas,
as well as on the facade pillars and interior pillars where there are Vrikshikas,
kichakas and mithunas respectively.

8. One example of an amalakasila on the corners of the front porch (Cave IV
and another apparently over a shrine front, are seen.

9, A padma Valabhi is found shown on the side shrine of Cave L

10. Windows are plain, with a few outer frames, but without facade pillars,
or with entablature features.

11. No raftered ceiling is generally shown, not even to the extent the earlier
chaitya caves, have been consistently showing cross beams, rafter frames, ribbings,
etc., on the vault.

The tendency of the entire range of art devices was 1o reveal that the forma-
tive shrine chamber crystallised therefrom would have been having a somewhat
flat-roofed and double-corniced chamber with front porch, perhaps crowned by an
dmalaka ornamentation, forming @ community of archetypes, prevalent also in
Hindu examples at Sanchi, Udayagiri, Tigowa, Aihole, Mahakut and ranging from
5th to 6th century A.D.

Thus, the essential, continuing and forward-looking features at Ajanta pertain
less to the architectural mannerisms snd more to the ground plans, and ofcourse,
the aesthetic and formal values of the sculptural and mural art. In these latter,
they substantiate only an inchoate and local milieu, in a studied elimination of
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direct links with the mainstream impulses in formal architecture evolving between
the 5th and 7th centuries A.D. This was perhaps to be ascribed to the decline of
the Buddhist cave-art in the centuries succeeding Ajanta, while Brahmanical art was
getting initiated on a progressively finite stylistic orientation and growth. The
accent on tantric propensities of the Buddhist religion which were developing in
these periods of degeneration of initiative in its formal architecture, ie., 6th-8th
century A.D., was also clearly reinforcing such a cul de sac in structural architec-
ture. The advent of Samhitd, Puranic and Agama and Silpa standardisation for
Hinduism during this very period, on the other hand, conduced to an orderly
evolution of the Brahminical architectural format. The political situation of the
Vakatakas in their closing stages had itsell no redeeming feature whatsoever,
making for stability and peaceful impacts with neighbourhood for art-evolution.
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Brahmanical fervour of the donor and the changing religious panorama at
Nagarjunakonda then. The inscription refers to epic heroes like Sagara, Dilipa
Ambarisha, Rama and Yudhishthira and thus reveal, palpably for the first time,
many names of the northern lkshvaku clan, amidst others. The mention of
other names like Skandagopa in the same record reveal, on the one hand, the
worship of Karttikeya—of whom many shrines have stood revealed at Magar-
junakonda—and on the other, the popular Pallava suffix gopa as in Vishnu-
gopa, which was significant for this region wherefrom the Pallavas first started
their clan.

This apsidal temple, which is dedicated to Mahadeva would pari passu
be a proof positive of the direct borrowal from Buddhist plan of an Hindu
architectural edifice, but with this difference that this was conceivably built of
stone beams and slab veneering with brick hearting. It is significant that it is
so, since, the main bulk of the Buddhist edifices at MNagarjunakonda are made
almost entirely of bricks and in some cases revealing great artistry in their
moulded forms which were suitably plastered and even decorated in stucco.
Indeed, we may say that the Andhras, whether as the Imperial Satavahanas or
as the later descendants, revelled mainly in a brick tradition, as shown by
Sanchi, Ter, Chezarla and Nagarjunakonda, although they had produced
delightful veneering stones, sculptured profusely, as at Sanchi, Amaravati and
at Nagarjunakonda itself. Where massive religious edifices were concerned,
they seem to have adopted mainly the brick medium. On the other hand
even at Nagarjunakonda,® it is seen that the two Karttikeya shrines, besides
the Sarvadeva temple and the Pushpabhadrasvami temple (both dedicated to
Siva) and a temple for Ashstabhujasvami built by Abhira king Vasushena, which
are the only Hindu shrines in the valley, have been constructed of cut veneer
stones, with brick hearting and pillar-lintel framework, and thus, at one and the
same place, we see two traditions co-occurring. Considering the very early
date of Pushpabhadrasvami temple (early 4th century A.D.) it would be
reasonable to hold Magarjunakonda as at least one of the nuclei of the beginn-
ing of the structural architecture in the Lower Deccan. In the general context
of the other two main stlyes emerging from around this region at about this
period viz. the Chalukyan and the Pallava, this contribution by the structural
apsidal stone temple of Mahadeva was of fundamental significance, and was the
forerunner to the other similar religious edifices of the resurgent Brahmanical
religion in the 5th-6th centuries A.D.

The prevalence of Sanskrit in the inscriptions, despite the Prakritic and
indigenous proper names, would vouch for the willingly assumed northern
Sanskritic influences and its cultural consequences. It is also to be noted that
this happened well before the southern campaign of Samuodragupta of the
Imperial Gupta dynasty and indeed, by and large, was caused by the Kshatrapa®
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affiliation and influence over the Ikshvakus at Nagarjunakonda, matrimonially
and culturally respectively. An incidental testimony to the mutuoal influence
which arose from this link in the realm of art is the occurrence of exactly
identical Karttikeya figures (as found at Nagarjunakonda ; with the cock tucked
about the waist of Kumara, the Saktidhara) in the Baroda Museum, belonging
to the Kshatrapa times. It is also interesting to note that one of the biggest
caves, an assembly hall, at the Tulaja (Bhavnagar® Distirict) Buddhistic cave
group in Saurashtra, is named as the Fhabala Mandapa, which recalls one of
the illlustrious kings of the lkshvaku dynasty of Magarjunakonda, namely,
Sri Ehavala Chamtamila.

It is at the sametime a lamentable fact that the Ikshvaku dynasty which
was basically Brahmanic should have disppeared so soon after its glorious reign
for nearly two centuries and inspite of the wide contacts it established. It
would seem that the re-emergence of Brahmanic Hindu dynasties, big and small,
could not brook even any partial parochial patronage of Buddhism and its
clergy. Indeed, almost a note of tragic irony attaches to one of the stela in-
scriptions in a monastery at Nagarjunakonda, wherein a votive shrine had been
erected by a king Sri Varma* (bhatta), possibly of the succeeding Brhatphali-
yana clan, in honour of the last Ikshvaku queen Mahadevi (who was a Kshatrapa
princess), and stele sculpture above the inscription is taken to be that of
Prajapati-Gotami tending the child Siddhirtha.® It bespeaks in any case a
delicate and charming sense of gratitude of the succeeding Hindu king to the
last Buddhist patron-queen.

The main reason for the disappearance of lkshvaku dynasty, as noted
earlier, may be the full-blooded renaissance of Brahmanic faith, art and culture.
Another may be that in the waster context of such a regeneration of Hindu faith,
the special tolerant role of Ikshvaku can clan from Nagarjunakonda valley got com-
pletely superceded and merged in the mainstream. The main arena now gra-
vitated and shifted inevitably towards the prima facie of such forces, namely the
Chalukyan and Pallava territories.

In the design and layout of the Puspabhadrasvami temple, again, there
are many unique features. As already mentioned, there is a surrounding brick
walling to the temple with narrow cubicle side entrances. This feature occurs
both at the Pushpabhadrasvami temple and the Karttikeya temple situated in
the interior of the valley with multiple shrines and a stepped kund.  This feature
would appear to be the hangover from the walled monasteries and chaityas of
the Buddhists. In the latter temple mentioned above, the stepped well or kupd
probably signified the immediate need of such a water-source for Hindu temple
ritual. One of the shrines in this temple-complex had also a closed drain leading
from under its side wall, presumably for taking off the abhisheka water. The
Pushpabhadrasvami temple, on the other hand, was facing the delightful wave-
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kissed grand ghat on the Krishna river and this obviated the need for a kund.
This temple had a dhvajastambha, upon which the inscription mentioned was
engraved. The architecture of the banner shaft does mot anticipate in any way
features of Chalukyan pillars. It is not massive but rather tall and slender and
without any ribbed section or cushion capital. As a dhvajastambha, it can
be classed among the very earliest, the other outstanding examples being
the Garuda pillar at Mehrauli (of iron Sth century A.D.) in the Qutb-mosque
courtyard near Delhi, and the Eran pillar of Budhagupta (A.D. 484) erected as
a dhavajastambha in the Janirdana temple there.

As a combination of the brick and stone tradition, of the plastic and
monumental architecture, of the Buddhist form and Hindu features as also of
ritual elements like dhvajastambha, etc., the Pushpabhadrasvami temple is
unique in its composition and was probably epoch-making in its consequences.
That Brahmanic architecture of the succeeding Pallavas and Cholas as also the
Chalukyas did not entirely discard the circular form is, however, only too mani-
fest by the vrittdyata plans, which are basically of the apsidal class, in the Pallava
Sahadeva Ratha of Mamallapuram, in the late Pallava Jvarahareshvara temple
at Kanchipuram, or the Early Chola achievement at Narttamalai (Vijayalaya
Cholisvaram), Tiruchchi District, Tamil Nadu (belonging to well before the end of
the 8th century. A.D.) or the Durga temple at Aihole. It is however, the deification
of the dikpdlas and their ritual import in religion that perhaps resulted in the
final adoption of the oblong or the dyafa order for the Hindu temple plan, where-
in the cardinal and subsidiary directions can be well-marked on the outer niches.
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KAUSTUBHA PRASADA—NEW LIGHT ON JAYAKHYA
TANTRA

It is well-known that Vaishnavite canons of temple rituals have two broad and
somewhat divergent categories, the Vaikhdnasa and the Panchardira. The former
was Veda-based and is clearly the earlier of the two. However, it is the latter that
had become more popular and is the basis for application in an overwhelming
majority of Vishnu temples, particularly in the South. It is considered that, in
Pdnchdrdtra literature, there are three gems, namely, Sattvata, Paushkara, Jayikhya
Tantra (or Samhitd). While the orthodox view is that these works should be of
measurable age, the editors of the Jayakhyasamhita® have themselves come to a
conclusion on the basis of certain features appealing to them, that the age of this
particular Samhita should be about A.D. 450 This paper is not directly concerned
with the views of the editors, or the age arrived at by them, but is intended to focus
our attention upon the architectural chapter of this Sembitd and to derive as much
factual and technical information as possible from this chapter. Incidentally, the
age of the text itself would be discussed in its relevant context.

It would be appropriate to mention first that this Samhitd has 33 patalas
wherein mainly the 20th pafala dealing with pratishtha vidhi informs us about
architectural details. This section has a uniqueness not available in any other
known or published Pdnchardtra or architectural literature. Before we deal with
it, we may state that the first chapter of this Samhitd has, what has been consi-
dered by the Editors themselves as an interpolated section (Adhikah pathak). The
editor says that this supplementary chapter is not available in many of the ancient
kofas and could be an interpolation at the end of the patala and is being published
as found. This part contains verses reproduced at the end under References.®

This interpolation, is indeed, a minor text by itself intended to eulogise the
Varadardja temple at Kanchipuram. Its detailed description of the 10-day
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Vaisakha festival, as is being observed to this day, would bestow upon it the
antiquity of these festivals themselves. It is important to note that this text refers
to the original bimba of the Varadarija temple of Hastiaila, as of ddru or wood.
We have only a stone bimba today in the sanctum, but we have a wooden figure
of standing Vishnu which is called ‘Artivarada’ and is kept in an under-water
chamber in the temple tank, and is taken out once in a blue moon. Obviously the
text is referable to a time when this wooden bimba stood in the sanctum. The fact
that the text describes all the accretionary remains of rhe temple in the
form of the sopdnas of the garbha, ardhamandapa and outer chamber, upto the
gopura, as we find them today, would show that it was written at a time when the
temple-complex has already enlarged well beyond its conceivably restored original
nucleus to its present state, including the largest outer gopura mentioned in the
text and the dnantasaras (also mentioned). It mentions that all these were eracted
at one and the same time by ViSvakarma, the celestial architect. Obviously the
gopura mentioned is not the innermost gopura on the plinth of which we have the
oldest known inscription found in the temple today, namely, that of Kulottunga
(¢. A.D. 1070) but the outermost which is of the Vijaynagara period (c. 14th-15th
centuries A.D.).

The text thus is clearly an open and stark interpolation of a medieval and
extraneous matter on what is apparently a homogenous ritual or tantric matrix
with its own architectural-bias. It should, perhaps, be taken as of the time from
which Jayatantra of Pdnchardtra mode had already become current in three of the
four important temples of the Tamil country. The main text, no doubt, fails to
include any scrappy clue even of its geographical or topographical setting, but it
is decidedly northern by its architectural data. The interpolated section was pro-
bably added in the 14th century A.D. One of its unusual features is that it does
not refer even once to Hastisaila as Kafichipura, although by the time of this inter-
polation, the place was a quite illustrious as Kanchipura. It is just likely that this
was a traditional inhibition, in the same way as throughout 4000 Divyaprabandha
verses of the Vaishnavite saints, we do not have even a single reference to this
place as Kanchipura or Kanchi, but only as Kachchi—which is indeed its true local
Tamil name. Obviously Vaishnavites and even early Saiva hymnists continued to
call Kanchi (its Sanskritised form) as Kachchi, true to its origininal form, while
only Sanskrit compositions used the form Kanchi. This is a deliberate preference
born of continuous usage. The fact that Attiyur and Kachchi are themselves used
independently of each other may be taken as implying that the original Kachchi as
a municipal configuration included the suburbs at Tiruvehka, etc., but not Attiyur
which stood as a village by itself beyond the east end of original Kachchi. Thus,
even as late as at the time of this interpolation of Hastisaila vaibhavam in the
Jaydkhyd Samhitd, the name of the place has been consciously confined to the
traditional usages. Needless to say that the divisions of Kanchipuram as Vishnu
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Kanchi, Siva Kanchi and Jina Kanchi is of the time of the Nayakas (16th-17th
centuries A.D.) and today's configuration of Big Kanchipuram and Little Kanchi-
puram with Hodgesonpet in between is even later, but surely corroborates the
separate entity that Vishnu Kanchi (or Old Attiyur) formed from the Metropolitan
Kachchi of yore which also included a few very old Vishnu temples like Anantasayl
temple at Tiruvehka, etc. Apparently the temple of Varadarija which might have
been a rather small shrine in early times came into real prominance only in the
11th century A.D. when the polarisation of Vaishnavism and Saivism at Kanchi
had to seck an exclusive centre of faith for the former, detatched from the latter.
What the temple of Varadardja looked like when Bhutattalvar (one of the early
Alvars) sung it as Attiyiiran, we are not vouchsafed to infer from the positively
medieval elaboration that we observe today. But enough is perhaps suggested by
the nature of the present layout that the original temple site might not have had
any physical relationship with its grandiose medieval counterpart.

This interpolated section is of universal importance for many reasons. Firstly,
it informs us that Padmasarithitd is to be considered as the wydkhydna or detailed
exposition of Jayakhyasarihitd. Thereby it implies the former’s chronological
posteriority to the latter, but anteriority to the interpolation itself. We know that
Padmasarihita in its section Panchardtra Prasdda prasddana deals with architectural
details. This is a part-conventional treatment of the various early temple forms,
etc., and partly following strictly a southern temple architectural technical nomen-
clature. Jaydkhyd, however, is not, by any means, in its architectural chapter,
likely to be a guide to southern temple style, since it describes mainly a northern
(or Nagara rekha prasada as it is called in later texts) type. Thus we may surmise
that there is no co-ordination on the architectural side between Jaydikhya Tantra
and Pidmasarithitd. Obviously, the latter drew on the mantra and prayoga tradi-
tions of the former and adapted this for application in southern temples. The
prayoga aspects, alone then entitle their usage in the southern temples, of which
three outstanding examples are mentioned in this interpolated section itself.

Here, the text refers to four most sanctified temple sites in the south namely,
Srirangam, Venkatadri (Tirumalai-Tirupati), HastiSaila (modern Kanchipuram) and
Nirdyanddri (Melkote or Tirundriyanapuram in Mysore). Of these, the text goes on
to state, three places follow the Panchardtra practice. The exception is that of Tiru-
malai or Venkatidri. The samhita followed in these three places is also mentioned
viz., Sattvata at Tirunardyanapuram (called in this text Yadusaila), Paushkaram
at Srirangam, and Jayakhyam at Hastisaila. It would be pertinent to point
out here that Srirangam was originally in Vaikhdnasa worship and was converted
to Panchardtra mode during the time of Ramanuja. Ramanuja was also
directly concerned with the systemation of worship at Kanchipuram and Tirunira-
yanapuram (Melkote). Even at Tirumalai, it was Ramanuja who organised the
daily ritual on a sound footing, although in consonance with the age old Vaikha-
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nasa form of worship there, he acquiesced himself in the continuance of that mode,
though being a Panchardtrin himself. All this would seem to imply that this inter-
polated section dealing with these four places and the names furnished to these
places would most probably have been composed and added in the south after the
time of Ramanuja. Until that time almost, the name of modern ‘Little Kanchi-
puram’ had been Attiylir, and even inscriptional references to Chola endowments
to the temple call the god as Attiytralvir, from the end of the 11th century A.D.
and later. It got its special ornate names Hastidaila or Satyavratakshetra in
traditional Sanskrit usage from a subszquent period. ;

To return to our main study. The architectural passage in Jayakhyasarithitd
is more relevant to our discussion than its mantra or prayoga chapters. This
material, contained in the 20th patala 1s, as mentioned at the outset, unique, because
it does not give too many architectural forms in vogue then, but only one single
form and call it the Kaustubha prasada, although detailing some variant features.
It may be added at once that this name does not occur in the list of twenty temples
mentioned in Brihat sarhitd, LV, and repeated in Samardangansitradhdra, Visva-
karma prakdsa, Matsyapurdpa, eic., or the 45 varieties of prdsddas as given in Agni-
purdna, CIV, Garudapurana and Prayigamafijari or in the 64 kinds of temples
under the five vimana types, as found in Samarangaya sitradhara, ch. XLIX.
Considered from that point of view, the age of the temple type Kaustubha should
be actually approximating to the age assessed by the editor of the Jayakhyd-
samhitd, namely, around fifth century A.D. But it is just possible that originally
temples were constructed mostly in bricks, and were later re-erected in stones, and
thus we do not have any extant examples of this kind of temple. We also note
that type of mandapas in front of a temple, as mentioned in various carly and late
texts, are also not referring to any arrangement as described for the mandapa of
this Kaustubha prasdda in our text.

We observe that this temple type is relatively of a simple kind, and thus might
have a chance of representing an early type. Before we can actually arrive at any
sound basis for judging the age of the textas different from the age of the temple
model it presents, in so far as the architectural chapter is concerned, we
may perhaps familiarise ourselves with the data employed in the text for the
Kaustubha prasdda.

1. The description calls the temple model Kaustubham nama prasadam
and not a vimdna.
9 1t is, not mentioned in the 20 or 45 names of the old list.
3. It is, inferentially, a rekhd ndgara temple, though this term has not
been used.
No Mahanasika or $ukandsa is mentioned or described.
No ardhamandapa or anfardla praggriva is mentioned.
It has a mandapa immediately in front of the temple proper, and borne

oo o
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on a series of 12 pillars and three openings.

The main temple itself could be of one door, or of four doors (dvdram,
dvardni va).

The text refers under the sub-section Prdsdda bheddh chaturasra (square)
with chatur-dvdra, vritta (circular) and Ashtdsra (octagonal) of eka
dvdra (single dvdra) or vichitra (unusual or imaginative), and of the
permitted orientation of long axis (yathabhimata-diggatam). Thus, it is
mentioning the three basic shapes, namely, square, circular, and
octagonal, but not the terms Nagara, Vesara and Drdvida. It suggests
that four doors are almost as normal as single door.

It has a foundational terrace which is, however, not called a Jagati but
an upapitha—a southern terminology.

It has an dmalasaraka on the top—the form of the word (which is not
amalasara) may be noted.

It has an ‘ushnisha,” below dmalasdraka with a low conical shape and
projecting beyond the edge of the bhimikd and just like a chchddana
or eaves. (Bhumikagrachcha nishkrdantam ifachchhadana vat)

It has a kapotapali (cornice) on its body.

It has the Sikhara rising above the kapotapali—apparently of the ekdnda
type.

It has at least five blvimi divisions on its §ikhara.

The prasada jaighd has eight pillars (stambhas) and are decorated with
creepers (patralatd) and flower bunches (pushpa-stabaka).

The plinth of the prdsdda is called pitha.

The pitha has figural motifs of siddhas, vidyadharas, devas and dvijag-
anas, gafa, asva, nripa, sirmha, mriga, all in yitha (or groups).

There is a mekhald' on three stages of the $ikhara, with its numbers
reduced from 3 to | in these. The mekhald should be decorated with
patra (leaves), pushpa (flowers), etc., and should be well integrated, or
should be solitary, and again could be circular (suvritta) or with offsets
(asra-bhiishita).

The terms, manjari, kati, kiita, etc., are not found used.

The jangherdhva rachani sub-section suggests a string of vimdnas of
different shapes (nand-ripani vimandni devayatandani cha chaturdikshu-
prakalpayer). The use of the word vimana may be noted.

The part above the sikhara comprises the ushnisha, kantha, danddsana
and dmalasdraka.

On the top of the dmalasdraka, the following details are mentioned:
there should be a wheel (chakra) of 12 spokes and complete with
dhvajadanda and secured by bitumen (dhdtujam).

At the blimi konas (probably corners of the bhimis of the fikhara)
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sitkshma prdsddas (probably miniature prdsdda models) 100 in number
(dvipanchasataka sarikhyaya), or in 10 groups of hexades (dvipanchasadka
should be provided.

Dvara sakha (jambs) for the sanctum, and the sill and lintel pieces
should be of udumbara wood.

Prasada kshetra is desired to be equal to the front mandapa area, and
should be square.

The height of the mandapa should be upto the level of the bhiimi just
above the kapota.

The mandapa should have 12 bhitti (or wall) sections.

The pitha of the bimba, worshipped in the cella, is said to be of
Brahmasila, and it is liable to be bathed on festive occasions.

The pitha is called the ddhdrasakti (compare this with the Agnipurdna,
61.25—"Tachchaktim pindikam viddhi prakrtim cha tadakriim™).

The practice of a pafa (painting) for bimba vidhdanam is referred to as
sarvasiddiikaram, mirdosham, and ndtivisravam. The painting should
be on a cotton (karpdsa) or linen (kshauma) textile of white colour, and
of new and unbleached character (andhatam).

In the delineation of the bimba, even the prajanana (membrum virile),
and vrishana (testicles) are mentioned with their dimensions, thus indi-
cating the influence on this text of Jaina usages, because the male
organ is not depicted fully or clearly in any Vishnu image.

The material of the bimba can be golden (squvarna) or of silver (rdjata)
and the drdadhand bimba (utsava bhera) can be of brass (drakiifamayam)
as well. [The interpolated section of the first chapter records that
Varadarija is said to be originally of wood (ddru), his kautuka bhera of
silver and wursava miirti of copper]. The bimba could be of sili (stone)
terracotta (mrit) or wooden (daru) or yatha sambhavatah in the sense
apparently svayambhi.

While describing the bimba proportions, reference to linigdkriti is made
in comparison with the fingers. The bimba is taken as a mantramaya
vriksha (tree).

It is stipulated that in a structural sione temple, a bimba of ddru or
terracotta should not be consecrated. This would imply that wherever
we have extant wooden figures or references to them, their original
temples would have been of materials other than stone, and this sug-
gests the reason why so many such temples have perished, along with
their bimbas as well.

The bimba pitha can be square or rectangular. The sides of the pitha
should be equal to the height of the bimba, and the height should be
half that of the height of the bimba. This is when the pitha is square;
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when it is rectangular, its width is equal to half the height of the bimba.
Its height also is similar. Its length should be equal to the height of the
bimba.

36. The bimba pitha should also have an wpapitha. It should have a
pranala of one-third the width of the pitha. It should be partly inside
the wall, and partly outside, and should have a makara face on its end.
It could also have the face of varaha or kiirma. The square upapithd
should have mouldings in nine parts, of which two parts would be basal
(bhisparsa janvanghri). Then occurs a bell-shaped and curved, padma-
like moulding in one part, followed, by a kantha of two parts. Then
follows a mekhali slightly projecting out, and it should have a kumbha-
like upper part. This is followed by the jaladhara, tild pitha and
kamala, neither too flat nor too tall. The devatd should be carved on
this, shown as standing on the dala (or petals). The bimba and the
pitha should be sajdtiya (of the same material), in order to entail
unlimited fruits (amamtaphalam), welfare, health and prosperity. A
golden image should have a silver pedestal; for silver image a copper
pitha; for a copper image a stone pitha; for stone image a stone pitha;
for a wooden image a wooden pitha; for a terracotta image, a wooden
pitha; alternatively a wooden image can have also a stone pedestal.

37. The prasada upapitha should have width, four times of the demension
of the garbhagriha. 1t should not have a pdda, and can be square or
circular. It should have sopdna padavi on its four sides. The pitha
itself of the prdsdda should be of double the width of the garbha (inner).
The door of the prdsida should be 1/10 more than the height of the
pratima and its width should be half its height. It should have nine
fakhds.

38. The adhivasamandapa of the temple where the deity is temporarily
stationed during festivals, outside the sanctum, should be to the east
or south of the temple, and of thirty cubits length. Its width should
be of twelve cubits. There should be five vedi units of five cubits
circuit, and one cubit among one another and from the inner sides of
the mandapa. The ceiling (vitdna) of the mandapa should be well-
decorated.

39. The five vedi units are intended variously for the kunda on the northern
side for sacrifices, another for the waking hours, the middle one of
circular form having single lotus design, the fourth one of sleeping
(fayana), and the fifth for sndpana.

40. There is also a section on rathayatravidhana.

These details are as interesting as they are unique. None of the nomencla-
tural expressions for the parts of the prasdda get employed in this way or in this
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combination, in any of the texts known hitherto. No other text has given the
kaustubha type of prasada till now. Since, in the texts known to us dealing with
vdstu, sthdpatya and Silpa, Brihatsarhhitd is the oldest, we may perhaps be justified
in dating this architectural chapter to a period not much later to Brifiatsarihita. It
is interesting, however, that the terminology is a mixture of southern and northern
usage. New terms like ushnisha are employed. There is no ardhamandapa provided
for this Kaustubha type. There is no fukandsa or mahanasika. There is again the
absence of any direct reference to Ndgara, Dravida and Vesara, although perti-
nently enough the square, circular and octagonal forms of temples alone are
mentioned. While the rectangle is indeed employed in another context of the pitha,
the elliptical totally left out. Even the rectangle which is ideal for Anantasiyi
deity has not been mentioned. The specific vogue of sarvatobhadra or four-door
temple mentioned in the text, by itself suggests a range of usage between A D. 600-
850 alike in the Chalukyan as in the Central Indian region. The absence
of a vitdnz other than a presumable samatala vitdana for the temple
type described, is again early rather than late. The presence of an wpapitha
(equivalent to jagali terrace) outside the temple and provided with flight
of steps would recall the temples like Vishnu temple, Deogarh. The arrange-
ment of the superstructure would seem to be ekanda, without chddya, and of a type
different from the ariga fikhara ‘Lata’ type or wralispinga, Chandella type or Spiga-
hara Paramara type. It does seem to think in terms of a karpatilaka, and a
Jjalaka with bhiimika clearly divided into five parts. The reference o the amalika
sila, consistently as dmalasdraka and not dmala would itself suggest an archaic
employment of the term derived from amala (meaning pure), rather than dmalaka
or dmala fruit. It is thus of formative stage. The indirect reference to the nara,
gaja, afva and vydla and myiga courses on the plinth would recall tharas of these
motifs found in the Western and Central Indian temples around and after A D. 900.
Above all, the fact that unlike other texts, this Japdkhydsamhita, in its 20th patals
refers to only one type of prdasdda namely the Koustubha would suggest two possi-
bilities; first, that this was one of the most important types of Vishnu temples
known in the region and age in which this text was compiled; and second, that it
might have described similar other temple types, but we have lost these references
in the extant manuscripts. The fact that the bimba details refer to the usage of
stone pitha for a wooden bimba recalls a truly early example of such a usage at
MNagarjunakonda, in the Ashtabhujasvimi temple, where significantly the inscription
on the stone pedestal refers to the udumbara wood as the material for the image of
the god; and coupled with this is the fact that this temple was of brick—another
information agreeing with the text.

Thus, we may perhaps arrive at certain tentative conclusions, as a result of
this analytical study. Firstly, that the age of this architectural text and, therefore,
the entire text itself (except the interpolated part) as likely to range between
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A.D. 600-850; secondly that it has been written in Central India or Upper Deccan
area where both the southern and northern style of temples were in concurrent
vogue in an early stage; thirdly, that it had some relationship with Jain usages
(as found in its bimbamana section) and Buddhist as in the circular outer upapitha
(jagati); fourthly, since it does not mention the Ndgara, Drdvida and Vesara, and
at the sametime even mentions the terracotta images and structures other than of
stone, they should have been in an area which was relatively rich in both terra-
cotta and brick and only additionally of stone architecture, like southern U.P.
bordering on Madhya Pradesh or Lower Deccan; finally since it refers to wooden,
stone, golden, silver, copper and even brass images in the sanctum under worship,
these would pertain to a time perhaps relatively on the latter part of the age
presumed for the text.

We know that the Panchardtra text like Hayasirsha were themselves wirtten
around the ninth century A.D. or slightly later. We also know that Vaikhanasa
modes and rituals were relatively earlier to the Pdnchardtra mode in any given
place. We further know that temples like Rijivalochana temple at Réjim reflect
a truly #¥aikhdnasa vyitha worship, involving a panchayatana unit for Varaha, Nara-
simha, Trivikrama and Badri-Nirdyana sub-shrines and, a central shrine for Vishnu
as Rijivalochana. Even at Srirangam in the South, Vaikhdnasa worship was
changed into Pdnchardtra during the time of Ramanuja. We may surmise that the
diffusion of the Panchavira cult had pretty much to do with the development,
subsequently, of the Vaikhanasa and Pdnchardtra schools, and that Abhiras on
the west, Guptas in the middle and the Nalas of Dakshinakosala country on the
east provided the jumping-off boards for the dispersal of these pristine Vaishnava
cults and doctrines to the different parts of Central and southern India.

In the sequel, we seem to have a very valuable and unigue text in Jayakhya-
sarhitd and its architectural chapter, unravelling a new, hitherto unknown, type
Kaustubha prasdda, and we find that the supposedly related wydkhpdna to this
Tantra, in the Pddma Sambhita (in its Pduchardtra Prdasdda Prasddana) has not
ostensible connecting link in stylistic architecture or nomenclatural unity. This is,
of course, so because only for mantra and prayoga purposes, the fanfras and
the vydkhydnas had served each other, but in respect of their respective architec-
tural evidence, they stand apart distinctively disparate. A chronological gap between
the two is also implied perhaps in this situation.

The Pdnchardtra text generally are not overly keen in elucidating architectural
details and take much for granted in this regard. A comparative study of Sartvara
and Paushkara Samhitds as well, in their architectural sections is, all the same
bound to be useful in giving a general perspective. For that purpose, we are
appending herewith (Appendix 1 & II) differentiae gleaned from these two afore-
mentioned texts in their Pratishthd sections, although they are rather of a disorgani-
sed character in comparison with the Jayakhydsambhitd text in the Paushkara, but
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more organic in the Sdttvata.

It reveals, broadly that all the three Samhirgs deal only with northern
temple types, and that perhaps Jayakfiyd is the earliest of the group, although,
on the evidence at hand, no definitive architectural archetypes could be firmly
advanced, notwithstanding their rudimentary and empirically incipient elevational
composition.

Appendix 1

A note on Paushkara Samhita®
Only the last three extant chapters deal with Prdsdda vastu, particularly in

the last chapter, but not in a well-organised pattern from base to top. No names

of temples occur.

1. Reference made to the importance of bhadrapitha for dradhana.

2. Reference to Ratha ydtra in Vaishnava utsavas found.

3. Ketudanda or dhvajadanda on long poles on the firas of the fikhara to ward
off evils, as well as thunder and lightning stroke (asanipdra) is mentioned.

4. The prarimé can be of painting, stone, terracotta or stucco (the word used for
the last is mrit and not sudhd), dhdtu (mortar) and ddru (wood).

5. A bhinnapitha or a separate pitha for chala-archa is subla-prada and makes
also for easy manipulation. The text comments here that the entire basis of
stipulation in rituals is based on chala and sthira viblidga (chalasthira vibhdgena
vihitam sarvameva vai).

The bhadrapitha should have four legs and prandla.

The ndla should be made like the ladle handle (This is rather suggestive of

a late practice).

8. The differences of forms are ashydfra (octagonal), shaddsra (hexagonal),
vartuldsra (circular), chaturasra (square). No terms like Dravida, Nigara,
etc., are used.

9. The structure of the top part of a temple is divided into three sections with
ushnisha, padma and triple mekhald. When it is in four parts, the mekhala
is in six parts.

10. The prdsada is of the ridpa Bhagavan.

11. The ydgamandapa should be located to one of the three directions, other than
the southern where, only in an inevitable case it should be selected.

12. The antardla should be provided with kepastambhas.

13. The pillars should be rising out of a large lotus or padmapitha of 1/3 parts
with toranas on the four directions. (This again is rather a 10th century
feature).

14. The pillars should have square basal section, octagonal middle shaft, and
circular-sectioned upper third, all of equal height (This is also a pre-medie-

i
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15.

16.

17.

18,
19.

val development).

The temple should have a prakdra, with door entrance (dvdra), pierced
window (gavaksha), door leaves (kavatam), and wooden bolt for fastening the
door (argalam). The prakdra wall should be well clear of the kshetra (area) of
the prdsdda and should be all round. Eight kupdas with mekhald and pitha
should be dug around the temple. On the eastern side, the shape of the
kunda should be like a pair of gadd; on the south like a chakra: on the west,
like a conch, and on the north like a padma (lotus), on south-east, like a
pipal leaf, on the south-west triangular, on the north-west octagonal and semi-
circular on the north-east.

The prakdra shouid leave a space in all directions. It should have four doors.
The height of the door is related to the height of the deity and his pitha. The
door should be conducive to easy entry (sukhaprav@sa).

The antara-bhittis (inner walls) of the prasdda, as well as the ceilings, should
be painted. On the eastern and southern side, Vishnu seated on a pitha is
beneficient to show the god seated on Garuda. On the three cardinal direc-
tions, Nrisimha, Kapila and Kroda (pig or boar) should be depicted. On the
vidiks., horse-faced (Hayagriva), lion (Nrisiritha), tortoise (Kiirma), fish
(Matsya), pygmy (Vamana) and Trivikrama, Parasurdma and Sri Rama should
be displayed.

In the front of the dvira, there should be a mapdapa with a flight of steps.

The space between pdda of the prdsdda upto the apda of the superstructure
there should be many bhimis—one above the other. (The word anda for the
fikhara of a prasada is to be noted here). The nature of the decorative motifs
to be employed in the various parts, plinth, wall and superstructure are
mentioned. These are to comprise the immovable and mobile siddhas;
they should show groups of mafijarf (standing apparently for wromaiijaris or
urah-sringas), there should be elephants (mdgas), lotus, bunches linked by
chains and festoons, creepers of different descriptions, fauna of hills, forests
and elsewhere. There should be elephants and hunters, geese with lotuses
in association, conch, svastika, white lily and many types of lotuses, with
ornaments like kinkini, chdmara, umbrellas, dhvajas, etc. They should depict
the seven celestial worlds in stratification in a temple farighd (the safya, tapa,
jana, maha, svar, bhuvar and bkii). The tower should have nasikds on all the
(four) directions.

The ceiling of the garbhagrila should be decorated with lotus medallions,
and provided with relief of Brahma, etc., and Vidyddhara ganas. It should
bave malavihakas, chamara and vyajana-bearers. There should be the depic-
tion of vanamala, gadd, fanikha, chakra, padma, etc., and of Garuda. The
inner wall should be carved with gods, demons and ganas of musicians, and
dancers, like Narada, etc.
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24.
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27.
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29.

30.
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In the seven-loka sequence of a temple, the ground plinth is Bhiloka, Prasada
pitha is Bhuvarloka, jarigha suvarloka. The bhiimika of the sikhara is Maha-
loka, the vedi is Janoloka, Tapoloka is the dandaka, and Satyaloka is on the
Sikhara or spire.

A synonymous (parydyapadas) group of words for pillar is mentioned, like
stambham, talapam, charanam, jangham, sthipam, sthanam, padam. Such a
statement usually occurs in most of the dgamas of the South, after ninth
century A.D.

The term jagati is specifically mentioned in the text and is said to be provided
with sopdnas, and to form the pitha of the prasida.

There is an unusual reference to Anantasayana and Darbha, where Hari or
Narayana in Dvadasdkshara mantra should be remembered. (This is appa-
rently a reference to Trivandrum and Tiruppullanai. But the portion is not
very clear).

Ashpanga Vedikd is mentioned.

The dimensions of the garbhagriha and the temple ground is mentioned in some
detail, one of the proportions being that a garbhagriha of Dasahasta square,
should have a height of the cella as six cubits.

Chaturniuukha mirti with chaturdvara is mentioned or with single door also.
The orientation of the temple varies according to the material aims of the
patron : facing east gives longivity; south fame; west progress in one’s own
profession; and north prosperity and wealth.

The three variant vyiha formulae are referred to namely, Vasudeva, etc., (the
rest, perhaps, being Aniruddha, Sankarshana and Achyuta), or Varaha, etc.,
(the rest perhaps being Marasimha, Trivikrama and Badarindriyana), or

- Kegava, etc,, (the rest perhaps being Ananta, Hayagriva and Sridhara).

There is no reference to dmalasdra, but only Sikha or Siras, but ushnisha is
mentioned. There is, however, reference to jagati, antarala, ndasika, ceiling
designs, wall decorations, mafijari, form and sections of a pillar, different
shapes of temples, different materials of statues in cella (except brass).

The text on the whole seems to be later to Jayakhya, though it has

like the latter, earlier as well later passages. The core of the text in the latter was
perhaps earlier than Vishnudharmottara, while the core of Paushkara could he later
to the same, the latest from being attained by around 9-10th centuries A.D.

Appendix 11

A note on Sattivata Samhita*

The 24th Parichcheda which is pratima-prdsidalakshanakathanam supplies

the information on iconometry, architecture, etc., in a reasonably condensed
form.
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1t refers to a type of Prdsdda called Anantabhuvanam.

. It talks about a chatusprakdra prasida complex.

It gives the medium of the object of worship as painting, earth (terracotta or
stucco). wood (it uses the word kashtha and not déru for this), stone (it uses
the word “faila’) or metal. The chitra or painting could be bhitti-asrita (on
wall) or kdshthdsrita or on wooden board, or gmbardsrita (on a cloth); or,
this may mean, ‘on a cloth fastened to wood and fixed to the wall’. When on
cloth it could be cotton, (kdrpdsaka), silk (kauseya), linen (kshauma) of hemp
or flex §ana. Ordinarily, for liberation or eternal bliss, the pratimd could be
of stone (asma), or mrit (stucco or terracotta), or silver (tdra), Hataka (gold)
tdmra (copper) or drakiifa (brass).

It also refers to the proportionate measurements of membrum virile and
testicles, in relation to body dimensions while elaborating the tilamana of a
deity.

It gives a detail picture of the chaturmirti with horse, boar, nrisirtha and
saumya aspects on four sides. However, it speaks of 3, 4 and 5 faces with
or without the upward face.

A seated figure may have a square pitha, or it could be rectangular, or circular,

or elliptical, or apsidal.

The various names of gods on pithas are given, like Anantdsanam, Pakshaman-
diram, Kamalirnkam and chakrabhiishanam.

Terms dlayapitha, bhiimika, ushnisha, dmalosaraka, maiijari are mentioned.

It describes the Sikhara as constituted of nine bhimikds.

It talks about Sikharamaiifarf as shining like lotus petals.

It mentions the danda.

It wants nine parts of ughpisha and four vedikds, three parts wide kantha, five
parts of anda. The garbhagriha should be of five-fold or seven-fold or nine-
fold parts (apparently pancha, sapta or navaratha, type), and it is added here
in the text that in this reckoning of the garbhagriha dimensions, the
extreme end offset should be left out and only the middle ones are to
be counted.

It talks about the prasadandlika coming out of the garbha at half height.

It talks about mandapas of pillars, decorated with Garuda, balimandapa, etc.,
and four entrances on four directions, and states that three such mandapas
should be provided or of three entries in each.

On the four sides of the Sikhara, it wants a ndsika maiijari with rathaka and of
equal dimension.

It deals with the various types which it calls chaturdyatana (four-fold temple),
Panchiyatana (with shrines on the corners of the jagati and centre), Ashtaya-
tana (when three more are added to Panchdyatana); Dasdyatana (when paired
temple on the points of the compass and one more in the centre); which will
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become Ekddasa (when one more is added to it); Dvadasdyatana (when one

on cach side close to the pratoli (pathway) is added, counted along with the

central one).

17. Subsidiary temples could be erected close to the gatewary and facing each
other, or facing main temple from the three directions, or in pairs in the
corners. (This is apparently stating the rationale of data mentioned in the
last para).

18. In the Anantaprasida, there could be doorways in any direction, without
objection.

19. A chaturasra pitha gives bhii-labha; rectangular wealth; circular all worldly
desires: and clliptical or apsidal nirvriti (bliss).

On the whole, it would seem that the Sattvata Sambhitd is different from both
the Paushkara and the Jayakhyd, in its outlook on architecture, but would,
however, from a rudimentary stage of its elaboration. lis delineation of the com-
plexes form the chaturdyatana to the dvadasayatana, on the other hand, would
suggest a positive development whose iconic basis has not been furnished. The
text is clearly northern in architectural and iconographic content, and was perhaps
a product of the period ranging between A.D. 500-800. It was like the other two
Samhiras written perhaps in Central India in the Malwa or Vindhya or Dakshina-

kosala tracts.
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MAIN AND PARIVARA SHRINES—SOME ASPECTS

It is well-known that temple architecture evolved in magnitude in direct
proportion to the growth of temple rituals. Whether in the north or in the south,
the temple unit had in the main only the cella and front porch to start with,
While the evolution of the superstructure of the vimdna or the prasida—as the
temple is apt to be called in the south and the north respectively—is an entirely
independent development, the enlargement of the temple dimensions had always
been dictated by the larger and yet larger number of subsidiary deities that adorned
the various parts of the temple and it is the fixation and consolidation of the role
of these subsidiary devatas variously called parivira devatas or dvarana devatas
that ultimately resulted in the provision of separate, if subordinate to the main,
shrines to them in the temple premises. The ritual that made for an early multi-
plication of the temple units in the north atleast by the 8th century A.D, if
not earlier, was called the panchdyatana form of worship. This envisaged the
syncretisation of the divinities—albzit orbiting around the main focus of a major
member of the Trinity—and its earlier symbolic form was aniconic, with the five
gods, namely, Vishnu, Siva, Ganesa, Devi and Surya represented by black stone,
red stone, metallic ore and crystal respectively. It was clearly understood in such
a pija which was a smdria development, that there was no narrow loyalty to only
one of these gods but these were rather considered as the five major emanations of
the universal principle. It was this that was reflected in the multiplication
of the sub-shrines in the temples in early periods. The tradition on the
Saiva side was characterised by the central main shrine being that of Siva,
the four peripheral shrines that were located on the four corners of the large
plinth terrace were those of Ganesa to the south-east, Surya to the south-west,
Vishnu to the north-west and Durga to the north-east. It is such an arrange-
ment that we see in the most finite and classical early Panchdyatana temple at
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Osia, near Jodhpur datable to the last quarter of the Sth century A.D. It is
however, to be noticed that we did have multiple temple units even earlier
in the north, as at Bhumara wherein the main shrine in the centre of the terrace
contained an ekamukha linga, while there were two sub-shrines, located at the level
of the outer ground, flanking the entrance flight of steps and facing the same
direction as the main temple. This temple is definitely earlier even than the fam-
ous Desavatara temple at Deogarh and should thus be datable to the first half
of the 6th century A D., if not slightly earlier. The Deogarh temple had only four
prominent porches in front of the main shrine door as well as that of the large
pancls on the centre of the remaining three sides. The temple further had flights
of steps on all the four sides of the plinth terrace, at the central points. At Nalanda
had been excavated four miniature shrines at the four corners of a main temple.
Coming in the wake of Siva panchdyatama shrines in the north, the Vishnu
panchdyatana forms got evolved further into navdyatana and Dvddaidyatana.
The Hayasirshapanchardtra text (Adikdnda) gives reference to such and in this
scheme the panchdyatana comprises Vishnu-Vasudeva in the centre, Vamana to
the AgrZya (south-east), Narasimha to the Nirriutya (south-west) and Hayagriva
to the VFayavya (north-west) and Nrivariha to the Iédnya (north-east) or
alternately with WNarayana in the centre, and Ambika to the south-east, Surya
to the south-west, Brahma to the north-west and liiga or Rudra form to the
north-east. The fact. on the one hand that this option involves both a purely
Vishnu oriented, as well as a mixed complex and, on the other, that in
addition to these the Dikpdlas are also expected to be shown in their respective
parts of the main shrine, would indicate that this was a fairly evolved stage and
the concensus of evidence tends to place such a usage inthe 9th-10th centuries
A.D. This is all the more attested by the composition of the navdyatana from
which would have Purushottama in the central main shrine, Chandika on a south-
east corner sub-shrine, Ambika in the south-west, Sarasvati in north-west and
Padma in the north-east. In addition to these. it would have Lakshmi Vaifravana
on the valabhi zones on the east, Matriganas with Skanda, ISana and Ganesa on
the south, navagrahas on the west and Dasavatira on the north, This would show
that corresponding to the Vishnu vyiiha there would be Sri or Sakti vyitha also and
such a development of the Sri or Sakti or Amba cult had not grown before mid-
10th century A.D. which would probably be the most reasonable date for
Hayasirsha panchardtra text. It is interesting to note in this connection that this
text indicated the prohibited zomes from which dchdryas for ritnal consecration
of Vishnu temples should not be drawn. These areas include Kachcha (Kutch in
the present Gujarat State) Kaveri, Anga (South-cast Bihar), Kamarupa (Assam),
Kanchi, Kashmira and Kosala. It is not clear what was the basis of this zoning.
It would however, be plausible to associate these places with areas where Sivaite
worship had been deeply entrenched at the time this Pdnehardtra text came
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be compiled in the morth. It is significant that it almost excludes a large part of
Western India, South and Eastern India and North West thus making the Gangetic
valley as the most favoured zone under the implications of the text.

Multiple shrine units dedicated to Vishnu had been prevalent at about this
time in the north in Rajasthan and Gujarat-Saurashtra in an evolved pattern. At
Nagda (the ancient Nigahrada) near Udaipur, very close to the famous Saivite
centre of Eklingji, we have a considerable group of shrines going under the name
of Sas-Bahu temples, and reared upon a common fagari terrace. In addition to
the two main shrines dedicated to Vishnu, we have a string of sub-shrines, many
of which, however, had all but disappeared. They are variously dedicated to
Brahma, Durga, Sr‘f, Nrisimaha, etc, and the main shrines themselves show on
their walls the sculptures of composite forms like Brahma, Isana, Arka as also all
the three Ramas namely, Raghava Rama, Parasurama and Balarama in one and
the same temple, in the niches and the welablhi zones. It is very significant
particularly that one of the subsidiary temples shows on all three main niches
the figure of Sarasvati, holding combination of her dyudkas such as vine, pustaka,
akshamdla, kamandalu, etc. It is obvious that this temple was largely influenced
by the Panchardtra text of the Vishnu wyidhas At Delmal in Gujarat, we have
again an arrangement of & main shrine with sub-shrines essentially of the Vishou
panchdyatana type of the four corners. OF these, particularly the south-west
and north-west sub-shrines dedicated respectively to Lakshmi Narayana and Surya
are significant. The main shrine had been very extensively renovated in later periods
and is now considered as a Devi shrine. We have many other Vishnu pancldyatana
shrines in Gujarat as at Asoda in Jasmalanathji temple. The celebrated Vasudeva
temple at Dwaraka in Saurashtra near Okha port, going by the name of Rana-
chodra Jitemple, has again the panclidyatana form of temple dedicated variously
to Pradyumna, Purushottama, Trivikrama and Veni Madhava, apart from Devakiji
and other minor shrines and even Siva shrine known as Kusesvar Mahadev. In
the north the panchdyatana pattern of temples had been extensively adapted to
the Jain religion also in the medieval periods, the subsidiary shrines in such cases
being dedicated to the chief firthankaras like Adindtha, ParSvanatha, Neminatha
and Vardhamina and are indeed a variation of the Chaumukh shrine, with doors
on four sides and showing the four important tirthankaras in the centre facing
four directions and providing space for circumambulation around it, which
becomes an invariable adjunct of any Jain shrine.

In the South, however, early temples had always been unitary in character
without any subsidiary shrines for minor gods until the early Chola period. We
have no separate Devi shrine until this period and whatever form of the female Sakti
of the Universal principle is embodied in, it is generally shown side by side with
the main deity and not in a separate shrine. We have of course separate shrines for
Durga almost from early Pallava times at Mamallapuram. But we do not find such
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a shrine as an adjunct to the main temple until the Chola period. On the Sivaite
side we have the replacement of Somaskanda group by aniconic /inga by the end of
Rajasimha’s reign (early 8th century A.D.) and therafter Durga becomes establi-
shed on the outer northern wall of ardhamangdapa of the main shrine, a practice
which continues well into the Chola period. It is not clear if a separate shrine for
Devi was well established, say, before A.D. 1050, although the existing shrine
complexes in many places have a Devi shrine closely juxtaposed to the man Siva
shrine on its north, often integrated with the outer mahdmapdapa of the main
shrine. The fact, however, is that their architectural style asalso, their relative
posteriority to the main shrine unit which most often did not have a very large
mahdmandepa until A.D. 1000 would tend to suggest that the main shrine itself
incorporated the Dévi form. This is, of course, not to say that Dévi forms were
never worshipped independently earlier than this period. We have indeed consi-
derable volume of structural evidence in this direction. The earliest Chola temple
namely Vijayalayacholi$varam (c. A.D. 875) at Narttamalai had a string of seven
subsidiary shrines around it, of which only a few are in good repair and indeed
none preserves the original affiliation of its deity. It is at the same time noticeable
that in this case, the sub-shrines are facing almost all the directions, the general
underlying principle perhaps being that every one of thess sub-shrines should be
looking towards the main shrine and not away from it or in the same direction as
the main temple—a practice which obtained in the Pallava shrines like Kailasa-
natha and Panamalai although these sub-shrines were integral parts of the main
shrine structure. The temple at Tirukkattalai again, going by the name of Sundares-
vara, has seven subsidiary shrines (not to mention a later Devi shrine facing
south) which appear to be built abutting against the prakdra wall, thus inevitably
oriented towards the main shrine in each case, and excepting that the Narttamalai
sub-shrines are freestanding, is largely paralielled by them. This temple was built
by Aditya I (AD. 871-907), who was probably the son of the author of the
Narttamalai group. The Tirukattalai sub-shrines are dedicated to Surya on the
south-east, saptamatrs on the south, Ganesa on the south-west, Subrahmanya
on the west, Jyeshtha on the north-west, Chandra on the north and Chandikes-
vara on north-east. It is by no means certain if the arrangement of the sub-shrine
goddesses are actually following their original disposition. Significant, however,
is the presence of Jyeshtha. This goddess of ill-luck is usually relegated to an
unceremonious spot within the temple premises, in later shrines. But in this and
some earlier temples at Tirupparankunram, she had been deliberately consecrated.
She is an invariable concomitant of female potentials as adumbrated in the later
Lingapurdna, etc. The arrangement of the sub-shrines at Tirukkattalai could be
usefully compared with a similar but an almost navdyatana shrine around the temple
inside the village at Mukhalingam in Srikakulam District of Andhra Pradesh,
Here the sub-shrines in the four corners are usually dedicated to Siva in different
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names, such as Indresvara (south-east), Agn&ya (south-west), Yamesvara (north-
west), Varuneévara (north-east), while the three rectangular sala Sikhara shrines
placed in the centre of each of the prikdra walls are dedicated variously to Ganesa
(south), Karttikeya (west) and Durga and Saptamata (north). The Dikpilas are
shown in sculpture on the main walls of the temples or on the rathakas of the
mandapa which show externally the aspect of a corner shrine on two adjacent faces.
The Mukhalingam temple is approximately of the same date as those at Tirukkattalai.

At a slightly later date, as in the Kodumbilur temples of Aivar Koil, the sub-
shrines are at the corners of the main shrine but the interesting feature about the
former is that they are facing the direction in which the wall in which they are set
is facing in each case, but all the four invariably have a short balustraded flight of
steps which haseither an easterly or westerly aspect, thus approaching the sub-
shrines in each case either from the east or west. This seems to be a compromise
between an independent and an interdependent alignment for these sub-shrines.
Muvar Koil, however, contains three main shrine units and the prikara around
it has as many as fifteen minor shrine chambers and is doubtless a very much more
evolved stage than the Aivar Koil or any of the carlier stages. The Muvar
Koil temple of Bhuti Vikrama Kesariis datable to the second half of the 10th
century A.D. In the arrangement of the minor shrines placed in the cloister of
the prikdra. it recalls the temples at Draksharama and Bhimavaram of the time
of Eastern Chalukya Bhima in the first half of the 10th century A.D.

1t is obvious that even in the Muvar Koil set up, there was no provision for a
major and associate Devi shrine. This comes up, perhags for the first time, only
in Gangaikondacholapuram in the Brihadisvara group, but is fairly common from
the time Kulottunga Chola. The Vaishnavaite usage of the shrine for Sri or
Tayir (holy mother) has an almost parallel evolution, with this difference that
while in many of the later Chola temples, the Devi shrine is facing south into a
common vestibule with the main shrine—the Vaishnavaite Tdydr shrine is almost
always located in the south-west corner of the temple premises facing, as the
main shrine does, east. Only where there was no devi shrine to start with and an
independent shrine had been provided subsequently, the location is sometimes
improvised, as at §rikurmam where the Tdydr shrine is located abutting on the
south-east corner wall of the mahamandapa, just outside it, and is facing west while
the shrine is facing east. The Vaishnavaite arrangement of the sub-shrines is that
of Sridevi on the south-west side, Narasimha facing west, behind the main shrine
and Goda or Andal on the north-west corner. The superstructural niche figures in
a Vishnu shrine should, according to Hayasirsha Panchardtra, contain Mahavaraha
with §r1 on his lap on the castern side, Narasimha on the southern side. Sridhara on
the west and Hayagriva on the north; correspondingly on the south-east, it should
be Paraturama, on the south-west it should be §ri Rama. on the north-west it
should be Vamana and on the north-east it should be Vasudeva. Always the
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ground floor or the lowest floor should have Anantasdyi, the next floor seated
Vishnu and the third standing Vishnu and the fourth should be flying, fifth
Yogamudra, sixth, Yogdsana and seventh a yoga sthanckamiirti. It is to be noted
that this tradition is being only partially followed in the south A peculiar feature
of this Panchardtra text is that while it is generally using architectural terminology
like jamgha, manjari, Sikhara, jagati, pindika, bhramana, sukandsi, etc., which
accords more with the northern or Nagara rathaka, rekha Sikhara style, its descri-
ption of the superstructure is actually conforming to southern style where there
could be a shrine in every bhimi (or tala,). It however, restricts _the number of
bhiimis permissible to seven. It also gives affiliatory names for temples with
different number of biimis. For Naga, it should be Zkabhiimi, for Agni cult it
should be two, for Indra cult, three, for Varuna, four, for Surya five, for Chandra
six and for Vishnu cult it should be seven bhiimis. Tt also stipulates that Garuda
should be placed at the four top corners. Thus it is obvious that this text is by
implication, intended for southern usage also, although it had apparently been
compiled in the north, and indicates a stage when seven &hiimis or talas were the
highest achieved. We have shrines which rise to more than seven rfalas in the
Tamil country, but mostly dedicated to Siva. The practice of the panchayatana
worship together with the falaclichanda and its affiliations would show that it
pertains to a period when the temple structure was itself in a stage of flux, evolv-
ing a formula for subordinate shrines. By this token also, the age of the text can-
not be earlier than the late 9th or early 10th century A.D. The arrangement of
the sub-shrines for navagrahas does not accord with the actual usage extant in
Tamil country of the navagrahas, namely placing this group at the north-east corner
of the shrine mahdmandapa or outer vestibule. The Pddmasarihita Panchardtra
states the avarana devatas which should take the place of their counter parts in
Saiva scheme, thereby indicating that the usage closely followed the fixation of
the Saiva parivira devata. 1t says that Purusha and Achyuta should replace Surya
and Chandra, Hayagriva should be in the place of Sura (Indra). Sankarshana should
be in the place of Brahma, Varaha in place of Ganesa, Pradyumna in place of
Karttikeya, Ananta in the place of Katyayini or Durga and Aniruddha in place of
Nirruti, Narasimha in place of Siva. As regards Sri by which is apparently meant
Lakshmi, the consort of Vishnu, in all her saktis, Padmasarihita states that she is
to be placed on the south-west ankana, while on the southern ankana Saptamadtris
are to be placed. Since that is apparently not the procedure that obtains in any of
the Vaishnava temples today, we have to take it that this prescription has been
older than a later one by which Lakshmi is placed in a separate shrine on the south-
west of the main shrine (without violating the direction already given in Pddmasarm.
hita) but so Saiva deities like Saptamitrs, etc., were included in a Vaishnava temple.
We may almost be sure that this systematisation would definitely have been a post-
Ramanuja phenomenon and thus we are led to the conclusion that a separate Devi
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shrine, even on the Vaishnava side, might not have materialised very much earlier
than mid-11th century A.D.

What could have been the reason for a relatively late appearance of a separate
shrine for Devi as a female counterpart of the main God ? The answer has largely
to be discovered in the multiplying rituals and legends that enveloped temple acti-
vities. The existing pattern of having a name for the God (be he Siva or Vishnu)
specific to the place and a corresponding name for the Goddess would itself have
been one of the vogues that started only from the time of separate shrines for them.
The earlier temples neither had divergent names for the main God and Goddess nor
separate shrines for them. The idea that the Goddess was an inclusive feature of the
God was more current. The postulate of an Adya Sakti or Prakriti which operates
the God Himself, in abstract, was applied to temple rituals at a relatively later day.
It was given momentum only after Sankara and Ramanuja propounded their
cosmic philosophies. The ecarlier panchdyarana worship whether S$aiva or
Vaishnava essentially inculcated a diversity of the extant pantheon and did not
reflect any deep sectarian polarisation. The representation of Durga as a conco-
mitant, as much of Saiva iconography as Vaishnava, is a case in point, Similarly,
the reference in Pddmasarithita of Saptamatrs which are shown along with $ri in
the ankapas surrounding the temple refleet such a liberal attitude. The advent of
Ramanuja thus is largely to be taken as having brought about a new lead in the
disposition of shrine units in the temple-complex and a separate and important
shrine for Sri or Tayar was part of such a movement. It is just possible that even
on the Saiva side, the movement was of a like character and was preceded by the
temple-complexes like those of Vijayalayacholisvaram, Tirukkattalai, Kilappaluvur.
In the last mentioned place where the main shrines Agastiévaram and Cholisvaram
would seem to be datable to the time of Aditya, we have a separate Amman or Devi
shrine (in the name of Kuntalambika) to the north-west of the smaller main shrine
—both the main shrines face west and the other sub-shrines are aligned as follows :
Surya to the east, Saptamatrikas to the south, Ganesa to the south-west, Subrah-
manya to west and Chandikesvara to the north-west. It is to be seen that the position
of the sub-shrines for the above deities is directionally identical with that a Tiruk-
kattalai except that the temple itself at the latter place is facing east, as is most
common. Thus it would appear that the position of the sub-shrine is fixed irrespec-
tive of the orientation of the main shrine. The only aberrant factor at Kilaiyur are
the Surya and Devi shrines, the latter of which is not to the south-west of the main
shrine attached to its mahdmandapa 1t is however, significant to note that as in the
Devishrine at Tirukkattalai, this also is facing south and this oriention in both the
places was perhaps deliberate, as it operates irrespective of the differing orientations
of the main temples in both places. Since both the temples are built during the reign
of Aditya that of Kilaiyur being slightly later to that of Tirukkttalai, we may pre-
sume that this period, namely the close of the 9th century and early 10th eentury
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AD.saw a sea change in the disposition of the Devi shrine vis-g-vis the main
shrine and in relation also to the other sub-shrines. We do not know, however, if
the separate Devi shrines in these two places were coeval with the main shrines or
not. This was obviously a stage, just prior to the location of the Devi shrine as
adjoining the mahamandapam of the temple which came into being, approxi-
mately from mid-11th century A.D. Itis interesting to note that even temples of
the time of Parantaka and later upto the Imperial Chola line do not have any
Devi shrine well-aligned to the main temple in the original conception, although
most of the temples now show a Devi shrine integrated with mahdmandapa of
these temples. It is needless to say that in most of these cases, the mahdmandopa
is not part of the original layout wherein only the main vimdna with an attached
mukhamandapa (now called ardiamandapa ) existed and thus the question of
taking the existing Devi shrine in original is largely negatived. Even in some of
the temples of the time of Rajaraja, we have Devi shrines either not existing
separately, or occurring scparately on the north-west side of the main temple, and
facing the same direction as the main shrine.

Thus, by and large, we are drawn to the view that the diversification of temple
units within the main complex providing for separate ritual worship of many
deities other than the main deity, the fixation of the Devi shrine as that of the
chief and immanent consort of the main deity, the giving of names to the main
god and goddess in a manner different from the earlier practice of calling it after
the biruda of the patron king had all coeval and almost concomitant initiation
and could not have been earlier than the first quarter of the 10th century A.D.
This is, however, only a priliminary stage to the still later and almost consolidated
practice of the Amman shrine facing a common vestibule with the main shrine;
and having the sub-shrines like Ganesa, Subrahmanya, Chandesa to the south-
west and north respectively. It is no less interesting to perceive that in
the process of the differentation of the minor deities including the main goddess,
Subrahmanya and Ganesa, and in the shedding of the Trinity affiliation almost for
every (except in the Daksinamurti icon combining the concepts of Brahma and Siva,
in a way not offensive even to Vaishnava usage as seen later) the Sdptamairika
shrine disappeared, and was not seen occurring beyond mid-11th century A.D. in
the Tamil country. The conceptual elements inherent in the Saptamatrika group
had been virtually distributed among the main and the sub-shrines of the Saiva
and Vaishnava temple units after this period, resulting in the dissolution of this
concept.

A significant difference between the main garbhagriltas of Saiva and Vaishnava
temples in this context would be that while in the former, the invariable presence
of a Nirgupa Linga on a pitha without any ostensible Devi association would make
a separate shrine for Devi quite rational, in the Vaishnava case, the occurrence of
the original consoris §/7 and Bhii alongside the main deity in the cella whether
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standing, seated reclining would make the separate Devi shrine, as arose later,
appear redundant. But in this would lie the internal evidence that the earlier stages
showed the female consorts alongside (both materially and conceptually) and
thus did not need any separate Devi shrine. In the case of the linga, the fact of
the female presence is predicated almost from this period, by the disposition of the
linga pitha, which by the invariably circular shape it assumes from this time, was
looked upon as the yani or the ddhara Sakti, a character which was not given to
the pitha in its earliest occurrence, or to the word yoni in its earliest architectural
currency. The fact remains that this was brought about by the ramification of
rituals and the persistence of the Bhakti cult which made Sankara and Ramanuja
alike aside of their philosophies, give preference to Sri Amba as the very Dhairi or
sustainer of the universe and the repository of all graces.



ON THE CHRONOLOGY OF ELLORA CAVES

The extensive and extraordinary rock-excavations at Ellora, named anciently
variously as Elipura (during the Rashtrakuta Krishna’s reign) and Charanadri
(perhaps at the time of its later association with Jain monks-chdrands), form an
important chapter in the cultural and art-history of Deccan, and indeed of India
and Asia. Unlike Ajanta, where the caves were appropriated by the Buddhist creed
entirely, at Ellora, there are the varied efiorts of all the three ancient Indian reli-
gions, viz. Buddhism, Brahmanic Hinduism and Jainism, while, broadly speaking,
this was also the order in which the cave-shrines were scooped out; there are
undoubted mutual overlaps among these, which actually provide some basis for the
chronology of the architectural stages. While it has generally been held that the
Buddbhists first carved out their caves roughly between A.D. 600 and 800, the Hindus
between A.D. 600 and 900 the Jains from about A.D. 900 to 1200, still this would
not only be an oversimplification of a complex issue, but indeed partly debatable too.
Before any detailed consideration of choronological developments can prevail, we
should state what are the aspects of art, architecture, sculpture and history upon
which we draw in sustenance of the choronology broadly adumbrated. It may
also be mentioned here that the following account does not cover Jain caves owing
to their clearly later development, and being outside the scope of the issues
detailed.

At the outset, it may be stated that inscriptional records of a major and clin-
ching nature, as at Ajanta, are lacking at Ellora; the only outstanding source being
the Dasavatara cave-inscription of Rashtrakuta king Dantidurga. The other minor
helps are from the creed slogan of Buddhism on the facade of Cave X, apart from
some of the donative records from Jain caves of Indra and Jagannatha Shbhas.
Thus, virtually one has to lean heavily on the stylistic evolutions, as seen in the
architectural and formal art here. However, certain dependable landmarks can also
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be fixed up first, to which the developmental features of the individual caves could
be reasonably securely fastened.

The rock-cut technique noted at Ajanta and Aurangabad caves yields signi-
ficant assistance to the beginning point of the similar efforts at Ellora. These are
the practical disappearance at Ellora of the chaitya chapel, excepting, to some
extent, for the Visvakarma Cave (X), in the form found at Ajanta, consequent
upon the willing assimilation of the iconic fixation of Buddha for worship and
replacement of the stipa. Indeed, it was largely because the stipa base was circu-
lar in plan that a concentric plan had perhaps to be worked out for the chaitya
chapel also, for the sake of elegant symmetry, and this inevitably resulted in the
apse back for the early Buddhistic type plan for chapels. However, in the
Mahayéana context, already at Ajanta, notwithstanding and side by side with the
chaitya cave, a tendency to locate a handy chapel shrine in the vilidra itself in the
form of a chamber on the back wall with a colossal Buddha image, had taken root.
This had the natural effect of nullifying the chaitya apsidal cave as an entity in the
sectarian layout of Buddhist ritualistic structures and conceivably provided a corres-
ponding germ-idea for the Hindu temple plan itself. Thus, as between what is
witnessed at Ajanta in the later Mahdyana group, what is displayed by the earliest
edifices of Buddhism at Ellora constitutes a dynamic diversion in tradition, which
might be taken as a legitimate chronological succession. A working initial date for
the earliest Buddhist caves at Fllora would then be in the neighbourhood of the
middle to the end of the 6th century A.D. It would be patently irrational to make
it much later, depending upon the facade form of Cave X at Ellora alone since the
chaitya apse had been kept even in that cave, and, besides, given the relative close-
ness of Ajanta and Ellora (and other factors like the earlier group of Aurangabad
caves occupying chronologically and artistically a middle position between Ajanta
and Ellora) which had no potentiality for impediments, we may take the evolution
from Ajanta forms to early Ellora forms as smooth, continual and functional,
rather than abrupt and innovatory. Taking into account the fact that, despite the
tendency towards double or treble-storeyed caves, which were merely grandiose,
the layout plan of the monastery had, as a rule been kept reasonably identical
except perhaps in Caves V-VI—to the later vilidra caves of Ajanta, it would be seen
that the Mahdydna period was, by and large, a stage of relative stagnation of
architectural plan but of a relatively brisker development of iconographic and ritual
pantheon.

It is thus not necessary to dilate upon the fact that from a standpoint of the
evolution of the Buddhist pantheon, Ellora Buddhist caves indicate a stage subse-
quent to that of the latest caves of Ajanta. It may not, however, be out of place
to point out that in the place of only two Bodhisattva attendants to the Buddha
of Ajanta, we have as many as six sometimes at Ellora and Aurangabad. The
Tara mainfestation had also increased and such specialistions as the Maha-
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mayuri and Bhrikuti Tara have appeared, not to mention the prolifera-
tion of the less divine attendants in the panels. Nonetheless, as a rule, both
at Ajanta as well as to a lesser extent at Ellora, the Mahayana Buddhist
pantheon had not so developed or so indubitably got fixed up as to sig-
nify the subtle development of vajrdydna ideas. For instance, the Cave IV
at Ajanta in the Bodhisattva Avalokitesvara litany situated to the right of the door,
the Bodhisattva carries the dhyani Buddha in Dharmachakrapravartana mudra, in
his makuta, which is not the appropriate symbol. In a similar way, at Ellora also,
in many caves we have chaitya emblem on the crown, indiscriminately used for
more than one type of Bodhisatttva. Thus, it would be quite consistent to argue
that while indeed the progress made in iconographic canons as between Ajanta and
Ellora is real and substantial, it might not have been markedly later in the chrono-
logical and stylistic sense. The evolution was certainly rapid and purposeful, a
sequel to the competitive circumstances then prevailing in the Deccan with the
resurgence of Brahmanic Hinduism, and Buddhism had to join the fray to catch
and thrive on the popular mind. We may thus concede a partial overlap even bet-
ween the latest caves at Ajanta and the carliest at Ellora.

Now, to the details. Cave No. 1, has clearly no place in the developed hypo-
style set up of the chaitya monastery types at Ellora, and was thus obviously an
carly Mahdyana excavation and was probably the earliest selection of the Ellora
ridge for rock-cut sectarian establishments under Buddhism. With its astylar and
simple vihdra structure and late occurrence, this cave, together with Cave No. IV,
will have to be placed not later than the last quarter of the 6th century AD.

Cave No. IV, again is clearly much earlier to Caves VI, 1I and III, owing to
to the simplicity of the pillar styles and lack of ornmention of capital, excepting for
yydlas along the end-sections and owing to the linear arrangement of the shrine cells
at the back of the cave and absence of many carved deities. It would be taken as appr-
oximately coeval with Cave No. I, but earlier to Cave V and could pertain to the
end of the 6th century A.D. Cave No. V has pilasters, closely recalling similar
richly carved examples from the Mahdyana cave of Ajanta. It has also capital
features similar to Elephanta pillars. The two side wings of this cave are clearly
subsequent to the original excavation of the main cave. Cave No. VI, despite the
multiplicity of the figures of Buddhist pantheon, has, indeed, in its modelling of
forms, a striking similarity to Ramesvara (No.XXI) in the sculptured figures, in
hairdo and physiognomy, and could not thus be far removed from the date of the
latter. Coming to Cave No. 11, itis approximately analogous in pillar style with
Cave No. VIII on the one hand and Dhumarlena on the other. But its general lay-
out and the stylobate structure and lack of uniformity in pillar profiles, would
indicate a date roughly prior to the aforementioned two. It is perhaps not
much removed from Cave No. XVIII in plan and features. This cave (No
XVIII) is an evolutionary development over Ramesvara and could be later to it
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by about fifty years at the latest. All this reasoning would yield a date such as the
last quarter of the 7th century for Cave II. Cave No. X is very important for the
dating of the Ellora group, in more than one respect. In its modelling and pilaster
forms occurring in the Bodhisattva panels, it has very close parallels with
Ramesvara. Alike thus in its cathedral form and sculptural style, it is to be placed
in the first quarter of the 7th century A.D.

This is as regards the Buddhist caves. As for the roughly coeval Hindu caves,
such as Ramesvara, etc., we have to note the earlier experiments in temple plan
and pillar styles at Aihole and Badami (particularly Cave No. 3 of the latter place,
with inscription dated A.D.579) and we will not be far wrong if we fix up Ramesva-
ra within the first quarter of the 7th century A.D. at the latest. Actually, we have
between Badami Cave No. 3 and Ramesvara, a middle stage of the same stylistic
mode, in Cave XX at Ajanta which should be datable in the closing decades of
the 6th century A.D. After Ramesvara, the typical bracket figures and facade
mode is itself seen non-existent at Ellora. Creative art, particularly for Hindu
temple-plan fixation, was progressing by leaps and bounds in this stage and should
temper us towards a judicious telescoping of the developments without unduly
pushing the dates late.

As Ramesvara has a regular rock-cut pradakshinapatha which practically none
of the Buddhist caves of Ellora has, except No. VIIL, it is a reasonable guess that the
continuity from Ajanta Buddhist activity was seen in the Buddhist caves at Ellora,
while the Brahmanic Hindu traditions from the Chalukyan centres like Badami and
Aihole, were mainly worked outin the Brahmanical caves at Ellora side by side.
Thus, we have obviously to take into account two art-guilds, catering variously to
Buddhist and Brahmanic traditions, which were simultaneously at work at Ellora; the
former, due to the organic nearness 10 Ajanta; being a probable earlier inhabitant
at Ellora. In the sequel, the earliest Buddhist excavation at Ellora may be taken
to have antedated Ramesvara, the earliest Brahmanical cave here, and may perhaps
be placed in the last quarter of the 6th century A.D.

Now we may consider the same question from another angle. The most signi-
ficant Buddhist and Brahmanical cave monument at Ellora, whose dating we
must be sure about, are Cave Nos. V, VIII, X (Visvakarma XI, Do Thal), X1I (Tin
Thal), No. XIV (Ravan-ki-Khai), No. XV (Dasavatara), No. XVI (Kailasa), No.
X X1 (Ramesvara) and No. XXIX (Dhumarlena); the first five being Buddhist and
the rest Brahmanical. From a purely empirical gradation of layout plan, proceeding
in the reverse direction from the latest development, we may state that Kailasa
is evidently and ungestionably the latest, both by obvious temple-complex unit as
well as by the admissible ascription of Krishna's date to it, namely the second
half of the §th century A.D. (inception). The Dasavatara cave is clearly its imme-
diate predecessor being undoubtedly of Dantidurga’s date, at least as far as the
pavilion goes. The main cave, however, evidently has been of two stages; an ear-



54 Glimpses—Architecture, Art and Religion

lier Buddhist skeletal layout supereeded by Brahmanical completion of sculptural
and sectarian elements. This is perhaps of the first half of the 8th century, A.D. The
decisively next earlier in rank is Dhumarlena wherein we have a layout of a temple
but with a spacious vestibule and comfortable circumambulatory fixation of the
shrine circuit as would justify the date of end of the 7th century A D., spilling, if need
be, into the first quarter of the 8th century A.D., but preferably the former scope.
On the side of cult delineations and their artistic merit, even a cursory review of the
sculptured panels of Dhumarlena and those correspondingly of Ramesvara will
reveal the very clear and significant lacuna between these two, the latter unmista-
kably reflecting in its art-idioms of the glory that was Badami (Cave No. 3) and
also convincingly anticipating in its pillar forms, etc., the grandeur that is Elephanta.
Thus, the lacuna between Ramesvara and Dhumarlena is adequately filled up by the
far off Elephanta, of the same cultural and political domain in its days, as Ellora.
This would mean that while Elephanta main cave can be put in the first half of
the 7th century A.D., Ramesvara has necessarily to be not later than the first
quarter of the 6th century A.D., preferably in the very opening of that century. It
may be recorded here that the difference between Dhumarlena and Elephanta main
cave is too all embracing that it will be untenable by any disingenuous argumenta-
tion to make the latter, later to the former. It has been suggested by some writers
(Marg, Elephanta Number 1960) that it could be so, particularly since, according
to them, at Elephanta, Mahesa panel is clearly exposed to the gaze of the visitor
entering from the main entrance, and the linga shrine is to one side, whereas
at Dhumarlena, the linga, shrine is facing the main entrance, the implication being
that it is an improvement of planning the Mahesa panel far easy visibility and thus
a later innovation and development. One is atloss to understand how the two
could be compared in this way, since in both the cases the cardinal orientation of
the entire layout, as an organic Whole, is across the clear moonstone entrance at
one of the open ends along the longitudinal axis and not along the transverse axis.
If this is borne in mind, the question of the existence and good view of the
Mahesa panel in one, and its absence and a panel-less back in the other will
not arise at all. The visitor's entrance in both cases had been a matter of
exigencies, of rock formation, ventilation, etc., but their orientation is not to be
influenced by this. The Mahesa penel is no doubt the piece de resistence
of the Elephanta cave-temple, but it does not mean that its absence should
have any import at Dhumarlena. Indeed, coupled with the fact that the
sculptures of Dhumarlena, except perhaps for Kalyanasundara panel, indicate
a general decadence, with lack of proportions, lack of sensitivity and a
general corpulence, it would suggest that in its later context, the signficance
of the Mahesamurti had itse!f become all too common and familiar to merit a
special panel. In any event, not only the less inspring note of the panel carvings
but also the many examples of cut-in sculptures, such as the Lakulida panel at
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Dhumarlena, in addition to the greater evolutionary similarity of its halls with
Caves VI1I and 11 and Ellora rather than of Elephanta, would tend to indicate a
decidedly later developed context of its excavation. The fluting in the cushion of
Dhumarlena pillar carries a down-turned terminal row of petals above the middle
band, which is not at all to be seen in any of the Elephanta pillars but is clearly
enough noted in the two pillars in the front mandapa of Cave No. VIII shrine, and
in some of the pillars of Cave No. IL In the latter, however, some other pillars
are without it also, such as to suggest that the variations were being experimented
upon and had not got fixed and might perhaps give this Cave (II) a date slightly
earlier than Dhumarlena. This should be considerred as the most developed idiom
of the pillar cushion known, and this would incidentally make Cave No. VIII not
far removed in time from Dhumarlena and it is a reasonable assessment that both
could be placed in the end of the 7th century A.D. or, at worst, in the opening
quarter of the 8th century A.D., but more possibly the former, since it is sufficiently
earlier to Dasavatara cave, in modelling of its figures and its structural features.
Dasavatara cave is nearest to Tin Thal and to a lesser extent to Do Thal, in every
respect despite the difference of the creed.

The Visvakarma cave (No. X) and Cave No.V has already been mentioned. Of
these two, it is presumable that the former is earlier than the latter for the very simple
reason that it is the only Buddhist chaitya chapel at Ellora, despite its evolved and
rather incongruous storeyed layout, while the latter is a vildra-cum-chapel and that
too of a special type for collegiate discourse, with also a later addition in the form of
the two central lateral wings (making the so called cruciform plan), Its similarity
with Darbar Cave at Kanheri has been familiar to all scholars and its general lack of
claborate ornamentation might make it earlier than the Do and Tin Thals and
later to Visvakarma. Now, as regards Visvakarma cave facade, we have two
further criteria for guessing its date; the first is the creed incription “Ye Dharma...”
etc., on its facade which could be perhaps later to its original excavation by its
script and thus might not be a sure basis; and the second is thatan almost exactly
similar facade type is met with in a number of temples at Aihole of the early mid-7th
century A.D. including Huchappayagudi (in one of the sections of its architrave of
its inner nave). This last mentioned temple could be dated to early 7th century
A .D. from its layout plan, and from its relationship to Huchimalligudi here. Hence
owing to the sure interchange of ideas that would have existed between the
various contemporary seats of Chalukyan power and patronage, like Aihole and
Badami, with Ellora, it would be a firm link to fix up the date of Visvakarma cave
as early 7th century A.D. The limited culmination of the Mahdvana pantheon
at Ellora, as convincingly displayed in Do Thal and Tin Thal, would show that
together they form the latest productions of the Buddhists, and, as already indicated,
are not far removed in time, from Dasavatara cave i.e., they could be in the
neighbourhood of mid-8th century A D. with a decade’s margin one way or
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the other, but more eligibly on the earlier side.

Thus, in concise compass, the conspectus of the Ellora excavations and their
chronology would have to hang on a framework such as it given hereunder:

End of the 6th century A.D.—Caves I and IV,

First quarter of the Tth century A.D.—Caves VI, X and XXI.

Mid-7th century A.D.—Caves V, XIV and XIX.

Last quarter of the Tth century A.D.—Caves II, ITI, VIII, XVIII and XXIX.
First quarter of the 8th century A.D.—Caves XI, XII and XV,

Mid-8th century A.D.—Cave XVI (inception).

While one cannot be toodogmatic about the actual dates, it is a sure guess

that the architectural evolution and the interplay cannot be much off the lines
indicated above.



ROCK-CUT TEMPLES AT MASRUR

The spectacle of beauty that suddenly unfolds itself before the tired trekking
tourist about 11 km south-west of the Railway Station of Guler (famous inits own
right in the 18th-19th centuries A.D. as a centre of art and painting) amidst a
series of linear rocky ranges of the Kangra Valley is as much aesthetically satisfying
as it is geographically unusual. Here on the crest of a hillock, is the village of
Masrur with its monolithic shrines excavated out of live rocks round about the
8th-9th centuries A.D. While rock-cut temples are very common in Southern,
Eastern and Western India in the hilly regions, this is almost a unigue specimen in
the sub-Himalayan ranges and its solitary sequestered grandeur more than com-
pensates for the arduous hiking across a chain of hillocks and valleys that one has
to put before reaching it.

