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spfafipfiee su qwEE: |
AL aw a% 4 i swifaar
T frgfanan o aF seeEd |
qATATINS B ATEAT AR |
“The Supreme Spirit has two states of Form : the [one, the]
Nature of the World (prakrti) and [the other, | its transformation
as appearance (vikrti). Prakrti is His invisible form.  Vikrti is the
aspect (akara) in which He pervades the Universe.  Worship and
meditation can be performed in relation to His aspect (sikira) only."’
‘Visnudharmottara’, I1I. ¢h. XL VI, 2-3.

a3 fosfafon
farensfavantar® ¥fa araafin adsga |

“Nameless and FFormless Thou art, O Thou Unknowable.  All
forms of the universe are “['hine ; thus Thou art known.  Known and
Unknowable, Goddess Narayapi, Obeisance.”

‘Devimiahitinya’, XTI, ‘Nardavanistuti’.



Vil
THE IMAGES OF THL TEMPLE

POSITION AND PROPORTION OF THE IMAGES OF
THY% GODS

The Hindu temp'. 1s a monument, whose outer surface consists of seulptures.
The Mandapas, the various halls, preceding the Prisida itself in which is
contained the innermost sanctuary, the Garbhagrha, are architecture in the accepted
meaning.  The Prisida stself however is almost completely a solid mass but for
the Garbhagrha, whicli is a small, dark, cubical chamber even in the largest
lem]»k.s. But for the main image or imageless symbol enshrined within, the walls
of the Garbhagrha, as a rule, are phm The carvings cease at its door ; there they
confront the devotee for the last time as he approaches the innermost sanetuary;
he may not himself, as in the temples of South India proceed further, the officiating
priest performing the rites for him.

Thus when going to the temple (abhigamana) with speech, body and mind
centred on the divinity whose presence is installed in the imape or symbol, the
devotee hecomes part of the architecture of the Mandapa whose interior he traverses,
in which hie also may pause and gaze at the images that confront him ; images which
are carved on the pillars, the capitals and on the ceiling ; ¢uiding him onwards to
the main image or symbol in the Garbhagrha, or upward to the dome and its central
point.

While approaching (abhigamana) the innermost sanctuary and  passing
through the halls in front of it, the Bhakta is within the sacred architecture;
together with the images he is (Il\]t)\,&d in a dim, soothing atmosphere caressing thc
cye after the fieree light of the day outside.  The atmosphere of the Mandapa is
charged not only with the scent of flowers, burning oil lamps, and the incense
coming from the sanctuary, but is tense with the impact of the pillars and carvings.

T'his closcness of the carved images and the worshipper in one space is brought
to its maximum in the inner ambulatory which, in the larger temples (sindhira),
surrounds the Garbhagrha.  ‘T'he rite of circumambulation (pradaksina) is more a
communion by movement with the images stationed on the walls than a visual
recognition of their identity and the perfection of their workmanship.

The rite of circumambulation however is also performed outside the temple,
whether there be an enclosed inner ambulatory (sindhira) or not (nirandhara). It
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THE HINDU TEMPLE
.
is then that the Prasida is beheld in its full effect imparting a total exposition of
its meaning.'

“The body (dkrti) of the temple is Prakrti” (‘Agnipuriana’, LXI. 25), it is in
the likeness of the primordial substance ofethe manifested \\orld. has its aim and
purpose beyond it and is supported by it.

Viewed from the outside, the Prisiada is a monument on whose multi-buttressed
walls are displayed the images ; above the walls and in continuation of the buttresses
rises the superstructure whose sloping walls lead towards a point, the apex of the
finial. The finial is raised above the body itself of thc Prasida, placed as it is on
the crown of the temple (‘imalaka’, or ‘harmya’, the Llltgr m South Indian
temples).

The main display of the figure sculptures is on the perpendicular walls.  (Pls.
1, IIT, XLIII, LXXI). The temple has no fagade; it faces the four directions.  Its
walls however are not four surfaces meeting at right angles.  Each wall projects
with a number of offsets, the main pier heing in the centre.  The buttresses vary
in thickness ; in the majority of temples built throughout India (except in the South)
the ofscts are morcover frequently superimposed resulting in a stepped, cross-
shaped plan. Whereas the plain walls of the dark Garbhagrha form a square in
plan, the carved walls of the exterior of the temple, exposed to the light of the sun,
the moon and the stars, form an indented plan. The plan of the centre of the temple,
the square, is translated by its walls into a perimeter of variedly stepped and
indented design which even may be *star shaped’. The outside nt the Prisiada
far from exhibiting carved surfaces only, itsclf has volume. Tt consists of the piers
of varying thickness whose front and side walls have images and carvings ; recesses,
narrow vertical chases and steps hold shaded space, or darkness.  The volume of
the wall space of a Hindu temple forms a unity of relations in height, breadth and
depth; in it are integrated space volumes.  The texture of the walls is not only that
of the stone of which they are built or of the plaster with which they may be over-
laid ; these lend a particular quality of the surface only to the closelv built texture
of the buttresses and offsets and their intervals which form space volumes and
rhythms of graded light and darkness.

In this texture, the carved figures belong to the body of the wall and also to
the spaces between, inasmuch as their own volume projects into the intervals; the
carved figures, moreover, reach even further into spacc or else they are also more
deeply part of the wall than are the outer or main surfaces of any offset.  Niches
are sunk in the main buttresses; there the chief images are placed, the Piarsva-

! Pradaksina in a Saiva temple, is not performed by going round and round the temple
as in temples of other gods, but from the Bull to Canda (whose image is stationed to the west
of the Northern ‘door’ ; LP. III. XII. 50) and back to Nandin, thence to the Seomasiitra, the
water chute, and back agzain to Nandin, thenee to Canda and from there again to the Bull,

“Vrsam candam vrsam caiva
Somasatram punarvygam
Candam ca somasiitram ci
Punascandam punarvrsam’’.

Looking up from the Somasitra, the devotee worships the flag on the Sikhara (LA, 1X.

140 5 re. Somasutra or Prapila, see Part V., note 107 ; both the terms are used here to
indicate the channel (:ngxhlmmr"'l) and the chute.
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devatis, the main aspects of the divinity whose image or svinhol is enshrined in
the Gar l)h erha, Placed within the body of the w: 1, within a niche or “massive
_lour (g])(m(\d\ dra) as it is called, onothe co-ordinates of the Prasida these main
tmages arce nearer to their centre which is also that of the entire monument, the
temple.  The surronnding images (ivarana-devatis) are hn.\ucr more exposed ;
carved, as they sometimes are, almost completely in the round, thev are vet of one
picee of stone with the surfaces in ressault and remain eonnected with lhuu by the
strut-like extensions of their modelled limbs at anoles not meant for view.

The carved figures on the surface of the temple are thus at different distoces
from the centre. They are part of it, not only ritually and iconographically but
also in their position in space.  They appeer pm]utwl crom the centre throngh the
thickness of the wall or they are ¢mbedded in'it as steps forth. ‘The entire
volume of buttresses ard interspac.s, the whole monument, is dyvnamically in a
state of movement; its stages o mark.d by the relative depth of the sarface “en
ressanlt’”. A movement move puwcrfnl than that of any single figure propels, as it
were, from the centre cacl single ficure together with the wall to its position on
the perimeter. The varadoxical aame of the nidhe, Ghanadviira, which means
“massive door’ expresses the coming forth of the image from and throuch the
massive wall,

A movement from the centre propels, as it were, the walls of the temple with
their interstices and carvings,  The perimeter of the temple thus conerally has the
shape of a cross with recessed angles. From cach of its walls or piers with their offsets,
carved images project further into space. This ultimate progression too is embodicd
i the volume of the walls, bound as they are, in the Lorizontal, by hunds of
mouldings above and below the rows of images so that the single figures on their
socles are held within space-zones parallel to the wall and in depth equal to the
projecting bands of mouldings.  This closcly enmeshed dynamic mass, its impact
coming from the centre, whenee every figure derives its power and name, meets
the gaze and movement of the devotee as he circumambulates it. Profile after
pmhlu meets his vision, each a fresh leal in the book of revelation of which every
temple is a copy.  Effect and cffectiveness of the Prisida are one to the cyve, mind
and realisation of the devotee.®  In the rite of circumambulation he himself draws
and becomes the outermost perimeter to the building; he ‘com-prehends’ it while
walking round it ; sees the images not from one side but covers them by his look,
one at a time, during his approach and onward progress; while he identifies the
image thereby evoking its name, the total power of the place which the image
occupies is sent as it were into his presence from the centre of his devotion.

The sculptures on the outside of the Prasida are stationed around its body-;
and while they give an exposition of its meaning they are also its ornaments.
By their sequence they form belts around the body (ikrti) of the entire temple and
its several projections. “The latter often form part volumes of their own, massive
monumental supports of miniature replicas of the whole temple, each with its own

* The usual position of the speetator in front of a relicef or, from various aneles and distanees,
il the sculpture is in the round, does not comprehend the effeetiveness of the rite of circumam-
bulating an extensive momunent.
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superstructure (sikhara; $rnga; Pl IIT).® Thus the ultimate meaning of the
temple is brought near to the devotee; at every turn he sees the figures on the
walls forming the basis of an ascent* towards one high and central shape, the vase
above the Amalaka, the sacred vessel (kumbha) which is part of the finial and is
placed “‘at the end of Prakrti’’ (‘Agnipurina’, CI . 13), beyond the forms of the
manifested world, in the deathless (amrta) region.

In belts around the body of the temple, and in vertical sequences where one
image is superimposed on the other, the figures are part of the space-body of which
the outside of the monument, the Prisada, consists. They do not form groups
except such as are unavoidable by their juxtaposition on symmetrical and repeated
offsets and recesses. They do not enter 1nto any ‘composition’ which would extend
further than the single buttress or bevond the console on which the
image is placed (Pls. III, XLIV, LXXI). If more than one figure arc part
of the image they arc carved in front of a single surface, they are collateral,
auxiliary to its meaning and complete its form. This is how the single images
whether they consist of one, or of several figures in front of the single facets, or in
their niches, have their own wholeness as works of art (Pls. TI1, VI, XV, XXX,
LXXI). Over and above such perfection as these images or groups may have
compositionally a further power is vested in them. They are not ‘pillar figures’
as those of the doorways of Gothic cathedrals; they do not function architecturally ;
the stress of weight and support is unknown to their constitution. No aspiration
moreover draws them upward, for each has its place and this it occupies with effort-
less grace and exuberance of modelled form. The final sculptural integument of
the temple is dynamically one with the monumental progression of its mass. Irom
it the figures step forth with a driving power not altogether their own. While they
are images they arc at the same time the ultimate conclusion of that part of the
wall to which they give its highest accent.  Where however thev turn towards the
wall they illustrate their oneness with its intrinsic movement on which they lean
as their support (Pls. XIX, XX).

It is thus from the centre that the dvnamic movement of the mass of the temple
proceeds in the main and intermediate directions showing forth as sculptured form
n its ultimate levels of progression. Its multiple embodiments, the images, are
bound together in the regularity of their horizontal sequence. It is reinforeed,
and assigned its own extensivencss in space, by the fillets and mouldings with
their substantial projections and the deep bands of shadow which accompany them,
above and below the rows of images.  In addition, these horizontal ties are crossed
over or making way for the dark shadows or the strong light, held according to
scason and hour, within the vertical chases and the salient and re-entering angles
of the Prasada.

A dceeply enmeshed net of light and darkness provides the frames to the
buttresses with their rows of sculptures. In this reduction to a context of light and

* In South Indian temples the relatively flat offsets of the perpendicular walls are crowned
cach by a miniature chapel (kiita, kostha, paiijara, ctc.).

* The realm of images, excepting Drivida temples, ‘begins’ on the superstructure from the
Sukaniisi downwards ; only on a higher level, above the Vedika of the Sikhara, images once
more face the cight directions.
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darkness the innumerable and changing gradations of the shadows cast by and
playing over the carvings receive monumental firmness (P1. 111).  The indefinitely
flexed and modulated bodies of the imagbs, their rounded volumes, appear levelled
to a considerable extent by the strong light; thus they do not dissolve the compact
monument into almost innumerable carvings but keep its surfaces enlivened by
rhythmical accents of line and shade, even in the strongest glare which would
render a plain surface dead with too much light. Having come forth—ontologically
from the centre of the dark sanctuary, the images i1 the light of the day are an
exposition of its meaning, beneficent to eye and mind alike,

~ The dynamic expansiveness of the mass of the Prisada has its correspondence
in the plan of the building in the shape of « cross with recessed angles or having
an outline which results from a rotation of the square. The static perfection of the
small square of the dark Garbhagrha with its plain walls is translated into the body
of the temple, the ‘body of God', a likeness of the manifested universe and its
primordial substance, Prakrti. [t has its cffect by giving the fullest exposition of
its meaning and forms to chie devotee in the rite of circumambulation in which
he himself becomes the outermost perimeter and limit of the monument in the
centre,

Such an understanding of monumental form by the ritual encompassing
movement is a realisation as much by the eve as within one's whole living person in
motion. During this rite the bodily presence of the Bhakta expands and comprises
the Prisada. While doing Pradaksina, the devotee is the perimeter of the temple
and of its cffectiveness ; he comprehends its full extent. Prior to it however he had
approached the sanctuary by the main entrance passing across the structural halls
in front of it. During this approach (abhigamana) in the interior of the building,
he was immersed in its space and exposed to the impact of the pillars and walls of
the Mandapa.® While he traverses the Mandapa he is part of the flux of the whole
interior towards the Garbhagrha, in one direction, in its central part and its parallel
‘aisles” which is brought ahout by the rhythmic sequence of spaces marked by the
position of the pillars and their vertical structure.  Thus acted upon and prepared,
the devotee at last is confronted by the entrance of the Garbhagrha which bids-him
halt; its door frame, an iconostasis in relief, is raised before him and separates
him from the image, in the Garbhagrha (Pls. LII, V).

In his approach he had been impressed by many impacts, himself part of the
interior of the Mandapa which he traversed in one dircction drawn by, and
leaving behind him, its pillared rhythms. Now his body is made to halt, and
thus at rest, his eves take in the presence of the image in the frame of the entrance.
1t is here that Indian sculpture is to be understood as relief in the widest sense.*

* The cxterior of the Mangapa is built and carved analogous to the exterior of the Prisada.

¢ I'he image in the Garbhagrha is frequently modelled in the round in most of its parts ;
the back which is not meant to be scen is not worked out in detail. The image with the sur-
rounding images of Avarapa divinities is mostly carved in front of a slab ; the latter is in a
Jower relief and is morcover frequently perforated along the contour of the main image.
The form of the main image in the Garbhagrha is an adaptation of sculpture, originally
meant to be circumambulated, for the purpose of merely being looked at from the front.

Iixcepting the image, the doorways (dvira), and frec standing gates (torapa), etc., Indian
sculpture is meant to be seen while passing around it. Door frames and Torapas are forms of
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* THE HINDU TEMPLE

On the outside of the temple, each of the closely set images on the perpendicular
wall facets, has to be dwelt upon by itself. For cach is complete in its particular
meaning and at its particular place. The main aspects, for example, of the God
in the temple such as certain Avatirs, in a Visnu temple; or the divinities most
closely related to Siva, if the temple is consecrated to him; or the images of the
three great gods, Brahmi, Visnu and Siva, are placed in ‘massive doors’ in three
of the cardinal points, whereds the entrance itself, generally facing East, frequently
has a small image of thc main divinity carved at the centre of the lintel.” Tt abounds
also in other carvings® all linked up as one great composition. Over and above, it
frames the main image in the Garbhagrha.’

Facing the cardinal points are the ‘doors’ where the image of God shows forth.
On the actual entrance especially, the small image on the lintel is similar in position
to the image of Christ carved in the tympanum above the entrance and is akin to
His words : “‘I am the Door"’

Apart from the main images, in their niches, and indispensable to all temples
are the images of the Astadikpalas, the Guardians of the Iiight points of space,
cach in its correct location. “The multitude of divine figures stationed between these
two kinds of essential images, each on a facet and lmving a console of its own, are
Nigas, Sirdialas, Apsards, Surasundaris, Mithunas, ete. (Pls. XLI, XI,, XI,
NXXIII), and certain specific images of the lesser gods.

Each such type of the ‘surrounding divinities’ is repeated in many variations
of posture and movement on the walls of the temple; like the chorus in an Indian
Yatrd performance announcing the particular passage of the play not once only,
but by repetition in the four directions of space.  Repetition and symmetrical
response are the rule in the horizontal and also in the vertical; so that the mind
of the devotec becomes moved afresh by the beauties of tlle Divine and its graces
at each 'mffle, assured of its boons and of fearlessness.” There is no scope for
narration in the juxtaposition of these figures. Fach is the form of an enduring
state of being in which it is absorbed whllc its gestures give it an actuality by
which the mind of the devotee becomes arrested and is made to dwell on the
particular state thus quickened.

structural architecture and provide the ground for the display of relicfs. Their arrangement
is closely allied to paintings such as are made cven to-day on scrolls (pat, in Bengal ; to be
seen in vertical succession) : these would have their carved correspondence on the jambs j—-
scrolls to be rolled and unrolled horizontally which were known to ancient India (*Mudr
raksasa’, T; ‘Harsacaritra’, V; of. Kramrisch, nudharmottara’, Pt. III, and ed. p. 75
introduction) scem to have been the prototypes of the carvings of the yoke-shaped beams, ending
as these do (Saficl, Stipas T III) with a carved spiral on cither side suggestive of all the
painted matter ‘rolled up’ and of which only the central part is exposed on the beam.

" Instead of the main image, that of Laksmi may occupy this place.

* T'hosc of the River-goddesses, cte. ; and of the Dvirapilas.

® This refers to a Prasida without Mandapas.

Where one or several Mandapas are attached to it, the entrance into the Garbhagrha is
at the far end, inside the axial sequence of the Mandapas. The outer entrance to the temple,
and which belongs to a Mandapa, is either similar to the main cntrance or it is an open
‘arch’ way (Khajuraho).

' The mudris ‘varada’ and ‘abhaya’, convey the two latter meanings and are the indis-
pensable gestures of a divine image.
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In the images occupying the reveals or recesses on either side of an offset, as
for example on most of the Khajuraho temples (Pls. XX, XIII), the relation is
given form of the volume of the figure to its axis on the one hand and to the
space which the image is made to fill on the other. But even though the image
may not be so favotirably placed as to display the complete possibilities of its plastic
volume in space and yet being part of the dynamic mass of the temple, such figures
as are carved with their backs to the wall, in front view, appear to have arrived on
their consoles driven thither by the impact of the brttress behind them (Pl XLIV).
There, cven though the image stands straight or is seated (Pl VI) in rigid
symmetry, its volume is yet disposed in dynamic balenee around it; the chest of
the standing figures curving forward, has its counter weight in the roundness of
the hips so that these figures with their hacks to the wall, scen as modelled volumes,
scem to swing to and fro from their feet upwards in ever varying curves as if
rcbounding from renewcd contacts with the wall and its compacted energy.

The figures seem to resile charged with energy from the surface which they
touch,—and not only fron. that of the wall of the temple but from any surface, be
it one of their own bodv, leg against leg as they cross over, or as the hip is touched
by an arm, the back by a scarf. the arm is clasped by a bangle, the hosom by a
garland of jewels. Tactile subtleties contribute their share to the effect of these
sculptures.  In ancient India the sense of touch was given a training and purpose
of the highest order.

‘Nyasa' (placiug, marking, assignment) is the ritual touching of various parts
of the body commencing with the place of the heart and ending with the hands
(anga-nyisa). While a mantra, a sacred, rhythmic formula is recited it is thought
of as being located in the heart, head, in the crown-lock, ““three eyes™, chest and
in the hand.

While the Millamantra, the ‘root-mantra’, the rhythmic formula of the main
divinity, is recited the devotec passes both his hands three or seven times over
the whole hody from the feet to the head and from the head to the feet (vyapaka-
nyisa). The whole body and its parts, the hand and the fingers, from the thumb
to each of the fingers (kara-nyisa) and also each of their phalanges are touched and
quickened thereby as living seats of God. Various parts of the body are thus
assigned to different divinities."

His body is made conscious to the devotee in his daily rites as the seat and
place of God. This consciousness he wins by the rite of touching it at sensitive
and vital parts.

Nyisa however is not only performed to the living body of man, but also to
that of the image of stonc or wood, ete. (‘Mahinirvanatantra’ XIII. 289-91).  As
the body of the devotee so also is the body of the image touched in six places
(sadanga nyasa). The constituent elements of the world and its principles are
assigned to it from the feet to the place of the heart, ete. By thus touching it
ritually, it is felt alive with the breath of the cosmos. ™

1 ¢Agnipurana’, XXV.

13 «Mgahanirvanatantra’, XIII. 203-207 ; the 8 groups of the letters of the alphabet are
thus assigned ; subscquently the constituent principles of the universe are assigned, begin-
ning with Prthivi Tattva, the principle ‘Earth’, to the feet, ctc.
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Such rites performed daily and regularly cannot but have a lasting effect on
those who practise them and those who, moreover, make the images on which they
are performed.” The sense of touch becomes not only refined by practice but is
a means of realisation and of knowledge. Endowed with so qualified a sense of
touch, the craftsman produces the kind of sculpture which is so lavishly represented
on the temples.