The rock-cut shrines at Masrur are seven in number and are all carved on one
single rocky bluff, adjacent to each other. They represent the indigenous Nagara
style of temple architecture, with their tall curvilinear §ikharas capped by the
dmalaka stone and finial. All these shrines are pleasingly fringing a large
rectangular artificial tank which is also scooped out of live rock and fed by rain
water periodically. The main and the most elaborate shrine is located in the centre
and there are three smaller shrines to its north, two to is south, and a seventh
separate one is located on the south-west close to the other. This last shrine has a
curious cruciform plan. All the shrines face west.

The main shrine alone has the inner sanctum also excavated into a spacious
hall, entered through a doorway with attractive frieze and jamb carvings. Just
outside this is an open court, enclosed on the north and south but without roof
which would represent the jagmohan chamber. From the inner northern side of
the jagmohan wall, an excavated flight of steps leads one to the terrace, where on
a common flattish roof, all the Sikharas of the various shrines are arrayed in
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slender elegance. Qutside the jagmohan is a very small enclosed area, also open 10
the skies which corresponds to the mukhamapdapa. It is obvious that owing to
the inadequate extent of the carving area and height of rock, the jaogmohan also
could not be excavated to form a roofed chamber. All the shrines have a common
front court limited by the bank of the water tank. Outside the jagmohan wall on
the north and south there are extensive sculptural carvings and big niches are also
scooped but never completed. It is these niches that in the course of the next
three or four centuries evolve into the oblong, pillard balconies of the jagmohan
side walls, as at the famous temple of Baijnath. While the pure architectural deco-
rations here are of a simple but effective nature, it is the variety of sculptures that
attract our admiration and cast a mysterious spell of charm over the place. We
have the sculptures of the various deities of the Brahmnical pantheon like Siva,
Durga, Vishnu, Kartikeya, Ganesa, Indra, Varuna, Kubera, etc.; for these are
Hindu rock-cut shrines. Of these, the sculptures of the Trimurti aspect of Vishnu
would deserve particular mention. This is a three-headed image with the boar-
head to the right, lion-head to the left and the serene human head in the middle.
These depict the three aspects of creation, preservation and destruction respectively
as suggested by the Varaha incarnation and the Narasimha incarnation of Vishnu
and this, is an extremely popular and distinctive feature of the iconography of the
temples of the sub-Himalayan regions like Chamba, Kangra, Kulu and Mandi.’

Of the other secular sculptures, the mithuna attendants along the panels and
the musical gandharva group carved on the capital stones of pillars are out-
standing by way of the witchery wrought on them by the sculptor, who had made
these mute carvings pulsate with life. Despite the fact that many of these carvings
had been rounded off and weathered at the cruel hands of Time and Nature, we still
have lingering traces of the subtlety of expression and gesture in these sculptures.
There is a ravishing example of an osculating couple, which despite of its effaced
and mutilated contours, could have borne in its original state very agreeable com-
parison with similar ones either of the Kailasa Temple at Ellora, or of the later
Kandarya Mahadeva Temple at Khajuraho. The mithuna attendants, only one
pair of which has escaped total mutilation, bring before our minds the myriads of
such attendants found on either side of the Jataka panels of the sidpas at Nagarjuna-
konda or Amaravati, The self-complacent smile playing on the lips of the volup-
tuous couple bespeaks of a period of intense artistic activity aided by the craftsmen
enjoying prosperous patronage at the hands of the royal builders of the day.

The most appealing carvings are, however, the musical groups on the capitals
of pillars which, unfortunately detached from the parent pillars are now fallen
loose pieces, and have been stacked in order in the courtyard of the shrine itself
There are two groups in the opposite faces of one of the four-sided capital pieces.
The perfect harmony of the figures and their postures depicted here is something
unrivalled by later sculptures in temples of Himachal Pradesh. The dancing
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damsel seated gingerly upon the backward-extended leg of the gandharva, the
cymbal, the drum and the vina players are all in an ecstatic world of their own. It
is an artistically exciting scene.

“Vain, transitory splendours, could not all reprieve the tottering mansion
from its fall”’. These poignant words of Goldsmith in this Deserted Village come
to our mind when we behold the havoc that Nature had wrought here. The rocks
out of which the temples are excavated belong to a particularly soft and friable
variety of Siwalik sandstone, and they are, besides, very obliquely laminated, and
are susceptible to detachment in big blocks or slices. So indeed they had left
the parent structure in blocks, many of which lie in unweildly chunks at the base
of some of the temples. For the same reason the sculptures have lost their sharp-
ness due to erosion and wind action.

Meanwhile, while this vision of evanescent beauty lasts, its delicate charm, its
solitary grandeur and the uniqueness of these rock-cut temples in this part of the
country are compelling arguments for the tourist to pay his homage to it, not
minding the physical rigours the trip would involve.
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1. Elsewhere, they are also popular in parts of Rajasthan, and an early unique specimen of this
of about the 5th century A.D. from Mathura is now kept in the Boston Museum of Fine Arts
and described and illustrated in Ananda K. Coomarswami “‘Portfolio af Indian Art**, =



RAJASIMHA’S TEMPLES IN TONDAIMANDALAM

The period of Pallava rule starting from Narasimhavarman 11 Rajasimha had
been eventful in many respects. To the students of art and architecture particu-
larly, this fairly sustained and peaceful reign was epoch making in the sense that
structural temples in stone were reared up for the first time on an extensive scale
and iconography also did not lag much behind and indeed reflected the state of
religious belief of the age to a remarkable degree. That Rajasimha was inclined
perhaps as a measure of traditional continuity and also the indication of his own
calibre to excavate a few rock-cut mandapas, both religious as well as secular
around Mahabalipuram itself, is seen in the Atiranachandamandapam and
Yilimandapam (Tiger Cave) at Saluvankuppam, immediately north of Mahabali-
puram on the coast. Of these, the former is in the general pattern of the earlier
rock-cut mandapas and comprised a shrine cell at the back with a projecting front
plinth aligned to the two freestanding facade pillars beyond its ardhamandapa,
with correspondingend-pilasters which are deeper on their inner face. The pillars
are plain like those of Mahendra's caves, but it is the Somaskanda panels—of
which there are as many as three—and the central fluted linga (fixed in the cella
later than the cave) that give out the authorship of the cave, not to mention the fact
that two inscriptions in the cave about its excavation reveal the title atiranachanda
which, as we know, was one of the birudas of Rajasimha. The Somaskanda panel
in the cella, is accompanied by the figures of Brabma and Vishnu by its side. The
depiction of Somaskanda thrice in the same cave is apparently in vindication of the
deep royal attachment to §iva, on whom the inscriptions in the cave are composed
with considerable fervour and literary flavour. The other cave, known as the Tiger
Cave was indeed designed for a temporal purpose and was ostensibly utilised for
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ceremonial appearances of the king at the seaport and for such other royal occa-
sions. Recent scrutiny of the set-up of the monument seems to reveal that this
cave-mandapa possesses some acoustical proprieties for which the rolled forward
tiger heads ringing the cave-front, the appreciable height of the actual rock-cut
chamber, and the relatively low level of the stretch of sandy area in front with a
small conical boulder outcrop in the centre, would seem to have contributed much.
Whether it is by accident or design is not, however, so obvious, but Rajasimha
is pointedly eulogised for his musical talents in his inscriptions at Atiranachanda
cave by the composer Kilakala, a title incidentally sported by the king himself,
who, it would seem, was over-fond of assuming or receiving titles and had a
plethoric multitude of such, giving to his otherwise deservedly celebrated persona-
lity, certain hyperbolic dimensions.

These two cave excavations constitute a fitting epilogue to the rock-architec-
tural phase that was unceremoniously departing, ushering us into a more rational
and meaningful era of the structural vogue in the Pallava domain, under the direct
patronage of Rajasimha himself. The importance of this new development need
not be overemphasised. In the monoliths of Mamalla’s and Paramesvaravarman’s
time, there was no knowing : (1) as to how real concepts of solids and voids were
actually tackled by Pallava craftsmen in practice, and what if any, were the
adjustments that inevitably to be introduced into the structural assamblage;
and (2) how the actual aspects and what were the architectural dimensions that

spelled out the storeyed composition, so characteristic of the style the Pallava kings
were fostering.

I

The temple activity of Rajasimha could be conveniently divided into three
major groups for facilitating a better perception of the organic growth implicit in
the process. The first group would comprise Mukundanayanar of Mamallapuram
and Piravatane$vara, Airavate$vara and Kailasanatha at Kanchi. The next will be
Iravatana and Tripurantaka and Vali§vara. The third will be Panamalai, Shore Tem-
ple and Olakkanne$vara. It may be stated here that by Shore Temple, although the
twin temples on the seashore with a rock-cut Ranganath sandwiched in between is)
implied, the inherent understanding would be that the Rajasimhesvara would be |
relatively, earlier than the bigger Kshatriyasirhhesvaram facing the sea; the first of
above groups differs from the others not so much in general size alone but in the
composition of the plinth and the proportion of the body and superstructure. It
had invariably a bold wpdna, a vertical jagari, followed by a tripajfa kumuda,
kantha, and pattikd capped by a prati. The kantha in Airavatesvara at least has
the elephant frieze in relief, continuance of the freestanding monolith tradi-
tion of Mamalla and Parameévara. It has the body or pada of the shrine
starting almost over the prati and it would seem generally to rise not more than
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two storeys or talas in height. 1t is neccessarry to find out first why, if at all Raja-
simha did not try his hand in monolithic shrines at Mamallapuram, where as he
did excavate two cave monuments as at Saluvankuppam. If a mere hangover of
the traditional medium of temple creation was the avowed reason for this, then
it would require some explaining as to how rock-cut excavations were re-started by
Rajasimha, notwithstanding the fact that already by the time of Mamalla and
Parameévaravarman the rock-cut medium had been given up and monolithic
medium started, as in the Rathas. If still, Rajasimha wanted to display his skill as
an equal adept in rock-cut art, it would be unreasonable to conclude that he did
so only in the mandapa type of excavations and not the freestanding type. The
negative reason that he might not have had the proper rock to create monolith would
be admissible, even for consideration only after extant monoliths have been carefully
examined in this light. As he did create the rock-cut mandapas we may have to
see if, after all, he might have been the author of any of the freestanding ratha
type as well. In this, the most likely criterion could be any evolutionary element
or anga of the vimdna which by its very nature is past the earlier Mamalla stage.
Of course, it would be feasible to argue that there would be no knowing if any such
evolved anga or feature was the innovation of the earlier period of ParumeSvarman
himself or of Rajasimha. In other words, we may have to see if there is any unity
of concept and composition in the monolithic creations of the time of Nara-
simha I and Parames$vara I, and if correspondingly there is any unity feasible to
be established between any of the freestanding ratha types and the subsequent
structural creations of Rajasimha.

111

A significant aspect to be aware of in this connection is that almost all the
monolithic rathas are not greater than three falas in stature. Dharmaraja Ratha is
the biggest unit of the group, the rest being almost invariably two falas or one tala
in height, whether square, rectangular or apsidal in plan. In the case of Dharmaraja
Ratha, we find that the lower storeys were most probably completed during the
time of Paramesvara I who succeeded Mamalla who started this ratha. Thus, the elev-
ational composition of this ratha has already been predetermined by Mamalla, and
Parameévara at best only was responsible for the arrangement of the superstruct-
ures working downwards and the front porch mandapa integral with the ground
floor main vimana. In this he has shown certain method of perspectives; and the
telescoping of the fala and kilfa into single kiita-$dla piece, 'L’ shaped, at the
angle of the front porch roof of the first tala of main vimdna is one such which is
quite faithfully reproduced in the lesser of the two Shore Temples, namely, Raja-
simheévaram, at the same part of the vimana. It would show that there was per-
haps a degree of continuity between what Paramesvara I achieved on the monolith
and what Rajasimha displayed on a structural medium.
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The style of elevational composition of the two Shore Temples, however, are
fairly alike, and this is apparently attributable to Rajasimheévara having come
first and later when the king was planning K shatriyasimheévaram, he wanted to
harmonise the profiles as much as possible to avoid incongruity in a pair which
_.areso close to each other. Indeed the very conception of the twin shrines which
are back to back with each other and have the same god, is itself as unconventional
as it was unique, and the fact that both have their stipi intact and in separate
type of stone show that they had been duly consecrated as temples. The smaller
of the two has an additional special feature, namely, the placement of nandi,
north-south on the roof of the ardhamandapa behind the hdras. Probably this was
not installed on the larger temple, since the corners of the last tala of these temples,
particularly the smaller, have conch-blowing ganas. It depicts a stage when nandi
had been definitely known.
Of Rajasimha’s own shrines, Mukundanayanar at Mamallapuram, and lrava-
tana, Piravatana, Airavata and Kailasanatha do not show on the plinth the padma,
and have on the other hand the earlier from of vertical plain jagati between the upana P aTh
and the kumuda, while the Shore Temples, Panamalai and Olakkanneévara shrine
alone show the padma instead of plain jagati. It is of course, liable to be argued
that Rajasithha merely diversified the plinth type at one and the same time and no
stratification need strictly be employed in studying lhcnﬂiln addition to the above
- feature, the topmost moulding of the adhishthana, namely, the paffikd shows a like
evolution among his temples in structural medium; one group, perhaps carlier, o
'showing a lineal affiliation with what has gone before on the monolithic medium
'and the other provided with an additional kantha pedestal for the operating of
wydlas of the walls, in feeble or in bold fashion. A postulation, empirically speak-
ing, of organic developments of the structural fabric is admissible in this.

v

An important compositional feature of the freestanding monoliths of
Mamallapuram is that almost all of the series invariably show the hdra of
karnakiitds and bhadrasalas in each of the ralas, including the topmost. The signi-

~ficant modification of this rule is the ending of the last fala of the vimdna with a
kapota and prastara above, but without the kshudra alpa fikhara above them in
| their respective places along the periphery of that fala. This latter becomes the norm
' in all the structural temples of post-Mamalla period which further show a secon-
dary variation by replacing the hdra of miniature sikharas by the nandis placed in
the corner. Early dgamas, like the Vaikhanasa, Mayamata and Iéanasivagurudeva
Paddhati, speak of the vahanas like Garuda or nandi being placed on the topmost
tala below the griva. Vaikhanasa also speaks of the kiifa-koshthas on the first rala
itself. Some of Rajasimha’s temples have lion on the corners of the first tala top,
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but not on the topmost rala. “This lion was apparently the symbol of Rajasimha
Pallava and not of ritual significance. It would thus signify the advent of ritual
usages in the shrine, in howsoever semi-systematised manner. The point to be noted
would indeed be that the arrangement of the miniature §ikhiaras over the prastara of
each tala including topmost rala is to be construed as the temporal developmental
stage of architecture in the early Pallava period irrespective of whether this is seen
in a monolithic ratha type or a regular structural type.

The monolithic rathas are after all petrified specimens of the extant temple
mode and would be homonymous with structural examples, perhaps of perishable
materials equally prevalent in that age. Indeed structural counterparts to the rathas
of Mamallapuram had already been developed elsewhere in the Chalukyan country
as at Mahakutévar and Badami which, not only show the hdra of kiitas and $alas
upto the topmost fala but even show an additional four kiita vimanas attached to
the diagonal facets of the griva and rising upto the lower edge of the sikhara itself.
Their age is attributable to the first quarter of the 7th century if not slightly earlier
still, and they had apparently been the earliest structural (or other) examples of a
Dravida vimana known in south India. A succeeding and variant stage seems to have
these top alpa vimanas and hdras of $ala and kiita fikharas absent in all the ralas
except the lowest, exemplified by Upper Sivilaya at Badami and Sangamesvara at
Pattadakkal. It is from these early efforts that undoubtedly the norms of standing
temple styles in the Pallava country had been evolved, probably from the Mamalla
stage onwards, leading to entirely structural temples found for the first time
during Rajasimha’s reign.

It is here that we find a piece of evidence namely that of Piddri Ratha (north),
which is a samachaturasra dvitala viména, with a miukhamandpa (or ardhamandapa)
and which but for its charurdsra instead of ashfasra $ikhara is an almost exact proto-
type of the Mukundanayanar structural at the same place. Would it go to show
that perhaps Rajasimha, apart from the two cave-temple types at Saluvankuppam,
might have attempted a monolith as well as in the Piddri (north),! but could not
complete it and gave up the rock-cut (whether of the excavated or freestanding)
shrines, as too time consuming, and inhibitive space value within the shrines and
intiated structural phase ? This, if admissible, would indeed explain rationally
what Rajasimha did. He had excavated the caves at Saluvankuppam where rock
suitable only to caves were available. The Siluvankupppam caves contribute only :
(1) the multiple Somaskanda panels on the one hand, as if confirming that this
was the most indubitable object, of worship, and (2) the secular ranga $ala or stage-
like mapdapa, in the form of the Tiger Cave.

The continuity of the shrine composition without a hdra of kiitas on the top
tala, without any bull either on these, is to be seen in the Pirvitana temple of
Kanchi, which is a dvitala vimdana like the Pidari Ratha and has almost the same
type of layout and size. It is unfortunate that we do not know the exact nature of
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the top rala of Mukundanayanar since the conservation measures adopted, after old
feature were lost, have tended to give an unsatisfactory dkdra to its elevation. It
should be noted that these are very small structural compositions suggesting the
incipient stage. These would indeed have to be deemed as the earliest of the
Rajasimha structural shrines but perhaps succeeding the Mukundanayanar temple
at Mamallapuram, which has a hdra at the lowest tala, unlike other Rajasimha
shrines. These were apparently the organic extensions of the Piadiri Ratha (north) on
the structural medium, There is no definite evidence to show if Piddri Ratha (north)
could have been cut by Rajasimha but the break from the previous models
as seen in Mamalla’s and Parame$varavarman's Ganeia Ratha and Adivaraha
temple facade® would seem to show that the lack of the hdra on the top tala in Pidiri
Ratha (north) would tend to place it indubitably in the transitional period. The next
finite development, as could be seen further below, was the dropping of the hdra
in almost all Rajasimha temples around the lowest rala as well, except on the
mukhamandapa roof. O

v

An interesting sequel to the ritual development of temple worship was the
emergence of the Lingodbbava cult, on the iconographic side, by the same time.
Mo doubt Rajasimha, conceivably in self-adulation, continues the Narasimha panel
even in Kailasandtha shrine, but the proliferation of Sivaite sculptures, particularly
the main Sivatdndava forms, Chakraddna and Lingodbhava in them would show
the precedence that Sivaite worship took, perhaps, as a mark of royal preference.
It is equally educative to note that the Lingodbhava panel is shown on the
south wall of Kailasanatha and mot on the (western) back side of the shrine as is
generally obtaining in the slightly later more systematised dgamic context.® Itis
just possible, further, that the larger of the Shore Temples was under construction
when the prakira shrines of Kailasanatha were being completed in the last years,
since both of them show Ganesa figure which does not make its appearance
at all till the time of Rajasimha in any of the Pallava rock-cut compositions,
whether of Parame$vara, Mamalla or Mahendra in Tondaimandalam. This
Ganesa figure occurs, apart from the Shore Temples, in Piravatana, lrava-
tana and Kailasanatha temples of Rajasimha; on the superstructure in the
former two and on the body in the latter two. ( The Ganesa figure is a
signature-icon of the Chalukyas and it required some lapse of time perhaps
after Mamalla when the first impact of the political rivalry would have ceased
and more gainful art-dispersal would have been taking place. [Since Ganesa
and Kubera are found in ritual form on the prakdra shrine-complex of Kailasanatha
at Kanchi, in addition to the presence of Saptamadrrkas, it would be quite legitimate
to infer that these were cultural elements for which the Pallavas might have been
obliged to the traditions of the Chalukyan (Western as well as Eastern) country.
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The way the prakdra outline of the larger Shore Temple is harmonised with a
front dvira on the seaside, in alignment with the larger temple facing east, shows
that the prakdra itself is an index of the development of the temple-complex. That
this prakdra does not cover the lesser Shore Temple facing west reinforces the argu-
ment that the latter is relatively earlier than prdkdra and, indeed, than the larger
temple too. The two Shore Temples are, in fact, not even aligned, the smaller shrine
being more to the north of the east-west axis of the larger shrine, the superstructure
of the sandwiched Ranganatha mandapa having been properly aligned with the
larger Shore Temple and thus suggesting its claboration as a shrine at the stage of
erection of the larger Shore Temple.

The most significant part of the Shore Temple-complex is the rock-cut Vishnu
figure in reclining posture that is found between the two temples, erected here by
Rajasimha. This rock-cut figure has so much dislocated the layout of the two stru-
ctural shrines on either side of it, that it would be only appropriate to take it as hav-
ing existed already. On the one hand, we do most clearly observe the phenomenon of
the smaller Shore Temple (facing west) having been reared for its plinth partly on the
rock containing the Vishnu figure, vouching for the Vishnu carving having already
been there when the structural temple was reared over the rock mass at the back, and
on the other, the east-facing larger Shore Temple has itself been completed in such
a way that this Vishnu figure comes within its back prdakdra and is actually provided
with a decent cella and mukhamandapa, both rectangular with the inscriptional
label “narapatisiriha Pallava Vishnu grilam’ bestowed on it by Rajasimha. If the
Vishnu figure was the handiwork of Rajasimha, the question arises as to why he
selected such an inconvenient place for the carving, which makes the layout of his
own structural temples look so improvised in both alignment and propinquity. The
fact that the smaller Shore Temple was erected relatively earlier to the larger would
not very much affect this argument. The nature of the Vishnu sculpture itself bears
sufficient evidence to negative its later origin. It is a very unconventional figure
of reclining Vishnu without Ananta, Bhiidevi or Ayudhas. Its orientation also, is
north-south, with head to the south. It is thus more aptly designated as Narayana
{(he who has the waters for his abode) rather than Amanrasayi. Any sculptor of
Rajasimha who had seen already the sedate figure of Anantasayi in Mahishamardini
cave would not have carved such an aberrant, unconventional image. Even the
plinth mouldings on this rock itself are of the earlier type in relation-to the smaller
Shore Temple near them, and this again reflects its relative anteriority to the Shore
Temples. It is thus to be taken as having perhaps preceded even Mamalla, or at
least pertaining to the earliest part of his reign. The fact that has already
been there prevented Rijasimha, notwithstanding his intense Saiva leanings,
to do away with it and it perhaps served his purpose well if he' gave this
Vishnu figure a local habitation, in the prakdra of the larger Siva temple, thus -
making Vishnu subordinate to Siva. The texts like Vaikhdnasdgama speak of an
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Abhichdrika form of reclining Vishnu who is devoid of many of the conventional
diagnostic features. The classification was apparently warranted by such aberrant
or erratic early specimens of reclining Vishnu as the one found at Shore Temple -
The hymns that the early A/vdr Bhutam sang about the god at Mamallai were
perhaps not addressed to this god. This is particularly vindicated by Tirumangai’s
hymn which alone associates the Siva shrine and the Vishnu shrine here in his ima-
gery and thus Tirumangai obviously sang it after the Shore Temples, as we see them
to day, had become accomplished facts. We have thus an interesting evidence for
the iconography of an early Narayana or Sthalasayana god (literally reclining on
the ground or jalasayana or resting over water level of the shore) which turns
out to have been pre-Rajasimha and perhaps pre-Mamalla as well, since we
cannot reconcile this example and the Anantasdyi panel in the Mahishamardini
(Yamapuri) Mandapam as the handiwork of the same king's, namely, Mamalla's
reign. It might be earlier to the other and perhaps of early Mamalla age. The
credit, in any event, for having fostered this vestige for posterity is certainly
Rajasimha’s, who sandwiched it between his two lofty shrines here.

@

Let us consider what the ground plan of many of these important edifices of
Rajasimha have to reveal to us. The earlier smaller group is essentially the repro-
duction in a freestanding and structural medium of the monoliths except that the
front mandapa is without freestanding pillars. It is only Kailasanatha and Pana-
malai temples that are most educative in this regard and from the earlier pseudo-
sandhdra type, lead later to the mirandhdra shrine layout® with prakdra, as in
the form of the larger Shore Temple at Mamallapuram. Both Kailasanatha and
Panamalai shrines have additional sub-shrines disposed of in the cardinal and dia-
gonal points of the compass, the former containing seven such and the latter three

~such. Structurally the relatively later stage of Panamalai temple over that of
Kailasanatha confirmed by the fact that the superstructural mode and the concept of
the fala Sikharas with bold, deep ndsikas, are almost exact replicas of the Sikhara form
of I:-jah:ndn:varm&h'a:agrham at Kailasanatha shrine of Kanchi, pertaining to the
time of Mahendravarman 111, the crown prince of Rajasimha who perhaps prede-
ceased his father, by a few years. Thus, they would be ascribable to the very
last year of Rajasimha’s reign. The disposition of the seven sub-shrines, in addition
to the main cella at Kailasanatha is the structural elaboration of the layout plan
of Arjuna Ratha where the bhadra and karna projection of the vinydsa sitra are
well-marked out. These instead of having relief sculptures had been converted at
Kailasanatha into regular subordinate shrines. Indeed, the projection of the point of
these, in an example like Arjuna Ratha, complete from adhishthana to the hdra of
kiifas and salds, is itself but an abbreviation and schematic presentation of the sub-
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shrines that each of these projections really stand for. From seven sub-shrines to
three, on the cardinal point alone, except the east, is next step and this gets ossified
subsequently into a simpler shrine layout, wherein there is a mere projection of

the plinth on the bhadra alone making it a weak triratha plan. The fact, however,

that both at Kailasanatha and Panamalai, the sub-shrines are also facing either

east or west and never north or south, shows that they merely form part of the
structural scheme of dimensions of the pseundo-sdndhdra vimana, having been

laid in the wall thickness, and thus not liable to have a different layout affecting
their length and breadth, This proves their closeness in evolutionary form. A similar
interesting analogue between Panamalai temple and the larger Shore Temple at
amallapuram is in the depiction of the ganas blowing horns shown in the corners

“ .of the dlingapajfi above the kapota in both, and, indeed, in Olakkannesvara Temple
9" 1% also. This feature is met within the Chaumukh of the Indrasabha rock-cut cave at

F 'r.‘-_*‘ ~ Ellora datable to the 8th century A.D. and there, perhaps slightly later to Raja-
= simha’s time. )
) A patently striking feature of the temple is the superstructure which are so unlike

any of the other structural shrines of Rajasimha. The heights of the ralas were conspi-
cuously raised in accentuated relationship to the basal dimensions of each storey
on plan, resulting in a very slender and tall elevational profile for the composition.
If we compare Kailasanatha with the Shore Temple, despite the former being
chatustala and the latter tritala vimanas, the former, because of its larger basal
width and relatively lesser heighted upper talas is rather subdued in its skyline
whereas the latter despite its restricted plan area is rising steeply to considerable
height in same three ralas.

In the matter of inner arrangement of the shrine, it is to be seen that there is
zonsiderable similarity between Shore Temple (larger) and Panamalai while the
Shore Temple (smaller) is more akin to temples like Piravatana and Airavateévara.
Kailasanatha alone is psuedo-sandhdra. But as seen already the psuedo-sandhdra ¢
layout of Kailasanatha was born out of a structural necessity in order to provide
a wider base wall for the superstructural load and thus it did not show any
special trend in this direction. It was followed later by Vaikunthaperumal temple
Kanchi for a grand tritala, triple shrine-complex, at Kailasanatha, Tiruppattur
again for basal support, both latter in Mandivarman Pallavamalla's time. In all
these cases, the sdndhidra feature is actually mot intended for a regular inner
pradakshina or bhramana, as in the typical sdndhdra shrine in the Deccan and
north India, and this non-ritual and functional character is well-brought out by the
fact that the wall of the dlinda are not bestowed with any mouldings or niches. Thus
they are not to be deemed of the sandhdra prasada class. It is here that the textval
specification® that Ndgara shrines are generally sandhdra, finds its substantiation.

An interesting fact about the structural effort of the master masons of Rajasi-
mha is that almost invariably they show an assemblage of coursed masonry, even



Rajasimha’s Temples in Tondaimandalam 69

to represent vertical components like pilaster and pillars. While it is true that this
is one of the invitable reflexes of an artisan steeped in the wood tradition, we are
yet not left without any misconception about their glaring incompatibility with
heavy stone-quarrying for heavy beams, plinth slabs, etc. Where it is only a canti-
lever principle, as in the case of a devakoshtha with a kapota of its own, well
within the main cornice of the lowest tala, they are able to place a smaller kapita
for the devakoshtha in one piece and let it sufficiently into the wall to be pressed
by the top load. But where the question of spamning comes, the difficulties are
more obvious and it was apparently this that forced them to adopt two of the
early devices namely the pseudo-sandhdra layout and the side shrines integrated
with the wall. Both these have an essentially functional bearing upon the relation-
ship of standing wall and superstructural load, wherein the unit had been relati-
vely medium sized slabs and cut-stones assembled in courses. The sandhdra
layout, with its kadalikakarana method particularly was mainly forced on them,
as this feature of an inner circuit is not germane to the Drdvida styles of
temple construction but rather of the Ndgara, as profusely employed in the
Chalukya-Ndgara shrines of the Deccan. The sthaparis of Rajasimha soon
gotrid of it and wanted to show that they could erect fairly tall shrines
even without the sdndhdra and sub-shrine layout. It is this which is perhaps
reflected in the Shore Temple which, for its height, has a rather poor commensurate
basal dimensions. It is a tussle between height and basal width in fact, wherein,
the grading of the talas or taiachchhanda was accentuated by the hdra of the ground
floor dispensed with, and the dlinda between the fidra and the wall of the next
talz immediately behind it severely reduced, leading to the arpira class of super-
structure, as different from the anarpita hdra, fully cut in the round, with a peram-
bulatory passage on each tala. The experiment had apparently been particularly
useful, as we find in the time of the later Pallava king Nandivarman for the
| erection of a tritala three-shrine type of Vishnu temple, as in the Vaikunthaperu-
| mal temple, and similarly of Dantivarman in the Sundaravaradarija temple at
- Uttaramerur which is also similar to Vaikunthaperumal in form.

e

iy

Another interesting feature that was reflected in Rajasimha’s structural temples
is the change in the raw material from granite to sandstone. Owing to the fact
that granite quarrying had perhaps been found very taxing and no adequate craft
knowledge to control the size required to any limit was yet available; the result
was that while sandstone was freely used for the entire temple owing to its
easily tractable nature, granite in small thin slabs and blocks was invariably
introduced as interleavenings in the adhishhdna mouldings, particularly as updna.
and as pajtika in order to reinforce the superincumbent load. This is very clearly
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seen in many of the earlier temples and in Kailasanatha temple and even in the
later Pallava shrines like MukteSvara and Maitangeévara. For the Mukundana-
yvanar temple at Mamallapuram, however, a hard granitic gneiss was utilised and
it had very satisfactorily withstood the ravages of time. The Panamalai temple
is the only one where the entire plinth and body is almost employing granite slabs
of reasonably good sizes, though not of thickness, and this is perhaps due to the
good rocks of granite available nearby.

~

VIl

—

N The buildings of Rajasimha, almost all of them, thus have a common charac-
teristic in that the ground floor or the first fala has its prastara ending with the
kapota and dlingapayti and the second tala standing on it immediately with no
hdra of kiitas and s$alds on the first tala periphery, except on its extension in front
of the vimana proper, namely, the mukhamandapa. This mukhamandapa has the
hdra of kiitas and $dlds on its top, which is sometimes slightly at a lower level
than the corresponding level of the first fala top and also ifi some cases slightly
lesser in the gross dimensions of the kifas and sdlds than what obtains in the
talas of the main vimdna. The slightly lowering of the hdra on the mukhamandapa
is a feature which we have already noticed in the most of the monolithic examples
of Mamalla and Parameévaravarman as well. But the absence of the Adra on the
first fala top is a rather fresh development. The continuity of the normal tradition
of the hdra going all around the first fala including mukhamapdapa is itself
preserved in a few of Raéjasithha’s own shrines, as at Mukundanayanar at
Mamallapuram and Kailasanatha at Kanchi. Thus we have some basis to hold
that these two might have been relatively the earlier compositions of hisg Thi
is because, while the addition of some new elements may or may not be significant,
the dropping of some jmportant features on the other hand mark a definite phase
~" in structural formulae S The effect of this new structural scheme of Rajasimha
“was that while the first and the third tala, were fairly tall, the second 1 was
rather an interleavening, although with its own hdra of kifas and $dlas—"Since
Rajasimha’s temples except Kailasanatha and Shore Temple (larger), where the
shrines are chatushthala (four rala), are generally tritala type, in these the first and
last falas have no hdraXvand the last tala in order to be more conspicious along
with the griva and §ikhara that further surmounts it has been made taller than
the immediately lower one. Inthe case of Shore Temple (lager), we see that the
second and third rala have been made almost of equal elevation and slightly lesser
than that of the ground fala. This east-facing Shore Temple has also other diffe-
rences from the west facing one, in its not having any #d/d on the mukhamandapa
of the main vimdna but only two kiifas at either ends and two ndsika-pafijaras in the
middle. Kailasanata, however, has a row of three £d/ds, the middle set a little for-
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ward, and two Kkilfas at the end, consistent with its layout containing sub-shrines in
the middle and corners of each side on the first tala. Thus, again Kailasanatha
would seem to be schematically an earlier composition than the Shore Temple.

The smallest temple of Rajasimha was Piravatana and next was perhaps
Airavatedvara. The former does not have its muk!mman{iapa roof in original
condition and thus we are not sure if it contained a hdra of kijas and $alds, but
the strong presumption is in favour of its having had one, and this is particularly
due to the fact that this is one of the very few shrines of Rajasimha which do not
show any ritual or other corner figures on the topmost tala, such as nandi or
conch-blowing gana. It has thus every ground, alike on the nature of its adhishthina
and the composition of its superstructure, to be deemed as one among his
carliest. It is certainly earlier to the mileu of diminutive shrines found arrayed
around the prdkdra of Kailasanatha, since despite their superficial similarity with
the Piravatanesvara, it would be seen that the former do rot have any hdra on
either of their two talas. Indeed it is notable that even Mahendravarmeévaram in
front of Kailasanatha, which is an dyatdsra (rectangular)dvitala vimdna with a $ilg
Sikhara on it, does not have any hdrd on either of its two talas. In the light of
this deliberate and consistent absence of the hdras of miniature alpa vimanas
on the fala edges in the closing part of Rajasimha’s reign, we may per-
haps take Talagirisvara temple at Panamalai as rather closely succeeding Kaila-
sanatha, and perhaps preceding the prakdra-complex at the latter (including
Mahéndravarm@svaram), as also the Shore Temple. That Olakkannesvara is the
latest in the series, whose superstructure is unfortunately lost to us. would seem to
be without douhl.} :

IX

The prakdra of the Shore Temple is certainly based upon the prékdra of the
Kailasanatha on one side and Vaikunthaperumal on the other, although it was
showing only a continuous row of fdlds on the prastara of its prakdra wall. The
fact that Panamalai temple was not provided with a prdkdra wall would readily
show its having been built at a stage when the prakdra wall was not the vogue.
Thus the series would seem to have started with Mukundanayanar, Piravatana,
and Airavatesvara, and followed by Kailasanatha during, whose period of con-
struction rose perhaps Iravatana, and Tripuranataka. This was closely succeeded by
the prakdra-complex and Mah&ndravarmésvaram at Kanchi, Talagiriévara shrine
at Panamalai, the Shore Temples, and later Olakkannesvara shrine at Mamalla-
puram. Owing to the fact that these three places are widely apart from one
another and, in each case, there was mneed to utilise the local raw material and
even slightly variant local guild mannerisms, they resulted in three mildly divergent
forms of layout plan and superstructure, profile and dimensions. The extension of the
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prakara-complex at Kailasanatha inevitably carried the sandstone-granite judicious
combination for the superstructure. The Panamalai effort was much alike except
that granite of very good quality was locally available and thus there was a
spurt of technological evolution there resulting in a more consistently granite
using plinth unit. The Shore Temples, on the other hand, were wedded to the local
granite which had fully been exploited in the earlier rock-cut and monolithic
stages, and thus while following the use of harder-granite for the adhishrhana, it
copiously used gneiss for the superstructure, cutting sculptures and figure work
also, on it. It is significant to note that for the Somaskanda panel they invariably
used a better stone.

X

The evolution of style as examplified in Rajasimha’s structural temples was so
organic and at the sametime selective, that arguing for his authorship of the
entire series of monolithic models at Mamallapuram would be retrograde in con-
ception, a charge that could hardly be placed at the doors of Rajasimha. When
it is seen that even Parame$varavarman made some indifferent and feeble effort
o erect a structural stone temple, as perhaps signified by the ruined apsidal shrine
at Kuram and Kalambakkam, the utter futility of thinking of Rajasimha under-
taking all the monoliths at Mamallapuram would be patent, even if he were to
have the time enough time for achieving what took both of Mamalla and Parames-
vara, well nigh six decades.

It is further important to note that of all the Pallava kings, it was Mamalla
alone who had taken his army not only into the Chalukyan capital Badami, but
even garrisoned it for nearly twelve years. It would be most reasonable to surmise
that these 12 years of Mamalla were the most rewarding ones for him and enabled
him to plan out his monolithic compositions at Mamallapuram, apart from the
mangdapa types for which he has already inherited the tradition from his illustrious
father. It would be legitimate to infer that much of what characterises the manual
of architecture at Mamallapuram had been based upon the early structural
temples at Badami and Mahakuteévara seen perhaps by Mamalla personally and
certainly by his artisans, resulting in the importing of the architectural norms
and idioms and components. Rajasimha’s phase saw no war and thus there is
hardly any evidence to hold that he made extensive outer contacts. He nurtured
‘essentially what was bequeathed to him by Mamalla and Paramesvara, not
mention the all too brief and almost uneventful interlude of Mahendravarman II.
Rajasimha certainly gave further impetus to the structural erections and the
architectural formulae, and his period particularly formed the threshold, as it
were, of the dgamic phase, when ritual needs were increasingly becoming apparent
in a temple, thus multiplying the sculptural themes and disciplining the focal point
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of the temple, namely, the sanctum sanciorum 1o the high purpose of the temple
erection, and systematising the divinities under worship in a manner that gave
place later to a gradual polarisation of the main sects of Brahmanical or Pauranic
Hinduism. Decentralisation of the Trinity concept had set in during his time and
promised much varied ritual and architectural fare in its further evolution. £

The fact that Rajasimha did not mean to waste his time unduly in the rock-
cut enterprise is shown by what little he himself excavated, as at Saluvankuppam.
It is important to observe in the case of these two that they were both unconven-
tional, atypical specimens of rock-cut mandapa types, and were not intended to
follow the main line of evolution in both the cases, but rather as an aberrant
effort to pander to his own versatility. It has to be conceded, however, that they
furnish evidence of his leanings. The Atirapachandamandapa has only simple
facade pillars of the older type, with square lower and upper blocks and octaganal
middle section. The entablatures above the cornice are of a highly abridged and
perfunctory character, and even the total depth of the cave excavation from the
facade pillar inwards is not more than 12 feet(3.6 m). The same is the case with the
Tiger Cave which is even shallower than the Atiranachandamandapa. The triple
Somaskanda panel, on the cella as well as the ardhamandapa walls, alone are
novel, as also the eulogistic inscription in double script. This would suggest that
the cave was excavated more as a casual whim of the king and was not expected
to be lavishly embellished by the sculptural themes of the day, but was only to be
the carrier of his glory engraved there, and the over-dose of Saivism that he had
displayed there was to be the herald of his more purposeful and more extravagant
structural achievements that followed. Thus even judged by this norm, the more
elaborate monolithic Rathas of Mamallapuram could not be fathered on him.

X1

These discussions thus particularly show that almost all of the rock-cut and
monolithic creations at Mamallapuram would pertain to pre-Rajasimha period,
and any theory that would confer upon Rajasimha the authorship of the totality
of rock-cut and monolithic creations at Mamallapuram would be fraught with
serious discrepancies and would not commend itself for any organic evolutionary
scrutiny of its claims. Rajasimha’s structural temples are themselves considerable
to have kept him fairly fully engaged, after an initial and passing rock-cut phase
at and around Mamallapuram; and his temples show an idiom and evolutionary
character that areat variance with the style, content and degree of interior con-
cept and iconographic differentiae of the rock-cut mandapas and monoliths of
Mamalla’s and Parameévaravarman’s time.

Even Rajasimha’s dabbling at Saluvankuppam and, if atall, in one of the
monoliths, namely Piddri Ratha (north) were steps in the retrograde direction and



74 Glimpses— Architecture, Art and Religion

he apparently did well to retrace his steps on the onward path, well in time, and
provided us with a rich heritage of early structural temples which, by their very
diversification, indicate a formative period, indeed the crossroads of the early
south Indian architecture and of ritual dgamic manuals.

REFERENCES

The Pidari Ratha (south) which is a Drdvida vimdna with octagonal griva and fikhara and with
fdra on the top rala as well is clearly earlier, perhaps of the time of Paramesvara and was suc-
ceeded by Valayankuttai Ratha which, though showing a change in its square griva and iikhara,
for the first time, still continues 10 have the idra on the top rala. These two thus stylisitcally
ontedate Rajasimha’s time.
If the portrait sculptures in this cave represent Simhavishnu and Mahendra— as is most
feasible—then we may take it that the facade of this cave alone had been completed
last. We note further that Paramesvaravarman I was an ardent devotee of Siva while Mamalla
did not have any specific bias of this kind. In that case, the cave would have been the work in
Mamalla®s time.
Even the Pandyan rock-cut shrines as at Tirumayyam and Kunnakkudi show Lingodhbb have
in such a way that they follow a systematistised dgamic mandate.
It is interesting to note here that Vaikhdnasa dealing with the four types of seated, standing
and reclining forms of Vishnu has to state that A bhichdrika type of any of these three forms is
intended for kings overcoming enemies (Rajndm fatru jaydrthicha Abhichdrikam) It further
states that the location of this dbhichdrika type will be forest fort, water fort, in another’s
kingdom, in the enemy’s direction, etc. (Vana-giri-iala durgd rashtranrarg fatrudiksha dinmukhe
cha dbhichdrika sthidnam). As regards the characteristics, the form would be classifiable as the
adhama class of abhichdrika ( sarpadeham vind samasthala fayanamadhamar). Since there was
comparative peace in Rajasimha’s time, 2nd considerable bad blood was created, on the other
hand between Pallavas and Chalukyas during Mahendra’s and Mamalla’s time, this figure, i
the purpose was as mentioned in the texts for such a class, should be pre-Rajasimha.
The techniques is of the emtara (inner) and bdhya (outer) bhirsi (wall) to carry the heavy
superstructural load, as mentioned in the Faikhdnasdgama,
Kamikdgama, LXV, 12-13,
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MAIN TRENDS IN THE HOYSALA TEMPLE STYLE

It would perhaps be well nigh incontrovertible if it is declared that in the vast
and varied realms of medieval temple architectural exposition, one style has carved
a special niche of its own, so implicity, so spell-bindingly and so unforgettably
as the masterpieces of the Hoysala temple crafismen (11th to the 14th century
A.D.) inthe southern Mysore zone. Ravishing charm, such asis the Rajarani
temple of Bhubaneshvar (Orissa) is not uncommon; virility and vigour such as
the shrines of Khajuraho are not unkmown; grandeur such as the Kailasa of
Ellora, or the Great Temple of Thanjavur is not unfamiliar. But what holds us
closely involved with the Hoysala experimentations is more than its artistry, its
studied exercise ina beguiling architectural symphony, blended with conformity
to the vimana composition and the coherence of the Rekha-Nagara Prasada. Alike
in the realm of religion—where they achieved a becoming dignity by equal
patronage to Jainism and Hinduism—as in the province of temple-building and
its ancillary arts, the Hoysalas showed a convincing potentiality for formal
coalescence. The aesthetic movement espoused by the Hoysalas signified more a
synthesis than an empirical union of traditions, leading them even towards,
unconventional excursions beyond the confines of canonical stipulations. In
the sequel, they remained an irridescent but affected phenomenon in the
annals of hieratic Hindu architecture, neither claiming a cogent parentage
nor bequeathing any enduring progeny. It was the rise of the Vijayanagara empire
that practically ended its spell, both, aesthetically and politically, and we do not
discern any recrudescence of its art-metier after the 14th century A D,

What then, is the range of the Hoysala architectural spectrum that should
have made it truly great despite its ostensible unconventionality and admittedly
vivacious, despite its cloying exuberance—a long-lost but yet lingering aroma
of artistic candour ? The times, the zone, the medium and the mettle had gone
nto the composition of the unigue beguest that is Hoysala art.
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THE TIMES

When the Hoysala dynasty spurted on the political horizon, it was heir to the
pedigree of Chola-Pandya splendour, across the Kaveri on the south, the Nolamba-
Ganga array of art virtuosity to the west and south and Kadamba-Alupa
exercises in structural manipulation and sculptural garnishing, and was a witness
to the Kalyani Chalukya-Yadava plenitude of pompous hybridization. It could
have followed any one of these, and become an anticipated successor-style to one
of these regional schools. But it chose to tread the path of bold innovation
combined with a cleverly smothered conventionality, of an avowed display of
axial and elevational overtones while yet mot daring, nor caring to expand its
physical frame into anything more than medium sized model; of scintillating
intricacy of surface ornamentation and absence of any claim to originality in
elevational or interior structural profile. In short, it was as much its prodigality as
its arrestingly new trend in the temple style that characterised its efforts. That it
should have managed at all to persist in its spider-web sophistication, and continue
its well-concealed architectural conformism for nearly two centuries, would
certainly make it eligible for the highest praise and plaudits.

THE ZONE

It is very clear that the heart of Hoysala empire lay in the upper Kaveri, and
the Hagari valley, and well-quarrantined between the 14th and the 12th parallels,
following a north-west—south-east strike of hillocks of the Mysore upland and its
inner plains. Thus its architectural heredity was well-integrated with the arche-
typal southern vimdna order. The immediate mentors of its art-reflexes were, to
a very large extent, the Western Gangas, on the one hand, and Kalyani-Chalukyas
on the other. Both these had themselves an honourable ancestry in structural art:
both had the necessary range of architectural components that were amenable to
simulation or emulation; both had an ambidextrous propensity of displaying
puritan plainness as well as profuse surface-decor, and both had a marked
expertise in soft as well as hard stone craftsmanship. It is these two that had
largely impacted on the outlook and elan of the Hoysala craft-repertory, when
this dynasty was on the threshold of political supremacy in the south Mysore
region at the close of the 11th century A.D. The enthusiastic local guilds were
loath to copy the solid and sublime stateliness of the Chola models on the
south bank of upper Kaveri valley, nor the demur daintiness of the Nolamba
milieu—neighbours around their own mainland zome. It could be proved that
the Hoysala style generously partook of the Deccani idioms from the Kalvani
Chalukyas and the peninsular phraseology of the Ganga enterprises. But that it
added to these and substracted from these were its own special impulses, uninhi-
bited and yet disciplined, extravagant and yet regimented. The southern vimana
order was closely hugged to their heart by the Hoysala sthapatis m all their
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experimentations; thus proving that regional moorings are inalienable.

THE MEDIUM

The Hoysala style, again, was very much the product of the raw material
medium it chose. The stone was a light greenish talc-schist or chloritic schist, which
could be adequately dealt with by sensitive chisel work and carpenters’ implements.
The preparation of embellishments was generally in three stages, firstly the bold
dummy relievo outline of proposed carving, next the roughly ‘picked’ details of
physiognomy, body and ornamentation, shaped out of this dummy, and finally the
careful finish with sharp outlines, fully cut-out ornamentation, and perfectly
imparted polish. It should have been a basically familiar process for the artisans
to put this through, considering the eagerness and constancy of ornamentation
noted in all Hoysala temples which for them, was not seemingly a task to be
merely performed, but an ideal to be consummated, and that ideal was an
aesthetic maturity—as vivified by the supple blend of fiesh and bone in Hoysala
figure scuplture, and the arresting perspective of the three dimensional values of
the models, apparel, and jewellery, and the liveliness of the entire temple exterior
plane, where placidity is absent. We might as well concede that an exacting task
in glyptic art was accomplished with notable success and the carvings verily hang
about the temple walls and quoins like ethereal disembodied Fairy visions of the
panaroma and the traditions of the Hoysala hey day.

They were, withal, the captives of time and (cultural) tide, which wait for
no man, and in their very feverish vigour, aesthetic surfeit and ornamentational
extravaganza, form mute witnesses to the trend of stylization that had over-
powered them convincingly, though, may be, with some suavity. The Hoysala art
is, by and large, an integral part of medieval mannerism, and its reflexes were not
designed to recapture elemental power, say, of the Rashtrakuta or early Chola
art-metier, the spirit of its architecture and art was more earth-bound than trancen-
dental, more hide-bound than original; its modelling aimed at a sensualism and a
theatrical stance rather than an inner, soulful sublimation of life. [ts products,
thus, when the machinery of technical confidence was set in motion, were custom-
made, impeccable proto-types of a single evocatory anatomical rhythm, without
differentiation. Variety and richness were there, but not diversity and depth.
Did the categorical shift in the king’s patronage from Jain to Hindu art vista and
ideal, almost overnight—that was the predominent event of its formative years—
have something to do with this art metamorphism? One wonders. Their own
Jain temples before and after Vishnuvardhana's historic conversion, which did not
affect the queen Santala Devi's own eclecticism, continued to reflect an austere
simplicity and architectural clarity.

The Hoysala temples, however, were not all of this soft, building or sculpting
medium. Well in tune with the extant specimens of the southern vimdna tradition
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in its southern and eastern periphery it also built occasionally in granite. Obvi-
ously, such efforts were through guest-artisans, or by the local craftsman
who had sufficient familiarity with the granite workmanship of the Kaveri valley
zone of Mysore, under the Cholas or the Gangas. Such rare and exceptional
examples in the harder rock-material, as seen at Talkad, Hedatale, etc., prove
only the rule, and were clearly not hearty or sustained, nor part of its basic
commitments.

We have tried to place the physical dimensions of the Hoysala architectural
denouement in its own true environment, in the earlier pages. One should not,
however, run away with the notion that the Hoysala architecure could be so sum-
marily dealt with. Indeed, one of the greatest virtues of this regional school of archi-
tecture was its zest and its deliberate attempts at cross-fertilization of the contem-
porary ideas, norms and art-motifs. It presented also the urge to initiate a model
optically different from that known either in the southernmost Mysore area under
the Gangas, or the northern Deccani tradition of the Kalyani Chalukyas. The
Hoysala school, thus, fully in keeping its enterprising penchant for innovation,
while basically drawing from these schools around, simultaneously set in motion,
three or four novel trends in temple-design.

It thus, plumped for the jagati terrace as the basal setting of the temple,
quite unlike the true southern vimdna usage. In this, it was primarily following
the optional usage of this element in the Kalyani Chalukyas, and the almost
consistent usage in the Yadava, Kakatiya territories. Its purpose, however, was
clearly rational and not traditional in this regard, since such jagari terrace would
have been quite essential for highlighting the stellate groud plan and elevation of
the main vimdna that was its chief claim to individuality in temple art.

This stellate plan was admittedly the most original and unconventional trend
ever introduced in Indian temple architecture. The stellate plan did not have any
gradually developing earlier stages and was clearly a sudden blossoming of an idea
representing vigour, diffusion and cultural flavour. It was clearly based upon a
gyrating core-structure, orienting itself, during its gyrations, successively towards
all the points of the compass. It had a still underlying purpose of simulating the
northern rekha-prasada, while still retaining the southern model. Thus, the verti-
cal ribbings run right up from plinth to the griva almost uninterruptedly, creating
an illusion of a partially closed royal umbrella. This did have a symbolism of its
own of the centripetal focus of the temple organism. The horizontal stratification
running like a warp across this convergent vertical rhythm, was mere abstraction
of the southern vimdna storeyed division. It is ofinterest to note here that the
Kalyani Chalukya style of architecture, in its southern category, had already
established an archetype, wherein the falas get somewhat stunted or compressed,
the individual element of the hdra stylised, and their horizontal lines emphasised,
and the griva and Sikhara, undistinguishably merged with the total mass of the
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tower design. The wall portion also was abbreviated into the tala and upari Jangha
division of the northern style, heightened also by the expansive chddya cornice—
again a northern feature. With such a head start already given by the Kalyani
Chalukyan guilds, and with a deliberate intention of fostering a model different
either from the basic southern proto-types of the Gangavadi and Cholamandala,
it is indeed speaking high of the originality of the Hoysala guilds for having been
still in a position to introduce innovations to erect a model, whose main idioms in
drapery were as follows :

(1) The superposing of the well-known northern device of vydla-thdra, gaja-
thdra, asva-thdra, nara-thdra, etc., of the plinth, against the truly southern or
Deccani southern plinth, milieu of padma, karnika, kapota, and vedi, resulting in a
complete camouflaging of the inner integrity of the plinth mouldings by a series
of bonds of equal height, and set vertically into an edge-to-edge fitting, virtually
giving an impression of a filigree outer encasement.

(2) A stellate plan which goes away with cardinal points, as well as karna or
bhadra, and gives greater wall space for figure sculpture. In the early examples,
this stellate main temple mould was not reflected in the fagati terrace below, nor
so meticulously consummated on the jangha itself—keeping a fair balance of the
carvings and architectural wall elements and motifs. Jagari itself was dispensed
with in some of the later examples, as at Mosale, where an elevational setting
for the temple was otherwise available.

(3) The element of sukandsa being made ubiquitous for all Hoysala temple.

(4) Side proches for the navaranga.

(3) Vitana diversification of the interior ceiling with all the accomplished dex-
terity already imbibed from the Deccan.

(6) Avoiding any obligatory prakdra-bandha for the temple, nor indeed any
parivdra or ancillary shrines, and in the sequel, not overcaring for a regular gopura-
dvdra entrance for the complex. Such a gopuradvdra is primarily a post-Hoysala
introduction, wherever we find them now.

(7) The stylization of the miniature vimdna motif on the niches shrines on
the jagati, jangha, etc., into a deliberately hybridised model, a via media between
a northern and southern temple tower forms. In an equally conscious basic con-
firmity with the southern vimana order, it kept all temple towers—main or miniature
—storeyed, and capped by asikhara and kept its roof from sukandsa to
mukhamandapa flat,

(8) It eschewed the use of either stucco or painting in its art composition, in
glaring contrast to the southern established practice, but maintained dvdrapdla
figures on the ardhamapdapa door-flanks.

The most realistic factor in the Hoysala style dissemination was obviously
the circumscribed zone of its provenance. This hardly ever crosed the Tunga-
bhadra and was indeed appreciably to the south of it. It did not transgress into
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the Kadamba territory on the Sahyadri upland (like the present day Shimoga
District) or the coastal, tract, nor too flagrantly into the Nolamba zone in Kolar,
Bangalore, Chitradurga and Tumkur districts of today. It clearly respected the
Kaveri as the southern cultural border. In effect, it was confined to Mysore, Mandya
and Hassan districts, and it is needless to say that this was the home-zone of the
Hoysalas, and at once involved the hill-and-valley basin. The Hoysala patronage
was, at the same time, culturally ambidextrous; since a non-Hoysala and truly
southern milieu was also simultaneously, coevally, and coexistingly set in motion
in this very territory—some of the outstanding examples of which are at Sriranga-
patna, Melkote, Tonnur, Gandlupet, etc.

The Hoysala style was thus a resplendent case-in-point for the motivating
factors which underlay regional temple architectural schools in India, namely
sustained political supremacy, a religious revival, and local cultural regeneration
and a penchant for synthesis.

In creating a trend, the local guilds whose celebrated artisans like Malli
Tamma, etc., had left their names engraved on many temples they devotedly fos-
tered, were clearly working down the alley-of-no-return in architectural styling.
The natural counter action to this was the restoration of the main line devolutions
in the southern vimdna style, in the subsequent Vijayanagara era, with a sharpness,
freshness and promise, into a dedicated commitment to, and elaborate annotation
of the southern vimana personality, vertically and axially.

THE POLYMORPHISM OF THE HOYSALA PARENT-MODEL

Within the somewhat conspicuously extravagant uniformity of their basic
modulations, the Hoysala guilds did vary the phraseology and the layout mode,
resulting in a considerable range of differentiation of which about eight variants
appear to be discernible. They are primarily typological or morphological, though
a broad chronological progression also could be argued out. These types are :

{a) Single cella and tower with ardhamandapa and navaranga alone.

Single tower with three niches on the outer wall and two more in mavaranga
(Maddur—A.D.1150). There are some without even the navaranga, but there were
perhaps degeneration of the main type rather than variants (Madapura, Hemmara-
gala, Aggunda, etc.)

(b) Single or double-cella with towers with navaranga and temple porch
(Belur, A.D. 1117, Talakad, AD. 11 17 and Tenginaghatta).

() Triple-cella, but with only ome tower and ardhamandapa only for the
main cella (Hosaholalu, A.D. 1120 and Nagamangala, A.D. 1135).

(d) Single, double, triple or quadruple towers with ardhamandapa, nava-
ranga, and a mukhamandapa (Koravangala, AD. 1173, Doddagaddavalli, A.D.
1113, and Basrhal.)

(¢) Double (in a row or at right angles), of five shrine cells with ardha-



Main Trends in the Hoysala Temple Style 81

mandapa (for each), common navaranga and a mukhamandapa combined with
Nandimandapa side entrances (Halebid, A.D. 1145, and Govindanahalli, A.D.
1150).

(g) Single- or triple-shrines with all axial elements plus separate sringara chori
mandapa. (Hedatale, Amirtapura, Arsikere, Suttur, etc., 13th century A.D.).

(h) Single- or triple-shrines with the full axial unit complete for the chief
cella, and the sub-shrines added thereafter, with mukemandapa and outer sringara
chori mandapa (Belavadi, 13th century A.D.)



11

TWO UNUSUAL TEMPLE MODELS IN MYSORE AREA

The Kannada-speaking region can boast of the most vigorous, varied and rich
heritage in the realms of architectural and sculptural art. The Kadambas and
the Nolambas, the Gangas and the Chalukyas, the Rattas and the Hoysalas, the
Vijayanagara and the Nayaka rulers had all fostered these arts with their discern-
ing patronage. It is, therefore, generally feasible to follow the evolution of strue-
tural architecture from phase to phase in any part of this region, even when local
mannerisms have become important elements. The Kannada-speaking region itself,
at the sametime, had been unofficially and traditionally divided into two zones,
of the Karnataka and the Mysore respectively, with the appropriate cultural, ling-
pistic and art undertones. The basic unity was certainly not vitiated, but distincti-
vely enriched. It isto bs noted that the Karnataka zone had the adventious
context for imbibing the cultural impacts from (Late) Gujarat, Central India, Malwa,
Deccan (Dakshindpatha,) as well as vital ingredients of the southern India, thereby
staking its claims for having been the cradle of new experimentations in structural
styles from the 6th century A.D. onwards. The Mysore area, was nonetheless
dynamic in its architectural expression, but its modulations, owing to its somewhat
insular set up, were liable to represent modifications of a single major style, namely,
the southern vimdna order, and whenever strikingly new variations were articula-
ted, these were mostly intelligent and imaginative hybridisation of elements seeping
into its cultural matrix from the northern Karnataka and Deccan tracts. The early
medieval period had particularly been noted for its bold innovations and structural
modulations, which while yet seeming to be novel, do not do violence to the archi-
tectural order to which the region and the age pertain. It was this period that
gave the marvellous exposition of the hybridisation of the said southern vimdna
order and the pulsating Deccan (Later Chalukyan) structural layout, especially
the bold emphasis of the vertical corrugations, from the wlinth upwards, and the



Two Unusual Temple Models in Mysore Area 83

suffused persistence of the horizontal division of the superstructure especially, con-
sistent with its southern architectural moorings. This Hoysala exposition almost
worked itself out by a prodigious turn-out of temple models, almost of custom-
made uniformity and indigenous surface ornamentation stylised to meet the requi-
rements of the special layout and elevational scheme. We thus do not have any
new vogue of structural display after the end of the Hoysala period, registering
a new impetus or rejuvenation. This comparatively stagnant phase, which was
to be re-enthused by the early Vijayanagara craftsmanship, indulged in a few aber-
rant experimentations to revivify the architectural scene, before it fell into even
strides after a while, to produce massive and dignified structural models of great
virtuosity and elevational clarity, marking as it were a sharp break with the Hoy-
sala exuberance and shimmering surface intricacy. The two (perhaps some more
might be there as yet unrecognised) models which filled the vacuum between
the Hoysala highnoon and the Vijayanagara resurgence, are the Vidyasankara tem-
ple at Sringeri and the Sadasiva temple at Nuggehalli. They are, even mutually,
sharply different and in their setting also varied; the former nestling among the
sylvan altitudes of the watershed, while the latter is on the low plains of the eas-
tern part of Hassan district, It is to be observed that both these examples are
not faltering expressions, but assured and confident manipulations of the architec-
tural components. They are, even in their gross size, larger than any average Hoy-
sala temple gone by. What distinguishes them from the erstwhile traditions is liable
to go unnoticed due to what common features exist between them and their quon-
dom archetypes. Firstly, the fagati terrace below the plinth continues and is itself
of no mean merit. Secondly, the elevation isstill a blurred compendium, as indeed
even the Hoysala tower was, in relation to its body and base. Thirdly, its longi-
tudinal axis showing the full compliment of the navaranga and mukhamandapa does
not have any cloistered prdkdra wall closing around. With these features of the past,
they involed some strikingly new components and idioms, which even, in the medi-
eval set up, was liable to be treated as novel, if not positively outlandish.

It is extremely interesting that in these two examples preserved for us, we
have two broadly varying types of approach. The Vidyasankara temple aims at a
continuity of the Hoysala tower arrangement by the emphasis of the horizontal
divisions of the tower and the vertical divisions of the story. The aim is nota
deliberate exercise but only a make-believe, since the elevational inspiration is
seemingly form an entirely different quarter. The Nuggehalli Siva temple on the
other hand, also wants to perpetuate the pre-occupation of the Hoysala master
builders with the stellate plan, but wants to graft a seemingly innocuous but an
admittedly atypical tower format to it, and gets away with it, owing to the fikhara
or capping element producing a general feeling of unity with the prevailing tradi-
tion of the south. In the sequel they form a conscientious subversion of the
extant temple proto-type, along its horizontal and wvertical coordinates, harmoni-
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sing foreign mannerisms and components into a scheme, and producing two excell-
ent, if somewhat piquant architectural creations. We might now describe the two
structures individually in their architectural format, before staking comments upon
the sources of their inspirations, but it might not be too rash to indicate that these
had seemingly come for the Bhimija model of the Upper Deccan and Central India,
and the Kadamba-Ndgara model of the coastal Karnataka.

The Vidyasankara temple is, it should be marked at the outset, 2 creation in
the granite medium. The Hoysalas generally preferred softer stones, but Vijaya-
nagara composition always revelled in massive granite blocks—the evidence of
which is all too impressive at Hampi. The temple at Sringeri is an excellent example
in the stone-cutter's art, since the desire was to divide the layout into a saptaratha
type, and in that process an almost circular outline is imparted to the structure on
the front and on the rear, resulting in an elliptical form divided by a central cross
corridor. While the western part contains a sdamdkdra garbha itself divided into
saptaratha in its main part and a linear projection on the frontal (eastern) side com-
prising a massive ardhamandpa and a slightly widening mahamanddpa, although in
both cases, they are divided into a central nave and two side sub-shrine chambers,
one on each side. The main garbha also has on its cardinal niches sub-shrines,
corresponding to the door openings on the bakhya bhitti (outer wall), in addition to
three more on the cardinal points of the front half of the temple structural which,
though externally in saptaratha plan, is internally replacing the antara bhitti of
the garbha half of the temple by a series of 12 pillars in a navaranga scheme with
the central ankana showing an elaborate circular lotus medallion with pecking
parrots on its rims. The twelve pillars again carry the twelve zodiacal signs, and
thus the entire front half of the temple representing the mahd or rangamandapa,
would stand for solar immanence. The garbha part is divided into five shrine-
chambers, including the main central one carrying a linga, going by the name
Vidyasankara, the remaining showing Brahma with Sarasvati on the south, Vishnu
as Lakshmi-Narayana on the west, and Umamahasvara on the north, all
seated figures, Ganapati on the southern of the two front sub-shrines, and Durga
on the northern sub-shrines, all taken as indicating the six fold cults in Hindu-
ism prevalent at the time of Adi Sankara, a harmony among which he
strove for, thereby acquiring the appellation shammatacharya. If so, we seem to
be missing Subrahmanya or Kartikeya in this. Besides the uniqueness lies in show-
ing the Trinity with their consorts, especially Brahma with Sarasvati which is
rather rare. The positioning of Ganesa and Durga on the south and north of
ardhamandapa need not call for any answer, as this is absolutely in conformity
with the dgamie injunctions. Thus, what is appearing to be square lay out, is by
the multiplication of the ratha offsets is turned into a diagonally placed cella and
further by the fact that the offsets are all of equal divisions except the bhadras,
has almost become a semi-circular or apsidal sweep of plan, a feature which is all
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the more emphasised by the abrupt ending of the cella on the front side in a triratha
stretch alone, whereafter the ardhamandpa represents a straight line broken only by
the projection of the balustraded flight of steps, and with the mahamandapa the
exact reproduction of the garbha and the ardhamandapa—in its apsidal spread and
with three entrances into it, as is indeed found in the main vimana part as well.
In fact, it is also manifest that the necessity for introducing the saptarartha sitryama-
ngdala within the circumscribing a dvddasa rdsi (zodiac) formation in the ranga-
mandapa, has been as fundamental to the architectural symbolism of the temple
conservation as was the vertical fretwork which tended to convert what was to have
been a plain wall part into a scintillating chiaroscuro of light and shade and, in the
bargain, could also berth more divinities that would otherwise have been possible.
The anclogues for such a device do obtain in the Kakativa architecture, and the
introduction of an attic or a clerestory rise above the talachddya or main cornice
over which rests the upper cornice or the uparichddya is to be seen especially in the
Kalinga and Eastern Ganga territories on the east coast. The Kakatiya device of in-
troducing a wide set projecting door cornice is seen on all the six door openings. The
Hoysala devices have thus been almost completely disowned and a new perspective
and archetectonics have been attempted in the introduction of the sukandsa over
the ardhamangdapa and showing its elevational rise as integrated with that of the
second tala pada and prastara, and its crest or mukhapatti with sakti-dhvaja corres-
ponding to the pdda of the third rala. The full employment of the non-southern
matrix, but a clear transmutation of the prevalent Hoysala norm into something
which is a profound were restatement of the Kadamba-Ndgara of coastal area form
ar the pidha deul type of the jagmohanas of the Kalinga or the Eastern Ganga tem-
ples (as in the Bhimesvara temple of Mukhalingam) and in the sequel tending to
riase the stature of the temple which under Hoysala aegis tended to get somewhat
stunted and compressed into something which is lofty and empirical, would
certainly speak volumes of the prevalent mood of the embryonic early Vijayanagara
artisans striving to cvolve a style of their own. While they had certainly been only
partially successful in adumbrating any new vogue through such an effort, they had
clearly aligned themselves in favour of certain features of the temple architecture.
They want the sukandsa—a device which the Vijayanagara style almost constantly
used in the Kannada country and even outside in the South.

It may be stated that the Vijayanagara mannerism unmistakably opted for a
dichotomy wherein the superstructural tower was either of the southern vimdna type
with the sukandsa, or the pidha duel or Kadamb ndgara type without the sukandsa,
and used the latter profusely even in secular architecture, as could be seen as widely
separated areas forming a summation of the best known among the early medie-
val mannerisms in the Karnataka-Deccan and the eastern coast. But one should
not easily forget that the place is located or almost poised on the ghats, and thus
it would have been natural for the superstructural style to be conditioned by the
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design repertoire of the heavy monsoon Konkana-Kanara littoral And in the
ultimate analysis, it is the superstructure that becomes the index and the touch-
stone, as it were, of any architectural reorientation or innovation, and one could
safely aver that the Sringeri vimdna tower has been quite consistent with a
style that had been constantly and persistently mentioned in the monsoon
area of Kadamba and Chalukya Mandala hugging the ghats. This idiom
does away with the formal or progenitor elements of the entablature of a southern
vimdna. type, by eschewing alike the vyalavari, vedi, griva and the hara by
simply patternising these moulded courses inio a rising series of horizontal
and vertical steps. It had also kept a high degree of visual perspective in view and
thus had reduced the entablature moulding successively reduced in odd numbers
in the three upper ralas, as 7, 5, and 3, before the grifapindi moulding is reached,
upon which are squatting on the corners the nandi mount of Siva. The ribings
are continued, however, even on the quardrantal splay of the sikhara, its sequattish
bulbous upper part, but while the bhadras on the four cardinal directions show
the vertical festoon-like rise of their faces hugging the sikhara in a schematic
nasika, mukha pajti type, capped by a simha lalata, supporting a piirpaghata, (the
feature being a stylization of the later Chalukyan as at Gadag or Lakkundi) the
nandis themselves are only in the diagonal corners or vidiks. The southern vimdna
format in the sikhara, the Kadamba-ndgara or pidha deul or phansanakara format
for the entablatures are found in places as the Lotus Mahal in the Zenana Enclosure
at Hampi and the Kalyana Mahal in the lower fort of Rajagiri at Gingee. Itis
indeed, therefore, not too unorthodox for the architects of the Vidyasankara temple
at Sringeri erected in 1338 ($aka 1260), barely two years after the establishment
of the Vijayanagara kingdom at Hampi, to adhere to the indigenous concept of
the superstructural scheme and in the very technical drainage pattern of the slopy
roof with its ridge and channel stones for easy discharge of the heavy monsoon
storm water. The absence of a regular astylar corbel vaulting for the shell of the
Sikhara, but replaced by a bold system of pillars and cross lintels rising like a wood-
en scaffolding is not after either the truly southern form where it is in masonry reduc-
tions square into circle by cross struts or the typical Kalinga form where it is a
truly astylar corbelling. Such interior supporting schemes with rough dressed
skeletal frame inside but fully dressed and finished veneer outside, obtained in
certain parts of southern Rajasthan and Central Indian territories. This feature
certainly did not continue in the later Vijayanagara times when a near synthesis of
its elevational and layout schemes with in the southern vimdna order was achieved.

Reverting, in passing, to the saptdnga outer plinth (standing for the seven
wheeled 7-horse chariot of Sun) with its 12 zodiacal pillars centred on the ceiling
by a saroja or lotus—a Sun sybmol, we may perhaps surmise that as against the
representational forms of God indicated in the Brahma, Vishnu, Umamahesvara,
Ganesa and Durga, representing respectively the Gnaskanda (Kaumara), Vaishna-
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va, Saiva, Ganapatya and Sakta form, the Surya form in the front, in a non-repre-
sentative pattern would stand for the Brahma tejas or the source of all illumination.
An incidentally interesting sculpture that seems to have missed the attention of
scholars before, in this temple, is the occurrence of Hanuman dvdrapdla to the
main sanctum door. It cannot fail to recall the only two other unique representa-
tions of exactly similar kind, one in Tamil Nadu (at one of the Kunnathur group of
Pandyan cave-temples, south-east of Madurai), and the other in Kerala (at
Kottukoil cave-temple near Anchal). Itis to be noted that Hanuman is called-
Rudra-Virya-Samudbhava—and had also been imagined for Nandi by Ravana (kime-
sha-Bhagawan Nandi bhavet sakshadihagatah-yena ‘saptosmi Kailase maya sancha-
lite pura’), when Hanuman meets Ravana after Indrajit had subdued him. The
fact that such a recherches iconic feature should be selected for this temple would
show how a synihesis of religious cults or syncretisation was the penchant of certain
stages, and Sringeri specimen seemingly was influenced by Kottukal carving tradi-
tion.

In subtle but marked contrast is the Sadasiva temple, at Nuggehalli which
again, form its elevational features of the main vimdna as well as the front mandapa
extensions, did not stand under obligation to any other region. But it is on the
tower that the impact of new-found ideas began. This tower carries the star-
shaped plan of the jagari terrace, plinth and wall above and consistently with it
provides for a string of towers in the stellate projections—the towers being like
urah $ringas or anga-haras applied to the bhadra and karpa facets (carefully encased
on the front and side corners by patralatd designs), though these fecets are not
in one plan but facing radially different directions. There are three points of the
stars on each of the sides, the western side showing it fully and the northern and
southern sides having the third merging with the karnatilaka and the sukandsa that
is beyond. The recession between the bhadra and karna also shows a recessed
tower miniatures in vertical strings, until the vedi and grihapindi level is reached
whereon are placed four nandis in the four oblique corners (vidikas) followed by
an intensely oblate (amalaka-like) Sikhara overlain by a rising ratna pifha, kalasa
and stipi. It is the models of the miniature fikhara or anga-hdras that concern us
especially. These are of the pidah deul type, or the Kadamba-ndgara type, show-
ing a series of kapota like bhiimis capped by a sikhara unit, and the recesses between
cardinal points provided with /ards. There are thus two significant departures from
the accepted norms of the southern temple in this case, firstly, that a northern
type of tower (sikhara) arrangement, strongly recalling the Bhimija pattern of a
series of urahsringas on the various parts of the sikhara periphery, hanging like
festoons are there, and secondly, the very Sikhara model (muniature as well as the
macrocosm) is not the rekha-nigara prasida type but rather the Kadamba-ndgdra
or phansankara or pidha-deul type, met with variously in the coastal Kadamba-
carly Chalukya examples, of the West Coast, the Maitraka shrines of the Saurashtra
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area, or some of the Eastern Ganga temples of Mukkalingam and its neighbourhood.
The storeyed division of the southern vimana has all but been crowded out and,
on the other hand, a graduaily reducing sized vertical string of tower units are
er. collecting together near the grihapindi, like a festoo-
ned umbrella. The earliest known exemple of the Bhiimija type of Malwa and
Central India which is nearest to the Hoysala country could be only in the lower
Deccan; as reared under the Yadavas of Devagiri, at Sinpar near Nasik, Jhodga,
Kokamthan, etc., but these do not necessarily call for a stellate plan. They,
however, make use of the multiple angas or rathas of the bhadra and turn the lay-
out into almost pointed or projecting bhadras, on the cardinal points, twisting the
normal square plan by 90°, with the sides of the temple facing vidiks and not the
diks. The already evolved stellate plan of Hoysala temples, had been quite con-
ducive to the string of hdras of miniatures on each of the stellate projections, in
diminishing sizes, as one goes up. Thus it could be said that this Sadasiva
temple was only a culmination of the aberrant Hoysala temple model
taking note of Later Chalukyan devices and productions as at the Doddabasappa
temple, Dambal and should be placed towards late 13th or early l4th
century A.D. The design of the §ikhara that has inspired it, namely, the Bhiimija
type, makes ita somewhat aberrant variant in the central Hoysala style. It is very
likely that the temple belongs to the twilight of the Hoysala days when it might
have been overwhelmed by the Later Chalukyas (of Kalyana) and was susceptible to
various Deccan influences. The remaining part of the temple also carries forward
the elements which have a greater relevance in the Deccan terrain rather than the
true to type Hoysala, and these are the almost featureless and plain walling show-
ing only a series of pilaster elements; the sukandsa which is more similar to the
Later Chalukyan type, notwithstanding the continuing motif of prancing lion
with warrior in front on the ridge of the sukandsa, the entrance or nandi mandapa
integral with the mahamandapa though with a lesser width and enclosed on the
eastern side and access given only from the north and south-which again is not an
established Hoysala mode; and a separate entrance into the mahamapdapa from the
ndapa, which shows the ceilings flat on central

south, through a separate agrama
nave and somewhat slopy on the side aisles, which is often a Chalukyan hallmark

in roof design. There is no doubt that the temple represents a feeble dragging of
feet by the Hoysala style in its artistic embellishments and sculptures inside the
firming to its norm is of extremely impor-

mandapa, but what it puts on as not con
tant stylistic interest. While still looking forward to the revival of the solid respec-

tability and assumed granite workmanship of the Vijayanagara days in yet to begin,
this temple is a landmark indeed in southern Mysore area, of the type of metamor-
phism that overtakes an effete temple style, under the temporal pressures and

artistic liberalism.
If the Vidyasankara temple

mounted, one upon the oth

at Sringeri is an autochthonous model but under
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the confident initiation of the Vijayanagara overseers, the Sadasiva temple at
Nuggehalli is an outlandish variant of the Hoysala architectural spectrum, and
though not sitting well in the interior of south Mysore, has the credit of belonging
to an early medieval politico-cultural watershed, covering the Late Hoysala,
Kalyani Chalukya, and Yadava art mannerisms, adapted into an atypical mould.
The former is a resurgent and ebullient new vogue, while the latter is a non-
descript and make-shift improvisation of an era passing away.
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JAINA ART AND ARCHITECTURE IN TAMIL NADU

INTRODUCTORY—HISTORICAL AND CULTURAL

The oldest copper plate charter of the early Pallavas of Kanchi, namely, the
Pallankoil grant of Simhavishnu (6th year) is dedicated to the grant of Pallichchan-
dam village in the Perunagar area (near Wandiwash) which had consequently been
the most important Jaina settlement till today, and the grant was made to Vajran-
andi, Guru of Tirupparuttikunram-Amanserkai (Jina Kanchi) across Vegavati
river, at Kanchipuram, and would show how respectable and important status
had been enjoyed by Jaina teachers mn the metropolitan centres of Tamil Nadu
already in and before the 6th century A.D. Dharmasena (later on becoming
Appar, one of the four early Saiva saints or Ndyanmdrs) who is said to have been
a contemporary of Pallava Mahendra, Bhavanandi (Pavanandi), the author of
Nanniil, a Tamil gramatical work, who lived in the 12th-13th century A.D., at
Vijayamangalam in Coimbatore district and was patronised by Amarabharana
Siyaganga —a feudal of Kulottunga |lI—were a few other important leaders of
Jainism. The author of the greatest aphoristic literature, Tirukkura], namely,
Tiruvalluvar who lived at Mylapore (Madras), in the Pallava period, invokes
Adinatha or Vrishabhanatha in his very first aphorism. The oldest and most
important grammar of the Tamil language, namely Tolkdppivam, Nemingtham,
Yapparngalam and its commentary, Silappadikdram authored by the Chera prince
llango Adigal, Jivaka Chintdmani, Chidamani Nighantu, Perungadai (a Tamil
version of Gunadhya's Brihatkathd, written by Konguvelir of Vijayamangalam),
Naladivar and several other important works, owe their origin to Jaina thinkers
and leaders of the early Tamil history.

The entry of Jainism into the capital of the northern Tamil country, namely,
Kanchi, was made through the western periphery of the State, from the neigh-
bouring Ganga territory of Karnata where Sravanabelagola and other centres
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were located, and that is why we find North Arcot, (besides Coimbatore and
Western part of Tiruchchi district) of Tamil Nadu, containing of the largest number
of Jaina vestiges till today, like Vallimalai, Tirunarungonrai, Tirunathankunru,
Arpakkam, Armamalai, Tirumalai, Perunagar. Venkunram. Piridiyur, Vijayaman-
galam, Arachchalur, Pugaliyur, Ratnagiri, etc., having continuous Jaina traditions
extending even upto today in most of these places. The clustering of the main
series or ancient natural cavern beds with early Tamil-Brahmi records and sundry
vestiges of their life in these caverns was mainly around the old capitals of the
Tamil kingdoms of the Pandyas, Cholas, and Cheras as at Madurai, Tirunelveli,
Uraiyur and Karur-Vanji and the other metropolitan centres as, Kanchi. Itis
also interesting that in one of the early settlements, in the Sangam period (¢, 3rd
century A.D. to 5th century A.D.), the name was given as Patalipura—for the
modern Tiruppadirippuliyur in the coastal part of South Arcot district, between
Cuddalore and Chidambaram—doubtless after the ancient and primary Mauryan
capital of Patalipura (Patna) in Bihar. An old Dramila Sangha or academy of the
Jainas is said to have existed here. The southern groups of Jainism in the
Karnataka and the Tamil country had been mainly of the Digambara order, as
against the dominant Svetambara order of the Western Indian groups in Gujarat,
Rajasthan, and Delhi, and had spread south in the Satavahana times, when there
was the largest movement of trade and commerce and of people from the very
borders of Bihar to almost the very tip of the Peninsula—a movement which
spread the teachings of Jainism and Buddhism to the far corners of the Deccan
and the south, without in any way conflicting with the sedate evolution of post-
vedic Brahminism.

The spread of Jainism in south India is one of the most important sociological
developments that took place in the history of that region. It had impacted upon
several spheres of the then existing religio-cultural activity, no less than the
economic situation, and brought to bear upon the whole society, a new awareness,
a stimulus for material and ethical enrichment, and ultimately, an invigorating
spurt in the literary and scriptural traditions of the land. It has sometimes been
considered by scholars that this was a ‘partial attempt to Aryanise the Dravidian
races. This might probably be an over-stretching of the implications of the
terms Dravidian and Aryan bevond their mere linguistic confines. All the same
it suggests the near-profound character of the event. In Tamil Nadu especially,
the introduction of Jainism was fraught with epoch making consequences, in almost
every field, especially literary and cultural. Kanchi became important under the
Digambara mission of Visakhacharya, which, with several groups of emigrants—
in the wake of the earlier Kélakacharya and still earlier Bhadrabahu I and
Chandragupta Maurya of traditional fame— entered the Chola and Pandya countries
and Kundakundacharya—the first in all the southern Jaina genealogies—is referred
to with distinction in the Kura/ of Tiruvalluvar, and the twin epics, namely,
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Silappadikaram and Manimekhalai. Hicun-Tsang had gone on record that in the
city of Kanchi and Madurai, the majority of the Devakulas belong to Digambaras
living in those cities. When we consider in this context, the fact that some of the
very earliest known natural caverns with polished beds and early Tamil-Brahmi
records in different parts of Tamil Nadv aggregating to as many as 75
have been caused by patronage of Jainism, the signal contribution of Jaina
thought and culture on the matrix of the Tamil country becomes more than
obvious, Pallava Mahendravarman I and Kun Pandya (or Nedumara) were said
to have been Jainas first and restored to Brahmanism by the early Saiva saints,
Appar and Jianasambandar. This process ended only with Hoysala Vishnuvar-
dhana who was an ardent Jaina having been converted to by Sri Ramanuja, the
founder of Visishtadvaita® Vaishnavism. His royal queen Santaladevi continued to
be an active Jaina patron throughout her life. The Ganga kings who had nur-
tured Jainism with such eternal glory as has been reflected by the nerve centre of
the Jaina activity in Karnataka like Sravanabelagela, had, in their territories
along the borders of the Tamil country, as at Vallimalai, excavated such Jaina
beds and images under Rajamalla I (A.D. 817-828.) and his son Nitimarga who
was also a Jaina. The Vijayanagara kings had been discerning patrons of Jainism
as the abhayaddsana compact between Jainism and Vaishnavism caused by Bukka 1
(A.D. 1357-1378) and the erection of Ganigitti Jinalaya at Hampi, and the
Sangita Mandapa by Iruguppa, the General of Bukka Il (A.D. 1385-140) at
Tirupparuttikunram prove.

EARLY PHASE

The architecture of early Tamil country had received certain important
assignments at the hands of Jainism and its patrons, the oldest among these being
the innumerable natural caverns and beds of these ascetic votaries of the Jaina
religion, living in the remote corners of the country, alone as recluses, and mediat-
ing upon the feet of Vardhamana, the twenty-fourth Tirthankara and their
founder.

The most important thing that prima facle arrests our attention in respect of
these cave beds, is the extremely smooth polish the stone in the bed areas has
received. It would not be too far afield to attribute this to the admitted knowledge
of polished stone as in the Mauryan columns, that could be boasted by the first
Jaina immigrants into south India in the centuries before Christ—among whom
no doubt had been some crafitsmen as well. It may be looked upon as an
archaeological and architectural proof of their Mauryan importation in the deep
South.

Of the upwards of 75 cave-Brahmi records, a very great majority relates to
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Jaina endowments and would support the theory that these Jaina mendicants
were sought after especially by the trading class for wholesome advice, blessings
and religious services. A whole series of crafismen, comprising goldsmith, cloth-
merchant, iron-monger, salt merchant, lapidiar, etc., are found endowing several
cave beds in their individual capacity in the largest cluster of such beds around
the metropolitan city of Madurai, and these form, as it were, an ancient Chamber
of Commerce. The early Tamil-Brahmi records themselves give interesting names
like Aritan (Harita), Kuviran (Kubera) Chen-Kuviran (Red Kubera), Ariytj
(Hariti), Ven Kasipan (White Kasvapa), Tavirai (Sthavirai), lla Kutumpikan (house
-holder from Ceylon), Chaiyalan (from Simhala), Chen Kayapan (Red Kasyapa),
etc., which are of great interest; considering their time of dispersal in Tamil Madu.
Especially may be noted the distinction of two colour-systems, the red and white
in some of the names above, In the medieval times also, the Jains employ the at-
tribution of Red and White colours to their groups, temples, etc., in northern India.
A sitpation, thus, not unlike that which prevailed in northern India in the early
days of the Gautama Buddha and Vardhamana and their disciples, with the non-
Brahmin communities mustering around the new credo which made religious
thinking and god-heads ever so simpler and down to the earth, had also prevailed
in the period between the 2nd-Ist century B.C. and 5th-6th century A D, in
Tamil Nadu. By the very ethical nature of its teachings at that time, early Jainism
in Tamil Nadu had not created for itself wvisible structural models of shrines and
devakulas. This development by which the inevitability of the inclusion, into Jaina
religion, of minor divinities that were always revered by the masses, and the
emphasis on the supremacy of Mahavira and the other earlier Tirthankaras before
him, starting from Adinatha, came to existence, is to be ascribed only to the next
important phase, approximately from around the 5th-6th century A.D. onwards
and led not only to the very earliest rock-art examples in Tamil Nadu in the form of
cave-temples, but also those of individual sculptural carvings that stud the rock face
al or near the very caverns which were the earlier traditional resort of the Jaina
ascetics. These are represented by the vestiges at Pechchiparai, Sittannavassal,
Nagamalai, Kilavalavu, Uttamapalayam, Kalugumalai, Vallimalai, Armamalai,
Tirumalai, Chithral (Tiruchcharranarmalai) and several other places. The patterns
of this rock-art would seem to suggest that the art and architectural models
adopted by Jainism were not any the different from those of their coeval Brahmani-
cal compeers but, at the same time within the development of Jaina art and icono-
graphy, showed significant stages of growth. The earliest of these as could be seen
either at Pechchiparai (Chokkampatti near Kadayanallur, Tirunelveli district) and
Sittannavasal, did not show the formula of Mahavira, Paréva and Gommata but
only two of the main Tirthankaras, namely the first two, and boldly intrﬂdu?e
several other pontifical leaders as also the yakshas and yakshis, the former in
forms which should be taken as portrait sculptures. The nearness of ponds or
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natural tarns to the cave beds, sometimes larger than the immediate needs of these
mendicants, coupled with the fact that atleast in two of these, namely at Sittan-
navasal and Armamalai, we have the painted vestiges of the Samavasarana showing
the lotus tank and the bhavyas, would suggest that these large tanks nearby were
to stand for the Samavasarana symbolism. The holy Sravanabelagola itself, by
its very name, substantiates the significance of the tank of whitness (Beligula),
for the §ramanas. Such tanks exist everywhere, as at Nagamalai, Saranarmalai at
Chitharal, Kalugumalai, etc.

Pechchipparai and Malayadikurichi in the Pandyan country together with the
Arivar Koil cave-temple at Sittannavasal would comprise the most well-planned
Jaina cave-temples in Tamil Nadu. Otherwise, most of the vestiges of Jainism in this
region have only a natural cavern location with sculptural carvings alone repre-
senting the Tirthankara and yakshi figures typical of the Jaina religion, substan-
tiated by records also. This would show that well-organised Jaina architectural
enterprise with royal patronage was mainly in a short period in the seventh century
A.D., but otherwise, earlier as well as later, the several Jaina teachers who had
spread over the Tamil country were content with the individual patronage of
tradesmen and disciples. Only from the &th century A.D. onwards, sculptural
carvings of Tirthankaras, and yakshis find a place in these sites. The earlier trend
was in favour of meditation and mortification of the body by exposing it to the
elements.! and ritual Jainism, with the detailed worship of the Tirthankaras, Peficha-
parameshtis, and other external artistic symbolism not yet consolidated.

The Seulptural Style

Jaina art in Tamil Nadu follows essentially the trends of the art pool of Brahm-
anical architecture of the historical petiod. This art-tradition was to some exient
moulded by the Satavahana craftsmanship, but had only this major difference that
the latter operated on soft stones while those of Tamil Nadu, had no option but
to opt for the hard granite rocks which are plentiful in this region. On this basic
outlook, the guilds that worked in the land of Tamils belonged to the Pallava and
Pandya territories, and, at a later stage in the 10th century A.D., they were ex-
posed to the Rashtrakuta mannerism, but were otherwise subjected to the Chola
norms. It is. however, generally found that the style and idom were, by and large
conservative in the early stage (c. A.D. 600-1000) and given to a suppleness of
face and heftiness of body which had seemingly been invented in the Pallava phase,
but had continued to prevail with a degree of consistency and monotony even upto
the early medieval times, when the rise of the Vijayanagara vigour heralded a new
outlook in the Jaina art as well, informed alike by a certain ornamentation and bias,
reflecting folk urges. The earlier norm was regulated by the repetitive and ethnic
uniform character of the icons, most of which were mainly the Tirthankara figures
standing and seated (variously of Mahavira or Jina), Parfvanitha, Siddhayika,
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Matanga and Bahubali. It would seem to reflect the essential conservatism of
Tamil Nadu Jainism which did not in full measure participate in the ritual and
iconographic inflexion and ramifications elsewhere in the Karnataka where Jainism
for long continued to be a stable and dominant faith of the masses, with profuse
royal and commercial patronage. The Vijayanagara,and MNayaka phases, however
introduced the new trend of vivacity and group composition in contrast to the
stoney stillness of the earlier sculptures. The only concession to any warmth in
the carvings would, perhaps, have been the full lips which invariably adorned
these figures all along in the early period. This brought about a modicum of
universal compassion to the figure that is so characteristic of the Jaina credo.,

The important centres under the Pallavas, Pandyas and the Cholas steadily
helped in the growth of Jaina ritual and art, and by the eighth century A D, at
least, we have the variations of the several Tirthankara forms in the structural
temples, and also separate individual shrines or temples for them and for the
Yakshis. The Late Chola and early Vijayanagara period was undoubtedly the
most eventful period in the expansion of Jaina iconography in Tamil NMNadu, and
we see for the first time, after an earlier heritage between ninth and the twelfth
centuries A.D., of acrimonious relationships between Jainism and Brahmanism, a
close and pervasive role played by Jaina art throughout in the Tamil society. Jaina
patronage, however, did not diminish all through the period, and several structures
like Kundavai Jinalaya of the time of Rajaraja, attest to this. A [ist of the various
personalities and names that had enriched the Jaina communities in Tamil Nadu
right from the earliest times of the cavern beds upto the Vijayanagara periods,
if compiled, would make impressive reading.

CAVE-ART PHASE
Pandinadu

FPechchiparai (Chokkampaiti)

About 48 km from the village of Kadayanallur, on the higher slope of
the mountain is found an early rock excavation which has architectural features
that relate it to the layouts adopted for early Brahmanical cave-temples, as at
Lower Rock-cut cave, Tiruchchi, or Tiruvellarai. not far away from the former,
datable to the very end of the seventh century A.D. The exterior scarp is left
undisturbed except to show a finished edging for the cornice of the facade in the
form of a smooth band decorated with circular nailhead motif for the cave-board
on the wood architectural proto-type. The interior shows two end-shrines facing
each other across a common hall, with the body of the chamber cut into at least
two bays, though left partially finished. The side shrines show the door frame
and well-formed cornices, and within the cells have incomplete figures that could
be attributed to Jainism by the details available like cobra hood (for Parsvanatha)
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and outlines of the figure chiselled out. It is likely that the back wall might have
carried provision for a niche figure.

Malayadikurichi
The other example is at Malayadikurichi where a finished cave with inscrip-

tion of the seventeenth year of Maran Chendan (who is the same king of the
Vaigai bed inscription of Madurai, and was the father of Arikesari Maravarman,
and was called Cheliyan in some early records) is also found. Here the niche
figures on the back wall of the rock-cut hall appear to have been completely
obliterated by being deliberately chiselled off in a stage of conflict, and could have
been for Jaina religion originally, and was converted into Brahmanical subse-
quently. The sanctum does not have rock-cut feature of the original character
that vitiates against this hypothesis, nor does the inscribed record itself have any
direct import that the cave-temple had been excavated for Brahmanical gods, but
simply calls it the stone temple cut by a local chieftain in the seventeenth year of

Maran Chendan.

Rock-cut temple— Arivar Kovil—Temple of Arhats

Plan comprises an inner shrine 3.94m square and 2.27m high, an ardhaman-
dapa in front, measuring 6.8 x2.27 x2.58m. A doorway measuring 1.67 x0.75m
approached by surul yali flanked steps, leads into the inner shrine. In the facade
are two massive square pillars and end pilasters. Beams are also indicated with
flexed cornice and fluted horizontal, roll ornamented corbel below. The ceiling of
the garbha shows wheel with hubs, representing the Dharmachakra. Lotus medallions
adorn pillar and pilaster faces. In the niche on the northern wall of the transverse
outer hall is a figure of Jaina dchdrya seated in dhydna pose, cross-legged, palm on
palm. A single chhatra is over the head to indicate that he is not a Tirthankara. An
inscription on a pillar near it designates him as Tiruvdsiriyan or the venerable tea-
cher or dchdrya. The opposite wall has a niche, with a Parsvanatha figure seated,
with five-hooded serpent above. The sanctum carries three images in high relief,
the northern central, representing Adinatha and Mahavira, have triple umbrellas,
while and the southern has only a single umbrella and was perhaps an dchdrya or
arhat. The entire surface of the walls, ceiling, pillars, etc., were painted originally.

Especially delightful is the depiction of the Samavasarana with the souls of
the bhavyas inhabiting it, for hearing the Tirthankara discourses. Before reaching
the heaven, the souls are said to pass through several regions, including one of a
lotus pool with birds, fish, animals, like makaras, eclephants and bulls and men
sporting there. The bhavyas are represented in colours (lesyd) like deep red ( padma)
orange (pita), etc., which along with white (sukla) are considered as the colours
of pure souls, as different from black (krishna), indigo (nila) and grey, of the
wicked souls. The paintings on the northern and southern facade pillars, of
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dancers with a pose of dandahasta or latdvrischika is even more beautiful and
impressive, and the natural hairdo and facial features, recall the best classical
values near to the Ajanta paintings of the first six centuries A.D., or the
Sigiria (Ceylon) paintings of the 5th century A.D. The technique employed is of
the fresco secco type, on a lime medium. The colours used are black, green, vellow,
orange, blue and white,

The side face of the cave rock carries an inscription of the Pandya king
Avanipasckhara (Sri Mara Sri Vallabha) during whose time the mukhamandapa,
apparently structural in stone, was added to preserve the main cave. The style
is of the Pandyan cave-art, as found in several centres elsewhere, in southern
Tamil Nadu.

BAS-RELIEF PHASE

Pandyan Country
Kalugumalai

At a distance of 20.8 km from Koilpatti R.S. lies Kalugumalai, already
well-known for its Pandyan monolith, Vettuvankoil and cave-temple for Subrah-
manya (ARE 1894, 18-117). Inscribed records on the rock in Vatteluttu and dedi-
catory in character (8.1, Vol. V, 1926, No. 307-406 ) mentions several names of
Jaina personages involved at Kalugumalai which should thus have been one of
the most active Jaina centres in the period between the eighth and the tenth
century A.D.

These carvings and inscriptions show how important the place had been for
Jainism in the ninth-tenth century A.D., and how it had kept its contacts with
several other Jaina centres in Tamil Nadu like Chitaral, Tirupparuttikunram, Tiru-
narungonrai, and Kottaru. It is also interesting to see that a hierarchy of disciples
15 recorded here and cross-checked by other records elsewhere in the rezion which
was a typical feature of the Digambara Jainism of Tamil Nadu,

Aivarmalai at Ayyampalayam

Several caverns and Jaina carvings of the ninth-tenth century A.D., and very
important inscriptions of the same period are found here. These records refer to
the hill as Aiyiraimalai and one of them, of the time of Pandya king Varaguna II
dated to A.D. 870, rekoning his regnal year from 862—historically important in
fixing a Varaguna-Nripatunga synchronism—deals with a Parsvanatha sculpture
and yakshis, got renovated here by one Santiviraguruva, disciple of Gunavira-
guruva. It is likely that this very Gunaviraguruva was the author of the famous
Tamil work Nemindtham. Other inscriptions refer to the famous saint Ajjanandi,
Indrasena, Mallisena Periyar, Parivabhattara, Perumbattivur Pattinikkuratti, her
disciple Purva Nandi Kuratti, etc. All these names and records belong to ninth-
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tenth century A.D., and are referred to elsewhere also in Tamil Madu as at
Kalugumalai.

Uttamapalayam

A small rock outcrop called Karuppannasvami rock here with a tarn below,
occurring outside the village was selected for Jaina carvings and records. The
carvings represent Mahavira, Parévanatha and some religious teachers with their
names. The cave beds and carvings around Madurai, the capital of the Pandyan
country form the most important group, historically and for the bas-relief, those
from Nagamalai (Samanarmalai), Kilakkuilkudi and Karadipatti and Kilavalavu.

Nagamalai

This has two important groups, one on the hill and other on the rear slopes.
The former has a series of carvings, in a row, of seated Jina, standing Parévanatha,
Padmavati and those of some pontiffs. The carvings reflect a high degree of
artistic skill and uniformity of style with other similar carvings from Kalugumalai,
Chitaral. etc., and are of the ninth and tenth centuries A.D. Inscribed records
occur from several of these.

Karadipatti

This group of carvings is on the inner face of a hemispherical cavity caused
by an exfoliation and fall of the rock on the slopes of the hill here and has Yakshi
Ambiki on her lion mount, almost similar to that of Chitaral and Matanga at the
other end, with Mahavira and Parsvanatha in between. Outside, on the brow of
the scarp is another and larger figure of Mahavira which has been carefully carved
with pitha, chauri-bearers, hovering gandharvas, and with the scroll work with foliage
above the triple umbrella not yet deeply relieved and somewhat incomplete. Ins-
cribed records in Vatteluttu occur under all the carvings referring to their context
and character.

Kilavalavu

Here close to a cavern with early Tamil-Brahmi record and smooth beds on
the the rock floor are found a series of Mahavira and Par§vanatha figures, complete
with pitha and other details of attendants, makara architecture for the seat-back,
etc. It also carries vestiges of a fine painted plaster over and around them showing
floral and figural details in them, in green and ochre colours,

Tirumurtimalai

There are several Jaina sculptures at this place located at the foot of the
Anamalai hills. These consist of a Tirthankara flanked by two attendants. An
inscription near these carvings refers itself to one Ettulappa Nayakka (in A.D.
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1793), according to which an agreement was made for granting four gold pieces as
marriage tax for the Amanesvara temple here, from the head of Amanasa-
mudram village and to prevent the transfer of the ownership of this land at any

time.

Tondainadu

Vilapakkam
This place near Velur contains also an unfinished carly Pallava cave-temple

on the Panchapandavarmalai, at one end of which close to the road but on the
higher slopes of the hill is a boulder with a tarn below and some natural
caverns. It contains inscribed records of the 50th year of Nandippottarasar
(Nandivarman 1I) and refers to the figure of Ponni Yakshi whose image is also
carved on the rock-face.

Vallimalai

There is a natural cavern with images carved on the inner slopy ceiling and
back wall of the rock and four incriptions of the Gangas and Banas recording
the founding of a Jaina shrine, setting up of Jaina images, etc. The Ganga
king was Rajamalla, son of Bana Vikrama, grandson of Sri Purusha, and
the great grandson of Sivamara, as given in the record. He improved the
cavern for a vasati. A Jaina image of Devasena, a pupil of Bhavanandin who
was a spritual preceptor of a Bana king is also found here. This image and
another Tirthankara carving, were set up by a Jaina preceptor Aryanandin.
Even the back wall of the Subrahmanya cave-shrine at this place contains Jaina

carvings.

Kudagumalai

In the Kudagumalai, adjoining Ammachatram village, there are several
natural caverns with vaulted ceilings and traces of polished beds on the floor, and
drip-ledge on the rock scarp face. Some Jaina images, damaged, including a stand-
ing figure of Tirthankara and circular stone pedestal with carvings (which might
have been part of a mdnasthamba pedestal) are also found, ascribable to the eighth
and ninth century A.D. Records from here of the fourth and the fifth year of a
Rajakesarivarman (9th or 10th century A.D.) refer to gifts of land in henour of
the Tirthankara of the Tiruppallimalai in Vadasiruvai-nadu.

Pandyan and Ay Country (Venad)
Chitharal (Tiruchchanattumalai)

By the side of the overhanging rock forming a natural cave, are found sculp-
tured figurs of Tirthankaras, which are votive images carved by visitors to this
holy shrine here from distant places in the past. The figures are those of Pariva-
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natha, Mahavira and other Tirthankaras and of Padmavati devi. The place seems
to have been sufficiently famous in the past to have attracted Jainas from such
distant places as Tirunarungondai in Tirukkoilur taluk of South Arcot district,
Kudavasal in Thanjavur district, etc. Archaic vatteluttu records below the figures
on the seat refer to Ajjanandi, Uttanandi of Kattampalli at Tirunedumbarai,
Pattini Bhatariar of Tiruchchharanam and Viranandi Adigal of Melaipalli at Tiru-
narungondai. One of the other records is important inasmuch as it is pertaining
to the Ay king, Vikramaditya Varagunavarman in his twenty-cighth year, and refers
to a grant to God for certain services at the temples endowed by Gunantangi
Guravis, disciples of Arishtanemi Bhatara for the Ambika at Tiruchchharanam.
The figure of Ambika especially has been carved carefully and vigorously like
Durga, with her lion mount with a female gana at the right carrying something
in a bowl.

This earlier rock-cut reliefs had been supplemented by a regular shrine in the
medieval times of a simple nature, along with a gopura entrance for the precincts
suggesting the development of architectural forms coeval with those for Hindu
temples in the region.

STRUCTURAL ARCHITECTURE AND ART

Early Stage
Tiruparuttikunram (Jina Kanchi)

This place, which was also called Amanserkkai, contains two temples, one
for Chandraprabha separated, and another large complex dedicated to Vardhamana
but containing several sub-shrines, inside a high prdkdra and a gipura entrance.
The Chandraprabha temple faces east. It is a very unique structure of the later
Pallava style of Nandivarman 1I, not unlike, in many respects, as that of Vaikuntha-
perumal of Kanchi, and has the shrine located only in the upper storey or bhitmi
of the temple, the lower being essentially comprised in its ardhamandapa part of a
transverse passage with access to the upper floor at the northern end. The inner
wall carries the typical Pallava pilasters without the rampant lion motifs which
are found on the exterior and has recesses on it, with the deepest in the centre.
In the original disposition it might have had an ambulatory around and steps
leading to the upper floor as in Vaikunthaperumal temple. The upper flooris at a
height of 3.6m above ground and carries the sanctum and its own ardhamandapa
leading to the ambulatory landing of the flight of steps from below. The superstruc-
ture externally carries the hdra parapet around, which is sandhdra, and could also be
circuited from outside, and, is overlain by the square griva and Sikhara in the
centre. Internally, the sanctum carried a fairly large image of Chandranatha of
stucco as the principal figure, and two smaller images of Kunthunatha, the seven-
teenth Tirthankara, and Vardhamana, all seated in paryankdsana and in dhydna
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pose. Two chdmara dharl devatas of stucco are found on either side of Chandra-
natha. The two flanking Tirthankara images above, are found to be recent
additions, although they could be on the basis of ancient vestiges here. The lower
chamber at ground floor, directly below the upper sanctum appears to have been

filled up.
The upper granite paf(ikd moulding of the outer plinth of the temples, (above

a lower sandstone kumuda mouldings and divided by a kantha), though mutilated
badly, contains two records, both of the time of Rajendra Chola 1. This structure
with the assuredly later Pallava character of the edifice itself, is in contrast with
the Vardhamana temple-complex which had not come into being before the time
of Kulottunga I (A.D. 1070-1120), whose record is the oldest of the many there.
The fact, therefore, is clear that the Chandraprabha temple existed much earlier
to the erection of the Vardhamana temple, and is admittedly Pallava in architec-
tural details like the sandstone pratibandha class of adhishthana with the pajtika
above of granite and without the vedi above—a feature which does not occur im
Tamil Nadu before Parantaka I (A.D. 903-954); by the multiplicity of bhitti-
stambhas dividing the wall space, and having simha stambhas only at the corner as
on the other outer wall; by the showing of niche pilasters which do not have any
feature above their beam or uttara, which is particularly a Pallava feature seen at
other shrines at Kanchi, etc. Makara toranas with profuse details, above niches are
found only from the mid-third quarter of the ninth century A.D., in early Chola
times; by the open plain niches in the outer wall of the upper tala; by the most
well-formed and well-spaced hdra elements; and by the general pleasing, though
somewhat subdued, proportions of the griva and the chaturdsra Sikhara with its
flanged rim. Above all, the location of the temple shrine proper on the upper tala
has also some earlier analogues, as in the Kailasa cave at Ellora where over a solid
lower magnum-plinth, the main temple rises apart from the nearer examples like
the carly Pandyan Vishnu temple of Tirukkoshtiyur. The later Pallava origin of
the temple also fits to a nicety with the tradition that Akalanka (who is more
closely connected with Kanchi than any other earlier sage) is traditionally said to
have, in about A.D., 788 confuted in discussion the Buddhists at the court of king
Sahasratunga Hima Sitala at Kanchi and besides converting the king to Jainism
caused the expulsion of the Buddhists from Kanchi for good to Ceylon.

Armamalai remains at Malayambattu, North Arcor Dr.

The ancient cave site is located at Armamalai about 1.2 km from Malayam-
battu village. The site is a large natural cavern facing south, and into a horse-
shoe valley. There is an accumulation of cultural deposit on the cave floor relating
to the Iron Age, funerary remains of which times are found in the valley in the
form of Black-and-Red ware pottery, urn-burial fragments, etc.

The top of this deposit has been securely sealed by a mud and earth flooring
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in the historical period, at the time of Jaina monks re-utilised the cavern, There
are mud brick walls, rising above this floor and upto the rocky ceiling and forming
a shrine-complex with 2 near sanctum cell that does not touch the rock-wall
behind but is well ahead of it. In front of this sanctum is an ardhamandapa
leading into a transverse and wider mahamandapa without any distinctive line of
separation with the ardhamandapa. This transverse hall gives access to two subsi-
diary shrines which are located on either side of the main sanctum. There is an
outer walling providing a narrow passage all around the shrine in such a way that
it could be used for circumambulation. Some subsidiary corner shrines which
have existed originally on the rear part of the cavern have been almost obliterated
now. Towards the eastern end of the cavern, there is a rock spring ina low crevice.
The mud-bricks have sizes of 38 % 22.8 % 7.6 cm laid in mud mortar and plaster over
by red murram upto 1.27cm and plastered over by a fine plaster layers of mud and
lime respectively. The mahdmandapa wall also shows ventilator windows on the
front. It is likely that the entire walling might have been painted over, as layers
of pigments are seen attaching to the front face of the mahdmandapa. Remains of
granite stone pillar shaft, capital, etc., are scattered on some parts of the cave floor.
These pillar types show flattened octagonal section with middle facts wider than
the other, and carrying a mdldsthana. Some pedestal fragments having the blos-
somed lotus medallion over the basal course is also found.

There are also two dvdrapdla slabs one of which has the head missing, but
is otherwise similar in style and dimensions to the other. It is cut out of the thick
slabs in low relief. It has a karandamakufa type of jatabhara with a writhing
cobra shown, a sparsely ornamented body with an yajffiopavita and necklet and
an arched udarabandha and hand ornaments, ardhoruka for the loins, tied by a
kati vastra. The body is turned in three quarters profile in prishtha-svastika pose
and is an dbhariga-lalita leg stance. The facial feature carry a broad similarity with
Pallava and Pandya dvdrapdla types, except in respect of the writhing eye-brows.
The figures are both two armed. The detached slabs character of the door-guardian
which might have intended to be fixed to the mud and plaster wall is interesting
and is not in conformity with the Pallava tradition.

The rocky ceilinglof the front part of the temple had been carefully plastered in
lime, 0.68 cm thick with capping fine plaster and carries multicolour paintings, figural
as well as floral. and with bird designs, in which geese are prominant. The figures
seem to have been panelled out and surrounded by wide decorated margins and,
in the preserved portion, depict mithuna figures riding on certain animals as mounts,
of which two using bull and buffalo could be obhserved. These might be the grid
pattern depiction of dikpdlas on the ceiling, as is very common in the Chalukyan
country and in this case, above, could represent [$ana and Yama respectively. The
style appears to have affinities with Rashtrakuta mural art. On the western end of
the ceiling are found a large area decorated with floral designs with lotus as a
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dominating motif. There are other painted patches, one of which showsa standing
lady with other members. These are of assured brushwork. It is likely
that the floral pattern might have been the reproduction of the Samavasarana
themes, as at Sittannavassal. The triple-chambered temple in the cave would
indeed be a trikiifdchala, perhaps, intended for Mahavira, Adinatha and
Parsvanatha (or for Bahubali, as the case may be). The date of the paintings,
stone fragments and dvdrapalas might not be later than the tenth century A.D.,
but could be appreciably earlier. There are some inscribed pedestal fragments
in the valley nearby, which also palaecographically corroborates this date, and the
village of Malayambattu also has a stone plinth of a Jaina temple, of which only
the figure of a seated Jing alone has survived In style, this temple could perhaps
be of the late Chola times.

The Rashtrakuta invasion into Tamil Nadu entered through this
Vaniyambadi gorge of Palar, and the famous town of Udayendramis also only a
few kilometres from this site. The site should have been an important landmark
from early times, as it is mentioned even in the Udayendram copper plate of the

time of Nandivarman I Pallavamala, as on the boundaries of the donee village,
and is designated there as the Lohita-Guha.

LATER STAGES

Tirupparuttikunram

The Vardhamana or Trailokyanatha temple at Tirupparuttikunram enables
one to arrive at its age, on the basis of its architectural stages, as from its inscrip-
tions—which are many—the oldest being of the time of Kulottunga I, as already
stated. The records refer variously to tax-free land grant to the temple from the
villages of Kannipakkam, Ambi (the modern Anbil near Kanchi), etc. One of the
earliest Vijayanagara inscriptions is of the time of Iruguppa, the General of
Bukka Raya, son of Harihara I, dated in A.D. 1382, and purports to the construc-
tion, at the instance of Pushpasena, a mahdmandapa in front of the Jina temple,
for holding musical concerts and paved it with granite slabs all around. It also
grants a village of Mahendramangalam in Mamandur division for this temple.
The compound or prakdra (and perhaps the gdpura also) was constructed by one
Alagiya Pallava, (most probably standing for Kadavarayan Kopperunchinga) after
¢. A.D. 1243, as shown by a record.

The temple-complex comprises the apsidal shrine of Vardhamana or Trailok-
yanatha standing in the middle of a court, with two shrines, one on each side,
dedicated variously to Pushpadanta (also aspidal), the ninth Tirtrankara, and
Dharmidevi (also called Ambiki and the Yakshi of Neminatha, the 22nd Tirthan-
kara) respectively. A transverse hall occurs in front of the three temples, and there
is also a mukhamanpdapa in its front. Adjoining this main group of three on the
south are two more shrines, with a third sandwiched in between them fortuitously,



104 Glimpses—Architecture, Art and Religion

together called the Trikiifabasti and dedicated variously to Padmaprabha, Vasupujya
and Parsvanatha, the 6th, 12th and 23rd Tirthankaras. This Trikijabasti has also
an ardhamandapa and mukhamandapa, and the columnar Sangita mandapa (already
referred to) becomes a common Kalyanamandapa for the two series of shrines
referred to above, It is interesting that by local tradition, the Dharmidevi image
and shrine is said to have been inducted into this temple in the thirteenth century
A.D.. from the Kamakshi temple which is regarded as an original Jaina shrine for
this Yakshi of Nemindtha, There is an ambulatory, with several structures all
around like the kitchen on south-east, Brahmadeva shrine on south-west, Munisu-
vrata and stores on the north-east, and a comparatively later Rishabhadeva on the
north-west corner.

The bronzes in the temple include Brahma Yaksha with his consorts Purna
and Pushkala. Yakshf Padmivati with her hooded ndga head, representations of
Mandiévara in metal (apart from stone also), Sarvahna Yakshi, Dharanendra
Yaksha with Yakshi Padmaivati, a Dharmadevi bronze, another standing Dhara-
néndra and standing Padmavati, a Parsvanatha on a massive bronze pedestal,
Vardhamana standing, his Yaksha Matanga (standing) and his Yakshi, and 12-
armed Siddhayika also standing. Jvalamalini, 8-armed and seated in ardhaparyan-
kasana on a pedestal placed on a buffalo, Sarasvati (four-armed), Bahubali, Pancha
Parameshthi or Navadevata- Yantra mounted on a pedestal and borne by vyalas,
and a standing Anantanatha bronze.

The large scale mural paintings on the ceiling of the mukhamandapa and
sangita mandapa in the temple of Trailokyanatha at Tirupparuttikunram illustrat-
ing the life story of three out of the 24-Tirthankaras, namely, Rishbha, Vardha-
mana, Meminatha as also Krishna, deserve some comments not only because they
one and all of them, bear labels in Tamil under each meticulously, but also
from the conventional representations of paintings, almost on a folk style, in free
sketching though with considerable fidelity in respect of dress and other decorative
elements, They derived their stony source from the Sri-Purana. This donor
General Irugappa was the same as the person who endowed the Ganigitti Jinalaya

at Hampi.

Tirumalai
This important Jaina centre situated in Polur taluk contains on the top of the

hillock, at middle level (in the form of caverns) and at the foot (in the form of
two structural temples) one of the richest historical and art materials, by way of
records, carvings and paintings of Jainism, dating from the Rashtrakuta times to
the late Vijayanagara period. The hill is called Vaigaimalai, presumably from the
name Vaigavur to the Jaina village at the foot. Even works like that of building a
sluice to the tank nearby was done at the times of Rajaraja I, by a certain
Gunaviramamunivan, and was named after his teacher Ganiéekhara maru-porchu-



Jaina Art and Architecture in Tamil Nadu 103

rian (the second golden Surya Ganisekhara). Another record of the time of
Raiendra Chola in his 12th year records gift to temple at the top of the hill which
it mentions by the name Tirumalai and this temple on top is called Kundavai
Jinalaya, apparently named after Rajaraju’s daughter, and thus of his time iwself
(even if it stands for Rajaraja’s own elder sister of the same name). The record of
Rajendra informs that Chamundabbe, the wife of a merchant Nannappayan living
in Perumbanappadi, gave a perpetual lamp to this temple on the hill top and also
grant for sacred food. Another, also in the 12th year of Rajendra, refers to the
gift of lamp by one Ilayamani Nangai and the lord of the temple is called Aram-
bhanandin. Money was endowed for the lamp by one Sinnavvai, a queen of a
Pallava king.

A record on the wall of a mandapa at the base of the Tirumalai hill, dated in
the tenth vear of Ko Maravarman Tribhuvanachakravartin Vira Pandyadeva,
refers to the building of a sluice at this place from the Madageri tank by one
Ambala Perumal or Sinattarayan, a headman. A record of the twelfth year of Raja-
narayana Sambuvarayan mentions the setting up of a Jaina image on the hill by
one Nallattal, daughter of Mannai Ponnadai of Ponnur for Viharanayanar Penneyil-
nathan (synonymous for arhar). A small record on the lower temple mandapa
refers to the pious gift of well by the sons of Idaiyaran Appan for merit to accrue
to one Sirrinangai. A long record of the time of Saka 1296 in the reign of Ommana
Udayar. son of Kambana Udayar forms a registration receipt for gift of land
for the temple, bought by one Vishnu Kambuli Nayakar, by the people of the
village for which the land was brought, represented by one Ankarai Sridhara
Bhatta.

A record in a small shrine below the painted cave refers to the image of a
Yakshi (which is seen also there) having been caused to be made by one Arishtha-
nemi Acharyan of Kodaikottur and a pupil of Paravadimallan of Tirumalai. An
interesting record on the outer wall of the doorway leading-to the painted cave
refers to gifts made by one Vyamukta-éravanojvala or (in Tamil) Vidukaduragiva-
perumal alias Atigaiman of the Chera race, with his capital at Takata (Tagadur),
who was the son of Rajaraja and descendant of a certain Yavanika (Erini) king of
Vengi. This king repaired the images of a Yaksha and Yekshi made by Yavanika
and placed them on the hill and presented a gong and constructed a channel. The
hill here is called Arhasugiri (Engunavirai Tirumalai).

The remains on the hill (Tirumalai) comprise a large monolithic image of
Neminatha on the hill top and a series of caverns converted into abodes, with
paintings of various geometrical and other designs, besides Samavasarana scenes.
Besides these, of the two structural temples, one of them, with an intact gopura
entrance, at the lowest length, has painted panel scenes displayed in the sanctum
on the drum-like circular zone above the wall proper and at the base of the sikhara
shell. These two temples, dedicated to Vardhamana and Neminatha respectively,
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are typical southern vimdna types of the late Chola and early Vijayanagara period
respectively, the larger and later being on the upper terrace of the hill relatively
close to the cavern series. A large prakdra wall skirts the whole complex at the foot
of the hill. The Vardhamana temple rises in tritala with a circular griva and Sikhara
at the top. The interior plan is that of garbhagriha, ardhamandapa, mahdmandapa
all closed and an open mukhamandapa, with a common flat roof terrace.

The Neminatha temple has again another prdkdra bandha with a gopura
entrance. The tower of this temple is missing. The garbhagriha is square and has
an ardhamandapa of similar width but a widening closed mahdamandapa and an
open pillard mukhamandapa. The cornices of the mukhamandapas of both the
temple are massive, with kedungai ribbings underneath in a typical Vijayanagara
style. The topmost terrace also carries a small shrine which is attached to the
bulge of the rock scarp here and is in alignment with the cavernous recession con-
taining other caverns. Excavations occur at different levels vertically, with partially
structural floor and staircases, rising three storeys high, with the topmost resting
immediately under the horizontally projecting and overhanging rocky blufi. The
storeys are characterised by corner cantoning pilasters but the top two talas also
carry wall pilasters and niche figures of Ajitanatha, within a makara torana niche
flanked by Maha Yaksha and Rohini, and with two standing elephants laterally
shown carrying garlands on their slightly lifted trunks, against the varimdna and
vedi courses in applique stucco technique. The interior shrines at different levels
show rock-cut carvings of the Chola and Vijayanagara times. Of these the Dharma-
devi shrine with Gommata and two male attendants of the Imperial Chola times
(11th century A.D.) deserve attention, although the figure of Dharmédevi is itself
of the Vijayanagara times. The main shrine is, however, for MNeminatha and is
known as the Araikkoil (or the covered chambered temple) and is distinguished by
extensive Vijayanagara and Nayaka paintings.

Jaina vestizes in the Pudukkottai District

In the Pudukkottai area, Tenimalai, Sittannavasal and Annavnsal were impor-
tant centres of Jainism between the ninth and the fourteenth century A D, Three
Jaina temples had even been brought to light at Chettipatti, formerly known as
Tiruvennayil, with the fragmentary inscriptions there calling the temple as asso-
ciated with Udaiya-matisakara arukar-ichiryan a famous Jaina dchdrya of the tenth
century A.D., and appears to be of the time of Rajaraja 1 (late 10th—early 11th
century) alike by record as by architecture, and has several Jaina images, including
an attractive Parsvanatha figare. The monastery attached to this temple was called
Ainnurruvaperumpalli endowed by Jayavira Perilamaiyar, a merchant of the noted
guild of the 500,

Sembattur, on Palli-urani channel (itself associated in its name with a palli)
had yielded the remains of a Jaina shrine containing a Tirthankara and Yakshi



Jaina Art and Architecture in Tamil Nadu 107

images, pillar-shafts with a lion base. Narttamalai had two flourishing monas-
teries, at Alurutitamalai (anciently called Vada-tirupalli-malai also) and another at
Bommaimalai (anciently called Ten-tirupalli-malai). An unidentified inscription of
Sundara Pandya, possibly of c. 14th century A.D. (P.S./. 474) names two dchirya
Dharmadeva achirya of Tirupallimalai monastery and his preceptor Kanaka-
chandra Pandita. A Tenimalai inscription (P.S.1. 1-9) mentions that Malayadhi-
rajan, a Jaina ascetic lived there and an Trukkuvel chief gave him rent free
avippuram or land endowment for maintenance. In a magha there, called Andar-
madam, a Seruvotti made an image of Jing Mahavira, as indicated by another
record here.

Aluruttimalai has a natural cavern on its northern hill with four polished
beds, two forming a double bed with a Tirthankara-carving on the rock with triple
umbrella above them. A record of Maravarman Sundara Pandya refers to ths
place as Tirumanaimalai or Tiruppallimalai. It also mentions two dchdryas,
Dharmadeva and his guru Kanakachandra Pandita.

Pudukkottai town

The bronze images of Jaina Tirthankaras now exhibited in the Government
Museum at Pudukkottai were found on the site on which the Raja's college,
Pudukkottai stands at present. They indicate that there was a Jaina habitation at
the place. Sadayapparai near Tirugokarnam had a Jaina temple and monastery.
At Sadayapparai. there is a Jina image with a record dated in the twenty-fourth
year of an unidentified Sundara Pandyadeva in which land free of tax was granted
for offerings, etc., to the Alvar of Perunarkilli-Chola Perumpalli shrine in the
monastery of Kallarru-Palli forming part of Tenkavi-Nadu.

Velavanpatti

An image of a Tirthankara discovered at this place, seated in dhydna pose,
under triple-umbrella with attendant deity on either side. The whole group is
surmounted by scroll work. As the /@iichana is defaced, 1t is difficult to identify
this figure.

Alatur

Mahavira image, cut in high relief, found in front of the local Siva temple. It
is seated on a padmapitha, attended by chauri-bearers and having the triple
umbrella. There are two ya/is on either side of the pedestal.

Annavasal

Together with Sittannavasal, it was an ancient Jaina centre. Two Tirthankara
images occur to the west of Palli-urani channel in the village, the head of one of
which was found broken. It is a figure of Mahavira seated on a pedestal with
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attendants, Matanga and Siddhayika, with scroll work decoration over the head
and flying divinities on the sides and with rampant lion motif for the architrave
beam of the seat back.

Nanjur

To the west of the agrahdra, and north of the water tank, an idol of Tirthan-
kara (Mahavira) occurs representing in diydna pose with the triple-umbrella and
chauri-bearers on either side.

Kongu Country
Vijayamangalam

This is one of the most important centres of Jainism in the western Tamil
country which is traditionally called Kongude$a. One of the localities at this place
was called Bastipura and contains the interesting structural temple of Chandranatha
or Chandraprabha. The various sub-shrines of the temple contain the images of
Adinatha, Anantanatha, Mahavira and Kushmandini Yakshi. There are also
friezes representing the events of Adinatha’s life on the beams of the mandapa
which should perhaps belong to the early Vijayanagara times. The ruins of a
separate temple intended for Adinatha is also found on the north-west part of the
temple compound. The oldest inscriptions of the temple refer to the nishidhika of
Puliyappai, sister of the Ganga General Chamundaraya (in the time of Ganga
Rajamalla, c. late 10th century). In the Chola period, this temple was known as
Virasanghata-perum-palli, as referred to by a record of the time of Kulottunga 11,
dated A.D. 1163. Virasasighata is considered as the military title of the chief
who would have endowed this temple in the Chola period. A record datable to
A.D. 1412 in the reign of Harihara II of the Vijayanagara dynasty is also found,
referring to land grants.

The innermost main original complex comprises the garbhagriha, ardhamandapa
and mahdmandapa of less than medium size, capped by an octagonal Sikhara over
a single fala. This structure is entirely of brick, plastered on the outside and is
datable to the late 9th century A.D. The garbhagriha contains (as was the practice
in the late Chola and early Vijayanagara times in some other temples of Tamil Nadu
also, as at Tirumalai) mural paintings, both figural and vegetal, in several rows of
bands over the deity on the side walls of the garbhagriha shell.

The widening large mafidmandapa which gives an exit towards the north and
has also a sub-shrine for Kushumandini Yakshi on the southern side, was erected
during the Chola times while the still wider and much larger open pillared outer
mandapa, along with the very lofty gopura a little beyond on the eastern side and
the tall granite mdnastambha column outside the gopura were of the times of
Vijayanagara kings. The Chola and Vijayanagara structures are also of granite.
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Tingalur

There is a temple of the ninth Tirthankara Pushpanatha here, and is referred
to in the records as the Chandra-vasati, and it is revealed that a new mukha-
mandapa was added to the temple in the Konattan Vikrama Chola (in A.D. 1045)
whose title Simhalantaka is mentioned. This king was apparently, a vassal of the
Imperial Chola kings Rajendra and his successors. The actual donor was one
Kanita Manikka Chetti, grandson of Arattulan Devan.

Dharmapuri

Jainism was well patronised here in the time of Mahendradhirdja Nolamba
and his successors in the ninth-tenth century A.D. A Jaina temple was built here
in the ninth century A.D. by two tradesmen Nidhiyanna and Chandiyanna and
land grants were given in A.D. 892. A grant of the village Mulapalli for the
maintenance of the temple was also made, and was placed under the custody of
one Kanakasena Siddhanta Bhattara, disciple of Vijayasena Siddhanta Bhattara.
These records are found on the pillars of the Brahmanical temple now going by
the name of Mallikarjuna. It is just possible that the temple itsell was originally
intended for Jainism.

A temple called Nagara-Jinalaya ws also located in a place known as Mudi-
kondan, datable to the twelfth century A.D.

Tondaimandalam
Tirunarungondai

The site had been a famous centre of Jainism. In its records, it is referred
to as the Narpattennyirapperumpalli (or the great shrine of the 48,000). In the
ninth year of the reign of Kulottunga, gift of taxes to the temple by one Virase-
khara Kadavarayan is found, and another record of the tenth year of Rajadhiraja-
deva refers to the gift of money for a lamp to the Yakshi in the western temple
(melir-palli). The money was made over to the chief priest Pushpasenadeva. The
main shrine structure, as it stands today goes by the name of Appandanatha temple
with shrine chambers for Chandranatha and his Yakshi. It is to be noted that one
Viranandi of the western shrine (of Yakshi) of this place had visited Chitaral and
got some images engraved on the rock there.

Venkunram

The area around Wandiwash has been an ancient zone of Jaina colonisation
in Tamil Nadu, coming under Perunagarnadu, from the early Pallava times (6th
century A.D.). The Arugar temple at Venkunram is part of a Jaina village, and
has a degenerate medieval garb now, but historically is rich in its associations. It
is a dvitala temple with circular Sikhara and a simple wall section over a manclia-
bandha plinth. A sub-shrine for Dharmidevi carrying a fine stone sculpture of this
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Goddess of the Vijayanagara style in its sanctum, occurs at right angles to the
main sanctum across its common mahamandapa. 1t carries a $ala Sikhara, a Vijaya-
nagara hallmark for Devi or Amman shrine in Tamil Nadu.

The Pirudiyur temple has an early stone image of Vardhamana (mutilated
and kept in the front mapdapa) and a later image in the main sanctum. The devi-
shrine is built on the north-east corner facing south. The plinth of the main shrine
is of stone and its body rises to a dvitala structure with a circular fikhara.
The vimana-tower shows on the koshthas of the first rfala-prastara the images
of the Tirthankara, namely, Vrishabhanatha, Sambhavanatha and Chandranatha
along with their respective Yakshas flanking them. They are all rendered in
stucco.

Nagarkoil (Sri Nagarkoilpaili)

The important Jaina vestiges at this place are found in the INagaraja temple
of the town. It appears to have become a Naga shrine for Hinduism only after
the time of king Bhutalavira Udayar Mardanda Varmaraja, until which time even
the officiating priest carried typical Jaina names like Kamalavahana pandita and
Gunavira pandita. Six Jaina images in worship are found here, including three
seated figures of Mahavira, a seated and a standing figure of Parsvanatha, and
another of Padmavati devi. One of the Vardhamana images and those of Parsva-
natha and Padmavati are carved on the pillar of the mandapa in front of the
central shrine, and two others in the central shrine itself. There are two brass
images of a later period, also of Parsvanatha standing and Padmavati standing,
with hooded cobra for both of them. The gateway to the temple, now in typical
Kerala style of wood work, lofty stone pillars and tiled roof, is called Mahameru
Maligai and should itself have its connections with Jaina mythology.
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mentions that, ‘this was the place of penance of Chandiranandi, the monk who (died) observing
57 days of fasting.
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CULT PATTERN OF EARLY INDIAN ART

A study of Indian iconography reveals that many elements have gone into the
making of the early cults as transformed into icons. It would be unscientific to
consider these, again, as always indigenous or always external. The reasoning, thus,
is inevitably controlled by the social stimuli, impacts, borrowals, and tolerance.
It is a truism to say that India had always welcomed fresh trends and approaches
to cultural issues over the centuries. But it is not so readily conceded that early
Indian formal art is itself the convincing fusion of non-indigenous initiative, or when
in the indigenous context, of non-Aryan character. Lest it should be cavilled at as
an over-simplification, one may state that what are considered today as pronoun-
cedly orthodox, ritual concepts in Hinduism, have been, in the pristine context,
purely local or non-priestly ideas, outside the pale of doctrinaire religion. But
since religious mutations were as much the products of socio-cultural impact, as
economic and material changes, we would do well to infer a degree of compromise
and metamorphosis, brought about by the permeation of ideas, tending towards a
fusion in ideal circumstances. The Hindu pantheonis an eloquent example of
this phenomenon, and in its formative stages, is highly suggestive of such cross-
fertilisation.

The Vedic Brahmanism did not permit any well-organised pantheon in iconic
or architectural sense. It was a highly systematised personal religion, which took
the naturalistic and animistic elements of this phenomenal world at their face
value and imbued them with a supernatural aura and, by appropriate gestures of
both ritual and recitational forms, expected to turn these phenomena into benefac-
tory agencies. Even so, on a purely literary plane, a multiplicity of divinities were,
thus, created with rich imagery, and a degree of internal unification of this
group was also attempted. Mitra, Varuna, Aryama, Indra, Brihaspati and Vishnu
and Agni® were important deities, and among female concepts, Aditi was perhaps, the
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most popular; Ushas, Yami. etc., being lesser fries. Vishnu, in the early Vedic context,
was not an all too important deity that he turned out to be in the post-Vedic reli-
gion. He was often associated with Mitra or Surya, while correspondingly Rudra,
who was hardly heard of much in Vedic times, was to receive his main stamina
from the Vedic Agni. Indra was undoubtedly the most powerful of the cosmic
deities and most assiduously cultivated in the hymns. Further, the philosophy of
creation, preservation and destruction on which the Hindu Trinity is based was
unknown then. In such a situation, the hymnal imagery was not having, indeed,
any iconographic significance, but was only a purely wish-obtaining chant, whose
faithful and meticulous observance, in the sacrificial ritual, was the most worth-
while material pursuit. The symbolic and gesticulatory elements of sacrifice, to-
gether with the overt expression of one’s deep inner desires and urges in the form
of the hymn, together were expected to produce a mutual liaison between the divi-
nity and sacrificer, and these were private and individual, and hardly ever congrega-
tional or social, in the basic sense. A cosmic philosophy entailing the aspirations of
whole societies was not perceivable in these Vedic practices, and thus, they were
not productive of a broad-based supernatural pantheon that could be taken as a so-
cial transformation. The exclusive character of the Vedic religion helped this situa-
tion. But Vedic society was not destined to nor could be a closed one, for any great
length of time. Two broad trends overtook its structure. An inner dichotomy or
schism, wherein the more intellectual and evolvihg brains vigourously cogitated upon
the ultimate character of this phenomenal world, its motive, cause, etc., while out-
side, thelessfavoured of groups of non-ritualist members of society, asserted them-
selves more and more and brought about a physical affiliation and cult-intermixture
with the ritual oriented orthodox or sacredotal groups. This was of great significance,
and for the first time, a mingling of not merely hearts but of bloods as well, was taking
place, fraught with inevitable genetic consequences. Indra’s supremacy was question-
ed, Vishnu's mythical valorous deeds were more and more emphasised, and Surya or
Mitra was fused into Vishnu cult, the process of creation of the cosmos was dissected,
and a Prajapati or Hiranyagarbha element was formulated, and since every material
thing that is born would also decay, an agency of destruction was also, in due
course, postulated. The visible growth of society was raised to the pedestal of
regular fertility symbol, and Mother Goddess or Aditi was duly considered as the
supreme deity, and verily of the soil and indigenous. The changed character of
the sacrifices and the evloution of totem poles or yashtis or stambhas resulted in
the transformation of a part of the Agni-cult into the Rudra-mould and fire-produ-
cing woods were associated with Rudra.  The close of the Vedic period, further
organised the divine role that preservation, on the one hand, was considered as
the prime role of the super-God, and creation could not be divested from this God,
who could, however, delegate this power to his associate. Thus was born the
Purusha of the tenth mandala of Rig Veda, with the implied relationship of the
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society with this primal god. Caste divisions, based on vocations or apportioning
of social duties, were written into the hymns for the first time, as of the very essen-
ce of the universal being. The sophistication of the concept of this illusory
world and the impermanence of this material life as propounded in Saiva philoso-
phies of the later day, were unheard of. Vishnu, as a Viswaripa entity, with a
dynamic and macrocosmic personality, and static recumbent and slumbering forms,
was bisected, and the entire cosmic creative myth was rationalised as his manifesta-
tion and his Ichchhd-sakti, converted into Kriyd sakti. A remarkable sculptured panel
from Changunarayan in Nepal has epitomised and captured for us, this ancient
situation, and is, thus, of great significance, notwithstanding its age which is likely
to be around the sixth-seventh centuries A.D. This figure shows the binary character
of Vishnu, and combines the standing Purusha form with the reclining form. Apart
from the magnificent range of the multitude of divinities or semi-divine figures which
are carved on it, calling for a detailed study due to its unparalleled adherance to
Vedic concepts, the two most interesting features of the panel would be,
firstly, that it is the unique instance of the Purusha Sukta*,a hymn having been
made familiar to the sculptor, who had faithfully displayed the four-fold caste
classifications associated with four limbs of Vishnu or Purusha, as narrated in the
Sikta; secondly, the reclining Anantagayi Himself combines elements of Vishnu as
well as Aniruddha, while the figures around the standing type supply some more
elements of the Panchavira cult, with the result that itis a good cult-cum-art
landmark when the diversification of the god into the Panchaviras on the one hand,
and the apotheosis of Purusha into Vishmu-Narayana, had already taken place
in the art-world. The added feature of the Changunarayan panel is the depiction
of Bhi (Earth goddess) as bearing the very feet of the standing Visvardpa Vishnu
(in accordance with the Purusha Siikta description— Padbhyam bkimil) and the non-
depiction of any other consort of Vishnu like Sri. This is fully corroborative of
the fact that at the earliest phase of the Vishnu cult, it is the Bhit and not the Sri
that is physically consorted with Him, the deifiication of Srias a regular consort
of Vishnu in a shrine having taken place much later around the ninth century A.D.
and later, although most of the early sculptures represent Sri by the Srivatsa symbol
separately, or on the chest of Vishnu and Sri's inextricable association with Vishnu
is well adumbrated. Indeed, this is the reason why Bhi alone is shown as a separate
consort in early stages. And only Vishnu or Narayana is entitled also to the
Srimat sabda and not any other god truly and etymologically speaking. For the
development of the Bhii or Mother Earth cult, we should, perhaps, seek Aditi the
Vedic goddess-Earth, herself apparently not unconnected with Mater Megas Ida or
Mother Ida of the Greeks. This Mother Earth cult born of a fertility symbolism is
very very ancient, and takes us back, through the mists of the past, to the Mother
Goddesses, almost of the Late Palacolithic times, in the Aurignacian and Magda-
lenian phases of prehistoric Europe. There discdovery of a large number of statues
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called venuses —in association with the remains of the cave-dwellers, bring force-
fully to our attention their primitive cult character by their obesity with belly hips
and breasts emphasised and what is, perhaps, most unusual but consistently mar-
ked, mamely, the lack of any regular facial mould to the heads but mainly an
anonymous lump of head with the hair alone stylistically renderded. This would go
to show that the cave-community looked upon the women of the stock of an arche-
type in these statutes, and, thus, they emphasised only the maternal characteristics—
called for in the enlargement of the family—and rzised this characterstic to a regular
cult. This cult ramified into the terracota figurines in Crete, Asia Minor and upto
India in the protohistoric setting, and in the early historic times are seen to occur in
many parts of Gujarat, Maharashtra, Karnataka and Andhra Pradesh. This last link
in this chain has a particularly significant feature of showing a blossomed lotus on
the neck, in place of the head. These figures are called nagnamatas and are espe-
cially worshipped by married girls for progeny, by applying clarified butter in the
exposed public region of the figures. These figures have been found in large numbers
in terracottas as well as in stone in the Nagarjunakonda valley, and there is a fairly
large sized stone example in the Alampur Site Museum as well. The element of
anonymity imparted to the object by eliminating the head shows that it is a folk-
cult, and has a universal character, and in this respect it is an archetype which is
of the same genre as the prehistoric statuettes about which reference has been made
earlier in this paper. This Mother Goddess cult with its universal symbolism gets
narrowed down to a Goddess-mother in the form of Bhudevi—mother Earth in early
art. It is interesting to note that early Vaishnava art does not show us any examples
of Sri or Lakshmi duly consorted with Vishnu. We do, indeed, have Sri either as a
concept or a symbol like Srivatsa (or as Srimadevta of the Buddhists) and have
both reliefs as well as symbols of this goddess available to the centuries between
second century B.C. and fifth century A.D. But this is certainly a far cry from the
direct application of Sri with Vishnu anthropomorphically. Bhudevi, on the other
hand, had this unique privilege of being a regular consort of Vishnu from early
times, although this too was partly symbolic as well. The concept of
Sri—as probably standing for plently and prosperity—kept her out as having
any exclusive relationship with Vishnu. Bhudevi or earth, on the other
hand, by her direct liaison with Vishnu in Varaha incarnation, Trivikrama
incarnation, as Sita, and in Matsya or fish evatara continued to enjoy this role of
having been protected by Vishnu; and Vishnu Himself filled the bill of Virat purusha
better than any other god. His character of preserving and protecting the
good people, dharma, etc., got for him a more fundamental place in the Trinity
than others, and thus even the very idea of incarnations, was primarily ascribed
to him alone and not either Brahma or to Siva. We have already narrated how in
the cosmic myth Vishnu as Narayana, sleeping on primeval waters, is the original cre-
ator of all things, including Brahma. With this ‘ Purusha’ and *Narayana' personality
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and with Krishna having seriously challenged the Indra leadership of the Aryan
clans, the decks are cleared for a new vogue in Hindu religion. This vogue took into
consideration the benign and sublime elements of Vishnu, and vesting them in full in
the Kirshna myth, produced the Sankarsana-Vasudeva or Bhagavata cult, whose ear-
liest remains are known from the second century B.C. in Rajasthan, Mathura, and
Malwa. The integration of the earliest folk vestiges like the Naga cult, successively
the with Buddha, the Jina and Vishnu and Siva (later), speaks for the deep rooted
character of snake worship in ancient India, and Sankarshana or Balarama is none
but Adishesha of Vishnu, and is indeed shown with a hooded cobra over his head.

The Bhagvata cult, as well displayed by the Heliodorous pillar and elliptical temple
remams at Bhilsa, in the temple of Marayana Vatika at Nagari in Rajasthan, in the
Taladhwaya vestiges recovered from Pawaya, an early centre of the nagas, was
a purely Vishnu cult dedicated to both Sankarshana-Vasudeva, as well as the Panch-
aviras or the Vrishni heroes of the above two and Aniruddha, Pardyumna and
Samba. Ithas no relationship to the Bhakti cult of the early medieval times when a
spatial ingredient of sarapdgati or abject surrender of one’s being to Vishnu, was pos-
tulated as the best means of overcoming the ills of this Samsdra or phenomenal world.
The Bhagavatism of the early historic times was simply meaning all that pertained to
Bhagavan, which exclusively referred only to Vishnu. The presence of the Bhaga-
vata cult indirectly suggested that there was a Saiva cult also gaining ground.
Saivism in this period is largely dormant, albeit with a growing complexity of its
rituals and symbolism. Lakulifa’s early provenance, as in Mahtura inscriptions
would indicate this, butthe integration of Lakuliéa and Siva had not yet taken
place and was to happen only in the sixth century A.D. in Gujarat, at Karvan.
The earliest deep-rooted Hindu cult was, thus, Vaishnava in character, and thus
was indeed the most indigenous of the god-heads evolved in Brahmanism. Surya,
Siva, Varuna, Indra and others had all some degree of extra-Indian or transformed
Indian elements. They do impinge, at some stage, on Vishnu cults also. For insta-
nce, we have a merger of Mitra or Surya and Vishnu both conceptually as well
as iconically since we see the flat cap, so typical, of early Surya images of the north-
western tracts and Mathura, being conferred on Vishnu images of these regions as
well. Further the earliest Vishnu figures in the northern plains, datable to third-
fourth centuries A.D. are devoid of yajfiepavita, but display vanamidla often and the
charateristic weapons like conch, discus and mace. Yajffiopavita is, indeed, of more
than passing significance. Its original character and varieties have an import of their
own and mark in the stages in the evolution of the rituals in individual life. It was
obviously the ossified successor to a Krishnajina which was wrapped across the
body for ritual propriety. It is equally apparent that, in the formative stages of
iconography, there was no yaffiopavita supplied to gods even of the Aryan group,
mainly perhaps to differentiate them from mortals who have to wear the sacred
thread. Only at a late stage, when gods themselves had been given a role intimate
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with men, as incarnations that, in consonance with Srauta requirements, yajiopa-
yita was bestowed upon the gods as well. The nivita type of Pallava, Chalukya
and Pandya yaffiopavita on gods is a class by itself, and was probably intended to
sustain the thesis that gods do not really need to wear the sacred thread and that,
too, in the upavita fashion but it is enough if they wear it on their body almost
like a garland. But in order that it might not also include prachinavita or on right
shoulder and across the body, the mivita form was given. As a religions creed,
Vaishnavism drew greater votaries, earlier than Saivite concepts although there was
the provenance of Saivite forms, largely anthropomorphic and where symbolic,
devoid of any relation with the phallic association which it acquired almost ineradi-
cably in the early medieval times. The Sankarshana-Vasudeva cult expanding into
the Panchavira cult swamped the entire country and we have extant vestiges of this
trend, datable within a range of second centary A.D. to the eighth century AD.
in all parts of south India, as at Ellora, Bhokardan, Nagarjunakonda, Tiruch-
chanur (near Tirupati), Madras, Srivilliputtur, etc., to mention a few. It is this
Panchavira cult that we see tending to modify into the traditional Vishnu vyidha
pattern of Vaikhanasa and Panchardtra temple layout corresponding to the panchd-
yatana worship of Saivism, in relatively later times.

It is now fairly well-known that Saivite iconography of the aniconic type had
its moorings in the Vedic ritulas related to the sacrificial pillar or skambha. The
Agni-cult of the Vedic period merged with the Rudra cult in the late and post-
Vedic times resulting in a mutual osmosis, and Siva in linga form, was sequel to it,
The linga form of Siva is nothing but the pristine sacrificial pillar or symbolically
the pillar of fire, as described even in Mahabharata, and its esoteric overtones
linking it with the phallus was a much later phenomenon. Like the Mitra-Vishnu
equation, the Agni-Rudra equation also had its repercussions in the Skanda cult.
Skanda or Karttikeya, though considered as having been born to Siva, out of
Parvati is essentially an ayenij@ (not born out of a womb), and Kalidasa stands
to the tradition even in the fifth century A.D. of Agni having received the refas
of Rudra to nourish it in the form of Kumara ultimately. Thus this unigue ‘test tube
baby’, Kumara, carries his Agni association, and is shown with the ram sometimes
—taken as the plaything presented to him by Agni, whose vehicle it is. Kumara or
Skanda was a divinity, in his own account, from quite early times. Kausalya is men-
tioned as having worshipped Skanda in Valmiki's Ramayana—from the first century
A.D. onwards along side the early occurrence of Siva and is similarly found on co-
ins as of the Ayodhya kings. It is interesting to note that Skanda or Karttikeya has a
multiple nexus with Agni, Indra, Siva, Saptamatrs and Vishnu (through Durga or Na-
rayani or Parvati). His close contemporaneity,if noteven a relatively earlier indepen-
dent existence, as a god is significant, and makes the Skanda cult indigenous and out-
side the Aryan pale. It is, therefore, not surprising that this cult is found in the oldest
stratification of urban life and literature of the Tamil country in the south as well.
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Presumably the Dravidians, who had developed it already, while they were in the nor-
th, had carried it southwards gradually and expanded it into the hill-tribe-cult in deep
south, almost exclusively presenting it as a god unmixed with the northern Brah-
manic cults. This hardening of the cult is obiviously indicative of the long journey
it had already made form its orginal region, although the votaries and authors of
this cult continued primarily to be more or less of the same ethnic stock. His
consorting with Devasena in the north and with Valli distinctively in the south is
another indication that this indigenous character was desired to be well adumbra-
ted. Vishnu's own relationship with Durga as big brother was a product of the early
histortc times and the result of a desire to see in Durga the built-in manifestation of
the primeval female, since the ddvasakti in the form of Bhii was conceptually wed-
ded to him already. Since Vishnu's role was essentially that of preservation and
the cosmic mother or janani could not, thus, be attributed to him, it was made into
a sister or binary feature of Durga or Narayani, in whom were vested Parvati, etc.
This entity was actually called Mahalakshmi, as dillerent from Sri and was to be
the consort of Narayana. But she was, indeed, hypothetical entity, out of whom
Durga, Sri and Sarasvati polarised in the cult parlance. But in essence, Vishnu
continued to be without an explicit consort till early medieval times. Bhi as an
inherent characteristic of Vishnu did not involve him in any regular male-female
equation. This overtakes him only in the early medieval times, iconographically
speaking, although it had overtaken Siva relatively earlier. This is because Saivite
cult was on a footing fundamentally defferent from that of Vishnu, and the San-
khaya philosophy applied more to his plane and not Vaishnava cults. The Sakta
development in Saivite doctrines led to this and were indeed indirectly responsible
for resuscitating Sri or Lakshmi from her conceptual and symbolic form, and for
making Vishnu consort with her in later times. That is why the word Sakti or Amba
almost firmaly stuck to Durga rather than to Lakshmi, and when Durga herself
was conceived as an inevitable part or amsa of Vishnu as Narayani, the contradiction
was eradicated. The fact remains, however, that Vishnu alone, primevally and later,
continued to be inherently and inextricably vested with Earth goddess, goddess of
prosperity and even goddess of wisdom and was, thus, the fundamental drop of
Trinity structure, and also its central feature. He was in fact, the yajiigpurusha, the
very goal of sacrifices, while the yajiia itsell could be personified as Siva (yaffio-vai
rudrak). Thus the representation of Siva by the pillar is the most appropriate. The
very first time the word Siva is indeed, associated with the word linga (in the sense of
Saivite) symbol is in the prasasii part of the Vakataka inscriptions where their ances-
tors, the Bharasiva Nagas, are extolled as having carried the emblem of Siva on their
shoulders (amsa bhira sannivesita Siva lingodvahan Siva paritusha, etc.) The clan
which ruled from Padmavati in the early centuries of the Christian era called Bhara-
siva, owing perhaps to the above ritual habit of theirs. In any case, that Siva was
pleased is more than attested to by the contageous adoption of Siva Himself



118 Glimpses—Architecture, Art and Religion

carrying his linga on his left shoulder, as seen in a very large number of instances,
all over south India, the farthest north side being Ellora, the intermediate ones
being at Aihole, Pattadakkal, and the farthest south, Kanchi, Kodumbalur and
Kilappaluvur—the chronological range being from the sixth to the tenth centuries
AD.

§iva, indeed, got the specific title Sthdpu, mainly from the pillar concept of
the linga—his symbol and is so-called in the fourth-fifth centuries A.D. in litera-
ture and epigraphy. He had not yet assumed the cult nuances of Pasupata or
Kapalika sects, and was considered almost on a plane identical with Vishnu in his
cosmic characteristics. Kalidasa's Mangalasloka in Vikramorvasiya Nataka refers to
the Eka purusha, Isvara, Sthanu and Sthira-bhakti yogasslabha. The last phrase
is somewhat interesting because of its reference to Bhaktiyogas. At the sametime,
applied to Siva, particularly as the very ultimate of Vedania, to which also Kali-
dasa’s verse refers—itis rather contradictory because neither Siva doctrine nor
Vedanta ever believes in Bhaktiyoga as a very effective vehicle for self-realisation.
OFf course, we are yet far back in time from Sankara who expounded the advaita
vedanta. But it is indicative of the unsystematised state of affairs when Siva,
Vishnu and Brahma were still more or less of interchangeable parts, although
Vishnu as Narayana had become well-established as the most rewarding and the
more cardinal representative of the universal god-head. What more, it is corro-
borative of the Bhakii tenet’s greatest efficacy (as emphasised by the word Sulabha)
a thing that was put on proper philosophic basis by Ramanuja who succeeded
Sankara. Sthinu itself is one of the synonyms of Vishnu as in Sahasranama—
Nityah Sarvagatah Sthanuh Achaloyah Sandtanah.

Another interesting feature related to the Trinity symbolism was that while the
younger son of Siva, Skanda and putative elder son in the form of Ganesa are
talked of, there is no corresponding Vishnu-parivara, although in the panchavira
cult the family of Krishna is included in the form of Aniruddha, Pradyumna and
Samba. But panchavira cult was duly superseded by Vishnu, in the standing, seated
or reclining forms—a thing that got standardised in due course.

We may now consider some unique features of early icons of Vishnu, Siva,
Skanda also. Among the earliest group of Vishnu images from Mathura® (U.P.)
and Udaygairi (M.P.) we have quite a few which show the disc or chakra as placed
on a separate pedestal by the side of Vishnu. This practice is also later imitated
in the Rashtrakuta period of Upper Deccan, where the weapons of Vishnu are
not held in hand, but kept on the ground. A corresponding device is adopted
sometimes on the bronzes of Tamil Nadu, and wherein only the appropriate
hand pose is shown, and the votary is left to guess the nature of the weapons to be
held in the hands. An interesting combination of Vishnu as panchavira entity
probably a prelude to the Vishnu-vyiiha arrangement was in the unique example,
wherein the central figure is Vishou with Sankarshana springing from his body and
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only half-exposed and hooded by a naga, Pradyumna on top of Vishnu, Anirud-
dha below Sankarshana and perhaps Samba on the other side (but unfortunately
mutilated there). This is of a stage prior to the other composite Vishno form
wherein Varaha head on one side and Nrisimha head on the other and peaceful
Vishnu head in the centre is carved. This recalls the Mahesa aspect of Saiva
formulation, and was apparently almost conceived on a similar philosophical
basis of srishti, sthiti and samhdra. Brahma has already been concerned with
four heads and, indeed, was mythically held to have a fifth one which was cut off
by Siva. Thus we have the multiple or specifically five-head concept of all the
three members of the Trinity. In the case of Siva, a third eye was conceived in
Indian art and cult crystallising the Agnitrait, This was usually depicted in the
forehead in a vertical position. But a very unique instance of Siva (now in Boston
Museum and datable to the fifth—sixth centuries A.D.) shows Siva with a third
eye located along the centre of the forehead, in normal position like the other
two cyes. This is undoubtedly indicative of an early attempt in providing the
third eye.

A very interesting canonical fixation also prevails in the ascription of female
consorts to gods. The provision of two goddesses to all gods is a feature which
15 very characterstic of Indian art and religion. While, indeed, the entire range
of gods and goddesses islargely mythical, imaginative, and conceptual, it is
particularly significant that the dual consorts to Gods has a rationale. The most
outstanding example is that of Vishnu and this is, indeed, the primary example
creating analogues in other cases. In the case of Vishnu, Sriand Bhi are shown
as consorts, the latter usually physically shown in earlier examples while the former
is only symbolically inverted. Further, in the fully systematised stage, Sri as the
etherial goddess is imparted certain distinguishing characteristics of colour, orna-
mentation, dress and objects held in hand. For instance, she is always red in
colour, should have kuchabandha, is to be placed to the proper right of Vishnu, and
is associated with lotus. Bhi, on the other hand, representing mundane fertility,
is to be dark in colour, is to occupy the vama or left part (the preferred part in
matrimony and affection), is not to have the kuchabandha, but bared breasts, and is
generally shown as sporting a lily. This antethetical arrangement of the two
goddesses' is applied in almost other cases where Vishnu took his incarnations
also, for example, as Krishna, he has Rukmini and Satyabhama (standing for
Lakshmi and Bhii respectively in all respects), while as Rama, since he was an
ekapatnivratin and was a king, Bhi in the form of Sita was depicted and is to be
shown always to his left and without kuchabandha. Sita was, indeed, born out of the
earth to Janaka and is thus Bhdmisura. In the case of the other gods also, a similar
formula came to be applied, and, thus, we have Brahma being endowed with Gayatri
and Sarasvati; Ganesa being the lord of both Siddhi and Buddhi, not to mention
Vallabha Ganapati, Lakshmi Ganapati and Ucchishta Ganapati; and Karttikeya hav-



120 Glimpses—Architecture, Art and Religion

ing Valli and Devasena. The last mentioned is particularly stilted because it is a case
of an abstract concept having transformed into a personage. Kumara was intended,
when he was born, to lead the divine groups, as the commander-in-chief. Thus,
he was Devasenapati. By a trick of etymology, he was soon made to espouse Deve-
sena as he was already Devasenapati. There was even an attempt to foist a Daityas-
ena on him, corresponding to Devasena. Devasena, thus became his celestial consort.
Apparently, this dual consort formula took place in the case of gods, other than
the Trinity, only when they graduated from parivdra devatas into svayampradhdna
devatas, which, perhaps, did not take place earlier than the 10th century A.D. In
the case of Subrahmanya, we find that he is shown with only one consort, in the
most authentic rock-cut cave (Ladan Koil) of his at Anaimalai, datable to the end
of the eighth century A.D. This goddess was most probably Devasena, since she
is shown with kuchabandha and since in all later cases, both in stone and bronze,
where both Vailli and Devasena are shown, the former is shown without the cover-
ing for the breasts. She is further customarily placed to the proper left of the god
in such a sequence, corresponding to Bhudevi in the case of Vishnu, The consort of
Ladan Koil is, however, to the left of the god, perhaps on the analogy of Siva-
Parvati in ardhaparyankdsana in Kailasa—an instance which, doubtless, was being
imitated in the Ladan Koil specimen.

A well-known early parivdradevata in ashfaparivdra formula was Jyeshtha.
She is Alakshmi and was a cult-goddess, but in considerable popularity in the
Pandyan country. She goes out of vogue from the beginning of the tenth century
A.D. and, indeed, the ashtaparivdra-complex itself changes into a more unitary
temple for each of the gods and goddesses, except in the original region of its popu-
larity, where it continues as a 16 or 32 parivéra-complex, side by side with polari-
sed temple units for each. Jyeshtha is reasonably close to Sitala as a rural
goddess and, although mentioned in Vishnudharmottara, is not found prevalent in
sculpture in the North, and is almost exclusive to Tamil Nadu in the South, where
she is first known in Pandyan rock-cut caves. Her folk-orgin is obvious and she
is somewhat analogous to Hariti in iconographic stance. Her association with
Siva temples in parivara form although she is taken as the elder sister of Sri, is
again significant. Her bovine son and crow banner also bring her near Saturn,
one of the Navagrahas and held as wielding great potentiality for evil on men.
With disappearance of Jyeshtha-cult which coincides with the initiation of the
Navagraha cult in Tamil Nadu, we see a shift from village poddesses to cosmic
concepts.

A significant external mark of the linga is the provision of the madhyanadi and
parsvasiitras. This is obviously to confer on what is otherwise a round object, a
fixed orientation ritually. It is, however, held sometimes that this is the abstraction
of its similarity with the membrum virile. But this may not necessarily be so, since
we fiind often these lines descending very low almost upto the bottom of the linga
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shaft in which case its analogy with the genital organ is considerably lessened.
We have lingas without these marks prevailing upto the end of the eight century
AD. Thus we may take it that whatever be the reason, the ritual character of
these lines is obvious, and these apparently came into existence, from the time of
the Agamic texts and proper consecration of regular cylindrical lingas in Siva temp-
les. 1Itis to be noted that in the case of Dhdra lingas or Sahasra lingas, these
lines are absent. The closest analogue to genital organ is in the Gudimallam linga,
but the very anthropomorphic character of the linga is on a different footing and,
perhaps, its Lakulisa association might have something to do with its peculiarity.
It is datable not earlier than 700 A.D.

The concept of Ardhanari, again, is full of significance. The preferred left
side is already mentioned. Even in Harihara figure, Hari occupies the left side.
This is very much due to the fact that Hari as Mohini was espoused by Hara result-
ing in Harihara putra or Sasta. Here, an interesting social custom is also ossified.
It is known that during marriage or pdnigrahkana, the spouse or bride is to stand to
the left of the bridegroom. Actually in most of the later rituals, the position
is reversed and modern practice also is showing bride to the right of the bride-
groom. If the bride is to the right, the right hand of the groom makes the hold
somewhat cumbersome.® If she is to the left, the groom can hold her right hand
by his left hand, although modern practice recommends avoidance of the
use of left hand for this by the groom. The original significance of the
bride with reference to the groom is apparently based upon the position
of safety, she will have in relation to the groom who might have to encounter
hostility from other claimants to the bride’s hand. If the birde is to the right of
the groom, she is vulnerable and could be dragged away, whereas the positioning
of the groom to the right of the bride makes him, shicld her. There are instances
as in one of the Kalyanasundara sculptures at Ellora, where the right hand of the
groom holds the right hand of the bride who is placed to his left. This is, perhaps,
the indication of the sanction in favour of this usage in early society. It is thus, an
indigenous, non-ritual and tribal custom. Even in iconography, when there is only
one consort, she is invariably placed to the left of the god and not to the right,
suggestive of the natural place of the spouse.

It would be no exaggeration to say that in the post-Brahmane period, when
Itihasas and Puranas came to be written, these were two major forces operating.
The first was in favour of a synthesis of all the heterogeneous divinities who sustai-
ned themselves on their individuality hitherto. The svnthesis took note of the
collective responsibility involved in the predominant members of the pantheon,
namely, the Trinity. MNonetheless, the synthesis was essentially one of in-
terchangeable potential. These were, later, to get Wardened, under the sectarian
grouping of society. This mutually transferable divine potential began to be reflec-
ted clearly in the myths and legends of the age. The other force was that of
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subordinating a series of cults to a primary god-head and considering the prima
facie disparity in affiliation, to a cyclic process of pre-birth or past incarnations.
This phenomenon is, indeed, partly responsible for the apparent anachronism that
we sometimes meet with in the Puranas, like two avtaras such as Parasurama and
Rama meeting in 2 seemingly hostile context, and the gods themselves pitted against
each other, sometimes, by the fervant loyalty of the devotees and the consequent
acquisition of boons from the former by the latter and their subsequent misuse.
While the power to bestow boons was undoubtedly vested in each member of the
Trinity, in the ultimate analysis, for the universal welfare any boon misused by
the recipient met with its inevitable neutralisation at the hands of the remaining
member(s) of the Trinity. This is a clear proof in favour of an acknoweld-
ged collective responsibility among Trinity. The story of Ravana's prosperity
and later downfall is a case in point. While Brahma gave him virtually limitless
boons and Siva gave him weapons, he was vanquished by Vishnu in the guise of
Rama ultimately when his vices tilted the scale of his virtues.