The smooth limbs of the images of the gods are always 16 years old ; they are
resilient with the sap of life and with breath. The latter makes them not only
smooth and supple but also weightless in appearance despite their ample curves
(Pl. LXXII)."* They are particularly fit not only for dancing but also for flying,
the many Ganas, Vidyidharas, ctc., although they never have wings. Ends of
garments flutter to enhance their movements and be a foil to their rhythms; whereas
folded scarves clasp their fullness and are carved as if they were a special type of
jewellery, accentuating through the contrast of their own shape and texture that of
the modelled body.

Garments, jewellery and coiffure of the images are a selection and enhancement
of those worn in the respective country where the temple was built. The preference
of the sculptor however is for the bare body and he muakes sparing use only of
garments; worn in the shape of a ‘dhoti’, the cloth clings to the body and is
reu)"rﬁsablc, as a rule, only by such patterns as are (‘Il"f’l\'td on the modelled
shapes of the limbs (Pls. X VI, XIX, XXIIT, XXXIIT); and by carving the hem
of the cloth, petal-like (P1. .\'XX) or as if it were one more ornament of the smooth
limbs (Pls. XXI, LXII). Thus all forms of apparel accentuate and accompany the
smooth roundness of the figures and their movement ; only the headgear and coiffure
are additional volumes of sculptural consequence ; the high crowns (mukuta) of the
greater gods, add height to the image (Pls. LXVII, 1.XX) whereas the chignons
which the lesser gods and goddesses wear at the back of their heads add their
globular or horn shaped bulges as required in each particular instance, to
the balance or the linear composition of the image (Pls. XIX, XV, LX).
Coronets, chaplets, diadems, matted hair, etc., add to the breadth or the height as
required and to the adornment of the egg or globe shape of the head (Pls. XXXIII,
XXXVII, XL). Straight or aquiline but always powerfully salient noses are
thus balanced (Pls. XVII, LXI).*

The single figures are always ‘in movement’ ¢ven when they appear to stand
still ; then even their movement is threefold.  As part of the dynamic mass of the
wall they share in its impact and appear driven forward; even when they are
almost completely carved in the round they are steeped in the drive from the centre

11 Vedie rites (‘Satapatha Brahmana’, 111, 2. 1. 5-0) had preceded the performance of Nydsa
on an image (pratima).

" Adolescent appearance as well as Perfection are denoted by the number 16 (16 digits
make the fullness, the totality of the moon) with reference to the images of the gods.

Supple, breath-borne weightlessness belongs also to images like those of the Tirthan-
karas whose iconography requires a rigid appearance ; cven if, in addition, the quality of the
sculpture is mediocre, as for cxample in the image on Pl LVII

1% Most of the faces of Indian images having been damaged by the Muslim iconoclasts,
the noses suffered most and only a few images carved in stone, and most of the metal images
have escaped defacement.
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of the temple. It carries them, sustains them in the most exacting contortions,
bears them aloft when they are represented as flying ard adds power, breadth and
dignity to their stance when they, stand firmly planted on both feet
(samapiadasthinaka). This erect stance with the weight of the body ecvenly
distributed, right and left, is classified as ‘samabhanga’ or the even bend. Tt is the
first variety in the classification of stances, they are classified i the surface, as the
even bend, the slight bend (abhanga), the triple bend (tribhaiiga) and the excessive
(triple) bend (atibhanga).’. Even the strictly motic aless stance is understood as
a particular phase of movement; it balances the body, which remains in tension.
This classification leaves out of account the writhing in sp.ce of the sculptured form
around its axis. The third kind of movement is that of the arms and hands, their
gestures. These belong throughout to the class of ‘schemata’, the gestures
expressing permanent states pertaining to the nature of divinity, which assures
fearlessness and grants boons.  Wlen the hands of these divinities hold or brandish
a weapon this action too is a permanent quality of their nature; they cut across
ignorance, slay the demon. «tc., and these actions are correspondingly expressed
as their epithets."”

The carved figures are upheld in their being by the total monument, the walls
of the temple with its progressive impact. To this movement, greater than their
own and of which they are passive part, is added the movement of cach figure with
reference to its axis, turning and writhing around it if viewed in space, as sculpture
(Pls. XIII, XIX), and bent variously towards it when viewed from the front, as
image (Pls. XIX, cte.,, XVI, XIV). To the ‘schemata’ of the divinitics of the
higher hierarchies are added the movements of the lesser divinities whose ‘mudris’
and ‘hastas’, the attitudes of their hands and arms, are ‘schemata’ and ‘phorai’ as
well.”™ “These attitudes and gestures moreover, while they represent the particular
movement assigned to them, are part of the total rhythm of the body.

The gods represented by Indian sculpture belong to definite types for they
body forth definite aspects of divine heing; the peaceful ($anta), the terrific (ugra),
cete. The iconographical physiognomy of the face is also that of the body ; the body
of the terrific image for example is inflated with divine fury as are the bulging eyes,
ete. Typological iconography is a highly specified science; it comprises the wide

16 7. N. Banerjea, “I'he Development of Hindu Iconography’, p. 289, gives a good sum-
mary description of these stances.

7 Tor example ; Durgd Mahigasura-mardini ; Durga, the slayer of the Demon Mahiga ;
Siva Tripurantaka : the ender of Tripura.

% This distinction made by Plutarch is introduced here so as to differentiate with the
help of an accepted Western terminology a kind of movement which is particular to all Indian
images, though not to every Indian sculptural representation of figures. The gestures express-
ing movement and actions on the other hand are known under the term ‘phorai’,

The hand holding a mirror, flower, or a weapon would show a movement of the class of
sschemata’ ; the hand arranging the hair, holding the hem of a garment which threatens ta
slip down, cte. to the class of ‘phorai’ though the latter category with regard to these
sculptures tends to get merged in the former. .

19 Phe respective passages of the “Vispudharmottara’ III. and the ‘Iéanasivagurudeva-
paddhati’, 11L., at a distance from each other of several centuries are some of the large body
of iconographic texts carefully followed by the sculptors ; they contain specially vivid descrip-
tions of the divine moods and their counterfeits by art ; cf. also the Buddhist ‘Sadhanamala’.
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range of emotions classified in 9 categories.” Combined and rarefied they are the
substratum of the divine countenance while in its structure of ideal proportions
cthnical traits are not forgotten which helong to the people in whose midst the
images were made.

Innumerable degress of bliss and august sercnity are expressed in
the faces of most of the celestials, the gods (Pls. VII-VIII, XXXVII,
XXXVIII) and glendoveers (Pls. XXIV-XXVIII), and they are set off against the
relatively few types in which ‘terror’, gleesome ‘disgust’, etc., are given shape
on the basis of an inflated or emaciated appearance (Pls. XXIX, LIX). Where
however ‘the supernatural’ is the main theme and horror and dignity accompany
it the face of the animal, the Lion mask, is resorted to (Pl L)' Its wide
application and that of the less {requent ‘‘death-shapes’” are the indispensable
counterplayers to the eviternally beatific youth of the other gods.

Their radiance reflects the features of the people who worship them; they are
differently proportioned in North India and in the South ;** their countenance indeed
varies in expression from one part of the country to the other and in each age accord-
ing to the prevailing aptitude of the realisation of supreme bliss and peace. Irrespec-
tive however of these and other limiting conditions the many degrees in which
beatitude shines forth from the face of the image are carried on unrufled expanses of
modelling as delicate, taut and as non-hwmnan as are the shapes of flower-petals and
ripe fruits. All these faces shine; they have a silent radiance of which the lips tell
nothing nor do the eyes ever smile. No glance is cast, no thought communicated
from between steady unwinking lids (divvadrsti)* where long eves in full view sail
across cheeks—though the face be shown in profile -—; no sockets impede their course.
High brows are raised in perennial wonderment. Strung bows, tendrils and antennae
combine in their lines which are carved records of the vibrations and tensions of
mind. Under their arches the cyes gaze into unknown distance without, and depth,
within. They do not perceive, are not organs of sense, but a place of meeting of
the outer and inner worlds. Such a place of exchange and contact however is also
the whole smooth surface of the images. On it the light and air outside touches
upon and is met with by the inner light, pulsation and breath.

This particular quality is not confined to any type or province of Indian temple
sculpture. Tt arises from existence itself realising itself in an enduring recognition,

* The ‘Samaranganasitradhara’, LXXXII, 3-3 speaks of 11 Rasas adding ‘Preyas’ and
‘Pratyiksa’ (?) to the usual nine, i.e. ‘Srigara’ (erotic), ‘hisya’ (laugh exciting), ‘karupa’
(pathetic), ‘vira’ (hcroic), ‘raudra’ (furious), ‘bhayinaka’ (fearful), ‘bibhatsa’ (loathsome),
‘adbhuta’ (supernatural) and ‘$anta’ (peaceful) ; ‘Vispudharmottara®’, II1. XLIIH. 1 f.

' Sce Ch. on the ‘Kirttimukha’, the Face of Glory.

2* According to the most ancient iconometrical injunctions (‘Brhatsamphita’, [LVII, lLc.)
and thus shown by images of all ages. .

* The above remarks on ‘divyadrsti’ and the way in which the eyes are shown in sculpture
when giving form to divinities refer only to this special and widely represented branch of
Indian art. In painting however the scope was great for showing the flecting glances and
facial expressions following all possible physiognomic reactions to psychological experiences
and states.  This can be seen in Ajan{a, Badami, Bagh, cte. and read in the ‘Vignudharmottara’,
ITI. XXXVII; and in dectail also in the ‘Samaranganasiitradhara’, LXXXII, dcaling with
‘Rasadrstilaksanam’.  In the next chapter of this compendium which deals with the ‘64 Hastas"
the position and movement of the hands and fingers arc described and related to those of the
face and its parts and of the hcad.
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an ever active memory, completely made conscious to itself. The place of this
realisation is the body. The different physiognomical types particular to the
different parts of India, arc its substratym. The schools of Indian sculpture differ
as much as the human types reflected in the images of the geds. The metaphysical
rcahsutioq to which the images give shape requires the figure of man as reference;
on becoming an image, made by art, in stone, etc., it is transformed and tran-
substantiated. The frame however, of this body made by art is measured according
to the perfect proportion of the body of man.*

Navatila or nine face lengths is the generally accepted rule concerning the
height of the images of the gods.®® One Tila is suldivided into 12 afigulas.™
Below are given, according to the ‘Sukramitisira’ IV. 4, the proportions of images
according to their relative height of the figures—up to the root of the hair on the
forchead. The gencrally accepted proportion of nine Tilas being that of the gods,
8 Tilas would be that of the goddesses. ‘I'ilamina, iconometry, however is not
unanimous on this; according to the ‘Vaikhinasagama® XXV,” Dasatila, ‘10
Face lengths” images are those of Brahma, Visnu and Siva; their images helong
to the highest of the 3 ~ub-varieties of Dasatila proportion ;* the Great Goddesses
would conform in their proportion wiih the middle variety of the 10 Faces height.
The respective proportion depends on the place which the god holds in the divine
hicrarchy ; the ‘Matsyapurana’ CCLIX. 1-2, moreover makes the proportion of the
images correspond also to those of the types on which they are based. The image
of Vignu as Riima or Varitha has 10 Face lengths, whereas it has 7 Iface lengths only
when it represents his Dwarf incarnation (Vimana).

Indian iconometry knows of 9 main varieties of proportions of the images
ranging from 1 Tila to 10 Tilas, corresponding to the following total number of

24 Cf. also the rule for the perfect proportion of the body of man, as well as of the Maha-
puruga (or the image of Buddha) : the height from the soles of the feet up to the root of the
hair on the forchead is equal to the width between the tips of the middle fingers when the
arins are stretched horizontally (a fathom ; Nyagrodha-parimandala).

* Soc also ‘Pratimimanalaksanam’ 85-86, transl. with notes by J. N. Banerjea, op. cit.
. 406.

2% Proportionate measurement expressed in angulas: ‘Brhatsamhita’, ch. LVII ; 4-5 ; 16-17 ;
‘Vispudharmottara’ II1. ch. XXXV ; cf. also ‘Manasollasa’ ITI. ch. I. 200-205.

In usage, a Tala—which means ‘palm’, i.e. the inner length of the hand including the
fingers—is stated by the learned to be the (length of) the face ; of. ‘Manasollasa’ ITL. I. 196-7.
The length is usually subdivided into 12 parts or ‘angulas’. Afigula, as a subdivision of Tila,
bears no direet reference to a ‘“finger’s width’ although it secems that originally the proportionate
measurement of images had the angula as its module and not the Tala.

7 In South Indian images the length of the face is however 14 afgulas. The Dadatala or
10 Tila proportion is discussed below, in this connection,

* Fach ‘proportion’, Dadatilla, cte. is subdivided into 3 varieties, uttama, madhyama and
adhama ; the highest, the middle and the least. 120 aigulas Deing the mean height, 124 is
the highest and 116 the least height of a Dagatila image (‘V:\ikh:‘umsﬁga_nm). The ‘Brhat-
samphita’, LXVIII, dividing the types of men according to their proportions into 5 classes, each
“nyagrodhaparimandala’, assigns a height ranging from 96-108 angulas (96, gy, 102, 105, 108)
to the respective types of men. These would approximate to the Agta- and Nava-tila types.
Further sub-varietics are also known in South Indian dlamana ; latitude in following the
canons is given to the image maker, and this too is classificd (se¢ J. N. Banerjea, op. cit.,

p. 357).
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angulas successively : 12, 24, 48, 60, 72, 84, 96, 108 and 120. The series is built
up by adding 1 Tila or 12 angulas throughout. The total height, in each of the
9 types of proportionate measurement, is distributed in 9 divisions, face, neck, etc.
(see Chart), in close correspondence to the Navatila or standard type of 108 angulas.
Out of the nine varieties, the 4 types from Saptatila to Dasatila have the widest
currency.

VERTICAL PROPORTIONS OF 4 MaAIN TyPES oF INDIAN IMAGES.

Type of Image 7 Tala* 8 Tala o Tala 10 Tala
Face ... 127 12 12 13
Neck 3 4 4 5
Neck to the hon/omal lmc conncctmg
the nipples (‘“heart’’) 1) 10 12 13
From these to the navel (“bd]\ H udara) 9 10 12 13
Navel to genitals ("]o“cr bcll) 3 vasti) 9 10 12 13
Thigh ... . 18 21 24 26
Knee ... 3 4 4 5
Leg .. 18 21 24 26
Foot ... 3 4 4 5
1
Total Height $4 o6 108 120

* 1 Tala=12 angulas.
I The figures give the number of angulas.

The rules are : The proportions of the trunk are the same in the 4 types; the
distance from the root of the neck to the genitals is divided into 3 equal parts, in
each case; neck—heart, heart-—navel; navel—genitals; the thigh and ‘the leg,
throughout, are each twice as long. Of equal height, in each canon, are also neck,
knee and foot. The actual lengths of these change; the face however remains the
same, i.e., 12 angulas throughout, but for the Dasatala.

This last and highest stand'u'd is built up on the Navatala, the purest in
proportion (1; 4; 1; 1 1;2; 14; 2; 1), by adding one angula in cach section ;
thigh and leg being as usal twice the height of the ‘‘heart’’, cte. One angula,
moreover, is added to complete the number 120. By these artifices the highest type of
proportionate measurement is constructed beﬁtting the highest hierarchy of divine
images. It approximates most closely the ‘‘sectio aurea’’ in the classical statuary
of the West; there the navel divides the total height of the figure—and of the
perfect human body in this proportion.*

2¥ The Nava-tila and Dada-tila proportions represent also two out of the three canons of
classical antiquity, the ‘navatala’ being that of Vitruvius. The cntire height of the figure
as g face lengths is also laid down as the norm in Byzantine painting, in the ‘Painter’s Book
from Mount Athos’.
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The Tila system, in the Sapta and Asta-tila types, is relevant, with regard to
the total height only. Their several proportions however are not regulated by it.
The Tila or face length is not the module of these images.” Their proportions are
based on number, which is correlated to the main divisions of the body. The module
is the angula ; the measures of the single division are its multiples. At the same
time,—excluding the height of the face itself—the organic proportions of the
Navatila type are adhered to (see Chart). Thus the less generally valid, the less
perfect proportions are admissible for images lower down in the hierarchy of the
1mages; they arc fit for dwarf and child incarnations.

In the general, the Navatila type, the main prope tions are worked out on the
principle of organic differentiation similar to that of Byzantine art,” the only
difference being that 14 ‘Fuce length’ is given in the Indian image to the knee,
whereas in the Byzantine icon no height at all is provided for the knee and 14
‘Face length’ is added as height of the skuil. The Indian Navatila image thus has
relatively long legs and a relatively short trunk—the images of goddesses, having
this proportion, especially those whose bodics sway and turn around their
vertical axis in space, are seen with foreshortened trunks on pillar shaped legs.
(Pls. XIII, XV).

Height, not included in the canon, is added above the line dividing the hair
from the forchead. This is considerable. Most of the crowns of the Greater Gods
surpass the height of their faces, and the head together with the crown forms one
sculptural unit (Pls. VI, XVII, LIV, LXII, LXX); the—invariably crowned—
images of the gods thus exceed the proportions of the body in its likeness to that
of man.

The Indian system of proportionate measurement of the body of the image is
based on number, organically correlated to the body of man and its main divisions,
a face length being the module. From this system, laid down as Navatila, modi-
fications ramify ; while they maintain its principle as far as possible, they also have
recourse to the lesser unit of measurement, the angula (1 Tala=12 angulas), accord-
ing to which a more mechanical subdivision of the total height is effected.™

As far as the proportions of the images are based on number so are their
isocephalous rows on the upright walls of the temple (Pl. XL.IV) akin in their
vertical rhythms to those of the groups of mouldings coherent in their proportions
and forming a broad band on the socle (adhisthana) of the temple; on its walls,

In these types of proportionate measure of the image, ancient Vedic numbers survive. The
length known as a ‘puruga’ or a ‘vydma’, a man's length or a fathom, was the unit of measuring
the Firc-altar. “I'his length is variously given as 120, 96 and also 84 angulas (cf. Part 11, note 12).

2 In South Indian (metal) images of a relatively late period and also in present practice,
the total hicight is divided into a number of Talas (10, 9, 8, 7 or 5) of. ‘Some Hindu Silpasastras’
by W. S. Hadawzy, ‘Ostasiatische Zeitschrift’, 1914, p. 37. This agrees with the ancient
Nava-tila type.

31 K. Panofsky, ‘Dic Entwicklung der Proportionslehre, cte.’ (“Monatshefte fiir Kunst-
wisscnschaft’, 1921-22, pp. 188-219). The height of the body being ¢ facial lengths, that of
the trunk is 3, thighs 2 and legs 2 ; % is the height of skull, foot and throat.

33 Phe more ancient treatises on Talamina, the 'Brhatsamhitd’, LVII, etc. measure
according to aigulas only.
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similar though narrower belts of architectural profiles alternate with the belts of
images ; though the limbs of the latter are more richly interlaced their proportions
in the vertical arc as pure and also allow for modifications as those of the many
variations of the zones of architectural mbuldings. Thus the images do not only
come forward from the walls, but are part of them also in their proportions. They
occupy each its proper position according to the Vistupurusamandala,®

33 Sec pp. 53, 97, and the idcentification of the Pratihidras, the ‘gate-keepers’ of the gods,
with the Planets and the Wardens of the eight directions ¢Vispudharmottara’, 111,
Ch. LXXXVII, 36-37).
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SYMBOLS OF ENTRY AND EXIT :
THE DOOR AND ITS IMAGES

Approaching the image or Linga in the Garbhaerrha (Pl V) it appears framed
by the door which leads to this inmost sanctuary. With the wings of the woodeu
door opened, during Paja, the image is seen by the devotee in the middle of the
door ; the frame of the door is also that of the image; the distance between door and
image is translated into colour and atmospherc. Having the image for its centre
and subject, this picture is framed by the door-way with 1ts carvings on sill, jambs,
and lintel. The several parts of the door-way as given in the ‘Brhatsambhitd’ form
a geometrical progression ; the width of the threshold being equal to that of the
door-jambs, the width of the door-way or entrance is doubie of cach; and its height
is twice the width. Similarly also are the parts of the door-way proportioned,
assigned as they are to various images and carvings. At the bottom are the large
figures of the Guardian divinities of the door, cte. ; they occupy ¥4 of the height of
the door.

These pure proportions of the early texts are the basis on which are worked out
the many variations of the symmetr v of the door and temple (P1. V). Each Prasida
is a composition of its own; in it the original proportions and themes are composed
cach time in a new consistency.

The name for the antepagments of the door-jamb is ‘$ikha’, meaning ‘branch’.
A number of branches were fixed in the ground, tied and bundled together originally ;
3, 5, 7, or 9 contribute their stems to the varied vertical mouldings of the door-jambs
(Br. S.LV. 14). The horizontal themes of sill and lintel, add their balance; the aug-
mentation of the lintel by repeating and varying its horizontal themes twice and
thrice, similarly the raising of the threshold by one step or more, increase the
cffectiveness of the door from a place of entry to one of display.” The door ““frames”’
the image and this frame is wrought with many carvings. It appears as if the many
divinities carved on the door frame belonged to the image in the Garbhagrha, were its
‘parivira’ or ‘‘surrounding”’ divinities.

The meaning of door and image is closely connected. ‘The divinity to whom
the temple is dedicated has his symbol or image in the Garbhagrha; his image, as
a rule, is also carved, on a small scale, on the centre of the lintel. He presides over
the entrance and his gate-keepers (dvira-pila) are stationed below, to the right
and left, at the door-jambs.™  These guardians of the threshold flank the gods and
symbols of the entrance.

3 The incorporation of the free-standing Torana into this surface of display can be scen
from the rock cut example in Nasik, of 100 A.D. approximately, onwards. The division into
rectangular pancls, each with a relief composition of its own is derived from such Torana
compositions as are preserved in Saiicd. Sce also Part VIII, note 6.

3 The Dvirapilas bear the weopons, ete. by which they arc recognised as belonging to
a particular god ; they are Siva-dvarapilas, or those of Brahmi, Visnu etc. cf. ‘Ripamandana’,
1. 13—17; 1L 65—70; IV. 102—107.
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Carved on the centre of the threshold (‘udumbara’; ‘bhuvangama’) is a long
stemmed full blown lotus, svmbol of this universe in which divinity is established,
symbol also of the state of dispassion of the Bhakta in which divinity is revealed
to him. None may tread on it.” It is the mark of the threshold, above it, the image
in the Garbhagrha appears raised to the Bhakta who approaches it; and, while he
or the pricst is about to enter the innermost sanctuary he too is raised to the status
of divinity.

In this respect the door is God through whom man enters into the presence of
the Supreme Principle which is established in the Garbhagrha and has its scat in
the conscerated image. To be able to enter into the Supreme Presence, man has
to undergo a transmutation, for only when he has acquired a celestial body himself
is he qualified to pass the company of the gods and confront the Supreme Presence
which is bevond form and dwells in the image of the divinity of the temple. The
transformation or regeneration which man has to undergo is promoted by the
divinitics carved on the door-jambs.*’

Most conspicnous and significant are the large nmages of the River-goddesses,
often accompanied by their retinues, their figures being set against the several
Sakhis. Above their groups are carved and repeated in many panels such shapes
and configurations, in which life is voung and quick; procreative couples on the
posts, and baby-shapes of Ganas (‘“‘quantities” of celestials) amidst creepers
rambling around the door-way. Serpents are interlaced on the door-way of Visnu
temples, especially.®

Thus they enclose the door ascending in an unbroken continuity of swayving
creepers, superposed and in panels, cach filled with a sinuous pattern of limbs
rounded with the sap of youth; all these are sculptural metamorphoses and elabora-
tions of the theme of the River-goddesses for it is from their waters that they arise.

The Rivers have their source and origin in heaven. Thence they descend to
carth.” On the entrance of the carly temples their images arc carved to cither side
of the lintel (‘patanga’; ‘Grdhvapattika’). On its middle the image of the main

36 I.P. III. ¢h. XIIL. 29. The priest enters the Garbhagrha with the right fool first, with-
out touching the threshold of the door.

‘Vignudharmottara’, II1. ch. XLVIIIL. 16,

7 The symbolism of the threshold, but for the central lotus stalk and flower, varics in
its devices ; hosts of wods dance, rcjoice, are present at the moment when the threshold is
being passed.  Thus the compartments of the door sill are replete with them ; or else Kirtti-
mukhas or Sardiilas (sce below) flank the lotus stalk, cte.

* Temple of Rajiva Locana, Rajim (ASI; C.I. Photograph, 1003-4, No. 2191). The
pames of the antepagments denote the themes which are carved on them, ‘patra’ ; gandharva-
<akhi, cte., the one covered with a leaf pattern, the other showing dancing genii (Couscns,
‘Archit. Ant.’, op. cit. p. 27).

3 Cf. Part 1. p. 3. The descent of Ganga and Yamuna is narrated in a rock carving at
Udayagiri, Bhopal, c.l., c.400 A.D. (Coomaraswamy, ‘Yaksas’, II. Pl. 20). In temples
of the Gupta age (Deogarh ; ib. Pl. 21) the images of the two River goddesses are carved to
the right and left respectively of the door lintel, also if rarely, in medizval times, of which
the Vyomakcedvara temple (opposite the entrance to the Lingaraja Temple, Bhuvancsvar) is
an example. In this small shrine, of c. the 10th century, the position of the River goddesses
is the samc as on the temples of the Gupta age.
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divinity of the temple, and to either side of it those of other great Gods are carved.*
This then is the celestial region whence the rivers have descended, Gangd, the most
sacred of all, celestial Mandiikini, and also Yamund. From heaven they have come
to earth ; in the later temples their images are stationed on either side, at the bottom
of the door, the current and ripples of flowing waters are in thr swaying stances.
To look at them is equal in effect to the ritual bath in their waters, especially in
the most sacred water of the Ganges. I"ie energy of the waters is so great that the
bath itself confers Diksa, initiation (‘Maitr, S.” II1. 6.2) : Ablution, transmutation,
and initiation are effected at the entrance, ‘Llis indeed is its initial and eosential
meaning in sacred architecture for initiation is derived from ‘in-ire’ meaning ‘to
enter’. The power of the flowing waters 1s in their cclestial nature and origin.
None arce as sacred as those of the Gangd who in her celestial form is Sakti.*

The presence of the Rivers purifies the devotee from all taints of his human
state, It 1s equivalent to a bath taken in the sacred waters.” The entrance to the
Garbhagrha is the sculpturs1 inetamorphosis of the natural T irtha. ‘The door-way
is an iconostasis of the descent of the Rivers, of Sakti; and of the ascent of life
competing for its heavenly origin in the creepers rambling upwards on the ‘branches’
($akhd) of the frame, in the multiform concatenations within their stalks and, on
cach single Sikha, in the sequences of lovers (‘mithuna’), prancing chimaerae
($ardala) and jubilant spirits (gana) (cf. Br. S. LV. 15). All these have their

** The celestial region is also indicated on the lintel by a fricze of the Navagrahas, the
nine planets, in some temples (especially in Orissa) ; there, the image of Laksmi is generally
carved in licu of that of the main divinity of the temple.

4" In their iconographically complete ‘images’, the River goddesses, Gaiigd and Yamuna,
are carried by their vehicles (vahana), the Makara, the first of all the sca-monsters and the
tortoise, respectively.  In the first is embodied the power of the water itself, which is fearful
and bhenign ; the latter docs not refer to the water itself but to the stability at its bottom.
‘I'ne Vihanas however need not bhe represented nor any water vessel as attribute of these
Nadidevatas while their figures are carved, as a rule, to the side of the threshold from the
scventh century A.D. onwards ; their images sometimes are very large and fill the length
of the door jamb (Kharod, Bilaspur, C.P.; ASIAR. 1909-10, Pl. V.a.) whereas clsewhere
they are assimilated to those of Tree goddesses (Vanadevatis). The iconography of the
entrance is not everywhere complete ; plain architectural shapes of the Sakhas (Raikona
Temple, Nalgonda Distr.) Delong as much to relatively late temples as purely floral scrolls
and lozenges only constitute the carvings of the door jambs of carlier temples (Sittesvar
Temple, Candravati, Jhalawar). The widest possible latitude was given to the craftsman to
draw sclectively from the iconographical repertory of the entrance.

River goddesses attending upon or accompanying a Niga are represented in the Amaria-
vati reliefs (Coomaraswamy, Yaksas, II. p. 70). A VYaksini Sudaréana standing on a Makara
Viihana however is carved also in Barhut (Barua, ‘Barhut’, 1II. 74). Nagas, dwarf shaped
Ganas, cte. belong to the wider circle of the River goddesses when they figure on either side
of the threshold.

The Goddesses, as shown by the ‘Téanasivagurudevapaddhati’, 111, XII. 20-21, as well
as by a North Indian inscription of the Vaidyanitha Temple, Baijnath (Kangra) are River
goddesses (Vogel, ‘Gangi ¢t Yamuna dans 1'Tconographie Brahmauique’, ‘Iitudes Asiatiques’,
pp. 387-88), whenever they are carved to the right and left of the threshold whether

cv are cquipped with all, or most of their attributes of identification as at Kharod (Bilaspur),
Bajaura (Kulu), Dah Parbatiya (Assam) or on a door frame in the Indian Muscum, Calcutta,
or not.

43 of  ‘Brahmavaivarta Purapa’, II. X. 48-52. cf. Part 1.
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support (dhr) on these waters, are borne by it. Thus is illustrated the knowledge
that the waters are Dharma (‘Satapatha Brihmana’, XI. 1.6.24), the support of
Life and generation ; of a new birth and a transformed hody.

Upwards and downwards are the images arrayed at the entrance when its broad
frame 1s seen as a surface of display. ‘Historically’ too, the river goddesses have
descended from the high positions on cither side of the lintel to their stations on
cither side of the threshold; from there now the crecpers ramble upwards, to the
lintel. Beheld however in the dynamic impact of its carved Sikhis, the Rivers
and the host of gods seem to have thronged out from the Garbhagrha : in this dark
‘cave’ they have their source.

Having come forth from the darkness, young and dazzling in their vigour,
the river-goddesses conduct from the level of the threshold not only the glance of
regenerate man.  They [oster and nourish not only him in his new born state but
they strengthen also the sced and embryo (garbha) of the temple which had been
deposited to the right of the door—below the door-jamb -and prior to its having
been set up (Part IV, p. 126). Thus their presence, position and movement draw
upward and reinforce the subtle parts of all the clements which constitute the Sced*
of the ‘body’ of the Purusa, which is the structure of the temple.

The inception of a new lifc is beset with dangers.  The guardians of the
threshold thus are the most enduring images of the door where perils must be
warded ofl and contamination with the impurities of the world prevented. They
bear the weapon and traits of the particular god whom they serve in cach temple
and they frequently exhibit his ‘fearful’ aspect.” Thus they are the agents of the
image in the Garbhagrha, and of its smaller version in the centre of the lintel.

The iconography of the entrance has a double function. It belongs to the
main deity of the temple who—as Christ--said of Himself *“T am the Door”’ (John
X. 9). In this function the door-frame is also that of the image in the Garbhagrha,
its place of manifestation. In this function too, the Ghanadviras, the ‘massive
doors’ or niches, on the outside of the temple have come to enshrine various aspects
of divinity in which it manifests its presence.

The door however in its original function and open, is at the same time the
place of the threshold and entry or initiation. The iconography of the River-
goddesses is cffective in this function where the door is a structural equivalent of a
Tirtha. The one or the other aspect prevails in the carvings of the entrance.
Where its initiatory function predominates, the goddess Laksmi, bathed by
elephants, is carved as the central image of the lintel and not the special divinity
to whom the temple is conscerated.  Laksmi is Varuni, the energy and wealth of

** ‘Jaiminiya Up. Brilhmana’, III. 6.

of. ‘Vedanta Sitra’ 111, 1-2. Comm. Sankaricirya,

4 They occupy their positions in the ecarliest and in the latest temples.

“* Mahikala, for example, to the left of the door of a Siva temple (LD, lLc. verse 53) ;
images of Time and Death are nccessarily amongst the Guardians of the threshold, assisting
the dying to the old life which is preliminary to the new regencrate state. “Livery passane
is a dangerous one, every gatcway a death, but if safely passed through the gateway of a new
life.” (Coomaraswamy, in a Review of C. Hentze, ‘Frithchinesische Bronzen und Kulturdar-

steliungen’, “The Art Bulletin’, 1940 (2) p. 53.
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the Waters. Varuna, their Lord, the Asura (RV. VIII. 42, 1), rules over the gods,
encloses them,’ he is unseen and deathless (RV. 1. 164. 38; X. 85. 17-18). Itis
to this greater and deathless form of the Supreme Principle that the door leads as
the place of ‘initiation’."

Facing the entrance, outside the Prisida, in the open (Pls. LVIII, XXXVI),
or in the Mandapa (Pl. LII), is the image of the Vihana, the vehicle of the divinity
which is enshrined in the tcmplc. Carved in the round, self-contained as form and
symbol, the Vihana * conveys’ the deity. The t]mnomorphu image, the Vahana,
is, it appears, as ancient as any temple;” while its position is outside the
entrance, it confronts the temple or the image in the Garbhagrha with which it is
coaxial. No other sculpture or part of the building is so piaced. The Vahana is
a counterpart of the image enshrined in the Prisida and framed by the door-way.
It leuds to the entrance.

‘s In its double function as place of ‘exit’ or manifestation of the deity and as place of
entry of the transformed Bhakta, the door, called Mukha (mouth) is akin to the “Kirttimukha’®
(sce infra).

*7 In principle, the temple has 4 doors (cf. Part V, notes 69, 73), facing the cardinal
points (‘Isanadivagurudevapaddhati’, TII. ch. XII. 17). They arc Santidvara: the Door
“Peace”, in the Kast; Vidyadvara, the Door “Knowledge” in the South, Nivrttidvara, the
Door “Tuming away from the world” in the West and Pratisthadvara, the Door “Firm
basis’’ in the North. These four names are those of the four Kalis, the ontological part-
a:puds of manifestation, auordmg to Saiva terminology.

T'heir hicrarchical sequence is, beginning from the lowest Kalda: Nivrtti, Pratistha, Vidya
and Sinti.  All these doors however lead to the fifth and highest Kald, and to the Supreme
Iissence of the Pure Principles.

4 Cf. The animals carved in the round on the top of Mauryan pillars (3rd century B.C.)
and the repruentatwns on scals from Mohenjo-Daro (Sir John Marshall, ‘Mohenjo-Daro and
the Indus Civilisation’, Pl. CXVI. 3 and 5), of an animal figure placed on a platform on
top of a pole, and carried in procession. The Garuda-Stambha in front of a Vispu temple
appears as a lineal descendant of these most ancient Vdhanas. Nandin, the Vihana in the
Mandapa, directs the approach (abhigamana) to the Garbhagrha (Pl. LII) ; placed outside
the temple it regulates the circumambulation (note 1, Pt. VIII).
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The closed body of the temple is full of openings not factually but symbolically.
As a rule there is only one opening, that of the entrance; in cffect and in symbol
it is repeated at the cardinal points, as a ‘massive door’ (ghana-dvira) or
a rectangular niche; in addition there are many niches of varying sizes in the
wall, socle and the superstructure of the temple. The major niches hold images
which are directly connected with the main divinity of the temple, the
smaller ones, which occupy less important positions, on the socle, in any direction,
housing lesser divinities. Being thus enshrined in a rectangular frame, the image
is singled out, its importance being increased in that it appears manifested straight
from the centre. Across the massive door its presence shines forth. The Ghana-
dviras possess this primary symbolic function by virtue of their original position as
doors in the cardinal points. While the rectangular shape of the niche is retained,
its place-value remains by assoctation only, if located anywhere on the perimeter of
the temple.

The walls of the temple, as has been shown, are transmuted into carvings and
images which are an exposition of the meaning of the Priasida. They are bodied
forth; Astadikpilas, Pratihiiras, Apsariis and other lesser goddesses, Mithuna
groups, Sirdilas and the like are the furthermost exponents of the Prasida, un-
framed, unshrined, and peripheral shapes of the walls. Framed however in their
niches, cach a small shrine, pillared and having frequently a superstructure and roof
of their own the major divinities are sheltered, each niche being a paradoxical
massive-door in which is beheld an aspect of the divinity of the temple.*

The wall is full of figures and images; it releases them to the sight one step
further than it proceeds itself, as its envoy invested with its power; or it
envelops them within its body as does the womb of the temple (garbhagrha) the
main image which is enshrined in it.

The rectilincar niches—with or without their multiform crowning ‘roof’
shapes®® are far from being the only symbolical or paradoxical openings on the body

4* The niches are sunk in the wall, in the temples of South lndia (Tanjore) and in
Orissa ; the image is housed within the thickness of the picr. In Khajuraho, however, the
pillared niche with its canopy is a balcony-like projection from its buttresses. This is the
rule also in Rajputana, Gujerat, etc.

* They are replicas in relief of various kinds of the superstructure of the temple and
conform with its regional and chronogical varieties, or gables or pediments, consisting of
Gaviksa patterns (P1. XLVI, bottom, the two lateral miniature shrines ; see also note 57).

> The vertical, pointed or spatulate termination of the gable or keel arch is plain in
rock cut temples from about the beginning of the present era. From about 500 A.D. onwards,
the ends of cach of the two branches forming the arch, curl up in scrolls, to the right and left of
the central extension (Ajantd) which frequently carries a lotus flower (Paraguramesvar Temple,
Bhuvanedvar ; Bundana, Rajputana, cte. ; Sth-oth century). The Kirttimukha is the general
finial of the Gaviksa in the roth century, in North and South India, but is established there
also on earlier monuments (note 68).
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of the Prﬁsﬁ.da; while they are ‘‘massive doors’’, the others are “‘massive windows’’.
These are invariably curvilinear; a circular or nearly circular arch encloses the
internal space, a pointed arch outlines the Gaviksa. ‘The archivolt, the face between
these arches, is variously carved.

The shape of this window is derived from the curves of light bending wood,
such as bamboo or branches. The outer arch results from two branches being fixed
at the bottom and their heads tied together at the top; an end piece of the arch
marking the place of the conjoint ends of the branches; or, the extension acts as a
prop for a carved symbol, such as a lotus flower which it carries on top ; or the mask,
ralled Kirttimukha, covers it completely, widens the area of the extension and
gather in its shape the total meaning of the arch (Pls. XLVI-VIII).*" The inner
arch of the Gaviksa has a continuous, round curve and is derived from one branch
being fixed in the ground at both its ¢nds.®* Where this double arch is part of
the roof, the inner barrel shape as well as the gable arch are kept in position by a
thong or withe; the tie-rod tegether with the arches were copied in heavy bent
timber and ultimately in stene or brick ; the arch, as a rule remains open at the
botlt})m, the ‘tic-rod’ torming the base of the image within the Gavaksa (Pls. XLVII-
VIII).»

In its largest form as exemplified on the Hindu temple, the Gavaksa is an
antefix known as Sukanisi; it shields the structural opening of the Sikhara or
superstructure (Pls, XLVII-VITI); therc it has, on the temple, its original and
leading place. It may however be repeated on a lesser scale in the three other
main directions, in front of the central buttress. In South India it is placed at cach
cardinal point of the Sikhara or dome shape of the ‘High Temple’.  In its particular
Drividian version beset with flames it blazes forth from the many chapels on cach
Bhiimi; varied in size and the elaboration of its details.

Such Nisis (Nasika; Kudu) are also repeated horizontally on the Kapotilis
or cornices ; there they had their place, originally, as attic windows, in which form
they have figured since the days of Barhut. Thus the Gaviksa is originally a
dormer or gable window and it retains as its outline the shape of the arch of vegeta-
tion, the shape of Prakrti.**

On Nigara temples, the offsets of the Sikhara are each enmeshed and covered
by an unending web of Gaviksas;* where the Sikhara consists of offsets only it
appears shrouded in Gaviksa-lace ; so are the $rigas and Tilakas; on some temples

52 (°f, Part IV. The arch described in the ‘Apastamba Srauta Sitra’, and the arch of the
chapel, the Buglirghar, set up in the cclebration of Holi (Part V, p. 1 50).

» A completely circular opening however occurs, though rarcly, in Gavaksa patterns, or the
inner arch may appear as gathered into a point at the bottom, in the centre (PL. XLVIII) ; these
however are variations of the Cavaksa net only and not of its more important larger versions
such as the Sukanisd, and the various kinds of NAsds or Nasikis, Siirascna, Siphakarna, ete.
(‘Samaranganasiitradhara’, LVIIL, 37 5 924 5 967 ; ‘Kagyapaéilpa’, XXII). The curvilinear cdge
is responsible for the appellation “‘nasa’™ ; cf. Sukanasa, the parrot’s beak.

# (f. the so-called “Caitya hall window”’ of Buddhist Caitya halls, the “Sun window”’
which is the corrcet name of the Caitya hall window. It admits the light of the Sun which
reaches the Caitya or Stiipa at the far end of the hall.

55 Gee Part VI, p. 214 ; also Kramrisch, ‘Kalifiga Temples’, JISOA, vol. II. pp. 43-60.
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the buttresses on the perpendicular walls arc similarly overspun.® The ‘niches’
also whether on the walls or on the socle of the temple, are similarly crowned.®

Gaviksa is usually rendered as ‘‘round window’ or gable window.”™ But
Gaval (plural of ‘Gauly’) are the rays of the sun (Siyana, on RV. VI. 64. 3)." The
ray as well as the sun is called ‘gaul’.* The first part of the term Gaviksa means
Sun or ray and ‘aksa ’, its sccond part, means axle, pivot, wheel, curve and eye.
Ray-wheel or Sun-arch would be appropriate translations expressive of the symbolic
function of the Gaviksa on the Hindu temple.* It is not to admit the rays of the
Sun into the temiple, for the ‘windows’ are closed and as solid a part of the wall as
are the massive and impenetrable doors. They are not meant to conduct the light
of the sun to the image within the dark Garbhagrha; on the contrary, their original
function as windows of the houses of man is negatived on the Hindu temple, the
house and seat of God. He is the Light as He is the Door. The presence of the
Devati, the Shining one, sends forth his splendour in the darkness of the Gar-
bhagrha and upwards across the innumerable ‘ray-wheels’, ‘ray-cyes’, or ‘sun-
arches’, the Gaviksas, by which the body of the superstructure of the temple is
covered. The retrovert sense of the Gaviksa has the same paradoxical logic as the
impenetrable door. The house of God is other than that of man; its parts though
similar in form and name function in the opposite direction.®® The door is blocked
and so is the window ; they are parts of the massive body of the temple.

The deity looks out from the innumerable windows of the temple. In these
syvmbolic wheels and arches, shapes are frequently carved which further illustrate
their meaning. In the relatively most ancient Gaviksas of temples, the face of a
celestial looks out (Gandharvamukha)®™ or a lion is framed by 1its arch as on the
Sikhara of the Parasurimesvar Temple, Bhuvanesvar, forming part of an almost
pictographic language, for the Lion is the solar animal.** Celestials or Lions look
out from the temple towards the devotee on whom the light is shed from its dark
source within, across its massive walls and closed windows.®*

“ Temple in Barvasagar, Jhansi (ASI. 1915-16, Photograph No. 1945).