The second force can be exemplified by the most unusual and interesting semi-
divine entity that we meet with in Puranic lores, namely Hanuman. Although, his
primary role was in the Epic Ramayana we are left in no doubt that he is none
else than an amsa of Siva, and indeed he is called Rudra-virya samudbhiava. We are
told that when the time for Rama incarnation by Vishnu came the celestial beings
duly transformed themselves into different mundane entities to be the dramatis
personae of Ravana-vadha enactment. Indra is said to have become Sugriva,
Surya became Vali and Angada, Agni is said to have been Nila and Siva converted
a part of himself into Hanuman. This very interesting genesis had been apparently
well-taken by the devotees, and the tradition, thus, became established linking
&iva with Hanuman. A slight variation of the same tradition saw the dual mani-
festation of the same Siva potenital as Nandi and Hanuman, and we have Valmiki’s
own Ramayana informing us that Ravana, on seeing Hanuman face to face,
was so struck by his power that he was set to ruminating the past, and won-
dering if Hanuman was not, after all, Nandi Bhagawan himself whom he
once reviled at Kailasa and attracted duly a curse—Kimesha Bhagavan Nandi
bhavet sakshadihdgatah, * Yena saptosmi Kailase maya sanchalite-jurd" —Sundra-
kanda, That this was not a mere textual tradition but well absorbed in to the
society is most illuminatingly, and uniquely, asit were, displayed in two cases of
rock-cut temples in the Tamil country and Kerala, at Kunnattur and Kottukkal
respectively. These caves are datable to c. second half of the eighth century A.D.
or little earlier. In both the cases, the treatment is almost identical, leading one
to surmise that they had been mutually influenced. The theme took the shape of
one of the dvdrapalas of the Saivite cave-temples in either of the places, wherein
instead of showing the normal Pratihari, corresponding to the right side of the door
jamb, the figure of Hanuman himself in standing form is substituted for the dvdra-
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pila, thus making Hanuman, one of the §iva prasadas. Further, in order to leave
the identity of the Hanuman—MNandi equation in no doubt, in the Kerala example,
the monolithic nandi which is cut on the front floor of the temple excavation is
oriented, not to the linga in the shrine, as it should have been, but to the Hanuman
dvarapala and is set very close to him in an unmistakable manner. Since Nandi-
kesvara is taken as one of the door keepers of Siva, and since Hanuman here is not
only shown in the former's place but with this transfer of duties well-reinforced
by the figure of Nandi himself close to him and directed towards him, we are
strongly impelled to recall this tradition of Siva having bequeathed his power to
Hanuman. That is why Valmiki even compares the destruction of Lanka by
Hanuman to the destrution of Tripuras by Rudra (Rudrena Tripuram yathd). In
Ramayana this story itself, occurs in disguise twice. Once in the early part of the
narrative, he comes as the Siva's dlianus or bow with express purpose of getting
strung and broken, only by Rama and none else, so that he may wed Sita (the world
mother) and again later in the story, as Hanuman, he is once again instrumental
in bringing Sita and Rama (separated by an unkind fate), together by his miraculous
deeds of valour. The grand design and the didactic undertone of these events is all
too patent to the discriminating mind which would see in Ramayana, more than a
mere narrative of the biography of exemplary man. Iconography has, indeed
vindicated this divine polymorphism in the examples quoted above. Hanuman
emerges as a very efficacious minor god out of this, and is seen in bronze, stone,
paint and on coins from the pre-medieval times. The stone incription in the
Chandella kingdom in the Harsha era 316 (A.D. 922) of the time of Sallakshana
Varman was, perhaps, the earliest reference to Hanuman worship as such that we
have. Prithvideva A.D. 1065-1190 and Jajalladeva (1090-1120) Kalachuris
have Hanuman on their copper coins. Later, Yadavas and Kalachuris of
Kalyani have this type of coin profusely. The earliest textual reference to
Hanuman as a parivdra devata is in Vaikhdnasa Agama and he is called there by
the name Akshahanta (the destroyer of Aksaha)—as an echo to one of his
valourous deeds in Lanka in the Ramayana story

Mention had been made of the special place of honour given to chakra or
sudarsana in early Vishnu sculptures in north India by placing it on a pedstal. It is
suggestive of fairly early cult importance attached to Vishnu's chakra. We have
the association of fire or Agni, with sudarsana, and, indeed, that is the element of
destructive power ascribed to it. From the seventh-ecighth century onwards, we
have an explicit attribution of orbs of flame on the spoke ends of the chakra,
Devotional and hymnal Tamil literature also attests to this by referring to Vishnu's
disc as Sudar-ali the flaming ring. We have in the north the puranic legends,
though reasonably late, like that of royal sage Ambarisha and how the Sudrasana
chakra protected him. The early worship of chakra thus, appears to have been
well-adumbrated, and its affiliation to Agni is equally so,
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It is interesting in this connection to note that a number of legends
have sprung about Vishnu's chakra, some of which are of the pre-and some
of the Agamic times. For instance, we have the reference in Ramayana to Rava-
na's chest having been tested by the chakra of Vishnu. Obviously, this implies
Ravana’s existence outside the narrative of Ramayana proper when he had occasion
to be the target of Sudarsana. Since Ravana was a devout Siva Bliakra, it was
possible he had shown scant respect to Vishnu's weapons and, thus attracted con-
dign punishment. On the contrary, we have the Agamic legend by which Siva is
said to have conferred chakra on Vishnu who, according to Amsumagbhedigama,
had worshipped Siva with 999 lotuses and owing to the paucity of the 1000th,
plucked out one of his lotus-like eyes in its place, and offered to Siva. We have
one of the earliest and the most beautiful and important narration in scolpture of
this scene in the Airavatesvara temple at Kanchipuram which should be dated to
Rajasimha’s period (c. A.D. 725). Thus we have the currency of this legend alre-
ady in the. early Agamic period, and this would mean that in this period, Siva cult
had stood to gain showing Vishnu as having been under obligation to Siva in his
primary weapons, we have certainly sufficient sculptural and literary evidence to
show that this is merely a sectarian myth in so far as the origin of chakra is con-
cerned. But the more interesting aspect that we might well take note of is the fact
that Sudarsana chakra being the embodiment of Agni, has itself a primary Siva
association with it , since Rudra himself was equated with Agni in the later Vedic
times. Thus, Vishnu s disc was early concession of the destructive element in the
Trinity symbolism, lotus and the chakra correspondingly represent, even in Vishnu,
the creative and destructive characteristics. We know already that Kaumodaki agda
is feminine in conception and, thus, part of the Vishnu maya. The conch is the
exclusive characteristic of Krishna symbolism and legend, Krishna having acqui-
red it from the Panchajana demon, while on a trip to their world in search of Muni
Sandipani's lost son. The conch, moreover, is the primeval sound or sabda
brahma and ‘rita’ (or eternal truth) and is indicated in Brahma by Pustaka. and
Siva by the damaru. The fire, on the other hand, is again indicated by the Sruk
or the havana ladle in Brahma, and tongues of fire (Malu in Tamil) themselves in
Siva’s hand. The close association, thus, of Brahma (who is the Adhvaryu of
the gods), Vishnu and Rudra, with Agni, in one aspect or another, is primarly due
to the great importance given to rituals in the post-Vedic period, even to a greater
degree than in the Vedic stage. Only in Vishnu, the multiple elements of creation,
preservation and destruction had been harmonised at the earliest stages, resulting
in the standard form with Sankha, Chakra, Gada and Padma, consistent with the
highly important role of Vishnu as the very samrakshaka of all rituals.

Indeed, so much was Vishnu identified with the fruits of rituals that he was
called as the embodiment of the sacrificial wood like Nyagrodha (banyan), Udum-
bara (Ficus glamorata), Asvattha (pipal—Ficus Indica), in Sahasranama. These are
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worthly of being used for sacrifices. What is more, although these trees are partially
overlapping with the trees that are to be used for churning fire, and for the sacri-
ficial yidpas namely Vaja, Vilva (Alegle Marmelos) and Vanmhi (Plumbago ceylanika,
Vata or citrus), the trees are particularly affiliated to Vishnu instead of $iva, to whom
two of the latter there are. Thus Vishnu is directly associated with Vata as the child
lying on the floating banyan leaf in primeval waters, when there is deluge at the end
of an acon; with udumbara® as the wood, of which his images are made (as, for
instance, the Nagarjunakonda inscription of the Abhira king-bhagvate Udumbar-
abhava, and a separate form of Vishnu called the Asvattha Narayana is known,
relating him to the Asvattha tree. This only goes to show how much the cult of the
sacrifices had become ramified in the post-Vedic times, and how much, notwith-
standing the growing prominence of Rudra-§iva, as the very transformation of the
Vedic Agui, the central and, indeed, Sattivic character of Vishnu has made him the
god par excellence for prosperity in this world and fruits in the other world, giving
rise to the famous verse.®

In the process of the sophistication that overtook the Rudra Pasupati
into the classical Siva, many other collateral elements also got metamarphosed.
One of them was Ganesa or Vighnesvara. Notwithstanding the dubious claim
of his existence as a God in the Vedic period—as indicated by the hymn
Gandanam tvd Ganpatim Havamahe, which could well be of a later character, the
fact remains that, by and large, we do not have any Ganapati in ritual iconography,
much earlier than the fourth-fifth century A.D. Before that, we do, indeed, have
the occurrence of different ganas or the pramathd groups, affiliated to Sivaite
parivdra, but only by the fifth century A.D. we see the rise of Ganesa as the chief
of the parivaras, and by virtue of the coalescene of all the Tdmasic and other powe-
1s, belonging to Siva and his becoming the very embodiment of these powers. The
Vinayakapurana of a very much later (probably medieval) times ascribed 12
different incarnations of the God, beginning with Siddhi and Buddhi as his consort
and ending with Vallabha Ganapati. Much synthesis of Sivaite and Sakta energy
into this God has been enunciated in this process. We have certainly no evidence
of Ganapati in the south before the fifth century A.D., and in Tamil Nadu before
A.D., 700 notwithstanding the contacts that Pallavas had with Chalukyas in
wars. Even in the Chalukyan country, the predominance of Skanda or Kartti-
keya over Vinayaka is patent and fundamental, where the former comes to
be shown as a regular God and is directly associated with the Chalukyan clan
prosperity itself. Another interesting feature is that Ganesa as the lord of obstac-
les, becomes very important in serial documentation, where the schematic replica
of his trunk in the form of letter “U” (Tamil) is written at the top of a document for
auspicious prosecution of the contents of the writing. Apparently, this is the modifi-
cation of the Sanskrit letter ‘U’ which in its sound value stands for Sri in the pra-
pava formula of Aum. If this is so, then we have the case of displacement of the
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chronogram Sri, as represented by the letter ‘U’, by the same letter representing
Ganesa, at a later stage, suggesting the polarisation of Vaishnava and Siva elements

in iconography and daily life.
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THE CHAKRAVARTI CONCEPT AND THE CHAKRA

It is not clear as to how and when the concept of royalty as signified by the
word Chakravarti originated. More obvious, however, is the fact that in the ear-
liest known societies in which the germ of royalty was existing, the association of
such chieftains with chariots was quite significant. Indeed the chariot has formed
one of the distinguishing features of status in such societies. As archaeological
vestiges of pre-literate societies are, often enough, more carefully preserved in the
sepulchral rather than habitational edifices, we find very elaborate graves in which
the chieftains (so indeed they ought to be) are buried in all pomp and parapher-
nalia, with the full war chariot and horse-trappings, in order, apparently, to con-
note the inseparable nature of the chariot and the chieftain. It would be worth-
while to give a brief picture of such societies and graves in this connection.

Here, we can do no better than quote Gordon Childe, whose thought provok-
ing analytical approach to the material evidences of archaeology for the recons-
truction of ancient societies and social evolution had been the single major factor
in the redemption of prehistoric and protohistoric studies from the stagnant morass
of mere disjecta membra. Talking about the Mycenacan Greeks, he remarks that,
“A priori, one would expect that the possession of horses and chariots was confi-
ned to a few who absorbed the social surplus and enjoyed at least the prerogatives
of the armoured knight in medieval Europe. Archacology confirms these expecta-
tions. The citadels round which population was grouped were little more than
castles, largely occupied by palatial apartments”. Again, of the Early Iron Age
societies of the Danube basin he says that, “The villages contained about a dozen
farmhouses, each with stable and granary, and a large timber hall in strongly forti-
fied inane enciente, evidently the castle of the local chief. Funerary record con-
firms this. In many cemeteries excavations disclose three grades of internments, the
majority poorly furnished (and generally after cremation) under small barrows; a
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much smaller number of extended skeletons, accompanied, if male, by swords and
other accoutrements, but always by rich gear, under large barrows; and a very
few shaft-graves or mortuary houses under huge barrows and containing the body
of a warrior buried in a four-wheeled hearse and accompanied by the trappings of
a war horse, treasures of precious metal and Mediterranean imports. These royal
tombs provide the first conclusive evidence for the effective political unification of
local communities into still tiny kingdoms."

We are thus in a position to glimpse in a faint manner the basis for the royalty
—chariot cult. Even in the Vedic society, and generally given to battles as a matter
of daily activity, we see a prominent place for carts and chariots in the descriptions
supplied in the Rigvedic hymns. Very detailed accounts of individual components of
the chariot machinery are also given, which go to show how much they set store by
this vehicle of both defensive and secular utility. While in the Vedic times, the
chariots or carts could have been used for collecting and bringing such material as
Soma plants, twigs for homa and other sdmagri, it is quite probable that the chariot’s
distinguished place was in the field of battle too, of which we have quite realistic
accounts. Further, the chariot of the Sun with the seven steeds yoked to it is a
very ancient and familiar Vedic concept. We have poetic accounts of the daily
traverse of the Sun across the firmament and the darkness of the night on the
earth due to the course of the Sun in the netherworlds. The Egyptian version of
Osiris is similar to the Vedic in general, though the former is more closely associa-
ted with royalty; but the vehicle of passage there, however, is a boat and not a
chariot. The Vedic Aryan concept of the solar chariot, however, has its own bear-
ing upon the King, the extent of his domain, and metaphorically the Sun may well
be compared with the King who rules the earth and sheds benevolence upon the
living creatures. In any case, it is fairly clear that the word Chakravarti is etymo-
logically traceable from the revolutions of the chariot wheels, perhaps of the Sun
in his apparent diurnal movement. In its developed form. in the classical times, the
wheel and the chariot had become a powerful symbol of temporal suzerainty and
has thus come to be portrayed extensively in art, sculpture, and of course,
literature.,

The wheel is indeed the most suitable channel through which the idea of a
central authority which controls and commands a network of peripheral forces,
is effectively brought out. The wheel with its hub, spokes and tyre provides the
maost natural analogy to the relationship between the subjects and the King, how
the revolutions of the centre are briefer compared to their outer tyres. However,
we find that archaeologically considered, spoked wheels are relatively later inven-
tions and the most ancient documented wheels of the vehicles in many parts of the
world were tripartite discs. It should also be conceded that the tripartite wheel is
the most efficient form of solid wheel but at the same time it was not the only
feasible form. It is thus interesting that in so many distinct areas the first attempts
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by wheelwrights produced this form—which naturally points to the diffusive
nature of this device. As Childe had so comprehensively catalogued, wheeled vehi-
cles are known from Mesopotamia in 3000 B.C.: Indus valley 2500; Central
Asian Steppes, 2500; Northern Syria and Upper Euphrates, 2200—100; Greece,
1550—30; South Russia, 1430—200; Northern Italy, 1100—200; Britain, 500—100
B.C., thus suggesting a probably single-centred diffusion from lower Tigris

As mentioned earlier, by the beginning of the 3rd millennium B.C., in
Mesopotamia we have the burial of wheeled vehicles clearly and characteristically
associated with royal graves. This very association is also evidenced in the earliest
contexts of wheeled vehicles in the entire North East Europe, South Russia and
Greece. We are led to remark that this intimate association of wheels and rovalty
again supports the view of single centre diffusion,

It is of fundamental significance further that the evolution of a wheeled trac-
tion is directly based on a previous stage of the plough which is drawn by two
animals yoked to the central pole. We know also that the invention of the potter’s
wheel is also neolithic in age and origin and further was first attested in Mosopo-
tamia, althouth only centuries later than wheeled vehicles, was it adopted for mak-
ing a living in the professional field. We are thus tempted to conclude that the
direct development of the potter’s wheel and the plough out-fit of the neolithic
stage was the wagon on wheels of the succeeding stage of urban civilization as at
Sumer and Indus Valley. That it could be so is further conditioned by the fact that
the requirement based on a large-scale demand for wheeled vehicles would have
implied adequate supply of metal, not only for the wheels and its gadgets them-
selves but also for the carpenters and wheelwrights for making the vehicles. This
could have occurred only with the advanced knowledge of the sources of metal
ores and of metalcraft or metallurgy itself in a Bronze Age or early Iron Age
selting.

Besides, any new technique or innovation gains a foothold in a foreign soil or,
in other words, diffuses, only when the conditions are such that the adopting socie-
ty had evolved to a stage which allows the acceptance of the ideas, or when it
satisfied the socially approved need of the adopting culture. Mere competition or
impact is not enough. In the case of protohistoric India at least, it is demonstr-
able to some extent, that the adoption of the chariot was directly influenced by a
socially approved need; namely the fighting chieftains who made common cause
with one group or another for certain not necessarily aggrandizing purposes. The
germs of a division of society into the warriors, ritual-minded Brahmans, and crafts-
men or artisans has already existed in the 2nd-1st millennium B.C. which was to
develop into more rigid patterns in the late Vedic times. Thus the chariots were
popular not merely as a fighting armour of the kings, but also as the symbol of a
socially and technologically evolving society. Further the geographical conditions of
the river plains was suitable for the propulsion of the horse-drawn chariot and, as
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we see in Vedic literature, the complete familarity with even the troubles that
beset a charioteer is quite amply evidenced.

Thus we are led to infer that wheeled wvehicles and chieftainship (either a
monarch or a priest-king) have a close relationship; that these could have origina-
ted at the earliest in the Bronze Age communities of West Asia and Indus Valley;
and that the basic utility of the wheeled vehicles was not merely restricted to mili-
tary purposes but could have been extended largely to ritual and miscellaneous
secular occasions. In the sequel, the wheel became, with specific emphasis in India,
the symbol of a State, whether of a theocratic hierarchy of priests or of religious or
ritual-minded king becoming the patrons and saviours of the priestly class as obtai-
ned in the Epic and Classical times.

In the realm of Indian art and literature the concept of royalty or Chakrvarti
has become crystallised in the performance of sacrifices signifying temporal power,
such as the Asvamedha. It was not a mere formality or showmanship but, on the
other hand, however restricted by the geographical terrain of the king, a compre-
hensive exercise in valour and heroism, and from the point of view of archaeology,
the finest evidence for the physical existence of the kings, their exploits and their
vicissitudes. It is not unusual thus, for instance, for a king to strike special issues
of gold coins on that occasion (as the great Chandragupta II did) or to erect sacri-
ficial altars on which to perform the yajiia part of the ceremony with the bricks
(rarely) inscribed with the record of the performance of the sacrifice by the king (as
king Silavarman of Kalsi arca had done).

It is interesting that one of the architectural forms or orientations of the
sacrifical altars prescribed in the Sulba Sdstra texts is called Rathachakra Chiti.
This takes the form of a wheel with tyre, spokes and hub complete and in which
apparently there can be a variation in the number of spokes from a minimum of four
to sixteen or more. Now, this idea is at the root of two devices which were adopted
by early Buddhism in two significant contexts. Firstly we have the Dharmachakra
pravartana or setling in motion of the Wheel of Law by the Buddha at Sarnpath.
This is based on the idea of a perennial rotation of the wheel, given that smooth and
ardent adherence to Dharma by the devotees, It is the most symmetric symbol of
the harmonious promulgation of a campaign for the pious and compassionate way
of living that the Buddha initiated and the shape of the wheel is most aptly fitting
the ideology. The other aspect which is indeed allied but is fitted to a different
context, namely funerary, is the Stdpa concept. The plan of the stipa is wheel-
shaped and the spokes can range from four to sixteen or more. While, we do
indeed have stipas which have only a hard earthen or pebble core in a brick casing
and without segremental spoke-walls, the most characteristic type of stipa is always
wheel-shaped in plan. The wheel-shaped stipa is for corporeal relics of the Buddha
or the Boddhisattvas or any saints or Chakravartins or Mahdrdjas or even lay
devotess sometimes, or is merely a memorial, or having associative articles enshri-



The Chakravarti Concept and the Chakra 131

ned. The references to Chaityas in Ramayana and Mahabharata together with the
Buddha’s own references to stipas built over his predecessors shows a sufficiently
carly prevalence of the practice. In any case, the use of the wheel-plan is as much
the result of traditional importance of the wheel-symbol as a basis for a ritual
altar, as the practical utility and efficiency of this plan for a structural monument
of hemispherical shape. While the wheel had later become the characteristic
material or structural manifestation of Buddhist art and ritual in India, we will do
well to bear in mind that the origins of the wheel-symbol stretch far back into time
and in India we have the earliest archaeclogical application in the wheeled repre-
sentations of the Indus Valley culture, and the earliest literary form in the Rigvedic
hymns. Even in the early medieval time, with the revival of Hinduism, we have
the happy application of the very Buddhistic word Dharmachakra to a patently
Puranic context as in the case of Vedanta Desika’s Abhitistava, stanza 23, applying
to Vishnu in the role of the resplendent Disc-bearer and the preserver of order and
Dharma :

safmamafaar Paagfa g 9%

gaaag 5:f § wgfa sawsfeafag
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THE TYPOLOGY OF THE ANANTASAYI ICON

Iconographic evidence reveals that the reclining form of Vishou known as
Anantagayi or Seshasayi is one of the oldest among Brahmanical ritual forms. Its
examples are found throughout the country, in stone, stucco, and wood. Indeed,
the theme of the sleeping god on the primeval waters is one of the most ancient
puranic concepts of creation, revealing a rare combinatian of the attributes and
consorts of Vishnu in pristine forms. The growth of the AnantaSayi concept marks
the development of the undivided Trinity family, the comprehensive array of all
the Vedic gods, major, and minor in an assemblage that spells dynamism amid
primordial clam.

Treatment of the theme has varied in different regions, reflecting the rise of
the Agamas with their emphasis on one or another aspect of the original Vishnu
myth. The greatest number of examples are found in Tamil land. Those in stone
may be either sculptures in the round or rock-cut; the latter occurring both inside
excavated shrines and in the open. A well-known example of the latter type is
the small Ranganatha carving between the two Shore Temples at Mahabali-
puram (covered with a shrine in the time of Narasimhavarman 1I). Similar
but larger examples are found in Orissa, as in Dhenkanal District where
there are two sculptures of Seshafayi type at Sarang and Rasol, the former
on the bank of the river Brahmani and the latter in a forest; the images, nearly
fifty feet (15 m) long, being sculptured out of low rock outcroppings.

The version of Puranic cosmogony found in the Srimad Bhagavata tells that
just before the deluge God MNarayana was engrossed in introspective contem-
plation. Consequently the illusory creative spectrum produced by the play
of the three gupas or qualities, sattva, rajas and tamas (i.e, lucidity, energy,
and density) was blacked out. After two acons, the intuitive creative urge, ichchd
fakti, overtook the god. The spell of illusion was broken and the power of kala-
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sakti, cosmic manifestation, with its gamut of karmas and gunas reappeared and
began to function. The immediate result of the divine will was the creation of the
directions and other gods. It further producced, by the preponderance of active or
kinetic sattva, rajas, and tamas, the antahkarana, indriyas, and sabda (inner organs
sensory organs, and sound respectively). The last by logical diffusion gave rise 10
akdsfa and vdyu, ether and air; and through those to sparfa, ripa, rasa and gandha
(touch, sight, taste, and smell).

These, however, were still not equal to the task of creating the macrocosm.
Hence God Himself motivated the creative power within Him, kriya fakti, to
produce the cosmic shell or egg, Brahmdnda. After this anda had rested fora
millennium upon the cosmic waters, there emerged from it Virdy, the Cosmic
Being, in the form of the Fourteen Worlds. At the top of these worlds, in the
Satyaloka, God Himsell was converted into Brahman. During the preceding
prajaya or period of dissolution, when there had been only water, these two had
been merged. At the end of the pralaya, God asked kdla sakti to invoke Him.
When this was done, God cast an inward look, and a beautiful lotus arose, its
petals and bud representing all creation. This lotus, growing from God's
body on a tall stalk, shed lustre all aroud it; and when it blossomed, Brahma
appeared.

Brahma, seated on the lotus, looked all about him through the four directions
to discern the origin of the marvellous lotus: and to facilitate this received four
heads and pairs of eyes. He could not, however, perceive the original root of the
lotus in God Himself; and ulumately realized this only by deep concentration and
meditation. Then he prayed to God for the blessing of reserves of power for
creation, and with this power brought into being the Three Worlds with their
flora, fauna, birds, and divine beings like Yakshas, Gandharvas and Kinnaras.
Next were born the four precocious child-seers or Sanakddi Yogis. These last
were asked to procreate men but declined, being engaged in asceticism.

Then Rudra was born from between the brows of Brahma, to be differentiated
into eleven elements and provided with eleven consorts. Brahma further engen-
dered the Rishis; the group of nine demiurges or Nava Prajapatis,’ Marichi, Atri
Angiras, Kratu, Pulaha, Pulastya, Bhrigu, Vasishtha, and Daksha, and the
divine sage Narada: who subsequently created this world. He further engendered
Dharma, Kardama and Sarasvati From his face he evolved the four Vedas,
the six Vedangas or auxiliary Vedic sciences, and the Puranas. These he taught
to his sons, the Prajapatis. Then, with further blessings from God, Brahma
subdivided his own body into two forms, the male Svayambhuva Manu and the
female Satarupa : the first couple, through whom the human race was procreated.

A variant of this legend, found in the Madrkandeya Purdna and its
interpolated episode, the Devi (or Durgd) Mdhdtmya,® introduces important
subsidiary characters. Markandeya appears as the chief Rishi performing



134 Glimpses—Architecture, Art and Religion

worship of Seshasayi; while Madhu and Kaitabha are demons who
attempted to attack Vishnu while He was in meditation, and were foiled by the
serpent Ananta, who sent fumes of poison against them. A further addition is the
personification of Vishou's weapons in Pafichajanya. Sudarsana, Nandaka,
Kaumodaki, Samga (the conch, discus, sword, mace, and bow respectively).

The Vaikhdnasdgama text® and its variant the Vimdndrehanokalpa go a step
further in subdividing the Anantafayi form into four iconographic variants of
fayana. He who seeks yoga will worship the Yogasayanma; he who asks for
mundane bliss will worship the Bhogafayana; he who aspires to vira, strength,
will be a devotee of the Virafayana; while a king who wishes to vanguish his
foes will worship the Abhichdrikasayana.

In the first of these, Vishnu is to be depicted with two arms, half-reclining,
with eyes half-open, one leg slightly flexed and the other fully stretched out. The
right arm is stretched backward; the left hand either rests on the thigh or is raised
at waist level in the kafaka pose (a conventional, non-symbolic gesture). The
sages Bhrigu and Markandeya worship, while the demons Madhu and Kaitabha
threaten from the direction of the God’s legs. Brahma is shown seated on the
lotus rising out of Vishnu’s navel. On the upper part of the rear wall will be
shown Garuda, Visvakshena (Vishnu's gatekeeper), the personifications of the
Five Weapons, and the Seven Rishis; while a second representation of Brahma
and Sankara (ie Siva) arc seated on right and left respectively. This most
complete combination stands as uffama or topmost class. The intermediate,
madhyama class involves the omission of the Rishis, Visvakshena, etc.; while the
lowest, adhama class brings the omission also of the worshipping sages and
the two demons.

In the Bhogasayana the God is shown four-armed, half reclining, with the legs
as in the Yogasayana. The two lower arms are stretched along the thighs; the right
upper arm is stretched backward, while the left i5 raised in the kataka pose.
Near the head is 5ri Devi touching the god’s hand; one of her hands hold a lotus
the other makes the kafaka gesture. Bhii, or Mahi Devi, massages the God's left
foot, carrying a blue lily in her right hand. Markandeya and Bhrigu, seated at
the level of the serpent’s lowest coil, worship on right and left respectively. The
demons are shown at the foot end as if rushing at terrific speed, their legs
immersed in the ocean waves, while their whole persons are scorched by the
poisonous fumes emitted by Ananta's mouths. On the rear upper wall are shown
Brahma, Sankara on the left, with Ganesa further to the right and Durga to the
left. At this stage the representation will be of the madhyama class. For the uttama
class the forms on the rear wall should be supplemented by the personifications of
the Five weapons to the right of Brahma, with Surya and Chandra to right and
left; the Gandharva Tumburu and a youthful form the sage Narada further on the
right, and on the left the ASvins, the Eight Lokapdlas and Apsaras. Without
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any of these, or the worshipping sages, the representation will be of the adhama
class.

The Firasayana form shows the God with four arms, two holding the conch
and discus while one hand supports head and the fourth arm is stretched along
the thigh. §r1 and Bhil enclose the divine feet; the demons attack from the foot end;
while Markandeya and Bhrigu worship on right and left respectively. Above sits
Brahma on the lotus, accompanied by the personifications of the Five weapons,
Garuda, Surya, Chandra, the Seven Rishis, the Twelve Adityas or light deities,
the Eleven Rudras, Tumburu and Marada, the Four Sanakadi Yogis, Apsaras and
Kinnaras. Appropriately diminished, this wrtama grouping may be reduced to the
madhyama or adhama classes.

The fourth form, Abhichdrikasayana, shows Vishnu lying in deep slumber with
scanty clothing and thin limbs, his head to the north. He is blue-bodied and four-
armed: there are no attendant deities. The utfama version shows a Sesha with
two hoods and two body coils. With a single hood and body coil the form is
madhyama; while the adhama version omits Sesha entirely, placing the recumbent
Vishonu on bare ground.

The reasons for some of the principal differences between these four icono-
graphic categories are quite natural. The Yoga type lacks representations of Sri
and Bhi, presumably because a god in deep meditation should not be disturbed
by consorts massaging his feet. The latter feature is appropriate in the Vira
type, with a full complement of assembled gods, etc. The Bhoga type is more
formal and so places the two goddesses according to protocol, with §r1 at the
head and Bhil at the feet. The Abhichdrika category, finally, is a highly specialized
and exclusive one, conceived under the influence of strong taboos.

The Agama text admits an exception to the Yogafayana canon, in that Bhi
Devi may be shown in place of the worshipper Bhrigu, at the foot-end. She is
found there, for example, at Mahabalipuram in the Anantasayi relief of the Mahi-
shamardinimandapa

The Bhoga type with 81 at the head and Bha at the feetis found in both
northern and southern India. The Vira type with both consorts at the feet is the
most prevalent in later representations. The Yoga type, omitting the two entirely,
relatively rare, is not always strictly observed, and is perhaps the ecarliest. As a
general rule the most monumental group compositions are the earliest, particularly
in stone. In stucco as well most later examples of the Anantasayi theme are
relatively small and compact On the other hand, full iconographic completeness,
to the extent permitted by the Agama text, is unknown, except perhaps in the two
sites of Tamil Nadu, Tirumayam (in stone) and Srivilliputtur (in stucco). The reason
for this is probably that the theme was conceived essentially in Puranic terms, which
permitted a bare minimum, to which additions might or might not be made. The
Agama seems to attempt to reconcile this fact with its own elaboration by admitting
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in each of its four types the progressively simpler madhyama and adhama classes.
In practice, again, there may be surprising omissions even when the composition
is relatively restricted, e.g., most early examples omit Sri Devi; and Brahma is
absent from the Mahabalipuram relief in the Mahishamardinimandapa.

The appended Table attempts to summarize the iconographic characteristics
of the best known Anantasayi representations both northern and southern.

It is natural to study these data in an attempt to establish a chronological
succession on iconographic grounds. The criteria should not of course be evaluated
without taking into consideration the provenance of each example and its degree
of importance in the original scheme of worship, ie., whether it was the main
representation of the deity or an accessory panel. The medium used also has a
bearing. There are four traditional materials, stone, wood, stucco, and paint; and
Agama texts normally permit an image to be either, chitra, chitrardha, chitrabhasa
or in the round, in relief, or in paint (the alternatives being apparently required as
much for economic as for ritual considerations). At the same time we know that,
broadly speaking, stone and wood were used long before the vogue for stucco
came into prominence. There are cases in which stone images were later covered
over with layers of plaster or punuguchattam as it is called in Tamil, and so give
the impression of being stucco sculptures (of course at some sacrifice of the
proportions and clarity of the original). :

Speaking of the southern examples first, we may note some basic features
of their compositions. Almost all. except at Mahabalipuram, include Brahma.
Most show Bhii Devi but not Sri.  All include the demons Madhu and Kaitabha;
place the dyudha Devatas, the personifications of the weapons, on the rear wall;
and have one or two sages at the foot end. Most give the serpent a maximum of
three coils, which are rendered horizontally. Mahabalipuram in general is sufficiently
aberrant to warrant closer attention.

Both examples, at the Shore Temple and the Mahishamardinimandapa, are
known to date prior to the reign of Rajasimha, i.e. Narasimavarman II (c. 700-
728); the former may be even prior to Marasimhavarman I (¢. 630-668), and so
pre-Mamalla. It is unique in omitting the serpnt, the Ayudhas, Bha, and Brahma;
and in this respect satisfies the Vaikhdnasdgama description of the minimal,
adhama stage of the Abliichdrika version of the theme.

The relief in the Mahishamardinimandapa corresponds to the Yogasayana
version in giving its Vishnu only two arms. It is exceptional in omitting the figure
of Brahma, and in reducing the hovering demigods to two, probably the personi-
fications of the conch and mace. Thus the more widely destructive weapon types,
the sword, discus, and bow, are absent. The conch is primarily a commemorative
symbol, given to Krishna-Vasudeva as a reminder of his having slain the
dwarfish sea demon Panchajana; while the mace had been Vishnu's arm in his
earlier boar avatdra,
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Speaking parenthetically, it is impossible that the two small figures kneeling at
front centre, facing each other, should be two more Ayudhas. Both extant repre-
sentations limit the positions permitted these personifications to the rear wall.
Both of the kneelers wear their hair in the jafdmakure, but differ in other ways.
The one on the viewer's left wears a yajiiopavita of flowers, or perhaps
of skuolls, and legs are hiddden below mid-thigh, as if immersed in water;
thus he may represent Varuna, The other, wearing an ordinary sacred thread and
kneeling at the level of the serpent’s bottom coil. is perhaps Markandeya. Repre-
sentation of these two are cited in the texts, and are almost always found in similar
positions in the southern examples: elsewhere often with folded hands It is
interesting that Bhit Devi should be found here on the same level—that of the earth,
which she personifies—kneeling and facing the god; in most of the later works
she sits near the feet and massages them.

The two tall figures at the extreme right are the demons.

This panel has sometimes been considered as inspired by the Devi Mdhdtmya
version of the Mdrkandeya Purdna :an interpolation into the Puranic text which
in the north cannot go back much beyond A.D. 608 (a verse from the Devi
Mahatmya is quoted in an inscription so dated at Goth in the Jodhpur district
of Rajasthan: the Dahimati-mata inscription of Dhruhlana, of the year 289 : to be
reckoned by the Gupta era, on the basis of the symbols used for the numerals). We
may assume that this text would have been available in the Pallava realm say with-
in fifty years after it became prevalent in the Gupta-controlled areas of the north.
It isnot so easy to deduce from this that it would have been actually applied. Even
in an area of undisputed Gupta control, Deogarh, we find in the Vishnu temple a
Seshasayi panel which is not of the conventional type nor any nearer to the Devi
Madahatmya version,

The applicability of this text t> the Mahabalipuram relief is based on two
controversial assumptions. First, two flying figures are called Yoganidra, personified
illusion, and her attendant. Second, it is pointed out that in the shrine the Ananta-
ayi panel is placed just opposite to the relief showing Durga attacking the demon;
and that these two themes are similarly juxtaposed in the first two chapters of the
Devi Mahdtmya. Against the first claim stands the fact that the two flying figures
are shown just as they appear in the full Ayudha group of four or five, with the
mace symbolized by the female Kaumodaki and the conch by the dwarfish demon
Panchajana.

As to the second argument, it may be pointed out that a general association
of Durga with Vishnu is common in the Tamil country, there, and nowhere else,
she carries the conch and discus of the god. This is not necessarily a support for
the Devi Mahatmya theory in its entirety. The identification of Durga with Narayani,
Vishnu's sister, is a well-known early tradition, and probably the source from
which the Devi Mahdtmya was subsequently elaborated.
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With greater credibility the Mahabalipuram relief may be described as an
incipient Yogasayana example which still corresponds to the earlier Puranic stage
of imagery : say, to that of the Srimad Bhagavata retold at the start of this paper.
The panel, one of the most abbreviated known, is quite unlike most of the other
versions of the Anantasayi in south India. In one specific respect, the treatment
of the serpent’s upper coils, which are suggested by a series of erect parallel
curving lines, the relief is related instead to the north. A similar device may be
seen in examples from the north-cast e.g. at Kotah, Deogarh, and Udayagiri and
from the Chalukyan region, e.g. at Aihole, Ellora, Bhokardan, and Undavalli. The
last three of these may be regarded as later than Mahabalipuram; and Undavalli,
indeed, may have been influenced by the Pallava relief, since it too presents the
god as two-armed, with Bhit Devi kneeling on the lower level. (Its Ayudha personi-
fications, however, are the full five, shown hovering against the rear wall, so
that in that respect it is somewhat more evolved.). The other examples cited
however, are clearly earlier than Mahalipuram, and so suggest that the Pallava
sculptor may have worked under a degree of northern influence.

This treatment of Ananta’s upper coils may be seen in other later works in
the Tamil land, as at Tirumayam and in the medieval mural painting at Mattan-
cheri Palace, Cochin; thus demonstrating that a northern tradition could linger in
the deep south alongside the standardized southern form adumbrated in the
Vaikhdnasagama, almost universally followed after A.D. 800.

A third Mahabalipuram version, the Ranganatha carving between the two
Shore Temples, follows the Abhichdrika canon, employed to bring the defeat of the
king's enemy. This suggests that it was executed in the last years of Mahendra I,
after his humiliating reverses at the hands of the Western Chalukyan armies;
at a time when the Pallava domain was so shrunken that Mahabalipuram might
almost have had to serve as the king's last jaladurga, or water citadel.

OTHER SOUTHERN EXAMPLES

There is another, unfinished Ranganatha rock-cut relief at Tondur on the
boulder known as Vinnamparai. It is noteworthy that the god is shown lying in the
reverse direction. Ananta’s hoods have been blocked out, but the body coils are
not worked. The type of drapery and ornaments, and the style of the inscription
on the rock make possible an ascription to the Pallava period. The Yoga canon is
followed.

The more evolved specimens found in Tamil Nadu at Tirumayam, Namakkal,
Malayadippatti and Singavaram may be ascribed to various petty chieftains who
ruled parts of the Tamil country, the Muttaraiyars, and the like; all of whom
were post-Mamalla while most post-dated Rajasimha Narasimhavarman 11, as well.
This group has certain common characteristics. The typical composition includes :
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all five Ayudha personifications; Garuda, Brahma, and Daksha; Narada and
Tumburu, the Seven Rishis and Apsaras; the demons Madhu and Kaitabha; and
Bhii Devi without Sri. As one can seein the light of the cosmogony already
narrated, the assemblage combines beings from two stages of creation, the first by
Narayana through His ichchd fakri and the second by Brahma. In the former
process, Varuna, Agni, Surya, Chandra, the Aévins and Rudra are named amid
others. In the latter were born the Sanakadi Yogis, the Apsaras, and the Nava
Prajapatis. All of these are found in the post-Rajasimha representations on the
scene and are mentioned in the Vaikhidnasa text as well.

A curious exception to this unanimity is the figure of Daksha, who is pro-
minent in the sculptures but is omitted from the Agama lists. This is true in the
early south Indian stages, and recursin the latest phase in Kerala : a region in
which Vaishnava traditions were preserved in some areas with remarkable fidelity
to the pristine Puranic basis, unaffected by the latter developments in the sect
brought about by the teachings of the great Visishtadvaita philosopher Ramanuja
(c. 1100). Daksha, as one of the Prajapatis (as that group was finally consituted)
was clearly intended in the old Puranic scheme to play a role in the procreation of
the species. In addition his inclusion in the Anantadayi iconography as an accessory
figure is doubly justified when he is found along with Agni, as at Tirumayam.
The Vaishnavite version of the familiar story tells that when Daksha by insolent
behavior had provoked Siva to obliterate the sacrifice he was making, he prayed
to Vishnu that the ritual might be completed. Vishnu gave His blessing, and Agni
was reinstalled as the sacrificial flame,

At the Vatapatrasayl shrine at Srivilliputtur one sees around Narayana a group
that corresponds almost exactly to the specifications given in the Vaikhanasagama
for the complete Virasayana category. This temple must have been one of the
earliest to follow the Agamic canon so scrupulously; as was common in its time,
the later eighth century, it was executed entirely in stucco. A little less close to
the text and more typical for southern usage is the panel in the Ranganatha cave at
Namakkal, where the original iconography may be checked by an inscription,
naming all the beings represented.' Daksha is present. On the other hand one
important personage in the Agamic list is omitted, Sri Devi. It is not clear why this
goddess should so often have been omitted in the Tamil region, when she shares
the prominence of Bhil in the northern panels, and even in some of the Early
Chalukyan ones. A possible explanation may be that Vishnu was conceived in Tamil
land as Srinivasa, ie with Sriresident in His body and an inherent part of His
person; whereas Bhi, the Earth, was physically separable. In addition may have been
drawn between this concept of a not fully emergent §rf and the more palpable
goddess Lakshmi who came to be her alter ego. The latter arose out of churning
the ocean during the second avatdra, the Kdrmdvatdra, and so was not
yet in existence during the Anantasayi period. It is interesting to see that it was
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approximately at the time of Ramanuja that the composition of the Fira class was
modified by habitually adding the figure of Sri, Lakshmi to that of Bhil, as a
female consort massaging the divine feet.®

In the developed stage of Anantasayi iconography, Sriand Bhi will be present
not only in the main shrine but as consorts on the processional image, the
utsavabliera; and in addition will have their own separate sub-shrines, Sri's at the
south-western corner of the temple and Bhu's at the north-western corner. The
latter is usually shown in the form of the female saint Andal or Goda,® the found-
ling child of Perialvar of Srivilliputtur, who came to be considered for various
reasons as a divine bride and an incarnation of Bhii. In this role she replaces
Jyeshtha, who had been assigned the north-western corner in earlier usage in the
Pandyan country.

The most remarkable omission is that of the great serpent itself, since in the
Anantafayi he is in principle as important as Vishnu. He may be omitted in the
Abhichdrika version of the group, as $ri is not shown in the more normal form. This
parallelism implies the typical Vaishnava concept of an intimate correlation between
the two, through their shared protective role over Narayana.

The omission of Brahma, as at Mahabalipuram, is presumably the result of a
decision to represent an carlier moment in the legend, prior to the emergence
of the cosmic lotus. At Tiruttangal, Brahma is not present in the sculpture, but
appears painted on the rear wall, presumably as a later addition. This usage is
sanctioned in Vaikhdnasdgama, which speaks of the permissibility of using painted
substitutes in the proper places when the figures of Brahma and other gods cannot
be carved on the rear wall.’

In general the Puranic galaxy of subsidiary divinities tends to be systematised
in all Ranganatha temples from about the ninth or tenth centuries on wards; e.g. at
Koviladi, Tirukkoshtiyur and Tiruvallur in the Tamil land and at Srirangapatna
in the Mysore zone. In a very late representation, such as at Trichur in the murals
of the Mattancheri Palace, one finds exceptional additions; the ten incarnations
or Dasavatara, the Asvin twins, and even Suka Brahma, the legendery narrator of
the Bbdgavata Purana, all northern influences, as partly found at Kotah and also
at Badami.

An interesting development occasionally found in the South is the provision
of triple, three-storeyed shrines to Vishnu. These usually celebrate, in ascending
order, the seated, reclining, and standing forms, the god being referred to by a
different epithet for each. This sort of temple is found at Tirukoshtiyur, the
Kudalalagar shrine at Madurai, and Mannarkoil, all in the Pandyan country;
and at Kanchipuram (the Vaikunthaperumal temple) and Uttiramerur in the
traditional Pallava domain. Apart from their distinctive architectural formula,
these represent the Anantadayi in standard groupings, with attendant figures in
the earlier and few in the later temples. The materials used are also varied, stone,
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stucco, or even wood, as in the last case.

The attempt to assign approximate dates to the southern Anantasayi panels
that are not covered by inscriptions, may in some cases be aided by references to
them in the hymns composed by the Alvdrs, the Vaishnavite poet-saints of the
Tamil land. For example one of the earliest of these, Bhutatalvar, who was pro-
bably a contemporary of the Pallava king Narasimhavarman [ sang of the god-head
as worshipped at a dozen cult centres, including several in our Anantasayi group.
The character of his hymns makes it likely that these had recently been completed
when he saw them (though what he saw was not necessarily what is visible today).
Comparing his accounts, one can see that they share a common iconographic
character; which in the works themselves has been partly obscured by later
alterations.

At the Sarangapani temple at Kumbhakonam, for example, one finds today a
reclining Vishnu figure whose exterior is plaster, added over the stone original. In
this present state the god has no accompanying rishis; instead there are two large
stucco goddesses, Bhil and Sri, seated at the base facing each other, and presum-
ably later additions since their material and their size correspond to the altered
state of the Vishnu. Originally neither the goddesses nor Brahma seem to have
been represented : a link to what must have been the more or less contemporary
rock-cut version at Mahabalipuram. The absence of the goddesses and the
position given the divine figure, whose, upper body is slightly raised, conform
generally to the requirements stated in the Vaikhdnasa text for the Yogasayana type.

The example at Tiruppullani was celebrated in a hymn by a saint of the latter
half of the eighth century, Tirumangai, presumably close to the time of its
making. There the god, who is of stucco, is two-handed. Stucco figures of
Bhrige and Markandeya occupy the base, and thereis a stucco Garuda at
the proper right. Somewhat undersized figures, variously in stone and in
stocco, cover the rear and proper right wallss Brahma, the five Ayudha
personifications, Surya and Chandra, the rishis and the nidis. Sri and Bhi are
absent. Thus, from the Agamic point of view, the original deity at Tirup-
pullani would probably have been of the Yoga type, with Bhrigu, Markandeya,
and Garuda. Whether or not the other diminutive figures existed from the outset
is not very clear, but there is a strong probability that they did not. In particular two
unique minor features, the presence of a tiny Hanuman at the god’s feet and figures
of Vibhishana and Varunaraja with his queens stationed on the antardla walls
facing toward the cella are clearly medieval improvisations intended to harmonise
the Anantasayi theme with the Ramayana legend that sanctified the place.

The rock-cut temple at Tiruttangal near Srivilliputtur was celebrated by both
Bhutatalvar and Tirumangai. There again the original assemblage around the god
seems to have been very limited, and was supplemented by painting on the rear
wall at a somewhat later period.” If we suppose that the oniginal shrine was in
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existence in the later seventh century, we must account for the fact that its type
is represented elsewhere by at least one example dated a century or so later i.e. the
Narasimha shrine in the cave at Anaimalai, which carries a dedicatory inscription
of A.D. 770 by the Pandya king Maranjadayan. That, however, is so much more
expertly laid out and executed than the Tiruttangal cave than the two may well have
been separated by a fairly wide interval.

A relatively late relief with pronounced northern iconographic characteristics
is found at Badamiin a shallow, semi-circular panel on a rocky outcrop on the
northern bank of the tank The ten avardras are shown atthe top, with the
Buddha taking the place of Krishna : a northern preference of the period after
c. AD. 700. The first two avatdras are given zoomorphic forms; both Bhargava
Rama and Sri Rama carry bows and arrows; while Balarama holds hala and
musala. Of the dyudhas, the conch, discus, and mace are placed on the ground
beside the God, while his left upper hand holds a padma. The lower hands are in
dhydna or yoga mudra.

Bhil is at Vishnu's head, seated on a slight lower pedestal than Sri’s; the latter
i5 at the opposite end, supporting the God's left leg on her lap and massaging it.
The Ananta has seven hoods instead of the usual five, representing a mighty
Karkotaka or superior Naga type.

The northern versions of the Anantasayi theme, as seen at Deogarh and Uda-
yagiri,® for example, shows the God as four-armed, with a quite different, less
systematic assemblage from that adumbrated in the Blidgavata Purdna : both Sri
and Bhii, Brahma, and occasionally Siva and Skanda.

The latest of the three analysed in the Appendix, the panel in the Kotah
Museum originally from Badoli, is unusually elaborate The serpent’s coils are
themselves supported by a legged cot. and beneath this there are devards, perhaps
including Varuna. The god is four-armed; one hand props up his head, while the
upper pair hold club and discus. Bhii Devi is shown prominently at the feet,
while Brahma, the demons Madu and Kaitabha, and other gods—perhaps Surya
and Chandra—appear on the background in a middle register in a rather small
scale. In a separate panel above them is a continuous row of figures, the ten
ayatdras and the Seven Rishis (or Nine Prajipatis? the missing two in the now
mutilated corner?). This work, not later than the ninth century, is more in keeping
with the Srimad Bhagavata tradition than the earlier examples.
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In the Rdwndyama period the Prajipatis were numbered a5 six only. Obviously this earlier
tradition excluded Daksha, Vasishtha, and Bhrigu. The appearznce of nine in the Srimad
Bhdgavara legend is an argument for the latter’s relatively late date, As we shall see below,
the figures of Bhrigu and Daksha are omitted in most of the early representations of the
Anantagayi theme in the north, as well as in some from the south.

Sir C. Eliot, Hinduiim and Buddfism, London 1921, p. 279, n. 4.

Ibid., 11, p. 190, n. 190. The Vaikhdnosa...seems to be the ritual of those Bhigavatas who wor-
ship both Siva and Vishnu. It is said to exist in two recensions, prose and metrical, of which
the former is perhaps the oldest of the Vaishnava Agamas. On p- 118 Eliot discusses a whole
class of Sanskrit religious literature...[with] the titles Tontra, Agama, and Samhitd, which
taken in a wide sense are practically synonymous... the common character of these production
is that they...boldly state that, since the prescriptions of the Vedas are too hard for this age,
some generous deity has revealed an easier teaching.

Markandeya-maharish parita varutta brafhm-el g-daksha-iaii suryas tumburu-ndradas gurn bhrigu
sdrnganch-kauwmodaki chakrandnioka panchajomya schital kartre difariv irivam blirdjante-
madhukaitabha-kshayikritaisayd grhe-dred-vptah, Cf. Epigraphia Indica, XXXV1, iv, 1965,
p. 131, 8.

Padmd-dhatrl kardbliydim parichita charanant rangardfam Ubhajeham.—Rangardjastava 1. This
is the composition of Bhattar or Pasrara Bhatta {early 12th cent.), who was the son ol Kuresa,
a contemporary of Ramanuja. He spent his whele life as the chief priest of sri Ranganatha
temple at Sri Rangam, and among other religious, compositions wrote the Guaaramakoeia.
Vedantadesika (12th cent.) in his Goddsturi calls her :
8ri Vishnachitra-kulanandana-kalpa-vallim
Sri rangaraja-hari-chandana-yoga drisyam
Sakshdr kshamam Karundya kamaldmivanyam,

By this we see that the regular worship of Goda had already started in his time.

Athavd...brahmadidevandm  bhittimdsritya sakalam dhhdsam va kirayer—Vaikhdrasdgama,
xvii, p. 52.

The date of e. A.D. 500 given to the Udayagiri version in the Table is based on my belief that
group of caves there contains more than one stage of work. Otherwise it would be difficult to
explain the evolution implicit in its various features; the differences, for example, between the
Varaha and Anantasayi panels should represent a considerable time interval. Iam unable to
deal with this topic iz extenso here.
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CULT IN THE PALLAVA TEMPLES

The cultural handi works of the Pallavas of the Simhavishnu line, during their
days of glory are there for allto see at Mamallapuram and a dozen other places
like Mandagappattu, Pallavaram, Vallam, Kuranganilmuttam, Mamandar, Siya-
mangalam, Dalavaniir, Upper Cave at Tiruchchirapalli rock, Panamalai, apart from
Kanchi, their capital. In addition the later Pallavas, from Nandivarman onwards upto
Aparajita, had also their own architectural creations at Kanchi, Tirupattur and
other places. What we are directly concerned with is the inner content of the cult
manifestations that prevailed in the Pallava times primarily at Kanchi, from the last
quarter of the seventh century A.D. to the middle of the ninth century A.D.
Examples from elsewhere and of the immediately preceding phases would
be cited to the extent called for.

It would be legitimate to remind ourselves that the Pallavas from their earlier
entrenched presence in the southern Andhra country have been the heirs to the
cultural heritage of that tract and had later cross-fertilised this further by their
historic impact upon the Chalukyas of Badami. not to mention the more subtle
impulses now steadily drifting southwards from Aryavarta to find a new and wel-
come haven in the virile and transformed local scene in the Tamil country. The
main elements of the cult worship still centred around the Trinity, but already not
onlya polarisation but also a resultant syncretisation had been manifest on the
pantheon. The earlier Pallavas closer to the progenitor had favoured a mixed
patronage to Siva as well as Vishnu, particularly the latter of whom, however, they
were to emphasise only the Varaha and Trivikrama forms and the Gajalakshmi
type. The advent of the Nrisimha form was not to be seen prior to Mamalla stage,
although Durga in an essentially Vishnuite garb had already for some time found re-
ady favour. It would seem that Durga in all rock-out examples, whether in the early
Pallava examples or in those of the Muttaraiyars, Pandyas or Adigamans was to
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display a direct nexus with Vishnu forms of the standing, seated or reclining
type.! What is of greater importance, however, is the act that from the time of
Narasimhavaraman 1I alias Rajasimha, we have a dominating Saiva cult receiving
royal patronage.> At Kanchi and Tirupattur at least, the succeeding later Pallava
reign also cotinued this Saiva creed, although it could not be denied that there
was again a recrudescence of Visnuite worship. It is to the mode of Sivaite ritual
worship and the monument which was to form its venue that we would now revert.
Before doing that we may summarily outline the state of affairs prior to Rajasimha.
The set upat Mamallapuram and elsewhere of the Mahendra and Mamalla
periods including that of Paramesdvaravarman | shows that :

(i) the main object of ritual worship was mainly the panel of Somaskanda
on the rear wall of the cella in a niche, or as a separate sfela as in the
completed top storey of Dharmaraja Ratha of Parames$varavaraman’s time;

(ii) there was no provision for any linga to be fixed in the centre of the shrine
chamber;

(iii) there was a likelihood that where the Somaskanda panel or any such group
was not engraved in relief on the back wall, such a figure was probably
done up in stucco plaster and perhaps painted also;

(iv) in addition to the main cell containing as above, the other panels displayed
on the exterior and side walls, despite their diverse sectarian affiliations
were equally to be deemed as consecrated objects fit for worship, as
long as each of them is flanked by dvdrapalas. Only where such a condi-
tion does not exist they are to be dealt with as subsidiary divinities in
relation to the main one;

(v) except perhaps for salutations (as shown by hands in adijali) offer of flow-
ers and chanting of hymns, these objects of worship were not subjected
to any other ritual mode like purificatory bath, dress, etc; and

{vi) the shrines in which they were placed were both rock-cut as well as mono-
lithic but in either case, the maindeity was in relief or otherwise in a
cella with a mandapa in front and did not have any practice of circum-
ambulation around it. The cella and mandapa projection as that of Tiruch-
chirapalli Upper Cave (where the projection is incipient) or Dalavanur
and Siyamangalam (where the mukhamanadapa is well evolved) had the
same basic composition as that of Dharmaraja Ratha or Arjuna Ratha or
Sahadeva Ratha or the Pidari Rathas—only, in these latter cases the temple
was freestanding with the exterior decorated all around and with a
mandapa integrally part of and in front of the temple proper.

It is only for the first time in the period of Rajasimha that a regular structural
temple evolves, as with the Shore Temples,” but even here there is no clear integra-
tion of the central object of worship with a ritual bias for athisheka, etc. Althoug
lingas are found in most of the temples of Rajasimha. as we see them today, there
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are strong grounds in favour

. Art and Religion

of their being later insertions. The most outstanding

among the reasons is the fact that the vdrimdrga and prandla for carrying out the
abisheka water from the cella to the outside through the wall, is not at all delibera-

tely placed at the time of con

struction but improvised later in one and all of them.

The fact that neither the way in which the linga and its pigha are relatively fixed and

placed on the cella flcor,

nor the cutting of the water drain into the topmost

moulding (payfika) or the next lower recess of the adhisthana or cutting in the bot-
tom of the lowest course of the wall and allowing water to run over the pattika

would show that they were n

ol envisaged appropriately at the time of construction.

It is also to be seen that the extant lingapitha is in most cases round in Cross section

unlike the square pithas that

had been prevailing in the earlier times, prior to the

examples of Pandyas, or as mentioned in the early texts, and are thus obviously
later. As for the lingas themselves, many of them either have the faceting usually
16 sides, as in some of the specimens, or do not conform to texts, with square
lowest part, octagonal middle part (both of which are to be hidden within the pitha,
showing only the circular-sectioned shaft above it). Some of the Rajasimha and

later Pallava examples which

give the faceted linga are at Shore Temple facing east,

Panamalai, Kailasanatha at Kanchi and Tirupattur and these are in fine polished
black stone, faceted into 16 flutes. But even these would have any significance only

if the abhisheka water has

proper exit. Some of these do not have any pitha to

this day. At best we may take it that these alone were fixed probably at a date

subsequent to the erection of
the narrow drain through the

the temple itself, and perhaps it was at that time that
wall was provided but without any regular gargoyle

projecting outside. How long after the erection of the temple were there lingas
raised and drain hole given is just anybody’s guess. At least in the case of Kailasa-

natha and Tripurantakeévar

a of Kanchi, the clumsy way in which the drain cut

through the wall has been diverted along the sides of the inner narrow circuit

Sdndhdra dalinda) and taken

through the outer walls against the recessed part near

the north-west corner (between karna and bhadra) face of the north wall, so that

the side shrine on the wall
an afterthought. In the case

may be avoided here, is a tell-tale sign of its being
of Tripurantaka, it is seen that the lingapitha brought

inside to be fixed into the linga was so much outsize that the north wall of the
cella has been scooped on the inner face to some extent, most arbitrarily, to provide

Projection space for the piha
not warranted at all on its pr

channel, the whole affair being so much a contrivance,
istine condition. Even the pitha of Iravatana temple

could have been taken into the cella only side ways and not in its natural position,
since the doorway is much less broad then the diameter of the pitha. We note that
invariably in the later temples from carly Chola times, the pranila gargoyle is
fixed between the kumuda and Pattika in the antarapatra or kangha provided here,

and notin a purely post fac

fe and utilitarian manner as described above. But in

most of the Pallava cases, the vdrimirga alone is cut and a regular prandla as
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enjoined in Agama texts has not been provided. It is thus pretty certain that the
linga and much more so the pitha in all the Pallava temples of Kanchi was not

original.

If so what was the object of worship for which the temple was erected ? The
answer would seem to be that the Somaskanda panel itself was worshipped. Let
us see if this is an adequate answer both by internal as well as external evidence.

Taking internal evidence first, we note :

(i)

that the Somaskanda panel in a niche is itself reared over a pediment with
a projecting moulding found only on the back wall enclosed within flanking
pilasters and a regular prastara above, complete with kapota whose side
turnings corresponding to the pavilion-like character of the panel-niche
isall too deliberately worked out;

(i) the provision of dvdrapdlas to the niche panel on either side of the pilas-

ters would further indicate that it was a regular shrine by itself:

(iii) the depiction of the other two members of the Trinity both in the panel

(iv)

(v)

(vi)

{vit)

itself in a subordinate position, as also on the side walls of the cella, or
the transept (as at Shore Temple and Panamalai) would show that the
object of worship in the temple was the Somaskanda panel;

the depiction in some of the later Pallva temples like Muktesvara, Airava-
tesvara, etc., of a team of worshippers on both the side walls of the cella,
facing as well as gravitating towards the Somaskanda panel and close to
the dvdrapdlas would further emphasise the above point. These worship-
per teams should have been shown ouside the shrine chamber, if they were
to be taken as worshipping a linga in the cella.

the fact that even one and all of sub-shrines in the temples like Kailasa-
natha at Kanchi or TalagiriSsvara shrine at Panamalai also show Somas-
kanda panel on the back wall would show that this was a ritual formula,
complete in itself;

the fact that in the sub-shrines integral with the main shrine, either at
Kailasanatha or at Panamalai, there could not have been a uniform provi-
sion for vdrimdrea and prandla indicates the absence of such an element;
and

the rock-cut shrines of the earlier phases either of the time of Mahendra
or his successors before Rajasimha do not seem to have any provision for
the linga, and have been built in such a way that the entire cult orienta-
tion is incipient and sculptural, and not symbolic® No Agama had
then been apparently known which enjoined modes of establishment of
of the central fizure for which the temple is excavated or erected. The Tri-
nity, though getting compartmentalised, had not yet lost their liaison
completely. Actoal sculputures and not mere symbolic representations
have been consecrated for the worship at the temple and the ritual perhaps
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mainly consisted of mivedana and nothing much more. The offer could
have been patra, pushpa, phala or toya in the spirit of the Gita, but no
daily abhisheka was obviously well-estabilished. We may also note here that
Agamas, the earliest of them at the Mayamata (not to speak of the Vish-
nuite Vaikhdnasa) mention linga and pitha lakshanas and how to fix them
and the pranala in the cella. They also speak of the circular, octagonal and
square pitha perhaps an earlv polarisation of architectural forms like Drd-
vida, Ndgara and Vesara, and on the basis of the actual provenance of
such three-fold types in non-Pallava caves we may validly place the
earliest Saiva Agamas as posterior to these caves. Representations of
lingas on pithas usually square are of fairly early origin, some of the earli-
est being found in coins of Audumbara and Kushana kings which could
be dated to the first-second century A.D. Thus the mere knowledge of
linga with pitha is not the same as a consecrated use ofit in a temple
sanctum for which proper canonical injunctions would be required.
Personal drddhana of linga on a pitha, however, would not be bound by
such restrictions.

When did the linga arrive then ? This would be a legitimate query. We may
first consider when we have actual representations of linga and how we have them,
before we find the answer to the date of actual ritual use of linga in the sanctum.

We may, in passing, consider here the existence of the rock-cut pits found in
Tiruchchirapalli Upper Cave and also at Dalavanur before we deal with other more
direct examples. Besides, we may first note that we have the earliest representation
of Pallava Siva Himself in the Gangadhara form at Tiruchchirapalli, where we
have the by now famous inscription, felicitous and at once enigmatic with its lines
An®na liigena lingini fidnam—having been the bone of contention of south Indian
researchers. In dealing with this reference, however, two points have to be conce-
ded first. To begin with, linga as well as lingin used by the royal author of the
epigraph should at once put us wise about the gidhdrtha rather than the vydkia
character of the nomenclature. If Mahendra meant a physical linga—the object
of worship—he would have certainly been more explicit and less pedantic. That he
did not imply the material linga is also borne out by the sentence, which also indul-
ges in denominational jargon of vipaksha vritii, etc. Further, the use of the words
sailim Harasya tanum is certainly indicative of a carving of Siva in stone rather
than a linga although versification could have admitted of semantic adjustments.
The record further is nearer to Gangadhara panel than to the shrine where the
pit is scooped. This may seemingly be explained by the fact that by an®na lingZna
he only meant the linga in the cave. The double pit one at right angles to the
other of differing dimensions is again, not in favour of its being a linga pit. We do
know at least thatat Dalavanur also the disposition of the pits is quite similar.
There the epigraph talks of a house or residence for Siva and not of a linga. The
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negative argument that if no linga was originally there, there was nothing to
worship in the temple could not be true if we know Mahendra's caves as at
Mandagappattu, Pallavaram and elsewhere. Hence it is likely that a Siva relief
figure, apparently with Paravati, was placed in the pits.

If we take it that the square and oblong pits cut into the shrine cell were to
fix a figure, the question arises why he could not have cut it in rock. It is clear
that this was not Pallava vogue and what more, if any stone figure was fixed, it
would not have been of granite but perhaps of a softer stone like sandstone and
this explains why it has perished. If it was a linga figure in the cell, it does not
stand to reason why his successor Mamalla did not fix any /inga in any of the
shrines but again put Trinity in relief on the back wall. We are thus led to conclu-
de that the linga got introduced into the sanctum only from the time when there
was an Agamic mandate for such consecration and abhisheka, and this does not
appear to have happend before ¢ A.D. 750, by which time perhaps we have
some of the earliest Agamas. If however, the lingasthapana as given in Vishnudhar-
moftara and other Purdpas of the North could have been known by the time, we
see no reason why the bltadrapitiia prescribed therein should not have been provi-
ded. Contrariwise, the fact that we do have such lingas with bhadrapithas carved
out of the same rock and an improvised arrangement for collection of abhikeka
water in a pit nearby in the cella itself in the caves of the Pandyas and Muttarai-
ars, as elsewhere, would show that these Pandya caves are themselves perhaps not
carlier than A.D, 750 and fall in the Agama period.

All the varimdrga holes provided in the cella in the Pallava structural exemples
are leading towards the north. Adgamas, however, state that the vdrimdrga
and the complementary prandla should be placed above the prati, in the gala or in
kumuda, according to different texts. It further enjoins that the vdrimdrga should
be to the left of the /linga which usually faces east. In the case of Mukteévara and
Matangesvara, which face west, we find the varimdrga let into the north wall
which is unconventional but only follows as incipient stage when northward orien-
tation of the vdrimdrga, in relation to the eastward axis of the temple was super-
ceding the fact that it is to be to the proper left of the linga, and thus does indicate
a well-consolidated cult-practice to be followed integrally with the construction of
the adhishthana and cella floor and before erecting the body and superstructure
of the temple. The fact, however, that nonme of these cases also shows a prapdla
would indicate that they were not actually following rigorously and .fgama mandate
wherein varimarga alone is never specified, buta prapdla as well. The typical meth-
od of actually laying the linga, pitha, varimdrga and prandla, all according to the tem-
ples from the dgamic mode, is found occurring only in the end of the eight century
A.D. onwards, and between this and the actual construction of the Pallava structural
temples was a intermediate stage, when Agamas had called for a varimdrga, and
temples already constructed had to introduce this in a make-shift manner. Since
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this contingency would not have arisen before the initiation of the structural temples
by Rajasimha, starting perhaps with Mukundanayanar (and latest the Shore Temple)
we may consider that the early eighth century A.D. brought the priestly class and
the Sthapatis on the thereshold of the Agama period when temple ritual was
systematised and regulated on an even keel, with ostensible this-worldly and other-
worldly gains for the adherants. Let us now approach the cult practices from the
angle of the iconography of the temples.

Rajasimha’s inscriptions leave us in no doubt that he was a staunch devotee of
Siva and the versatility of executions of Sivaite iconography as in the temples of
Kanchi of this period, for the first time is quite phenomenal. Amidst these we have

_Samhdra forms, nritta forms, anugraha forms, and indeed more fundamental symb-
olic forms also. "OF thése latter, we have two instances, one at Kailasandtha itself
and other at Airavatesvara. As, I believe, the latter if chronologically anterior, if
slightly, to the former, we may take that first. The representation of Siva in linga
form here in the panel on the northern wall of the mukhamandpa is significant in more
than one respect. Firstly it is the first sculptural representation of Vishnu offering
worship to linga form of Siva. The sculptor has taken care to depict even the
flowers offered by the worshipper. Vishnu has been shown with § hands and a
kirifamakuta, one of the hands holding a flower and the other holding a pleuked-out
eye, in the process of being offered to the linga in front of Him. We may note.
however, that none of the typical dyudhas of Vishnu like, chakra and sankha has
been depicted on his person. In this respect, though not in depicting Vishnu as
plucking out (padmapushpam sambhyarciya Haring n®trapifitam) an eye of his to
worship Siva, it is dissimilar to the figure from Kailasanatha which seems to follow
the Uttarakaranagama type of Vishnu Anmugrahamurti or Chakradanamurti almost
completely. Vishnu is said, according to this legend, which is also alluded to in
Mahabharata, to have got his chakra from Siva. The linga of Airavate$vara Vishou
Anugraha panel is very elaborately erected in three tiers, the lowest badly worn-out
being borne by rearing lions forming the cantoning pilasters of the Pitha. The next
tier or fala is a cubical bhadra pitha with central and end pilasters and a prastara
comprising kapota and v2dika, over which is raised the actual linga form in the
nature of a pillar with a padmabandha in the middle with drdhva and adhamukha lotus
petals, and the zone immediately above this showing a series of circular medallions
in a panel. The topmost part has the curvature of the crest of a linga, upon which
flower petals of adhimukha type are shown, apparently the offerings. This is the
most satisfactory representation of a linga (as a pillar, incidentally) and as if to
show that this symbol is the same as Siva, the god is shown with Parvati on the
top. We may presume from this representation that linga form asa symbol of
Siva had already been know to the Pallava society. The other figure at Kailasana-
tha is that of the Lingodbhavamurti himself. In this the interest, apart from other

details, attaches primiarity to theupper end of the linga which has been very smooth-



Cult in the Pallava Temples 133

ly finished off in a curvature. Thus, it is not the representation of Siva asa
pillar of fire without root or terminal, as mentined in the Lingapurdna, but as linga
which is sthdnu. We have the third figure of linga in the Muktesvara panel where
§iva, seated with Parvati carries on his left shoulder a replica of a linga which is
a plain cylindrical shaft with curved top and without a pitha or any workings or
faceting on it

When we have such representations of Siva linga form on the panels of the
temples, why could it not have been shown inside the cella itself ? This may be a
fair query. The reason would apparently be that the Pallava kings, particularly
Rajasimha, could not shed off on the one hand, Somaskanda formula for ritual
worship, and, on the other, might not have had the means of procuring a linga
in granite commensurate with the proportions of the temples they were constructing,
as mentioned in the Agamas by which the height of the l/inga should have a rela-
tionship to the width of the cella and the width of the pitha itself—both being
taken as of equal dimensions® It is just feasible that quarrying sandstone was
defferent from quarrying granite for a sizeable linga. Indeed even a monolithic
carving of linga as in the Pandyan examplesis not so difficult as quarrying a
separate block for linga. Aside of this, it would seem that whereas in the represen-
tation of the linga in Airavate$vara, we have a square pitha for it, we do not have
square pithas but only round pifhas in many of the extant cases at Kanchi (which
thus were later insertions). Thus, the very question whether the pitha and the
linga were themselves coeval would bear serious scrutiny and perhaps at least in
early cases would elicit a negative reply. We are thus led to postulate three
stages in the ritual worship of the main deity in the cella in Kanchi temples and
of coeval temples elsewhere in the Pallava period; firstly, when only the Somaskanda
panel existed as the object of worship in the sanctum; subsequently when there
was a linga alone erected perhaps without even a bhadrapitha. This must have
been in the late Rajasimha period and later Pallava Nandivarman phase; and later,
when the pitha by then usually circular was added to it, either by slipping it into
the linga or by assembling the yanipitha in parts around the linga. This should
have happened only in the post-Pallava stage coinciding with the early Chola or
transitional phase when Sivaite worship definitely got well-consolidated and domi-
nated the priestly classes of Hindu society.

The use of regular prandla, as we see them, came into ritual use by about the
end of the eighth century A.D. We may thus take this period (with a margin of
25 years both ways) as the time when regular linga and a pitha, usually circular
by that time, well proportionate to each other according to the Agamas came into
worship. Where did it first come into use, inside the Pallava dominion or outside ?
We do not seem to have a ready answer to it now, but if the surface indications in
the cella, nature of the linga itself with carvings on it, and the historic background
of Paradurameévara temple at Gudimallam is any guide, we may perhaps see in it the
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immediate precursor to the regular /inga usage in the sanctum, though in a therioan-
thropomorphic form, and since Gudimallam linga cannot itself be of a date later
than A D. 700 , we may see the intrusion of linga worship in the sanctum of Tamil
Madu temples within half a century therefrom in favoured places, and this expla-
ins the occurrence of these lingas even in the cella in the Pandya caves, none of
which can be earlier than about the second quarter of the 8th century A.D. The
appellation of yoni for the circular sectioned pitha with a projecting spout is essen-
tially of an extra-dgamic and esoteric significance, and even on literary evidence
we do have such a conception of linga and yoni only from the post-Sankara stages.
The early Agama texts do not have any word like yoni for the linga pitha, and
indeed yoni was an entirely different and highly technical term which derives the
orientation of the linga or the main deity of the temple, the determination of which
along with five other such factors like Vydya, Aya, Riksha Tithi and Vdra called
Ayadi Shadvargas, involves arithmetical formulae laid down in the Agamas, in
the Ayadilakshana section.

Before we close, we may indicate that the occurrence of Siva himself carrying
the linga on his shoulders, whch we referred to earlier, as found depicted in one
of the panels af Muktesvara mukhamandapa, and which finds preferred and recur-
rent usage in the Chalukya-Rashtrakuta zone as at Aihole, (¢. A.D. 600.), Pattadak-
kal (¢. A.D. 675.) and Ellora Kailasa cave (¢. A.D. 750), is in itself a trend indica-
ting the diffusion of the /inga cult-worship; a thing apart from linga concept which
could be much earlier, even in Tamil Nadu. The occurrence of exactly similar
Siva with linga on shoulders at Kodumbalur (c. A.D, 850) in Muvar Koil on the
upper fala, would only show that Kodumbalur temples themselves would bear a
close further study.

As regard the temples of Vishnuite persuasion like the Vaikunthaperumal
temple, built during the time of Nandivaraman Pallavamalla (¢. A.D. 750), we find
that even here the arrangement for the take-off of the abhilieska water from the
cella is most artificial and unplanned, indicating the lack of any regular prandla.
Of course, Vishnu worship in early times had not called for abhisheka, as insisten-
tly as in linga worship. Even so the trend is significant. The fact that no regular
pranalas were fixed in most cases shows that these were improvisations, and where
prandias were acutually found, it is obvious that they follow the injunctions of
the Agamas, and thus might not be earlier than the ninth century A D., which was
much later to the erection of the temples themselves. The north Indian and Dec-
cani practice was somewhat different, and lingas were fixed in temples fairly early,
but here the introduction of the pitha was not coeval and generally only a low
pindika on the floor around the linga served this purpose, except in the early
Chalukyan cave-temples (as at Badami and Aihole).”

The fact that, despite the references to PaSupatas, etc., in his Marttavildsapra-
hasana, Mahendra Pallava did not enshrine any regular linga in his rock-cut
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temples dedicated to the Trinity, or individually to §iva, is reflective of the incipi-
ent stage of cult worship then, nor is any evidence forthcoming of any such linga
erection in the time of Mamalla. Rajasimha’s large-sized temples show Somaskan-
da panel in the cella in which according to religious canons, normally only one
exclusive object of worship is to be installed. The main Agama period (from the
early ninth century A.D.) perhaps called for the introduction of lingas themselves
in the sanctum and the linga pithas followed suit in due course. The early Agama
period when we had Vaikhdnasdgama, Kamikdgama, Mayamata, etc., perhaps
formed the vanguard of the well-systematised mode of daily worship of the deity
in a duly consecrated manner. The carlier texts which give the necessary direction
to the earlier temples. say, from the second century A.D. mainly comprised the
Purdanas, Samhitas, etc., of which Vishmudharmattara(c.6th-Tth century A.D.), Brhat-
sarithita (c. 5th-6th century A.D.), Agnipurdna (c. 10th century A.D. twosix century
A.D.) with its predecessor, the Hayasirsha-pancharatra text which it closely, follows,
are outstanding, and these were followed up by the Agamas in the South and in the
Deccan, and by the end of the ninth century A.D. there was a considerable degree
of consolidation and uniformity in the different regions on the basic norms of image
worship in temples.
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APPENDIX 1

Conspectus of the Pallava structural shrines
at Mamallapuram, Kanchi and Panamalai.

SHORE TEMPLES—KSHATRIYASIMHESVARAM AND RAJASIMHE-
SVARAM

These are chatustala and tritala vimanas with octagonal sikhara, the shrine cell
having a mukhamandapa. Cella has Somaskanda panel in niche in both cases,
and faceted dhdardlinga without linga pitha in the former; holes provided for
outlet of water at the base of north wall. The former temple has, apart from
the Somaskanda panel, Brahma and Vishnu panels on side walls separately
while the latter has Brahma and Vishnu in the Somaskanda panel itself. Dvd-
rapaldkas present.

MUKUNDANAYANAR

Dvitala vimdna with cella and mukhamandapa. Somaskanda panel in cella wall.
Cylindrical polished linga in the centre. No regular prandla but only a hole.
No lion pilasters. Rock is local granite-gneiss. Dvdrapdlakas present.

PIRAVATANA

Dvitala vimana with octagonal fikhara cella and mukhamanadpa. Somaskanda
panel with Brahma and Vishnu on a raised pediment and within a mandapa
relief. No sculptures on the side walls or exterior. Water conduit is scooped
over the paffika across the wall. Linga with large circular pitha, large in
diameter than the shrine door. Dvdrapdlakas present.

IRAVATANA

Dvitala vimana with square Sikhara. Cella and mukhamandpa. Somaskanda
panel with Brahma-Vishnuin the back wall withina mandapa relief. Gaja-
lakshmi on lalatabimba in a makaratorana, Dvarapalakas. Sculptures of Ganesa,
Dakshinamurti, Nataraja, Gangadhara, Ganesa, Durga, etc., in lower exterior
wall. Prapdla cut into the paffika. Linga alone extant in cella on a small
raised platform. Water hole in the wall. Mukhamandapa has Ravana shaking
Kailasa and drdhvatdndava on side walls.

AMARESVARA (TRIPURANTAKA)

Somaskanda panel over double pediment. Linga with pitha too large, and
wall scooped partly for the sake of its projecting part. Side walls of mukha-
mandapa without sculptures. Gajalakshmi on laldfabimba within Makararo-
rana. Vérimdrga below kampa on the north wall. Outer walls contain drdh-
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vatandava, Vishnu, Varuna, Brahma, etc. Dvitala vimdna with square sikhara.

. AIRAVATESVRA

Without superstructure. With cella and mukhamangdapa. Sculptures as usual,
on external walls; mukhamandapa wall having Vishnuanugrahamirti (showing
a linga replica of considerable interest) and Urdhvatdndava. In the cella
Somaskanda panel in mukhamandapa relief with ends of kapora merging with
wall corner. In addition to Brahma and Vishnu in Somaskanda panel, Brahma
and Vishnu are also shown on north and south walls along with worshippers.
Later than the other temples above and nearer to Kailasanatha. Water hole in
the north wall cut into the paftika.

. KAILASANATHA

Séandhdaraprasida Granite stone used at3 levels. Varimdrga over paiika.
Kubera, Ganapati, Varuna, Lingodbhava, etc, on the walls. Saptamatrikas.
Somaskanda panel of very small size with Brahma and Vishnu, on a high
pediment in a plain niche panel. No mandapa relief. Faceted linga; vari-
madrga in a circuitous way. Pitha of different stone and of three pieces assem-
bled together. All wall shrines and sub-shrines in the main temples have
Somaskanda panel on back wall.

. MUKTESVARA

Temple over an upapitha. Divided into a cella and front mandapa in two anka-
nas, whose architectural features would seem to suggest an incipient ternary
division of the temple into an ardhamandapa and mahdmandapa. Somaskanda
panel occupaying most part of the wall and on a pediment. Worshippers on
the side walls of cella. Brahma and Vishnu behind Somaskanda in the
panel. Cornice of the panel mandapa is shown higher than the uttara compo-
nents on the side walls showing an evolution. The relief is rather shallow. The
mahdmandapa left wall panel shows Siva-Parvati figure, wherein §iva carries in
the upper left arm a /inga supported on the shoulder. This feature is very rare,
earlier examples being at Aihole, Pattadakkal and Ellora (Kailasa) and the
later examples being at Kodumbalur and Kilayur. Vdrimdrga is cut over the
pattika through the northern wall. Dvitala vimdna with circular griva and
gikhara. Cylindrical linga with pitha.

. MATANGESVARA

Mo upapitha but only an adhishthana. The alingapati or gala between kumu-
da and kampa is comparatively much taller. Unit of temple cella, and front
mandapa in two ankanas similar to that of No. 8 above. Tritala vimana with
circular griva and Sikhara. Scluptures on walls incomplete and only roughed
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10.

out or space alone provided in some cases. Their relief is also very weak.
Dvarapalas on exterior, side panels of cella door, unlike the occupation of
these side walls by carved reliefs in Mukteivara. Cella shows Somaskanda
panel with boldness and evolution in figure style, in the middle of the wall
but on a very low pediment. Prastara of panel pavilion well spelled out,
right upto the saraphalaka of the first tala. The orginally extent saraphalaka
slabs are found in end-sections still visible. Above this, the sikhara shell
is seen rising in receding square tiers, upto kalafa level. Sixteen-faceted linga
with sandstone pitha (later added) with v@rimdrga on proper rightis impro-
vised over the paftika. Skanda absent in the Ravana-Kailasa relief in the
mandapa wall.

VALISVARA TEMPLE

The entire vimana appears to be later renovation in brick and stucco, though
simulating the Pallava style. The stone walled cella shows linga sixteen facted in
upper part, eight-facted in lower part and thirty-two faceted on the tip and
without pitha and with a panel relief of Siva-Parvati on the back wall similar
to the temple of the Pallavas at Tiruvadigai (South Arcot), and in Puduk-
kottai cave-temples. This temple might belong to the very close of the Pallava
period i.e., ¢. late eighth century A.D. if not later.

PANAMALAI (SOUTH ARCOT DISTRICT) :

Tritala temple with three additional side shrines on north, south and west, the
former two aligned east and the last towards west. Main shrine shows Somas-
kanda panel on back wall of cella and Brahma and Vishnu panel on the
transept walls. Linga with pitha installed in cella later. Mouldings of the

adhishathana bolder and thicker than anywhere else and similar to that of Shore
Temple.
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APPENDIX 11

DISPERSAL OF LINGA FORMS

Linga with pitha always circular in Chola country and invariably square in
Pandyan country, in two pieces upper and lower, or in three pieces
with regular prandla (c. 800) onwards. These lingas have
square, octagonal and circular sections.

|
Linga (detachable and with bulging end
—*grsha’ type) with square pitha rock-
cut (Elephanta) c¢. A.D. 650. These
Chalukya lingas have only square and
circular sections.