*7 Papanitha Temple, Paftadakal ; also Pl. LXXI, III. note so.

** Modern interpretation by Indians calls it “cow’s eye’’ following a popular etymology
forgetful of the original connotation, though the word for cow is go (gav) and ‘akga’ denotes
the eye. ‘I'hese two meanings are however not the only ones of the two parts of which the
word Gaviksa consists. The ‘Vicaspatya’ definites Gaviksa, s.v., as that by which the rays
of the Sun—or the waters-—penctrate and pervade,

® RV. I. 84-15. 'The ray is also called *‘gauly’ ; ‘Sama Veda’, [. 2. 33.4 ; ‘Nirukta’ IV, 25.

S RV. VL. 56. 3; ‘Nirukta’, II. 14.

¢ Ray-wheel, morcover, would correspond to the construction of some of the carlier
Gavikgas with their radiating internal frame in the imitation of the wicker work by which
the inner circle was filled.

% These dispositions of the visible, of light or darkness, have their cquivalent in
‘emancipated’ or reverse thinking (Coomaraswamy, ‘Angel and Titan’', JAOS, vol. 55, p. 403) ;
cf. Maniprabhi on ‘Yoga Sitra’, 1. 29. ““Thought is said to be reversed (pratyaiic) when it turns
against the current’’.

** Jouveau Dubreuil, ‘Dravidian Architecture’, p. 12.

** ‘Vigpudharmottara’, TII. ch. LXVII. 8.

** The small round apertures in the Jila or web of Gavaksas, in Latas, ctc., are frequently
cal{ved in successively narrowing rings, forming all-round steps which lead to the deep central
axle-point.
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The Gaviksas in their retrovert function allow the luminous nature of Divinity
to penetrate the solid masonry of the Prisida; it leaves its superluminous darkness
within the deep eycholes of the Gavaksa.* On Sikhara, Bhiimis and Kapotas, the
rows and webs of Gaviksas lold in their rounded contours a central darkness,
dispersed in infinitesimal points in the texture of the Prasida.

The Gaviaksas—especially of the Sikharas of Nigara Tcmplcs which they cover with
their web—have come to denote an indefinite number of the shrines of the gods which Shc._\'
indicate ‘pars pro toto', and which have heen coa]csccd in one total mansion, On the Bhimis
however of the South Indian Jati Prasidas the various chapels of Shc gods preserve their several
shapes intact and bear the variously large .Gavi\ksas, the Nasas and Kudus, as frequently
repeated, though always detached, shapes (Fig. on p. 187).
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THE FACE OF GLORY : KIRTTIMUKHA

Door, niche and window are the architectural symbols of the passage of man
to God and of the ncarness of divinity ; they are places of initiation and manifesta-
tion. To them adornments arc added which enrich and illustrate their meaning.
They are carved in the likeness of animal and man but do not represent them for
they do not portray things scen; they give form to the contents of realisation at
their proper place, the door, the niche and the window. Pre-eminent amongst them
is the Face of Glory, the Kirttimukha. Its essential place is at the apex of the
Gaviaksa. It figures most prominently on the largest Gaviksa of Nagara temples,
called Sukanisi, the antefix of the open arch of the Sikhara (Pls. X1, VII, XL VIII,
L.).* On Hastiprstha temples it looks over the apex of the arch of the fagade
(Kapotesvara Temple in Chezarla, Guntur). On Dravida temples it dismisses from its
mouth the arch crowning each chapel or each of the attic windows of each chapel in
the parapet of the Bhimisy the storeys of the superstructure ; the Kirttimukha is also
carved on its cornices and those of the wall of the temple.®  But the Face of Glory
does not only crown the arches of the window openings;* on some temples it does
not surmount, but fills the opening of the window.™  Varied in certain details of its
appearance it figures for example on the apex and also within the ‘opening’ or
surface of the Gaviksas or Nasits of the Great Temple in Tanjore (Fig. h, p. 187).

"The Face of Glory has its main position on the apex of the arch or in its centre,

7 This blind, nccessitated by the open trabeate arch of the brick or stone construction is
made level with the fagade of the Antarila, the small porch in front of the Prisida ; it is its
superstricture (P XLVIID.  Repeated on a lesser scale on the Sikhara in the remaining
cardinal points, it adheres there more closely to the central offset (latd ; piga ; Pls. XLII,
NLV, XLVI); on Srigas and ‘Tilakas it forms itsclf the central offset by vertical repetition
and  diminution  (Pls. XLVI—IX), an intermcdiate stage between the Gavakga of he
Sukanasd and the Jala or net pattern covering the whole Tatid or offset.  This hlind does not
belong to the original Sikhara made of boughs, the “Labernacle’.

“ On the apex of dormer windows, the Kirttimukha is carved in the rock, on caves XXVIII
and clsewhere in Ajantd, in the seventh century A.D. Cf. Kont-gudi Temple, Aihole.

“ It occupies the place of the ‘keystone’ of the arch on the Torapa or halo (Prabha-
Torapa ; ‘Viruvasi) of stone steles of images, specially in Lastern India (from about goo A.D.)
and of metal images in South India.  Cf. its rdle in the architecture of Java, ete.

P Durga Temple, Aihole, sixth century.

e position of the Kirttimukha on top or at the head of a building has its correspondence
when worn on the head of images of divinities ; one of the earliest known examples of the
Kirttimukha is carved in Amariivati, in a relicf of the last period, representing the Ramagrama
Stiipa it figures as an ornament in the crown of a Niiga, md century A.D. ; C, Sivaramamurti,
‘Amarivati Sculptures in the Madras Museum’, Bulletin IV, PL LXI. 1. A head of a Siva
image from Mathuri (in the Curzon Muscum, Muttra) of the 3rd-4th century has a Kirttimukha
i its headdress.  Pearl strings and a pearl pouch, in the middle hang from its mouth ; two
long paws are carved on either side of the ‘Lion’ face. Siva having a Kirttimukha in the
Jagamukuga, sce Dadavatira cave, Flura ; a Kirttimukha figures also in the Karandamukuta of
a Dviirapala from South India, Coomaraswamy, ‘Yaksas’, 1. op. cit. Pl 18, . To this day it
is part of the coiffure of the dancers in Cambodia,

322




SYMBOLS OF ENTRY AND EXIT

but features in addition on the front of the threshold of the Garbhagrha™ to either
side of the lotus stalk in the centre; it is morcover secn as a repetitive motive along
the socle or base of the temples, where it is known as ‘Griisa-pattika’ (8.8, LVII,
956) in Gujarat and as Rahurmukher-mild in Orissa; it is also carved on cither
side of the steps at the base of South Indian temples™ and forms the ‘beginning’ or
the centre of carved panels of the ‘Vedi’ (PL IX).

Above and below, on the apex and on the base, is the awful visage of the Face
of Glory, the Kirttimukha. The countenances of animal and man are fused in this
mask inflated with breath, bulging with power and modelled over the dark grin of
death’s skull (PL. L).

It usnally has the mien of a lion ; and is ticrefore also known as Simha-mukha,
the Lion’s face. It is horned; the frown on its forehead (simha-lalita) is gathered
in a third and middle horn between the two stag-or ram horn like extensions of the
bulge of the eye globes.  These protrude from deep sockets, in the fury of breathing
which unites the horns of the diagon with the pouches of the lion’s cheeks. “The
out-breathing of the animal, the globes and curves of its Mask, are held in check
by the central vertical, the nose, which inhales with vibrant nostrils, and by the
horizontal bridge below the eves and across the nose, where the breath is restrained
between inspiration and expiration. The inspiration is through the nose, an in-
drawing of scents which the carth below sends up.

The Kirttimukha is made by art; multiform and protean™ it is one of the
essential symbols in which the Indian craftsman thinks. Tt conveys supreme
Reality which is the origin and the foundation ; it is carved at the apex of the arch,
on the threshold and on the base.

‘T'his symbol is known in Indian sculptures dating from the beginning of the
present era™ when classical antiquity contributed to it the physiognomy of its own
Jion masks. Tt has an equivalent in the Chinese T7ao T ich, the *Devourer’, known
from the second and first millennium B.C. In mediaeval Furope it is seen for
example, in Nétre Dame la Grande in Poitiers, while in Inglish church archi-
tecture it is known as the “‘Green Man”’.™

o cither side of the lotus stalk in the centre ; cf. ‘Padmapurina’, Uttarakhanpda, XI,
see below,

¥ Lspecially in Malabar (Temple in Thirukkadittanam, Travancore, c¢. 11th century
“Iravancore Administration Report’, 1115 M8, p. o). In this and all other examples, the
arch like curve of the side of the steps springs from the open jaws of a Makara, helow, and
ends in the open jaw of a Kirttimukha, above.

% The components are differently fused, quantitatively ; somctimes the face of man pre-
dominates even over that of the Lion, cte. (Tanjore).

" See note 7o and also horned Kirttimukha from Sirkap, Taxila; ASTAR, 1919-20,
PL. X, Figs. 25, 31 (cf. “classical” lion’s heads from Taxila ; ASIAR, 1915-16, PL. V, g, cte.
A Kugana version from Nasik is illustrated in ASIAR, 1936-33, P1. VIIL

Kirttimukhas in the Gupta age are frequent, for example, carved on the railing of Bodh-
gayi.
i Two paws arc added to the face (sce note 70), for example, also at Rajaona (sth-6th
century ; “Candimau”, ASIAR, rgir-rz, Pl. LXXII]) ; the paws, as a rule, are absent in
Indian representations but they form part of the “Tibetan version. )

# . Marchal, “The Head of the Monster in Khmer and Lar Eastern Decoration’, JISOA,
vol. VI. p. o7 [. Lady Raglan, “The Green Man in Church Architecture’, ‘Folklore’, vol. L,
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Tt has its most explicit form on Indian temples from tlhe tenth century onwards,
were it is placed on the apex of the Gaviiksa of the Sukanisi, ete. and comprises it.
The Face of Glory gencerally is an incomplete face and has no lower jaw. Instead,
below its tusks, from within its mouth, issues the arch of the Gaviksa together with
the many forms on, within and around it (Pls. XLVI-VIIL, L.). The archivolt is
filled with a scroll full of Ganas and music in its convolutions (P1. XL VII). On
Orissan temples (Muktedvar, in Bhuvanedvar, ete.), a bell on a chain dangles from
the centre of the archivolt ; spirits of the air are seen flving towards it. ‘I'he outer
cdge of the arch is variously beset with curly carvings; foam, flames and wings are
born there.” “These belong to and extend from Makaras which lic at the base and
form the ends of the arch (Pls. XLVIIand XLVI).” In this combination, the Face
of Glory is known as Kala-makara.™ Makaras morcover frequently issue from
beneath the pouched cheeks of the Kirttimukha (P1. L).

I'he inner eircle of the arch of the Sukandsa, cte., as a rule, is not closed below,
but on the level of its horizontal tic-rod rests an image, a particular aspect of the
divinity of the temple (Pls. XLVI-VII), or the inner circle is filled by a lotus flower
or the fuce of a Deva or Asura (Brhadi$vara Temple, Tanjore). The lotus in the
Gaviksa in some of the earlier temples (Muktesvar, Bhuvanesvar) corresponds to a
lotus at the apex. The lotus at the apex is also carved in FKastern India on the
Prabhi-Toranas of steles; there it precedes, and is analogous in meaning to the
Kirttimukha ; lotus (stalk) and Kirttimukha are also the symbols of the threshold.

The Face of Glory has, in the main, the physiognomy of an animal. In and
around this ‘animal caeleste’, lion and ram, dragon and serpent, fish, bird and man,
combine. Breath inflates and death hollows its face.

Whose is the glory, whose the FFace? Its forms and names give the answer.
The Face of Glory is known as Grisamukha in Western India, as Rahur-mukha
in Eastern India.” It is also known as Kala. ‘Gras’ means ‘to devour’ (cf. the
Chinese T’a0 T"ich) and also ‘to cclipse’. Rihu causes the eclipse of the Sun and
Moon. His name also designates the eclipse itself. Rihu is the Caput Draconis,

.45 {5 cf. also a corresponding face, in K. J. Millar, ‘English Illuminated Manuscripts from
the 1oth to the 13th century’, PL XI, from a roth century Psalter,

The Gorgoncion, “‘an awful monster’s grizzly head’’ sent up by Persephone from Hades
(‘Odyssey’, IX. 633 f.) is a cognate Head, with glaring eyes, protruding tusks, cte. The
monster’s Head itsell is the monster.

T Foam’ in the present example, flames in Orissa and South India ; wings, not only on
the temples of Bali, cte., but also of parrot-shaped ‘Su-parpas’ on cither side of the Sukaniisi
of the Kadinitha temple, Patfadakal.

" In Pl XLVI, the Makara is replaced by a ‘Face of Glory’.  Kirttimukha and Makara
are closely related ; see infra. On a Kala-makara Torana at Terahi, Gwalior (ASTAR, 1914-15,
Pt. 1. Pl XVa), female figures issue from the jaws of Kila,

™ Stutterheim, “The Meaning of the Kila-makara Ornament’, ‘Indian Art and Letters’,
N.S., vol, HT; ‘Les Déformations de la T'¢te de Kala’, “Revue des Arts Asiatiques’, vol. XII.

Kala is the first presiding divinity of Rahu, and Sarpa the sccond (cf. ‘Indian Antiquary’,
NXNXIII, p. 61 f).

™ In Cambuodia, it is known as head of Riihu ; it is also known as Vanaspati, ‘Lord of
the Wood® (cf. the ‘Green Man’), in Java, and in Assam (ASTAR, 1946-37, p. 58 ; referring
to the Deo Parbat “l'emple, Sibsagar). The Lord of the Wood ((vana) however is the Lord
of Light (vana) or intcllectual Splendour.
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the ascending node of the moon or the point where the moon intersects the ecliptic
in passing northwards. Rahu is also onc of the nine planets (Nava-graha) but is
not visible, being a planct of an aeon which is no more.

Gris:} and Rihu are synonymous; theyv denote the Devourer. The Devourer
more specially however is Time, Kila. These are the three most frequent names
of the Iace of Glory. Rihu has the widest currency and content. He has also his
own myth : ’

In the fight of the gods and demons, the gods were in danger of losing. They
were not immortal ; Amrta, the nectar of immortality, would make them immortal
but would have to be churned from the ocean. For this purpose, the gods required
the help of the anti-gods, the Asuras, the demons.  The gods negotiate with the
demons and they agree that the Amrta obtained by churning would be divided
equally between the gods and demons. The powerful Asurgs however carry off the
Amrta and quarrel among themselves as to who should get more and who less.
They cntrust the Amrta to the great God Visnu.,  He however passes them by and
gives the drink of immortality to the gods. Rihu, the Asura, sees this treachery,
assumes the shape of a god and gets the drink.  But while Rihu just sips of the
Amrta the Sun and the Moon perceive his trick.  They point him out to Visnu who
cuts off Rihu’s head. The head however had become immortal by having tasted
Amrta. Hencee Rihu, the imenortal Head, the Face of Glory, tries to swallow sun
and moon whenever he gets near them.  When they are partly or wholly hidden
in Riahu's mouth, they arc eclipsed.

The myth of the treachery of the gods and of Asura-power is summed up by
Varihamihira in the ‘Brhatsamhiti’, V. 1-3, in the chapter which treats of Rihu.
Some teachers (icirya) hold that the head of the Demon, though severed (from
the body) by Visnu, yet alive by virtue of Amrta, became a planet (graha). He is
invisible except at the time of an cclipse (parva-kila), his shape is like the circle of
the sun and the moon. Some say he has the shape of a serpent, others assert he
has no shape and yet others believe that he consists of Tamas, Darkness.™

The commentary of this passage explains that Rihu, the Asura, is the son of
Simhika, the Lioness. She is Nirrti, Destruction, the daughter of Diti, “‘Dividing”’
(‘Brahmavaivarta Purana’ L. IX. 41), the mother of the Maruts and the arch-mother
of the Demons. Simhiki, untimely, asked Kasyapa, the Seer (rsi), for a son.
Furious, he gave her a son, as cruel as Yama (Death) and Kila (Time), Antaka
(the Ender) ; the learned called him Rihu, says Parisara. It is Rihu who gives
both good and bad luck to man (Comm. Br. Samh. V. 2).

Rihu who is Tamas, Darkness and Death, is the son of the Lioness. The Lion
is the Solar animal. His figure is the device on the banner of Sirya. Rihu is also
called Svarbhinu ‘Splendour of Radiance’. Svarbhinu, the Asura, overspreads and

80 Abbreviated.—This traditional knowledge however is discussed from a ‘modern’ angle
in the Rahucara chapter of the ‘Brhat Samphiti’.  Rahu is also known as .lﬂm.clu'nyﬁ, the shadow
of the carth (cf. however the Balinese name of the Face of Glory, which is Boma, the ‘son
of the Farth goddess’, Bhumi). The interpretation as Bhii-chaya, however, docs not concern
the Face of Glory ; whereas Boma, son of the Earth goddess, in his tctrcgtrnle origin, 1I_lus-
trates by analogy the origination of the Face of Clory in the ground (bhami) of divine being.
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conceals the sun with darkness (RV. V. 40. 5-6; S$.B. V. 3. 2. 2), being greater
than the sun, the manifest divinity,

‘lamas : Darkness, and Svarbhinu : ‘Splendour of Radiance’, or Vanaspati,
ILord of the Light; Kila : Time and Death, and Asura are the names of the Face
of Glory in the polarity of its portent. Asura is derived from ‘asu’, ‘‘vital breath’’
and ‘ra’, “who gives” (RV. V. 41. 3). It is the Supreme Spirit who, breathing,
yives the Breath of Lile.™

The Face of Glory on the Hindu Temple has its essential position on the apex
of the Sukanisi, at a definite proportionate height of the superstructure ; above it
practically no images are carved on the trunk of the Sikhara of a Nigara
temple; from it downwards extends the realm of figured shapes (Pl. XLIII-1V,
XLVIII).

The Kirttimukha is a mask made up of the face of the Lion (Simhamukha),
of Death’s head (Kila) and the Dragon’s head (Rihu, Tamas). The Lion, the
Solar Animal, the Splendour (Yasas; tejas), on the flag of the sun, the symbol of
justice and power, is the Destroyer of fiends. The mantra, the magic formula,
on giving a lion to Mahddevi, the Great Goddess, is : “‘Do thou destroy my encmies’’
(‘Mahanirvanatantra’, XIII, 257). It is similar to the mantra of Rihu: “Encemy
of Soma, the Moon, destroy my enemices”” (ib. XIII. 111).** The lion as destroyer,
is an embodiment of but one side of power; the solar animal is Power altogether.
In Vedanta, it is said that the Supreme Lord (Paramesvara) is a Lion. The
Supreme Spirit (Paramatman) is the Lion (Simha), in the Narasimha-avatir
of Visnu, and Nara is the creature (jiva)." The ‘Kalikapurana (XXX. 130f.)
speaks of Nirdyana or the Supreme Spirit as Brahman. Nirdyana is the Simha
or Lion part of the Narasimha Avatir,

In the ‘Mahibhirata’ (I. 19. 7-11), Visnu as Nirdyana cuts off Rihu’s head.
Only the Supreme Spirit can by its death-bringing gesture give and restore life
cviternal to itself, to its immortal Head, severed from the fallible body of the world
of dichotomy in which strife and deceit of Suras and Asuras tuke place.

In the mask of the Kirttimukha, the life-giving power breathes forth in lion
features the splendour of radiance which belongs to the solar animal ; the Lion face,
Simha-mukha, is that of Svarbhinu ; its eves blaze ‘like lightning’ (‘Padmapurina’,
Uttarakhanda, XI). The sun, the Eye of the All (RV. VII. 63. 1), is behind the

“"RV. X, 10. 2 and X. 11. 6. Sdyanicirya explains Asura as ‘pragavan’, breathing,
prajiiavan, ‘pro-gnostic’. Asura is ‘Prapa datp’.

* The Vedic Mantra of Rahu is given in RV, IV, 31. 1.

* Citsukhi’ or ‘Bhigyabhivapraki¢ikd’ on ‘Brahmasiitra Safkarabhasya’ ; Dedication
versc.

The Lion is scen to cmerge from the high crown of Virata-Purusa above this image of
Vignu, in a relief in Badami (R. D. Banerji, Mcemoir 25, ASI, Pl XIV b).

On the ridge of the Sukanisii, on temples of central India and the Deccan an image of
the ‘Lion and the man’ is placed immediately behind the Kirttimukha and exceeds its height.
In the temples of Orissa, cte., the figure of a lion literally springs from the Sikhara. See the
following chapter.

326



SYMBOLS OF ENTRY AND EXIT

mask,“: behind cven Dgath's skull; the mask is dilated by breath, the outbreathing
of the Supreme which is and makes the world.* i

) Thg Lion-face™ carrics the attributes of the Dragon or Serpent above and below
its bulging countenance.  Above are the Diagon’s flaming horns. ‘The horns are
rays (RV. VII, 55. 7. comm/).*” The triple horns unite the ‘natures’ of the ‘Lion’
and the ‘Dragon’ in the triple unity of Time.™
_ The dragon, the Serpent component of the Kirttimukha has no chin. ‘The
majonity of Kirttimukhas en Indian temples are without lower jav.s. Thus
Vrtra is described (RV. V. 45, 6) the All-coverer, who las neither hand nor foot
(RV.1. 82. 7). The missing lower jaw is a more forcible representation than the
opent mouth, of out-hreathing, sending forth, emitting the breath of life. Could the
mouth be closed the progression of life would be at an end. Thus, a conscerated
person should smile with his mouth shut, so that he may retain his intellectual fire
(tejas ; “Taittiriva Aranyaka’, V. L. 4).  Vrtra, however, who has in himself
splendour (‘Paficaviméa Brihmana’, XX. 15. 6), who enveloped the world (“Tait.
Samh.’ 11. 4. 12. ) when #. vet there was no distinetion of being and non-being,
life and death, day and nizit (RV. VIIL. 100. 7) and who is wealthy, “comprehends
within him all gods, all knowledge and all oblations’ (Vij. S. X. 5. ), breathes
out his splendour, wealth and sovercignty (cf. RV. 1. 80. 6) into manifestation.”
This was when his jaw had Een smitten by Indra’s bolt; manifestation came forth
from the smitten Dragon, the Iinveloper, at the moment of his death. This Death
does not die (S.B. X. 5. 2. 3); it is a condition and cver renewed accompaniment of
manifestation : it is immortal like Rihu’s head itself which is Death’s open secret,
The Lion’s head, and the Dragon’s head are modelled on the frame
of Death’s head. The decp holes of the fleshless sockets of the eyes are filled
entirely by their blazing orbs. It is a re-conditioned face, not that of any mortal

" In some representations from Eastern Java (Stutterheim, Le. Fig, 11) and the Sunda
islands the Face consists of a single circle, the ¢ve.  Is bulging shape fills an outline of
Gavaksa shape, thus truly a Gaviksa or Sun-arch though no longer recognisable as window ;
of. also the Kirttimukha in the Gaviksa, as in the Durga temple, Aihole,

* Cognate with this Lion-sun component in the ronstitution of the mask of the Asura
are the ‘birds’ carved on the Irabhii-toranas of images (Suparpas or Hamsas ; Kramrisch,
‘Pala and Scna Sculpture’, Ripam, 1929, Figs. 14, 15), and also to cither side of the Sukanasa,
for instance, of the Kagindth temple, Pattadakal, but they are not frequent amongst the
Avarana or surrounding symbols of the Face of Glory and feathery forms alone curl from and
around the edge of the Gavaksa (Pl XLVII). Su-parna (RV. 1. 35. 7), ‘well feathered’ is
the name of the small sun-birds. Well feathered and winged is the Gaviksa below the Face
of Clory. The feathers sometimes are flames:  Agni was first generated from the Breath
of heaven (RV. X. 45. 1).

% "I'he Lion is the Vahana of Rihu according to the ‘Matsyapurana’ (XCLV, 7).

8 Agni is ‘tridhatu §piga’, his horns are three (RV. V. 43. 13); Brahmi has 4 horns
(RV. IV. s8. 2). . o . . .

8 The succession of past-present-future (cf. the Trident of Siva) is converted into simul-
tancity in the I'ace of Glory, the mask of the God-head.

* Where the classical influence prevails or persists, as in the more or less ‘human’ faced
mask, the lower jaw is present.—The T'ao Tie’h also is without a lower jaw (Pelliot, ‘Jadcs
Archaiques de Chine’, 1929, P1. XVII). )

9 Coomaraswamy, ‘Angel and Titan’, JAOS. vol. 55, p. 400. “‘No cssential value would
be really changed in the ‘Purusa Sikta’ by a substitution of Vrtra for Purusa’’.
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creature (jiva) ; it is the mask of Paramatman, the Supreme Spirit, under the Lion’s
guise. In death’s skull, the lower jaw fallen away after the decomposition of the
flesh, is not seen. In the Face of Glory it is covered by tusks, transformed into
streamers, hidden by scrolls, indicated but disguised, gone over from the mask of
deatli into the arch of manifestation (of the Gavilksa) and the curling foam of Breath.
Inasmuch as the Kirttimukha is modelled as the Death-lead, it is the mask of Kila,
Time, the Devourer.

As Kila, the Kirttimukha, Rahu’s head, devours sun and moon. Even though
hidden by Rithu, the Eclipse, sun and moon are not swallowed by the open mouthed
devourer, Time. He scts the measure of their courses by eclipsing them and setting
them free again to meet his dark power,

The Face of Glory, the Kirttimukha has thus three aspects. (1) It is the
Death-head of Time (Kila), the Devourer (grisa), of Rihu, the Eclipse. (2) Death’s
head is vested with the insignia of Ahi-Vrtra, the Dragon, the ophidian carrier
and source of the solar power, the monster which envelops the universe and emits it.
In this aspect the chinless, horned, fiery mask covers the reality ‘Purusa’, while
(3) from its Lion’s look and breath, the Supreme Spirit, Brahman goes out into
the world."

Death and the Living Breath, Dragon and Lion, out-pouring and indrawing
coincide in the Monster’s head, the Iface of Glory. This Supreme identity of
contraries constitutes the mask of the Godhead, the Kirttimukha,

The Kirttimukha, the head of Rihu who is Svarbhanu, radiant Splendour and
Tamas, Darkness, is a seat of the superluminous darkness which has its architec-
tural receptacle in the Garbhagrha. Prior to its manifestation the Light is in the
Darkness, for ““verily this was at first Darkness (Tamas) alone. It abode in the
Supreme’” (Maitri Up.’ V. 2). Thus the ‘Mahanirvanatantra’ (IV. 25), hymns the
Great Goddess :  “‘Before the beginning of things Thou didst exist in the form of
Tamas, which is beyond speech and mind; and of T'hee, by the creative desire of
the Supreme Braliman was the entire universe born.”” The world is the outbreathing
of the Supreme. Breath in the shape of foam and curls is exhaled from the open
mouth of the Kirttimukha. It passes along the arch of the Gaviksa, the arch of the
Sun and of manifestation. The curls of breath turn hither and thither, up and
down, in multiple shapes, foam of the celestial waters, feathers of sun-birds, move-
ment in which is dissolved the body of the Makara which is foremost amongst the
monsters of the sea (Pls. XLVI, XL VIT). The movement is densest in the archivolt
where it acquires greater definition as vegetation-creeper, curving upwards,
convoluted and full of spirits (gana) and their music or, a bell is carved in the centre
of the archivolt, (Mukte$var Temple, Bhuvanesdvar, ctc.), straight from the Lion’s
mouth for ““all musical sounds are in that of the bell’”’ (‘Matsyapurina’, LXXI. 10)
and sound is the quality of the clement ether (akisa), the first and all pervasive, in
the hierarchy of manifestation. The movement of Breath is shown by the rhythmic
path of the creeper. It is the symbol of Naturc ‘naturans’ and ‘naturata’, or
Prakrti. The Brahman whence she is cngendered comprises her in  her

“" The “three bodies” (tanavas tisrah) of the Grisa or Kirttimukha are also those of Siva
who iy Kala, Purusa and Brahman (‘Mahibharata’, XII1, 47, 17).
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transcendental aspect as Pard-Prakrti, in the form of Tamas. Prakrti manifest
hawcver is the ambient curve of the Gaviksa, the Arch of Nature, in which the
rays of splendour have their circumference. “I'hus a Lion may fill the Gaviksa,
or any aspect of divinity or the mask of the Godhead itself. ) -

The carvings of the Gaviiksa and its arch proceed from tlic Kirttimukha and
finally return towards it; as much as the crecper rambles downwards, so much
also its coils compete upward until they are gatliered at the apex, in the centre,
yvhere in some of the masks vibrant nostrils sniff up curls and coils, conglomerated
in heavy ornament."

Thus inspired and repicte, the Simbanukha dismisses from its upper jaw, on
either side some of its contents, Makaras, for example (P 1.) The Makara,
moreover, is closely associated with the Kirttimukha,™ in the Kilumakara Torana,
where the Kirttimukha crowns amd the Makaras flink the arch of Gaviksa
(PL XLVII) or gate, ete.  In this relation the Simhamukha, the head of the Tion,
the Solar animal, is the stat®on of the sun, and the Makara (Capricorn), the gate of
the gods, their way of ase. at.™

Avound the Kirttimukha stories were woven, some having Rihw’s myth for
their background while 1n others the shape of the mask of the Godhead is seen worn

" Vegetation creeper, foam of the celestial waters, sunbirds and rays, the symbols pro-
ceeding from the Kirttimukha and belonging to the Gaviksa give forin to contents such as
are liymned in the “Iaittiriya Aranyaka’, I. r.2-3: “O Waters, whose steeds are the winds,
whose lords are the rays of the sun, whose body is formed of shining rays. . . . May the heavenly
waters and herbs be auspicious to us and may they bring happiness to us’’,

Vegetation creeper, ‘foam’ and Kirttimukha in three quarter profile and in profile, sec
LOIX.

* Cf. Pl. XLVI, where Kirttimukhas are substituted for the head of the Makara on dither
side, at the base of the arch of the Gaviksa. ‘The Makara may have a Dragon’s head or that
of a Lion or bird (Mathura Torana, ‘Ep. Ind. 1I, PL. I1I).

*HI'he Makara, the Dragon element in the constitution of the Kirttimukha, is collateral with
it in many variations ; it issues from the Face of Glory (Pl. 1) or, morc generally, from the
ends of the arch at the base where the Kirttimukha is the apex or finial (Pls. NXLVII-VIII).
‘I'he Makara, Vahana of Varupa, figures also by itself amongst the sculptures of the temple,
at the base, as one of the ‘animals’ (p. 147) or it is part of the corbel of the capital, the Sirsa
(Pl. LXXVIII). In the latter instance the jaws of the Makara arc of cssential significance,
for in the mouth of the monster (Bartrhari, ‘Nitisataka’, 4) is “‘a thing of splendour’.
I'estoons of pearls are frequently seen to issue from the mouth of the Makara, and also from
that of the Sirdula and the Kirttimukha. Re. Makara, see Coomaraswamy ‘Yaksas’, Part II,
(Smithsonian Inst. Pub. 3059, pp. 44-56); and ‘An Indian Crocodile’ (‘Bulletin of the Boston
Museum of Fine Arts’, 1030). The ‘jaws’ as a place of entry and exit have the ambivalence of
the Door and are carved in this double function, with figures procceding from or swallowed
by the mouth of the Makara, for example: on a Kugina ‘l'orana, ASIAR, r1go0-07, L. LVI,
jumping out of the jaw of the Makara, Devatis, flying forth from it ; cf. also ASIAR, 1903-04,
Pl. LXV, Iig. r1. The arch is shown to issuc from the Makara’s mouth, together with the
Devatas, ASIAR, 1922-23, Pl. XL f, but the movement of the arch can also be read in the
opposite direction as being swallowed.  Figures rushing to be swallowed or fighting unvan-
quished in the mouth of the Makara, are scen on Pl LXXVIIT and ASTAR, r1gog-10, p. 75,
Fig. 6 (‘Kinnara' armed with sword and shicld about to be swallowed by Makara) ; or the
Makara is shown in its dual operation, as on a carved frieze of the Gupta period, from Sarnith
(ASIAR, 1914-15, Pl. LXIV. d.) where a Yaksa is scen emerging jumping from the open jaw,
while another Yaksa is about to be devoured by the Makara.
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or made by manifested divinity, One legend, similarly recounted in the
‘Padmapurana’ (Uttarakhanda, X. 10f. XI. 36-44) and the ‘Skandapurina’
(Visnukhanda, Karttikamasa Mahiatmya, XVIH) narrates how Rihu as messenger
of Jalandhara, the Asura, demanded Parvati from Siva whom he was about to wed.
Siva thereupon produced a terrible being from his third eve. Lion-faced, with
lolling tongue, the cyes like lightning, hair on end, looking like another Nurasimha
it rushes at Rihu; but Siva stops it and bids it to devour itself. This is does
Ieaving only its head, the Kirttimukha.

Siva thus, from his wisdom-eve sees and produces a reflex of Rahu which
commits the act of sclf-sacrifice. [t is part of Siva’s Consciousness.” Siva as
Malikila shares in the name and features of the Kirttimukha (Kila).*® It is
furthermore similar to the head of Narasimha, the man-lion Avatir of Visnu whose
meaning is given in the ‘Citsukhi’.

A Lingayat legend,’ narrowed in significance, tells of Siva-Satikara-Sarabha.
He scized Narasimha who had become cexcessively proud after having killed
Hiranyakasipu—the brother of Simhika wlo is Rahu’s mother. Out of Narasimha'’s
severed head, Siva made the Kirttimukha.

The mask of the Godhead is also the face of the great gods. In this world of
dichotomy, of good and evil, where the Asuras, fallen, are the Titans or demons,
the gods regain the integrity of the Godhead at the moment of strife and death
when the Face of Glory of the Asura is beheld in the God’s own countenance.

““The wifc of Kisyapa gave birth to two sons, Rilu and Viastu. The head of
Réhu was cut off by Visnu; Vistu was put down by the gods’ (‘Saradatilaka’, I11.
2. Comm.). Rahu and Vistu are brothers.  Vistu is laid to rest at the base of the
Temple and is its ‘plan’ ; Ribu’s head is fixed above, on the pinnacle of the Sukanisi
of the Sikhara; below it is the realm of images and appearance. Rahu's head is
also on the apex of gates; it is repeated moreover on Gaviaksa emblems throughout
the superstructure, on all the Bhiunis of South Indian temples, and on the cornices
of the walls. There it is carved in the fullness of its meaning, as the Head; and
Prakrti, the arch below.

On the threshold of the Garbhagrha only the Head is carved marking the
passage into transcendental nature; the Head, morcover is repeated in bands as

**The legend of the Puranas cnds saying that the Kirttimukkha should be represented
at the cntrance of Siva temples and should be worshipped first on cntering.  Hence it is
always found on the front of the threshold of the shrine; worshippers sprinkle it and arc
carcful not to step on it. In this version, only the Kirttimukha of the threshold is taken into
aecount,

" The images of Siva in his terrific (ugra) aspects, as Aghora, Bhairava and Mahakala
have bulzing cyes, inflated cheeks, tusks, etc. The basic structure of these faces is that of
man whereas it is that of the lion in the image of Siva as Sarabhesa. N

The Kirttimukha, moreover (see note 70) has its place in the centre of Siva’s Jatamukuta.
‘I'his has its noblest shape in Elephanta where it crowns the face of Tatpurusa in the image of
Mahadeva.

7 ‘Seven Lingdyat Legends’ (from the ‘Anubhivasikhamani’), ‘Indian Antiquary’, 1V
1. 216, They are said to be based on a work of the thirteenth century.



SYMBOLS OF ENTRY AND EXIT

Grisapatti and Rahurmukher-mila,”™ as an «nrichment of some of the mouldings
of the base of the temples. There, the ‘animal caeleste’, the solar animal as
Sarabha,” figures for all animal-nature sacrificially transmuted.

The sacrifice of the lower sclf, the seli-sucrifice, has its legend in Vistu as well
asin Rihu. Vistu is Existence and its extent. He regulates the proportions of
the temple according to cosmic order and cyclical numbers.  He is the metaphysical
plan of the temple. Rihu, as his brother,” is imaged on the walls and essentially
on the superstructure of the temple. Between Rihn and Vistu is the realm of
appearance or concrcte form (mirti) ; both give it sustenance @ Vistu gives its frame
work and Rihu fills it with the inexhaustible wealth of the forms of nature (Prakrti).
Above Rihu they are not scen for as much as he emits he also devours them.  He is
Time the Devourer, particularly the Eclipse and also the Planct of an acon which
has passed. This great Asura rules over the destinies of men, brings good cr evil.

Viistu as ‘extent’ of all things built by men is space ordered by art; Rihu as
his brother is the T'ime-agent 1ud quickens its form. Thus the two sons of Kisyapa,
the Seer, are the “demons’’, m the sense of the Greek ‘daimon’ of the builders of
the Temple. Rihu's likeness is higher in position while it yet has its place in
Vistu's extent. In it is envisaged the Asura, who is Svarbhinu and Tamas as
well, in the Supreme identity of contraries which is in the Godhead only, the Whole.

o (f, also the cnrichment consisting of Gaviksas which is called Gavaksamili
(‘Raghuvamsa’, VII. 2).

" AV. IX. 5.9; V.5, NI s1.

100 Phe myths of Rahu and of the Kirttimukha tell of the Asura at the various stages of
his ‘fall’; they give diminished accounts of his wholeness.
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SARDULA, LION AND LIONESS

“Thou art a Lioness, winning the sun-gods (Adityas), winning sacerdotal
power (Bralman), winning regal power (Ksatra), . . . Thou art a lioness, bring
thou hither the gods for the sacrificer’” (‘Vajasaneyi Samhita’, V. 12).'" These
words are recited by the sacrificing priest over the four corners of the High Altar,
the Uttara Vedi (‘Satapatha Bribmana’, ITL 5. 2. 10-13).  He takes the carth for
making the High Altar from a square pit and shifts it with the words: ‘“Thon
art a [ioness overcoming the enetnies, be thou mect for the gods. Through thee
may we worst our enemies” (V.S. V. 10; 8.B. 1L 5. 1. 33).

“The offering reaches her hefore it reaches Agni, for this High Altar is in
reality Vik, the uttered Word.” (S.B. IIL 5. 1. 93). The offering inwardly
made, the desire and resolve to sacrifice, find utterance first in speech, in the
rhythmic formula, hy which the altar is conscerated in its four corners in the inter-
mediate directions ; mnvested with power, its substance, earth, carries the offering
to the sacrificial Fire, Agni, as does the rhythmical utterance.  Vik, the uttered
Word, is Power manifest ; the rhythmical utterance is a lion ; earth, the substance,
thus imbued, is a lioness, onc in cach of her four corners where power is assembled
to ward off the evil ones and to worst the enemies.'

Vik, utterance, articulate voice, is the substance of the Word. The Word
prior to its utterance as articulate sound, prior to its manifestation, is Universal
Consciousness ; by stages it becomes manifest, as articulate voice in man and as
the Word which 1s the substance or body of the universe.

Vik, the uttered Word, has come down and reached manifestation from its
unmanifest stage (avyakta) where it is the undivided Universal Consciousness,
not as yet discerned as the mind (manas) or the intellect (buddhi) of the Universe.

Vik, the uttered Word, is a lioness. Come into manifestation from
undiflerentiated Wholeness, her nature is ambiguous, winning and also destructive.
She seizes evervthing. The ‘Satapatha Brahmana’ (111 5. 1. 21-23) tells of Vik
in the battle hetween the gods and demons how not having been aceepted as a
sacrificial fee she went away from the Adityas. It is then that she becomes a lioness
and seizes everything. The gods call her and also the demons. The gods succeed
by promising that the offering shall rcach her before it reaches Agni, the Fire.

The gods—the universe in its ordered aspect—win over the Lioness : uttered
Word, the Lioness, attached to the gods, is rhythmical utterance, or metre; it is
unassailable as, for example, the metre Viraj, in whose form ‘‘tigers went
forth”’ (S.B. VIIL. 2. 4. 4) or the metre Aticchandas, in whose form “lions went
forth” (8.B. VIII. 2. 4. 5).

o CRaittiriys Samphitd’, 1.2.12 ; S.B. 1L s.2.11 ;5 13.
%2 See Part 111, p. 9s.
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Tejaséabda, the Fiery Splendour of thc Word, has become aundible in the
metres.  Sardila-lalita and Sardala-vikridita, the sport and play of the Sirdila,
are further names of metres. i

Sardila is also the name of an animai shape ‘made by art’. (cf. krtrima-grisa;
‘Samaranganasitradhira’, LVIL. 777). It is also known as Virdla in Orissa'®
or Vyila (S.8. LVIIL 643), particularly in South India (‘Mayamata’, XVIIIL. 77).
Sardala means a tiger, leopard, panther; a demon, a kind of bird, or the animal
Sarabha which is stronger than a lion, has 8 legs and »f which there is ro likeness
on earth,

In Indian sculpture, tiger and lion are nterchangeable shapes and denote
the foremost amongst all animals."™  The Sordila is also called Simha-virala, if
its head is that of a lion ; Nara-virila if the head is that of man' and Gaja-virila
if it has the head of an elephant. 1¢ is represented rampant, but also in other
postures. Lindowed with the shape of the Lion, is the Simha, the group of the
animal and the man which is carved in the round, at the base of the temple'™®
(P1. IT) and also on the ride' of the Sukandsi ;" tiger, lion, boar, ram, bird and
elephant combine wherc it vears, fearsome and playful, in relief on the walls of the
temple,'™ in the recesses between piers (P 111).

"* N. K. Bose, op. cit. p. 105.

1 The physiognomy of the Lion is coined with an admixtate of surviving classical and
Achsemenian features, i early Indian sculpture and iater (cf. also G. Combaz, L'Inde et
1. Orient Classique, vol. IL. pp. 16-17.—ions are also preserved from Candhara with a strong
admixture of Scythian traits ; in medixeval Indian sculpture the Scythian component is the
most conspicuous.

Worked in gold, figures of lions arc inlaid in a bracelet with precious and scmi-precious
stones, in circles, crescents and triangles (in the Peshawar Museum, ASIAR, 1919-20, Pl
XXIV. Q) ; they encompass the axis of movement at the places of shoulder and hip joints
with flames of their jewel colours. In the mediieval stone sculptures, a fleece of curls (PL 11
however damaged) or a seroll (Pl. ILXXVII) mark the joints of these animals full of Power
(sakti) and rhythmic movement.

The Sardiila, complete with rider, and the fighting knight are carved in ivery, in Begram.

1% Kramrisch, ‘Indian Sculpture’, Fig. o2.