A
|

I
Linga both detachable and monolithic
(latter later) with square pitha rock-cut
and ablisheka pit to the proper left
(Badami, Aihole, etc. c. A.D. 575-700).
Y
I
Karamdanda inscribed finga (A.D. 436)
&
i

|
Mathura terracotta,
Gupta Mukhalingas
centuries.)

Bharasiva linga,
(A.D. 3rd-4th

Lucknow Museum linga (phallus type 7),
Kushana 7 2nd centuay A.D.

1
I

t
|
Pandya, Muttaraiyar (c. A.D. 750)
[Linga rock-cut with square pifha (at
Tirugokarnam and many other places,)
octagonal (Malaiyakkoil—small cave,
Kunnandarkoil, etc.) or circular (Tiru-
mayyam and many others places with
abhisheka pit to the proper left.)]
A
i
I
Dharalinga (Pallava) without pitha upto
c. AD. 725.

&

|

[Early Pandya cave-temples like Malaya-
dikurichi, Lower cave at Tiruchehira-
palli, etc. (¢. A.D. 675-725) do not have
any linga rock-cut or otherwise, in the
sanctum. ]

T
|
Gudimallam (¢. A.D. 700.)

Lakuliéa (Karvan, etc., Linga with figure
attached) A.D. 600

|

Linga Symbol for Siva on coins
Kushana, Yaudheya, elc.
{¢. 1st Century A.D.).

1. The chart is neither conclusive nor exhaustive, but only indicative and tentative.
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REFERENCES

1. e.g. (a) Ramanuja Mandapam; (b} Tirmurti cave; (c) Varaha cave of Mamallapuram, and (d)
Singavaram cave,

- ¢.g. Shore Temple, Panamalai, Iravatana, Piravatana, Tripuraniaka and Airavateivara and
Kailasanatha of Kanchi,

3. The dhdralinga found in the eastward-facing larger Shore Temple seems 1o have had its origi-
nal height much more than its extant dimensions. It does not have any linga pitha.

4. The Agamas enjoin that the praydla should project out as much as its hidden part in the wall
and the vdrimdrga should be cut in the floor slabs to be aligned with the pranifa within the
wall and this vdrimdrga line should be silghtly to the east of the north-south axis line of the
{inga and should be a straight line and should have its outer end slightly lower than the inner
end. Its channel should also be not less then 12 angulas (or 22.9 cm).

5. Even in caves or rathas of Mimalla's or Paramegvara’s line the lingas now found in them, as
in the Trimurti cave. Dharmaraja Ratha third fala, etc,, are not in the exact centre of the
shrine cell nor with any regular Pitha. Besides, in rock-cut or monalithic excavations, if linga
worship had become vogue at time of the enterprise we should normally expect a monolithic
linga on pitha; as in many such case in the Chalukyan country, Pandyan and Muttaraivar zones
and others as at Melacheri, etc,
For instance, in the case of the Sarvasamalinga, out of which a dhdrd linga should be made,
the height of the linga should be 5/16 of the width of the cella, as mentioned in the Uttra-
kamikagama : again a Dravida lidga should have a maximum height of 13/21 of the width of
the cella while & Vesara similarly should be 16/25 of the width of the cella and thus in the
case of ndgara linga should be 6/10 of the width of the cella as in Mayamara, Dharalingas
could have 5to 28 facets as per Suprabhfda, while only 16 are stipulated in Kdrandgama.

7. Here we have monolithic linga as well as detachable linga on a pitha usually of square section.
The latter mentioned specimens could not be later than the early seventh century A.D.
while the former could be of mid-late seventh century A.D. In both cases, we have circular,
scooped-out depressions on the floor by the side of the linga Pitha, usually to the left of the
Pitha, for collection of washed-out water. This practice, as we, know invariably obtains
in Muttaraiyar and Pandyan cave-temples.
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THE SIGNIFICANCE OF THE SIVA-NATARAJA
ICONIC TRADITION

The Nataraja bronze of Tamil Nadu is the most familiarly popular iconogra-
phic form of Siva. In fact, such has been the variety of studies' made of its repre-
sentations in stone and especially in bronze that it would be considered as rash to
expect any fresh data to be adduced on the subject. But the very popularity of
this bronze icon had also been responsible for many overdrawn assessment of its
art-idioms desiccated of the cult-undertones that are so much a part of this type.
Added to this is a widely current misconception that all dancing figures of Siva
could be brought under the category of Nataraja. Although the rdndava® of Mata-
raja is often mentioned as a characteristic and the panchakritya (of creation, pre-
servation, destruction, illusory veil and benediction) are attributed to this posture,
yet no data to place it on a separate footing has ever been sought from its antece-
dents. The result has been almost disastrous. since what is clearly the crystallisa-
tion of a particular synthesis of cult, philosophy and tradition in the art plane—
circumscribed in its gamut of operation—had been converted into an archetype
which could mean entirely divergent iconographic entities. Owing to the remark-
able phenomenon that this Nataraja icon represents, an attempt is made to present
the topic in its proper orientation.

It is well-known that Saivite figures in stone as well as in bronze are classifia-
ble into samhdra, anugraha and tandava mirtis. All these had been extensively cur-
rent right from the Gupta period in the north and from the Chalukyan period in the
Deccan and the Pallava period in the south. While the samhdra and anugraha miirti
types become a common factor for Siva as well as Vishou on the well adumbrated
pattern of the Trinity nexus, the nrifta form had been almost the special attribute
of Siva. It is interesting that in Vishnu forms, only the Krishna avatdra has the
dancing posture in the Kaliyadamana episode. On the other hand, Siva's penchant
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for dance is directly related to the joy born out of the destruction of challenge to
the evil forces that had been let loose from time to time across the acons. It was
also Siva's prerogative to close the acons or yugas with a destructive dynamism, -
even including the pulling down of the Sun to the ground. In all such acts, the
dominant element is a delirious joy in the process of destruction for a further
creation. The tdindava lakshanas were codified in Bharata’s Nar yasdsira which
directly have their inspiration from S$iva’s dance in the presence of Uma, with
Nandi on the drum and many divinities, sages and ganas taking part in the fere.
Of the many randava types dnanda tdndava is one. Tradition in Tamil Nadu attri-
butes this as having taken place at Chidambaram (Tillai) in the Podu or Common.
Indeed, in the Chidambaram temple, the Nataraja shrine is structurally, as we see
it today, much later to the rest of the complex, the main milasthdna shrine being
further to the south, the gopuras aligned only to this miilasthdna shrine, and the
Nataraja shrine itself not properly oriented to this milasthina shrine, if it is to
claim coeval status with it. All the same, the fact remains that Siva’s ananda- tan-
dava was traditionally taken as performed in Tillai Podu. The very term podu
would suggest mainly an open air assembly place, and the mention of the Tindava
Siva as having been associated with this place from the time of the Saivite Nayan-
mdrs, had later got entangled into the skein of the early medieval cult epoch and
circumstance. In order to separate the generic from the specific evidence, about
Nataraja’s cosmic dance, we should accept the historical and the chronological
sequence of the temple layout which had been overwhelmed by extensive rebuild-
ing and renovations and accretions. It could, however, be easy to hold that the
term Tillai-ambalam was a fairly carly term, current already perhaps from the
Tth-8th century A.D. This term ambalam. though in the latter day, had struck to
Chidambaram or Tillai, is a term extensively adopted in Kerala for its temples and
does signify nothing more than a temple or any adjunct of it (such as the nafam-
balam, etirambalam, Chirrambalam, kiittambalam, etc.). That priests from Mala-
yalam region had repaired to certain parts of the Tamil country and had been in
charge of worship there, according to the Vaidika traditions already implicit in the
hymnal of Saivite as well as Vaishnavite saints like Sambandar, Tirumangai and
Kulasekhara. It was not special only to Chidambaram, but to quite a few other
places, as well such as Melappaluvur (the temple of Tirualandurai Mahadeva) in
Tirchchi district. The Vaishnava name for Chidambaram is Chitrakuta. It could
very well be a synonym for Chirrambalam, kiifa and ambalam being of identical
import in their respective languages. Thus the term Chidambaram (Chit plus
ambalam) in the sense of Chiddkdasasvariipa of Siva's immanance here, even if taken
as a later tradition, had nothing to do either with Nataraja temple or with the
icon at Tillai. Available historical evidence indicates that the Pancha-bhiitakshetra
(Kanchi Ekdmra— Prrhvi; Jambikeévaram—ap; Arunichala—Tejas; Kalahasti—
Védyu; and Chidambaram— 4kdéd) tradition and its adumbration is quite a late
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event in the medieval times, predicated upon the accomplished popularity of the
temples in these places by that time. That the lingas in these places have no nexus
with this philosophic principles is a matter that would be subject to factual eluci-
dation.

Adverting to the tradition of the Tandava aspects of Saivite iconography, it 15
quite acceptable that the early icons of dancing $iva do not show any saumya or
peaceful display of dance but rather the terror-striking type; highlighted by multi-
ple use of weapons and adjuncts like axe, khayvanga, gitla, naga, ghantd, etc., which
certainly are a farcry from the sublimity of the dnanda-tandava pose of Siva as
crystallised in a bronze icon.

The very composition of this dance, thus, makes it a rare type of sell-introspec-
tion and attunement with the cosmic spell and of evolution that surround him.

The dnanda-tandava has some particular stipulations in its form :

(1) The god should have only four hands—no more, no less,

(2) Of these, the two upper hands should hold the drum on the right and the
fire on the left. The two lower hands would be in abhaya and dandahasta.

(3) The raised leg has to be almost parallel to the crossed left lower arm.
There should be an apasmara dwarf below his planted legs.

(4) Ganga is often represented in the jagabhdra.

(5) The dance is said to be in the presence of Uma as Sivakami while the
the dance by itself is quite unself-conscious and without any external stimulus; the
bipolar character of Siva and Uma (forming the Sakti and the Purusha) makes it
o well-known cult entity accepted by Saivism and Vashnavism, and reduced to
iconographic form already from the 6th century onwards in the Chalukyan temple
sculptures of the Karnataka and Deccan.

In so far as Nataraja concept is concerned, the god being known in Tamil
parlance as Adavallin, there is no evidence, sculptural or otherwise, to suggest
that it had existed in any consistent role, earlier than the 10th century A.D.
Refore we unfold the significance of this averment, we should briefly give a back-
ground to the rise and diffusion of the $iva cult in Hindu religion, along with what
concomitantly happened to Vishnu in the vedic, upanishadic, and epic-puranic
periods of Hindu thought

The process of synthesis and analysis of the godhood identity and personifica-
tion, was a recurring phenomenon in Hindu religion. It went only to show that, to
the Hindu mind steeped in its quest for god-realisation, the periodic integration
and differentiation of the various members of the pantheon, was only an exercise
in mental concentration for the drddhand or the sadhand. The vedic period in its
late stages had its cogitations on the shape, form, character and magnitude of the
universal principle. The upanishadic period dissected and co-ordinated this unseen
but unmistakably felt and inberent divine spark. Thereafter, the Gila elaborately
paraphrased it and presented its quintessence. On the cult side, the symbiosis of
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of Mitra-Vishnu. Agni-Rudra as well as Hari-hara forms, and the adumbration of
the iconic range therefore were the sequal. The late Vedic Rudra continued to
carry forward his terrific aspects upto the early historic times. The exclusive char-
acter of the Rudra worship resulted in the Lakuliéa—Pasupata cults which, by the
fusion of Aryo-Dravidian thought, had metamorphosed into the Siva of the Pura-
nic times. The term ‘Siva’ as applied to Rudra, isitself a comparatively late
occurrence and $iva or Sankara only was able to become the Mahadeva. The
Gupta, Chalukya and Pallava $iva forms do not show any example of the dnanda
tandava types, but rather of ferocious or kinetic energy representations.

The fact that at Chidambaram, the Ardra darfana in the month of Magh has
been an important indigenous festival of the Tamils, and the star Ardrd (Betalguex
—Triuvddirai) has been traditionally ascribed to Siva, and is a red-star of first
magnitude (called the ‘rival of Mars’ in Western astronomy) and was once the
initial star of reckoning in the stellar chart by the Tamils, would show that there
is an indigenous and initial base for considering this dancing of §iva at the pradisha
time. watched by Uma and others. The association of Uma is not, however, spe-
cial to Tamil Nadu alone, since all over India, as already mentioned, from the
carliest sculptural context, the presence of Parvati during the dance of Siva had
been depicted invariably. The indigenous tradition of Siva's Ardra star is similar
to the equally indigenous association of Tiruvonam (Sravana—Altair of Western
astronomy) with Vishnu, in early Tamil Nadu, and the celebration of the festival
of Tiruvonam had been attested to in the early hymnals of the Alvgrs, though this
festival is not in vogue now in Tamil Nadu, but is most famous in Kerala today as
the Onam. 1t should also be noted that in the Sangam classics, no mention of Siva
is to be found, although Vishnu, Balarama, Muruga (or Karttikeya) are to be free-
ly found. Thus, the inception of the Siva myth into Tamil Nadu is comparatively
later and came mainly in the form of the Pasupata and other secls of the early
Pallava times, and perhaps got softened and systematised only by the work of the
carly Saiva Nayanmdrs, leading to a resurgence of Agamic Saivism by the Imperial
Chola times, shorn of all its dark (v@mdchdra) and orgiastic excresences, and given
an artistic sublimity.

The singling out of the dnanda tapdava as the befiting type for Mataraja was
thus a historic circumstance which is not to be underestimated. It was coeval with
the decline of the Pasupata and Maheévara cult in Tamil Nadu from the time of
Mahendravarman I Pallava, and the rise of Puranic Hindusism where Siva as an
equal among the equal members of the Trinity had, by the association of Uma,
been transformed into a most endearing type, easily accessible to the devotees.
The rise of the Somaskanda type, extolled and made widely prevalent form of Siva
in times of Parameévaravarman and Rajasimha Pallava between AD. 668 and
A.D. 728 was an epoch-making mutation of the earlier Rudra concepts and it is no
wonder that, in the Tamil Nadu, even the linga cult is only an introduction into
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the sanctum subsequent to the Somakanda cult. The rise of the early Saiva Nayan-
mars. closely followed by Sankara Bhagavatpada gave a further boost to the
saumya form of Siva, and a broad-based bhakii plank for the Jivatma-Paramdtma
relationship under Saivism was mooted. In fact it could be stated that the true
&aivism as different from Tdmasic Rudra-Lakulifa-PaSupata-MaheSvara nexus was
itself born only in the pre-medieval times, thanks to this early sublimation of Rudra
into Siva, and certainly the concepts of Ardhanari, Hari-hara and Maheia forms
which prevailed in the 6th-Tth centuries over a large part of India contributed not
a little to this consummation. This endured the tests of centuries, notwithstanding
the adumbration of a monastic philosophy—highly intellectual in its overtones—
by Adi Sankara, who all his life, was himself such a passionate bhakta of Vishnu on
the one side and Amba on the other. It is no wonder, thus, that the rise of the
Nataraja-Siva with his dnanda tandava, was standardised into the four-armed
icon with abhaya and anugraha aspectsfor the two lower hands, and creation
and destruction for the two hands carrying drum and the fire. This
standardisation follows that of Vishnu, already achieved, with chakra {having
orbs of fire)—originally an insignia of Chakravarti or Mahdapurusha type (and
felicitously) mentioned by Vedanta Desika in his Abhiri stava as also a Dharma-
Chakra of Vishnu), later converted into a fierce weapon, as the embodiments of the
Mitra and Agni power, and with the Sankha producing sound when blown and
representing the rifa or satya as a symbol of primeval matter which is sanatana
(immutable). While Vishnu with his four hands has the seated, standing, the
reclinging, and the dynamic poses, the last mentioned in the Trivikrama form (repre-
senting —ninra, irunda, kiganda and nadanda of the early Alvérs), the correspond-
ing variety of forms for Siva are the Somaskanda, the Linga, the Dakshinamurti
and the Nataraja types. It is indeed interesting that the Dakshinamurti type with
ils accent on silence, penance and yogic contemplation was a development of Siva
as Mahdyogi, sculptural examples of which are widely prevalent in the Deccan in
the 6th 7th century A.D. The representation of the Siva-Dakshinamurti ina
manner integrated with Siva-Lakuliéa in the eastern Chalukyan art of Andhra
Pradesh in the 8$th-9th century A.D., and the rise and expansion of the Dakshina-
murti cult and iconography in Tamil Nadu in a unique and rich pattern, stand
testimony to the under-current of change that was taking place in Saiva imagery.
Having finally established the rriguparmaka linga (with its Brahma-Vishnu and
Siva bhdgas) and the yiga Dakshinamurti, the genius of the Tamil Nadu cross-
fertilised by the Puranic lore and the philosophic adumbrations already afoot,
could find only in the dnanda tandava form of Siva’s nritta type, a most satisfying
harmonius and impeccable synthesis of the essence of the Hindu religious heritage.
Formal balance of the most perfect kind was predicated upon an amalgamation of
concepts. The proper stimulus and context for this was doubtless, rendered by the
renascent Hinduism, rising over the ashes of its own heterogenous past, with

-
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Agamic traditions giving a fillip to the advent of utsava bheras in bronze to depu-
tise for the milasthdna deity which, apart from not being amenable to be shifted—
being of an achala foundation—has a dignity to be maintained by its immanence in
the sanctum. A socio-political context, conducive to this, we find only in the
middle of the 10th century A.D. It coincides with the rise of the Imperial Cholas,
under the banner of Rajaraja I, and the ddvalldn of Tillai-ambalam was given an
iconographic finiteness in the form of Nataraja rapdava from its halting beginnings
from the turn of the 10th century A.D. under Parantaka and his successors and
never been altered thereafter. That we are told by scholars researching into the
quantitative assessment of dancing Siva forms in stone and more especially in bron-
ze in the early 10th century A.D. that only by the 3rd and the 4th quarter of
that century, we have the standardization of the bronze Nataraja achieved in its
completeness and ineffable grace and balance, need not occasion, therefore, any
surprise nor would it call for any special pleading. Even in respect of certain small
details like the representation of Ganga on Nataraja-Siva’s locks of hair, that a
well-thought out symmetry and harmony is envisaged, is shown by the occurrence
of Ganga on the proper right side locks of Siva in most of the Nataraja bronze
images of the late 10th century A.D., whereas in the earlier ones in stone, Ganga
was of to be shown on the proper left.?

Thus, by all tokens, the Siva-Nataraja icon, especially in bronze, shaping into
finiteness mainly from the time of Rajaraja I Chola or a little prior to that, was a
perfect product of its age and locale, and is to be carefully distinguished from the
myriads of dancing Siva figures in various postures that stud the walls of countless
temples in India. That this dnanda tandava bronze form is so assiduously and effec-
tively and permanently retained in the succeeding centuries till today, in all Siva
temples on the northern part of the mahamandapa is another proof that it is a
special variety, and is the only icon that should be called Mataraja. North India
or Deccan does not have any such parallel. That Tillai-ambalam should claim this
Nataraja is also appropriate, since the place whose god in the milasthina temple
there had received the prostrations and adorations of so many saints and royal
predecessors of Rajaraja I, and where a regular description of a cosmic dance in
the Podu (common) had been existing, should merit a crystallization of these preci-
ous traditions, and thus the first dnanda rdpdava Nataraja bronze which would have
existed at Tillai Chirrambalam temple or Chitrakita (which only later became
Chidambaram, with its semantic nuances) was merely to be considered as the utsava
bhera to the south of Chirrambalam, and facing east. That Nataraja should face
south here is again appropriate, as it is the direction of Dakshnamurti and of Yams,
both of whom are but the substantiations of the Rudra-Siva-Mahadeva rattva.

It is seen from the Agamas, like Amsumadbheda, Karapa, Kamika and others,
that only nine types of dances are described out of the traditional one hundred and
eight, of which the first corresponds to that of Siva-Nataraja, although it is called
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Bhujangatrasa there, which differs from the Bharata’s Ndryafdsira, as commented
vpon by Abhinavacharya. The same Nataraja pose iS sometimes called also
Nidanta dance at Chidambaram, on literary evidence. It is clear that while Bha-
rata’s 108 ndtya poses were intended as a treatise for the art of the dance expression,
§iva’s association with it was primarily to bring out the Nrittamuirti that Siva was.
It should be stated here that from the earlist time, there are many iconographic
examples of Siva in temples where, even as Samhdramiirti, he is following one or the
other of the dance poses. It is equally obvious that when the Siva-Nataraja's
dnanda tdndava dance at Chidambaram came to be interpreted, the question of a
terrific aspect of Siva with multiple arms would not have arisen.

Even among the 9 modes of dance mentioned in the Agamas, there are many
which have eight or six arms, but the first mode has only four arms. We are able
to identify many other types of dances of Siva in the Chalukya and Pallava and
early Chola carvings, of the period earlier to the time of the first adumbration of
the Siva-MNataraja stone sculpture in the 10th century A.D. These earlier dance
maodels include among others lalita, chatura, blwjangatrdsa, drdhvatdndava, talasa-
mspoghita and kafisama, and the finesse, balance, brevity and sublimity implicit in
the Nataraja dnanda tdndava do not appear in these figures. It is not also accidental
that this Nataraja dance has been found as the first to be described by the 4ga-
mas. While certainly the 4gamas might have been codified at successive periods,
the earliest of which could have been much earlier than the 10th century A.D., the
fact that notwithstanding the 108 dance poses of the Ndfyaidstra, they chose to
describe as associated directly with Siva, only 9 poses and of these gave the first
place to dnanda tandava pose would show that all the other types do not satisfy the
requirements of the form they had in mind among the Nrittamirtis that would
exalt Siva fattva on the highest pedestal. Among these nine, it is found that the first
four types are more or less similar: except that the third type appears to be marukal
or transposed legs, with right leg raised instead of the left. Of the remaining, again,
four 5th, 6th. Tth, and 8th are of the same type, namely. frdiiva tdndava type actual-
ly, with one leg raised vertically up to the crown. The ninth type is like the first
four, but of the chatura type with legs in padasvastika pose. It is quite interesting that
these nine poses primarily divide themselves into the Ananda tandava type, drdava
tandava and chatura, of which the two latter get eliminated from the type of
Mataraja par excellence, where there is no scope for any competition with Kali
(as was the case of the genesis of the drdfiva tandava) and the padasvastika chatura
type of Tirvarankulam is more a choreographic act than a regular dance pose. It
would thus be boiling down to the first four types alone which are similar,

A significant element is the introduction of the mdrukdl rdpdava, that is, legs
changed (right leg raised) not only in ope of the first four, but also in one of the
next four of the irdhva type. This would mean that the mind of the Agama com-
piler is obsessed with the legend of the change of legs. It is well-known that there
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is a Pandyan tradition by which Siva, to gladden the heart of a Pandyan king, had
shifted his legs for a change, and raised his right leg in A nanda tandava. This is
picturesquely sung also by Ramalingaswamigal in his Tiruarugpd.' It has a link
with the pre-medieval tradition of the Chola and Pandya kings vying with each
other in glorifying and beautifying the Nataraja Sabha at Chidambaram. There is
an excellent bronze from Tirumangalam, now Madras Museum, of this type with
right leg raised in dnanda tdndava, which stylistically is certainly datable to about
the 10th century A.D., and which would additionally show that notwithstanding
the fierce wars between Cholas and Pandyas and the supremacy of the former, for
the time being. cultural pursuits went on unhindered to the extent of creative arts-
tic activity.

In so far as the incidence of @nanda tapdava images of stone or bronze are
concerned, it could almost be conclusively stated, as had been attempted with some
suecess by Barrett,® that these examples could not be placed much earlier than the
haleyon years of Parantaka and certainly get into their zenith only in the last guar-
ter of the 10th century A.D., if we take the celebrated examples such as Konerira-
japuram stone (c. 969-976); Tirunaraiyur—stone—e. A.D. 987; Tiruvarur—ec. A.D.
992: Konerirajapuram bronze—¢. 970-990; Tiruvarur bronze—e¢. A.D. 987; Vriddha-
chalam—c. A.D. 981. Nataraja bronzes just subsequent to these, but vet relatable to
the period of Rajaraja I would be Tandantottam, Tirukkaraivasal, Tiruvedikkudi,
Semangalam, Thanjavur, Tiruppalanam, and Punjai. One should hardly fail to
mention the celebrated Nallur Nataraja, in this connection, which is generally felt
by scholars as datable somewhat earlier than the early to late 10th century A.D. It
would be difficult to make an exception to this example which appears to be having
special guild mannerism of its own and is somewhat too angular which is certainly
not an early feature. Nor can the ascription of 8 arms as given to this image
makes it really classificable as Nataraja Ananda tandava that we have been trying
to isolate in the above pages. Even if it is to be placed in the very beginning of
the 10th century A.D., it is to be deemed only as a precusor to the Nataraja dnanda
tdndava and not certainly its progenitor. It is rather significant to note that in the
85 extant karana poses in the Thanjavur temple, there is none which would strictly
be of the dnanda tdpdava type, although No. 41 would come nearest to it of the
Marukdl type. This indicates that the Nataraja bronze has indeed a very exclusive
import.

The foregoing brief excursion into the realms of the dnanda tdndava modes of
the true Nataraja in stone or bronze reveals that :

(1) it is quite unlike the earlier dancing Siva figures in any part of India
which were primarily tamasiec in character;

(2) it gets a ritual fixity only in Tamil Nadu and in the 10th century A.D ;

(3) it gets wrought in bronze as an inevitable utsava mirti in high frequency
only by the 3rd quarter of the 10th century A D., and continues its status there-
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after till today in all Siva temples of Tamil Naduy;

(4) it has only to be four-handed and Ganga on his locks is optional;

(5) Chidambaram's association with the dance had been responsible for its
cult fixation from the early Chola times, and traditionally it is a Chola-Pandya
heritage and is not associated with the Pallava period or region;

(6) Agamic standardisation of this stone or bronze icon would be somewhat,
later than the actual inception of the prevalence of the images, but the type was
given priority in the Agamic description of the Nritta images, though under a differ-
ent appellation.

It is not without meaning that this dnanda tdpdava form was called the
Nataraja or Adavallan (the king among dancers) as different from Natesa (the dan-
cing God)—a distinction that should be well-maintained by art historians.
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LAKULISA AND LINGA POLYMORPHISM

The representation of Siva in a formless yet formal state (ardpa-ripa) as a
linga has been of fundamental importance to the Sivaite rituals and iconography.
It has been widely held, though not acceptably, that this linga form represents the
male potential and should have direct relationship with the Sinadeva(s) mentioned
in Vedic literature as the gods of the Dasyu(s). It cannot be denied that a correla-
tion of the basic idea produces some such genesis for this view. It is obvious that
a re-orientation of the structure of social groups took place in the post-Vedic period
and that many of the earlier tribes and groups which had been frowned upon by the
Vedic society were absorbed into it owing to the powerful intellectual and social
impact of these tribes in the Upanishadic period which was a stage of great cultu-
ral and philosophical ferment and resurgence.! The result of this devolution is seen
in the reinstatement of many gods, ideas, practices and rites into the Brahmanic
society and indeed even the perception of new merits and valves in these revived
notions. One such is undoubtedly $iva, who was not known during the Vedic
period except as Rudra or Pasupati.

Of the so called Siénadeva(s), we have the authority of Sayana and Duraga-
charya to show that the term did not necessarily imply any direct relationship to
the worship of Sifma as the male organ or phallus, but rather as a metaphorical
implication of “those whose god is carnal pleasure and who have forsaken the
Vedic sacrifices and taken to a licentious life.”” This is a reflection on the fact that
in the Vedic society itself, we have two groups, one of which held on to the Vedic
observances while the other took to laukika practices. The fact that the Vedic
Rudra was rather an unorthodox deity and quite in the opposite camp, in relation
to Indra who was the god par excellence, is indicated further by the fact that in the
later periods, particularly during the Epic times, not only is Rudra more and more
firmly established and, in unison with Vishnu, stole all the popular attention,
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whereas both Prajapati or Brahma and Indra were to occupy a relatively lesser
pedestal. Indra is openly flouted, as shown by Krishna appropriating to himself at
Mt Govardhana all the oblations due to Indra, thus bringing the wrath of Indra
to bear on the local people in the form of torrential rains from which he (Krishna)
saved the people and cattle by lifting the Govardhana mountain by his fingers and
keeping it aloft for seven days. Thus during later periods, particularly the Upani-
shadic and Epic times, not only did a clear depolarisation between the Vedic groups
or the orthodox and the unorthodox or wratya(s) take place, but Vedic concepts
such as Skambha?® also came to be attached to the later Siva. Siva came to be
represented as a Sthinu-Iévara by the /inga, and a further amalgamation of philo-
sophic aspects of the linga-lingin symbolism (as constituting the Purusha and Prakriti
of the Sankhya(s) was also made with the re-established Vedic Rudra-Agni-Skambha
equation, producing subsequently the fully consolidated linga-yoni form of repre-
sentation for Siva. The subsequent texts® tended to extol the inextricable nature of
the conjoint Siva-Sakti aspect which produced not only the dnanda of the world,
but also the resurgence of the universe by the procreative role of such a symbolism.
Iconic representation of this syncretisation followed in the shape of the Ardha-
narifvara and the Harihara or Haryardha form. It is significant to note that the
sequel to the Mohini form of Vishnu (in the churning of the ocean myth in the
Bhagavata, etc.) which captivated the poison-consuming Siva and produced Hari-
haraputra or Sisti as a result, involved Vishnu as having been identified with the
female generative principle, and thus Ardhanariévara and Harihara have both a
basic male-female aspect.

It is indeed a measure of the basic force of the Siva conception that collateral
concepts amplifying the same aspect in metaphorical media had risen. In the Epic
period concepts like Sthianu and Achala have been evelved mainly to indicate the
imperishable nature of the universal principles of God-head (¢f° nityah sarvagatah
sthanur achalo’yam sandtanah). Sihapu had indeed come to stand subsequently for
Siva alone and we have Kilidasa’s nandisloka of Vikramorvasiya* as a case in point.

That Sthérnu and Achala should be concretised by the limga is a reasonable
proposition. From the Ist cent. B.C.—the date of the Bhita Mukhalinga
on the basis of the inscription on it—upto the 4th-5th cent. A.D., we have a
well-established linga morphology, with both the sthdpu-linga(s) as well as the
mukhalinga(s). It was, however, still a far cry from the perfection of the joint
concept of the form and formless, which it was given only to Lakulifa for
the first time to initiate. Lakulifa was taken as an avatdre or a substan-
tiation of Siva in this world and was characterised by the cross-legged
seated yogi figure with a Jokufa or shortstick in the left hand and a matulunga
fruit in the right, and with his membrum virile emphasised. He is shown also as
seated back to back with a regular linga-form. The Lakulisa concept took form
apparently in Gujarat, since he is taken to have been born at Kayavarchana, the
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present village of Karvan® near Baroda, Itshould be noted that the Lakuli$a cult
which apparently took its genesis in Gujarat and spread east, south and north to
become a co-efficient, later, of the Pasupata-Kalamukha cults of the medieval times,
produced two distinctive features. First, unlike the mukhalinga(s) which are invari-
able, the conjoint conceptions of the faces or aspects of Siva applied to the linga-
stem, the Lakulisa figure shows the linga-dhdtu always as a separate entity with the
stated figure of Lakulia in front of it. In some later cases, the Lakulisa figure,
when shown on the walls of the temples, does not have the linga-dhidtu behind the
figure, but is a seated figure in cross-legged pose, possibly a continuation of the
Yogisvara or Makdyegi tradition as represented at Elephanta to the proper right
flank at the entrance to the main cave. This Elephanta Mahdyogi, however, does
not have the membrum virile and is thus clearly earlier to the Lakulisa concept. Be
this as it may, this isan important variation between the mukhalinga(s) and the
Lakulisa figures, and tends to concretise the concept that whereas the former are
the iconographic forms of Siva himself or their amplifications as of the Sadasiva
or Mahesa form, the latter are the manifestations of Siva’s power and in that
sense, may only be the dvefa or amsa of Siva, inasmuch as Lakulisa represented
in no uncertain form the virile cosmic potential that the Siva concept constituted.
The second and indeed a derived trait of the Lakulifa figure is the representation
of the membrum virile in the scated figure. The conception no doubt draws its
sustenance from the Vedic imagery of drdhvareta (cf. dirdhvareiam virdpaksham—
Taittiriva Aranyaka, 10,12,1) and would seem to be the progenitor of the ramified
esoteric Sivaite dgamaic creeds that were to spring up soon. The metaphorical dis-
quisitions on the Siva-§akti equation also have their roots in this concept. Chrono-
logically speaking, we do not have any LakuliSa figure before the 6th cent. A.D.
and we have, on the other hand, the termination of the mukhalinga cult also well
before this time. The intervening period was presumably represented by the Mahesa-
$adasiva iconographic concepts.

That Lakulisa cult not only spread widely but caught the imagination and
ritual avidity of the Sivaite within an incredibly quick span of time is well shown
by the remarkably extensive nature of its provenance and the occurrence of the
figure, in many instances, on the very laldtabimba of shrine lintels and on the main
niches of the bhitti of the exterior walls of the shrines. That, besides those at Kar-
van, there were regular temples of Lakuli$a elsewhere also is shown by the existence
of fine, if slightly later, temple of LakuliSa at Badami, on the other side of the
local tank in the temple group there. The temple is not Lable to be dated later than
the Oth cent. A.D. In Gujarat and in the neighbouring Rajasthan tracts, however,
the growth of the Lakuliéa cult had been vigorous, consistent and extensive in the
period between the 6th and Sthcent. A.D., a period which also saw the acme of
§iva worship and Sivaite iconographic development, and the collateral Matrika cult.

At the renowned centre of the Lakuliéa cult in south Rajasthan at Eklingji
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near Udaipur, we have a temple to this God, which by epigraphical evidence from
the record in this temple of the time of Naravahana of the Guhila clan could be
placed not later than late 10th cent. A.D.® The image of Lakulifa in the sanctum
is nearly of life-size. It seems to have been repaired in cement mortar in recent
years which, however, has bestowed on it a grolesque aspect in the grossly dispro-
portionate nose and the entire left arm which is left with badly ill-formed and
shortened fingers. The figure is, otherwise, quite an arresting example of Lakulisa
in stone and carries a rosary in the right hand, and might have carried a danda
(or lakuta) in the left which is shown in the reconstruction as resting on the left
thigh, with palm down. The erect membrum virile is present. There is no linga
behind the figure. This figure is more or less in consonance with the Lakulifa
figure cut out in the Dhumarlena Cave at Ellora, although it is clearly later than
the Ellora example. The important point to be noted, however, is that the figure is
free from any connective linga at its back, which is a development subsequent to the
originals available at Karvan which should date from about the 6th-7th cent. AD.
Even the Badami Lakulisa figure has a linga at its back and, as already mentioned,
should be dated not later than ¢. A D. 900. Thus we are able to see how from the
emanation of Lakuliéa form the linga as the dvesa or amsa of Siva, the stage was
subsequntly reached when the linga was eliminated and the full anthoropomorphic
seated figure of Lakulisa became the vogue in the northern regions adjacent to
Gujarat. In a subsequent context the cult was modified in such a way that seated
Lakuliéa figures were shifted to the main niche of the outer walls of the temples in
these areas and the sanctum contained only the plain /inga as usual. This is an
automatic result of the completion of the process of canonisation of Lakulifa and
giving it a place in the niches of the temple walls. We shall note later what
metamorphosis linga representation underwent in the Deccan.

In the deep South the linga form of Siva was not merely identified with
Sthénu but also with the entire creation or universe and it was in a subtle way
epitomised as the five vital elements of the universe, prithvi, ap, tejas, vayu and
dkdsa. on the panchikarana-prakriya of prapancha. Thus Siva was identified with
one and all of these five clements, and the prithvi-linga, ap-linga, tejo-linga,
viyu-linga and dkasa-linga were adumbrated. Examples of all these are to be obser-
ved in Tamil Nadu and Andhra areas in temples of the pre-medieval times, and
this particularly gave a special significance to the linga or Siva as dkdsa, as at
Chidambaram, where the sanctum sanctorum is a rafasya or cosmic mystery, and
is filled only with dkdsa or void, which revealed the cosmic immanence of God and
is the most esoteric sublimation yet known of formal and formless universal
God-head within the hieratic framework of Devdyatana(s).

It is important to note that the Lakulisa concept is the first to transform
idolisation of Siva into a pointedly cult-orientated sect. Apparently at the time of
its genesis Sivaite worship had already been so deeply imbedded in the ritual
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matrix of Gujarat that an emergence of an esoteric cult from it was an ievitable
corollary. Quite unlike the other two members of the Trinity, it was Siva alone
that symbolised the cosmic power as the God in charge of the destruction, not
only of evils like ignorance or avidyd, but also of the processes of growth, for a re-
creation at the end of a yuga. Personified into a deity, the power or strength of
God had been- depicted in the form of a l/inga, which, as already stated, stood for
unshakable power, both physical as well as philosophical. The combination of
§iva as a yogin, as well as the universalised male principle had been first propoun-
ded, perhaps, in the Lakulifa concept. It is interesting to observe here that whereas
Lakuliéa has been conceived as a seated figure with the drdhva medhra emphasised
we do seem to have intermediary or variant stage of the development, although
not in this region, but in the South. The linga in the Parasurameévara temple at
Gudimallam, near Renigunta in the Andhra Pradesh is clearly of this class. The
God here is represented as the very personification of the /inga and shown applied
to it in bold relief in standing posture. The [linga has foliated markings of the
Brahmasiitra and the Pdrsvasitra(s) as per linga iconometry, and the splayed nut
part on top which simulates the male organ. The Gudimallam linga’ has been
ascribed to the 1st cent. B.C. on the alleged basis of certain drapery, physiognomy
and decorative features which were reproduced in the Sanchi-Bharhut miliex. But
this would be rather farfetched and what more, it does not clearly explain the
evolutionary and diffusionary stages, either of the decorative devices adopted or
of the basic concept itself. It would be possible, on the other hand, to explain the
Gudimallam linga as a complementary and almost coeval variant development with
reference to the Lakuliéa conception, and this would tend to place the Gudimallam
linga in ¢. 6th cent. AD. On the basis of the possibilities of architectural and
sculptural developments of the Sivaite pantheon in this region, namely the border
zone of Tamil and Andhra country, this chronological evolution seems to be more
likely.

It is relevant to point out here that Gudimallam linga is without a yonipaffa
integral to it, since where it is found fixed, a quadrangular pindika has been cut in
the form of a low ridge, which would show that it was clearly an after thought,
thus leading one to the assumption that the /inga itself might not be in situ. Aside
of this, the representation of a goat as held by the hind legs would tend to give
the figure the aspect of Virabhadra—the goat standing for Daksha-prajapati, Siva's
petulant father-in-law and Sati’s father. This is largely a southern tradition and we
have invariably a humble goat-faced Daksha standing with anjalihasta by the side
of Virabhadra-Siva figures in the south. The parasu in the right hand might have
led to the God being named as Parfaurame$vara at Gudimallam The oblique
eyes suggest clearly that he is Virupaksha and thus both the drdhva-retas concept a
in the form of the linga-shaft itself and Virupaksha-Virabhdra Siva in the anthro-
pomorphic form had been combined in this figure and make it not only indigenous
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to the region where it is found, but also not much earlier than the date suggested
above. It is no wonder that while in the region of its origin, namely Gujarat,
Lakuliéa represented seated Siva with concentrated emphasis upon the potent and
erect membrum virile, the rest of the figure being of a relaxed and calm yogi, in the
Gudimallam linga, the very inversion of the above concept by which the linga
which is the background (as in early Lakulifa forms also) is of almost equal dimen-
sions to the anthropomorphic relief figure of Siva on it, and additionally the stand-
ing figure of great vigour astride the shoulders of a demon (gpasmdra?) and the
concentrated mobility of the stance indicates the direction the cult had been taking
in the South, namely towards a dynamic and dancing role for Siva as Nataraja,
which indeed was the sublimest religio-cultural contribution of the southern Sivaite
cosmogony.

Indeed we may say that around the 5th-6th centuries A.D., two basic impulses
appear to have spread southwards from Western and Central India. One was the
Lakuliéa cult which spread faster and wider and was apparently organised by a
regular ecclesiastical sect like the Pasupatdchdryas; this had its main centres at differ-
ent parts of Rajasthan, Guijarat, Deccan and the South, like Eklingji, —where, as
we know, the records proclaim that the Guhila king Bappa (Khommana 1) received
the royal insignia from Haritaraéi, the Pdsupdtacharya of Eklingji,* in the middle
of the 8th cent. A.D.—Karvan, Ellora, Badami, and as far south as in the Pallava
capital, Kanchipuram. The other and contemporary Sivaite cult was that of the
Lingadhdri(s). Initially this was prevalent in the 4th-5th cent. A.D. in the Bhara
§iva Niga dynasty of Padmavati, whose glory has been repeatedly mentioned in
the Vakataka inscriptions “as having pleased Siva immensely by having carried a
§iva-linga constantly on the shoulders to the extent of pressing hard on it.” This
practice took a cult form later in the Deccan and resulted in Siva himself being
shown as carrying a linga on his shoulders. This form has been repeatedly repre-
sented in sculpture at many places in the Deccan, as for example, at the Kailasa
cave at Fllora, at the Virupiksha temple at Pattadakkal, etc . and represented Siva
as the Lingin® or the sustainer of the linga as adumberated in the Linga Purdna
which states that pradhdna (or nature) is the linga and parameivara, the sustainer
of nature, is the lingin. This is particularly and emphatically depicted when Siva
with Uma or Parvati is shown seated together in the devakoshha of the walls of the
temples mentioned above. Siva here, bearing a linga on his shoulder and with
Uma by his side, cannot signify anything except the sustainer par excellence that
he is, as shown by his bearing the /inga. Thus a mere metaphorical imagery had
been concretised to the extent of Siva himself propagating the cult. This gave place
in due course to the regular Lingayat sects in the Karnataka who are Vira Saivas
and who, whether male or female, have to carry around their neck'® a locket, with
a linga-on-yoni pitha inside it. In any event, we do note this dual development of
linga cult symbolism, viz. the Lakulifa representing the emanated (dvesa) anthro-
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pomorphised concept of the potent cosmic role of Siva, and the Linga dhdra or
Linga dhdri concept popularising the merit accruing by wearing the linga emblem
constantly near one's heart. Specifically, the Lakulila and Gudimallam Linga are
demonstrably of the same milieu of cult-morphology and would have been caused
by a similar, if not unitary, cult-diffusionary trail. Thus we note that the embryo-
nic Skambha of the Vedic cosmogony developed into the Sthapu-Iévara of the Epic
period, and from that time changed from a mere conceptual aspect to a perceptual
form of a linga, and metamorphosed iconographically into the eka-mukha-linga and
the pancha-mukha-linga of the Mahesa-Sadasiva norm, and developed further to
evolve cult-images like the Lakulida and the Gudimallam Linga.
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THE ART SPECTRUM OF THE EASTERN SEABOARD
OF INDIA

The eastern seaboard of India had a continuous maritime and coastal history
and art impact admitted from the early historic times upto the late medieval
period. The art spectrum of this traci, therefore, was of a wide and disparate
special disposition, but was still not aunitary problem, qualitatively or geographi-
cally. On the other hand, it was a centrifugal issue to some extent, and perhaps
bipolar too, in so far as its basic or focal centres were concerned. To elaborate, the
areas involved would be all along the eastern seaboard of India from Tamil Nadu,
along Andhradesa and Kalinga (Orissa) to Bengal and should despite its emphasis
of the term eastern, include within the scope the art of Burma, Malaysia and
Indonesia; in their broadest terms. In effect, thus, it was the art of the Bay of
Bengal consortium. This art, it is known, had, in India, been the reflection of the
motivations from two major sources the northern Gupta and post-Gupta norms and
the southern Peninsular norms with the progenitors as the Satavahanas. The for-
mer appears to have reached the shores beyond in Greater India by land as well
as sea, and the latter, again, was felt in a big way on the east Indian archipelago
and south Burma, by almost entirely maritime or marine routes. These two discrete
art sources—by art here is meant architecture also—mainly did not interact in the
foreign shores, but developed into visually diverse entities while yet retaining the
main features of the original sources. In terms of cults, themes and iconography,
they were innovative and creative, to suit the local talent, tradition and the already
extant Buddhist matrix. This resulted in a variegation of both cult and form into
specialised moulds. The degree of assimilation and innovation manifest in this
process was varying from region to region. Burma and Indonesia had expressed
this in firm terms, and had variously stuck to the progenitor scheme in architecture,
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after the Buddhist archetypes in Burma and after the Hindu in Java and Indo-
China.

Within India, the art of the apex of the Bay of Bengal and Orissa had follow-
ed chiefly a collective pattern; and the peninsular shores of Andhra and Tamil
Nadu had been, again, unitary, in their mutuality.

In the first place, we might consider the religious context of the art motivatton

in each of the Indian regions of this eastern seaboard, down the centuries. This
might be best represented in the form of a schematic chart.

Tamil Madu J Andhra-Deccan Orissa | Bengal
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The above chart tends to indicate that while Buddhistic and Jaina art had been
dominant in Andhradesa and Kalinga, Hinduism gets the pride of place, though
with a somewhat later beginning, in Tamil Nadu, and to some extent in Bengal
also, with the pre-and carly-medieval times witnessing a revival of Buddhism and
Jainism. We may thus conclude that for the sake of art hegemony, Andhra-Kalinga
form one zone for Buddhism/Jainism, while for Hinduism, the parent zones had
interlocked with Andhra and Kalinga respectively from either side viz., by Tamil
Nadu and Bengal, and have subsequently developed their own stamina, thanks to
the Pallava-Chalukya-Gupta rise variously.

The Satavahana power and period in the Deccan and South had been unique
in several respects because its art legacy had a certain uniformity of tradition and
universality, owing to the political stability that was implicit in their rule, from
coast and from practically the Central Indian zones to the northern Tamil Nadu.
The trade enterprise which was a chief feature of the Satavahana entity, had equal-
ly been responsible for widening the zone of familiarity of the art tradition. The
east coast, with Amaravati as its focal centre in Andhra, had been the most uniform,
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unitary, and widespread art zone in the 2nd century B.C. to 3rd century A.D.,
period, practically from Srikakulam district in the north to Nellore in the south.
Acchitecture and sculpture were going hand in hand. This art which continued till
about the early 4th century A.D,, in the focal zones was on soft limestone medium
generally in its religious edifices of stonework and of brick and stucco tradition
m its main residential monastic constructions.

The brick tradition had been universally adopted in early Buddhism and
mixed with stone veneering and carvings where stone craftsmanship also existed.
The art devices had a certain direct link with the religious and cult lore that were
getting systematised then, and had been to a large extent having a popular appeal,
by their folk base. Massive temple architecture in any medium had not been even
born, and both Hinduism and Buddhism had more or less certain common art
ideologies based upto secular ideals, although Buddhism had a dominant role in
its having been anti-ritual and had the patronage of the mercantile community in
good measure. The Chalukya-Pallava movements which started politically by the
Sth century A.D., in the Karnataka and Andhra areas reacted to this art pool in
a divergent manner, the former practically representing a continuation of the idiom,
while the latter—essentially because they switched on to the granite hard rock
medium —had variegated and changed the mannerism of the art modulation, tend-
ing towords slight elongation of the face and body and sparse ornamentation of the
limbs and tapering of the legs. The nearest inspiration to such an art outlook
seems to have been available only in the Ajanta paintings of the 5-6 centuries A.D.,
which, seemingly, through Vakataka links with the Vishnukundins, had become
current in the lower Krishna valley, and could have been imbibed and translated
into granite art by the Pallavas who also hailed from this region. This tradition
had been also maintained to some extent by Eastern Chalukyas in the Andhra
country, from the 7th century A.D., and by the Rashtrakutas in the 2nd half of the
Sth century A.D., in their rock-art—as divergent from the Chalukyan vogue before
that—and was also to be imitated by the early Pandyas in their rock-cut art in the
lower Tamil Nadu. Thus, we might say that, in terms of art traditions, the coastal
Andhra and Tamil Nadu areas broke from the earlier Satavahana pattern, from
about the 4th-5th centuries A.D., and maintained a new trend till the 9th-10th
century A.D., whereafter the style got thoroughly systematised and became an
unitary tradition in that region, under the Cholas. The western part of the Dececan
under the Kamataka Chalukyas which continued the Satavahana tradition, held
on till about the Sth century A.D., and the other dynasties and regional styles in
this western zone that were coeval with or succeeded these had, in diminishing
degrees, been keeping the link, until ultimately they were overwhelmed by the
Rashtrakuta art. The medieval mannerisms of the Deccan (east and west) under
the Late Chalukyas, Yadavas, Kakatiyas, Hoysalas, etc., are not our concern here.
It should, however, be noted that the entire lower Karnataka, under the Gangas
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and Nolambas owed their art allegiance to the early Chalukyan norm which was
the successor to the Satavahana traditions. Thus, to some extent, there was a dicho-
tomy in art pool in the Deccan in the post-Satavahana period, as between the
eastern half and western half, broadly speaking, and the unitary mould, as prevailed
under the Satavahanas, and their immediate successors, between 2nd century B.C.
and 3rd century A.D. was not to continue. The rise and proliferation of cults had
been, to a large extent, responsible for this transformation, notwithstanding the
fact that mass contact was the easiest in that period, as from one place to another,
by highways and trade routes. North of Andhradesa, on the Kalinga coast, the
temple art was, again, showing a contiguous influence of the Eastern Chalukyan
developments, as at Sri Kurmam of the southern vimdna style, and Madhuke$vara
and Bhimeévara temples at Mukhalingam of the rekha-prdsada type, while the
Orissan influence was equally represented though at a relatively later date, from
around the |0th-11th century A.D., as in tne Somesvara temple at Mukhalingam.
The phenomenon of the Kalinga art style in temple building was the direct result
of the assured temporal prosperity witnessed by this region in the period between
the 8th-12th century A.D., under the various kingdoms for Hinduism, and equally
for the Vajraydna Buddhism, as at Ratnagiri. From the point of cult usage, it would
seem that certain Pafupata and Kilmukha practices, had permeated into the
Orissan and the neighbouring Ganjam and Srikakulam tract of Andhra Pradesh
already by the 9th-10th century A.D., and this, when it gathered momentum,
resulted in a landward nexus and liaison of the temple cults with the neighbouring
zones of Madhya Pradesh. At Mukhalingam which received the erotic art impact
directly from Kalinga, the main temple carries dirdhava-medhra for even figures,
other than Lakulifa, as for example, Tdandava Siva, Karttikéya, etc., indicating the
impregnation of the sdkra mystique in the matrix of art. The full impregnation of
these cult devices is to bs seen displayed in the great Konarak temple for Sun
which, notwithstanding its poised position on the sea—mainly for its aptness from
the sun cult—was of entirely an inland cult family and, otherwise, for its device
of mobility, in stillness in the form of massive chariots and horses had definitely
been indebted to the Later Chola chariot and horse type of mukhamandapas as at
Darasuram, etc., and the matrimonial alliance of the Cholas with the Eastern Ganga
family had helped it. Thus their access was along the coastal littoral all the way
down to Tamil Nadu but, in essence, this link was not spatial but conceptual., and
the Orissa style was otherwise well and truly moored to its own local anchor of
the Kesari and Gajapati heritage.

That it could have been a two way traffic also in certain adventitious, though
later, medieval contexts is shown by the dainty though diminutive ratha or temple
car of stone that Vijayanagara king Krishnadeva Raya erected at the Vithala temple
at Hampi—apparently the aftermath to his Orissan campaign—as indeed was done
by him at Maharnavami Dibba also where the outermost stone carved veneer of
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his times was of greenish chloritic schist (after the raw material of the Orissan
monuments), while the two earlier stone veneer had both been of granite (which
was an indigenous material). But here it was not an immediate and direct impact
but essentially the subjective reaction of a later ruler to an earlier art model and its
material. Even the Eastern Ganga idiom had been well received in the interior of
the coastal Andhra region, as at Chebrolu, where the Adikesava temple represents
the southernmost available rekha-ndagara temple, with some elements of the Ganga
idiom, as in the elephant and lion pillar motif of its mukhamandapa and the
kakshasana parapet and dwarf pillars on its side entrance. It also introduces erotic
sculptures on the temple tower, as is found in the Jagannath temple at Puri, and
not generally found common in the south in pre-medieval times, and found mostly
as miniature frieze carvings on pillars and mandapa bases of separate structures
like Kalydnamandapa, Vasantamangdapa, etc., in the Vijayanagar period.

Thus, while the northernmost part of the coastal Andhra tract is liable to
absorb the direct impacts of the Kalinga-Ganga art metier, the middle Andhra
Pradesh was open to this as wzll as to Chalukyan and Tamil Nadu art influences,
in equal measure, which in the medieval times, was best prompted by the Chola and
Vijayanagara Imperial powers. However, it is to be noted that in terms of cult usages,
the Kalinga tract, with its neighbourly areas of Madhya Pradesh and Andhra,
was a centre of esoteric Sakta and Pasupata Saiva groups, but this itself is not
perceived in such overtones in the rest of Andhra Pradesh and is least manifest
in the religious cult fabric of Tamil Nadu although it does appear in the form of
the Mahesvara and Somasiddbanta cult and was patronised in important Chola
and coeval centres, as at Tiruvorriyur, Kodumbalur, Chidambaram, etc. It gave
place, by an inevitable assimilation with the indigenous brand of Saivism, to the mass
based Saiva Siddhanta tradition of the medieval Tamil Nadu, as different from
the Agamic Saivism followed in many of the temples.

This shows that the religion which fostered the temples and other institutions
was, where gradually controlled by the clergy entirely, in one form or other, apt
to present extremely individualistic trends, while those where a democratic adminis-
tration of the temples by village assemblies, etc., was prevalent, the cult motivations
were tempered with aesthetic, functional and other biases, so that the resultant
picture presented of the temple and art institutions was of a sober and dignified type
and was well affiliated to the mass ethos rather than to esoteric complexes isolated
from folk programmes.
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A UNIQUE RAVANA-THEME SCULPTURE FROM
LAKKUNDI

It is a well-known legend that Ravana, the villain of Ramayana had received
such superhuman powers as to have made him bold enough to challenge the very
sources of such powers. He is said to have sportively attempted to shake the
Kailasa sikhara, the very abode of Siva and Uma, after applying his shoulders to a
cavern beneath it. This was, for him, a way of testing the strength of his arms.
It should be realised that Ravana was a devout Siva Bhakra and would certainly
have done nothing that would have been positively disrespectful to God Siva. But
such indeed was his overweening conceit at his own might that he easily lost all
consciousness of the venue of his muscle-testing exercise. The sequel had indeed
brought out the primary piety in him for Siva and he is held to have sung the Sama
gdna and a special hymn of praise on Siva, with which the God Himself, after his
initial anger, was so mightily pleased that he favoured him with a sword of victory,
in reward for his deep devotion.

This legend had been a favourite of the poets and sculptors. The excellent and
breath-taking relief carvings of this scene at Ellora in the Kailasa cave, besides its
representation at many other centres of art, bears out its popularity. But not so
indeed is the more subtle and figurative legend of Ravana's conquest of the tough
elephents—the dik-gafas in the eight directions of the globe. It is customary in litera-
ture to represent the eight quarters of the globe as the seat of the dik-gajas or ele-
phants of the eight quarters, so that whoever conquers the eight directions of the
globe is held to have indeed achieved the impossible.

Ravana is actually supposed to have, in the hey day of his youth and valour,
confronted and wrestled with infuriated elephants and in the course of the fight the
tips of the tusks of those elephants are said to have got stuck up in his broad and
bronze-like breast, resulting in the tuskers losing the tips of their tusks which had
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got broken there in the act of retrieving them. The tusk-tips which got embedded
into Ravana's chest are said to have beautified his chest to no small extent. The
poetic and metaphorical allusion here is patent, namely, that Ravana was the invin-
cible conqueror of the eight quarters of the globe. That this would have been used
by the poet is admittedly rasonable. But that even the sculptor should have used
it, as a pancl theme, as he had done on the back wall of Kasividvesara temple at
Lakkundi (Dharwar), is indeed a unique example.

The village of Lakkundi which was anciently a capital town of the Hoysalas
from A.D. 1193 was indeed adorned with several temples in the 11th-12th centuries
A D. and after. Of these, however, the KasiviSveSvara temple is the finest replica
of the very consummation of several innovations which were introduced in the Hoy-
sala style in this region by grafting Chalukyan and Dravidian architectural forms.

The elevation of the temple within its twin towers at either extremity over two
shrines, the larger one being at the western end; the deeply recessed pattern of its
basal plinth mouldings; the bold character of the vimdnas wherein foliated trefoil
motifs had been introduced flanking the central niches on each of the sides, at each
diminishing tier; the highly rich ornamentation of the door frames and the lathe-
turned pillar-bases and shafts with embossed intricate carved patterns on them; all
these are fully representative of the strength, vigour and effective richness of the
temple consiruction.

Being dedicated to Siva, the temple formerly had undoubtedly, evidences of
Saivite persuasion. Actual sculptural representations are meagre in the temple at
this stage, and such as are there, apart from what would have been contained in
the main niches of the outer wall. were of miniature compositions flanking the
niches. On the back wall is thus shown the scene of Siva as Gajantaka on the right
side and Ravana fighting the elephant (dik-gaja) on the left. The latter is the sub-
ject of our present study. The elephant-fighting theme, however, would appear to
be the one and only known example of sculptural representation in the whole range
of Brahmanical art in India

The age and date of the temple invariably make us turn our attention to the
well-known literary composition mentioning both the Ravana-themes stated above.
This is the Rdmdyana champi Kdivya of Bhoja, which could well be placed in the
11th-12 centuries A.D. In the Sundarakinda of this champii, the scene of Hanuman
confronting Ravana in his court is narrated in three verses, with vigour and gran-
deur, in which the element of Arisayokti necessarily enters. Of these the two verses
pertaining 1o the two Ravana themes mentioned earlier deserve to be quoted in full.

So" yam dadarsa dasa-kandharam andhakari-

liladri-tolana-parikshita-bahuviryam |
bandikritendrapuraviravadhii-kardgra-
vyddhiita-chamara-marut-chalitottariyam ||
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samgrdma-keli-Parighattana-bhagnamagna-
dig-danti-danta-krita-mudra-bhujdntaralam |
chhdydtmand prati-taranga-virdjamdna-
sitamsumandala-sandthamivamburasim ||

The Gajasuramilrti episode finds a place in the Kiirmapurdna associated with
the description of a linga called Krirtivisesvara at Kasi although it is found in
variant versions in Vdrahapurdna and Suprabheddgama. Since this sculpture finds a
place in Kasi Visvesvara temple of Lakkundi, we may take it that the Kirmapurdna
tradition was taken by the Lakkundi master-mason. The sculpture appears to be
almost a compromise between the Hoysala versions of Gajintaka as, for instance,
in the case of Amritapura and Halebid specimens, and the southern versions, as
for example, from Darasuram and Tiruchengattankudi in the Tamil country. The
figure is neither in chatura pose of the former group, nor in the wtkutikdsana pose
of the latter, but is a half-gyrating posture with the loins turned to the front. The
figure has ten hands. and unlike the northern verisons, elephant-head is shown in its
natural position at the right of Siva, the skin forms a prabliamandila around the
God, and its tail is hanging down on proper left of Siva. Most of the hands are
broken but those that are in tact, carry on the right of the image, the trident and
tusk, while some hands on cither side support the edge of the elephant skin. Below
the dancing Siva on its left are shown, according to tradition, Parvati (but without
Skanda) and Ganesa, while to the right stands a figure, probably Brahma, but too
damaged to be identified. Broadly the specifications of Amsumadbheddgama appear
to have been subscribed to, although, the northern and eastern versions of Bhairava-
Gajantaka would seem to have influenced the elephant disposition. The dedication
of the temple to Siva as Kaéiviéveévara would thus be appropriate in more -than
one respect.

It is clearly seen here that, on the one hand, the sculptors or at least the mas-
ter-builders of great temples were great connoisseurs of art as well as literature
and were endowed with the talent of incorporating imaginative details into the
ornamental masaic of the temple, and, on the other, they were sufficiently free from
any narrow prejudices which would have prevented any delineation of the exploits
of Ravana. Indeed, not a little subtlety and didactic spirit are infused into the two
panels on either side of the main rear-side niche of the cellar, one showing the re-
cognised valour and might of the arms of Ravana and the other depicting Lord
Siva himself as the venquisher of the elephant demon. Thus the very apposition
of the two Gafamardana themes, one by a mortal and the other by God, would
constitute a pithy delineation of the Bhakti-Sakti equation and would thus be uni-
que from the ethical or the cultural view-point. It is quite conceivable that the
artist chose these two together deliberately for indicating how ephemeral was
Ravana’s conquest of the dik-gaja while how gracious and protective (for loka-
kalyana) was the act of Siva as the killer of Gajisura.
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THE ICONIC DEVELOPMENT OF THE EARLY TAMILS

Eariy religion in India was restricted to certain totemistic beliefs. The idea
of a dark grove or forest (kdvu) exerted a profound uncanny influence upon the
people as also the natural phenomena like thunderand rain Later, cult objects
and fetishistic figurines, mostly of terracotta, came into existence and these slowly
developed into plastic forms which received impetus in the wake of the plastic
representations that were being evolved in the north in the late Mauryan period.
Naga cult particularly was popular all over India. When the Aryan cultural traits
infiltrated into south India the eclecticism of Tamils led to an assimilation of unsyste-
matised and systematised cults and this marked a stage of religious stabilisation in the
country. Naga cult was extensively adopted in the South. It was attributed to Mury-
gan the hill God (Karttikeya of the Aryans). It had well-known associations
also with Siva; Vishnu and even Buddhists and Jains adopted it. In the Tamil country
there existed already in the early times a crude pantheon related to the five-fold
geographical division of the country into Kurinji (hill tract), Mullai (pastoral tract),
Marudam (the plains), Neydal (coastal tract) and Palai (desert). Each had its
own specific God, such as Murugan {Seyl:m], Miyon (Kannan), the Sky God, the
Sea God and Korravai respectively. Mo iconic fixation had been attempted at this
stage.

When the Aryan cults migrated into the Tamil country, the indigenous gods
mentioned above were identified with their Aryan counterparts so that Miyon
became Krishna-Vishnu, Séyon or Murugan became Subrahmanya, the Sea
God was Varuna, the Sky God, Indra and Korravai was easily equated with Durga.

In early Tamil works like Aham and Puram (Sangam works of about the 2nd
century A.D.) Siva is referred to occasionally—associated usually with the banyan
trec—as Tripurantaka,' Neelakantha,® etc. $iva, Balarama, Krishna and Murugan
are described on one occasion with their respective weapons and features.® Siva
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is spoken of as riding on his bull, with matted locks blazing like fire, his battle-axe
and blue throat; Balarama is described as having 2 body of chank-white colour
with a plough and a palmyrah banner; Krishna as having a blue complexion
holding aloft a bird banner (Garuda) and Subrahmanya as having red colour and
mounted on a peacock. Krishna is referred to in a few places. Rama is alluded
to once in Aham® and once in Puram®in which certain incidents in Ramayana
arec mentioned. In the later group of the Ten ldylls (Paffu-p-pdtfu) ascribable to
about the 5th-6th centuries A.D. Vishnu as Trivikarama® is mentioned and at
another place in the same, Surya® with seven horses yoked to his chariot is men-
tioned. In Tirumurugdrrupadai (6th century A.D.) devoted to Murugan, Siva as
Ardhanari and as Tripurantaka are mentioned.® In the great Tamil epic Silappadi-
karam® itself (5th century A.D.), the two Vishnu shrines at Srirangam and Venga-
dam (Tirupathi) are described, whereas, in Aliem, Vengadam is mentioned as
belonging to both Tirayar and Kallar, but no mention is made of the temple on it.
At Silappadikaram time, the shrine was sufficiently famous as to evoke the
appellation Nediyonkunram (the hill of Vishnu) by its author. Further the
Aychchivarkuravai (about the episodes in Krishna's Avatdra) of the same epic, the
featuring of a Jain nun Kavunti Adigal in this epic, the clearly Sanskritic names
like Madhavi, Vasantamalai, Bhavakarini, etc., occurring in this epic all indicate
the gradual assimilation of the Aryan culture into the indigenous one.

The spirit behind image worship in India seems to have an antiquity which
is pre-Buddhistic, coeval perhaps with the prevalence of yogic practices to which
Buddha himself was intiated in the early stages of his quest after-knowledge. The
actual worship of icons may have become established by the time of Patanjali, the
author of Mahabhashya and the great exponent of the yogas, whose date has been
assigned to 2nd century B C. It is with the dawn and spread of Bhakti cult that a
well constituted assemblage of personal gods was found necessary. In Sy2rasvatara
Upanishad"® is made the first mention of this Bhakri relationship. Even 1n south
India we find that the Nayanmdrs, the Alvdrsand Ramanuja, even though they
were cultured persons themselves who could have delved into the labyrinths of
absolute Brahmagiidna, preferred to have this special medium of Bhakri to propo-
gate their dear doctrines.

In Panini's grammar, we find words like pratikriti, etc., and Patanjali’s exposi-
tion of Panini’s Sutra (IV-399) is specially important since it mentions a few of
the gods like Siva, Skanda, Vishnu whose images were being made for worship at
this time and that Mauryas devised the method of filling royal coffers by selling
images also' which would indicate a great demand for them. It is equally signifi-
cant that none of these three gods mentioned is distinctly vedic in character.

The linga cult has almost been a pre-Aryan cult as we may glean from the Indus
Valley cult objects. In south India the linga of Gudimallam seems to be the oldest of
Hindu aniconic sculptures. Siva is worshipped both in the form of the phallic symbol,
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an extremely exceptional type of which being mentioned above, as well as in anthro-
pomorphic forms. Even in the case of the /inga itself, oftentimes we find a tendency
to anthropomorphise it, by supplyving it with eyes, mouth etc. In lingas. we have
many varieties, many of which are plain cylindrical ones with a convex top such
as the achalas, or ashthtottaras with as many divisions on them marked or the
Dhara linga of faceted ones, or the mukhalingas i.e., phallic forms with divine
physiognomy sculptured on them, which may be single or multiple. The pancha-
mukhalinga has the five aspects of Siva namely l$ana, Tatpurusha, Aghora, Vama-
deva and Sadyojata. The first, or the highest is not represented usually and the
orientation of the faces relates to the four cardinal directions and the plan of the
central shrine of the temple. All the four faces need not be carved; it may be three
or two or one. A fine representation (7th or 8th century A.D.) of the three-faced
Siva is at Elephanta, in the so-called Trimurti cave.

The main forms of Siva as we see represented in the Pallava shrines of the
Tamil country are Somaskanda (ie Siva and Parvati with baby form of Subra-
hmanya in between), Umasahitamurti, Gangadhara, Dakshinamurti, Ardhanar,
Gajantaka, Urdhvatandava, etc. This shows how as early asthe Tth century A.D.
an iconic determination has been evolved and also how by that time Subrahmanya
cult also has struck roots in Hindu iconography. But in the Pallava era Siva and
Vishnu images have not got isolated into water-tight compartments but actually
the shrines and the sculptures of Vishnu and Siva are found side by side at every
place and the early Alvdrs (Vaishnavite saints) prior to Tirumangai (8-9 century
A.D.) sing in their hymns about the inseparable nature of Vishnu and Siva god-
heads. As a matter of fact, the first Alvdr, Poigaiyar (5th-6th century A.D.) gives
an exquisite and clear conceptual imagery of the Harihara form.'* Besides,
such syncretisations or composite forms like Harihara, Ardhanari, etc., had
such wide repercussions that some waves reached as far as Java and Cambodia
where these and further composite forms like Siva-Buddha and Bhairava-Ganesa'?
were also formed,

In the Chola period a slight change of the religious atmosphere particularly in
the outlook and activities of the Sivaite saints singing mainly in praise of Siva took
Place and we have the appearance of the Lingodbhava form. This form shows at
one stroke the superiority of Siva over Vishuu and Brahma, though in a mild
manner. The Lingodbhava sculpture took its place on the western (outer) wall of
the main shrine of every Siva temple from the Imperial Chola period onwards.
Here Vishnu and Brahma, as boar and swan are depicted as if in search of
Sivatattva and Siva is shown exposed within a /inga. But in the early Chola
period, Vishnu usually occupied the central niche in the westren {outer) wall.

It was in the Chola period also that the division of the Sivamurtis into
Anugraha, Séanta, Nritta and Samhara types was completed. Thus Lingodbhava,
Chandrasekhara, Umasahita and Somaskanda are of the Sama type. Chandikesa
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Anugrahamurti, of the Anugraha type, Nataraja of the dancing type and Gajan-
taka, Kalari, Bhairava, etc., of the Samhdra or Aghora types. In the late Chola
period, controversy and bickerings between Sivaites and Vaishnavites for religious
supremacy led to certain rabid sectarian representations of Siva’s greatness over
Vishnu, like the Sarabhamurti and Vishnu Anugrahamurti at Darasuram and
Tribuvanam temples and the depiction of Kachchhapesvara at Kachchhapéévara
temple, Kanchipuram.

The Nataraja sculpture of Siva is a class by itself. It is represented in the
great Siva temple at Chidambaram dedicated to this God. The Nataraja concep-
tion or the Lord performing the cosmicdance had probably been evolved in the
Chola times, as the earliest depictions in stone and metal belong to this period.
There are five different types of this Tdndavamiirti which have all been harmonised
in the Ananda Tandava. The Dakshinamurti aspect of Siva as an omniscient sage
comprises essentially four different types namely the yogamiirti (with knees high and
crossed and bound by yogapatta), Vyakhydmirti, Jianamiirti and Vinddharamiirti.
The Dakshinamirti icon is quite an early form, often occurring in the Pallava
shrines and more frequently in the Chola period. Of the four types mentioned
above, the last one achieved a high watermark of excellence in bronze in medieval
times and the supreme elegance and slender rhythmic pose of this form, represents
Sivaas a protector of art and letters. In the Gupta period (A D. 450-650) of the
north, at Ahichchhatra'® we have a Dakshinamurti terracotta plaque. This has the
requisites of Dakshinamirti image namely the jard, akshamala and amritakalasa,
and the sandarsanamudra and probably represents a Vyakhyamiirti.

Bhairava is taken to be the terrific form of Siva and has the dual aspects of
Bharana (protection) and Bhishana (terrifying) as the name implies. He is sup-
posed to have a flabby belly, round eyes and serpent ormament (as enjoined by
the Vishnudharmsittara) as also Mundamdld, canine side-teeth and many weapons.
There are in main eight forms of Bhairava such as Vatuka, Atiriktinga, etc. He is
not a very popularly worshipped deity since he has a dismal aspect unpleasant to
contemplate upon, but is favoured by tantric worshippers. He finds a place
generally in every Siva temple of the later times in the Tamil country. One of the
earliest specimens of Bhairava from north India is from the brick temple of
Siva at Ahichchchhatrd ascribable to the Gupta period between A D. 450-650. It
is a terracotta plaque of Bhairava which would appear to belong, from the uncon-
formity of its details with the later conventional icons of Bhairava in the South,
to the formative period of Sivaite iconography in the north. The Aghora forms of
Siva like Bhairava came to the fore due to the tantric devotees of the Pasupata
and Kalamukha cults of north, from Ahichchhatra and Lata country and these
when they came to the south evolved the Bhairava representation for their sddhanas
deriving inspiration from the Pratyabhigiia school of Kashmir tantrics on the one
hand and by the conception of loving self-surrender to God of the Navanmdrs of



The Iconic Development of the Early Tamils 189

Tamil country on the other.

Virabhadra is another terrific form of Siva manifested at Daksha’s sacrifice
where he was uninvited. The erection of this image is generally supposed to possess
great expiatory and curative effect upon the doer. Generally Virabhadra image is
depicted as standing on the prostrate figure of Daksha or the latter is represented
in the form of a goat-headed man who along with his daughter—Siva’s spouse—
stands by. There are beautiful representations of Virabhadra at Tiruvenkadu
(where He is a principal deity), Madurai, and Ammankurichi image (now in Pudu-
kkottai Museum) is also fine specimen of it.

The earliest extant evidence of Vishnu or Bhdgavara cult is furnished by the
Garuda pillar found at Besnagar, contemporaneous with Antialkidas and belong-
ing to the middle of the second century B.C..'®* proclaiming Heliodorus—the
ambassador of Antialkidas—who set up the pillar, as a Bhdgavata and the name
of the God honoured by him as Vasudeva. It is this early Vasudeva cult which
when it travelled south probably merged with the Krishna-Balarama cult men-
tioned in the Sangam works and formed ultimately the basis for the Vaikhdnasd-
gama of the early Vaishnavaites.

In Vishnu images we have the standing, sitting as well as the reclining postures.
He is the only deity that is represented in the sayana pose. In the Vaishnavism of
the Tamil country, there are two reclining gods worshipped, namely the Vatapatra-
sayin Balakrishna and the Anantasayin Narayana. In the latter either Lakshmi or
Bhudevi is depicted as shampooing the legs of the God "and Brahama is poised on
a lotus sprung out of the navel of the God and two demons Madhu and Kaitabha
are shown in a defiant mood by the side. The sleeping pose is peculiar to the
Tamil country and has the special name of Ranganatha as at Srirangam near Tiru-
chchirapalli or Padmanabha as at Trivandrum. There is a fine early sculpture of
Ranganatha belonging to the early Pallava priod at Mamallapuram. A special and
rare type of Vishnu seated on Seshanaga is Vaikunthanarayana where he is seated
at ease (instead of reclining) on the narrowly piled up coils of Sesha whose hoods
form a canopy above his head. A representation of this is found at Namakkal
and belongs to the Pallava period. The hymns of the early Alvars also repeatedly
mention the standing, sitting and sleeping poses of Vishnu.

Among the incarnations of Vishnu, the Varaha, Narasimha and Trivikrama
bad captivated the minds of the early Alvars and the people. The first two are
half-human, half-animal forms and the third is the titanic form of the God. The
Vardha incarnation has a few sculptural varieties like Bhuvaraha or Adivaraha,
Yagnavaraha, Pralayavaraha, etc., the first being the most popular. It is shown
in the standing pose where one of the God's legs, usually the left, is kept raised
and resting on Nigaraja (representing Pdtdla) and on the thigh of the raised leg
Bhudevi is seated with hanging legs and hands in angjali pose and face towards
the God, one of whose hands is put around the waist of the Goddess. A very fine
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sculpture of Bhuvaraha is found in the Adivaraha cave of Mamallapuram belong-
ing to the early Pallava period. There is a gigantic specimen of this God at Udaya-
giri near Ujjain in Central India, belonging to the Gupta period. A seated variety
of this God, as a Bhogamirti with his two consorts is depicted in the temple at
Srimushnam in South Arcot District.

The Trivikrama concept was a very favourite one with the early Tamils and
recurs continuously in the hymns of the early Alvars (5th-Tth century A.D.). Its
remotest origin is in the Vedas themselves where God Vishnu is described as
having taken the three great steps as Trivikrama (Tv@dha nidadh® padam). The
Trivikrama icon is carved in three forms ie., with the raised left foot (since invari-
ably the right foot is shown as planted on the ground) reaching the level either
of his own right knee or the navel or the forehead, conceptually denoting the
God measuring the earth, aniariksha and the heaven respectively. But the first
form is very rare. A beautiful example of Trivikrama of the third stage is found in
the Adivaraha cave at Mamallrpuram belonging to the early Pallava period and
an equally exquisite piece of the second stage is seen in the Dadavatara cave at
Ellora.

The Marasimha concept has given birth in south India to some of the most
vigorous picces of sculpture comparablein quality and anatomical details to the
Hellenic plastic art. Narasimha is represented in Yoga, Sthitna (in the pillar) and
Ugra forms. The first has the wkujuka pose or knees bent crosswise and belted
around by the yogaparta. The sthupa type shows the God as emerging vut of the
kicked pillar (sthuna — tip—Tamil) and is very ferocious in aspect. A vigorous
representation of Narasimha killing Hiranyakasipu is depicted in a panel scul-
pture at Kailasanatha temple, Kanchipuram belonging to the Pallava period. In
Ahobilam, Kurnool district, which is a Vaishnavaite centre, the God is Lakshmi-
narasimha, ie. the stage after Lashmi had intervented and brought down the
tempo of his anger. This type of God is popular all over the South among the
Vaishanvaites. In such a case, the Goddess is seated either by his side or on his
lap.

Among Krishna images which are some of the earliest iconic ideas of Tamils,
the Venugopala, Balakrishna. Kalivamardana forms arc more popularly worshipped
and these pained currency inthe Chola period. In most of these, the God has
only two hands and wears kirifamakuta, cMannavira, afigada (bracelet) and in the
case of the last, udarabandha also. An arresting sculpture of Krishna as Govard-
hanadhari belonging to the Pallava period occurs in the Krishnamandapa at
Mamallapuram. A fine illustration, though of the medieval times, of the unusual
pose of Krishna as Parthasarathi occurs in the prakdra of the Kesavaswami temple
at Pushpagiri in the Andhra country.

Skanda is known by variousnames as Saravanabhava, Guha, Subrahmanya,
Kumara, Karttikeya, Tarakari, etc. The most characteristic weapon he wields is
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Sakti hence he is known as Saktidhara. The worship of Skanda is as ancient as
Patanjali’s time as we have already shown. Later we see Kalidasa making him the
subject matter of his Kumdrasmbhava kavya. We have a fine sandstone panel sculpture
of Karttikeya, seated on his peacock and wielding the Sakti or spear in one of his
two hands, belonging to the Gupta period (6th century A D.) coming from Ulttar
Pradesh, now at Bhirat Kali Bhavan, Benaras. During the Pallava period we
have numerous Somaskanda sculptures as at Mamallapuram. A post-Sangam
Tamil work Tirumurugdrrupadai deals entirely with the six divine abodes of Skanda.
One of the important forms of Skanda is as Guha or the Deéika where he
gives exposition, though yet a child upon the sacred Pranavamanira to his own
divine father Siva. We have got these at Tirupalatturai and Kumbhakonam, both
in Thanjavur district. We have an early specimen of a Kalyanasundara Subrah-
manya at Tirupparankunram near Madurai and of the Shanmukha at Pattisvaram
in Thanjavur District. The earliest representation of Skanda and the earliest
dedication of a separate temple to him was at Kannanur (Pudukkottai District)
belonging to the early Chola period. Owing to his unique position as the symbol
of Aryo-Dravidian synthesis, Murugan or Skanda has a large following both
among the non-brahmins aswell as the Brahmins of the Tamil country, more in
the former group.

The popularity and importance of Ganapati, the piirvaja to Subrahmanya is
second to none in the Tamil country and any orthodox brahmin or non-brahmin
invokes the bleesings of this God before initiating any ritual or embarking on any
literary, or artistic undertaking. He is the Lord of obstacles (Vighneévara) and
is variously known as Heramba, Ekadanta, Lambodara, Balachandra, according
to the different mythological episodes associated with him. We have the earliest
examples of this God in the Pallava period in the devakoshthas of temples but
all the Pallava Ganesas are invariably of the valampuri type ie., with the trunk
turned to the right. But geanerally the trunk of this God is shown as turned towards
the left He may be sitting, standing or dancing His weapons are the pdia, ankufa
danda, etc., and he often holds on his right hand a Modaka. There are various
types Ganapati images like Heramba, Balaganesa, Lakshmiganapati, etc. In some
of these, Sakti is seen sitting at his left, often on his lap. In the case of Ucchishta
type the proboscis of the God is resting on the private parts of the Goddess.
This image has obviously soms rantric signific ance.

Heramba has got five heads, four facing the four cardinal directions and one
onthe top. The God is seated on a ferocious lion. An example of this type in
bronze, though belonging to the late medieval times, is at Nagapattinam. We
have a fine example of dancing Ganeéa in one of the niches at the Brihadi$vara
temple, Gangaikondacholapuram. Ganesa, though apparently a celibate, is inve-
sted conceptually with two spouses, Buddhi and Siddhi, begotten of whom are
the offsprings Kshema and Labha. Thus he is the Lord of wisdom and prosperity.
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The modaka in his hand is itself explained in Padmapurana as the expression of
mahdbuddhi.

Ayyanar or Hariharaputra or Sastd is essentially an indigenous deity of the
Tamil country and very popular in south Tamil Madu particularly in Kerala, Tiru-
nelveli and Thanjavur regions. He is not known to north India. In Kerala, every
temple contains an Ayyanar or Sasta shrine in the south-west corner. He is sup-
posed to be the guardian deity of land and his temples are usually situated on
mountain tops as also on the bunds of irrigation tanks (as in Tirunelveli district).
That Sisti seems to have had the same popularity with the early Tamils as now
is seen by the fact that in the early grammatical treatises we find constant
occurrence of the name Séttan for a proper name used as the hypothetical subject
of a sentence (just like ‘this is the house that Jack built” of English grammar, or
Devadatta occurring in Sanskrit grammar). As for the puranic origin or associ-
ation of the deity, the Bhdgavatapw dna and Suprabh®dagama tell us that 5astd
was born of Mohini—the form that Vishnu took during the churning of the ocean,
to entice the Asuras—and Siva who fell in love with the Mohini form. Sista
images are usually seated in padmdsana pose and armed with khedga and
khetaka and when the image has only two hands the right hand holds a crooked
stick ($endu in Tamil). He is also represented as riding on an elephant and is known
on that score as Gajariidha. Some of the best known Sasta figures are from Sattan-
kottai in north Travancore, and Tiruppalaturai and Valuvur in Thanjavur district.