1% Cf. also Gadarmal temple: Badoh, Gwalior, ASIAR, 1919-20, Pl XLIII. b., figure
of a large lion on the plinth of the temple.

197 See note 122, On Orissan temples a Simba ‘flics’ or leaps from the apex of the large
Gaviksa.  Also in Bengal ; “'emple in Ghutgaria.  ASIAR. 1025-26. PL IX.c; and, at the
corresponding height from a corbel of the Sikhara, on temples of the Kumaon hills, ¢te. The
Lion seated, is frequently placed below the Amalaka, in Orissa.  Sce also note 83, and infra.

198 phe Tion and the Sardala appear at different periods, in the various schools, m
diffierent parts of the sacred architecture: the lion figures as lowermost section of the pillar
of Pallava temples, as bracket in the Cilukyan buildings, lion or Sardiila are_brackets of
capitals in the Mandapas of Candela temples in Central India, cte; on the wall, in procession
in friczes on the base of Hoysala temples, cte. ctc.

Sardala and Makara are hypostases of parts of the Kirttimukha, ie., the Lion and the
Dragon, but they cach have a body being fully ‘animal’, Kirttimuklm.nnd Makara, Sardala
and Makara, are frequently carved near each other and are also combined (Pl L) ; tn the
cide slab of the door steps of the Nardyapa Temple, Aihole (Cousens, “The Chalukyan
Architecture’, op. cit. p. so, Fig. 16), etc. ‘These carvings are related in their themes to
those on the threshold of the Garbhagrha ; the ‘Lion f:acc',* a long scroll issuing from its
mouth is for example on the side of the door steps of the Sambhulinga temple in Kundgol

(Cousens, l.c., P1. XCII).
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This protean animal made by art, has always the body of a lion, and in its
more important versions, also its face. It is a symbolic shape and corresponds,
within manifestation, to the Face of Glory, the Mask of the Asura.™”.

The original position of the Lion shape is in the corners of the Uttara Vedi,
the High Altar. Similarly too, the Iions have their places in the corners of the
Throne of the Supreme Spirit (Paramitman) or of Suirva, the Sun-god, and of
the Buddha. ‘The Simhisana, the lion throne, is the figured cquivalent of the
Uttara Vedi. Thus, on the temple, the lions are not only at the bottom, on the
Vedi, but also on top, on the Vedi of the Sikhara, where they support the stainless
Amalaka ; they are also carved below the scction of the Sikhara called Vedi, where
the Lion (called Udi-simha, the ‘flving’ lion, in Orissa) springs on a corbel from
its body.

Vik, uttered Word, the Lioness, is as dangerous as she is beneficent, such
is her nature as an element of the sacrifice and also as the Word which is the
substance of the universe. The ILioness is Power, is Sakti;"' Vik, one with her
in power and effect, is Mayi or Prakrti, Nature. She is the power and effect of
Paramesvara, the Supreme Lord, the Lion. This makes the Kirttimukha, the
Face of Glgry, and the Sardiila, who is Vak and Prakrti, so closely connccted in
the carvings of the temple (Pl. LXXVII). The Sardala shares the features of
lion and dragon, and has the body of the lion;"* the Sirdila is more body than
head ; with powerful curved chest and sinuous thighs it rears; this mounting wave
is its natural shape and gait “for just as man walks two footed and crect, so did
the animals walk two footed and erect (S.B. ITI. 7. 3. 1) when they, as images
discharged by creative thought (Pasyanti Vik), embodied the Word in its fiery
Splendour (tejassabda).

The Sirdilas, carved on the temples are images of the words which had lain
dormant in the unmanifest; they Iift their heads and toss their manes, in close

Sardalas, half animal body, half scroll, the latter issuing from its mouth ; and a
Kirttimukha, the centre of a scroll torus similarly originated, are part of the mouldings of a
pillar (Pl LXXIII from Kekind, Rajputana). Both these symbols are amongst the most
frequently employed motives of architecturai carvings.

A plethora of $Sardilas and Simhas for example is on the rock-cut Pafica-Pindava
Mandapam in Mamallapuram (seventh century A.1.) where the seated Lion shape is also the
lower part of the shaft of the pillar ; rearing, it is shown on the brackets of their capitals ;
ahove the cornice a fricze of Sardilas is at the base of the upper storey. Similar friezes are
peculiar to South Indian temples from then to the 13th century (Vispu temple, Narttamalai,
Pudukottai) and later. ‘The animal proceeds in its various possibilities, tiger-lion following
upon a horned dragon-lion with bird-beaked elephant trunk, etc. in permutations familiar
to sculptures of ‘super-natural’ animals from the days of the Indus civilisation,

1 e designation ‘leogryph’ is not suitable as the bird component is comparatively
rare and restricted to the head only.

Mo Tdanasivagurudevapaddhati’, TII. XITI. 6. ‘The names of the Lions are ‘“Stainless,
Essence, Worshipful’® and “Supreme Bliss”'.  cof. JISOA, vol. X, Kramrisch, “Iemple, Door,
I'hrone, cte.’ p. 216,

""" And thus the Vahana of Durga, the Great Goddess.

' While in many of the images the Animal can neither be classified as male nor as
female, Simhasanas generally are suppoited by male ‘lions’ (Pl. LVI).
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sequence forming themselves the creeper-pattern, the wave of Prakrti (PL. X) ;"
they rear and turn, lashed by their riders, whom they carry on their backs, and
who are part of the wave, being themselves the Sardila’s counter players. They
are armed, ready to attack but stayed by the Beast and protected,  Perfervidly
ingenuous, the Beast and the figure of man form a recurrent pattern, rising and
falling in rhythmic incandescence.  Never is the rider thrown off ; when he means
to attack he is carried along und when he submits he is protected by the Power
of Nature, and of Rhythm. ! )

Vak, who is Miya, is the Chimacra,—never slain by Bellerophon. The Greek
myth tells of him that he, though mortal, after having slein the Chimaera, tried
to fly to heaven. This temerity was punished by Zeus who caused his fall. The
animal, full of genius, the Chimacra, such as she is widely represented in [ndian
temples, is never killed. Her end comes differently. She vanishes, being Mayi,
illusion, at the moment of Knowledge when she is resorbed in the Universal
Consciousness. The story of King Dilipa (‘Raghuvamsa’, II. 37-62) tells of this
moment.

During twenty-one davs King Dilipa accompanied the cow given to him by
Rsi Vasistha,"* On the twenty-sccond day the cow is attacked by a lion. The
king draws an arrow but his arm is magically numbed. The lion says he is a
servant of Siva,"* eating his sppointed food. Dilipa offers his own body to save
the cow and asks the Lion to sparc the ‘body of his faine’ (radaséariram), his body
of Splendour (yasas), rather than his mortal body. Tbe Laon consents; when the
king presents himself to be devoured, the illusion (mayi) vanishes.

Confronted with the realisation by the king of his body of Splendour, the
terrific Lion is nowhere to be seen for his body itself is made of the Splendour (tejas)
and is but one Glory of King Dilipa. The Fame and Glory of the Kings has at
all times its emblem in the Lion or Tiger."®

In the group of the ‘Lion and the Man® (PL. 1), the beast with open mouth and
raised paw is about to devour, hut its over-powering presence protects man, defiant,
supplicating, small and part of the group 1in the closeness of the contact of its two
figures and the continuity and response of their themes. Elsewhere the rearing
Sardila safely carries its rider, while another warrior, with the sword of knowledge
drawn, crouches below and seizes the tail of the beast,"” or he proffers the shield

M3 This is a frequently recurring device, collateral with the door to the Garbhagrha ;
(Temple in Tumain, Gwalior, ASIAR, 1918-10. Pl XIIa).

14 Tyenty-one or three times seven is the extent of these worlds; 22 indicates the
‘Beyond’-manifestation (cf. the 21 cnclosing stones of the Garhapatya hearth, S.B. VIIL
1.1.13 ; VIL 1.1.32-35 5 the 21 knobs of the golden plate, the sun, which are the sun’s rays,
shining downwards (cf. S.B. VIL g.1.10). . .

1S Tion or tiger not only support and surround the l!ITOIlC of Divinity as His place of
manifestation ; Siva (Paramedvara) himsclf is the Lion, Siva lakc;'. the shape of the tiger
(vyaghra), lion (sitpha), deer (mrga), boar, cte. and of hirds (‘Mahabharata’, XIII. 45.127-8);
see o 8.

* “}io'f\l}((ttlfc\rz(lhBr:‘nhmana'. VII. 4.1.10.  “The Tiger is the Lordly Power (rdjanya) of the
wild animals. ‘I'he Rajanya is the Lordly Power’’. . o

177 aksmana Temple, Khajuraho, bracket of Mandapa pillar ; the bracket next to it is

illustrated on Pl. XVIIIL.

335



THE, HINDU TEMPLE

of dispassion (vairigya), the protective weapon by which ‘Nature’ is held in check.
If the whole group is placed on the head of an elephant, that ‘‘storehouse
of darkness”, the Lion, frolicsome after having overcome the darkness,
scatters the brilliant pearls’™ that trickled down from the forchead of the
clephant.”™ The Lion scatters the pearls, but being no ordinary lion but a Sardiila,
metre and rhythm itself, the pearls are collected in strings and festoons, in many
rhythms (Pl. LXXVII). Taken from the ‘storehouse of darkness’, they now
belong to the Lion; he gathers their strings in his mouth and as much as he is
himself part of the Face of Glory, he holds them and sends them forth as his
own ; or he wears them as a necklace (P, II) and has his limbs edged with similar
pearly chains of curling fur.

The group of the Lion and man is carved in the round and placed in front of
the body of the temple. It shows man as he approaches the Centre, under the
threat of the Lion; man draws the sword of Knowledge and protects himself from
Maya with the shield of dispﬁssion On the walls of the temple and the pillars of
its halls, man rides the monster, Sirdila, whose prancing gallop has the rhythm
of Nature and inspiration.'** Hers is the fiery splendour of creative thought ;!
her shape is rhythm itself. This noble beast embodies at the same time the lordly
power of the wild animals; and represents the Lordly power (rijanya) in general;
man, who rides it, copes with it, is particularly the Ksatriya, the warrior, the royal
kmght 5 it is his body of Fame (yasaséariram), his royal Splendour. 129

In South Indian temples the rearing Sirdila (Vyila), is the general theme of Mandapa
pillars such as those of the Kalyana Mandapa, Marga&alluvar Templc, Virificapuram, ASIAR,
1019-20, Pl VIIa. The Sirdila above the elephant is cqual to the Sardila above the Makara ;
the Sardila morcover frequently has the trunk of an clephant,

" “Like a lion who having overcome that storehouse of darkness, the clephant, jumps
about scattering brilliant pearls”; Sirpur stone inscription, Sth-gth century ; ‘Ep. Ind.’, XI.
p. 19o. ‘“‘Lion intent upon vanquishing the heavenly elephants’’; ‘‘large pearls hanging from
the mouths of the lions acquired by breaking open the temples of the elephants” (¢ Adipurana’,
231-32 ; I. A, vol. XIV, p. 105) cf. strings of beads issuing from the mouth of the Sardula, on
the back slab of Budd}nst images, for example, from Nalanda, ASIAR, 1928-29, Pl. LVH

" This is a more facile way of acquisition than having to extract the pearl from the jaws
of that other c¢mbodiment of darkness, the Dragon.

“‘Pearls that trickled down from the forcheads of the elephants of his (the king's) cnemics
that were slain by him as by a lion”’; Gurjara Grant, about Saka 417. ‘Indian Antiquary’,
NTIT.
1= "'l‘hc4 Sirdiila, different from the klrttunuhhq, is not shown as out-breathing. She is
either inhaling or ret'mum., the brc.nlh, commuting it into power (sce infra).

The head of the Sardila proper is also without the component ‘“Death head’’ which helongs
to the Kirttimukha proper ; being Vak, she is Life.

21 P Sardala is at the same time the form of Padyanti Vak and ‘I'cjas$abda as well as of
Virdta Sabda, the Word which is the ‘rhythmical body’ of the universe.

122 The group of the Sardiila (and the knight) has been taken to refer in Orissan temples
to the Kesart dynasty (M. M. Ganguly, op. cit. p. 203); there the Lion is shown rearing with
its triumphant rider ; in front, below the lion is the small figure of an clephant—and in the
‘Hoysala’ temples of the Deccan to a ruler of that dynasty (Cousens, “I'he Chalukyan Architec-
ture’, op. cit. p. 105). Tt is represented on carved pancls (Mukte$var temple, Bhuvancsvar,
Orissa, r1oth century ; Tripurantaka temple, Balagamve, Dharwar, p. 107) and as statuary
carved in the round the group of the Lion and man are placed on the ridge of the widely
projected Sukanisi (Daksipa Kedarcévara temple, Balagamve, c. 1075 A.D.; also temple at
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The most exalted temple-type, the Meru, must be built by a Ksatriya only as
its patron, the architect being a Brahmana or a Vaidva.™ “The royal patron is
most closely identified with his temple by the symbol of the Sardala. On the walls
of the temples of the Candella dynasty, 1n Central India, images of the Sardiala
alternate with images of the Apsaris and other goddesses (P1.T11).

The Sardila, an animal of perfervid ingenuity, composed of rhythm, is an
embodiment per artem of the Lion, the Lordly Power of the wild beasts, who is
Prakrti, Sakti, Maya. This image, composed of Rl.yvthin, is Vak., Vik is Life
(‘Aitareya Brahmana,” X. 6. 38). The pilgrim who circmmambulates the temple
and whose eyes dwell on its images “wanders i the trek of the Apsaris and the
Gandharvas and the wild beasts' (R\". X. i), 6. He is cognizant of all that is
knowable in this universe, says the commentator, he is quainfied to confront and to
ride the Sardala.

Rattchalli, Dharwar ; P1. CXII) exactly as, for ('Xf‘-mplc, on the Visvanatha temple, l\'lm!\lmho,
and at the place where in Orissan temple (Lifgarija) the Lion ul_mvc the elephant springs ff»r_!lx.
‘This scene has been interpreted as represenmting a patronymic legend related in illll inserip-
tion from Gadag (‘Ind. Ant.” IT. p. 301) cxplaining the origin of the Hoy-sala dynasty \‘\"ITxclz
implies the slaying of the tiger and 1ts subscquent ml(}])lmn as cmblem ‘of tln..- “T' a ( ;.]:\3.
or Sala”) dynasty. The tiger in the image of the Siardula, however, is never lc]le.sk'I]llg‘l as
slain. ‘This local adaptation of an universal Indian symbol is of scl-con‘dau_\: ln’tercTr .1)‘13(3/. he
22 Cf. lion crests and lion flags ; the latter arc described in the Adipurina ',‘licv. e l]'l lx.(.
lion flags, lions about to spring, appeared intent upon vanquishing ﬂm ‘heqvu‘l_; 'ngp Ma.‘;:?t.s,
The large pearls hanging from the faces of the l_mu's; lonkcd”hkc fame :\uqlur]ea I}I) '.)n.; ing
open the temples of great elephants’”.  The lion s dharma’. It figures on the flags of sun
and moon, ‘Vispudharmottara’, I1TI. LXVIL. 8 ; LXVIIL ;.
240G @ . note 42, p. 143. . . - .
Royz?lc (;):ﬂ':}:m},gc,n [.im‘: ;mr:1 Slzllrdﬂlu, the many images of AS:\R(},.m‘ul t‘:lu i\?‘lll}‘lla'l‘gr(t)‘li?:
scem o belong to the world of the Ksatriva. The architeet, it is cnjoined, should be a Tantrik §
p. 10,
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Surasundari, which means Celestial Beauty, is but one of the names
and types in which the image of Sakti is carved on the walls of the
temple. Sakti is Energy, the primordial Power and substance of the world.
Miya,—the visible world, measurable in its forms,--belongs to Brahman as
Sakti (‘Vedanta Sitra’ 1. IV, 1-7). She is herself the “ability to act’ ;'
her image is placed next to that of any of the gods. By her activity she
attracts and helps the devotee; she is his guide and appeals to all.  'While every
man is not equipped for riding the Sardila, he may be led by Sakti and grasp the
meaning of her hands (hasta),”” postures and actions. While the Sardila is the
‘angel’ of active man, the various images of Sakti assist his contemplative and
passive nature. The images of Sardala (Vvala), and Sukti arc collateral; they
alternate on the walls of the temples of Khajuraho and on the capitals of the pillars
(Pls. 1T, XVIIT). The rearing body of the animal and the shape of the woman
are seen to sway in similar curves ; they are one in nature and form though different
in functions and appearance, for Sakti is Vik, the ‘“‘active power of Brahman
proceeding from him”’ (RV. X. 125) and the Sardila is Vak.

The plan, with the fretted outline of the buttressed fort, of the temple (Figs. on
pp- 251, ete.) is akin to a yantra or lincar diagram used by the worshipper for a
localisation of cach of the aspects and powers of God in their hierarchy with regard
to the Centre, the immovable Principle.  In the Sri-vantra, the various positions are
held by goddesses or powers who are known as Yoginis,"™ conjoint encrgics by
whom is effected the work of the I'ranscendental Power, Maha-Sakti, They are
placed in the yantra in a’hierarchy of position, proceeding inward and corresponding
to an increasing secrecy and sacredness until the centre is reached where the
Supreme Yogini is, the Maha-Sakti. Close to the perimeter, yet seeret in their
power, are a group of Yoginis; where they reside is the Place of Fulfilment of All
Hopes (sarvasaparipiiraka-cakra). They are the Attractions (akarsini) of and by the
intellect (buddhi), of and by the sense of ““I"” ness (aliankiira), of and by the faculties
of knowledge and action who, decked in love provoking fashion, draw towards them-
selves the intellect, the notion of ‘1"’ ness, all the faculties of knowledge and action,
the senses und the body, thought and memory and while they overwhelm them and

% ‘Samaringanasitradhara’, LVII. 645.

0 0Sak’ means “to be able to do something” ; ‘i’ denntes capability.

B lasta’ s an attitude of arm and hand, or of the hand only ; it is a near synonym of
‘mudrd’. I'he action, shown by the respective gesture, conveys one or many definite meanings.

2% “Paptrarija-Tantra,’ ch, 1V, 72-73; in the Sriyantra, 16 Saktis (gupta yogims), the
Attractions, are stationed on the 16 lotus-petals near the circumference of the circle.  Outside
the circle, and within the square enclosure of the yantra are the Dikpilas, the Cuardians of
the regions and other groups of divinities. ‘I'he Avarapa-devatas, the surrounding divinitics, in
both these zones, have their images and correspondences on the walls of the temple. Yoginis
are attendants of various classes of the Great Goddess who is hersell called Yogini (‘Jidnarnava
Tantra’, XVI. 140 f. “Tantrardja Tantra’, V. 28, Comm. Manorami.)
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fulfil their desire they‘leave ﬂ_lem_, increased in power, in the region where hopes
and desires attain their multifarious objects. With the help of these Saktis a
transformation is th‘en eﬂegted of the mind (manovikira), the faculties and the rest ;
they approach the Centre in which therc is no separatencss.

It is in this sense that a further group of beauteous Saktis is deseribed as Maids
(paricarika) and others are called Messengers (diiti) of the Transcendental Power,
th? Mahu-Sa}{tl. In th(.‘.ll‘ lotl.ls-hands they carry, cach of them, a ‘mudrd’, a
raiment, a mirror and various kinds of vessels™ (Pls, 1.1, XIT, NIV, XI.1, LI).

The Saktis or Yoginis arc working encrgics subservient to the Great Sakti.
pn the walls of the temples they are figured in all directions as Celestial Beauties.
They perform this work by the side of the gods whose activity their presence
releases. Indian astrology knows the Yogini as a cosmic power. [t moves from
day to day, from place to place, in all directions.

By the side of the eight Regents of the directions of space, by the side of cach
of the several groups of gods, the Celestial Beauties are placed embodied in their
archetypal forms. They displuy them in rhythms and gestures and by their
attributes which they have in common with the Yoginis. )

In the macrocosm they operate as branches and part aspects of the Transcen-
dental Power, conjointly with the Supreme Principle as Yoga-mivi, the mani-
festation of the universe. In the microcosm, with reference to man, Yoga-mivi is
the power of reintegration ; the Yoginis are maids and messengers, the ‘angels’ of
the Transcendental Power. The Attractions in the outer circle of the vantra, the
Celestial Beauties on tlie walls of the temple, serve man, the devotee; they satisfy
his response to them so that, increased in power, released from their attractions and
transformed, he proceeds in his devotion towards God in the innermost sanctuary
of his heart and in the temple. They lLielp man towards reintegration, akin to those
celestial damsels (apsaris) who appear al the time when he, a knower of Braliman
departs from this world: ““Him approach 500 celestial damsels, 100 carrying
scented powders, saffron, turmeric and the like, in their hands, 100 carrying fruits,
100 carrying various ornaments and 100 carrying garlands. They adorn him with
ornaments befitting Brahmi himsclf. Thus adorned with Brahma ornaments and
knowing Brahman he goes to Brahman.””™

The Celestial Beauties belong to the Avarana-devatis, “surrounding divi-
nities”’. Their number is large. Their figures are repeated on the temples, all
round the walls, to cither side of each god, and as on the Kandariva and Devi
Jagadamba Temples, in all the three belts of seulpture. (Pls. T and ITI).  Such
supererogation in carving their figures, alike in type yet indefinitely modified in
each instance by a particular rhythmical consistency, shows repetition itself as a
power in whose comprehensive rhythm are interwoven the images in rows and
storeys. It is made concrete by art in the figures of the gud.s‘. and the cclgst;ul
women who, though they resemble the uman shape, are unlike it. For the divine
(daiva) and the human form ‘‘are born from one parentage. The divine form is

129 Iy the yantra of Bhuvancsvari, the Maids (paricarika) have their place outside the lotus-
petals ; ‘Saradatilaka’, ch. IX, 38—40; the Messengers (dat1) surround the Primordial Sakti
imaged as ‘I'riputd (ch. X. 92).

10 (Kaugitaki Brahmapa Upanisad’, L. 4.
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endowed with more intellect (buddhi). The human form is not so endowed with
intcllect.”"™ i L.

The form of the Celestial Beauties is of embodied intellect; by art this in-
tellectual (paramirthika) body is made concrete.'™ Tt is different from the physical
body of flesh and bones and which is of the carth. The qualities of the celestial
body are those of the atmosphere, pervaded as it is by the light of the sun and
where blows the wind and the gale of the Spirit. Tt is the region of movement ; the
celestial bodies are built up by movement only. In the “‘air-world”” (bhuvas;
antariksa) the gods dwell; man moves in it and breathes. In its movement, his
living body is of the air-world and one in nature with that of the gods. Indian
sculpture, whose subject is the gods, knows only of this cclestial body. It consists
of movement and is resilient with the breath that courses in its smooth channels.

Other names and forms, other image of Sakti are: Apsara,” Nataka,™
Yaksini® and Dig Devi.”™ Being active power and causal stress, her image is an
embodiment of movement; as Apsard she is the movement in the atmosphere, as
Yaksini she is the movement in vegetation, as Nitaka she is the movement in the
body of man and is shown as a dancer. Her iconography describes her various
‘places’ ; they are not sharply defined. Her associates, such as bough and tree
(Salabhafijika; Pl. LX)"" and flowering vines (Pl. XVIII) declare her images as
Yaksini.

Vibrant power is the celestial beauty of her images; they all resemble the
Great Goddess whose ‘eycbrows are the entrance arches of the Palace of the Lord
of Love*™ and whose eyes are like fishes, playing in the lake of the beauty of her

11 Matsya Purana’, ch. CXLV. 14-16.

2 ‘Garuda Puriipa’, ch. XV, 45-68.

0 Apsaras are the celestial dancers in Indra’s heaven (Pls. LXVIII, XL). ‘I'heir
name signifies “‘moving in the water’’, in the cclestial vapour ; they are the movement in the
atmosphere while the Yaksinis are the movement in the trees.

T'he Apsariis are the consorts of the Gandharvas and arc also known as Suriifigands or
celestial damsels (cf. Surasundari). The ‘Tantrardja Tantra’, IV. 58-70, tells how to controi
Apsarit and Yaksini.

9% Natakii, as a rule, is the designation of the dancing female figures on the walls of the
temples; of. “Mayamata”, XVIII. 6, where Vyala (=Sardila) and Nitakda appear by the side
of cach other.

145 Yakginis (“Tantrardja-tantra’, XVII. 50-53) are young and beautiful woman-spirits in
fine raiments who give the Sadhaka all worldly goods he may desire.  In this limited function,
however, they carry the heritage of their past when Yaksa was cquivalent with Divinity (Devata ;
sce also the images represented and inseribed in Barhut, Barua, op. cit.).

1% Dig Devis or Dig Nayikas are the Women of the Quarters ; they arc frequently referred
to in inscriptions (Candcla Inscr. ‘Ep. Ind.’ I. p. 212 ; inscription from Ittagi, dated A.D. 1112,
‘Ip, Ind.” XIII. p. 36 {.) of which some, for example, ‘Ep. Ind.” XIII. p. 205, describe how
the “precious pearls of the king’s stainless virtues adorn the girdles of the Tadies of the
Quarters of Space” or how the Digniayikds “wove the fame (of {he king) into pearl strings
which they ever wore’” (‘Ind. Ant.” VI, p. 65, grant of Govinda 1I Rathor, 750-810 A.D.).

TP Ne group of the ‘Woman and ‘Tree’ is known as Salabhafijiki ; or Salabhaiji (S. S.
LNXVT, 50-32). Cf. Coomaraswamy, ‘Yaksas’, I. p. 32 f.

The Salabhafjika is frequently carved on the brackets of capitals or forms the bracket of
the Uechalaka (Pls. X VI, LX),

The Nagaka, Pl LXIV, also forms a bracket, but of the cciling of the Mapdapa.

P Brahmanda Purdna, Lalita Sahasranama’, 6.

340




IMAGES OF SAKTT

face. This beauty in her belongs to God and is His reflex - He is seen himself to
assume the state of Sakti so that he may be confronted by His own felicity with all
its contents."" Sakti reflects by her Form (riipam) the Iight (prakiida) which is
God."** She mirrors the Light of Consciousiess-Bliss (cidinanda). Because she
acts as its mirror, she is also shown holding a mirror in her hand (PL X1V).* If
the boughs of her trec are like her arms and the curves of the crecper like her own
movement,'** if the trec-woman is one idea and composition, the mirror-woman is
another.type or sculptured group of Sukti: the former heing a reiteration of the
underlying theme by two kinds of shape, that of vegetation and that of woman,
their interplay, affinity, and identity as movemcnt, the lattr enacting the drama
of the reflection seen in the mirror and of the living heing. ““The reflection of the
face seen in the mirror is nothing in itself as separated from the face; so is the
living creature (jiva) in itself nothing, a reflection of Consciousness in the mind—-
that self-abiding Consciousness in its tiue state am 1" ' says Supreme Conscious-
ness of itself. Sukti exemplifies it, on her own level, with luxurious grace and
sadness, or any of the cmotions which belong to the human face.

While Sakti looks at her.lf in the mirror or experiences herself in her move-
ment to which she yields, v hile she pioduces it, she becomes conscious of herself in
any of her shapes and wondering she knows and greets herself,

Wondering she enters the palace of hier person and touches her body in a new
awarcness (Pls. X1I1, XV, XVI) while she discovers her egoity, her own and
particular “‘I’’ness in the many tasks which she performs as part and maid of the
Great Goddess.

In her wondrous beauty, where the ‘person’ meets her Power, Sakti bends over
Ahankira, the “I’’ concept, which is but herself tainted by her entry into this
world of duality (Pls. XVIII, XIX). Fhe goddess is near to losing her divinity
while her beauty becomes animated by emotions (Pls. X, LXIV, XITI)."™ So
far and no further do these angels descend for the sake of the souls in bondage
(pasu) whom they introduce to the higher hicrarchy.

9 Phis  relation is that of the ‘enjoyer’ and the ‘enjoyed”  (bhoktd ; bhng‘yu):
Abhinavagupta who lived at the time when the most ingenuous and diversified images of Sakti
- USSR B Y A - o £5ad af ssecrienacend falinitn de anllul (h cndaeor

of death. Camunda, the scventh Matrka, 1S Carved ds d aamneer, on meanevi
“Femple, ‘Bulletin of the Deccan College Rescarch Inst.’, 5«)1. 1V. Fig. 7')‘; and )

141 Phe mirror is “‘pure knowledge” (V.D. 111, ch. XLVIIL 16). The mirror is one of the
attributes of Pirvati, and also the Lotus flower.—Goddess and mirror within a lotus flower in
full bloom are carved in Barhut (Barua, op. cit. PL. ?(X.\l).

142 T ata is both creeper and woman ; a slender girl, any woman.

13 (Hastamalaka’, 3 (Sayanacirya, ‘Saikara Digvijaya’), )

144 Hindu, Buddhist (P1. XXXVIII) and Jain (Pl XX) images are referred to here without
discrimination as the principle “Sakti” is rcalised by the orthodox and also the unorthodox
devotees and craftsmen alike. . i

The problem of cgoity (ahaikara) is particul
Tt may be due to some cxtent to the infiltration of new,
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THE HINDU TEMPLE

India thinks in images; the image (marti) itself is beheld as a divinity.
“Marti (image), the wife of Dharma (the Order of things in the cosmos and
Rightecousness in man), is Iorm, luminous and charming. Without her, the
Supreme Spirit (Paramatman), whose abode is the whole universe, would be without
support.”’™ 'Her charm and attractions are those of the Anima Mundi, cosmic
vitality, active in the middle region (antariksa), in space. There the temple has
its extension.

etc.) into the people of India, and intensificd by the strain and apprchension caused by the
Muslim invasion.

Its expression differs in kind and degree in the various sculptures (Pls. XIV, XII, XVI,
XVII) not only in their countenance bhut throughout the whole figure or also the whole group
and its parts. The perfection of movement has not everywhere the same serenity (Pl. XX
against Pls. XVIII, XIX). Vechement in its resilience it finds its balance in the upper part
of the body (Pl. XX) ; in another image the body stiffens in dancing frenzy in a vertical of
high tension (Pl. XXI).  Emotional overemphasis leads to a tortured expression of some of the
figures, to a cramped linear movement (of the Auttering scarves, for example, Pls. XXI,
LXIII), to harshness in the contrast of wodelled form and the flat ground of the relief (P1. XI),
to a violent antithesis of light and the decpest shadows (Pl. XXI) and to an climination of
modelling (Pl. LIV) in sculpturcs of a subsequent phase. Starkly assertive, the ‘I’ conceit
subjects the ‘curves of life’, the sinuosities of the vibrant form of Sakti, to impervious accents
(PL. LIV). They lend zest and incisiveness to some of the carvings (Pl. XLIT) while in less
gifted hands (Pls. XL, LXIT) they deaden Indian sculpture.

142 *Brahmavaivarta Purdpa’, II. 1. 145.
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THE IMAGES OF IMMANENT BREATH

The celestial dancers, the Apsaris, have their he lics built not of the gross
substance of carth, such as flesh and bones, but of the attributes of air consisting
of movement, ‘‘bending, strctching, jumping and running”."** Thus she dances
at the festival of the gods in Indra’s heaven (Pl LXVIII; ‘Mahibharata’. TIL
43.98-32). Gandharvas make the music and join in the dance in Indra's city
Amarivati. That he enters Amarivati is said of a dying person;'’ lie is released
of the earthly sheath of his body as is the initiate, who enters the inner temple.

In full worship there is always dancing and singing hefore the Devati
for his entertainment. This is Rijusika Piji, expansive worship of God.
In Sattvika Paja, in which is worshipped the FEssence (Sat), the Supreme
Spirit, the dance is that of the mind and the senses. Tt is the dance
of Sakti in her various forms. These are carved on the walls of the temple
(Pls. XXI, XXII, LXIV) aud show their “body of movement”’ which belongs
to the air and is supported by mmanent breath  For the air, when
inhaled, is changed; it is believed to increase in volume by the heat of the body ;
1ot all of it is exhaled, the major part of its increase remaining. Thus the vital
forces are increased and also the lightness of the body; the more the air (prina)
is kept in, the lighter becomes the body.™ This is the object of the
control of breath (prandyima) which is a prerequisite in the training of a Yogl.
The lightness of the body (laghutva; *Svet. Up.’ I1. 13) is felt in its effect as a
soaring, a staying in the air. The power of levitation, inwardly experienced
through breath, releascs the images of the dancing, flying hosts of gods, of Apsaris
and Gandharvas, of the Vidyadharas, the wizurds and of numberless Ganas
and other celestials (Pls. XXII1, LIII, LNIX, LXXIV, LXV, XXIV, V).

Prindyima is part of the knowledge of the sculptor by actual practice or by
his awareness of it. Another mecans of concrete realisation, similarly at his
command is by touch, as practised in Nyisa, the ritual act of assigning or Jocating
divinity at its proper place in his own living body and in the form of the image.
Such a constantly repeated concrete experience by touch of shape three dimensional,
rounded and also breathing, is part of the equipment of the craftsman, as a Sadhaka
and Yogi. He applies it creatively on the image which he carves. Pranayama and

e «Ggruda Purdapa’ XV. 25. The hody consists of the five clements: carth, water, fire,
air and cther. Skin, bones, nerves, hair and flesh are the five attributes of carth ; bending,
running, jumping, ctc., are the five attributes of the air.

147 i meaning is implied in Mbh. VIL 7. 20.

15 Phe air inhaled (pfiraka) increases in volwme by the heat of the body 5 times while it
is restrained or the breath is held (kumbhaka) and when exhaled (recaka) two-fifths only pass
out and the remaining three-fifths are retained.
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Nyasa develop in him a subtle sense of the living form, not only sustained, but also
shaped, as it were, by breath. In his carvings he makes palpable the ‘body of
breath’ by a modelling in which the shape of man, free from the gross weight of
the earth, the bones and muscles which belong to it, is given transubstantiated form
as the breathing body of the gods.

With breath restrained the vaulted chest (P1. LXXIX) lifts the sentient face
into regions wlere pain is no more but a_memory (Pl. XXV), and offerings are
made of sound from many instruments (Pls. XXVII, XXVIII, LV), or full of
detachment, the flight is across clouds of ignorance. They are cut by the sword
of knowledge in the hand of the Vidyadhara. Ganas are often seen flying in crowds
and Vidyadharas are accompanied by Apsards or they fly singly. Trenchant,
their backs arched like scimitars, with sword drawn and mace swung across their
heaving shapes, the Devas soar fighting (Pl. XXIII); in another relief they are
composed into a pattern of the cosmic wheel (P1. LXIX) which keeps rolling through
the cycles of time, they urge it on wielding their swords and driven themselves in
its rotation ; knowledge is ground by the wheel of time and its swish is the rhythm
of a ceiling panel.

Breath, the vital manifestation of the Spirit, is the support and prime mover
of all action ; it is shown having formed a body of its own which is particularly that
of the Ganas (Pls. LXV, XXIV, ctc.). They are mere quantitics (gana = quantity),
look like windbags (P1. LXV), hosts of them. Their bodies inflated by air race
in gusts across the atmosphere, support the Viminas, the chariots of the gods
(P1. XXIV), and produce the music out of the sound which is immanent in the
ether and in the air. Full of it, they play it on different instruments and make it
as articulate as their air-borne, air-filled bodies are made by the sculptor. They
—and not caryatids—carry the superstructure and walls of the temple (Pls. LITI,
LXVI, XXXIX).

The inward realisation of lightness, weightlessness, non-existence of the
physical body in a state of concentration on the Supreme Spirit and on His mani-
festation, the Word, and the hearing of its music are shown in the images of the
Ganas who, while resembling the shape of man, are unlike it. Their bodies made
of breath move in the air. :

“‘Breath goes out with the sound HA and enters again with the sound SA ; the
living being is indeed always repeating the mantra Ham-Sa. Ham-Sa”’ (‘Garuda-
Purina’, XV. 78). Breathing is the rhythmic formula which is constantly said of
itself. The Hamsa mantra is the ‘‘seed of the Universe”’, the breath of life (prana-
bija). Its visual symbol is the Hamsa, the royal mallard, celestial swan (Pls. XLII.
LXXV) who is the vihana of Brahman. ‘“The Hamsa dwelling in the Light . . .**°
signifies the unity of Paramatman, the Lord beyond and without qualities, and all
that has proceeded from him. It is thus also His symbol as Antaratman, the
immanent Spirit (‘Saradatilaka’, XXI. 64 f) which is consciousness as the
manifestation of Supreme Consciousness (Cit).

In the shape of the celestial swan it is carved anywhere on the base of the
Prisida or on the ceiling of the Mandapa, flocks of birds in shapes ever renewed in

1 Hamsavati Rk. RV. IV. 40.5 ; ‘Vij. S." XII. 14 ; $.B. VL. 7.3.11 ; ‘Kathopanigad’, V. 2.
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the course of thousands of years,™ in procession, or in couples confronting each
other. Where, as in PI. LXXV, a lotus in, flower is shown between two swans, the
words addressed to the Goddess have found a visible equivalent : “‘T worship that
pair of swans who are Ham and Sa, dwelling in the mind of the Great, wiio subsist
entirely on the honey of the blooming lotus of Knowledge (‘Saundarya
Lahart’, 38).

As form (riipam) and figure (ikrti) of a verhal svmbol, the Hamsa bird carved
on the temiples means that union towards which fly ‘he hosts of celestials, the
Ganas, Vidyadharas and Gandharvas aud whose dancers are the Apsaris,  They
are given form, are bodied forth by art as images of the power and the movement
of the Breath and the Spirit.

5 Ra Vi conte South Indian

o aury apitals (3rd Century B.C.; Rampurva) to contemporary < li
l13 Fli?l? M‘:;“;zx}\lc]:‘::)t;: ('::'hc Sasanian shape of the bnfd proved to he the most cn’(hu.[nj:
temp{;;l‘e sT"E Hal\m'n‘ ch.cpt in the classical, “illusionistic” representation of the _lsmnql\‘.x
E‘Ia):kc‘t i; ]))l;t rargly @]110\:'1,1 flying (P1. LXVI) ; cven though they surround flying Vidyadharas,

the birds are not represented in flight.

B
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MITHUNA
THE StaTE OF BEING A COUPLE

“Just as a man closely embraced by a beloved woman knows nothing more
of a without or a within, so also does the Person (the spiritual person of man)
embraced by the ‘prognostic’ (prajfidtmani) Spirit know nothing more of a without
or a within. This is his true form in which his desire is satisfied, the Spirit and
the whole of his desire. He has no desire any more, nor any pain.”
(‘Brhadaranyaka Upanigad’, IV. 8.21).""

This state which is ““‘like a man and a woman in close embrace’’ is a symbol
of Moksa, final release or re-union of the two Principles, the Essence (Purusa)
and Nature (Prakrti). This symbol is carved, on the door jambs of the Garbhagrha
and on the walls of the temple, repeatedly, in the many forms in which limbs are
conjoined in close embrace (Pls. XXX-XXXIV)."* The name of this conjoint
symbol of Purusa and Prakrti, as Moksa, is Mithuna, ‘the state of being a
couple’.'”

Mithuna as symbol of Moksa, ultimate relcase, means a union, like that of
the Fire and its burning power, which is inseparable from, and in, the Fire from
the beginning. Mithuna as practised and beheld by the Sadhaka is a re-union,
for in the beginning the Purusa, the Essence, was ‘“like a man and a woman in
close embrace. It desired a second. Himself the Purusa divided into two. So
were born man and wife. He united himself to her’ (‘Brhadiranyaka
Upanisad’, I. 4. 1-4)."*

Prakrti as Supreme Sakti is within God, hidden in His own qualities
{‘Svetadvatara Upanisad’, 1V. 10). Within Him, by means of his mind (manas),
he entered into union (Mithuna) with the unspoken Word (Vik) (S.B. VI. 1. 2. 6).
The divine ‘bi-unity’ comes about by ‘‘Siva’s nced of Sakti for accomplishing the
enjoyment of unredecemed man (pasu, lit. the animal) and his final release”
(Srikumira in ‘Tatparyapradipika’, the commentary on “Tattvaprakasa’ 1. 3).

Man’s separation from God and the world of dichotomy in which he lives
result from the bi-sexual polarity in divinity, and from the subsequent exter-

3! Tranglated by Coomaraswamy in ‘La Doctrine de la *‘Biunit¢” Divine’, [T\, 1937,
pp. 289-301.

2 The “I'antraraja Tantra’, XXI. 88-96 trcats of the offerings made to the s0 Mithunas.

83 Mithuna as an enrichment on the door-jambs ($§akha) of the Garbhagrha is enjoined
to be carved in the ‘Brhat Samhitda’ LV, ‘Haya$irsapaficaratra’, ‘Agnipurapa’ CIV. 30;
‘Samarfinganasutradhira’, XL. 30-34 ; cte.

The carliest Mithuna yet known is carved on one of the carliest historical monuments yet
known, i.e., of about the 2nd century B.C. in Safici, Stipa II.  Marshall-Foucher, “The
Monuments of Sanchi’, Pl LXXVII, 20a. Mithuna is one of the permanently recurrent
themes of Indian sculpture. A ‘classical’ Mithuna, on a gold ornament, is reproduced in the
‘Journal of the Asiatic Socicty of Bengal’, 1912, p. 283.

The Buddhistic connotation of Mithuna is the union of Buddha and Prajia.

™ See note 151.
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nalisation of the Conscious Siva as the object of his own Sclf-enjoyment. In order

to regain tl%c primordial wh‘oleness (Brahujiiana) the yogin practises bodily
mental and intellectual exercises und the devotee (sadhaka) observes the rites 4
his means of accomplishing (sddhana) final release ~‘I uch ex -L-rv\'t‘b o) there
is a coupling (maithuna) of the active dtl . LihL - :’u:h. e (yowa) there

The svbolie o e active an the changeless Principles. o

I'he sy ¢ unlon (yoga) in the flesh with the assistance of a Sakti may he
praqtlsqd only .by ;S:ml{yusms who are far advanced on the road to metaphysical
realisation, wlu}e tl{e highest class of Avadhiita™ docs not require this sacrament
a1.1d may not unite with a woman. T'hc Sadhana in which the Sadhaka is assisted by
his _Suktx is called Lata-sidhana.’* In its performance the $akti is as much woman
(lata) as she is a vine or creener (latd). ““As the creeper embraces the tree on all
sides, so do thou embrace me”’ (‘Atharva Veda', VI 8.4.). “L‘or when one is with a
mate, lie is whole and complete” (‘Satapatha Brahmana’, X. 5.2.8.)."" Thus
Gauri is described as Ardhangi, the half of Siva’s body, “‘embracing Siva as the
Madhava creeper clasps the young Amra tree with her bosom like a cluster of
blossoms’’.  (‘Yogavasistha, Nirvinaprakarana’, XVIII. 3).