Jyeshtha appears to have been worshipped, though by a minority, for a long
time in Tamil Nadu from Pallava times upto about the 12th century, since we find
references in literature and inscriptions to her. Her shrines were exempt as were those
of seven pidiris or Saptamatrikas, from taxation as mentioned in early Chola records.
Tondaradippodi Alvar, one of the later Vaishnavaite saints deprecated the wor-
ship of this disreputable deity. She is mentioned in inscriptions and in other places
as Tirukkettaikkilatti and Goddness of ill-luck. Tamil Nighanfu has many names
like Moodevi. etc, for this minor goddess. She can be seen in some temples
relegated to a corner and not worshipped or as in some cases pulled out of her
pedestal. She is considered as the elder sister of the bounteous Lakshmidevi. Her
vahana is ass, weapon broomstick and banner-bird, the crow. She is usually depi-
cted with hanging breasts, flabby belly, a single knotted braid (She is thus called
Ekaveni) drooping lower lip and thick thighs. She is often accompanied by her
bovine-headed son and beautiful daughter at her side. An early specimen of
Jyeshtha is found in Mylapore in one corner of the temple tank and held as belong-
ing to the Pallava pericd, as also in Kumbhakonam temple and Tiruvellavayil temple.
She seems to be essentially a non-Aryan deity who had latterly come into the
Aryan pantheon as a minor manifestation of Sakiti.

In contrast with this ugly Goddess, we have some inspiring representations of
the Sakti group of goddesses like Saubhagyabhuvaneévari as at Darasuram (late
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Chola period), Rajarajesvari, Tripurasundari, etc. The worship of the latter two is
usually associated with some mystic geometrical drawings known as Srichakra or
Sripitha. The most energetic representative of this female pantheon is, of course,
Durga or Mahishamardini, widely worshipped in India and who got equated in
early ages with the indigenous Korravai of the Tamil country. Her sculptures are
some of the earliest found in the Tamil country (7th-9th century A D). At Mamal-
lapuram, we have a huge awe-inspiring panel sculpture of Durga on her lion killing
Mahishasura.

Another group of Mother goddesses is the Saptamatrikas, a group which
consists of Brahmi, Mahes$vari, Kaumari, Vaishnavi, Varahi, Mahendri and
Chamunda and are found with Ganeéa and Virabhadra on either side. These are
typical of early Chola period and extended sporadically upto the late medie val
times.

All the village deities of Tamil Nadu which have, mainly, a protective role
over people from diseases, epidemics, etc., like Miriyammi, Ankilamma and
others, though indigenous, found wider worship and iconic fixation through fusion
of some sort with the Sakti group of goddesses mentioned above and continued,
upto the present day, to be the objects of popular worship.
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VAISHNAVISM AND ITS IMAGES

Introduction

In the religious chronicles in India, one always witnesses a conscious mental
and intellectual effort displayed towards the comprehension of the multi-faceted
personality of the universal principle that wise men call God.! The pattern of
this exposition was drawn largely from the qualities of the human being himself
who was his creation, but who certainly was an image or reflection, infinitesimal
though, of the Maker; and, like the image in a mirror, derived his very existence
and presence only by the clear adumbration of the Maker. In such a patternisation
the inherent human propensities for the triple states of mind, sattva, rajas and
tamas were given prime importance in organising the cosmic functions, since they
constituted the very essence of the biological evolution, growth, life and verily
form the spectrum of the patterns of the life cycle® The seed and tree, the kshetra
and kshetragiia, the sesha and seshi, the jiva and the bralma, the purusha and the
prakriti, were similarly the grammatical positions by which the comprehension of
the mutuality of creator and creature was desired to be achieved. Icons or images
were one of the tools by which abstract ideas and cult concepts could be concre-
tised. The need for them was justified by the tendency of human mind to stray,
when without the lodestar, and to prefer always to be led than to lead, and to
accept visual reality more easily than the inherent or invisibie reality. While
every religion of the world had always its symbols, mascots and fetishes, like the
cross of the Christian or the quibla (or the sacred orientation towards Mecca) for
the Muslim, the Srivatsa symbols for the Buddhist, or the Sripada symbol for the
Jain, it was to the lasting credit of Hinduism that it invested the forms of its sacred
symbols with fully concrete anthropomorphic features which the word picture or the
Vedas and sdsiras and dgamas described and inspired. It also varied these forms into
infinite range so as to paraphrase the unity in diversity and to escape the
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situation of considering any one image as the exclusive representation of the reality
called God, and missing the wood in the trees.

Early phase

These images thus implied both an analysis and synthesis of the divine will.
In terms of scientific jargon, it asserted the potential and kinetic energy in matter
and withal the indestructability of matter. The potential part was purusha and the
kinetic part was prakriti respectively; the electron and proton of the atom. The
synthesis was represented in the aniconic Sdlagrdma and the linga, while the
analysis was presented in the icons through their multiple dyudias and
bhangas and mirtibhedas, forming the constituent elements of iconography.
Inasmuch as they are only the variegations of the mantras and Brahmanas
extolling God, they too are dgamas (or what emanate from HIM), and
not mere man-made derivations or illusions. Thus, trigundtmakakriya, the sesha-
seshitva, the avyayatva, visvarupatva and dgamatva, were all adumbrated as the
chief features of archa, and the proper performance of the worship, with faith in
this God-head and adherence to diarma was extolled as the prime duty, and God's
own work.?

Vaishnavism and its iconography is primarily the gradual elaboration and
summation of this many splendoured God, from the purusha of the Vedas, the
Urukrama, the Mitra Vishnu or the Sipivistha, the Krishna-Vasudeva of the Epics,
to the Rangantha Varadaraja and the Srinivasa and the Jagannatha of the dgamas
and Puranas. Our attempt in this essay would be mainly to present His iconographic
forms and adjuncts as the purely evolutionary stages of the Indian mind, and to
affirm the direct correlation between religious and social transformation of the
Vaishnava cults, stage by stage.

By far the most popular among the vedic aspects of Vishnu was the triple
strides (Rv. L. 22, 18, etc). The two strides were of the earth and the third was the
paramapada which was known only to Siiris (Tadvishnoh......sirayah—Rv. 1. 22, 20
—the immortal seers. The parampada concept of the latter day Vaishnavism, is thus,
well-rooted in the Vedas and the Sifris or nityasiiris, a class favoured by Vishnu when
for the first time, perhaps, the theistic concept of God—as different from the father
-God and Mother-Goddess pattern of the early Vedic as well as pre-Aryan pattern
was adumbrated. It is likely that theism and Bhakii trend was itself a non-Aryan
institution, adopted by the nityasiris for Paramapada—the sheetanchor in Vaishnava
religious objectives. This goal has already been extolled also in the Maitrayani
Upanishad (V1-13) as well as Kathopanishad (111, 9). Vishnu's association with the
cows, again which reached its best in the Krishnavatara, is also fairly early in Rie
Veda (1, 22, 18; X, 19, 4) as well as in the surra period, as mentioned in the
Baudhdayana Dharma Sidtra (11, 5, 24) which calls Him Govinda and Damodara.
The Bhakti cult, with the goal of Paramapada, was thus a pre-Aryan and perhaps
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non-Aryan vogue, and along with that the pada or foot print (the pdduka) cult of
Vaishnavism was also born. In the Gupta records and in Kalidasa’s Meghasandesa,
we have reference to the pddas of Ramagiriswami or Raghupati. The worship of
the pddas had been a common legacy for Hindus; Buddhist and Jains alike. But
it had been institutionalised only in southern Vaishnavaism, in daily life as well as
in temple ritual. as the Sajdri or Satagopa, which is nothing but the sacred feet of
Vishnu—Nam}'ana,

Itis interesting that even in the medium of icons, Vishnu or Narayana had
been delineated in two stages, over the centuries, earliest by a single image in
which 8ri js symbolic and Bhi is separately in physical form, and in the latter
stages when both Sri and Bhii had been given equal position in consort image
from in the iconic unit. The former, in effect. underscores only the cardinal tenet
of Vaishnavism that Narayana with Sri isthe Para Brahma and be carries the
chetandchetana articles of life in an inseparable whole, of which jivarma is self-
luminous and merges with God after moksha or release. Prakriti, Suddha satva and
Kala are three inert achetands characterised by the three gunds.

The best exposition of the purusha is already in the Purusha Sikta of the 10th
Mandala of Rig Veda. 1t is no wonder, therefore, that this Vedic hymn had itself
been crystallised into an icon. A rather unique example of this is found at Changu-
Narayan in Nepal. This sculpture is verily the paraphrasing of the Purusha Skia,
especially those parts beginning with Tasmat jata-ajavayah—yat purusham
T tatha lokam akalpayan. The sculpture shows a stand-
mg figure of Viray-Vishnu displaying the various creations emanating from various
parts of his body. Below the standing figure is also a reclining Anantasayi icon
shown which, amidst its ayudhas, is having the makaradhvaja in his left arm, bow
aud arrow in the right arm. Thus, it is a further expression of the Purusha Samhita
which explains Purusha Sik1a, as the evolution of the Aniruddha vyiiha.

VISVARUPA OR VIRAT FORM

The Pi.f'-'an.-pa or Virag Purusha of the vedic times is also repeated in the later
times, in two distinctive patterns one in Vishnu as Ashtabhujsvami, so much extol-
led by the early alhvars and crystallised in the Ashtabhuja temple also at Kanchi-
puram. This creation had apparently closely followed the epic literature and is
first referred to in the 4th century A D. Prakrit inscription at Nagarjunakonda,
'!i'hemiﬂ Abbhira, king Vasushena is noted as building a temple and establishing the
icon of Bhagavan Ashtabhujasvami, out of udumbara wood—the most appropriate
wood for Vishnu icons. That this was a cult icon which continued to be popular
for several centuries is shown by the Ashtabhujasvami sculpture in rock-cut art at
Badami Cave No. 3 of Mangalesa, datable to A.D. 578, and a sculpture on one of
the niches of the structural temple of the early Chalukya Vikramaditya 1, at Patta-
dakkal Virupaksha temple A.D. 744 besides the word picture of Bhudattalvar's
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hymn in the Iyarpa (c. 6th century A.D.)* The eight hands are to hold eight-fold
weapons like bow and arrow, sword and shield, besides conch, disc, mace; and
ploughshare. It continuesto bedescribed in Tirumangai hymns also. The other
Vifvarupa scene is from the Bhagavar Gita (11th chapter) wherein Krishna shows
his true form to Arjuna and displays the entire gamut of life on this universe, part
and parcel of his body. An extremely faithful and large-sized theme is found
painted on the ceiling of the outer mandapa of the Chennarayaperumal temple at
Atiyamankottai near Dharmapuri, datable to the Nayak times (c. A.D. 1600),

BHAGAVATA RELIGION-PANCHAVIRA AND PANCHAYATANA PUJA

Vasudeva Krishna of the Vrishni clan is the earliest formal apotheosis of a
seemingly para-historical figure. The cult took two stages of development, firstly
when Sankarshana or Balarama, the elder brother of Krishna, together with
Krishna-Vasudeva, was deified in the Sankarshana-Vasudeva cult, exemplifying the
Vishnu-Ananta combination. But since the scions of this Vrishni Vasudeva clan, like
Pradyumna, Aniruddha and Samba (or Satyaki variantly) together with Subhadra,
were also subsequently unified in one basic cult nexus, the Panchavira cult was born
which was indeed Vishnu parivdra cult, analogous to the corresponding adumbration
of the Siva parivdra constituting Siva, Uma, Skanda, Ganapati, and Nandi. The
Panchavira cult was having a basis in the panchdyatana pujaof a poly-theistic
character, wherein Vishnu, Siva, Surya, Ganesa and Durga were worshipped. The
Panchavira and the subsequent Vyiha pattern of Vishnu, worship scemingly the
developed form of Purusha, Aniruddha, Achyuta, Trivikrama and Ananta, or even
in the nava vyiiha scheme. The Hayasirsha Panchardtra text (Adikanda) indicates
that the Panchdyatana comprises Vishnu-Vasudeva in the centre, Vamana at the
Agneya (south-east), Narasimha to the Nirrutva (south-west), Havagriva to the
Vayavya (north-west) and Nrivaraha to the Isamya (north-east). An alternative
arrangement was with Narayvana in the centre, Ambika to the south-east, Surya
to the south-west, Brahma to the north-west and Linga or Rudra to the north-
cast. This option, thus, involves a purely Vaishnava, and a misra or mixed grouping,
and appears to have been in vogue around the 9th-10th centuries A.D. in the
north. However, that the Vaishnava alternative was already prevalent in the 8th
century. A D., or earlier is shown by the above first mentioned grouping of the
Panchardtra school being typically followed in the Rajivalochana temple at
Rajim in Madhya Pradesh. A further evolution is also that of the navdyatana
type wherein Purushottama was to be fixed in the central or main shrine, Chandika
to the south-cast corner, Ambika to the south-west corner, Sarasvati to the north-
west corner and Padma or Lakshmi to the north-cast. This type also envisages in
addition, Lakshmi Vaisravana on the east, Mdtri ganas with Skanda, Ifana,
Ganesa on the south, navagrahas on the west and Dasavatara on the north. Such
temples were indeed very common in Rajasthan and Gujarat. They indicate that
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there was, indeed a Sri or Sakti Vyiha, corresponding to Vishnu vyiha. The main
temple at Dwaraka, shows the Vishnu Panchdyatana form with Vasudeva in the
centre and Purusha, Pradymna, Trivikrama and Veni Madhava on four sides. and
with a temple each for Devaki and Siva as Kusesvara Mahadeva.

The Panchavira Bhagavata cult was first seen in the north, as in Rajasthan at
Madhyamika Nagari (the capital, of Sibi Janapada in the temple of Narayana
Vatika) or at Vidisha near Bhopal in the temple for which Heliodorus, the Scythian
ambassador at the Avanti court erected a Garudadhvafa, calling himself a parama
Bhagavata. 1t became quite popular and is seen widely prevalent in the Kushana
and the Gupta periods both in the simplified Sankarshana-Vasudeva cult having
only Krishna, Balarama and Subhadra or the Panchavira cult, having Vasudeva,
Sankarshana, Pradyumna, Aniruddha and Samba (or Satyaki) along with Subhadra.
The simplified version forms the presiding deity at Puri Jagannath, called there as
Krishna, Balarama and Rukmini, but in fact only Subhadra who, as the female
amsa (Narayani or Vishnu mdya) was none else than Durga or Sakti. Panchavira
temples were known in the Pallava period in Tamil Nadu, as at the famous Partha-
sarathi temple, Tiruvallikkeni, and the Venugopala temple at Tiruchchhanur (just
adjacent to the famous Padmavati temple at this place within the same premises)
and become more and more popular as seen by the Nachchhiyarkoil temple, Gosaka
temple, Teralundur, Sundararaja temple, at Tiruttangal, where the Sri, Bha and
Nila concept of Vishnu was also integrated by three female consort forms, It
became the basis of much that was significant in the outlook of the Vaishnava
iconic cults, in the latter day vyidha pattern.

SRI TEMPLE

The Panchdyatana became in the north a common property for Vaishnava,
Saiva, Sakta and even Jaina cults But in the south, the Vaikhdnasa (Marichi
Samhita) and the Panchardtra texts (Padmasamhita, for instance), suggest that Laksh-
mi should be placed in the third ankana at the south-west corner (a method which
is actually seen followed even at Srirangamt) and from all the internal evidence in
Vishnu temples, prior to the 10th century, A.D., it would seem thata systemati-
sation of the Sri temple begins only in the post-Ramanuja era. Unlike the nirguna
linga in the sanctum of a Siva temple which rationalises the saguna Devi shrine
separately, the Vishnu temple has already Sri and Bhil, placed by the side of the
sanctum and in addition has the separate Tdyar and Andal shrines as well. In this,
the Tdyar and Andal are none but the manifestations of Sri and Bhu respectively,
and correspond to Rukmini and Satyabhama in Krishna group. In Rama context
however, it permits Sita (who is equally the amsa of Bhudevi and Sridevi) to be
fixed, either to the left or to the right of Rama variantly, the former being,
however, the pristine method.
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WEAPONS OF VISHNU

It is interesting that the weapons of Vishnu worshipped by Vaishnavas, are the
ehakra, sankha, and gada had themselves been acquired at different stages. We
have the Gadadevi or Kaumodaki, utilised already in the Varahavatara against
Hiranyaksha, but chakra and sankha (later got through vanquishing the Pancha-
jana demon and hence known as Pinchajanya) are both seen employed
first only by Krishna variously. His utilisation of chakra against Sisupala, and for
hiding the sun to bring out Jayadhratha, to redeem the vow of Arjuna, are well
known. The destructive propensity of the chakra is clearly part of the protective,
mantle that was cast upon Vishnu in the Puranic times when in personal worship
ritual and for symbolic samrakshaka concept, Vishnu became the most important
deity. He had been necessarily to be bestowed with destructive weapons especially
signifying the Rudra aspect of the Trinity work schedule. It is clear that, alike by
the Agni-Sudarsana connection and Puranic and dgamic sources like Chakradana-
murti concept wherein Vishnu's chakra is said to be a present form Siva-Rudra,
Vishnu, in the chakra, is carrying only Siva’s amsa in the same way as in sankha,
which represents ndda-brahma, he carries the creative aspect of Brahma. The deve-
lopment of the dgamic principles of consecration of gods in temples in various parts
of a village, harmonised also with this vogue, and expected a Vishnu temple to be
built in the centre of the village, bestowing its benedictive look on the inhabitants,
while the shrine for Siva was desired to be kept at the Isanyakona or north-east
corner, looking away from the village. This clinched the role of Vishnu as the preser-
ver par excellence. In fact, the evolution from the polytheism on to a mono-theism
and finally to a monism and vice versa, is the device by which the identity of all in
one and one in all is established in Hindu thought. We have the Vishnu-Spivishta of
the Vedic times, emerging as an important theistic element and coalescing not only
with the svadha and sviha pati, namely, Agni, but also the Rudra-Pasupati god and
Aditi—Mother Goddess and Prajapati Hiranragyrbha, emerging as the single efful-
gent entity conducive to worship in a kdmya or wish fulfilling trend in religion. The
most ancient other element of Vishou in the Vedas like the Urukrama and Emusha
or Yaraha were, later, to re-crystallise in the avdtara legends, from the triune and
syncretic manifestation like Harihara-Pitamaha, or Aja-Ekapada-Trimurti whose
images we get in the Chalukya and Pallava periods, coeval with the dlvar stage,
Wwe go to the consolidation of the sects, at the advent of the Acharya stage, and
we have to witness the exclusive branching of the members of the Trinity (with only
tenuous and putative links). It is, thus, we have the Lingapuranadeva or Siva as
the pillar of fire (crystallised in the linga thereafter) making Varaha-Vishnu and
Hamsabrahma as a subordinate divinity. But since Vishnu, as Varaha, is already a
vedic divinity, and was in a creative mantle (Mahi mahdvardhena lohitar uddhriod-
adlieh), his pre-eminence was inherent. As the very stage was that of particulari-
sation than consolidation, the iconic trends of the period, doubtless, reflected the
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trend. But the standardisation of the Agamic outlook, again, brought a certain
balance, and re-established the Trinity nexus in the religious lives of the people,
in persuasive and unobtrusive and metaphoric manner. Fundamental to this
change in outlook was the fact that creation, preservation and decay are the order
of life and are cyclic, of which the preservation was certainly the most positive
and purposeful chapter, and thus benedictive aspects of all the gods was to become
a common factor, and infra-structures of creation, preservation and destruction
was established for each divinity only to emphasise the inevitability of the cycle.

It is interesting. in this context, that the most ferocious avardra of Vishnu,
namely Narasimha, was personified as Agni-Sudarsana in the Ahirbudinya Samhita,
and the Sudarsana image which was expected to be fixed in the south-west side of a
Vishnu temple) to be visible from the front and back as well, carrying in the front
face the | 6-handed Sudarsana-purusha in alidha pose, while the rear side showed
the Yoganarasimha with all the four hands carrying chakra. Such images are found
at Kanchi Varadaraja temple, in the Chakrattalvar Sammidhi, at Pundarikasha-
swami temple at Tiruvellarai, and several other places. Nrisimha-ﬁivaahgni link,
thus, is well-established, and it is because of this that the Nrisimha incarnation,
as having come out of a pillar (made out of wood)—which was verily the Yiipa
pillar and which personified Agni which came out when struck—is not generally
depicted thus, in the earliest carvings of this theme. It is only after about
the end of the 8th century A.D., that Narasimha's coming out of the pillar is depic-
ted freely, and by that time the Agni-Rudra-Nrisimha symbiosis has already taken
place. Thereis no image Narasimha coming out of the pillar in the whole series
of Pallava sculptures. This is what Vedanta Desika also indirectly suggests in his
reference to ‘ya kachit sahasd mahdsura griha—sthupa pithamahyabhit’ in the Dasa-
vatara sloka, by which he emphasises how the pillar (in feminine gender) had to
take the role of a creatrix (pitdmahi) and create the Agni-form of Narasimha, out
of the pillar of wood.*

It would be appropriate to mention vet another indication of the Vishnu-Siva
combination which had forged a well-fused iconic imagery so much popular among
the Vaishnavas and Saivas alike, namely, the Hanuman image. Hanuman is consi.
dered as Rudra-virya Samudbhava, and the personification of Nandikesvara, and is
Siva-amsa. Sculptural evidence for this is available from even the 8th century A.D,,
as at Kunattur cave-temple near Madurai and Kottukal cave in Kerala. Hanu-
man is revered by Vaishnavas as siriye tiruvadi, as against Garuda who is peria-
tiruvagi. They confer immortality and power. Hanuman's personification of intellect
(mava-vyakarana pandits) and yogic control (gambhira  brahmachdri) show
respectively the affiliation to yoga and medha- Dakshmamurti form of Siva

CONSORT ARRANGEMENT
A reference was made to Sri and Bhi as becoming the consorts of Vishnu at
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later stage, whereas in the earlir stages, it was only Bhi that was associated with
Vishnu always and Sri was inherently shown as Srivatse mark on His chest. The
Bhil concept, as remarked already, stood for the Andal, Sita and Satvabhama
variants. Of these, it is particularly interesting that the early text like Vaikhdnasa
shows Krishna as Rajagopala or Rajamannar ithe cowherd par excellence) as
primarily accompanied by Satyabhama, always to be placed to his left side in such
a way that his left elbow is to the right shoulder of Satyabhama. This concept is what
is depicted in the utsava image at the famous temple at Mannargudi where, Satya-
bhama, is shown to the left appropriately. We have stone sculptures of this from
Shermadevi and elsewhere. Rukmini introduced in the utsava bronze of Mannar-
gudi is, therefore, clearly a later innovation of the Sri-Bha complex, But that it
was not in the original idol even upto the time of Vedanta Desika is clearly proved
by his significant description—almost in a precise reference to the Vaikhdnasieama
specification of Rajamannar—of Krishna, as Gopala, in his Gopalavimsati poem.*
By this, the right hand of Krishna is to have the shephered’s crook and the left to
be placed on the thrilled and horripulating shoulders of the devi (here Satyabhama,
who is always to the left).

VISHNU IN HIS VAIKUNTHA AND MILK OCEAN

The paramapada of Vishnu finds the God in two postures; the Ranganatha or
the reclining and the Vaikuntanatha or the seated pose. In either case, he is on the
coils of Ananta or Adisesha. The Vaikuntanatha figure, in its earlier stages presen-
ted Bhudevi kneeling before the god, and a Bala-Nrisimha standing to one
side—an indication of the avatdra concept of God prospectively presented. Such a
figure is found in places as far removed as the Vishnu temple at Deogarh, in
Central India (of about the mid-6th century late Gupta setting) as well as in the
panel carving of the Ranganatha cave-temple at Namakkal (Salem District of
Tamil Nadu), datable by its inscriptions to the forties of the Sth century A D, of
the reign of Atiyanatha Gunasila, the Atiyaman king ruling over this area.
This in king, in his records here refers also to the saypdgriha that he got
carved on the brow of the hill, for Anantasayi, who was surrounded by Markan-
deya, Garuda, Varuna, Brahma, I$i (or §iva), Daksha, Moon, Sun, Tumburuy,
Narada, Bhrigu and the five djudha devatds of Vishnu, namely, Sarnga, Kaumodaki,
Sudarsana, Nandaka and Pinchajanya. This is the most satisfying inscribed
evidence showing the Anantasayi presentation in the Sth century A D., which
corroborates the Vaikhanasdgama specifications of this deity. But several varieties
of Anantasayis are known in text and usage, divisible into the yoga, bhoga, vira
and abhichdrika forms. The more outstanding among the other examples in Tamil
Nadu of these are at Mahabalipuram, Tiruvehka, Tirumayam, Srivilliputtur (Vata-
patrasayi) and Tiruppullani. The sthalasyana god at Mamallapuram, sung by Bhu-
dattalvar earlier and, later, by Tirumangai, is now to be seen in between the two
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Shore Temples for Siva on the beach here. A later copper plate charter from Chittoor,
of the time of Nripatunga, refers to the stone temple constructed by Narasimha |
Mamalla to reclining Vishnu at the brink of the sea ( Yassdyydgriham asmabhir
Jalanidhauchakre mahdchehhekrinah). It was, by its own internal characteristics
(among which the absence of Sesha talpa and hence, the. Samasthala sayana is the
chief trait) answer specifically the abhichdrika form of this deity which could be
located only on the tops of hills in the middle of the forest, in a desert and, on the
sea, and here follows the last alternative, and was seemingly for off-setting the
enemies of the Pallava empire.

The Kanchi Tiruvehka temple is mentioned in the Sangam work viz.. Perum-
bandrruppadai, as having been located near the very entrance of the metropolis
from the south, and has this speciality of having the head towards the east and
also the body half raised, answering the requirement of a vira sayyd. The other
example at Mahabalipuram in the Mahishamardinimandapa, which is relatively
later to the Sthalasayana at the Shore Temple, though essentially of the same king's
reign, is significant for its lack of depiction of Brahma. The variations in the
dgamic specifications of the Yoga, Bhogh and Abhichdrika are due to rational
contextual basis. For instance, the yoga type is without Sri and Bhi, as god is in
deep meditation. The vird type, however, shows the consorts massagaing the feet.

The bhoga type is the most formal and comprehensive, placing all the other
divinities around Anantasayi according to protocol, with Sri at the head and Bhi
at the feet. The above mentioned Mahishamardinimandapa example is of the
Yogasayana type and shows Markandeya and Varuna (standing in knee-deep
water of the sea) at the base and Bhi at the feet and on the ground level only. The
Tirumayam exaniple shows even the poison fumes that Sasha sent when Madhu
and Kaitabha disturbed the meditating God. The carving is detable to the late 7th
or early 8th century A D. The Vatapatrasayi of Srivilliputtur follows the specifica-
tions given for Virasayya category in Vaikhdnasigama, and belongs to the second
half of the Sth century A.D. The Tiruppullani example datable to the mid-Sth
century A.D., and is of stucco, shows Bhrigu, Markandeya at the base, Garuda,
Surya, Chandra, Brahma, dyudhas and the rishis are also there. Sri and Bhi are

both absent. It is most probable of the yoga type, but has been integrated to
Rama legend, and is called the Darbhasayana,

STANDARD STHANAKA VISHNU FORM

The acceptance of a standard form of Vishnu sthdnaka (four-armed) for dgamic
worship was the important terminal point of a formative period, during which
the worship trends had themselves been widely variant, both in respect of the
object of veneration, as well as method of deputation. The Vaishnavite dlvar,
Poigai, so pithily explains it in the Ivarpd verses.” What he is obviously referring to,
is : (1) that the God of worship is a matter of comprehension and glorification by
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the individual saints and the learned; (2) that the personal gods of each group had
varied, each claiming this is my supreme God; (3) the method of worshipping such
a God was by applying a stucco figure on the wall (in brick and mortar) or placing
a stele or relief image against wall of a shrine, as in a niche; (4) that the Trivikrama
concept received such an honour of a supreme deity firsz. This means that the
concept of Trivikrama which is rooted in the Vedic times was the basis for most
of the further expansion and elaboration of the Vishnu worship. as he was repre-
sented in the Trivikrama form, as the most pervasive divinity, and was at once
abstract as well as concrete. That the early Alvars, however, were eclectic enough
to consider Siva and Vishnu as a complementary divinity, is well brought out by the
popularity of the Harihara concept (Poigai Iyarpd, |st andddi, v.5, and v. 98 and
Pey 3rd Tiruvandadi, v. 63). But they gave primacy among the Trinity to Vishnu
by his already well-established protective role (v. 15). In fixing the form of such a
God, the multitude of powers he possesses called for multiple arms and was so fixed
in some concepts like the Vishnu-Ashtabhuja or Virds form. But the standardisation
for the purpose of the dgamas showed that the basic principles of the Hindu reli-
gion were adumbrated in them, in the four-handed image. This four-handed stand-
ardisation was adopted, be it noted universally, in Saiva, Sakta and other forms
as well, but in the case of Vishnu, it had a special interest. The earlier divine
forms of worship were motsly two-armed in which one showed abhayve mudra and
the other kafi mudra. By this, the acceptance of responsibility was shown by the
latter, and the requisite power was implied by the former. But when the Trinity
concept was itsell consolidated into the Vishmu tattva, it called not only fora
symbolic adjustment but also more hands, in the minimum to depict the ideal. In
this the disc, conch, mace and lotus were selected as the most appropriate  @vudhas
and lakshapds. In fact, it would be difficult to conceive of a better or more aesthe-
tically satisfying archetype than the above for the supreme deity and the stand-
ard Vishnu form is thus corresponding to what was similarly attempted and fulfilled
for Siva also by about the 9th-10th century A.D, in the Ananda-tandava Mataraja
form, representing the Panchakritya concept.

CHAKRAVARTI CONCEPT OF VISHNU

The four-handed Vishnu form depicted in its chakra, two entirely complemen-
lary concepts merged together, namely, the Chakravarti or Mahdpurusha concept,
and the concept of the destruction of evil by its fire content. The Chakravati con-
cept which was one of the odlest in Hindu thought and art was already known and
adopted in the Buddhist period and art also. It exemplified the legitimate attri-
butes of a universal sovereign, like fly-whisk, umbrella, the divine elephant, horse,
kalpakavrikhsa, kamadhenu, etc. Indeed, in this ideal, several existing Smriti
trends like kings on earth being considered as representations of Vishnu, Indra’s
immortal possessions like Kalpataru, etc., being considered as the claim of any
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who is the very embodiment of great wisdom, power and compassion and protector
of godly rituals and dharma, how the Dharmachakrapravartana (which in art
was attributed to Buddha) was itself a duty of Vishnu.®

It is interesting that some of these symbols like Kalpavriksha, gada, sankha,
chakra, lotus orlily, ankusa, (or goad), vajra, double carp, pdrmaghata, eic.,
became mahdpurusha lakshapas, and ashta mangalas variously, and were to be
engraved on the pdda or feet of these divinities, as in a Bhuddhapdda or Viskinu
pada. Thus Vishnu's chakravartitva had been an important concept and chakra
represents the concept best. It also symbolises the power of destruction and is
appropriately placed in the right hand ready for discharge. Sankha being the pro-
ducer of ndda or sound is a creative symbol and is in the second hand. Gada has
been well-taken as the weapon representing intelligence or knowledge by which the
inertia or ignorance could be dispelled, something corresponding to the mudgara
for dispelling moha and is so symbolised in the Gadadhara form of Vishnu,
Thus, gada in the third lower left hand symbolised knowledge, while the fourth
hand holding the lotus expresses the accessibility, softness and the beauty of God.
The multi-petalled lotus was also the seat of Sri or Sakti, and was thus clearly an
exposition of the inherent feminine part of the universal principle.

MULA AND UTSAVA BHERAS

Such a standardised Vishnu form is known mainly from the time utsuva bheras
came to be employed. Before that stage, the image in the sanctum was in different
forms, which explains one or the other myths of Vishou or Krishna, such as seated,
reclining, or dynamic forms of the God (Ninran, Irunddn, Nadandan, Kidanddn) for
whom vertically arranged multiple shrines were even built to emphasise their identity,
as at Paramechchura Vinnagaram or Vaikunthaperumal temple at Kanchipuram,
or Sundaravarada temple at Uttiramerur. It was such forms in the sanctum that
was actually worshipped by the early dlvars. The utsava bheras came into being
primarily, after the bronze casting was mastered around A.D., 900 (although for
personal drddhana, for already, about a century earlier, small bronze figures appears
to have been extant). In fact among the conservative groups of Vaidikas in society,
it was not customary for a long time to proceed to a temple to worship god, but
only perform personal drddhana daily for the Ishta-devata or salagrama and linga.
The temple worship is a direct result of the establishment of the Agama praméanya
or the validity of the dgamas, and brought together a certain degree of fusion
smong several racially and socially stratified groups, particularly in Tamil Nadu,
in the post-Sangam period.

The advant of the utsava bhera, was one of the sequels to the consolidation of
the dgamic mode of worship, by which a mobile god for festivals, abhisheka, etc.,
which became the necessary concomitants of the shodasopachdra ritual for God,
in temples was required. It is these wrsava bheras that were given resplendant
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names by devotees, culled out of the Alvars’ hymns where they had been hallowed.
Thus, Sarngapani of Kumbakonam is the utsava bliera, whereas the milabhera of
that temple was the reclining Vishnu (Kudandai-kkidandan); and in a similar way,
at Tiruvallur, Viraraghava is the ursavabhera while his milabliera was there again, a
reclining Anantasayi (Evvul-kidandan); Rajamannar or Rajagopala of Mannargudi
was the utsava bhera, while the miilabhera, here, is a seated god.

The universal monarch or Chakravarti that Vishnu was, received further emp-
hasis by his acquiring additional consorts, like Niladevi, Malayala Nachchhiyar,
Tulukkanachchhiyar, etc., as and when some new conquests of a region is made
symbolically. This was a development that rationalised the political events,
and fused them with the Vishnu myth. Such a development does not take place
for Saiva and other cults for obvious reasons. But the double-consort formula
(Lakshmi and Bhudevi), however, was predicated for all gods, almost invariably
from the dgamic period, as Valliand Devasena for Subrahmanya, Siddhi and
Buddhi for Ganesa, Sandhya and Savitri for Surya, and Gayatri and Sarasvati for
Brahma and so on, though Siva was never given such a double consort. In his
case, Uma or Parvati was primarily a personification of Bhudevi. and is iconogra-
phically also having identical delineation. In those which had already been
built and consecreted in the periods earlier than the advent of the wutsava-
murtis in bronze, there is only the image of Vishnu in the centre, while,
consistent with the double-consort of Sriand Bhii for Vishnu, as standardised
by the dgamic practice, the temples erected from and after the wutsavabhera
advent, that is around ¢ AD., 900, show the consort sculptures in the
sanctum also.

It is also interesting that even in the matter of the ritual, Vishnu who was
considered as the very Yajfapurusha, Yajfiapati, Yajva, and yajfia itself and was
to be provided with the angas of the ritual, the most important part of it was the
yajiopavita. We have Vishnu forms in the early Kushan period around the very
opening of the Christian era, which do not show the Yafiopavita. This feature, in
the next formative stage, for major divinities, becomes a nivita form, as seen in the
hundreds of the early Chalukya and early Pallava forms of gods (both Vishnu and
Siva). The means that while the upavita for yajiia that was indeed what sacred thread
was—(whose carlier version was the tying of the entire krishnajina or deer skin,
with head and horns complete, across the body from left shoulder to the right hip)
was the proper form there was no prdchindvita (or right shoulder to left hip, as in
srdddha rituals) for divinities, and hence their upavita was tentatively shown as
neutral (mivita ). But subsequently the upavita form was universally adopted, both
in the stone figures in the sanctum and the bronze ursavamurtis.

Vaishnavism, as a religion and a way of life, has clearly exerted a profound
influence from the earliest stages, in moulding Hindu religious thought into salu-
brious, wholesome shapes (shorn of vdmdchdra perversities). It has also presented
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itself as the very central plank of iconography and philosophy of the Bhakti school
which can be said to be the most singal constituent of Hindu religon and ritual,
sublimating God man, as well as man and fellow man, into one indivisible

communion.

3.
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ekam sad—vipra— bahudhd vadanti

Rafo-jushe Janmdni sattva writtaye Sthite prajdnan pralaye tamasprhe/Ajaya sarga-sihiti-
ndsa hetave Tryimaydva trigunaya sannatih. |f g

Sarvdgamanam  acharah prathamam parikalpate | Acharah-prabhavo dharmah dharmasya
prabiurach-yutah. ||

Tosiapadayctium tolada venrivan Attabujakararsdn Tdinmdale nangatku-c hehbdrra.

There is a delightful legend narated about the Ahobila-Narasimha, for whom Prataparudra
Kakatiya ordered an utsavamurti from his camp Rudhararm. The earlier royal intention, it is
said was lo have a linga, but every time the sthapari started fashioning it, it s said to have
resulted in the Narasimha form, the pillar, The king realised the divine will and said to
have enthusiastically ordered Narasimha icon for the Ahobila deity. The inherent sym-
bolism in the storyis interestingand revealing. Of equal interest is the relatively later
anccdote about God Vittala of Pandharpur and Marahari the goldsmith showing how god
alternatively appeared as a fiiga and Krishna. A storra attributed to a Sankaracharya
describes Panduranga as Para brakma-linga.

lila-yashtim—kara kisalayaih dakshine—nyaiyadanyam amse devyah pulaka ruchro—sanni
vishgdnyh rdnuh,

Avaravar-tamiam-Arindavaretii Ivar-ivar— emberumdn enr Suvarmisaichchharttivam  vaittum
forur wlagalanda marti-uruve-mudal, V.14 of Tiruvandadi.

Vendanta Desika mentions this in Abhiristava verse.
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THE ETERNAL CHARMER: KRISHNA AND HIS
MANIFESTATIONS

The name Krishna has stuck with distinction to the wonderful child-God of
Gokula, although it is apparent that he was called in the earliest times mainly as
Vasudeva and Devakiputra, being the son of Vrishni Vasudeva and Devaki, sister
of Kamsa. Bhagavan calls himself in the Gita itself, Vrishnindm Vasudevesmi. The
ap pellation Krishna, however, had also been attached to other celebrities like
Krishna-Dvaipayana—Vyasa, and in the feminine gender to Krishna. for Draupadi
and was thus a common noun signifying various traits such as black, or one who
churns the mind (Karshandt Krishnah). In view of the fact that there was originally
no term for black colour in Sanskrit and only sita and asita were used to represent
white and non-white (and by implication dark or black) and terms suggesting black
colour were nila and kala, which both meant only the dark, it is proper to hold that
Krishna for Vrishni-Vasudeva was a secondary name which became a permanent
synonym at a subsequent period. It would be interesting also to note that in olden
times, it was customary to call the son, after the father’s name or his gotra or his
special clan name, and this practice gave rise to several identical names for what
were obviously distinctive personalities among kings, sages, etc., and where the
father had two wives, after the mother’s name, as in Devakiputra for Krishna and
Rauhineya for Balarama, both of whom were the sons of Vasudeva through two
wives, Devaki and Rohini. Elsewhere, a common noun, like the term Rama for
instance, was accepted with facility, and according to context, for Rama Dasarathi
(Raghava), Haladhara (Balarama) and Rama Jamadagneya (Parasurama).

It is a moot point if the Rigvedic reference (VIII, 85, 3, 4) to one Krishna
whom its anukramani calls Krishna-Angirasa who is again mentioned in Kausitaki
Brahmana (XXX. 9) and Krishna-Harita mentioned in Aitareya Aranyaka (111, 2-6),
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all refer to Krishna Devakiputra. Chandogya Upanishad (111, 17.6) explicitly
mentions Krishna Devakiputra as a Vedic seer and the disciple of Ghora Angirasa,
whereas Epic and Puranic traditions of Krishna not only do not mention such
association, but also make Sandipani and Garga as his teachers. That, however,
Chandogya refers only to Krishna Vasudeva, there can be no doubt.

The shadow of the personality of Krishna is cast over the entire Mahabharata
Epic and although the Epic deals with the Kuru-Panchala clan conflict resulting
in the Great Battle, the story becomes charged with a spark of ethical-moral recti-
tude and with a halo of divine aura, by the seemingly unobtrusive presence of
Krishna-Vasudeva who plays many statesmanly roles in the course of the saga.
His own home stretch is, however, Mathura on the Yamuna and, subsequently,
Dvaraka in Saurashtra. Notwithstanding the mediator’s role which he assumes in
the story, one is never left in doubt about where his affiliations, grace and commit-
ments lie. He identifies himself with the Pandavas and with Arjuna especially
(Pandavanam Dhananjayah—Gita) and Sanjaya’s valedictory utterance Yatra
yogesvarah Krishna yatra Partho-dhanurdharah, Tatra-Sri-Vijayo-bhiitihir Dhruvanitir-
matirmtima. clinches it. This virtually leads to the iconic crystallisation of Arjuna
and Krishna as Nara-Narayana pair who dwell in Badarikasrama and who form
the par excellence divinities of Bharata Varsha in Jambudvipa. By this time,
his role as an incarnation of Vishnu-Narayana becomes an accomplished fact
(Taittiriya Aranyaka, X. | 6—Nardyandva Vidmahe Vasudevaya dhimahi tanno
vishnuprachodayar).

It is interesting that Krishna who belonged to the Sdtvara sect of the Yadavas,
a lunar dynasty and 94th removed from Manu, is represented by some Puranas as
hailing from the Solar dynasty (Harivamsa, 11, 38, 35—Evam lkshvaku vamsdt
yaduvamso vinisritah) Panini (c. 8th century B.C.) refers to Vasudeva and Arjuna
as objects of worship; apparently the earliest hint of the Nara-Narayana cult
referred to in the earlier paragraph. while Megasthanes, the Greek ambassador
(4th century B.C.) records Krishna as already a divinity and relates him to the
Pandavas. The Mahabhashya of Patanjali (2nd century B C.) makes a direct refer-
ence to Krishna and Kamsa as opponents. We have fortunately clear inscriptions
proving the prevalence of Krishna-Vasudeva temples in the centuries before the
Christian era. The most spectacular among them are the Heliodorus pillar record
at Vidisha, according to which Heliodorus, the ambassador at the court of Avanti
(2nd century B.C.) built a Garuda column to the Samkarshana-Vasudeva temple
at Vidisha, and called the God as Deva-deva and himself as Parama Bhagvata,
and the Ghosundi and Nagari records from Rajasthan refering to the Samkar-
shana-Vasudeva worship at Narayana Vatika. It is important to note that the
Vidisha temple whose remains have also recently been excavated presents an
eliptical plan and probably made of wood and of about the 3rd century B.C,
which had provision for not only Krishna and Balarama (Samkarshana) whose
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tala dhvafa fragment had also been found near the temple, but also for Pradyumna
(with his Makaradhvaja fragments which have also been recovered), Aniruddha and
Satyaki—indeed the five-fold Vrishni-Yadava heroes who had been apotheosised
from historical to divine figures, along with the lone female member. Subhadra,
also deified —to form what is known as the Panchvira cult worship—the earliest
vestige of any kind of regular cult worship in India, and directly related to
Krishna-Vasudeva. We have Panchvira cult images in Tamil Nadu at the Tiruvalli-
keni temple at Madras, at the Venugopala temple, Tiruchanur near Tirupati, at
the Srinivasa temple at Nachchhiyarkoil (near Kumbhakonam) and several other
places already by the 8th century A.D. Krishna, the real historical person of the
Yadava-Satvata clan and probably datable at least to the 12th century B.C. in the
pre-epic literature and in the early parts of the epic Mahabharata, got apotheosised
as Para, then converted into vyitha form, with Balarama and other Vrishni heroes
then into the Avatdra concept in the Puranic period, credited with the anraryami
in the Gita doctrines, echoing upanishadic teaching and combined with the cow-
herd Gopa Damodara and child god of Gokula, into archa in the Agamic period,
and in the 9th-10th century A .D. when the Bhdgavata Purana came to be finalised
became Lord of Nappinnai, beloved of Andal, Gopi-Jana-vallabha, and Radhalola
variously, with supercharged element of mysticism that were to inspire, in the
succeeding centuries, Jayadeva, Lila Suka, Chaitanya, Mira and Vallabhacharya
into rhapsodic communion with this God-Lover and impelled in the early medieval
times, Madhvacharya to predicate Krishna bhaksi on to the Dvaita doctrine. When
we start the samhita and Agamic stage of the elaborate ritual, of worship from the
4th—5th century A D., we have impressive crystallisations of regional models of
Krishna cult in archa-ripa in the north, south, east and west of India, respectively
by the Nara-Narayana form, the Rajamannar or Rajagopala form, the Sankod-
dhara and Gadadhara form, and the Krishna-Balarama-Subhadra form the deline-
ation of some glimpses of which would be appropriate at this stage.

Itis extremely interesting to note that Arjuna (Nara) has a very complemen-
tary and crucial role to play in our traditions, and several legends and myths
wrap him up with certain basic features of the theistic formulations of Hinduism
One of the finest carvings of Nara-Narayana is to be found at the Vishnu temple
(called the Dasavatara temple) at Deogarh, Madhya Pradesh, ascribable to the
mid-6th century A.D. and to the Gupta art genre.

Proceeding clock-wise, we may take the eastern region where the myth of
Krishna has been most romantically associated with Jayadeva of Kenduli and
Chaitanya. The prototype god was obviously Purushottama Jagannatha at Puri—
an carly medieval temple of great magnificance, a seat, of the deep rooted
vaishnava tradition and of mass piety, as reflected in the Rathaydtra held there.
The deity enshrined there is of thc Samkarshana-Vasudeva-Subhadra cult-(though
the last mentioned is here as Rukmini) —one of the oldest Vaishnava cult ramifica-
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tion of our country, as referred to earlier. It is especially interesting to note that
images in worship in this temple are of wood. This preserves not only the oldest
mode of carving images, before stone or brick and mortar or bronze images were
created for worship, and is also at the very root of our ritual outlook which consi-
ders ddru or wood as unpollute, being a natural product and hence most appro-
priate for consecrated images and also for much of the ritual equipment and
utensils as well. The Krishna cult with Rukmini on the one hand and Satya-
bhama on the other, is indeed unified in the Puranic period when Krishna-Vishnu
merger results in the ascription of Sri Devi (Lakshmi) and Bhudevi, as the consoris
of Vishnu, reflected in the two consorts of Krishna, mentioned above. It Iis,
however, significant to remember that from the earliest stages of both Hindu
thought or philosophy and art, it is Bhudevi who is inextricablv associated with
Vishnu, and Sri Lakshmi is part of a developed Vishnu symbolism wherein Sri—as
churned out of the ocean—was accepted by Vishnu, as the Chakravarti-Maha
Purusha of the Indian thought. The entire concept of kings (irrespective of their
denomination) in this world representing the manifestation of Vishnu, and how
auspicious symbols or lakshanas like gada, sankha, chakra, kalpalata, lotus,
ankusa, vajra, etc., forming the marks on the feet of Vishmipdda, and how Sri is
the manifestation of material prosperity which is a concomitant of king as Vishnu
as the preserver of the rita or moral order in this earth, draws itself from this lore.
Hence, we have Sri (who was even worshipped in early Hinduism as essentially
a goddess of agricultural wealth and as the guardian of riches, and later even by
Buddhism as Sirimadevata—a folk-goddess of material affluence) legitimately and
permanently ascribed to Vishnu who became the par excellence god to be worship-
ped for all this worldly aspirations and even a happy state (Paradise) in the life
beyond—the crux of the Paramapada or Vaikuntha concept which is a basic ingre-
dient of developed Vaishnavism, already in the post-Vedic times.

In the Krishna equation, Rukmini represents the Lakshmi or Sri segment and
Satyabhama the Bhudevi segment. This gets perfectly consolidated in Agamic
Vaishnava iconography, not only by the positioning of Sri and Bhi also the
corresponding prototypes of Rukmini and Satyabhama, with reference to Vishnu.
On this basis Sri is always shown to the right hand side (dakshina) of
Vishnu, while Bhu is to the left hand side (vama) of the god in image
worship. Correspondingly Rukmini is to be shown in figure to the right of
Krishna and Satyabhama is to be on the left side of Krishna. By the same token
when Rama form of Vishnu is to be shown, Sita as Bhudevi amsa is to be shown
to his left (Vame Bliimi suta); and when the foundling-beloved of God Ranga-
natha, namely Andal or Godadevi of the south (towards which we may now move
for our Krishna-pilgrimage) is to be shown, she isto be on the left of Vishnu.
Even her sub-shrines in all the Vishnu temples of the south are invariably found
located on the left side which is the northern side of the generally east-facing
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Vishnu temples. A basic truth embedded in all this symbolism is to be seen : (i)
in the earliest Anantasayi or Seshasayi images having only Bhudevi, shown suppli-
cating before the God and located at ground level, at his feet end. (Sri is added
only from the later Pallava or early Chola times around the early 9th century A.D.)
and (ii) the Krishna—Rajamannar images of Tamil Nadu which, as we have
mentioned at the outset, is one the most distinctive and special iconic forms of
Krishna in Tamil Nadu also show only Satyabhama in the earlier stages and is so
crystallised in Vaikhanasdgama (c. 8th century A.D.) which stipulates that the
cowherd god Krishna as Rajamannar should be depicted as standing, with his right
hand holding a shepherd’s crook (lildyashthi) and his left hand elbow should be
gently resting on the right shoulder of Satyabhama who is positioned there. We
find that even Vedanta Desika, in his ‘Gopala Vimsati', recaptures this speciality
with all its dgamic stipulations and adds a touch of poetic charm to it by suggest-
ing that Krishna's left elbow is placed on the horripulating right shoulder of the
devi (amse-devyah-pulaka-ruchiro-Sanni-vishtanya-bahu). This clearly proves that
even as late as Desika's time in the 13th century A.D., the Rajamannar
or Rajagopala deity, as in the celebrated temple at Mannargudi in
Thanjavur district, showed only Satyabhama to the left and the addition of
Rukmini in the bronze utsava murti as found today, should have been a Vijaya-
nagara period standardisation. In fact, the Vijayanagara period saw the renewed bur-
geoning of the Krishna cult, and no wonder that Sri Vyasaraya and Sri Madhva
went into raptures over this cowherd-god of ineflable charm and made Him the
central figure of their credo

We may now wend our way towards the homeland of this plirndvatira or
Vishnu namely Dwarka, in Saurashtra part of Gujarat. This was the country of the
Yadavas as attested to even today by the shepherd communities of the Kathis and
Ahirs who, from the earliest times in the first millenjum B.C., had lived here and
developed the Krishna-Vishnu cult, and combining the other scions of the Yadava or
Vrishni clan like Balarama, Aniruddha, Pradyumna, Satyaki and Subhadra in the
Panchavira concept were turning this concept into a Panchayatana form in temple
layout and iconography, making the central deity of this framework as Krishna,
in the form of Sankhoddhara (conch-holding) or alternatively, as the Gadadharg.
The former form is found in the present important Ranachodraiji temple of
Dwarka, wherein, sub-shrines on the four corners around the main shrine represent
Purushottama, Pradyumna, Trivikrama and Veni-Madhava which are variants of
the Vishnu vyiha concept. The latter manifestation of Gadadhara as found in the
Gadadhara kshetra of Shyamalaji in mainland Gujarat, represents the god as
standing in the youthful form with a short dhori adorning the loins, just covering
the upper thighs, and having a fetching headgear of plaited peacock features and
with the right arm of this two-handed figure holding a very tall shaft, whose upper
end is shaped like a gada or mace-head. Symbolically this is taken as standing for
wisdom and even the presiding deity of Gaya in Bihar is ‘Gadadhara’, (apparently
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Krishna the divine teacher of Jiana-yoga to the world). There is such a
striking resemblance between the Gadadhara manifestation of Gujarat (several
models of which even in terracotta medium are known as early as the 4th-5th
century A.D. and upto the 9th-10th century A.D.in this region) and the Krishna
from the South Kanara at Udipi, the Kadagelu Krishna, that one should legitimately
think that along with several other iconic forms of Vishnu, Siva, Skanda-Karti-
keva and Ganesa which diffused down along the coastal tracts of Konkana and
Kanara from the Lata (Gujarat) country, this Gadadhara Krishna form should also
have come to Udipi. There, however, in order to evolve the iconic manifestation
further, they combined the Damodara concept of Krishna with the gadadhara form
and made the resultant image approximating to kadagolu to which the strands of
rope are tied. This is clearly the most satisfying embodiment of Krishna, alike
for his youth, his capacity to shepherd the human souls, his (Jiana) Yogisvara
form represented by gada transformed here as the churning stick! (Kadagofu), and
altogether the most magnificent consummation of the Krishna cult. There is no
denying the fact that this God is the most enthralling of all divinites of the Hindu
pantheon and has sublimated Hindu thought. religion and philosophy and
mysticism into the most soulful sanctuaries for the devotees. Mo wonder. Lilasuka
said Krishnd-param-kimapi-tativam-aham-najane, a confirmation again that he is
at once a reality and a tatrva, as adumbrated in the Dvaita sampraddya.
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A DEVI CULT NUCLEUS AT JAGAT. RAJASTHAN

The Amba Devi temple at Jagat, 56 kilometres to the south-east of Udaipur, is
a unique architectural landmark in Rajasthan. Built about the early 10th cent. A.D. it
is a functionally finite structure dedicated to the Devi cult. Indeed the name of the
place and the nature of the cult have been so adventitiouly blended that we may call
it the very Jagatr of Amba cult, and also Jagadamba (or the World Mother) having
been consecrated here. It may be said without reservation that from the iconogra-
phic point of view, it is unparalleled in that we have a pure, unadulterated and
idealised nerve-centre of worship of the universal divine Mother. Indeed no com-
parable temple exists wherein the Goddess potential is so deliberately elaborated and
where the counterparts of the pantheon are all but non-existent. It could be said
that the temple expresses a sublimated apotheosis of the destruction of ignorance
by fidna-sakti, and the exultant ramifications of the architectural and iconographic
growth thereof.

The temple-complex has two parts, the entrance mapdapa in two storeys and
the main shrine sitvated separated from it by about 38 m. The present article is
not directed towards a full description of the temple-complex, which should well-
nigh be a special assignment, but is designed to bring out the iconographic and
ritual inflexion of the divine Mother-cult displayed in it.

The main temple is constituted of an entrance mandapa with a short fight of steps
and side parapet with pilasters and kakshdsana top resting on which four dwarf pillars
n corbel-brackets carry the chajja of the porch and its gable roof. From here access
isgot to the sabhdmandapa which is resting on the four squarely placed central pillars
and is having a flat inner ceiling which has been divided into several compartments
in a decorative way, each of this containing sculptural embellishments of divinities
and secular themes. This hall has two-side-wings, the roofs of which are of ribbed and
curved vaulted character on their interior, not unlike that of the road-side temple
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of the Osian group, facing east, or the front corridor roof of the so-called Triple
shrine, north of the Mahinile$vara temple at Menal, which is also datable on
stylistic grounds to the 10th cent. A.D. The western ends of both these wings
have a door opening to let one for circumambulation outside the sabhdmandapa
into the open court around the main shrine. From the sabllamdndapa, one has
access to the narrow mukhamandapa, and a still narrow antardla across the high
door sill, within which is located the cella. The central parts of the walls of the
two wings of the sabhamandapa carry a large jali window each, of the dimensions,
of a door, which have an external aspect of a false niche flanked by two engaged
pillars, and forming in elevation the famghd pilasters of the central ratha of the
sabdmandapa exterior.

The main temple is friratha on plan which is connected to the sabhdmandapa
also of triratha plan, by a median major inset carrying the antardla and mukhama-
ndapa within and an overlapping triple-gable projection above forming the front
extension of the main tower, and similar in this respect to the front proch roof of
the temple. The sabhdmandapa has a stepped pyramidal roof ending in a padma-
dala slab and dmalasara, with minature §ikharas resting on the four exterior corners
of the projecting wings side of the sabhidmandapa. Both the sabhdmandapa roof and
the porch roof, have on their main facets on the sides, raised niche screens on the
top; and in the case of the porch roof two diminutive §ikharas one above the other
in a receding manner, at each of the four corners, tend to give it a miniature
verisimilitude with the main tower. The main tower is of the Ndgara style, with a
flattened wrudringa applied to the main face of the fikftara upto about half the
hight from the triple series of cornices on the roof level; the side or corner offsets of
sikhara being marked out by karndmalakas into different bhiimis. The lower level
of these corner facets, however, has a diminutive $ikhdra each at the four angles,
while the second ratha of the ground plan itself projects under the main face of the
fikhara. Another still more diminutive §ikhara covers the third cornice and the
mattavdrpa or projecting balcony freize. The main facets of the sikhara exterior with
recurrent minute chaitya decorative detail picked out on their face are carried right
up to the dmalaka, thus ending in a cusp outside toe griva and touching the
dmalaka over which is the kalasa finial. The temple, thus has a typical Ndgara-
vimana and sabhdmandapa roof and is, despite the narrow plinth mouldings and
elaborate under-cornice and friezes, is of a dignified exterior and top composition.
At the sametime the nature of the circumambulation arrangement in the sabhdman-
dapa is unlike Gujarat style but is an organic evolution from the covered pathway
around the cella, as at Modhera in Gujarat and Kera in Kutch on the one hand,
and Khajuraho, etc., in Malwa on the other. This cannot make this temple, even on
stylistic grounds, earlier than the early part of the 10th cent. A.D_, which the inscrip-
tional records on the pillar of the sabhdmandapa, the earliest of which would
pertain to the early tenth century, would only confirm. The slenderness and the
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fat-faced nature of the main Sikhara also reinforces a development over the more
squattish and thick-set Ndgaravimana of the earlier times. The inset pilasters of the
Jangha of the main shrine as well as the sabhdmandpa with the vydli riders and
alasanayikds form the typical milieu of the early-medieval architectural trend in
which an impact of the Gurjara, Malwa and post-Gupta trends have all combined.

While thus the temple, in its architectural garb is an amalgam and at the
crossroads of the firm evolution of the medieval temple structure in south Rajas-
than, it is indeed its sculptural and iconographic wealth that claims our dominant
attention. Quite in time with the typical stage of its architectural composition, in its
iconographic excellence also one is able to note a clear distinctive entity that makes
this temple stand out as a unique creation of its times. Here, on its exterior walls,
are depicted the major manifestations of Amba or the Universal Mother, and the
way in which no quarter had been given to any male mirtéis excepting for the
Dikpalas leaves us in no doubt towards considering this temple as an exclusive
preserve and ritual focus as it were of the Devior Amba cult. Before we should
deal with the finite nature of the delineations on its walls, we may categorise the
sculptural themes of this temple.

The major niche projections of the exterior of the main shrine carry Durga in
onc form or another. The porch roof on its three top facets displays the female
counterparts of the Sivaite order with attendants, in panel slabs. Dikpdlas are
shown in the niches at jangha level, on the pilasters close to the third or corner
ratha of the main shrine back walls but we note only Agni, Yama, Nirriti,! Varuna,
Vayu and Kubera, thus omitting Indra and ISana. At the foot of the main ratha
projection of the plinth are three diminutive roofed cells which carry the seated
representations of the female principles of the Trinity. We do not have any repre-
sentations of Siva (excepting at one inconspicuous place on the southern circuit,
at the level above the janghd and below the under-cornice, in the inset where seated
mithunas or Rish-ndyikd pairs) have been usually represented in bas-relief.

Grotesque or cruel aspects of the Goddess like Kali Shodasi, etc., are not
generally depicted in this temple, but we have a standing Chamunda facing south,
shown on the southern circuit and a symmetrically disposed standing Bhairavi
facing north, on the northern circuit, which are both finding their worthy places
in an Amba shrine and are undoubtedly appropriate.

Saptamatrikas are totally absent in the main shrine. These are actually found
ina very miniature form on the door jambs of the entrance mandapa or Dvdra-
mandapa of the temple situated about 38 m to the east of the main temple and
totally detached from it. The topmost friezes over the cornices of the main temple
are full of musicians or dancing groups, wherein musical instruments of all kinds,
group dances, etc., form the dominant topics. This is actually a developing chara-
cter of the early medieval temples, where these preponderate. In the Jagat temple,
however, they all have a chaste and vigorous resemblance to post-Gupta art
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motifs, and are fully in tune with the various appellations of Amba as sangirarasika,
vina-venu mridanga vddya rasikd, sangita matrikd, eic., extolling Amba as the very
presiding deity of the musical lore. The nature of the Goddesses and the exclusion
of both the Gods (excepting the Dikpdlas) and the Saptamatrikas would be signifi-
cant and indicate the basic affiliations of this Devi cult. It is not orgiastic, it is
not Saptamatrika orientated, but it is Durga-Lakshmi-Sarasvati based. It is benign
and protective, and not terror-striking and destructive. It isalso to be noted
that owing to the association of the Matrika cult with Virabhadra, Siva- Andhakari
and Karttikeya, these three forms of Gods also might have been excluded in this
temple. It is well-known that the Durga-Lakshmi-Sarasvati conception is of cardi-
nal and fundamental significance in Devi cult, and in this temple we have the
sculptures of all the three, although Durga manifestations are supreme. It is also
relevant to observe that even the Durga manifestations are all of the Mahishasura-
mardini complex. They do not involve either the Kali aspects or the esoteric
Yogini aspects. The Yogini clement enters into architecture and iconography
mainly from early the 1Ith cent. A.D. and this temple being nearly a century
earlier does not anticipate it, nor belongs to its milien. Upto the end of the Sth
cent. A.D., the Devi cult was associated mainly with six Yoginis,® but it became a
sixty-four Yogini cult, and many temples, as the celebrated Chaunsath-yogini temple
at Beraghat, etc.. sprang up introducing also a circular plan for Yogini shrines.

The Durga-Mahishamardini theme is a very elaborate and ritually complex one
and we have indeed a remarkably extensive variety of representation from different
parts of India or even in the self same region. While some of the forms have been
undoubtedly amenable to chronological pattern of development, it is not unusual
for many forms to occur in almost the same period from different sites in the
same region. But, on present knowledge, the Amba temple at Jagat is the only
one wherein we have as many as five representations of Durgi, in the same temple.
From the dgamic point of view, we have many varieties of Durga and it may be
concluded that the delineation of varied Durga forms in the same temple would
imply the knowledge and development of all the Durga manifestations by the
carly-mid 10th cent. A.D., the period to which the temple under study is to be
assigned.

On the back side wall of the shrine the central niche shows Durga as
a youthful figure with prominent and high breasts®* as stipulated in the Agamas,
with an elaborate karanda mukuta, graiveyaka hérds and a long mald-like uttariya,
the figure standing in alifha pose with sword, arrow, trisitla and ankusa held in her
four right hands and with ghanta (or vajra ?), bow, pdsa on three of the left hands,
while the fourth left hand is holding the tuft of a hair of a diminutive human form
of the Mahishasura shown emerging from the cut-end of the neck of the buffalo
form. The severed buffulo head of the asura is shown lying on the ground below
the animal body. The trifii/a of the Goddess is planted firmly on the upper neck
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of the animal form of the asura. The right leg of the Goddess is resting on the
back of the animal body, while the left leg is stretched slantingly, in typical
dlidhdsdna. The entire carving is depicted on a large padma pitha below. A little
above the head, to proper left, is shown detached. in hovering fashion, a head-on-
relief of a parrot.

The main niche on the south wall of the temple shows a very altractive young
female form of the Goddess with eight hands, the four right hands respectively
holding the arrow, the sword (in the act of striking), trisdla (thrust on to the
upper meck of the Mahishasura), and flower in kartatri hasta, while the four left
hands hold the shicld (khetaka), ghantd, bow, and in abhaya hasta. The right thigh
and knee of the Goddess are well flexed and the feet are squarely planted on the
back of the buffalo and the demon is shown entirely of animal form with the buffalo
head turned up and mouth wide open in the agony of death. The lion-mount’s
head alone is prominently seen at proper right end, gnawing at the tail end of the
animal demon’s body. The forelegs of the animal are both raised up and flexed in
dynamic action, while the tail is shown in a twist, to indicate anger and frustration.
This niche composition also is laid on a padma pitha.

The northern side main niche shows the Goddess in the most dramatic and
unusual stance, with the right leg planted on the ground behind the Asura and the
left leg flexed and placed on the demon, who, curiously enough, is shown in entirely
human form butin a crouching position, almost on all fours, with legs almost
straight but with hands flexed and held close to the right leg which is planted
a little forward. The lion of Durga is as usual mauling the demon fizure at his
hind portions. The Goddess is eight-armed, the right arms carrying the drawn
sword, the arrow, the rrisila and the vajra, and the left hands holding the ghanya,
bow, and the upper stretch of the trisila, the fourth hand having been mutilated at
the elbow level. The breasts and face of this figure had also suffered mutilation.
The trisitla in this case, as can be seen from above, held steadily down by both
the hands. This composition also is shown as resting on a padma piha.

We have two more reprsentations of Durga as Mahishamardini which are
situated respectively on the south-east corner pilaster of the sabhdmandapa wall,
facing south, and north-east pilaster of the sabhdmandapa wall, facing east. We
notice in these that, in the first instance, the padma pitha is lacking, thereby tending
to suggest that only the three main niche figures of the main temple walls were
properly consecreted and of ritual use, while the other two are only the artisan's
own further variations of the theme. This would also explain why these are not
symmetrically disposed to each other, but face south and east respectively on the
opposite sides, as mentioned above. In the one that is facing south, we have an
eight-armed Goddess standing with right leg resting flexed on the back of the
animal Mahisha, with left leg planted on the ground. The right arms hold the drawn
sword, arrow, frisila and vajra, while the left hold the ghanta, khetaka, bow and
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in tarjani hasta respectively. The demon is shown also in human form as standing in
full stature in more or less a praryalidha posture, with drawn sword in hand and
left thigh and knee flexed and raised and right leg firmly placed on the ground, in
front of the severed neck of the animal form. The forelegs of the animal are fully
flexed double in the posture of kneeling down, while the hind legs are erect and tail
twirled. The lion is, as elsewhere, mauling at its back. The human Asura is having
his hands flexed and raised in revolt against the Goddess. The irisila of the Goddess
is planted well on the neck of the animal demon below.

The other Durga figure, facing east, is again unique in that no buffalo form of
the Asurg is shown, but here again, the demon is shown entirely in human form
and in standing position challenging and combatting with the Goddess who is
having the weapons in her eight hands, respectively the drawn sword, arrow, vajra
on three of her right hands, and the ghanyd, cobra and bow on three of her left.
The remaining two hands are engaged gripping the outstretched left hand of the
demon at the arm and his poised right hand (holding a mace) at the elbow respect-
ively. The stance of the Goddess is also very dynamic, her left leg straight like a
pillar, rooted to the ground, and the right thigh and knee raised high upto navel
level and flexed acutely with the foot pressing down the demon at his belly. The
demon himself has been depicted as having slightly lost his balance and caugt firmly
with his right leg obliquely planted on the ground and left leg flexed and raised to
loin level. The lion-mount of the Goddess is also correspondingly shown in a
most unusual pose more or less seated on its hind legs and holding the left leg of the
demon at the kpee with its claws and mauling him with its teeth. The Goddess is
wearing an wuttariya in the form of a long garland running down upto the knees
where it turns up and is held behind her hands along with the ghantd.

Of the present cases, we note that the back wall niche figure is nearest in
approach to the description given to the central figure in the Navadurga composi-
tion, as given in Skanda yamala, the date of which, however, is uncertain. The
specification of the figure holding by the tuft the demon emerging in a human
form from the severed neck of the animal form is particularly common, and thus
we are led to believe that this figure particulasly in this form had come in for ritual
worship at the early medieval times in south Rajasthan region, and this would justify
its position in the main back niche of the temple, immediateley behind the cella. A
very interesting additional feature in this figure, as already referred to, is the depic-
tion of a fluttering parrot at the top left (proper) above the Goddess. This could
not but be anything else except the conception of Ambika as sporting with a parrot
(Iildsukapriyd,* or rivalling the parrot in her mellifluous voice—jitasukagirvanim * or
being the parrot in the cage of Onikdra, the cosmic cage— Omkdra panjarasukimt) *
We have instances of Mahishamardini where one of her hands is sporting a parrot,
from the Ravulaphadi cave panel sculpture at Aihole which could be dated to the
end of the 7th cent. A D Thus it is apparent that the same idea must have been
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introduced in an abbreviated form in this niche sculpture this unless represents the
Garuda which is said to be the banner of Amba (garuda dhvajd): but this seems to
be less appropriate, particularly in view of the sculptural analogue mentioned above
from Aihole, for the parrot feature. The fact, again, that it is on the main back wall
shows that all the aspects of Ambika proper were desired to be incorporated into
what was clearly a Mahishamardini figure, perhaps of Nava durga ritual affiliation.

We may now proceed to the depiction of the ugra aspects of Devi in this
temple. As stated already, there is a Chamunda on the south wall and Bhairavi on
the north wall. The former is the atiriktdnga form with emaciated limbs, with
scorpion shown in the hollow abdomen with kapalamdla adorning her body, and
the figure itself standing on a dead body (pretdsana) whose face is held by its left
hand at its parietal region and is looking up at Chamunda. She has the prescribed
weapons in her arms of which one of the left is flexed with fingers held at the
corner of the lip; on the whole, a typical Chamunda delineation, but for its consi-
derably mitigated look of horror and terror. The corresponding figure on the
northern side is a little more interesting. It is a standing figure of the youthful and
comely goddess, also standing on the pretdsana in the same way is Chamunda,
with her eight arms variously holding a drawn sword held erect, shield, pdsa,
ankusa, damaru, with the remaining three arms engaged variously in holding a
severed head by the hair, and in abhaya and varada hastas. 1t is likely that this
figure represents either Bhairavi or Yogesvari. It is the only figure at this place which
has damaru in one of its hands and also has a mupda carried by another hand.
Usually Bhairava or Virabhadra has this munda held in one of his left hands. As
this is the direction of I§ana, it is perhaps appropriate that a female counterpart has
been shown here.

We may now deal with the other goddesses in this temple. Here we may
first mention Parvati shown on the eastern wall of the sabhdmdndapa to the pro-
per right of the entrance porch., The goddess is shown as prescribed in the dgamas
standing in slight abhanga pose with hands holding Ganesa and linga on either
side, with pdsa, ankufa, varada and abhaya hastas, akshamdld and kamapdalu and
with four of the panchdgnis shown on either side of her, and with an iguana
shown at the pedestal (godhdsana).

We have a fine standing respresentation of Sarasvati on the northern wall of
the sab/idmandapa. She has vind, pustaka, akshamdld and kamandalu in her four
hands and is in ablanga pose.

Besides these, we have the standing figures shown at terrace level on the south
and the north on the sabhdmandapa and on the south, east and north on the entr-
ance porch roof of the main temple and the seated figures in small shrines located
at the plinth, of the eyma recta and the vydlathdra moulding, three of them on the
main shrine and two on the north and south of the sabhdmandapa. The last men-
tioned seated ones show Lakshmi on the south, Brahmi (or Sarasvati) on the west
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and Devi on the north plinth of the main shrine, and seated Durga both on the north
and south, on the plinth of the sabkamdandapa. The standing roof-figures mentioned
earlier, however, all represent Amba or Ambika, four hands with sila abhaya, cobra
and varada hastas in the case of those facing north and south. But the one just above
entrance roof, facing east, is unusual. It shows Amba with $iile, pushpa, akshamala
- and kamandalu and with a double lion-mount at the foot. The Vishnudhramoitara
stipulates such a figure to be Sarvamangala. As the figure forms more or less the
laldtabimba of the whole temple, being oriented eastwards above the very entra-
nce to the temple, we may have to take it that it is Amba as Sarvamangald, that is
consecrated in this temple. The double lion,” however is not explained. It is, per-
haps, to indicate the primary lion mount of hers and secondary lion which was
supplied to her by Himavan at the time of the quelling of Mahishasura. In any
event, it suggests the propitious and benevolent aspect of the Universal Mother
that is crystallised in Sarvamangald, and hence in this temple.

We had mentioned earlier that Saptamatrikas had not at all been given a
place in the main temple but had been shown only in the door jambs of the dvdra-
mandapa situated separate from the main shrine on the east. The entire door frame
sculptures call for special attention. The jambs depict in their upper parts, Brahmi,
Kaumiri, Virihi and Chamunda on the left, and Mahe$vari, Vaishnavi, Indrani
and Bhairavi on the right sides, respectively, it is very significant to note that in
this complex, the Chamunda aspect has been duplicated in the form of Bhairavi
which perhaps occupies the place of Siva as Virabhadra, the traditional accom-
paniment of the Saptamatrikas along with Ganesa, as mentioned, for instance, in
Riipamandana. This is in conosonance with the absence of all male Gods in this
temple. It, however, does not hold good ir the case of Ganeéa, since he is shown
not only in the laldfabimba of the innermost door frame “of this dvdramandapa,
but also in a fine dancingpose inthe vimdna of the main temple. As he is the
ubiquitous warder of all obstacles (Vighna vdrdna), he has an honoured position in
all Siva temples. What is specially interesting in this door frame, however, is that
above this Gane$a and at the centre of the traditional Mavagraha panel, is shown a
seated Goddess, with the couchant bull-mount shown under her, and with the God-
dess playing by two of her four hands on a vind held diagonally across her body.
We know that Amba is described® as playing dexterously on the vind in the aspect
of Matangi—an integration of the Sarasvati trait into her make-up—and thus it is
very pleasant to see that in the same manner as Sarvamangald was consecrated on
the crest of the entrance roof of the main shrine; Rajamatangi had been consecrated
on the door frame of the dvdramandapa of the temple. It is worthwhile also to
note here that in order to accommodate this figure at the centre without in any way
upsetting the symmetry of the depiction of the Navagrahas, Rahu and Ketu figures
have been shown above and below in the same koshgha at the right end, a device
not often adopted by sthapatis. It shows incidentally that Rahu and Ketu are
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complementary deities and perhaps their combination may not do them any ritual
injustice.

The Ambaji temple at Jagat is thus a veritable microcosm of the Devi cult as
prevalent in the early 10th cent. A.D. in south Rajasthan. It crystallised the female
potentials of the Trinity, particularly of Ambika, especially in the aspects of Durga-
Mahisamardini. It deliberately and ritually avoided the delineations of the ugra
and ghora forms of the Universal Mother as Kali, Sivaduti, Rakta-Chamunda, etc.,
and this would indicate, therefore, a benevolent cult refreshingly free from the
orgiastic, esoteric and exclusive forms of Sakta, PaSupata or Kalamukha cults,
which during this period undoubtedly held considerable sway over many parts of
north Gujarat, south Rajasthan, Malwa and further east. It would also seem to be
so patently dissociated from the Andbakari, Karttikeya-Saptamatrika affiliations and
so clearly affiliated to the Durgi-Lakshmi-Sarasvati conception of the divine Uni-
versal Mother, the focus of the most popular festival from time immemorial, namely
the Navardtri or Durga Piija. As expounded in the Devi Mahdtmya, a part of a later
Mahabhdrata recension, this is the festival wherein the first three days and nights
were appropriate to Durga to Lakshmi and the concluding three days and nights
to Sarasvati, and during the entire period, the Universal Mother or Mahalakshmi,
who is said to be Brahma-Vishnu Sivitmika is worshipped mainly as Mahishamar-
dini Durga, but with the clear and admitted coalescence of the triple female cosmic
principles into one universal, original and perennial source of causative power. It
is thus very likely that the Ambaji temple at Jagat had been dedicated to this
concept of Devi and thus, for the period of its erection, was a unique and ennobl-
ing instance of hieratic iconographic evolution.
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8. Vigdvidanaveldiampirafirasam nanidmi Mdatangim—Ambdpancharatna Stotra of Sankara,
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A MAGNIFICENT SAPTAMATRIKA GROUP AND
PARVATI FROM VADAVAL

[The sculptures under study are located in a modern shed with brick walls and
corrugated sheet roofing, situated on a knoll in the village common of Vadaval village
about 6.4 km from Deesa downstream on the western bank of Banas river in Bana-
skantha District of North Gujarat. They were first noted by Shri R.T. Parikh during
1959-60. A Vishnu and a Surya sculpture also found here had already been described
by him elsewhere.! He brought the nature of the other sculptures to my notice.
However, owing to administrative exigencies, I was unable to pay a personal visit to
Vadaval. This materialised recently and I am indeed obliged to Shri Parikh Jfor
realising the distinctive nature of this sculptural group and bringing it under my
scrutiny.]

The sculptures, excluding that of Parvati, which will be dealt with scparately
in the following pages, number ten in all, of which there are seven Matrikas,
Ganesa, Chamupda or Kali, Kila and a Vinadhara Vrishavahana Siva. It would at
once be seen that excepting for the absence of Karttikeya, this represents one of
the most comprehensive assemblage of the Matrika group known, and constitutes
a patent fusion of more then one regional tradition in the delineation of the
group. Quite apart from the intrinsic merit and captivating charm of each member
of the assemblage asa convincing index of the Western Indian school of pre-
medieval art, we are fortunate in getting other links of the causative chain in the
unique composition of the group from other places. We are, however, unfortunate
in not knowing where these images originally came from, nor how is it that they
come to be installed in comparative desuetude and pitiable disarray at Vadaval
village. No information is forthcoming from the villagers on this point. Never-
theless, as would be apparent in the following pages, the sculptures are characteristic
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products of the later phase of the Western Indian sculpture nurtured at Shamlaji
and other places in Sabarkantha District and could be placed in-the first half
of the ninth century A.D., if not slightly earlier. They are thus valuble additions
to our knowledge of this phase of early Gujarat iconography and should join
the company of other earlier and later specimens of this kind known to us
already from Shamlaji, Kotyarka (Mahudi), Tintoi, Roda, etc. They, nonetheless,
possess a distinctive cohesion of more than one iconographic tradition and in this
lies this special claim to our attention.

The Saptamatrika tradition is indeed, hieratically, as old as the evolution of the
god Karttikeya, since the Saptamatrikas were the divine foster mothers to the baby
Skanda.® They represented in effect, the cumulative strength of the female
potentials of the outstanding gods of the early Brahmanical pantheon, and they
were represented particularly in Saivite shrines from comparativly early times.
The Agamas and the ritual texts which deal with the Matrikas state that they
should be generally seven in number—although we have rare cases of eight
Matrikas also as at Elephanta—and should be flanked by Bhairava and Ganeéa.
The present Saptamatrika group also conforms to that regulation and we have
fortunately, Ganesa and Bhairava (as an Aririktdnga) available with this group.
We, however, propose to deal with unique features of this group first and then
try to place the actual zones from which these features were derived.

A matter of primary interest in the group under study is that all the figures
are standing in full stature. Most of the Saptamatrika groups of the medieval
times are invariably seated and even Agamas describe them as seated in their
respective dsanas and mention the typical features of each. The fact that these
figures are standing would indicate an early period. The Western Indian rock-cut
specimens from Ellora, Elephanta. etc., show only seated figures, and though
they are admittedly earlier, we are tempted assume that Vadaval Saptamatrikas
are not influenced by them It may, however, be noted here that the unique
rock-cut dancing Saptamatrikas at Aihole are standing and bear resemblance to
the present group. These Saptamatrikas carry invariably, except in a few cases, a
child on their hip orin their arms and are shown fondling them. Thus, their
Mother Goddess aspect is brought out although Saptamatrikas are the protective
divinities to Skanda-Karttikeya and did not have originally any Mother Goddess
aspect. The figures are described below. The descriptions will help us to compare
them with Saptamatrikas in and outside this region.

GANESA

The two-armed Ganesa standing in abhanga pose with the left clbow
resting on the head of a standing male attendant is simple in conception. The
right arm in kartarihasta (the fingers are damaged) is presumably holding a flower.
The god wears a necklet, a chest-band, part of which is descending across the
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belly to the proper right, armlets, wristlets and anklets. He wears a tight loin-cloth
and an uitariya. One tusk is broken in keeping with his traditional name Ekadanta.
A mouse—his mount—is to the proper right of the image and is looking up.

/e"BRAHMI

The first of the Saptamatrikas stands in samabhanga with a female
attendant to the proper right and her mount, the goose, to the proper left. She has
four arms and is holding a child in the left lower hand while the two upper
arms carry the ladle (sruk) and the water-jug (kamandalu) respectively. The
lower right arm is in varadahasta. She has three heads each adorned with a
Jagamukuta. She wears ear rings, necklet, a pearl-necklace,® armlets, bracelets and a
zone. The dress comprises a lower garment coming down to the ankles and tucked
in at the waist firmly, the hem lying to the right side of the centre. The upper
garment or witariya is simply lyingin a curved and folded layer across the knees
and the upper ends rest around the elbows.

MAHESVARI

This is a very rare specimen and has many features which do not
usually occur in Maheévari figures. The image showsa young woman standing
in ablanga pose. Her hair is neatly combed and tied into a bun at the back and
decorated with pearl strands, gold clasps, etc. She wears parra-makra kundalas
in the right and left ears respectively—a typical feature of Siva-Parvati association.
She also wears a necklet, a pearl necklace and bracelets, anklets and a zone. The
lower hands are unfortunately broken but a dapda stretching across the belly,
carries a corpse. The position of the danda clearly shows that the two arms
must have held the danda. Now this kankdla danda is associated with Bhairava
who had to carry the skeleton of Visvaksena in atonement of hissin. It is interest-
iug to note that Mahesvari has been identified with this aspect of Siva-Bhairava. It
seems the nudity of the figure had been deliberately emphasised to ensure its im-
portance for the Saktas. Her vahana, a howling jackal, also accompanies Chamunda
or Bhairavi. A seated male attendant with his face looking up is shown to the left.
The representation of a male instead of a female attendant to Maheévari is again signi-
ficant. This is perhaps a unique feature and may indicate that the temple to which
this image belonged must have been a Tantric place of worship of some importance.

KAUMARI

The two-armed figure is in samabhanga pose, and represents a beautiful
lady. The ornaments and dress are almost similar to that of Brahmi excep-
ting the casual and elegant twist that has been given to the stanasitra—as
an index perhaps of youthful abandon. The hair style is distinctive. The proper
right arm carries the spear, the weapon of Karttikeya, while the proper left hand
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holds the diminutive cock, a distinctive feature of Karttikeya sculptures of Gujarat.
We have the peacock mount, again of Karttikeya also at the base.

At this stage we have to pause and introduce another distinctive feature of
the Saptamatrika group, namely, the appearance of Siva as the central figure. It
may be pointed out that Siva as a central figure in a Saptamatrika group appears
at least in three places, namely, the rock-cut dancing Saptamatrikas from Aihole,
wherein Siva is also dancing in chatura tandava pose in the centre of the group;
in a similar rock-cut Saptamatrika panel from Mandore wherein again, Siva
is the central figure and in chatura pose and lastly in the structural temple
of Siva at Kera in Kutch, where in the Saptamatrika group on the lintel of the
door frame Siva is shown seated in the middle of the seated goddesses. While the
import of these sculptures will be dealt further on, it should be noted here that the
sculpture from Kera (Kutch) represents Siva in a similar way as in the Vadaval
sculpture under reference.

SIVA

The standing four-armed Siva of the Saptamatrika group from Vadaval
wears the jafdmakuta, patra and makara kundalas, a necklet, armlets, bracelets and
anklets and a cobra garland. The dress comprises a lower garment covering the
entire lower body upto the ankle and tucked securely at the waist in a loop by a
folded upper garment. The bull-mount is shown at the base located just behind
Siva while a diminutive male attendant with folded hands stands to the right. The
god is holding in his two upper hands a trident and a cobra respectively
and in the lower hands a vind or lute. The figure thus a Vinadhara Siva. This is
another rare feature, which, however, appears in the Kera sculpture as well.

AINDRI OR INDRANI

This together with the figures of Varihi and Vaishnavi is shown in cross-legged
stance with the child on the right side of the body, and little aloft, as if the
mother is playing with it. Her dress and ornaments are almost exactly as those of
Kaumari, except that the upper garment at the back ends in a pleated array. This
arrangement of the drapery is in tune with the rhythmic movement of the stance.
The upper two arms hold a flower and thunderbolt (vajra) respectively. The child
in the lower hands stretches out its left hand playfully to reach and grasp the
flower held by the mother, The vihana of the goddess, namely, the elephant is
shown crouching at the base, behind the standing figure.

VARAHI

Unlike the Agamic injunction that Vardhi is to be shown with a fierce
face, the sculptor has carved this figure in a mild and gracious mood.
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Perhaps beset with the difficulty of representing a young lady with the face of a
sow, he achieved a remarkable success by emphasing the beauty of the body and
the joys of the motherhood. The four-armed figure holds the child with the two
lower arms, the right upper arm is free, and the left one holds the hem of the
uttariva. The finely braided hairlocks of the mane fall down the back and are
fastened with chords at intervals. The female attendant of the deity is standing to
the right of the figure. The raised left hand is holding the right foot of the child. A
buffalo, the vehicle of Varahi, is also shown,

VAISHNAVI

This figure is in tribllanga pose, and in cross-legged stance. The costume
and ornaments are the same as those of Kaumari. The child is held on the
left hand, while the lower right hand restrains the mischievous pranks of the
child who is having a go at the left ear ring of its mother. The upper hands hold
the gadd (mace) and chakra (discus), the weapons of Vishnu. The original mount
at the foot, which should have been Garuda, is missing, but a female attendant as
in other cases is shown on the right side.

CHAMUNDA

This is unlike the usual representations of Chamunda though ferocious
and dynamic as usual. The four-armed figure is in samabhanga with the usual
atiriktdnga or emaciated ribbed chest, the prominent spine and neck, the pendulous
skinny breasts, the sunken eyes, the cavernous abdomen and the body. The
Japamukufa is tied with a ndgabandha. She wears a necklet and a girdle of snakes
and a clinging lower garment and a skull-necklace (mundamdla) running right
below the kness. Only two arms are reasonably intact; the left hand is held at
shoulder level, and the little finger at the lip expresses the eerie pleasure of
the goddess. She is standing over a corpse (pretdsana), while a howling jackal
stands nearby. The figure is almost a prototype—except forits lesser number
of hands—of the Ellora-Kailasa (Yajfi$ild) Chamunda from the Saptamatrika
group or that in Ramesvara cave. An interesting similarity is that Bhairava is also
in an atiriktdnga form and is similar to that at Ellora in the two aforementioned
cave shrines. They are taken there as representing Kila and Kaili. They also
appear in an identical way, in life size, on the either side wall of the old entrance
gate to Mahakutesvara temple-complex near Badami. It is possible, therefore, to
suggest that the iconography of Chamunda and Bhairava at Vadaval owe their
origin to an original Chalukya-Rashtrakuta idiom.

BHAIRAVA
This :ta‘nding figure of four-handed Bhairava with a cadaverous face, shrun-
en neck, ribbed chest and bony body wears a snake girdle. He is shown as
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standing on a corpse with a howling jackal rearing on its hind feet.

The above descriptions of the Matrikas and the attendant Ganesa and Bhairava
images should impress us that here we are dealing with an interesting and impor-
tant group. It is unfortunate that we are not in a position to trace its original
provenance, but its style is so close to the kind of work witnessed at Shamalaji,
Roda, Tintoi, Mahudi, etc, that require much persuasion to place it in North
Gujarat, perhaps not far from Banaskantha District where it is now located. It
might have come either from Sabarkantha area in which Shamlaji, Tintoi and
Mahudi are located, or it might have come from the neighbouring border area of
Sirohi and the vicinity of Jagat. The stone employed in the sculpture is not the
patchy schist (dark blue or greenish blue) utilised in the carvings of Shamlaji, but is
a fine quality sandstone. The possibility is that the source of the stone for the
Vadaval sculptures is the same as those of Roda and Jagat sculptures. We have,
however, sitting Matrika sculptures dated to A. D 600-7C0 by U.P. Shah,* made of
green schist, from as far distant as Delwada, Mt. Abu and the Dungarpur-Ratanpur
area. Even Jagat had some loose Matrika sculptures of green schist of the
Shamlaji school although the entire Jagat temple is made of the fine brownish
grey sandstone. It is likely that there was a marked preference for schist in the early
phase of the Western Indian sculpture, lasting upto about A.D. 700; thereafter
there appears to be a marked preference for sandstone in Gujarat and Saurashtra.

On stylistic grounds, we note that the sculptures of the earlier group from
Shamlaji are notable for their expressiveness and heavy body, elaborate head
jewellery and a slight disproportion in the limbs such as the stumpiness of lower
parts of the legs, etc., which is, however, camouflaged by the aesthetic appeal of
the sculptures. In the next stage, as perhaps seen at Roda, a certain degree of
refinement appears to impart a romantic appeal to the sculpture. These develop-
ments are said to be due to the fusion of | Gupta and Maitraka traditions, and we
are asked not to look beyond the geographical limits of Gujarat for artistic
influences. However, it may be pointed out that in the neighbouring area in the
south, the Chalukya-Rashtrakuta art forms were in their prime between A.D.
600-800 and it would be futile to talk in terms of an insulated Western school
in Gujarat unaffected by the various art forms flourishing in the Deccan. Asa
result we have to look for Chalukya-Rashtrakuta art forms which influenced the
Gujarat school of sculpture. Needless to say, we do have instances of such a
fusion and the Saptamatrikas under study may be cited as an appropriate example.
While on one hand, we have the size, the stance and the style of the Gujarat schoal,
there is no doubt of the Chalukya iconographic traditions which have imparted
to it a powerful cult symbolism, and a dynamic physical charm. This should
have happened in Gujarat around the ninth century A.D.

Some outstanding variations between the early Shamalaji school and the ninth
century school represented by the Saptmatrikas® under study may be noted here.
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Among sculptures of the Shamlaji group, male figures do not wear a necklace
hanging upto the abdomen nor do female figures have a garland hanging between
the breasts and down the navel but wear only a heavy necklet, sometimes more
than one in number. Secondly, while the figures of Siva in the Shamlaji group
often wear a tiger skin with the head of the tiger, the later sculptures of Gujarat
eschew this convention. The Saptamatrikas in Shamlaji group are often shown
standing, their lower garment is prominently shown in many fan-like pleats, falling
between the legs—almost hiding the outline of the body. This improved in the
later stage when the ornament are fewer and the body outline receives considerable
emphasis. We have however, the device of the child playing with the ear rings of
the mother both at Shamlaji and in the Vadaval sculptures.

Coming to iconographic differences between the earlier and later Saptamatrika
groups, we find that Chamunda is represented in a less ferocious form in the earlier
stages as at Roda® and Shamlaji.” The lion-mount is shown but the jackal does not
appear. Variahi from Shamlaji has the boar as her cognizance while it is buffalo
in the Vadaval Varahi as specified in the Agamas. In Shamlaji sculptures the child
is invariably held on the left hip, while in the Vadaval images this rule does not hold
good. Some of the Matrikas do not hold a child while some others hold it on
either side in a playful attitude. The animal and bird mounts are prominently
displayed in the Shamlaii images, while in the Vadaval groups they appear unobtru-
sively on the base. It appears that in the images of Vadaval group here is a
conscious attempt to improve the composition. The method of the representation
of Chamunda, Bhairava, and Mahesvari and the appearance of Siva as a central
piece are conscious attempts in this direction.

We have already mentioned that Chamunda and Bhairava of the Vadaval group
have close similarity with the similar figures at Ellora and Mahakutesvara. It may
be noted that in the Matrika figures at Ellora a child does not invariably accom-
pany all the figures. The appareance of a child only emphasises the motherhood. We
have in the Ellora and Vadaval groups, the prefdsana and howling jackals associa-
ted with Chamunda and Bhairava, a feature which otherwise is absent in the
sculptures of Gujarat. We have a unique Mahesvari, whose iconography is totally
at variance with the known examples from Gujarat. The kankaladanda, her comp-
lete nudity, her male attendant, and her being without a child, should all go to mark
her out as a cult-goodess of some significance. It is very likely that this Mahesvari
had a specific ritual purpose in the worship of the group. It would be interesting
to know if the Pasupatats or Kalamukhas had anything to do with this icono-
graphic peculiarity. It may be noted here that in the early tenth century, we have an
elaboration of the Mother Goddess cult at Ambaji temple at Jagat, where the gods
are conspicuous by their absence. The Ambaji temple, however, does not give any
importance to the Saptamatrikas, who are relegated to a secondery and unimpor-
tant place on the door jambs without any connection with the Ambamata cult
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Thus we are tempted to suggest that there were two forms of Sakti cult, one of
which was the Saptamatrika cult associated with ﬁiva-Chamunda-l{amik:ya group
and the other the Amba or the Universal Mother cult associated with Durga-
Lakshmi-Sarasvati group.

As regards the presence of Siva in the midst of the Saptamatrikas in the
Vadaval group may be suggestive of role the goddesses played in the Andhakasu-
ravadha. As we have already pointed out three such examples are known, At Aihole,
rock-cut panel in Ravalphadi cave amidst the dancing Saptamatrikas Siva is shown
dancing the tdndava and we have here both Ganeéa and Karttikeya represented as
young boys. In the second example at Mandore again the Saptamatrikas, as at
Aihole, are standing but unlike the Aihole ones, they hold children and Siva is
shown dancing rdndava. Karttikeya also appears in the Ashtamatrika panel in the
main cave at Elephanta. All these may be dated to the mid-seventh century A.D.
We have examples of sculptured lintels of Saptamatrikas from structural temples
such as at Kera in Kutch District already referred to. Here among the seated row
of the Divine Mothers, Siva also appears. The similarity between the Kera Siva
and the Siva of Vadaval group lies in the fact that both are Vipddhara and Vrisha-
vahana, which is not the case in the two rock-cut specimens noted above. Besides,
on a comparative basis of the structural architecture of the times in Kutch, the Kera
temple in Kutch may be dated to the tenth century and the similar but slightly
evolved kind of temple at Manjal also in Kutch is slightly later in date to Kera
temple. The Vadaval sculptures would, on the other hand, seem to precede the
Kera temple sculpture, not only on common features, but also on account of the
elements directly drawn from the Chalukya-Rashtrakuta region. The sculptures
should certainly not be later, in any event, than ninth century A.D. They,
as succeeding the Roda temple, could not be earlier than about c. A.D. 800,
and could not be later than Kera temples of about A.D. 900. Thus they are fairly
and squarely to be placed in early mid-ninth century A.D., and this would meet
all the requirements. It would give sufficient time for the Chalukyan and the
Rashtrakuta impulses from Aihole and Ellora and Elephanta to spread northward
into Gujarat, and would also give time for the development of the Western school
of art at Shamlaji, Mahudi, Kotyarka, etc., and later on at Tintoi, Roda, etc.
The Siva-Parvati image from Karvan in Central Gujarat dated by U.P. Shah in
the seventh century as a matter of fact shows later features and, therefore, may be
dated to the end of the seventh century A D, or even later, though the origin of our
Matrika group may be traced in the Karvan sculpture which had acented Chalukyan
influence. In any event it may be confidently stated that the Vadaval sculptures
show a synthesis of the later North Gujarat school and the southern Chalukyan
school, whose interemediary links may perhaps be found at Karvan in South
Gujarat and other places. It is also significant to note that the unusual iconogra-
phic representation of Mahesvari of our group may have something to do with the
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renowned centre of Pasupata cult such as Karvan—the hallowed birth place of
Lakuli$a—a part of Siva himself. ;

Before we may conclude the evaluation of the Saptamatrikas at Vadaval,
attention may be drawn to the Parvati figure. This figure is in samabhanga
pose with the feet firmly planted on the ground. She carries a Sivalinga on a lotus
stalk in the upper hand and the diminutive Ganesa on a stafl with crooked end.
The lower right hand is in varadahasta and the left holds kamapdalu. The drapery
is almost like those of the Saptamatrikas described above. She wears a necklace
and jagamukufa since the figure represents Parvati performing panchdgni tapas 1o
attain Siva as her husband. The four fires are shown at the lower part on the side
pilasters. Two attendants, one male and the other female, with folded hands sit
with their legs flexed. An iguana (godhd), the vehicle of the goddess, is shown on
the padmapitha on which the goddess stands. The eyes of the goddess are downcast
and closed in deep meditation (samddhi). The prabhdvali, shows the navagraha
heads. The figure, iconographically fixed by Vishrudharmottara and other texts,
is Pravati performing the penance prior to her winning Siva as her lord.

We have several examples of Parvati practising penance from Ellora, in Lanke-
svara cave, in the cave adjacent to Kailasa and in one of the Ramesvara panels.
These mostly belong to mid-ninth century A.D. except in the case of the last which
perhaps is as early as the seventh century A.D. and is in a narrative panel. We have
a correspondingly Parvati in figure of preaching penance shown at Roda® These
depict the scene in a rigid from. In the first example, the linga and Ganesa
are shown on the side pilasters and not in her hands and she has no attendants,
but all other features including the navagrahas are there. This may perhaps be
detable to late eighth century A.D.

From the evidences produced above, the unique Saptamatrika group from
Vadaval may be assigned to early ninth century A.D., while the age of Parvati
figure, referred to above should be approximately ¢. A.D. 800. These Saptama-
trikas undoubtedly belong to a glorious but as yet unidentified centre of art. It
was probably from such a centre that architectural and artistic influences travelled
to Kutch.
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HINDU EPIC AND PURANIC TRADITIONS IN SOUTH
EAST ASIA

One of the most distinctive and edifving phenomena of the classical period,
alike in Europe asin Asia, was that very large spheres of cultural influence were
assiduously created, established and fostered, undeterred by the virility of any of
these colonial zones, oriented as these influences seem to have been, towards
sophisticating and tempering the cultural slant of these autochthonous people.
This acculturation, as sociologists might choose to call this, was not an imposition
but a dynamic reception to ideas which were neither sold nor canvassed for.

Fusion of Indian and South East Asian Thought and Culture

In such a context, there is hardly any surprise that the Indian heritage was
imperceptibly blended with the local elan in South East Asia, to enable it to be-
come almost the common pool of ancestral heirloom for all these peoples. Sensitive
and sympathetic art historians have labelled the ambit of this temporal effloresc-
ence as variously the Greater India or the Indian Asia. At the root of such a
transaction lay the already achieved fusion of Indian and South East Asian
thought and culture producing the kaleidoscopic variations patternised out of the
absorption of our Epics, Purdnas, cults and beliefs into their religio-cultural pool.
Sanskrit was, doubtless, a powerful medium of expression for this cultural
well-being; it was in fact a universalised ingredient in the literary, cultural and
artistic cross-fertilisation afoot in that age. The entire South East Asia, came more
effectively under the spell of south Indian kingdoms from a comparatively early
times, and the Gupta and post-Gupta forces working from Bihar and Bengal
in the wake of the peripatetic programmes of Buddhism first and the renascent
Hinduism subsequently, ably participated in this process. South India, by and
large, stood out as the most favoured foster-mother for these South East Asian
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principates. The assimilation was so complete ultimately, that the medieval
manifestations of this process were so thoroughly transformed in the indigenous
content, as to make them a positive though subtle transfusion of the local with
the peripheral. The spirit of oneness so engendered was however moored to last,
and stayed on even after the late medieval advent of Islam into these shores,
or the still later inroads of Western culture.

Indian Mythology in South East Asian Inscriptions

We might record at this stage, some important historical details that would
link India with South East Asia more than anything else. The Kamboja record of
Mahendravarman' mentions the setting up of a linga of Girida on the mountain,
as a symbol of his victory. Again, the Mi-son® record states that one Kaundinya
Planted at Bhavapura, the trident given to him Asvatthama, son of Drona, and
marrying a ndga princess, founded a royal family there. We know that in Pallava
genealogy alone, Aévatthama is mentioned and Skandasishya, according to Velur-
palayam® and Rayakotta* plates, was born to a ndga princess (Phanindra-suté and
Dvijihvangini) through Aévatthama.

The Sambor Prei Kuk pillar® record (A.D. 627) again, mentions Ifanavarman I
as installing a /inga of Kadambe$vara and another® from the same place, refers
to a king as Dakshinapatha-janma. The Tan Kran record” of Jayavarman I (A.D.
657-580). a successor to I§anavarman, records a Kanchipura-nripa.

The Epigraphs are incised in Southern Alphabet

The inscriptions of South East Asia again are, where specified, generally in
Saka era, and not the Vikrama Samvat, as followed in the north. A fragmentary
Tamil record from Takua-pa® in Thailand, registers the digging of a tank to be called
Avani naranam by a chief of Nangur (in Thanjavur District), and placing the tank
jointly under the famous seafaring guild of merchants called the Manigramattar,
the Senamukattir (or a military unit), and another body respectively. The record
is palacographically datable to carly 10th century A D, or earlier, and the title
Avani naranam was generally held by Tellir erinda Nandi of the latter Pallava line.
Chola King Rajendra’s records mention Talai Takkolam (doubless the same as
Takua-pa) in his campaign route, and places it on the way between Malaya and
Kamboja in the direct route. The Sankrit records of the South East Asian countries
follow also the southern form of Pallava script mostly and not the Nagarf 1orm.
Even more revealing is the fact that Nandivarman I1, who ascended the Pallava
throne at Kanchi after the death of Parameévaravarman II (A.D. 728-731), is
found, on a close study of the contemporary inscriptions and reliefs at Vaikuntha-
prumal temple at Kanchipuram, to have arrived from the Indo-Chinese territory,
from a collateral overseas Pallava Branch. Evidence also exists for the closely link-
ed kinship between the royal family of Champa and the Western Gangas of
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even given the appellation buda. It should be noted, however, the Saiva religion
(in which Siva—as indeed Vishnu and Brahma—was regarded as one of the mani-
festations or Surya) ultimately scored over any lingering Buddhist vestige. The full
compliment of Hindu wsages though not of all the Hindu gods is seen in the
archipelago, as for instance, the Tirta Mpul of Bali which is a sacred spring,
ordered at the behest of king Chandrabhaya Simhavarmadeva in A.D. 962. It is
the successor of this king that married his son to one of the daughters of a Java-
nese king, called Mahendradatta (and Gunapriya Dharmapatn, after marriage)—
the couple giving birth to the famous Erlangga who united Bali and Java under
one royal banner, about whom we shall have to say more later.

Adaptation of the two Epics

It should be stated that the Epics had especially been absorbed and imbibed by
the Annamites and the Javanese. The versions that had been adapted and redacted
from the various sources make interesting reading, and not only show the sense of
belonging generally evinced in the heritage, but also follow the pattern guided by
the local myths and predilections. The Annamite version of Rama legend®® is, for
instance, entitled ‘the king of demons” and there Rama and Sita received fanciful
names, although Dasaratha and Ravana were exactly synonymous to their Sanskrit
names and are called the ten-chariots and ten-headed. The last redaction of the
Rama legend in Champa from Annamite sources is as late as the 18th century A.D.
It is interesting to compare here the fact that in the Tibetan wversion of the Rama
legend also, we fail to connect any corresponding derivative source of the Ramayana
in India, but the version generally appears to have followed the narration of the
Rama story in the Vanaparvan of Mahdbharata.

The Epics and Purana recited in Temples

Epigraphical sources inform us, that the Epics were caused to be read
also in temples, as is usually the case in south Indian temples. A Kambaoja
record'® (¢. A.D. 600), shows that Sri-Somagarma, apparently a Brahmin, presented
Ramayana, the Puranas and a complete Bhdrata to a temple, and made aArrange-
ments for their recitation. Even more striking is the information gleaned from an
inscription ftom Tra-kien in Champa,'” by which Prakasadharma (A .D. 653-79)
dedicated an image and temple to Valmiki himself.

The Indonesian Version of the Ramayana

In so far as the Indonesian situation is concerned, it had been the view of
some scholars like Stutterheim’® that the local Ramayana version was based
rather on the Indian versions; written and traditional—and perhaps more primitive
—and not so much on Valmiki. The Ramayana reliefs from Prambanan (West Java)
were the most celebrated and ancient (9th century A D.) and though clearly
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Indian in character, are not based on Valmiki's work. On the other hand,
strangely, the later Panataran (Fast Java) scenes of the 14th century A D, in
Indo-Javanese style are more coherent in following Valmiki.

The Legend of Ekasringa Pingala

A valuable insight into the remarkably early context of the assimilation of the
Ramayana, even including the controversial Urtara kdnda, is gained by the unique
though undated record,' again of the king Prakasadharma, which refers to the
cult of Ekasringa Pingala—about how Kubera got one eye burnt yellow owing to
the impertinence of his having gazed at Parvati, soon after he had brought both
before him by hard penance. The legend is narrated in Uttrakdnda 13, 21-31 of
Ramayana and, curiously, even the phraseology of the versified account as found
in the Champa record of Prakasadharma is quite close to the above source. In the
Musée Khmer at Phnom Penh,*® there are to be found ten groups of delightful
and ancient paintings of Ramayana episodes, got from Kamboja version of
Balukanda, including Janaka's discovery of Sita, Rama breaking the bow,
Parasurama’s encounter with Rama after the latter’s marriage, etc. Again at
Ben Mula " sculptured scenes exist of the Yuddhakanda, depicting the fighting of
Ravana. after Prahasta the commander had been killed by Nila (sarga 54), and
the restoration of dead monkeys to life by the help of Indra (sarga 120). Again,
at the famous edifice of Angkor Vat** (10th and 12th century A.D.) bas-relief
portray the fight between Vali and Sugriva, the death of Nali, and the consequent
expression of grief by the womenfolk, the meeting of Vibhishana and Rama the
fire-ordeal of Sita after the war was over, etc.

Of the other Indian legends, Angkor Vat again depicts the Kaildsa-tolana by
Ravana—a favourite theme of Indian sculptors and immortalised at the Kailasa
cave, Ellora. Of some local stylistic interest in this context, is the depiction of
Ravana's heads arranged like a Pyramid, and manner of display his full score
number of arms. It is unique in form.

Depiction of the Hindu Trinty

The Puranic content of the South East Asian countries closely reflects the
Indian tradition, especially in the formative stages, absorbing the most salient
elements of Hindu iconography. Concepts like Trinity, Harihara, Anantasayi,
Garuda-vahana Vishnu are the most distinctive products of the genius of hieratic
Hindu art. Especially the images which are consecrated in worship, as different
from those which beautify the temple exterior in formal carvings and the like,
would be the real test of the degree of permeation that had been effected of the
Hindu Puranic themes, The Trinity temple at Prambanan in Java, is a case in
point. The polarisation of the Trinity takes place in India by at least the 10th
century A D.. and it is pleasing to note that the integrity of this concept at Pram-
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banan had dovemiled with a southern Indian architectural format also. Even
more deeply embedded in the local matrix was the Harihara or Sankaranarayana
(as mentioned in the record of Glai Lemo* in Indo-China in the valley of
Phanrang—Panduranga?—dated to A.D. 801 of the time of Indravarman) concept,
as reflected in a pretty large number of icons of this type variously from Simping,
Phnom Penh, Hanoi, etc. An interesting innovation seen in so me of these examples
is the reversal of position of Hari and Hara. In Indian examples Hari is invariably
on the left part of the body. This aspect is seemingly based upon the Mohini form
that Vishnu took as a sequel to Samudra manthana and whose bewitching charm
led to Siva begetting a child out of her, called Hariharaputra or Sasta. In some of
the Javanese examples, Hari is on the right. These examples, further, do not make
studies in bold artistic embellishment, but rather in a subtle amalgamation of the
gods, a few details of apparel and facial moulding alone, by and large, eking out
the dichotomy. This is, of course, a pre-medieval and early medieval trend,
mostly, but one that would, nevertheless, differentiate the art-outlook of the
countries concerned, the Indo-Chinese area show in a plain and subtly moulded
body features and dress. The Javanese figures are, on the other hand, generally
informed by richness of drapery and ornamentation, and close to the Chalukyan
in this respect than even the Pallava. The Singasari Durga and Ganesa from Bara
are good instances of this. The luxuriant surface decoration of these two fipures
generally recalls to our mind the latter day Hoyasala crafts even, but they are
certainly of a much earlier period in Java. The stance of the two deities, again, is
less indebted to the Pallavas and more to the Chalukyas and Gangas. Here agam,
they have introduced many artistic innovations, as for instance, the child or gana
attendant of Durga (taken by some as the human form of Mahisha demon) in the
Singasari specimen, which is not usually known from any Indian examples, and
the integration or combination of Ganesa with Bhairava on the same sculpture on
its two faces, front and rear. Bhairava-Gane$a is a combination which, like
Gajantaka—Andhakari is not unknown in India, and is seen in the Deccan and in
the Kalinga coast, but the variation of the idiom consists in the carving of it
separately on the two opposed faces, instead of on the same face.

The Rama reliefs from Prambanan, Java, form a substantial expression of the
artistic calibre of early Javanese art, as well as its indebtedness to the Indian Epic.
The inception of the story has been fittingly made with the invocation of the Lord
of Vaikuntha by Brahma and the devas for being born as an incarpation in the
world and exterminating the evil spread by Ravana and other similar rakshasas.
This panel js indeed a Vaikunthanatha panel, since the God here is not truly
reclining, but is more in the seated posture of Viralalita. By his side to the proper
left is shown Garuda. The importance of showing Garuda—which is indeed the
national symbol of Java—is to be noted elsewhere also in the Erlangga figure of
Belaha. The God in the Vaikunthanatha panel at Prambanan is intently hearing
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the petitions presented by Brahma, and by his lower left "hand, giving the
abhayadana also, while the sage’s party are in rapt attention following the dialogue.
The oceanic setting of the scene received capable treatment at the hands of the
similar craftsmen of Java. The figures to Vishnu's proper left with the sage-like
person were considered by Dr Groneman as representing Dasaratha and his
queens, praying to Vishnu, But the presence of four male figures with kirifa
mukufa and a sage-like main leader with jadbhdra seems to show that this is not
correct. Even Havell*! did not consider the four accompanying figures as female
and observed that they could be Rama and his brothers along with Vasishtha or
Visvamitra, praying to God. Since they are males, the greater probability is that
they could be Brahma and the Dikpalas four in number, namely, Kubera, Varuna,
Indra and Yama. This would seem to be the most satisfactory answer,

Of a class different both in form and in content, belonging as it does to the
Indo-Chinese region, is the Hayagriva figure from Cambodia. The utterly naturali-
stic and vigorous presentation of the horse-God form assumed by Vishnu when
he retrieved the Vedas from the nether waters, is a very appropriate theme for the
overland colonials to imbibe and adapt. The representation of Hayagriva with a
completely equine head also reveals a traditional kinship of these crafts men with
their early Indian counterparts who had also revealed in the presentation of
Varaha, Narasimha and Hayagriva forms of Vishnu in a similar way. Hayagriva
being the special presiding deity of wisdom and knowledge in the south Indian
Vaishnava iconography and Agamas, this confirms the thesis that it is primarily the
southern tradition that had found a harmonious heaven in these Far Eastern shores.
The Hayagriva figures, however, in the Indian parallels, are never made to stand,
but are only seated. The Cambodian and Laotian examples, including one in the
Musée Guimet, Paris, are all of the standing and two-armed type, and show
perhaps an early absorption of the cult and a local translation thereof

Personification of the Temple as God

Two outstanding examples of Indian themes seen in the Far East should now
be recounted before closing this brief treatment on the South East Asian Hindu
tradition. These two are respectively, the spell:binding churning the ocean tableau
in magnificent proportions, on the southern avenue of the Bayon, Angkor Thom
temples, and the Vishnu on Garuda figure from Belaha in Java (dated to A.D. 9291)
The former is verily a clever integration of architecture and sculpture and alike in
vigour and proportions, as in the highly suggestive local ethnic format, the figure
is unparalleled. In the first case, the temple itself is rendered as the cosmic
form of the Buddhist deity—as it is said to be Jayavarman, the god king's
scpulchral temple following the Devaraja cult—gigantic faces of this Bodhisattva
Lokesvara Samantamukha composed on the four veneer faces of the fikhara
towers. Though it strongly recalls the ponderous but emotiona! figures carved at
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Elephanta caves, near Bombay (including the Mahesa panel often called the
Trimurti), the Cambodian example apotheosises the temple as God even more
effectively than had been attempted anywhere in India, and is in fact a sure
testimony to the fact that the Agama traditions had already received wide and
willing acceptance in these regions and even for Buddhist and sepulchral contexts.
The textual personification of the temple as God, here the god-king, had, in effect,
received sculptural fulfilment in these remarkable temples. The temples, as also the
Chandi temples of Java, have their parallels in the Pallippadai temples in honour of
dead kings as founded under the Cholas at many places like Melpadi, Tiruppuram-
bivam, Tondaimandu, etc. That kings are considered in India as temporal manifes-
tation of Vishnu is an old Manu dharma concept. Incidentally, it discloses the deep
involvement of the artists in the work, as it is indeed a prodigious task to carve in
situ—as it would seem to have been the case here—the whole elevational profile
of the temple towers into mammoth divine busts, maintaining harmonious propor-
tions, modulations and symmetry.

The Belaha examples®® of Garuda-vahana Vishnu had been freely interpreted
as representing the embodiment of king as God and the figure of prince Erlangga
who had consolidated the new kingdom in Java and Bali together in the 10th
century A.D. This application of a facet of the Devaraja cult of South East Asia,
seemingly made in this issue, is prima facie valid. But it cannot be denied that
truly symbolic, and as it turns out in the medieval times, specifically sepulchral
traits of the sculptures like hands in anfali, calm face, etc, which should represent
royal ancestor worship, would be lacking in this Belaha figure. There is no doubt
that the treatment is that of Garuda bearing Vishnu, both of whom have, following
the stylised depiction of the body and face, a somewhat unconventional appearance.
The representation of Garuda especially, with human face of only bird-beak is
also drawn from the south Indian tradition where, at least by the 14th century
A.D. it had become a common event in temples of Vishnu to have Garuda in the
posture of a bearer, kept as a mobile unit, for use during festivals. The earlier
tradition of Vishnu riding the Garuda is only in the Gajendra-varada type, and
not found in any other myth, and thus it would be feasible to argue that the
Belaha figure is also an extension of the trait of readiness to come to succour that
characterises Vishnu and which, in turn, could have been ascribed to kings also
who are noble and gracious.
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terminal consonant of the Sanskrit word by ‘ai’ matra where ‘a’ mdtra was in origi-
nal word, or ending in an @nusvdra was commeon, in Telugu, it was also similar and
with an u; in Kannada and Malayalam has short ¢ or short a ending variously
in place of ‘closed’ words. The compound words in Sanskrit, where used, were
maintained in that very form, except for terminal changes. All the three languages
again had accepted this introduction of Sanskrit vocabulary not as a mere high-
brow usage or as a compulsory ornamentation, but as an essential development
in the language itself, for clear and precise expression of the sentiment desired to
be expressed in particularised contexts, as for canon usage.

It is to be noted here that the earliest usage in inscriptional contexts was to
employ Prakrits as they were found understood by the local people, and there
was no attempt to purify it in any academic jargon or style. This usuage was thus
brief, business-like and to some extent brusque. This held good whether in the
north or in the south, as in Aokan edicts, and in the south, under all the Dravidian
languages also. It is interesting to note here that certain difficulties had been con-
fronted with, in the evolution of a canon or a spiritual vehicle of exposition of the
thoughts and utterances of original saints and leaders of the moral and religious
order. When the Buddha was giving exposition to his enlightened declarations on
human well-being, the disciples of his were hard put in carrying it to the masses
in different parts of the country where they were operating. The question was,
mainly to convey to the people exactly what the Buddha preached, without para-
phrasing or meodifying its form and content.

Here, one cannot do better than summarise, as far as necessary in his own
words, the excellant outlines of the situation by Edgerton in his Buddhist Hybrid
Sanskrit Grammar and Dictionary. He gives the examples of the original references
in Cullavagga (5.33, Vin. ii. 139) where two ascetics complain that the ‘people were
corrupting Buddha's words by repeating them in their dialects. Let us put them
into Vedic'. Buddha is said to have rebuked them and authorised them to learn
the Buddhist words each in his own dialects. He is said to have even felt that to
commit it to Vedic is sin. In the periods that followed the time of the Buddha,
the Buddhist canon and thought were expressed in three different forms : firstly, the
standard Sanskrit, as in Aévaghosha’s works of the 2nd century A.D., secondly,
Middle Indic, as is the case with Pali which is the sacred language of Southern
Buddhism ; and thirdly, dialects of the Prakrit Dhammapada which is approxi-
mately of a north-western Middle Indic. No original canon dialect is preserved
for us.

The Chinese rendering of the now ‘lost” Vimaya matrika also supports this
tradition of the Buddha, as quoted earlier Buddha's emphasis was that in the
religion, fine language is not recognised. All he wanted was that the meaning and
reasoning is correct. The monks were to preach according to a pronounciation
which people can understand. Therefore, it is proper to behave according to the
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dilferent countries, in the use of the language’.

When the canon was being brought from outside by missionaries into peri-
pheral regions or widely separated zones, some dialect mixture was inevitable.
This resulted in an increasing modification of the text in the dialect or standard
Sanskrit, while still retaining evidence of its middle Indic origin. Sanskritisation
was in phonology and morphology. In vocabulary, the prose was just as Middle
Indic, as that of the verses. Even if its grammar was virtually Sanskrit or entirely
so, its vocabulary decided the relationship of the Buddhist hybridised Sanskrit to
the underlying Prakrit. While it had some common Pali features, its morphology
as a whole was definitely unlike Pali in many respects. It had a few special
features common with apabhramsa.

The most striking peculiarity of this Buddhist Hybridised Sanskrit language
was that it was increasingly modified in the direction of Standard Sanskrit. This
was not mere loaning of words and forms. Quite early, the north Indian
Buddhists abandoned the original principle of using only the genuine vernaculars
and partially yielded to the prestige of the classical and learned language of the
brahmin neighbours. This existed for centuries as a ‘religious language’, and scems
to have become the prevalent language used by north Indian Buddhists generally
for religious purposes. Nearly all such works were composed of a mixture of prose
and verse. The earliest, as in Mahdvastu, has a relatively slight and somewhat
imperfect Sanskritisation.

In many other works of the hybridisation, as in the Middle Indic Pali canon
the verses are presented in a relatively Middle Indic form linguistically, similar to
Mahavastu, but the prose is far more Sanskritic in appearance, to such an extent
that superficially, in its phonology and morphology, it looked almost like standard
Sanskrit. However, even the prose showed its middle Indic base : (1) by showing
more Sanskritic forms; and (2) by its vocabulary being just as Middle Indic as that
of the verses. That is, it contained a large number of words which never occurred
or do not occur with the same meaning, in Sanskrit. They were words of Buddhist
(i.e. Middle Indic) traditions, even though they may appear to be in Sanskrit grab.
They included many technical terms of Buddhist religion, but the great majority
were non-religious terms—words applicable in secular language. They stamp the
language of the works containing them as based upon another dialect than
Sanskrit.

The inscriptional Prakrits also did not refine the usage for formal occasions
in any way, but employed them with all their regional and local divergencies. This
continued during the Satavahana period in the South and almost in the subsequent
successors of the Satavahana in Lower Deccan such as the Ikshvakus, the Salankayan-
as. etc. But there had been the usage of Sanskrit also, side by side in society and the
influence gets strengthened in due course to result in an almost compartmentalised
simultaneous usage of Sanskrit and the Prakrits in the inscriptions, for archival and
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popular purposes respectively. The vogue is followed, especially in early Tamil
records like copper plate charters, etc., where it is very common to have a Tamil
portion and a Sanskrit portion, of the same gist, separately engraved. This usage
continued as far as the 10th century A.D., even in some carly Chola or Pandya
charters. But,beyond this period, it takes a new turn and Sanskritic standardisation
is thereafter restricted mainly to religious or canon usage and is not found in
inscriptions generally.

The literary vogue for prose composition in Tamil language, was similarly for
committing in the Tamil language itself the Sanskrit Epics, etc., rather than
hybridising them in their original morphological usage. In Telugu as well as
Kannada, the process of creation of Epic versions in their own languages was the
stage for the full assimilation of the Sanskrit words and usages in appropriate con-
texts, and the result was that not only the vocabulary was enriched but also the
morphology and phonology of the loaned Sanskrit words underwent a modification
to suit the local Prakrit or non-Sanskritic forms. In Malayalam, owing to its
common pool of tradition with Tamil, the trend of hybridisation of the Sanskrit
form into the martix of the local special form took place, somewhat later, around
the 14th and 15th century A.D., by which time alone the true and full usage
of pure Malayalam syntax, morphology, and phonology had hardened At the
same time, the arrival of Puranic traditions into the South and the need for
committing the various myths and legends in local dialects alrcady by the 7th-8th
century A.D., resulted in a gap between the currency of the Puranic traditions, in
popular usage oral or written, and their commitral in standardised Sanskrit, in due
course. That is why we find that the actual written versions of the Puranas in the
South are comparatively later mostly between the 8th-13th centuries A.D. It was
no doubt helped by the ascendency of Brahmanic Hinduism in the lower south
India ousting Buddhism and Jainism which Eenerally promoted Prakrits and
shunned hybridisation by Sanskritisation. The position thus was different from
what happened in the Deccan or in the north.

The medieval period from the 13th century A.D., again, brought a challenge
for preserving Hindu and largely Sanskritised traditions, from the onslaughts of
alien and iconoclastic religions, and thus the language of the first two (if not the
first three) caste-groups in society, reflected a greater hardening of the standardised
hybrid Sanskrit usage in Tamil written compositions, especially in religious con-
texts. This was also the period of diversification of the philosophic status of the
sects, in their vernaculars where, however, Sanskrit technical words as assimilated
into the martix had already become fully consolidated. The Vishitadvaita, Saiva
Siddhinta, Dvaita and Smarta traditions between the 10th and the 15th centuries
A.D., thus show a very insistant and rich hybridised usage of Sanskrit in such a way
that the words had become owned by the vernaculars and were not just loan words,
What has been analysed by Edgerton for the Buddhist Hybridised Sanskrit, thus
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becomes a common rationale, equally valid for certain traditions in the Dravidian
languages also, especially Tamil (owing to its much richer vernacular or Prakrit
grammatical structure already existing), and thus what the present day scholars
mean by manipravdla is not a separate style or vogue, with its peculiarities outside
the structure and grammer of the language, but a mere hybridised dialect of the
language to suit certain spoken and written usages already recognised by social
EToups.

Regarding Malayalam especially, there had been a position held by scholars
that Malayalam had been influenced by Sanskrit to a degree greater than Tamil
had been. In view of the fact that almost till the end of the 10th century AD.,
there had not emerged any linguistically independent Malayalam, it should be
noted that the influence of Sanskrit on Malayalam should have become very
prominant only from about this time. Early Sanskrit pioneers from Kerala like
Prabhakara Misra of the dissident Mimamsa school (opposed to the Bhajta school)
should have found the sitvation in Kerala sufficiently congenial for study and
specialisation in Sanskrit. But Tamil admixture in written Malayalam has been
persistent almost upto the 14th century A.D., especially in south and central Kerala,
A device by which Malayalam not only tried to accelerate its individuality but also
shake off its utter vocabularial indebtedness to Tamil, was introduced in what the
Malayalam scholars call the Manipravdlam style, in their literature. This is said to
have been largely confined between the 12th-14th centuries A.D.. and, by the time
it ended, the earliest Malayalam grammar, mainly Lildtilakam. had been written
in the style of a Sanskritic grammatical treatise. This, seemingly, was responsible
to some extent for the so-called mapipravdla style of Malayalam becoming defunct
asit had been a hot-house plant essentially. The themes of this Malayalam
‘manipravala’ style had been mostly of the fringdra-rasa. The important morpholo-
gical features of this style was that the rules of Malayalam language and grammer
were not followed in the absorption of the Sanskrit words, but these Sanskrit words
have their forms, whether in noun, pronoun or verbs, fully retained. This means
that the manipravdla style of Malayalam was mainly a transitory stage, when it was
still functioning under Tamil grammer but Sanskrit vocabularial preference and it
was no wonder that such an artificial structure could not last long. But what came
to be called as mapipravdlam in Tamil Nadu and were primarily employed in a
religious context and was not intended to be merely an urge to be influenced by
Sanskrit, and which was fully and functionally operating under the Tamil grammer
(which had already around the 5th century A.D., or so been codified in Tolkappiyam)
was of a different milieu, and it is comparable to a great extent to the situation
under which the Buddhist hybrid Sanskrit emanated from the canonical usages in
the regional vernaculars or the Prakrits. We should do well to note that Vedanta
Desika had been one of the earliest exponents of this so-called ‘manipravala’ style,
as come down to us which was indeed a hybrid Sanskrit in Tamil syntax that was
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consciously adopted and refined for specific audiences in Tamil Sri Vaishnava
circles, perhaps already prior to the time of Vedanta Desika. A brief historical
account of the development of the spiritual and religious literature in Tamil
Vaishnavism would not be out of place here. The early Alvdr saints, ten in number
(later increased to thirteen after the 13th century A D.) had given out their hymanls
in local and strongly indigenous Tamil without any visible Sanskrit vocabularial
admixture. This period should be approximately placed betweed the 6th and the
9th centuries A D. Immediately succeeding these A /var saints rose the dchdryas like
Madamuni, Yamuna (also called Alavandar), etc., who had delved deep into the
great ocean of spiritual wealth left by the Alvirs, especially Nammalvar (or Sata-
gopa of Kurugur) and had considered these as Dravida-Veda-Sdra and having
equal status with original Mantra literature. Ramanuja who followed them and
imbibed fully the Sanskritic and Dravidic tranitions of these, as well as the highly
rarified dialectal propositions and conclusions made by Sankara Bhagavat-pada in
his Advaita school of thought, had largely been influenced by the core of the
teachings of the Alvdrs and Acharyas for establishing the Vishishtadvaita.
Apparently, scoffers were not wanting, among orthodox Vaishavites who assailed
the competence of the, Divya prabandha of Alvirs, especially Tiruvaimoli of Nam-
malavar, to be considered on a par with the sacred Vedic lore. This criticism was
continuing during the time of Vedanta Defika himself in the 12th-13th centuries
A.D., and should have become more hardened in the subsequent centuries. Deéika
squarely believed that the A/vdrs numbering ten, then, had almost been an abhinava
dafdvatdra (re-incarnation of the ten avatdras) of Vishnu and declared in his
Rahasya-traya-sira while dealing with Guru Parampara (or preceptorial hierarchy),
that in the same way that the clouds draw up thc saline sea-water and re-offer
them in the form of life-sustaining potable water, these ten Alvdrs had offered the
quintessence of the Veda texts in a language understandable to all the people
and had also ordained themselves to be born in the Tamil country, which had been
blessed by Agastya, so that the path of right shown by them may not be reviled by
overt and covert heretics. He reinforces, thus the reference in Bhdgavara (11.5.38-
39), wherein it is stated that in the Kali Age, great souls who consider the attain-
ment of the feet of Narayana as the ultimate goal would be born here and there,
but in good number in Tamil Nadu, on the banks of Tamraparni, Kritamild
(Vaigai), Payasvini (Palar), Kaveri, and the Periyar river (in Kerala). The significance
of this utterance is its referencc indirectly to the ten Alvdrs who had been born in
these very riparian tracts, thereby making this part of the Bhdgavata text atleast
later to the age of Alvdrs.

When Vedanta Desika himself composed his Rahasya traya-sdra in the style
which is loosely called now manipravdla, but which is ineed hybrid-Sanskrit in
Tamil syntax and a purely religious and philosophical vehicle as understood by
his disciples and followers, we see that this mixed or hybridised style, though diffi-
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cult for common people to follow, was however, not entirely a refined high-brow
dialect but only a deliberate attempt at the familiarisation the philosophic and
other expositional sources to the audience who were to learn it by heart and get it
explained by their Gurus. It was not involving any need to study Sanskrit language,
more especially since it was committed in the Grantha script that was fully and
easily read by one and all, men and women. and committed to memory. It, there-
fore, was in its own way, a short-cut to the assimilation of the sacred Vaishnava
lore, in the same way as the Alvar saints, hymnals in simple Tamil verses
themselves were intended to be accessible to all the common people.

That the Tamil lore of the Alvdrs was assailed by some (as indirectly indicated
by Vedanata Desika in the passage quoted earlier) was referred to already, ina
much earlier period (c. 11th-12th cent. A.D.), by the commentators on the
Tiruvdimoli hymns of Nammalvar, such as Nanjiyar, Nampillai Periavachchhan
Pillai, etc., wherein an apparent quotation about the heretical opinion, even
among Vaidikas, occurs. This quotation implies that “as Nammalvar’s hymnls are
in reproachable or non-sacred language, and these verses are being learnt by even
ladies and sidras and as he himself was born in the fourth class who have no
entitlement to knowledge, and as they are in a dialect or spoken tongue and style,
and as it deals often with sringdra mode of bhakti which is violation of sruti and
smriti tradition; they should not be true pramdnas (authentic sacred lore)". The
reply to this stand is also furnished in these commentaries, namely, that the
language taboo at best operates only for contexts, other than divine; and the
Alvar was overwhelmed with compassion for the lowly and weak, like the sidras
and women, and did not want them to miss the essence of Vedas, simply because
the sacred language was beyond their claim to learn : and since the manner of
expression of the hymnal was so mellifluous and appealing to even the meanest
understanding that even those who are well versed in Sanskrit envy their impact
upon the people, and since their substance is not dealing with sringdra of the baser
kind but god-oriented bhakti as enumerated in the Upanishads they are wholly
acceptable as much as the Vedas'.

These commentaries which thus extol the Aivar hymnals especially
Nammalvar's Tiruvdimoli, are themselves composed mainly in this hybrid-Sanskrit
composition with Tamil structure and, here again the attempt is not stilted. but
one that was well-recieved and understood by the audiences for which they were
intended, and certainly were also open to be fully interpreted and explained by
preceptors to their disciples.

These two situations of this so-called manipravaia composition differ from the
Kerala manipravila style of the 12th-14th centuries A.D., in that the former do
not have the Sanskrit words, roots and pronouns being retained as they are, but
getting duly changed in the endings to merge with the Tamil syntax and gram-
matical usage. They are again different from the later in their sim not being the
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adoption or encouragement or assimilation of Sanskrit vocabularial strength, but
rather an unconscious conversion into apabhramsa of the known sanskrit words,
in order that the regional philosophic and religious treasures which are out of
reach for the lay-devotees could be converted into an understandable hand book
of spiritual guidance, and could be resorted to without strain by all devotees.

As such it would be seen that these Tamil composition : (1) are not a
manipravala style, but rather Tamil canonical hybrid-Sanskrit forms for easy
communicability to the audience to lay and tke learned; (2) were not sectarian
adoption of Sanskrit jargon for exclusiveness or separatism, but natural evolu-
tionary development of the dialect, by the constant articulation of its wutility; and
(3) their purer or indigenous Tamil precursors of the hymnals had the same
objective as early Budhist canonical teachers, and disciples of the Buddha had,
in transmitting Buddha's teachings to the laiety. They resulted, as in the Buddhist
hybrid Sanskrit—so brilliantly analysed by Edgerton—in a hybrid religious Sanskrit
in Tamil language for Sri Vaishnava devotees, lay as well as the learned, of the
southern (Tengalai) as well as the northern ( Vadagalai) tradition and, to that extent
was a vehicle, more of consolidation of the spiritual tenets of the regional
Vaishnatite milien, than any artificial and exclusive device,
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PADUKA SAHASRA — THE CROWN JEWEL OF
VISHNU DHARMA®

Paduka Sahasra, considered by any standards—be they academic, religious,
literary or ethno-cultural—is a magmm opus of the age and of the author, Sri
Venkatanatha—the Vedanta Desika of Vaishnavaite south India. It would be difficult
to conceive of either a more challenging task or a more comprehensive and
encyclopaedic treatment of the theme. Traditional accounts of its genesis apart,
one would have a firm feeling that it was Desika’s deep and fundamental commit-
ment to the glory of the Lord’s Paduka that had crystallised in this magnificent
poetic achievement. Its chief merit, besides, notwithstanding what has been said
above, lies in the fact that the literary, technical, epic and spiritual lore, so lavishly
and so coruscatingly displayed in the verily gem-set Narha-pidukd organised
in a manner that might have shamed the lapidiar or the expert gem diviner, could
be equally alluring to a conventional Vaishnava devotee or to a Salridaya who is
seeking a synthesis of culture and religion, or to an art historian who is investi-
gating the technical temper and the artistic ken of the century which Sri Desika
adorned by his physical presence. It would be true to say of this work that there
is nothing ephemeral about it, there is nothing exclusively sectarian in it and that
there is enough to explore and derive utmost satisfaction in the decidedly expansive
canvas of literary and artistic statements and understatements that stud it, chapter
after chapter.

Appropriately beginning the first verse in anuslifup metre—hallowed by the
Adikavi Valmiki as well as by the chchhanda of the 1000 petalled Pdrijata called
the Vishnu Sahasranama of Vedavyasa—and concluding with drya metre, fittingly
with the composition which is the glorification of Paduka devi—the work, in its
thirty-two paddhatis is a veritable udydna or garden of the choicest oriental
blossoms. It would be quite unavailing. short of embarking upon a virtual com-
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mentary, verse by verse, of the work—which indeed many worthies in the traditional
and literary spheres have already undertaken to their own eternal merit and to our
unfailing satisfaction—to extol the details of the composition. But it would still be
appropriate to record some of the more unusual and unrivalled perfections of the
piece. Conceptual elegance of the versification is one such, wherein each idea is
made to lead logically to the next. It more than vouches for the perfectly patterned
image of the entire work that should have virtually imprinted itself on the mental
screen of Sri Desika before he set out to roll out the verses in well ordered
felicity. 1t bespeaks the academically methodical outlook of the scholar-saint
and how his own encyclopaedic control on data is not allowed to oppress
or overpower the devotec-reader but to enable him to adjust himself to the slowly
and purposefully unfolding spectacle of the infinitely satisfying details of the Natha
Paduka, both as an object of adoration and as an ideal of spiritual concentration.
One is neither hurried nor hustled but one has to hasten. as it were, slowly to
match the thousand and more felicities of the Paduka with the severely limited and
challengingly fleeting nature of the time factor against which, as the well-founded
tradition would aver, Sri Desika was racing on that memorable evening.

A second sound feature is the unity of the theme. There is no pardonable or
unpardonable diffuseness or irrelevance in the versified panorama, no flippancy,
no lackadaisical lip service to convention, no tiring repetitions of concepts or
concretisations. Indeed, considering the giant sized task that was apparently not
lightly undertaken in a composition like this, much more so by the ardent and
conscientious votary alike of the muses and of the honeyed feet of Lord such as
Desika was, it is certainly nothing short of a magical spell that the compact unity
of the theme casts on us and we are made to imbibe the graces of the Pddukd—as
an object, as a credo, as a visualisation of a personality of impeccable femininity; as
a mascot of spiritual glorification and literary artifice; as a material receiving the
choicest ornamentation and gem-set composition; as the witness to the numberless
devotees, divine, royal, mystic, romantic and sophisticated, who had laid their own
modest head at the sandaled feet of the Lord craving benediction; and as the
eternal security for the unnumbered events of model rectitude with which the
Padukd had been connected, of a Bharata, of a Bali Vairochana, or a Brahma. In
fine, the paddhatis or chapterisations themselves reveal the inspired artist and
craftsman that Desika was, who could fit facts into a finite form, charming in
presentation and moving in import.

A third aspect of the work is a special competence which Desika displays in
having picturised the Pdduka as a female and having been, therefore, called upon
legitimately to delineate the natural urges of the Paduka devi towards her liege,
lord and king namely Ranganatha, and how she, as a nadyika rises to the most
sublime heights not only in a purely temporal sense, but also as a prototype of
the ideal Hindu woman towards her husband. It would be difficult to pick on
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Desika's unerring analysis of the mental make up of a mugdha and pra-
galbha ndyika towards her all-knowing lord—a penchant which he disclosed with
equal facility in some of his other compositions like the Hamsasandesa and
Dramiopanishadsdra and others.

As we had occasion to state elsewhere this only stands testimony, not merely
to the well graded competence of Sri Desika in the purely rhetorical and alankara
media, but also to the more wholesome fact that his grihasthdsrama, notwithstand-
ing the seeming anonymity and simplcity that masked it from a material point
of view. should have been entirely satisfying, mature reciprocally with his spouse
and should not have missed most of the romantic or native nuances that a well
bonded conjugal felicity should, according to classical poets, have afforded during
the impressionable and emotional years of one’s life. This is not to make Sri
Desika mundane, by any means, but to cke out the perfect satiety and wholesome
stride implicit in his delineations connected with Paduka devi which are singu-
larly without either a literary faux pas or emotional distortion. Romantic poetry
did not sit well in medieval times, when the entire psyche of man was ridden with
casuistry, hypocrisy and cant of which none was more aware than Desika, so much
that he had to cry out ‘Nirasita ripusambhave kvachana Ranga-mukhye Vibho.
Paraspara hitaishindm parisareshu mam vesaya. Hence, when he dealt with sweet
and requited love, he was able to bring the required degree of balance, poise,
elegance and appropriateness, mainly due to the undistorted and even-paced tenor
of his own mundane life.

A high point of the composition is bestowing a double role for God, both as
Ranganatha and Rama—and the most clever siifraditara that he was, Desika
brings out this double role with a theatrical perfection and with the supreme omn-
iscience and omnipotence of God unimpaired in the process of this contrivance.
He has himself stated in v. 119 of Samarpana paddhati that Ranganatha himself
took the role of Rama® While from the opening gambit itself, it was obvious that
Bharata’s adoration of the Ramapdduki was to be the soul of the composition and
in several paddhatis like the Prabhdva, Pratiprasthana and Abhisekha paddhatis, he
is keeping the narrative unfaililingly close to Ramayana. He has no difficulty in
showing that original inspiration for the same was in Sri Rangam where the great
lord is reclining in regal splendour, presiding over the Ranmgasthala or the arena
and holding audience to celestials, mortals and all. Making several overtures to
show that Rama had indeed deliberately allowed the Pdduka to be left behind
with Bharata and comparing the plight of Paduka devi who had always been the
closest to the Narhapida and to the events that crowd around it, in having to be
separted for 14 years from Rama, with that of Sita who after all was only separated
for about ten months, he alienates the Rama Pddukd and glides into its identity
with Ranganatha Pddukd. The dexterity displayed by Sri Desika in making the
Padukd the common property of Rama and Ranganatha and introducing a make-
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believe difference between Sita, who was Bhudevi amsa, with Paduka devi—who
he himself otherwise shows with unimpeachable Vedic and other evidence as none
else but an amsa of Bhudevi (Padbhydm bhiimih— Purushasiikta) leaves us in no
doubt that Sri Desika is a veritable magician in swapping thoughts, concepts, artifi-
ces, etc., in his poetic compositions.

A remarkable strategem is also played by Sri Desika in comparing the status
of three savants who are wedded to the feet of the Lord namely Garuda, Hanuman
and Paduka devi herself. The first two are known to traditional Vaishnava bhaktas
as Peria and Siria Tiruvadi and making a virtual pun on the word Tiruvadi, he
is alluding Paduka devi as even closer to the feet than these two great adherants
of the Lord,

The non-Vaishnava symbolism of the Paduka in several places brings out the
healer and harmoniser that Desika was and never a begotted sectarian and for whom
a single manifestation of the supreme lord is enough to be dedicated to. In fact, it
is very difficult to find any outstanding personality of Vaishhava hageoclogy,
except of course, Nammalvar or Maran Satagopa of Kurugur who had so unflinch-
ingly and yet with such unimpeachable integrity interlaced divinities other than
Vishnu constantly in his works, thereby creating, a shining, living, practising symbol
of the Pirpa character of God. The great might. of course, of Sri Desika is in
weaving such gracious patterns of a divine nexus, in such a respectable manner and
without offending the canons of literature, tradition or philosophic thought. The
poet and artist that he is, first and last, any dramatisation of a personality that
exudes drama in every turn of its being, is of great appeal and attraction. His
descriptions, therefore, of $iva are by far the most gracious and felicitous which
do ample justice to his sahridayatva notwithstanding his passionate attachment to
the Lord or Sri Rangam as the be-all and end-all of his faith. The point to be noted
is indeed that in almost all the situations that he introduces fiva and juxtaposes
him with Lord Ranganatha, he is using an orthodox convention of the superiority
of Vishnu to destroy sectarianism itself by the inoffensive, harmonising, integrated
and essentially sublime visualisations which underscore his spontaneity of thought,
word and deed and chitta suddhi.

A spectacularly prodigious expression of his intellectual make up is revealed
by the deliberate manner in which in several paddhatis, he scintillates with the well-
cut facets of his wide knowledge of Eem stone art, colour science and therapy. The
subject is so much of a sophisticated exercise which normal mortals do not have
either opportunity or inclination to acquire. But Sri Desika who was neither born
in_ affluence nor should have, except by conscious assimilation of the art and
science of gem stones acquired it from written as well as visual traditions—not
easily accessible to all generally, should have revealed such a fantastic insight into
the gem and colour science is bound to be ever enigmatic. It can only be ascribed
to his all encompassing intellectual thirst and fervour.
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There is no doubt that Desika has revealed a many splendoured personality
of his self through this work. Had he been a Western potentate or FElizabethan
intellectual, his knowledge, poetic talents, forceful personality and simplicity of living
would have created a whole world of literature around him by his admirers and
adherents. Desika’s works are first and foremost an external expression of the
intellectual elite that he always was and unlike devotional compositions wherein,
it is normally not likely to expect glimpses of the inner metabolism of the author
(except perhaps his well sorted out views and ideals one always finds in almost
all the devotional works of his) for he essentially wrote nothing which was not
devotional and did not fail to adorn anything that he wrote with the resplendant
tints of his inner being.

It is likely to be asked as to why he selected Pidukd as the subject of this
major composition of his—a veritable magmum opus in extent and diversity. A
prima facie possibility is certainly that of Vishmu Pdda or Paduka, as has now
become translated in Sri Vaishnava parlance, after Sardri or Satagopa of Kurugur
had immortalised the concept. It might be that the the theme was so fundamental
for the Hindu religion whose devotional shop-window VFishnu Bhakti had become
over the centuries, and Desika might have liked his mind to wander amidst the
maze of colourful rays which are illuminated by Narha-pddukd, However, one is
tempted to think that it was the combined impact of three different factors that
should have enthused him to compose this saga on the Pddukd. These would
have been: (1) his clear intuition which told him that none has so far expatiated
on what is clearly the quintessence of Bhakti, namely to clutch not merely at the
pada of lord but if that were not possible, on the Pidduka at least, which was what
Bharata did than whom there was no prior votary of Bhakti according to Sri Desika
(Prathamodaharandya bhakti bhajam). In fact, Valmiki expresses these sentiments
when he equates Paduka with Pada (chhattram dhdrayata Kshipram, arya padavimau
matau). Hence. by extolling Piddukd in a full length kavya, Sri Desika had virtually
become an apara— Bharata in stature—which is more precious than any other act
of piety. Secondly, his great attachment to Ranganatha had created in him a desire
to visualise the paricharya that Paduka devi also would be rendering his and her
reclining lord, in a nirvikalpa yoga mentioned in the Yogasdsira—about which he
himself alludes in v. 288 in the Sanchdra paddhati (Tendpi ninamavikalpasamadhi
yogyd). The lakshya is also in yogasamadhi, the lakshona nayika is also in bhakti
yoga, but she makes the reclining lord move metaphorically all over the prapancha
reflecting the kinetic energy of the dormant lord. The Lord who was already atten-
ded to by Sri, Bhii and Mila had another confidante—in the most aesthetic sense
who followed him whereever he went (as an agrima-sakshini or mitha sakhi as he
calls her), unlike the others who had their allotted dutics This was a novel and
unique way of expounding the dvaya philosophy, the inextricability. though with a
separate aprdkrita sarira, of Lord and Jaganmata.
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A third factor that should have prevailed with Sri Desika was that by bringing
Vishnu pdda and Ranganatha Pddukd together and extolling it, at Sri Rangam—the
stage —not only are the masses rendered a great service so that it might entertain
the masses irrespective of status (Rathyantareshu charandvani sangi viisalya
nighnamanasa janasat kritosau, v. 289). He himself reveals in v. 401 of the Nada-
paddhati how it was a solemn duty for him to compose this work and continues
the thought by saying that Paduka reflects the Vedic evolution of the Vishnu pdda
as the most appropriate divine manifestation which was the very source from
which the fourth varma and Nammalvar (Satagopa) himself were stated in the Purusha
Siikta (padajdta vamsa, as he calls it) as created. Hence it was virtually a common
heirloom of the entire society and hence the degree of participation in it for any
class of Bhakta would be unqualified, spontaneous and close. It does not require
any knowledge, ritual profundity or tantric merit. It is verily the supreme credo
of surrender—sarandgati sdsira.

The kdvya, thus distinguished by several independant and unquestionable
terms of reference, is also the personal vindication of Sri Desika, the lyricist. It
would therefore, be necessary for us to join Sri Desika in his wholesome poetic
mead of praise to Ndtha-paduka and live the several graces of this unique composi-
tion. Firstly, for the dignity of expression. The very title Pddukd sahasra is pro-
vocative. It was not termed as Pddukdsdhasri or Padukd-Sahasraka. The clear
import of the title is the infinitude of the Lord who had lent such dignity to his
paduka. It also is a token of the limitless dedication of Sri Desika towards the
Padukad. 1t is also an expression of how there will not be justa Pdduka but sahasra
or countless padukas suggestive of the Sri Vaishnava fraternity in the conventional
manner of accosting or enquiry. Everyway, it is crisp, compact and comprehensive.

In v. 67, in a beautiful nindi stuti, the poet explains how for those who are
devotees of Vishmupddukd, neither Siva nor Brahma is seen but are submerged in
the form of Vishnu

Tha te bhavatim bhajanti bhaktya

Kritinah kesava paduka niyuktah |

Kathayamba tirohitam tritiyam

Nayanam trini mukhdni va kimesham I

Explaining the circumstance under which the Paduka is designated as Natha-
paduka and how this ownership attribute should not mitigate the universal supre-
macy of the pddukd, he suavely states that the reason is that the slur that it is a
woman’s rule should not attach to the Paduka devi and here she is mentioned as
Natha-padukd (strirdjya-dosha prasamaya niinam nirdisyase Nathaviseshanam).
In another flash of lexicographic skill in the same paddhati— Prabha paddhati—
(v. 85) where several paryaypadas of bhiimi, with Pidukd also is identified, he
mentions how she is none other than Bhudevi ' '

Bhiimi srutindm bhuvanasya dhatri
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Gunai rananta vipula vibhutya

Sthird svayam palayitum kshamanal

Sarvam sahda sauri paddveni tvam v. 85
Glorifying the superiority of pdda of Vishnu to other positions that Vishnu can
bless one with, he says the apeta kdmas who place faith in the pddukd and pdda are
entitled to Satyakamatvaa state of permanent bliss (Nityasiri state). This reflects
the Vedic statement Tadvishnoh-paramam padam sada pasyanti siirayal.

In two consecutive verses (106-107) in Samarpana paddhati, Desika reaches the
peak of his technical skill where sound and sense are both evocative. He argues
that if Paduka also refused to part from Rama (that is, if Bharata did not take
you from Rama) in the same way as Sita refused to part from Rama for Vanavisa®
what would have been the miserable state of the Kosala people. As it happened
however, by the fact that Bharata was able to take you as the mortgage' to ensure
the safe return of Rama and Sita—shows how you had an inherent value which
was most superior (even superior to Rama). This is a thought identical to that of
Perialvar (4-9-1) * Maravadiye tambikku vanpanayam vaittuppei Vaner vazha
cheruvudaive disaklkaruman tiruthi vandulankanda tirumal keil”’. Desika’s reverence
for the pirvacharya siktis is also patent in this.

Comparing the purificatory and expiatory role of Ganga on the jafa of Siva
and pddukd on the jafa clad head of Bharata, Desika aptly argues that both the
objects borne on the head truly expiated and purified the stigma attached to the
person. This is indeed a sweet verse.

Padambujat vigalitam paramasya pumseh tvamadarena vinivesya jotakaldpe
Angichakdra Bharato manipadaraksiie Gangadltirudha siraso girisasya kanfim,

In Pratiprasthana paddhati (v. 124) Desika dares to compare again Sita and
Piadukd and even to decree that the latter comes out with flying colours in the
comparison. He says that the implicit obedience of Pddukd to Rama is such that
unlike Sita who fought her way to the forest with Rama at the very start, Pddukd
agreed to be wrenched away from Rama even after having followed him far into
the forest. As elsewhere called by Desika, Pddukd was indeed ‘Rama pdida
sahadharmachdrini® (Parichari paddliati, v. 79). Sri Desika as a poet was indeed
not merely highly imaginative but also a great extrovert in a forceful pre-
sentation of his considered judgement tactfully avoiding the culpability for con-
ventional impropriety (apachdra). It is in such circumstances, he rises high in the
world of letters—as indeed he had risen high in the world of spirituality already.

The poet proceeding in this strain, again redeems (in v. 125) Bhimi who ex-
pected to be held in administration, on the competent shoulders of Rama, but
having irrevocably lost this chance, got indeed something which was a far greater
and closer physical association, namely the Pddukd when it ruled the earth for 14
years. The amsddhirohapa which was lost was well compensated by ‘sparsam
padena’.
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With the same type of perspicacily and orginality Sri Desika in a series of
sentiments placed in the mouth of Hanuman, in the Nirydtana paddhati avers that
Padukabhisekha had been the denoument for the entire series of actions ending
with Ravena nigraha and crowns it by saying that Ravana who had crushed Kailasa
like a camphor cake (the simile is for the silvery elfulgence of Kailasa peak) was
crushed himself by Paduka devi seated on a bhadrasana throne, and the astras of
Rama were only the nimittamdtra (much the same as Savyasachi was only nimitta-
matra for Krishna to destroy the Kauravas). The verse (No. 227) is a magnificent
thumbnail sketch of Ravana’s earlier achievement and the central idea of the verse
is clear proof of the high individuality and credibility of Sri Desika to emphasise a
point by a challengingly variant interpretation of a known traditional fact. His in-
tellectual freshness and conceptual freedom alike are imprinted in such versification.
With the same integrity and daring he alludes to the fact that his versification of
the glories of the Paduka, if they fall short of the grandeur as is likely, would be
fully overpowered by the enchanting and varied notes emanaling from the Piduka.
These two stanzas (477 & 478) in the Nada Paddhati not only have an allusion to
the circumstance which caused this composition by Desika but also to the utter
modesty and dedicated devotion to the will of God (here Paduka devi) that Sri
Desika had always evinced in the vicissitudes of his life of exemplary rectitude.

The opening verses of several paddiiatis are excellent examples of brevity, pun
depth and understatement. Desika’s organisation of his sections are most lucidly
anticipated by his initial verse. A passing but typical example will suffice. Com-
mencing the Miktd paddhati (v. 611), he presents a delightful pun on the well-
known terms and categories like Baddha nitya and miikta and sesha-seshitva, in the
simplest versification which deserves to be quoted in full.

" Baddhanam yatra nityanim miktanamisvarasya cha |
Pratyaksham seshaseshitvam same sidhyatu paduka Il

We might verily, lose ourselves in this Ratnakara in the search of gems of
purest ray serene.  We may, therefore, reluctantly leave this aspect and proceed
to the non-Vaishnava imagery of Sri Desika in this work. A word of caution is
perhaps advisable at this juncture on Desika as a poet. His scholarly preparations
in his early boyhood and youth should have indeed been comprehensive and covered
alike purely Vaishnava or Visishtadvaita literature but also the best of Sanskrit and
vernacular literature of the country and his native region respectively. A certain
degree of refreshing freedom to go for the apt even if it would introduce very
flattering or gracious references to other sectarian pods marks Desika's works.
It must be remembered that the age of Desika, in one sense, saw the climax of
sectarian prejudice, clash and narrow mindedness. It was only possible for
exemplars and emancipated souls like Desika to offer himself on the one hand
unswervingly—true to the codes of Dharmasdstra and Visishtadvaita traditions—to
the feet of the lord at Hastisaila; and at the same time, to place his poetic ken and
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literary perceptions several rungs above those of the merely brilliant versifiers or
conventional devotees, and to introduce, in the sequel, a certain fullness, verbal
fidelity to the rich puranic traditions of divinities and adherance to connoisseur-
ship wherever his mature intellect is drawn by appropriate theme-ideas. He has
occasion to mention Siva in more than a dozen places in the work. In each place,
it may be claimed that he had not cheapened the use, had introduced depth,
irridescent glow and a certain formal integration of ideas of god-head which do
indeed add stature to his magnanimous and gifted personality, since he achieves
these naturally and without any clumsiness. The task might have been easy for an
intellectual of the 20th century but was verging on the impossible for a Sri Vais-
hava leader of the 13th century A.D., and deserves special appreciation for the
breadth of vision involved.

We might begin with the first of these occurrences which is seen inv. 37 where
the occasion of the greatness of the Padukd is all but tenderly smothered by the
lyrical outburst of the jiiani turned bliakia namely Siva whose matted locks flaunt-
ing the aragvadha (Korrai) flowers. The Jata of Siva is closely described as with
many midas a technical term in  Vdstusdsira standing for the kidu or the pent-
house window of the entablature of a temple and here standing for the projecting
cavities in the matted locks. The mental and intellectual stature of the divine
bhakta (Siva) is also delineated in a manner tending to heighten the object worship-
ped in the sequel.  The sabddlankara, above all, of the occasion which is vividly
portrayed, is a testimoney to Sri Desika's completeness as a poet. He explains the
credentials of this divine bhaksa in v. 48 by not flinching to call him ‘Mahati devi'—
the Mahadeva, mainly to establish the sarvakarma samarddhya-hood of Vishnu and
introduces the argltya ritual in the Ganga on Siva’s head, trickling over the jewel-
studded Paduka while offering obeiseance. The highest traditions of blekra-hood
are displayed here. Again, in v. 554 where the main purport of the stanza js only to
describe the rainbow radiance of colour created by the hairdo of Siva when he
offers his obeiseance at the moving feet and Paduka of Ranganatha, the verse
acquires poetic character by Sri Desika’s suggesting that this multicoloured flash of
brilliance converts the jata of Siva into a peacock feathered head-gear, which per-
fectly fits him, who was the hunter in the Kiratajuniya story to tease Arujna. Desika
verily enters into the idea with zest when he added the atribute of mava-kirdta-the
god (Siva) who was an illusory Kirata (hunter) only to tease his dfakia Arjuna.
A variation of this very idea but again asa pleasant compliment to the thought
process of a Grihastha which is the always mentally tied up with the memories of his
own wife and children is introduced in v. 578, wherein. proceeding to describe the
multiple coloured glory of the gem-set Pdduka which Siva touches with his head.
he makes Siva recollect his own private apartment where one can see the dense.
feathered peacock mount of his darling child Shanumukha. As one glorifies one’s
own child by carrying it on one’s head, Siva pays homage to Natha-padukd In
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another felicitous lefi-handed tribute to the deep attachment of Siva to Parvati, he
picturises Siva as wanting to wash off by Ganga’s waters the possible patches of
lac-ornamentation of Parvati's feet (which might have got fixed to his jata, during
his private pleasure with her) when he refers to the glow from the red stones of
Paduka devi while offering his salutations to pddukd-clad god Ranganatha. Here
at one stroke, his §iva’st perfect sense of courtesy to Raganatha and his own
relationship with Parvati are both brought out with an element of mellifiuent
suggestion.

With an even more justified touch of appropriateness Sri Desika compared
Paduka to celestial river Ganga (v. 618) because she is extolled and honoured by the
Chandrachuda (who also extols Ganga by keeping her on the head), she is white
with pearls set in it, and she is associated with Ranganatha’s feet. This verse
had a word-jingle which is like the ankletted steps of a dancer.® He gets involved
in an elaborately imaginative suggestion covering both Siva and Vighnesvara
{v. 657) and describes an illusion created by the pearly lustre on the Pdduka
which spreads like the cataracts of Ganga over the entire jata of the saluting Siva;
and Ganesa who was near by was immediately attracted by this water-illusion,
attempts to collect this water by his short and tender proboscis, again and again,
and finds that itis elusive. The verse is a master piece of the virtuosity of Sri
Desika as a fond parent and delightful freedom from sectarian feelings and the
feelings only as an inspired poet. The second half of the verse deserves to be quoted
here— Mudarambhati  Kumbhasthalam amukalam  Sinchati  yatha Nirdlambo
lambodara Kaldbha sundara chilakah.

His freedom of expression as an uncommitted poet, though yet a committed
Sri Vaishnava, seemingly crosses the Rubicon of priveleged communication when
he virtually manages to have dig at the romantic situation of Lakshminatha above
and Umakanta below the Paduka devi—both having the vestiges of the tell-tale
red lac impression on their heads—but contrives to escape impropriety making
Paduka devi verily laughing it away. As a marma hdsya which poets were entitled
to introduce, and here put in the mouth of the narma sakhis of Paduka devi and
condoned by the pearly laughter of Paduka devi herself as a ‘jalpa’ of the sakhis,
it is an exquisite specimen of dignified imaginative insight (v.659). He rises to an
equally gracious height of suggestive poetry when (v. 671) he presents Siva in an
iconic form, with mriga (young deer)—called by Sri Desika as ‘Ena-sdba’—held in
his left and parafu on the right hand, (not mentioned here) and poses that this
young deer took the strandsof emerald glitter emanating from the Pddukd and
spreading the head of Siva,as Durva grass and wanted 10 graze on it. It would
be difficult even to find from non-Vaishnava poets, imagery so touchingly intimate
and so magnificent in its appropriateness. Sri Desika excels in such imagery, the
main purpose of which is the praise of the facets of brilliance and beauty of the
Nétha-pdduka.



Paduka Sahasra—the crown Jewel of Vishnu Dharma 261

We may now, with some legitimacy, present Sri Desika as that unique pheno-
menon in medieval sectarian literature, namely the romantic poet. It should be
stated that the imagery adopted by Sri Desika is invariably traditional, conventional
and admiting full approbation. But in his hands, they also receive that tantalising
allure which tends to convert them into a classical mould without the artificiality of
medieval poetic conventions. He makes Paduka devi as the ‘approver’ (agrima
sakshini) for the various clandestine escapades of Vishnu in his several avatdras
especially with the gopis (abhirakanydsu v. 302), In the several succeeding verses, Sri
Desika scintillates with his enormous powers of creative imagery, when for instance,
some of the devis of Sri Ranganatha deliberately pledge (glahayati) Natha-paduka
during the aksha kridd play in the with Lord, so that the Lord can be prevented
from proceeding to another Devi later in the night. They knew that the Lord was
capable of taking several forms to delude them all. In the next verse {(v. 304), he
finds that the mahdpurusha lakshapas found on the Pidukds of Ranganatha (as
indeed on his pada also) leave imprints on the sands of Yamuna bank and help the
the love-lorn maidens in tracing out and following his actual track. Again, (v. 319)
he extols the Natha-paduka asthe wpdya and upeya, because through her, even Sri
or Bhit or Nila or other nayikas of Lord find out, with whom the Lord had been
spending his time, and the perfumed Pddukd became by the special floral tributes
paid by each of the devis to Natha-padukd when the Lord was with them. The antah-
pura sanchidra is elegantly integrated with the Prapya-prapaga duality of Paduka
devi for reaching Ranganatha. Desika again adopts the classical posture on the
sound, the dress and looks of the Devis who wish to be with the Lord or who are
desirous of knowing the whereabouts of the Lord. He states that the jingling
sound of the sandaled feet of Ranganatha will not only announce in advance about
his unscheduled entry into their private apartments but also teach them by its
enticing sweetness of note the lessons of intimacy madana upanishad-rahasyam
(v. 424). He looks at the same theme from another angle and observes that the
Devi had placed the gems given during her marriage with Lord, and had them incor-
porated into the Pddukd of the Lord, so that his arrival at the Kaveri—who is the
mother-in-law of Ranganatha (being a part of the Sea Lord—Samudraraja whose
daughter was Lakshmi—samudra tanaya), so that the mother-in-law could render
all attention to the son-in-law. Sri Desika’s total merger with the spirit of the Paduka
devi’'s relationship towards Ranganatha is beautifully portrayed (in v. 444) elsewhere,
when the Purusha zoes to sleep the dutiful wife that Paduka deviis, she with her
single minded devotion to Him (eka viharasila) suspends her sweet notes and lapses
into silence at his feet, in order not to disturb the Lord. He is, in a later context
in Sesha Paddhati (v. 736) seen portraying Paduka devi, with exemplary dignity of
concept, as a kulavadhii who is always resting at night at the feet of her Lord and
sheltering her tender children who are resorting to her, as a comparison to
Paduka devi having still the Sesharva and being resorted to by the agamas (like
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Pancharatra). The sweet tinkling notes of Pddukd about which the poet waxes
eloquent earlier when the Lord was represented as the Bhegi, has merged into the
yoga nidra of the Lord himself and lost her identity. In order to accentuate this
palpable silence assumed, the poet describes in several consecutive verses of the
Nada Paddhati what the Lord thinks of the sweet notes of the Paduka devi (vv.
445-456). He varicgates the mental wish of Lord as keen on hearing the tinkling
notes without their merger into the music and the Vedic chants by mentally
shutting out the latter (lildgateshu vinivdrayvati svatantratah) and as a sequel
makes the wise devotees understand the Vedic hymns against the touch stone of
the Padukd notes, making a delightful pun on the word naigamika and suvarna -,
then he reflects on his own deficient compositions which make Paduka devi sound
her notes by way of reproof, or for truly multiplying the poet's verses thousand-
fold, to vindicate him, although even MNarada the notes of whose Vipanchi Vina is
infinitely superior to his compositions, has himself to suspend it for listening to
the Pddukda-nada, and imagines, again, that the ringing notes of the Pddukd have
their prativachana in the ladies of the city who hasten to salute the Ndtha-pddukd
to the accompaniment of their jingling bangles. He then compares the tune of
Padukd who introduces the Lord to the Sdmagas and in the yagiia sdlds when they
chant both with and without the details of the devatdgana-varmana and in that
process precedes the Vedas (anugata nigamam) and shows how the same precedence
happens during the procession of the Lord also when Vedic chants follow the Lord;
and proceeds to consider the precedence of Padukd ninda as the pramava sankha
ndda which is certainly prior to the Vedas which is its anuvddai and perorates with
the dictum that although Veda is an anmuvddai Divya-Prabandha of Vakuladhara-
tanmu (Mammalvar) is not so, as it is essentially a pddukd-ndda, since Satagopa
is Pddukd. Thus, in a chain of verses like the waves of the sea on the full
moon, he exalts the Pdduka, Satagopa. the Vedas and the nityasiris as on the same
footing, thus displaying his great capacity for inter-relating ideas in a persuasive
sequence and composing them with words and idioms carrying double entendre.
Resuming our treatment of the poet as a romanticist, we see how even in
simple circumstances, he manages to introduce imaginative explanations which are at
once possessed of an artless sensuality as well as conventionality. The Paduka devi
who supports the Lords feet with its marks of mahdpurusha lakshanas like the
lines of vajra, ankusa, dvaja, padma, chakre and others is looked upon as intent on
a private pleasure of a close embrace untrammelled by ornaments (aslishya mrbhara-
ruchim mani paduke tvam asidanabharana sundaram anghripadman (v. 499). Again
(v. 693) the intellect of yogis is clamped in contemplation in the stillness of the
night on the feet of the Lord. Our poet envisaging the mati of sages as a ndyika
covered all over by the blue saphire cloak of the gems of Natha-piduka is reaching
in the stillness and darkness of the night with the Purusha of her choice as the
abhisarikd does. Again, he raises Pdduka to a special pedestal of favouritism
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among the consorts of the Lord by showing that while Krishna has only been
managing to take an individual form for each of the sixteen thousand wives of his
in Dwaraka for kridd yoga, in the case of Paduka devi multiplied through the facts
of her brilliant gem-set Pdduka, Vishnu's myriad reflections, is always enjoying
or having privacy with the Paduka devi. He adopts a classical stance about the
scene from the Kaveri banks where, when the Lord is arriving for his bath, the
golden wveil of effulgence spread by the kamakasarit or river of the golden sand
namely Kaveri or Ponni, together with the golden lustre of the Pddukd, shines on
this Chola consorts in dishabille engaged in julakrida and makes their besom of a
mellow turmeric hue. The verse deserves to be quoted for its vyanghya aspects.

Viharati pulineshu tvatsakhe Ranganathe
Kanakasaridiyam 12 paduke hemadhdmna |

Vahati salila kelisrasta cholavarodha
stanakalasa haridra pani pingamavastham || v. 742.

The same classical convention makes him look upon some of the bruise marks
on the Pddukd (caused by the scratching of the makara clasp of the crowns of the
divinities who have laid their heads on the feet of the Lord Ranganatha)
as the external marks caused on the body of the ndyikd during bhoga
(Sauripada pariblioga lakshapam). The classical poets were fond of representing the
nakha kshata mandala on the ndyika during the company with her ndyaka. He
follows the same idea in another occasion in Prakirna paddhati when a visual
~ picture of a nayikd in blloga with her Lord, having drops of sweat accumulated on
the horripulating hair ends and with the rasping sounds of the gems on the Piduka
to the excited hisses emitted during the bhoga. Padena rangaaripate paribhujyamana
muktdphala prakatita srama vdri binduh Utkan taka manimayukhasarai rudagraih
sitkaripiva charanavani sinchitaistvam v. 837. They recall the utterances of Kalidasa
in Kumarasambhavae and Raghuvamsa as between Parvati and Siva and Aja and
Indumati. Even a rousing of romantic feeling in the minds of the consorts of Sauri
(namely Sri, Bha, Nild and others) at the sound and light emerging from the
Ndtha paduka is imaginatively compared to the spark and rasping sound emanating
from the arrow (of Cupid here) when it is sharpened against a whetstone (v. 865).
He eventually idealises the Paduka devi as the ultimate model (marrika) for women
to be created by Brahma (v. 898) by posessing all the virtues of celestial women
by being of charming looks, gracious gait, of coral lips, of narrow waist, of pearly
laughter and of perennial youth,

We may now proceed to another aspect of the work, namely the encyclopaedic
character of Sri Desika's intellectual assimilation. It may be stated that the
precious nuggets of information particularly on the Vedic lore and the ritual and
other iconic practices prevalent in his times, are so prodigious that there is no effort
on his part to fit them deliberately into the verses. The details themselves fit into
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his line of thought and the particalar section of the work and become more meaning-
ful by the currency afforded thereby.

Virtually upto the Paraga paddhati, he had been dilating upon the Vibhava, vyiha
and archdvatdra concepts but from the Ndda paddlari onwards, gives an inspired
exposition of the Para, antaryami and Vaidika concepts of Vaishnavism. In the very
opening verse of this Paddhati, he gives out how the Vedas are contending with one
another to praise and worship the Lord Sri Ranganatha. Then he refers (in v. 401)
about how Paduka devi involved him in the assembly of wise men in to the
composition of the greatness of the feet of the Lord and the Pddukd He refers
to the Prapava abhydsa (v. 433) which is done in three mdtras, namely in single
matra for Rikmantras for this-worldly gains, m two mdrras for Yajur hymns for
svargaloka and in three mdtras for Sdama verses for Vaikuntha or nityasiiri
hood and hence Pdduka's nida is the support to right knowledge, it is the
preface to the Vedanta and it is as sweet as the liquid sealed inside the ripe grape
fruit; how the mumkshu's path as stated in the upanishads towards Brahmaloka,
after the vital airs had left his body through the Sushumna nddi, is guided
by the rays of the Sun which are but the sheen of Paduka's gems (v. 483);
how the disc of brilliance caused by the Padukd, with the lotus feet within it is
recalling the chakra-abja-mandala diksha of the Panchardtra dGgama performed by
those devotees who cannot do bhakriyega (v. 500); how Pddukd as the mila prakriti
which has three colours according to upanishads ‘Ajamekam lohita sukla krishnam’,
similar to which pddukd has its three varieties of gems (v. 538); how the pair of
pddukas verily representing the mantra but its diverse vamas, by its chelthandomaya
(freedom of movement) by its Sama veda relationship, by its being worshipped
by rishis and by its bringing out the identity of the Lord, (v. 543); how by
its ruddiness and bluish brilliance at the same time, it is like Surya and Yamuna
his daughter (v. 559); how again with its ruddy glow of the Padmardga gems
(v. 583); and the flame created by it look as if the Lord Ranganatha is reclining in
Agni (as stated in the Pdnchdratra that Vishnu lies in fire while producing Rudra),
and (Tasya madhye vahni sikha ; tasyali sikhaya madhya paramaima vyavasthitah—
Taitiriya); how Paduka devi is by her dark complexion created by the blue stone
is like the night of the Krishna paksha of Dakshinayana which according to
Brahma sutra is not a bar to meksha when the dtma goes by the pathway of
smoke (v. 702); how she synthesises within herself the navagrahas located in the
Vishnupdda (namely sky)—by the golden hue of hers she is Angaraka; by
being sung by kdvyas like Ramayana, she is kavya or sukra; by her gentle gait she
is sanaischara; by being praised by gurus (dcharyas) and budhas (learned men) she
is Guru or Brihaspati and Budha, by her great effulgence she is Surva, by her being
worshipped by the brahmanas, she is Chandra (who is dvijadhipa); hence by wor-
shipping her, one can get the effect of worshipping the entire grahamandali
(v. 749); how the pair of Padukd are like the para and apara vidyds represented by
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Bramaghiana and Bhahtiyoga (as explained in Vishnupurana and Mundakopanishad
v. 768 ; how together the two pddukds would represent also the Lila vibhuti loka
which is Vaikuntha as explained in Purushasokta *‘Padiisya visvd bhutdni,
tripddasydmriam divi, (v.771); how it is her shape and form that is borne by the
Sri Vaishnavas who abide by Vaikhidnasa and Panchardira codes in the form of
haripadakdra urdhva pupdra (v. 785); how the Sudarsana chakra which has the
shat-kona rekha, padma mandala around and tongues of fire on the periphery,
produces the pdduka forms within as mentioned by the experts in this yanrra
(v. 787); and many such cameos of religious activities around him are dexterously
dovetailed with the theme on hand.

The most pervasive nuance of the entire work—notwithstanding its klaeido-
scopic dispersal of verbal, ritual, aesthetic and ear-filling sweetness of the
cascading sequence of the verses—is its dedicatory appeal. There is a strong reason
to think that Swami Desika, as he undertook the challenging assignment—perhaps
the very ultimate and valedictory contribution in his long, exemplary and uncom-
promising service at the feet of Lakshmiramana—would have been overpowered
by the palpably eventful stroke of destiny that had moved him to embark on
this final stint of servitude to the lotus feet of Lord of Sri Rangam. The deter-
mination, purposive patterning of the paddhatis, the stunning display of prosodic
mastery in the chitra paddhatis, which are all writ large on the imperious flow of
the theme, section after section, all show clearly that he was in the mellow evening
of his life when his integrity as a polymath had been sought to be eroded by the
contentemporary coterie and a now-or-never spirit had entered the argument, The
draconian character, according to tradition, of the challenge leaves this in no doubt.
It should have strongly affected the heart strings of Sri Desika and should have
roused him to sublime heights, as yet unscaled by him. In as many a dozen verses,
his rich and ripe intellect is expectantly visualising the day when his mortal coils
would have to be left behind and his soul would be soaring to Brahmaloka and
there on to Vaikuntha, to take its rightful place amidst the galaxy of nityasiiris who
stud that august assembly. His heart verily yearns for that twilight moment
and wistfully picturises the sequel. He feels even a tinge of tiresomeness,
not of ennui but of aneffort well-consummated, when he fires the first
volley of such a thought in v. 406, when hearing talks about his expectation,
of the dulcer notes of Paduka devi, as a prospect to the divine benediction when
his tired mortal frame would on the threshold of shuffling it off He draws a
picture of the note of confidence and faith with which highminded
devotees of the Lord reside in Sri Rangam to be near at hand for Lord’s grace when
the time for quitting this birth came. As he moves into the last century of his
composition, this feeling accelerates and in v. 901, he submt is prayer categorically
kala tasmin karena vigamaklesa jatam vihanyah. Sdntapam nastarunatulasi gandhino
gandkavdakah, and expresses his santapa. He dwells on this urge further in v.900
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and expands his wish into a firm proposal that wherever he might be when the
final ringing down of the curtain arrives, the lotus eyed Lord should grant him the
interview, in full panoply accompanied by Sri and Paduka devi and wafting the
celestial fragrance of the tender Tulasi leaf garland as an advance insurance of
this grace (ajighran-nigamanta gandha tulasi damotthitam saurabham. Kale kutra
chidagaatam karunaseryahdham 1wayachagrath). He persists in the abjectness of his
position in v. 915-916 and again implores God to vouchsafe him His presence
in his paschimavastha (death). His mind is chasing the same thought practically
in the entire Nirveda paddhati, the very positioning and title of which section is
self-explanatory. He assures that his hands are intended only for the saparya of
Nitha Paduka and will shun the company of the pleasure-loving rich where he
might have to compromise himself, so that he might not have to hear the racuous
clamour of the servants of Yama but should deserve to be called to paradise for
further service to Lord (v. 269).

In the last (32nd) paddhati which he calls Phala paddhati most meaningfully for
himself. he has overcome the lurking thought of not rising to the Jevel of worthiness
of Lord’s grace and confidently strides forth, being aware of the fact that asa
famous servant of Padukd he will have his place assured in divine assembly (v.972),
He had also put behind any thought of the destiny after death. Even the Karma
of this birth, in its 13 aspects (of kdyika 5: vichika-34 and manasa 5) would be
infinetly greater than birthlessness. He could be permanently wedded to the feet
of the Lord by placing the pddukds on his head and hopes to be blessed with the
company of the Bharata parishad (vv. 990-91). In fact he desires to merge even
in the subtle soul with the Pddukd, and wants to be resident at Sri Rangam until
this grand consummation is achived (Sahyasindhoh pulinamadhi vaseyam punyama-
brahmalabhat) because service to bhagavatas in his view is even superior o service
to Bhagavan. ]

As Sri Desika reaches with such a confident note the 1000th verse, Sarasvat
danced with joy at Srirangam—meaning that one of the greatest literary garlands of
a thousand nigama parimala flowers was gloriously composed—Mamdpyevam janaya
madhujit padayorantarangam Rangam yasau janayasi gunair bhdrati nrittarangam—
and Desika avers that by this poem, the one and only great gain was for himself
that he has fulfilled his birth in this life.

Such a sublimation of his thought word and deed towards the unequalled
glory of service to Pdduka devi has definitely an undertone that Padukdsallasra was
his last composition and was a dedication, a resolute refusal of submission to the
tyranny of mind and matter and a dissolution of the self in a ceaseless colloquy
with God, through prepetual service at his feet. Hence, the note of valedictory
dedication of himself was the dominant feature of Padukdhasra and, doubtless,
was the reason that impelled Nigamdnfa Desika to select Ranganatha’s pddukd the
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object of this ‘ryagayagiia® and that is why one should consider Pddukd-sahasra
as the crown jewel of Vishnu Dharma.
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DRAMIDOPANISHADSARA OF VENKATANATHA

Vedanta Desika was a rare scholar among the saintly leaders of southern
Vaishnavism. His works as much reflect rhetorical and prosodic vogues of his time
as the philosophic and ritual propensities. He revelled in approaching religious
poetry from unusual angles. In one such rare exercise, he chose to dwell on the
religious contribution of the one and only Satakopa, more endearingly known as
Nammalvar (our own Saviour)—called Tiruvdymoli by the Tamil Vaishnavites.
He selected Sanskrit as the vehicle of expression for this purpose, apparently with
certain valid reasons which we might only guess from the ardour of the exposition
and pattern of his composition. In the religious world of his times in India,
excluding the Vaishnavites, the rest, by and large, absorbed ideas and concepts
with greater facility in Sanskrit than in the vernacular. That language had already
established itself as the court language right across the country, and with a rich
legacy He wanted the non-Tamil knowing scholarly multitude to realise what they
were indeed missing in the Tamil Tiruvijmoli of ‘Maran Satakopan'. He expected
to convey to the brother-savants of Tamil Saivism whata mine of Upanishadic
lore, in the sweestest Tamil ever drafted by a devotee that Tiruvaymeli possessed,
meriting the name of Dramidopanishad. He was impelled by the feeling that
compact and direct treatment of this lore had not so far been made by anyone for
the edification of the religious, and perhaps he was convinced, as he declared in the
very second and third verses, that there was a clear appropriateness in his having
accomplished this task of collecting the gems of divine attributes from Satakopa-
Upanishadic ocean (in the manner of churning of ocean to get ambresia), alike by
divine ordinance as by the fact that Satakopa himself wanted desikas (leaders of
religion) to be the messenger between him and God—in the Bhakti-Sringara
equation. And finally Tamil as a language was capable of being used by all —and
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hence Satakopa chose it—and what he conveyed in his magnum opus was fit to be
rendered into Sanskrit for the the simple purpose at least of yielding the primary
place only to Tamil.

Starting his opening gambit thus, in the initial verses of the first decad, he goes
on to dissect and analyse the inevitably symbolic import of the numeralogy of the
Tamil original, in becoming the aggregate of the essential structural part of the four
Vedas—of which it was the very cream in terms of the total verses, namely, 1122—
divisible into 21, 1000, 100, and 1 (eight parts) constituents, respectively standing
for the number of Rik, Sama and Yajus and Atharva sdkhas or branches. This is a
kind of pattern thatjDesika perceives by his sheer intellectual precocity, though he
calls Nammalvar a yogi, in the process. He proceeds, then, to state Satakopa’s
doctrine in the briefest manner (which even Ramanuja, Desika’s illustrious
predecessor-dchdrya himself had not done, of his own doctrine) namely, that the Lord
Srinivasa of Trumalai hills is the means and end of all attainment. He explains the
ten elements of this status of Sripati (Vishnu) namely : (1) fitness to be served, (2)
fitness to be enjoyed, (3) beauty of form, (4) extremely pleasant experience, (5)
end as well as cause role, (6) accessibility, (7) pain-killer, (8) hope-fulfiller, (9)
unqualified friendship to all, and (10) self-appoiited guide for release. Desika
crowns this summation of anticipatory Visishthadvita by the statement that God’s
qQualities are numberless, but Satakopa, without the defect of reiteration, had
packed Vishnu's innumerable qualities into his mere decads and centuries of
Tiruvaymoli, and thus achieved unblemished success.

He concludes this prologue with the claim that he (Desika) had composed this
garland of the noble qualities of God enumerated by Satakopa, voluntarily, in
much the same manner Krishna became, of himself, the charioteer of Arjuna,
to expound the Gita, whose central idea was fearlessness in God’s service. There is
a diffusion of almost a vigorous self-expression in these sentiments of Desika
which make us feel that he might have penned this composition, as a shattering
reply to the petulant and parochial scoffers around him in his community who
found his such ardent espousal of Satakopa’s Tamil hymnals hard to bear.

He starts the main theme, in its first decad, with a royal sweep of words,
affirming the universally operative power of Lord, by two concepts: (a) of His
being the in-dweller of Siva and Brahma, and (b) of His being the cause of the views
alike of devotee as of the sceptic; and that Satakopa, envisioning such a Lord in
his Yogic ken, surrendered his inner being to him, in his Tiruvaymoli. These two
sentiments, along with other such reiterations by Satakopa in his further decads.
bring a parallel between him and Desika who also had kept a refreshing freshness
of view and lack of bias towards Saivism—two features which distinguished other
sectarians of his times from him, and led to his finding discerning admirers in
Saiva and Advaita camp like Appayya Dikshita. In giving a summation of each
decad in a single verse and adding a summary of each hundred by a verse, and
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Writing a separate compression of his whole work by another mini-Tiruvaymoli
essence, called Dramidopanishadsara, Desika amply illustrates his concentration
on the detail, and tenacious adherence to the fundamental tenets of Sri Vaishnavite
credo (Nammalvar-brand); and the extrovert that he was, freely gifted it also to
posterity unstintedly through his prodigious works.

A duty was cast upon this author without considering his worthiness to it, for
writing a special foreword to an unusual rendering of this unusual work—an
English rendering, essentially in blank verse. of this brilliant Sanskrit poetry, itself
the most pithy condensation known of the most sacred lore of the Tamils—the
Tiruvaymoli of Satakopa of Kurugur. Conveying into Sanskrit, in an analytical-
cum synthetic patternisation typical of fis times, what Satakopa poured out in
mellifluous Tamil several centuries earlier, would have been a task fit only for a
Prodigy and a muni like Desika. To render it again into a mundane and materiali-
stic language such gs English would have required alike sturdy courage, inspiration
and an indifference to the vehicle of expression in the service of God. It is a moot
question if Indian spiritual thoughts, when rendered in English, could convey truly
the ineffable religious fervour of the Indian tongue or breathe that natural fragra-
nce of its God-lore. But, in the words of Desika himself, Pasyan Yogi param tat
padakamalanata vanvagat atmachittam, the English version under reference is, as
it were, a dedication of the surcharged mind, to the Bhogyabhava of the Lord that
might not brook language differences.

Notwithstanding this, in the world that welive in (for the same reason that
impelled Desika to garnish the Tamil Tiruvaymoli nectar with a sanskrit versifica-
tion), it would be considered as an appropriate service to carry the message of
this doubly-blessed Tamil upanishad into the world of English-speaking scholars
and votaries—not to mention such unfortunate men in India—who are not a few—
for whom a message to be truly intelligible should be rendered in English first,
rather than in their own mother-tongue. Thus, we are bound to admire and respect
the elan that was at the root of this vigorous English versification of Desika's
kivya. The Tamil original is such an exfemipore recitation that it does require
a guide of the calibre of Desika to expound its natural graces in Sanskrit. And
Desika’s Sanskrit works are of such compactness and display such an acumen that
they are apt to become favoured themes for translation into English which has
vocabularial richness. The publication?, thus, is liable to receive the plaudits, as
having been the first English version of the Tiruvaymoli lore; and it is futuristic
thought that it might fill a need as well.

The limitations of the scope of the English versification would not admit of
any unscheduled departures from the original and one is bound to state that it is
indeed fair to the original, and fair to the illustrious Sanskrit rendering of it, and
that the English version clings sweetly close to the traditional phraseology, and
also redeems the work from being loaded with jargon and tattvirthas. Its direct-
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ness in some places is striking, and sounds almost like an original (and was, no
doubt, penned in an inspired moment) caught by the magnificent simplicity of the
original epigrams (cf. $loka 88 of Century VII—Decad 8). The author takes the
privilege of referring to this verse, because even in the original it was a purple
patch.

It is interesting that Desika refers in the Dramidopanishadsara and his Tatpa-
rya Ratndvali to it, to the Truvaymoli variously as Dramidopanishad as Sambhira,
and especially as Dramida Nigama. It only shows in what indubitably profound
Tespect the contemporary Vaishnava elite should have held Satakopa's works, and
how the work contained the fertile seeds of spiritual fellowship—among all Hindus
alike—whether Vaishnava or Saiva. There are certain aspects of the work of Desika
that require some explanation, owing to their not reflecting the religious vogue
of his times. This is indeed natural and appropriate, as he was only presenting the
thoughts of Satakopa’s Tiruvaymoli, without ornamenting it in anyway and thereby
violating the histriographic value of the concepts. One should realise that there
was a gap of as much as five long centuries between the times of Satakopa and
Desika. Much water had flown down Tamraparni and Kaveri since then, and
it would have ill-suited Desika’s genius and objectivity to have edited Satakopa’s
concepts and narrative. The times of Desika had seen the consolidation, in their
fullness, of the ritual and canonical formulations of Vaishnavism, whereas the age
of Satakopa was on the threshold of an era when Vedic ideas yet prevailed and
rituals, in temples particularly, had not become compulsory, complex orformal.
Thus, while rendering Satakopa’s several references to the casy accessiblity and
mode of worship of Vishnu, as in C entury I, Decad 6, he presents the idea with-
out any reaction. In fact, he strives o emphasise the points with an casy familiarity.
SR WA wfaaa-fafasrsasan qoTaed ;)

This is not only the most faithful rendering of the ritual situation, as it existed
in Satakopa’s age, but also the display of the most characteristic talent of Desika
to compare and contrast his age and the earlier, by the very choice of the negatives
w5l : and gfaga | The latter day temple worship or divine worship,
even at a personal level, involved materials which have to be =7 and the
rituals have to be fygg and wfafag 1+ It thus redounds to the credit of
Desika to have assessed the realistic situation without any recourse to subtlety of
expression, as was the hall-mark of his age, generally. At the same time, by his
equally penetrative analytical talent, he is able to highlight the other cvolving
facets of spiritual, philosophical and credal manifestation of the Vaishnava faith in
the age of Satakpoa, as pointed by that savant himself in the Tiruvaymoli We have
the example of sloka 29 —summerising Century 11, Decad 7. where the Kesavadi
names with the inherent features of each is mentioned. The 12 and 24 and 36
names of Vishnu have been adumbrated with certain iconographic and ritual
speciality by the 9th century A.D. Thus, the type of mention that Satakopa makes
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of Kesava, Madhava, etc., is of the Smriti tradition of the 12 forms of Vishnu,
and not the Agamic traditions, as was following the Agnipurana, etc., of the 12,24
and 36 forms. We find that this latter situation is reached by the time of Kulasek-
hara, another Vaishnava Alvdr who, in his Mukundamala, starts a significant and
summarised series of traditional Vishnu names starting from Kesava and ending
with Adhokshaja, which is reflecting the Agnipurana series (Jilive kirtaya kesvam...
namadheokshajam).

Again, when in the third Decad of the 6th Century, Satakopa is talking of
unity in diversity of God, his being the container, his universality and his omnip-
resence, Desika renders justice to these straggling thoughts of the Alvar in verse
after verse, by a tidy single verse, as only he could, and highlights the real import
of each of the verses of the Decad without committing the error of literal transla-
tion. One example of this in this Decad would suffice. The Tth verse talks of God
being of pure, effulgent body (Paraiijudarudambai) and of body stecped n impurity
(Alukkupadittauiambai). Desika’s compression of these key Tamil words in this
verse is by the terms framfesmgnazarg The term adivyanga or Alukkupaditta
udambai is most striking, as it is to God's immanence both in the mundane world as
muich as in the celestial world thatit clearly implies, following strictly the original
Tamil word suggesting the world full of karma-mala. In a similar sweep of
expression in the 9th Decad of the same Century, he integrates the five-fold form of
Vishnu manifestations as patternised by the Puranas, namely, the Para Vyitha,
Vibhava drcha and antaryami, by the terms,

qremafana-agaar gEIgEfegaEn

Satakopa's corresponding verse the 5th of this Decad mentions Vishnu's abode at
heaven, on the hill, at the sea, on the earth, and indwelling in all the above, and
this certainly does not express directly the Para-Vyiha terminology. It is only
Desika that could comprehend this in the verse, especially the significance of the
hill as the vyiha concept of Tirupati, the sea (for the vibhava avataras, starting with
Matsya form) particularly. The archa concept had certainly not been fully
expanded in Agamic pattern by the time of Nammalvar, but the concept of icon
worship in various forms had already become very extensive. The English transla-
tion, here, be it noted, carefully maintains the strict order of the five-fold manifest-
ations referred to here, putting archa penultimate, unlike the existing Tamil trans-
lation of Dramidopanishad Tatparya Ratnavali, which sticks to the traditional
order putting archa last.

The work, which is now being published, will surely, may it be expected,
expand the sphere of Satakopa school of Vishnavism—which is pristine and una-
dulterated and had already been scintillating, all the more thanks to the crafiman-
ship of Swami Desika bestowed on it. It has the chance of becoming in the hands
of a worthy modern Hindu devotee, a handy primer of the early Vaishnavism of
Tamil Nadu, which was the fountainhead at which such saints as Yatiraja
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(Ramanuja) and Vedantacharya (Venkatanatha) drank deep, and were thus freed
from the defect of being mere sectarian intellectuals. and were indeed to become
Yugapurushas, who could strike a chord of spiritual and poetic integrity in any

Bhakta's heart, and mingle him in the lofty company of mystics and seers, of
Hinduism.
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SACHCHHARITRA RAKSHA OF SRI VEDANTA DESIKA
—A STUDY

The great and inspiring aspect of Sri Desika's erudition and power of
exposition is that while pressing into service an extensive range of religious, literary
and canonical authorities and quoting them appropriately, he does not read into
these statements any shade of significance that they did not envisage, or could not
imply on semantic grounds. He is, in effect, a purist in logical thinking and does
not accept anything but facts (of traditional as well as other usage) and he uses these
tellingly in establishing his line of reasoning. He is, a gracious academician and a
blessed evangelist rolled into one. As the name of this work —Sachchharitra Raksha
—jtself indicates, it is to be the guide-line to a life of integrity and religious rec-
titude and the three dissertations therein shed much welcome light on the then
religio-cultural outlook on these noble abjectives.

The first adhikdra is on Sudarsdna-pancha-janyadhdrana vidlii (the procedure
for wearing the Chakra and Samkha symbols on one’s person). The opening gambit
of Sri Desika is to present the pirvapaksha and then to resolve it. He raises the
issue of the very act of branding of these symbols. These are certainly not men-
tioned in the sruits or smritis, but dmndya or traditional usage or code has es-
tablished its efficasy, and not being against the smriti, is considered as good as a
pramina. As a karmdanga it has been enjoined as beneficial thing and considering the
fitness-test of a samskdra on the basis of the pramdna it has been accepted, Marshall-
ing a diverse range of authorities ke, Atharva mahopanishad, Yajus (Kata) Sakha
Rig, Bashkala Sambhita, Sudarsanopanishad and Rigveda khila, he establishes the
consensus of the acknowledged merit of the mark of the sankha on the left arm and
chakra on the right arm, at shoulder level. Entering into the disquisition of the
Agni-base of Sudarsana. he mentions how Agni is a purifier, how it is thousand-
spoked and is thus a synonym of chakra, and he who is marked with chakra on his
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body reaches the state and world of God. In all the three Vedas, there is reference
to Atapta tamirana tadamo asmute srutasa idva hantas tatsamassate about the efficasy
of being a tapta-tanu or branded body with ceremonial and auspicious symbols.
Whenever sruti, smriti and dmndyd exit, they should operate without mutual
contradiction, on the same analogy, for example, that while the indivisibility and
premeability of God is adumbrated, this has not prevented the different sakflas from
developing their disciplines. Desika buttresses this argument by the statement of
Sandilya that, not having got concentration in the Vedas or its angas, he applied his
mind to the Panclhardtra Sastra. This is not certainly to be taken as derogatory to
the Vedas. On the contrary, it should be taken as the further expansion of divine
worship, as enjoined by the Paramesvara Samhita dealing with appropriate
symbols for appropriate worship. Thus the paratva of Sudarsana is established by
the samjiidna approach and followed in rituals. Kdlortara Sambhita even says that
on the sikhara of the prasdda (temple), chakra should be established of 12, 8 or 6
spokes. Thus, on the same lines as the Yajfiopavita mantras promoted by the kal-
pasiitra writers, the Veda khilds also are to be taken as valid as the sruris. When it
is said that a brahmana should be performed his upanayana in the 8th year and put
to learning under a guwru it is not meant to debar others like Kshatrivas and
Vaisyas from learning after upanayana, since this is equally well admissible. But
since the distinguished and vocational practitioner of learning was the brakmana by
common consent, his not doing it by the age stipulated was fraught with deleterious
consequences for the rest of the society, as he gave them a lead in certain maiters,
Katha sdkha says that @rdhvapundra and wearing of the sankha (lefi side)
and chakra (right side) marks are of the same category as angas of dhydna. The
consecrating character of the chakra—sankha lanchana is extolled and clinchingly
borne out, by the sruri itself—Tena pavitrena suddhena putah and Nighanfu
is quoted by Sri Desika as taking Sudarsana and pavitra and charana as all
synoymous (Sudarsanamaram chakram pavitram charanam). The famous Kathaka
passage (charanam pavitram viratam purdnam... ......suddhitam dadati), is annotated,
in extenso, by Sri Desika at this context to assert how Sudarsana and other
lanchanas on the body of a devotee enable God to come and rest there, and how
chakra, being equivalent to Agni and jyori, confers immortality (amritasya dhdra).
On the basis of the nydva that all is not remembered and laid down by all, the
fully authoritative usage of the sankha-chakra markings is further correlated by
Desika briefly, to the pramdnas of the sdstras—pertaining to ancillary vidyas like
ayurveda, dhanurveda, gandharva veda, arthasastra, ratna sastra Silpa sastra, etc.,
apart from Itiltasas and Puranas. He quotes Sandilya smriti as suggesting (hat all
household upakaranas (articles) as well as cattle, children, etc, should be marked
by sankha and chakra symbols. The panchdayudha (five-fold weapons of Vishnu—
Aim-padai of Tamil hymnal), made of gold, should be worn around the neck of
children and tied on the door lintels of delivery (prasiti) chambers: These divine
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symbols should ner, it is enjoined, be carved on the seats, or on the floor. They
could be erected on a pillar, however, in the central court of a residence. Men
and women should make and wear on their persons, ornaments of the shape
of the five ayudhas. It is very significant to note here that in the early Sunga-
Kushana-Satavahana art of India (c. 2nd century B.C.—Ist century A.D.) we find
actual examples, in sculptures, of these symbols being strung in a row and worn arou-
nd the necks of ladies, etc., as auspicious mascots or talisman. They were also con-
sidered among the categories of ashfamangalas in which were included also double
carp, elephant goad, water vessel, etc. This would give a rough dating for Sandi-
Iya smriti. Vasistha Samhita makes a provision for wearing these mascots around
the necks of children only upto the 16th day of their birth, but insists that brand-
ing of their body with the symbols when they grow old is called for. The ltikasa
evidence is best represented by Vishnu dharma (82 chapter—Yama— Kinkara sam-
vada) and Mahabharata (Bhishmaparva—4th day). The former contains a passage
which avers that “there is no scope for Yama or his men being found within the
sight of people who are branded with Vishnu's /dnchanas on the body'. The latter
specifies that Visudeva is to be worshipped by all the four castes, duly having the
lakshapas or marks, on the basis of the Sadttvata manual. Sri Desika establishes
here that the word /akshana does not mean anything except the ldnchanas to be
worn on the body and do not refer to yajiiopavita, etc., since yajiiopdvita is to be
worn by men at all stages of life, and since lack of it reduces one’s station, it has
to be done. The additional injuction that all the four castes are to have the
lanchanas is something preciously significant.

Paramesvara Sambhita, Pratistha chapter—is then quoted and explained in detail
for the mode and manner of lanchana-wearing ritual for all the classes. and on all
the objects used for daily worship. An incidental piece of data it supplies is that
where the murti (image) of Gods—other than Vishnu—does not have such ld@nchanas;
they should not be imparted to them afresh, but left as such. Vishmu tattva (3rd pada
Ist patala) strengthens the efficacy of wearing these /dnchanas by saying that chakradi
lakshapas on the body make the devotee become Vishnu himself, and not simply
his bhakias, implying the godly spark in the drma of all sentient beings. These
lakshapas should be moulded in gold, silver or copper and the chokra should be
eight-spoked with a good hub and well-rounded tyre, with four tongues of flame
on the cardinal points of the tyre, and having treated them in fire, they should be
impressed on the body, according to proper procedure and with devotion.

Harivamsa, 147th adhyaya— Yatrdrambha, further sustains the beneficial char-
acter of the ldnchanas by stating that entry should be refused in ‘my’ (God's) places
without the ldnchanas being worn by devotees, since for the raksha of habitations
also, they are recommended. Desika explains here the lohitoshnisha nydya and states
that this does not signify any ban on the entry of certain castes or sects, but only
an inclusive reference to devotees in all castes and walks of life as having existed
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and the devout in all these castes would be wearing these ldnchanas: and others
are forbidden. Agnipurana stipulates that the five dyudhas should be worn in the
following manner; gada on the laldta which is the reason why the tilaka or dipa-
sikha—like Sri-chiirna is worn in the centre—Gada is further kaumodaki and a
female, like Sri; chdpa (bow) on the crest of the head; nondaka (sword) on the
chest; and chakra and sankha on the shoulders: after consecrating them in fire
with appropriate rituals. These are applicable to bhaktas, as well as Siddhas and
muktas. Other puranic authority quoted is that of Bhavisya Purana, Bralma
Vaivarta, Varaha (which gives asvamedha phala for the lanchanas); Vamana which
exhorts that even a sportive (/ildyapi) wearing of Sudarsana symbols on the arms
would end the cycle of rebirth and take one to God; Garuda (which equates
Visvaksena and chakra and says that he enters the body of those who wear this
symbols and makes the body pure-pavitra, and that in Srdaddhas, those without such
lanchanas should never be invited, as this defiles the havis offerings to the pitrs);
Aditya and Matsya puranas,

Having surveyed these in an encyclopaedic sweep, Swami Desika condenses
the approach to the universality of the practice, by the existence of countless tex-
tual pramdpas insisting on its adherence, although it would be obvious that some
practices might not be fully in vogue in all the regions to the same degree. It is the
vivechana (discriminating or discerning scrutiny) and acceptance of the antahkarang-
pramdna (inner conscience) in cases of doubt, as exhoried by Kalidasa (saram i
sandeha padeshu vastushu pramanam antahkarana pravrittayah) that is elegantly
quoted by Sri Desika, for an indisputable validity of the Vishnu /@nchana dhdrana
on the body, and he finds the spirit of the act more valuable than the detail, as for
instance, when he allows those who, seemingly because they are prone to be affected
by heat, but still want to wear these marks with zeal, do it with white clay, on
their body, or by wearing the stamped symbols made of Tulasi wood or copper or
gold, etc. Anmushithana (performance) is a matter of varient usage but the rationale
behind the anusghana should be grasped and appreciated. Thus, winds up
Desika, for brahmanas and others as well, it is essential to wear Sudarsana and
other Vishnu symbols, and for those hankering after release of the body, all the
more so.

Swami Desika deals in the Urdhvapundra dharana section with the custom of
the forchead mark applied by brahmanas and others and particularly dwells on the
Sri Vaishnava tradition and code in this respect. He devides the topic broadly into
five sections variously of: (1) the need for the sirdhvapundra mark, (2) the material
of which it is made; (3) the colour and design, (4) the method of application, and
(5) basic form and its iconographic import. He winds up with an epitomisation of
the entire the chapter in one single verse.

The author almost exhaustively quotes all the authorities bearing upon general
brahmanical and specific Vaishnava usage in the case, upto his times (13th
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century A.D.).

He opens with the obligalory use of drdiivapundra for dvijanmas (Brahmans),
in the way as the use of—sikAd (tuft of hair) and upavita (sacred thread). He goes
on to state how dhyana (meditation), homa (fire offering) japa (chant), become
fruitless without the wearing of the forehead mark by the person, and how this
mark could be of sandal or incense for Kshatriyas, of bel (bilva) root for Vaisyas
and of grass or vegetable ash by sudras ( Parameshfya samhita). For Yaishnavas, it
should be of white earth and according to proper rules, with interstice, and on 12
parts of the body.

Brahmdnda states that for accepted materials (in ritwal) the benefit is also
based on colour scheme and thus black is said to be productive of sami (peace),
blood red of attraction or control (vasya), yellow of prosperity and wealth (Sri)
and white of liberation or unity with God Vishnu (mukti).

Bhdrdadhvaja Sambhita states the earth for drdhvapundra should be free from
blending or intermixture, should be dense white and bright and fragrant. It should
not be yellow or coloured or black or red or ash coloured or hard or lacking in
good smell.

Agni Vaisyagrihya informs that for Vaishnavas only drdlivapundra is prescribed
and even out of sport, a learned brahmin should not wear tripundra.

Bodhayana also specifically refers to drdhvapupdra for brahmins both positively
and negatively, by using na chanvatha (not in any other manner). Sri Desika com-
ments here that anyatha, etc., mean that fripundra wearing is as much to be
censured as drdivapuddra non-wearing.

Brahmanda states that he who wears clear white drdhvapundras with interstices
(between the strokes) and with heavy arms, he provides a haven or temple for ‘Me’
(God) and ‘I" dwell in the centre of such an drdhvapndra wide and pleasing, with
Lakshmi, and sport there permanently.

Marichi adds the point that for a Vaishnava, @rdhvapundra without gap is bad.
He who makes no gap in his drdhvapundra, he expels the resident Vishnu and Sri
from there. Sri Desika dwells then on the question of use of bhiii (or ash) for
forehead mark and states that he is aware of the various practices in this respect
and how the Pasupata devotees of Siva even hold that “one who drinks wine, co-
habits with his Guri’s wife, who steals, who kills a brahman, but who smears ash
on his body, lies on ash and meditates on Rudra, becomes absolved of all his sins™.

Sri Desika discusses how ash, like bone and similar other objects is such as calls
for immediate purificatory bath along with the cloth worn as well, as adumbrated
in the sasrras. However, ash collected during sacrifices from the homa-agni is taken
sometimes as quite pure and worthy of being applied on the forehead. But Desika
says that this is not an injunction or a Kriydnga and does not take away the basal

impure character of ordinary ash and this is to be eliminated for forehead marks
by Vaishnavas.
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Vriddha Jabali states that wearing of Triyak pundra or strokes in different
directions (and not upwards as in drdhvapundra) by a Brahman makes him equal
to an untouchable. Satatapa, Matsya and Ndaradiya uphold such taboo conversely,
as Naradiya states in the same way as a person is terror stricken on seeing a cobra
the assistants of Yama shake with fear when they see a person used to Urdhva-
pundra mark. As regards the method of application, excepting for the long middle
finger, all other fingers could be used applying it to the forehead. Here again,
benefits vary according to the different fingers used. The normal usage is that of
the ring finger.

The form the drdhvapundra is then discussed— Varaha makes it padakriri like
the feet. Skanda makes it danddakriri or like a staff: Brahmanda wants it to be
santardla with gap; Sartvata wants it to be dipafikhakriti like the flame of a lamp-
wick. Brahmaratra wants it to be with gap in the middle, like Brahmanda;
Pdramesvara states that they could be of 12, 1 or 4 in number. The details of the
trdhvapundra are given in other texts also, with the tip up and with the middle
clear or well shaded, and with the edges thickened with the disposition like that of
the feet of Hari, and with gap inbetween. [Isvara Sambhita adds that it should be
beautiful and of dipa Sikha shape or the shope of lotus bud or lily. Matsya text
states that it could be of the shape of Kurma or tortoise, or that of the conch or that
of the leaf of bamboo. It states that the tortoise shape is established as the best.
This tortoise shape apparently explains the drdhavapundras of the Tengalai Vaishna-
vaites. Other texts like Naradiya prescribe for Kshatriyas the crescent shape, for
Vaisyas the circular shape, for Sudras the Tripundra shape. It could be for Brak-
manas the dagger shape, or discus chakra shape, or the staff shape. It is stated
that since on all the archdvataras of Vishnu, mostly the dipasikhe type is seen,
this should be the best. Desika comments that what the Lord did should not
be taken as the standard for practice by men. Therefore the Haripdda-Samasthana
or shape of Har’s feet, as prescribed in the Vedas is the best to be adopted by
Vishnu bhaktas. Then texts like Brahmardtra giving the iconographical details
of the 12 drdhavapundras in different parts of the bedy are mentioned, In forhead it
is Kesava, in the naval Narayana, in the heart Madhava, in the neck Govinda, in
the right stomach Vishnu, in the right upper arm Madhusudhana, on the right neck
Trivikrama, on the left stomach Yamana, on the left arm Sridhara, on the left neck
Hrishikesa, on the back hip Padmanabha and on the back of the head Damodara.
The iconic forms are those of God, with 4 chakras, 4 conches. 4 gadas, 4 dhanus,
4 halas, 4 musalas, 4 khadgasA vajras, 5 dyudhas and Pasahastas respectively.

Finally, the whole situation is summarised in one verse stating that by brahm-
anas (Vishnavas as well as others), tripundra and the like are to be rejected and
only dirdhvapundra is prescribed, as an anga of Karmas and always earth is the best
material over all others, and this earth should belong to a Vishnukshetra and sho-
uld be white and of agreeable fragrance and should be applied on the body, by the
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ring finger and of a shape with gap, either of the tortoise form or that of the feet of
Vishnu and the important feature should be it is large.

The third and very important section of Sachchhariira Raksha deals with
the rules governing the disposal of offering made to god. The thesis is divided into
three main stages; firstly, the qualifying or the mandatory provision regarding the
consumability or otherwise of offerings made ritually. This is summarised giving
the Purvapaksha in this. Earlier scholars like Yamunacharya (in his Agamapra-
manya) and Varadaraja Pandita (in his Sammdrga-Dipikd) have dealt with the topic,
which is acknowledged by Swami Desika at the very outset.

The general law seems to be that offering to God, beingin the nature of
consumable offerings are pollute and thus should not be partaken by devotees, and
is forbidden on the authority of Manu and others. The popular concept as explained
by Desika, is that since the Uchchistha (or partaken naivedya) or left over is liable
to be considered as that of the father or Guru or husband or master, and since
there is a consent for the partaking of the uchchhuistha by the son, sishya, wife or
servant respectively, and since God is proclaimed in many sdstras as the father,
guru, husband and master of the mortals his naivedya is not uclchhistha and can
be partaken. Desika rejects this facile and unscientific claim as inadmissible
because, even ritual injunction forbid the partaking to Brahma and Rudra, whereas
only in the case of Vishnu or Narayana, the offerings could be considered as
benedictions and consumed by devotees. Otherwise, since Brahma was created by
Vishnu and on that score beceme the eldest brother of all since the eldest brother
is considered as equal to father in status, his uchchhisgha would also become accepta-
ble to devotees for consumption. Quoting Mahopanishad, he recalls how the learned
accept the offerings received by Vishnu and if such offerings are not available. it
has been recommended, in the Rahasyamnaya Brahmana, that one should create
such in the food, by consecrating it first to Vasudeva, in the first few morsels of
the food that one eats—it is this that has become the basis of the prandhiti that
is enjoined while taking ones daily food. The great and unrivalled efficacy of the
offering made to Narayana and then partaken, is closely established then by Desika
by a multiplicity of textual authorities like Sattvatasamhita, Paushkara Naradiya,
Padma, Vishnu Tattva, Mahabharta (Jianakanda, 3 chapters), Bodhdyaniya Vishnu
Kalpa, of which the Mahabharta quotation is furnished for its topical value :

‘Hrdi Dhyayan Harim tasmai nivedyannam samahitih
madydmanamikdngushthaih grikitvannam samdhuta
prandya chetyapandya vyandycha tatah param
uddndya samdnya svaheti juluyat kramay’

Desika takes us into an exposition of the negative and positive, inclusive and
exclusive implications of the word ‘naivedya’ and ‘nivedana’. He considers first
that a mivedana is called nirmalya (in Sanatkumara Samhita) and whether it is flower
or fruit or any other article, it should be discarded and not eaten. Sin attaches not
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only to the eater but also to the giver of such according to Paushkara. But all
these and other authorities make a qualification necessary for the recipient that he
is to be a proper pdtra—a bhakta, sastranishfa. Isvara Samhiia states actually that
Bhagvatabhaktas are very rare and those with bliiva (or godly feeling) are even rarer,
and it is to abhaktas and bhavahinas that the naivedya should not be given. These
are categerised into ndstika (atheist), durdima (bad man), etc. Ndradiva clarifies the
situation tersely by stating that Brahmanas, Kshatriyas, Vaisyas and devoted Vaish-
navas and not others are eligible to partake of the naivedya of God. This takes
one to the point that there is an admitted difference between naivedya of Vishnu
and of other gods like Rudra, etc. Since the latter has already been upheld by their
own sdstras (as not consumable), one need not be at pains to establish their validity.
Brahmapurana says that Vishnu's naivedya is pure, fit to be used by munis, other
naivedyas are nirmdalya. What are the categories of nirmdlya itself 7 They are six in
number; devasvam (the villages connected with the deva), devadravya (like cloth or
ornaments), articles prepared for offering, that given to Chanda (Chanda dravyam),
that which is thrown or placed outside, all these six varicties of mirmdlya articles
should not be either smelled, or crossed or given or bought, and if done, he will
be born as carrion cater or low-born or wolf or impotent or hunter. Considering
these injunctions, the recommendation of Isvara Samhita that kunkuma, chandana,
karpiira and other unguents associated with Vishnu's body, these are thrice sanctified,
and similar statements in Padmodbhava Brahma indicate that the maivedya of
Vishnu stand on a pedestal all its own. Airi Samhita Brahmana and finally Bhagavata
say that the pddodaka or the water which has washed Vishnu’s feet, is the highest type
of prasddy and when taken gives unlimited blessings. The last authority explains
that only knowing this, Siva kept Ganga who had washed Vishnu's feet, on his head.
Further, it is enjoined that Vishnu’s offerings, wherever and whenever got, should be
unhesitatingly accepted and consumed. It is even further clinched by Padma, Para-
mesvara, etc., that the food offered to Vishnu can be offered to other devatas, as well
as Pitrs during antyva, for Vaisvadeva, etc., Mahabharata (Jiana kanda, 3rd chapter)
specifies that, following the Sattvata procedure, that which was accepted by Nara-
yana as offering, was further offered to Indra, Pitrs, Rishis and Brahmanas.

Winding up the dissertation, Desika avers on the basis of Agamapramanya text
that ‘“in the regulation of the catable and the non-eatables, the autority or guide is
Sdstra. If it states that the prdpahiiti offered to Vishnu and eaten thrice a day,
during meals by all devotees, is proper, what is there to be questioned ? In the
same way as for anushthdna, there is a discipline (tantra) dealing with nirva karma
kamya karma, agnihotra, etc.; in the same way, for prandgnihotra, there is the rantra
of consuming that which is the naivedya. Thus, Desika establishes that a prelimi-
nary to all vaidic action like Vaisvadeva, pranagniliotra, etc., is the daily offerings to
be made to Vishnu.

The triple topics constituting Sachchharitra raksha of Swami Desika are thus
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not sectarian ritual for a conservative Vaishnava group but a universalised, highly
synthesised interpretation of the foundational truths of the scriptural and other
texts, and are the most acceptable and the most dignified rationalisation of the
principles governing the marking one's body by a bhdgavata, of the symbols of Vishnu
like chakra, sankha, etc.; of the wearing on the twelve parts of the body, the
grdhvapundra; and of the merit of consuming the offerings of Vishnu. They do not
seek extenuating circumstances, but persuasively seck the meanings of a wide range
of holy texts, and above all, they reveal the prodigious intellect of Sri Desika, and
make him stand out as one of the most uncommitted religious leaders of India,
a person who was only committed to truth, godliness an intense devotion to the
heritage of the scriptures.



31

THE SAPTA-DVIPA CONCEPT IN INDIAN HERITAGE

The Sapta-dvipa concept is a special feature of Hindu India. Its origins are
scemingly very ancient and may involve geographical areas which may only partly
fall within the present boundaries of India, that is Bharat. It would be useful,
therefore, to know about the trend of the c;uanl information on it, as supplied by
the Puranas, epics and the Bhdgavata.

It is customary to call India as Jambudvipa. This term was in wide currency
already in the Asokan times, as noticed by the use of this term in his inscriptions.
The sankalpa rigmarole of the pious Hindu of today, prescribed for performance
of all Sastraic karmas on auspicious as well as inauspicious occasions enjoys the
specification of the kalpa manvantara, yuga, the dvipa, the varsha (and Kkhanda),
the area where the karma is performed, together with the era, year, ayana, season,
month, fortnight, titi and nakshatra This tradition has an early part and a later
part. The earlier one would be represented by the dvipa and varsha element, and
the later by the calendar details systematised subsequently, arising out of the
Vedanga jyotisha in the Brahmana and Siitra stages. The sapta-dvipa (with its
allied categories of sapta-tala and sapta-sagara concepts) appear to form the flash-
back, as it were, of the Vedic communities before or at the time of their advent
into Bharatavarsha. The dvipas enumerated in the old Puranic texts are Jambu-
dvipa, Plaksha dvipa, Salmali dvipa, Kusa dvipa, Krauncha dvipa, Saka dvipa and
Pushkara dvipa (Padma Purana-Kriyayogasara, ch. 1). It is interesting that many of
these dvipas are placed by linguists and conventional academic scholarship in the
areas outside of, but adjacent to India, in the classical Ariana, upto the Caspian
and Eral seas to the North and Masopotamia to the West. For instance, the
Plaksha dvipa is taken as the area of Mongolia and the Udakidrpava or
sweel water river, associated with it, is said to flow through it, and is identified
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with Tchadun river. The presiding divinity of this Dvipa, according to Bhagavata,
is Surya. The Salmali dvipa is equated with Chaldea where the rivers Nivritti
and Vitrishna (standing for the Euphrates and the Tigris) were flowing. It is the
same as the Assyrian or Mesopotamian region (Brahmdnda purana, ch. 53). The
presiding divinity here was Chandra, according to Bhagavata. Saka dvipa is equated
with Tartary, including Turkestan in Central Asia, the country of the Sakas.
Mahabiidrata has several references to it which are correspondingly borne out by
those of Ptolemy, the Egyptian geographer. Its special deity is taken as Vayu. The
Pushkara dvipa is a part of Central Asia, again, towards the north of the Oxus
river, including western Tartary. It was later forming part of Scythia of the
Greeks. The city of Bokhara (Bushkara) seemingly had some connection with
this region. Its presiding deity was taken as Brahma. The Kusa dvipa which was
said to be located near the Eral sea (Varalapurdna, ch. 88) has its main deity as
Varuna, the lord of the waters. It is likely that these divinities who are the loka-
pilas and dikpdlas of the subsequent Hindu inconography, served to indicate the
direction or the point of the compass in which these zones were located, with refer-
ence to Brahman of the Pushkara dvipa which might have been the most Central
Zone among them.

The sapta sagaras were clearly of a geographical and ethnic connotation, with
Lavana or salty sea, taken as the Indian ocean surrounding Jambudvipa; Kshira or
milk ocean ascribed to Shirwan (an ancient name for Caspian sea); Sura (or wine)
was taken as the Sea of Sarain (another name for the Caspian); Ghrita (or ghee)
was considered as the Erythrean Sea or the Persian gulf which formed the boundary
of Salmali dvipa (Varaha purana, ch. 89); Tkshu (or gud) was taken as standing for
the Oxus river (Vishnu purana, pt 11 ch. 5) and formed the southern boundary of
the Pushkara dvipa. Dadhi was related to the area of the Eral Sea and formed the
boundary of Krauncha dvipa. As mentioned earlier, udaka or sweet water was
flowing through Plaksha dvipa in Mongolia.

The above geographical, historical and linguistic traditions would seem to
show that the Vedic people should have occupied many areas before and even after
their arrival into Brahmavarta in the Punjab, and had contacts with other ethnic
groups with whom they had linguistic, cultural and even religious ties. It is
connected with the ancient home of the Aryans, which was called as Airyan- vejio
(Arya-vija) in the Avesta of the Zoroastrian Iranians (reflected in the modern
Azerbaijan in US.S.R.). Itwassaidto be a cold country, situated north and
north-west of India, including the Pamir plateau, from where sections of the same
groups are said to have branched off to Europe, West Asia and India. The separa-
tion, especially of the Indian and Iranian groups is taken as having been caused by
disparities and divergent views on agricultural and religions concepts, particularly
centering around the dethroning of Varuna who was till then holding supreme
place in the pantheon, and the enthroning of Indra as a Supreme
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deity—a trait which was a characteristic feature of the early vedic hymns of India.
The Varuna-based groups got separated from others and leaving Central Asia,
the common earlier home, migrated to and settled in Iran and later established the
Zoroastrian religion. The Indra-based groups entered the valley of the Sarasvati
and Drishadvati in the Punjab and Haryana (itself reflecting the term Ariana of
the classical geographers).

As mentioned earlier, there was an interesting part of the Dvipa concept which
served as an iconographic manual of the important cults of Hinduism introduced
into Jambudvipa. The Jambudvipa was divided into nine khandas,or varshas
which are Bharatavarsha; Kimpurushavarsha, Ketumalavarsha, Harivarsha,
Bhadrasvavarsha, and Havritavarsha. The Bharatavarsha, in which we now
reside, is stated to have the nucleating cult form of Nara-Narayana, as distinctly
assumed by God, worshipped by Narada and others, and located at Badarikas-
rama or the modern Badrinath—which is by far the most cherished place of
pilgrimage in India today for the pious Hindu, and where Adi Sankara Bhagavat-
pada attained videha Kaivalya, according to tradition; and the uftaramnaya seat
of the Advaita Matha is established since then there. It is interesting to note that
the other three Advaita maths, taken as installed by Adi Sankara respectively at
Dwaraka (Paschim Gujarat), Govardhan Matha Puri (Orissa) and Sringeri (Karna-
taka) apart from other seats that are also claimed as directly associated with
Sankara, have the association of Vishnu, in one form or another either as miirti or
Yyantra in the conservation of the seats, either as Krishna or Nrisimha—two forms
which had received personal adoration distinctively from Adi Sankara himself—
notwithstanding their general Sivaite slant in the organisation. This and its chief
divine form, like each of the other above mentioned varsha and their gods, is given
an associative mantra also in the Puranic period, as compiled in the Bhagavata,
which is as it were, the canonical text for the worship of these forms. The manitra
for Nara-Narayana is :

Om namo bhagavate...

Rishirishabhdya narandrdavana Paramahansa

paramagurave atmdramadhipataye namo namal (Bhag. 5-19-11)

The Kimpurshavarsha has Rama, accompanied by Sita, as the prime deity worship-
ped by Hanuman. The mantra is :

Om namo bhagavate, uttamaslokdya namah;

dryalakshana silavrataya namal

Brahmanyadevaya Mahipurushdya Mahdrajiya namal (Bhag. 5-19-3).
The Uttarakuruvarsha (which according to some other sources is the same as
Harivarsha) has Yagiiavaraha as the prime divine form, worshipped by Bhudevi.
The mantra quoted is :

Om namo bhagvate mantra tiktingdya yaghia kratave Mahddlvardvayavaya

Mahapurushiayva namah Karmasuklaya Trivugdyva namah (Bhag. 5-18-35),
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The Hiranmadyavarsha has Kurmamurti as the chief divine manifestation as
worshipped by Aryama, and the mantra quoted is :
Om namo bhagvate akilpardya, sarva satvagunaviseshandya
nopalakshitasthapandya namah, varshmane namo Bhumne namo
namo avasthinaya namah. (Bhag. 5-18-30).
The Ramyakavarsha has Matsyamurti, as worshipped by Vaivasvata Manu, and the
miarnira 15 :

Om namo bhagvate Mukhyatamaya namal
Maharmatsyaya namah (Bhag. 5-18-25)

The Ketamalavarsha glorifies Manmatha or Kama, as worshipped by Mahalakshmi.
The mantra is :

Om hrdam hrim hrum, Om namo Bhagvate Hrishikesdya.. shodasakaldya

chehandomaydya,.. kdmdya namah (Bhag. 5-18-18).

The Harivarsha celebrates Narasimha, as worshipped by Prahalada, with the
mantra as :

Om namo bhagvate Narasimhdya...karmasayan randhaya randhava manogrd-

sagrasa-om svahi (Bhag. 5-18-8)

The Bhadrasvavarsha praises Hayagriva, as worshipped by Rishi Bhadrasva, one
of the sons of Dharmadevata, with the mantra -

Om namo bhagvate Dharmdya atmavisodhandya namah (Bhag. 3-18-2)

The llavrila varsha, which is said to be inhabited by ladies only, affiliated to
Parvati, has Sankarshana as the main divine form, as worshipped by Paramesvara
The mantra is :

Om namo  bhagvate  Mahdpurushiya, sarvagupasamkhydndya anantdya

avyaktdya namal (Bhag. 5-17-17).

It is very significant that together, these divinities answer for a variant set of
Vishnu, wherein Kama and Nara-Narayana find a place and Vamana is absent. They
represent the earlier stage of 7 incarnations of Vishnu, excluding Kima and Nara-
narayana, which ultimately led to the ten.

The seemingly fantastic and imaginative scheme of the sapta-dvipa, sapta-
sagara and navakhapnda or varsha iconographic features acquire meaning only
when the geographical factors in the areas involved are taken into consideration,
as they had gone through stages of transformation, traditional hardening and even
mutations—both linguistic and cultural from what had been originally their topo-
graphical legacy, in regard to ancient cultural geography of India. It should be added
that in no country its traditions had so systematically or imaginatively preserved
the ancestral history of the communities, though in a transmuted grab, as had
been done in India, by the Vedic people and their Puranic successors. It is like a
code language, the proper key and decoding through which would unravel the
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migratory patterns of these communities and tie them up with other exotic ethnic
groups (such as the Iranians, Sakas, Kushanas, etc) who had also chosen, over
the early centuries, to enrich the culture, religions and art of India in various ways
and had tended to claim a significant share in shaping what is today considered

as an essentially Hindu Heritage of India.
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Bhimesvarn temple, 85

Bhitargaon, 12

Bhokardnan, 116, 138

Bhubaneshvar, 75

Bhumara, 13, 16

Bhumara temple, 14

Bhutattalvar, 28

Bhuti Vikrama Kesari, 45

Bihar, 2, 91

Black-and Red ware pottery, 100

Bodh Gayva, 8

Bodhisativa Avalokitesvara, 52

Bodhisativa panels, 53

Bostan Museom, 119

Brahmani river, 132

Brahmanical caves, 4

Brahmanic culis, 117

Brahmanical Hinduism, 50, 52

Brahmanical temple. 11

Brabmanism, 115

Brahatphalayana clan, 24

Britain, 129

Bronze Age, 129

Brone Age communities of West Asia, 130

Buddha, 204

Buddhism, 2-4, 7, 12, 21-22, 50-52, 130

Buddhist caves, 53

Buddhist chaitya shrines, construction
of, 22

Buddhist pantheon, evolution of 51

Buddhist rock-excavations, 2

Bodhisativa, 51

Bundelkhand, 12

Burma, 177-178, 234

C

Cambodia, 284-235, 240

Ceylon, 234

Chairya caves, 3

Chaitya halls, 3, 13,

Chairya hills, 3

Chaifya motif, 15

Chaitya shaped temple, 22

Chairyo shrine, 2, 4

Chakravarti concept of Vishnu, 127-128,
203-204

Chalukyas, 11, 25, 33, 55, 64. 79, 82, 86,
116, 179, 183

Chalukyan pillars, 25

Chalukya temple, 22

Chalukya-Pallava movements, 179

Chamba, 58

Champa, 234

Chandikesvara, 44

Chandragupta, 10

Chandranatha temple, 108

Changu Narayan, 113

Chen-Kuviran, 93

Chennarayaperumal temple, 197

Chezarla, 13, 17, 22-23

Chidambaram, 181

China, 178

Christ, 4

Chola achievment, 25

Chola art, 77

Chola period, 43-44, 187-188

Chola temple, 44

Chola-Pandya, 76

Cholamandala, 79

Cholas, 25, 91, 95

Cochin, 138

Coimbatore district, 90-91

Coins of Andumbara, 150

D

Dakshina Kosala tracts, 39
Dakshinamurthi terracotta plaque, 188
Dambal, 88

Dantidurga’s date, 53

Dantidurga’s inscription, 8

Darbar cave, 55

Dasavatara, 7-8

Dasavatara cave, 6, 63, 55



Duasavatara cave inscription, 50
Deccan, 12, 15, 34
Decentralisation of the Trinity concept, 73
Delmal, 43

Deogarh, 13-15, 17, 33, 138
Devi cult, 213-221

Devnimori, 12, 17

Dharmapuri 109

Dharmaraja Ratha, 62
Dharmasena, 90

Dharwar, 15

Dhumarlena, 54

Dhumarlena cave, 173
Dhumarlena pillars, 55

Dilipa, 23
Do Thal, 53, 55
Draksharama, 45

Dravida Nagara, 15
Dravida shrine, 14
Dravidian, 183
Dumarlena, 7

Durga temple, 9n, 25
Dwarka, 211
Dwarka temple, 43

E

Early iron Age, 127

Eastern Seaboard, art spectrum of, 177-181

Ehabala Mandapa, 24

Ekasringa Pingala, legend of, 237

Eklingji, 175

Elapura see Ellora caves

Elephania caves, 8, 54, 187

Elephanta pillars, 52, 55

Elliptical temple, 115

Ellora, 1, 4-8, 55, 75, 116, 121, 173, 175, 182,
226, 228

Ellora caves, chronology of, 50-56

Eran pillar of Buddhagupta, 25

G

Galaganatha shrine, 15
Ganeshlena, 3
Gangavadi, 79
Gangas, 78, 82, 94
Gangetic basin, 12
Gangetic Valley, 43
Garuda pillars, 25, 189

Index 203

Gaingee, 86

Greece, 129

Great temple Thanjavur, 75

Gudimallan, 153

Gudimallam Linga, 175, 186

Gujarat, 11-12, 14, 82, 114, 171-172, 175, 211,
214-215, 227-228

Gujarat-Saurashtra, 43

Gupta period, 10

Gupta temples, 12-13

Guptas of Magadha, 10

Gwalior, 12, 14-15

Hagari valley, 76

Hampi. 84, 86

Hanoi, 38

Hanuman worship, 123

Harsha era, 123

Hassan district, 83

Hasztizaila, 28

Heliodorous pillar, 115
Hill-tribe cult, 117

Himachal Pradesh, 58

Hindu caves, 53

Hindu imperial House, 10
Hindu-rock-cut shrines, 58
Hindu Trinity depiction of, 237-239
Hinduism, 20, 22, 75, 84, 111
Hoysala temple, 83

Hoysala temple craftsman, 75-81
Hoysalas, 82-83, 85, 88-89, 183
Huchappayagadi, 55

Iconographic elements, 143-144
Ikshvaku court, 11

Ikshvakus, 24

Ikshvaku dynasty, 24

Imperial Gupta dynasty, 10
Imperial Satavahanas, 12, 23
Indian iconography, study of, 111
Indo-China, 178

Indonesia. 177, 234

Indus Valley, 129-130

Indus Valley culture, 131
Iravatena, 61, 63, 65
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]
Jagannatha sabhas, 50
Jain caves, 50
Jaina, 4

Jaina vestiges, 106-107

Jainism, 50, 75, 93, 104-105, 178-179
Jataka, 19

Janardana temple, 25

Jasmalanathi temple, 43

Jayakhya, 28, 35

Java, 178, 235, 238

Jina, 115

Jodhpur, 14

Jogesvari, 19

Junagadh rock inscription of Rudradaman, 11

Junnar, 1, 3, 18
Jyeshtha-cult, disappearance of, 120

E

Kachchi, 27

Kachchhapesvara temple, 188

Kadamba, 15, 82, 86-87

Kailasa, 8, 53

Kailasa cave, 182

Kailasa temple, 58

Kailasa-complex, scuiptures of, 8

Kailasanatha, 44, 61, 63, 65, 70-72. 148, 152

Kailasanatha temples, 65-68

Kakativa, 78, 179

Kakatiya, architecture, 85

Kalachuris, 123

Katakala, 61

Kalambakkam, 72

Kalamukha cults, 188

Kalidasa, 118

Kalinga, 85-86, 177-178. 181

Kalinga art, 180

Kalinga and Eastern Ganga, 85

Kalinga-Ganga art, 181

Kalyanasundara Panel, 54

Kalyani, 76

Kalugumalai, 97-98

Kanchi, 67, 70-71, 91-92, 118, 146-147, 149
152

Kanchipuram, 26-29, 90, 175, 188, 196, 233

Kandarya Mahadeva temple, 58

Kangra, 58

Kangra valley, 57

Kannada, 85

Kapotesvara, 22
Kapotesvara temple, 22
Karad, 1, 34

Karadipath, 98

Karittikeya, 24, 45
Karnataka, 1, 82, 84, 114, 175, 179
Karttikeva temple, 24
Karvan, 172, 175

Kashmir, 189

Kasivisvesara temple, 183
Kaveri, 76

Kaveri Valley, 78
Kayavarohana, 171

Kerala, 87, 122-123, 139
Khajuraho, 58

Kilaiyur, 47

Kilappaluvur, 47
Kodumbalur, 118, 18]
Kodumhalur temples, 45
Kokamthan, 88
Konkana-Kanara littoral, 86
Kotah, 130, 140, Museum, 142
Kottukkal, 122

Kottukal carving, £7
Koviladi, 140
Krishna-Guntur districts, 11, 13
Krishna Ghat, 9n

Krishna river, 25

Krishpa valley, 11, 179
Kshatriyosimhesvaram, 63
Kshatrpa period, 12
Kudagumalai, 99

Kudalagar shrine, 140
Kulottunga chola, 45
Kumbhakonam, 141
Kunnattur, 122

Kuram, 72

Kuviran, 93

Lad Khan, 22

Lad Khan temple, 4
Lakkundi, 15, 86, 183
Lakkundi temple, 184
Lakulisa concept, 171-174
Lakulisa cult, 172-173
Lakulisa panel, 54



Linga, significance of, 170-171

Lingeacult, 186

Linga dharma or Linga dhari concept, 176
Lomasa Rishi, 2

Lotus Mahal, 86

Lower Deccan, 12-14, 23

M

Mudhyadesa, 15- 17, 22

Madras, 116

Madurai, 87. 91, 140, 191

Magdalenian phases of prehistoric empire,
113

Mahabalipuram, 60, 132, 134

Mahakur, 19

Mahakutesvar, 64

Mahakutesvara temple, 226

Maharashira, 9n, 114

Mahavira, 93, 98, 103, 108

Mahavana Buddhism, 4

Mahendra, 65

Mahendras caves, 60, 151

Mahendravadi, 2

Mahendravarma Pallava of Kanchi, 2

Mahendravarmesvaram, 71

Mahesa panel, 54

Mahesamurti, 54

Mahishamardinimandaipa, 136

Mauraka shrines, 87

Malayadikurichi, 96-97

Malayadipatti, 138

Malaysia, 177, 234

Mallikarjuna, 15

Malli Tamma, 50

Malwa, 39, 82, 88, 214-215

Mamalla, 62-63, 65, 67. 72

Mamallapuram, 8, 61-63, 65, 71-73, 189

Mamandur, 2

Manasara, 13

Mandagappattu inscription, 2

Mandi, 58

Mandore, 14

Mangolia, 283

Mesopotamin, 283

Masrur, 57

Mathura, 115-118

Matrika cull, 172

Mehrauli, 25

Index 295

Melkole, E0

Mirpur Khas, 12, 17
Monolithic rock-excavations, 2
Mother Earth cult, 113
Mukhalingam, 44-45, 85
Mundaknayanar, 61, 63-65
Mukundayanar temple, 65
Muttarmivars, 138

Muovar Koil, 45
Mycenaean Greeks, 127
Mysore, 76, 78, 80, 82, 88

N

Nachna, 13, 15

MNaga cult, 115

Nagamalai, 98

Nagara shrine, 14,

Magari, 115

Nagda (ancient Nagahrada), 43
MNagapattinam, 191
Nagarjunakonda, 11, 13, 17, 22-24, S8, 116
Nagarjunakonda valley, 114
Nalas of Dakshinakosala, 34
Namakkal, 138

Managhat, 3

Marzsimha, 34, 65
MNarasimha-1, 62

Narashima cave, 142
Narasimha incarnation, 58
Naravanadri, 28

Narayana Vatika temple, 115
Narttamalai, 44

Masik, 3

Nepal, 113

Nolambas, 82

Nolamba Ganga, 76

Morth Arcot, 91

MNorthern Itally, 129
Mugeehalli, 83, 87, 89
Nuggehalli Siva temple, 83

Q

Olakkannesvara, 71
Olakkannesvara shrine, 63
Olzkkannesvara temple, 68
Orissa, 132, 177-178
Osian temples, 14
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P

Paduka Sahasra, 251-267

Pali, 9n

Pallan koil, 90

Pallava 11, 23-25, 60-61, 116, 138, 146, 148
Pallava craftsmen, 61

Pallava script, 233

Pallava ﬁh-ﬁnﬂl ‘4. ?ur 187
Pallava society, 152

Pallava temples, 149
Pallavaram, 146
Pallichchandam village, 90
Pannmalai, 44, 63

Panamalai shrines, 67
Panamalai temple. 67-68, 70
Pancha Pandava, 4

Panchavira Bhagavara cult, 34, 115, 198
Panchayatana shrine, 14
Panchayarana temple, 41
Pandyas, 91, 116, 146, 148, 153
Parantaka, 48

Parikh. R.T., 222
Paramesvara, 65

Paramesvara Varman-I, 62
Paramesvara Varman, 61-62
Paramesvara-Varman's Ganesa Ratha, 65
Parasuramesvara temple, 153
Pattadakkal, 19, 64, 118, 175
FPaushkara samhita, 35-37
Pechchiparai, 95-96
Perunagar, 90-91

Phnom Penh, 238

Pidari Ratha, 64

Piravatana, 63, 65

Pirvatana temple of Kanchi, 64
Piridiyur, 91

Pitalkhora, 3

Plastic art, 11

Frakara, shrines, 65
Pudukkottai district, 106
Pudukottai town, 107
Pugaliyur, 91
Pushpabhadrasvami temple, 5n, 23.24

Q

Quib-mosque, 25

R

Ranganatha carving, 132

Rajosimha, 44, 60, 64

Rajasimha ground plan of edifices of, 67-68

Rajasimha structural temples, 65, 69-69;

—evolution of the style of, 72-73

Rajasimha temples, activity of, 61-62;
buildings of, 70-71

Rajasthan, 14-15, 43, 172

Rajim, 34

Rajivalochana temple, 34

Ramanuja, 28, 49

Ramayana, Indonesian version of, 236-237

Rameshvara, 7, 8,

Ramesvara cave, 6, 52-54,

Ranachoda temple, 43

Rashirakuta record, 18

Ratnagiri, 91

Rattas, 82

Ravana, legend about, 182-183

Ravan-ki khai, 7

Ravan-ki-khai cave, 53

Rock-cut temples, examples of, 122-124

Rock excavations, examples, 1-2

Rudra cult, 116

Rudrapurushada, 11

5

Sabarkantha district, 223

Sadasiva temple, 83, 87-88

Sagara, 23

Sahyadri. 79

Saiva caves, 4

Savite centre of Eklingji, 43
ivite doctrines, 117

Saivite icongraphy, 116

Saluvankuppani, 60, 62 73
luvankuppam, caves, 64

Sankara, 49

Samudragupia, 10, 23

Sanchi, 11-13, 16-17, 19, 22

Sankararshna, 115

Sankarsana-Vasudeva cult, 116

Sanskrit language, Nourhing of, 11

Sapta-Dvipa concept, 283-286

Sarvadeva temple, 23

Satavahana, 178

Saurashtra, 15, 43, 87, 211



Sammath, 130

Satata Sambhira, 37-39

Sahadeva Ratha of Mamallapuram, 25

Shamlaji, 12

Shelarwadi, 1, 3-4

Shimoga district, 79-80

Shirvel (Bhor), 4

Shore temple, 61-63, 65, 68, 72, 149, 152

Siam, 234

Siddartha, 24

Sikhara, 15

Sikhara element, adoption of, 8

Sifpa rexts, 14

Sind, 12

Sind-Gujarat tract, 17

Siva concept, 171-172

Siva cult, 124, 147

Siva doctrine, 118

Siva-Nataraja Iconic iraditions, significance
of, 161-169

Sivaite worship, 65

Sivalaya, 15

Sivoeri hill group, 3

Siwalik sandstone, 59

Skanda cult, 116

Skandagopa, 23

Somaskanda, 187

Somaskanda panels, 60, 64, 72

South East Asia, Indian Inscription, fusion
of, 232.233; |[Indizan mwiholcgy of,
233-234

South Russia, 129

Sri Amba, 49

Sri Ehavala Chamtamula, 24

8ri Harsha of Kannau), 10

Sri temple, 198

Sri Yarma, 24

Srikakulam district, 44, 179

Sringeri, 83, 87

Sringeri temple, 84

Srirangam, 28, 34

Srivilliputtur, 116

Stone stupas, 2

Stupa chairyas, 6

Stupa concept, 130

Stupa worship, 6

Subrahmanya, 44

Sudama caves, 2

Sulba rexts, 21

Index 297
T

Taladliwaja, 115

Talagirisvara temple, 71

Tamil Madu, 25, 90, 91, 103, 118, 120, 125,
154, 173, 177-178, 243

Temple model, description of, 29-32
Temple worship, 65-£6

Temples, panchdyatea patiern of, 43
Ter, 17, 22-23

Thailand, 233

Thanala, 9n

Thanjavur district, 191

Tiger cave, 60, 64, 73

Tigowa, 17, 19

Tin Thal, 7, 55

Tingalur, 109

Tiruchchirpalli rock, 146

Trichhi district, 25

Tiruchchirapalli upper cave. 146-147, 150
Tiruchchanur, 116

Tirukkattalai temple, 44-45, 47
Tirumalai, 28, 91, 104-105
Tirunathankunru, 91
Tirunarungonrai, 91
Tiruparutiikanram, 100-101, 103
Tirupalatiurai, 191

Tiruvehka, 27-28

Tiruvorriyur, 181
Tondaimandalam, 65, 109

Tonnur, &0

Trimurti, 58

Trimurti cave, 187

Tripurantaka, 61

Trivanduram, 189

Trivikrama concept, 190

Talnja, 24

Tuljalena cave, 18

Tumkur district, 80

Tungabhadra, 79

u

Udaipur, 43, 172, 213

Udavyagiri, 17

Udayagiri caves, 19

Ujjain, 190

Utsava bhera. advent of, 204-205

Upper Deccan, §
Upper Sivalaya, 64



298 Glimpses—Architecture, Art and Religion

v Vijayanagara, 82, 85 -
Vijayanagara craftsmanship. 83

Vaikhanasa worship, 34, Vijayanagara peried, 27
Vaishnava cave, 43 Vilapakkam, 99
Vaishnava cult, 115-116 Yindhya, 39
Vaishnava temple, 48 Vindhyan Indian, 12, 15
Vaishnavism, 116, 194-206, and Saivism Vindhyan region, 13

polarisation of. 28 Virapurushadatta, 11
Vaishnative canons of temple, 26 Virupaksha temple, 19, 175
Vaishnavaite Tayar shrine, 45 Vishau temple, 33
Vajranandi, 20 Vishnu worship, 196-203
Vakataka, 20, 176 Visvakarna cave, 51, 53, 55
Valisvara, 61 Vithala temple, 180
Vallimalai, 91
Varadaraja temple, 26-28, 31 w
Varaha, 58 !
Vastupurusha mandala, 13 Wandiwash, 90
Vedanta Desika, 268 Western Deccan, 17
Vedic Brahmanism, 111 Wheel of Law, 130
Yegavati river, 90 ¥
Venkatadri, 28
Venkunram, 109-110 Yadava, 78, 89, 123, 179
Vidvasankara temple, 83-84, 88 Yalimandapam, 60
Vikara, 7-8 Yamapuri, 67
Vikara caves, 4 7

Yijavalavacholisvaram, 44, 47
Vijayamangalam, 91,108 Zenana Enclosure, 36
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Plans and Elevations of Early Buddhist Cave Monuments (Not to
relative Scale): 1. Lomas Rishi Cave; 2. Sudama Cave; 3. Kondivate
Cave; 4. Kuda Cave; 5 & 9. Junnar: Buddhist Caves; 6. Sailarwadi:
Cave; 7. Karad Buddhist Cave; 8. Karad : Cave V; 10, Ajanta .
Chaitya Cave IX and 11; Afanta: Cave XIX



ELLORA: FLOOR OF DASAVATARA

Fig. 2. Plans of Early Brahmanical Cave Monuments
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Fig. 4. Mural Painting depicting Samavasarana lake on the ceiling of -;.":e Jain cave

temple at Sittannavasal (Early Pandya)
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Fig. 5. Plan of Chandraprabha (Tirthankara)
temple, Tirupparuttikunram
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Plate 1.

Plate 2.

MNachna (M.P,)
Parvati temple, general
view showing the early
double-storeyed
construction of

the Gupta Period

Machna (M.P.)
Parvati temple, :
door frame of the cella
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Deogarh (M.P.)

Plate 3
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n)—Vishnu Panchdyatana temple
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Plate



Plate 5. Masrur (H.P.)—General view of the series of rock-cut temples of the
Pratihara style of Rekla temples.

i

i S O el

Plate 6. Kanchipuram (Tamil Nadu)—Kailasanatha temple of Pallava Rajasimha’s period.
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Plate 7. Panamalai (Tamil Nadu)—Talagirisvara temple, view of the main vimdna.
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@ Plate 9. Sittannavasal (Tamil

: Madu) —Jain cave-temple,
Parsvanatha figure in the
northern niche of the outer
mandapa

Plate 10. Kalugumalai (Tamil
Nadu)—Carved reliefs and
niches with inseriptions
of Jaina religion on the
rock.
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Plate 14. Tirumayam (Tamil Nadu)}—Sanctum of the cave-temple of Vishnu
(Satyamurti) shrine of early Muttaraiyar patronage.




Plate 15. Kotah Museum ( Rajasthan)—Seshashyi Vishnu (stone) originally from
Badoli. Chittorgarh District.
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Plate 16. Cochin (Kerala)~ Mattancheri Palace, mural panel of Anantasayi with
divine and saintly personages around



Plate 17

Kanchipuram (Tamil Nadu)— Piravatanesvara temple showing the
absence of regular pranala arrangement for abhisheka water within the
original plinth construction



Plate 18. Tiruvalisvaram (Tamil Nadu)—Vali-
svara (Siva) temple showing Ananda
Tandava Nataraja on the main south
face of the upper tala

Plate 19. Gangaikondacholapuram—(Tamil
Nadu)— Nataraja niche sculpture on
the exterior wall of ground floor of
Brihadisvara temple
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Plate 20. Chitorgarh (Rajasthan)

_ Lakulisa panel on the eastern wall of
Kumbhashyam temple
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Plate 22. Ellora (Maharashtra)—Siva and Parvati together supporting a linga,
Cave 16, north corridor.




Plate 23. Lakkundi (Karnataka)l—Kasivisvesvara temple, zeneral view.

Plate 24. Jagat ( Rajasthan)— Ambaji temple, general view.
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Plate 26. Jagat (Rajasthan)—Ambaji temple, Durga Mahishamardini on the wall
gat (Raj j g
of the main temple
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Jagat (Rajasthan)—Ambaji temple, Durga fighting Mahisha demon, on
the exterior wall of main shrine
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