Gods and ascetics therelore should be represented in their love sport (krida,
1ila) on the walls of temples'™ but ascetics practising the game of love should not
figure on the habitations of men'* for their game is none of the three purposes of
life.*** It is a symbol of final release, its fourth and ultimate purpose.

135 Avadhiita is a men who is above caste and the ordered life (agrama ; i.c., its four
siiccessive  stages as celibate  student, houscholder, recluse and  Sannydsin) and  cver
contemplates the Supreme Spirit only.  The lowest type of these Sannyasins live in the family.
In the third class, conforming with the rules of Yoga and Bhoga, the Sannyisin may satisfy
the desire of a woman who approaches him.  In the next two clas: he is competent to
practisc Yoga with the assistance of a Sukti. In the highest, the sixth class, he may not unite
with a woman.

146 The rules relating to Latd-sadhana arc given in the {ollowing Tantras: Siva Smphita,
p. 45 ; Pranatosini, p. 618 ; Gandharva Tantra, p. 6o ; Kaulivali, p. 20, ctc.

157 Iy Orissa, (cf. ‘Utkalakhanda’, XI. ‘Ind. Ant.” XLVIL p. 217) it is said that Mithuna
figures on a building prevent the building being struck by lightning.

In the lightning is seen the union and identity of the immanent spirit of man and the
transcendent Spirit. ““The Person scen in the lightning—I am He; I indeed am He (‘Chand.
Up.’. IV.r3.1. ‘Kena Up.' 20-30). No lightning will strike the building where this union
is imaged.

134 7P Bhattacharya, ‘Some Notes on Mithuna in Indian Art.” Rapam, 1026, p. 220, quotes
‘Suprabedhagama’, XXX, saying that *“Sivakridd, Harikridd and Tapaknda should particularly
[be made]”—a reference which could not be verified from the Tanjore Ms. of the
‘Suprabedhigama’. X

Mithuna carvings showing shaven headed and other ascetics occur on the temples of
Orissa ; zlso in Khajuraho, cte.

122 Mayamata’, XVIIL. 111, . . i

18 Lama, Lust, with the discipline of its satisfaction, is the third of the 4 purposes of
life which arc lawfulness (dharma), the acquisition of wealth (artha), the satisfaction of lust
(kdma) and the attainment of final relcase (moksa).
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AMALAKA

The Amalaka is the crown of a Nagara temple. Above the truncated body of its
Sikhara it clasps the shalt (venu; P’ 1)**" and is surmounted by the finial (stiipika)
with the vase (kalasa) as its most conspicuous part. The Amalaka has a cogged
rim. Its solid shape is that of a ring stone; it may be compared to an indented
wheel, the spokes being shown as ribs of its ring shape (P1. I). “T'he Amalaka is
not only the crown of the main Sikhara (mula-$ikhara, mula-maiijari) of the
temple, but also of every Maifijari or Srnga that leans against, or is arrayed on,
its body (Pls. 1, 11, 1V, XLIII, XLV and XLVII). TIts shape furthermore is the
basis of the finial above the superstructure of the Mandapa (Pl. I); it may more-
over, be doubly present (Pls. I1I, TV) having its larger and main shape surmounted
by yet another smaller shape.'** Where, as in Orissa, etc. the Lati type of the
Sikhara is dominant cach of its Bhiimis itsclf terminates in an Amalaka; carved
in the corners it is assimilated in its shape to the square section of the Sikhara and
forms an Amalaka quoin.**® There is no Amalaka on the superstructure of a
South Indian Drivida temple. Its position, function and meaning are transferred
there to the cupola of the High Temple, the Vimana or Harmya,'*

The Nigara temple is the most widely represented shape of the Hindu
temple, in time and place. ‘The Amalaka is the crown above the Sikhara;
it is at the same time a ring around the emerged part of the internal and
invisible pillar of the temple, a capital of the ‘Venu’ of which the truncated
body of the Sikhara is a sheath (venu-ko$a)." Tt is the highest part of the
Sikhara ; separated from its truncated body, it is the base on which rises the
finial, Its function and meaning are two-fold; it is the crown of the super-
structure, the sheath, and a cogged ring around the internal pillar of the temple.
As crown it is the loadstone which locks together the pile of the Sikhara; as ring-

181 Phe carliest yet known crowning Amalaka of a structural temple has been unearthed
in fragments at Nagari, Chitor, Rajputana. Mem., ASI, No. 4, p. 126. It belongs to the
fifth century A.D. Cf. Cunningham, ASR. IX. p. 43, describing small shrines complete with
Sikharh and Amalaka, at Tigowa, C.P.

182 Phey are called Amalasara and Amalasari respectively (J. Burgess—H. Couscns,
‘Architectural Antiquitics of Northern Gujerat’, op. cit. p. 27). They ay be seen on
temples of Central India, the United Provinces, the Central Provinces ; for example on the
Mahadev Tumple at Nohta, where an Amalasara of enormous diameter is topped by a smaller
Amalasari ; ASIAR, 1912-13, Pt. T, pl. Va, and in Gujarat, cte.

Cl. also, ASIAR, 1927-28, PL. LIIA, a Trisila supported by threc Amalakas (stipa IT,
Nagarjunakonda),

193 e blocking courses formed by the Amalaka quoins (of the kona-paga, karna) have the
shape of a ribbed square cushion (Pl IXXI; Osian, Rajputana) or of a rectangular clasp
(Orissa). Cf. ‘Vignudharmottara’, 111, c¢h. LXXXVI. 7-8.

194 This has also been recognised by K. R. Pisharoti, in an article on ‘Amalaka’, “The
Calentta Oriental Journal’, Vol. 1. p. 191 ; note 19.

b6 I the South Indian temples, it has been shown, the walls of the Tligh Temple form the
cmerging part of the central pillar which is also called ‘griva’, the neck.
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stone or capital it rises above it and is the final clasp of the neck of the pillar itself
invisible and having for its sheath the truncated body of the Sikhara, '

_The superstructure reduces the extent of the temple from the surface covered
by its plan and p’erp.endlculnr. walls, to the point of the finial which is bevond the
superstructure. This ascension is made haltingly, pausing at every Bhiimi or
level (Pl. LXX1) and coming to an end of its own at the pinnacle of every Sriga
(PL. 1V), \:v‘hlch is but a station on the steep upward slope and curve towards the
summit. The stations on the way to Braliman are « nductors of the soul, not
ma'rks of'thc road nor places of enjovment” (‘Vedanta Satra’, Comm. 1V, 111, 2-7).
Sriga clings to. Sljngg; (Pls. I.V, XLIT); and all the Uro maiijarfs lean against
and are urgent in their competition towards the top where they come closest to the
root-Sikhara and the central Pillar.  As much as the piers and offsets proceed
from the perpendicular walls, away from the centre of the temple, so much do the
Srigas and Latis compete towards -or leave off—and, reduced in number or
extent, reach the inner sheath (venu kosa-antara),'™ the topmost course of the
Vedi (skandha) and the Pillar with its Amalaka. It is a long ascent (darohanam)
made by the eyc on the basis of shape and form. This ascent is an architectural
analogy to the recitation of the Dirohapa mantra, *“‘By repeating the Dirohana
Mantra the sacrificer ascends to heaven’ (‘Aitareya Brahmana’, XVIIL. 6. 20).
The sacrificer must already when alive ascend to heaven and gain a footing in the
sun which shines on Ligh; then he descends again to the - wth.  Thus the sacrificer
who has arrived in the celestial world takes foot solidly in this world.

All this is performed by the repeated recitation of the Diirohana Mantra, its
verses and pauses ;'** all this is performed too by the ever renewed effort at climbing
the Sikhara with the help of its smaller replicas. By this repeated and renewed
effort, the apex is reached and the mass of the structure is reduced. The many
Bhuiimis, Mafijaris, Srigas and Latas fulfil their purpose in different ways on the
various temples : with a seeming independence and a high flung tension (PL. I);
in a choral sameness of step, reglemented and united (Pl XLIII), or with a
rhythmical interchange of ascent and pause,—of vertical curve, and platform;
together with Amalaka—sustained by one chain of thought carried in its long
course (Pls. LLXXI and V).

The upward journey approaches its end the nearer it leads to the Central
Pillar of the temple which emerges from the Iigh Vedi, a straight passage in its
vertical direction though not factually, right from the Garbhagrha and its centre.
Above the crown and ring of the Amalaka there is no competition, only a meeting
and concurrence from all directions in the point of the finial; it rises bud-shaped
or in the likeness of a fruit (mitulunga) from the vessel, the Amrta-kalasa (amara-
kiraka) which makes immortal because ““Vidvakarmda made the Kalasa from the
different parts (kald) of each of the gods” (‘Mnhz’mirvillm-tu.ntra’, V. ]8]): So
the substance of the Kalada, which is gold, as a rule,* contains the properties of

188 This part is also played by the pyramidal Bhamis of the South Indian superstructure.

187 «Samaranganasiitradhara’, LVI. 288 ; or Skandha-Kosantara ; 276,

188 G Tévi, ‘La Doctrine du Sacrifice’, pp. 85-89. . )

199 Ihe jar (Kumbha ; Kalasa) of the Stapika is ’of gold ; it may be substituted by copper,
silver, stone, brick or stucco (saudha) ; ‘Mayamata’, XVIIL 195.
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cach of the gods up in the deathless (amara) region, straight above the Nidhi-
Kalasa in the foundation of the temple in which were placed the treasures (nidhi)
of the carth.”® The ‘treasures’ would be transmuted into Deathlessness in the
High Vase in which their several colours, scents and shapes would have entered
through their presiding divinities. As above the temple, so also is a vase below
the temple. In the Vase (kalasa, kumbha) of the finial (stiipiki) are collected (from
the root ‘stup’ to collect) all the properties of all the objects and their potencies
and merged in Amrta, the Deathless. Into this vase, the Golden Prasida-purusa
is laid.

The finial (stupika) with its point (bindu) above the Kalasa, above the Amalaka
rises from the centre of the Central Shaft (venu). Its pillar shape is clasped by
the ring of the Amalaka. But it is not the only pillar so clasped. Here it is the
Central Pillar of the Hindu Temple; clsewhere, the pillar in itself denotes the
presence of the Buddha and is carved in relief, in Amarivati for example. In
regular intervals, like the Bhiimis of a Sikhara, Amalakas clasp its shape. The
Amalaka here functions as a ring. Through a number of rings passes a central
pillar or shaft. This is the original function of the Amalaka as ring-stone or
naturally holed stone, Svayamatrnnd, the self perforated “‘brick’’ (istaka) in the
Vedic Agni.  Three such self-holed stones were placed, the first on the golden
man in the centre of the bottom layer, the sccond in the centre of the third layer
and the third upon the centre of the completed fifth layer. They represent the
three worlds; the holes afford to sacrificial man, himself identified with the golden
Purusa a passage to the highest region.'

The third naturally perforated stonce is placed upon the last, the fifth layer
of the Altar; the Amalaka too, is placed above the platform of the Vedi of the
Sikhara. By its position it significs the celestial world, below which the temple
has its extension 1n space (antariksa), the mid-region---between heaven and earth.

The central pillar of the temple thus is alike to the Passage in the Fire-Altar ;
through it sacrificial man, the devotce, attains to the Highest Point where he is
altogether liberated from the conditions of space and time. This straight, short
way however is only for those who ascend from the Centre, from within the darkness
in the mountain to the light above. Figuratively, the Pillar strikes the ground in
the centre of the Garbhagrha, a shaft of light.” Nothing retards their ascension,
it is instantancous. ‘Tt pilgrims from afar, however require the conductors on
the way upwards. They are stationed on the outward shape of the temple, in its
architecture.  The temple as a monument thus serves a similar purpose as the
icon (miirti). The highest kind of devotion need not dwell on either and ascends

'7* The Nidhi-kalaga nced not necessarily be present in the foundation.

" The Amalaka and more precisely, the cupola (Sikhara) of the High Temple (Vimdina)
above the Bhinmis of a South Indian temple, would correspond in their topmost part to the
“roof plate of the domed house” and represent an architectural cquivalent of the Sundoor
through which one “‘escapes altogether” as pointed out by Coomaraswamy, ‘Some Sources of
Buddhist Iconography’, ‘B. C. Law Volume’, p. 473, note 12 ; and also in ‘Pali Kannika’,
JTAOS, 50 ; 1030 ; ‘Symbolism of the Dome’, op. cit., L.H.G. 1938, and ‘Eekstein’, ‘Speculum’
1939 5 also “I'he two Reliefs from Bharhut’, JISOA 1933, l.c. ‘Svayamatrnna, Janua Coeli’,
Zalmoxis’, 1930, could however not Le consulted.
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;)tr:'.ni;l‘)’ta from the Centre within the cavity, within the heart, to the Highest
oint.

. The central pillar ‘pillars apart’ heaven and earth (AV. X. 8.2). It is a
pillar of ll'ght, extending downwards from the sun in the zenith and rests on the
carth (‘Aitarcya Brilmana’, V. 28.1). Tts sheath (venu-kosa), the super-
structure of the temple, shines with innumerable Gaviksas (ray-wheels) in all the
directions, a iight-house on which ‘revolves’ the Amalaka with its cogged rine.
Its indentations sum up the buttresses and projecting “ugles of the total building ;
together with it they scem to revolve around its vertical axis, which divides while
it unites, heaven and earth (cf. RV. X. 89. 4).

The Amalaka eflccts and symbolizes the passage to heaven; it is the archi-
tectural symbol of the celestial world ; viewed as sculpture, it is a three dimensional
shape of the filaments of the lotus or of a halo with its rays.”™ ‘The disc of the
sun looks like the pericarp of the sky-lotus of which the petals are the directions
of the compass and the filaments the solar rays.'™ The rays of the sun, in another
inscription'™ are seen as ‘‘the round wooden rings of the sacrificial posts (ytipa)’’.

The naturally perforated or rirg-stone'™ is the prototvpe also of the many
carved stone discs which have been found in various sites.' They have a large,
round hole in the centre, as a rule; s ring-stonc however having no hole has been
found in Mathura. 1Its solid centre is filled with the carving of a lotus-Amalaka
shape.'™

The Amalaka ring-stone on the shaft of the Pillar of the Sikhara symbolises
the celestial region where the rays of the sun spread like the filaments of the lotus
of the zenith (‘Brhadaranyaka Upanisad’, VI. 3.6). This region is above the
body of the temple, above the truncated superstructure, around the Central Pillar;
there the Central Pillar gives up its shaft and emerges from the Amalaka as it

72 T'he complete and unconditioned liberation (mukti) is distinguished from temporary
and conditional states known as: ‘silokyva, sirtpya, simipya’ and ‘sayujya’. ‘The last as a
becoming one with God ; the first, a dwelling in the same world with God ; it is attained by
image worship. . )

173 f. the Sakti-cakra like the rays of the sun “on the white lotus of cight petals”
(‘Kalottara Agama’, quoted in ‘I$inadivagurudevapaddhati’, Pt. III. ch. Vo f).

ey, Ind.’ XVIHI p. 4of ; Cola Inscription, Cape Comorin, “I'ravancore Archacol.
Scries’, II1. p. 85 f. . . N

5 Rewa inscription of Malayasimha ; Memoir, ASL. No. 23; R. D. Banerji, “The
Haihayas of Tripuri and their Monuments’, p. 135. . .

" ¥s a symbol of re-gencration. Those who pass lhrough it are, as it were, born
again. Crooke, op. cit. p. 322. Cf. the Muktidvdra in Satrunjaya, ete. l_lle ring stones
having “undulating surfaces” (Marshall, ‘Mohenjo-Daro and the lndus: Civilisation®, pp. 61-62,
Pl. XIV. 6) may, more closcly cven than the others, be connected with the corrugated shape
of the Amalaka. o .

Maurice, ‘Indian Antiquitics’, 1793, also tells of the belicf in a new birth of the soul by
passing through holed stones,  Self-bored stones are used as .‘lucky stones’. .

V17 Paxila (three from the Bhir Mound, one from Hathial) ; others have heen found in
Sankisa, Kosam (ncar Allahabad), Rajghat (Benares), Patvnn,lctc. .

17 ASTAR, 1930-34, Pl CXXX. 1. On its outer rim is carved the figure of an animal
with the body of a lion, the wings of a hird and the head of man. , ‘ ,

Havell, ‘Handbook of Indian Art’, pp. 8, 57, 112 and also in his ‘Idcals of Indian Art
p.o17I, con'nected the Amalaka with the Lotus, if diffcrently from the present context.
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were in its inmost core only, as finial (stiipikd).' Tnasmuch as the Amalaka has
retained its meaning as ring-stone it is a symbol of passage, of exit from this
world and entry into heaven. In its appearance however on the monument it is
the crown of the temple. In it are gathered the slopes of the Sikhara; their
multifarious profiles are commuted into the unity of its solid and comprehensive
shape.

In South Indian temples where the shape of the Amalaka is unknown, the
cupola of the High “Temple (vimina ; harmya) takes its place.™™ In this connection,
the High ‘little temple’ (harmikd; hammiki or ‘little palace’) on top of the
Buddhist Stiipa has its particular significance. In name and position this
Harmya is identical to the domed High Temple on top of the Bhiimis of the South
Indian Prisida. Its shape too, where it is shown to be a chapel with a vaulted
roof™ is cognate with that of the South Indian High Temple and its cupola. On
other stiipas however no such chapel is shown within its square railing and
surmounted hy successive tiers of slabs, increasing in area. Instead, the square
railing has the shape of a closed casket with a railing pattern for its sides; on
which rest the tiers of slabs, successively increasing in arca.™

The sclf-same combination however of the closed casket whose sides consist
of a squarc railing, surmounted by an inverted pyramid of slabs, is placed on top
of the capital of pillars, cither structural or carved in the rock and contemporary
with the stipas and their ‘caskets’.'  The contents of such a casket are known
for they arc also taken out of the casket and carved above the pillar capitals. In
one instance™ an Amalaka is carved above the railing of the ‘casket’. In this way

1% I'he Amalaka has been shown to have an equivalent in the flat stones which are used
to cover the opening of the top of the ‘spire of Toda-huts’ ‘““where certain relics are intended
to be hidden from the public gaze’”, Simpson, ‘Origin and Mutation in Indian and Eastern
Architecture’, published in “I'ransactions of the Roval Socicty of British Architects’, 1801,
o283

In Barhut relief representations (R. Chanda, ‘Beginning of the Sikhara of the Nigara
Tample’, ‘Rupam’, 1024, Figs. 1-3) a ring shape from which emerges the finial “‘shuts up
the hole at the top of the dome”.

Such shapes have played a part similar to that of the Amalaka ; there however the
‘ring-shape’ ete., rests on the dome, ete. itself and is not separated from it by a central shaft,
as it is on the temple ; such a separation would be meaningless in case of a structure ; the
super-structure of a temple however is a monument, it functions symbolically and not
structurally,  The vision of the celestial region and of the Cosmic Pillar became symbolic
form by the transposition and transformation of structural shapes. To the same extent are the
body and limbs of the images reminiscent of the shape of men although they are unlike it.

e term Murdhestakia (‘Mayamata’, XVIIIL 117 ; ‘Kadvapadilpa’, XLIL 1-2), the
hicad, or top ‘brick’ is the place where the finial is fixed ; also the ‘pidhanaphalaki’ of a wooden
structure  (“T'antra-Samuccaya’ Pt. 1. ch. II. 49-50;) cf. Coomaraswamy, ‘Pali Kannika—
Circular Roof Plate’; JAOS, s0, pp. 238-243.

Although the Amalaka has no place in the South Indian Vimina as a whole, its shape,
though modified, is yet recognisable as part of the capital of Pallava and Cola pillars.

! Barua, ‘Barhut’, Pt. III. Pls. LIL, LIIL

2 For example in Ajantd, Cave IX ; Karli, ete. Cf. the increase in area in the opposite
direction of the Bhiaimis in the super-structure of the temple.

I At Bedsa, P. Brown, op. cit.; Sce also note 191,

" (On a structural pillar at Besnagar, sce P. Brown, op. cit. Pl. IX, Fig. 4.
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it is made visible. Generally however the Amalaka is shown within the casket
whose sides are opened up for this purpose; only their posts are left at the four
corners.”  On some of these pillars, the Amalaka in its receptacle is placed above
the lotus (Bedsa, Karli) or pot (Ambivale, Nasik) shaped capital. The lotus as
well as the pot arc inverted, they are scen jrom ahove downwards, their petals
and contents are showered from a celestial world to the earth below. Corres-
pondingly, in a wooden temple it is the rule according to the “Tantrasamuceaya’
I. I1. 48, to measure the rafters of the Sikhava from its ton downwards ; it is under-
stood spreudmg from above to the walls of the tempie below.  In this inverse
measuring th.e Highest Point of the temple is taken as its ‘origin’ and starting
point, which it is ontologically ; the temple as symbol of wnanifestation begins from
the Bindu, the point limit between the unmanifest and the manifest.  1his point
is situated above the Amalaka.

_ Indian pillars of later ages, from the Cnpta period onward, retain the Amalaka
without or within its casket as constituent part of their capitals. “Phese have many
variations and claborations but, as a rule consist of the capital proper, called
Bharana, ‘bearing” (S.5. LVIL 69; LXIIL. 56) -on many types of pillars it has
the shape of an Amalaka (L LXXVIj—and a kind of bracket capital, called Sirsa
or head. The intervening part, if .present, is ealled Hiragrahana.™  Below the
Bharana a ‘collerino’ may be present, called Virakantha.™  Vira denotes the
sacrificial fire and Virakantha is the space of an ineh fre o the edge of the hole in
which the sacrificial fire is deposited.  “T'his connotation has its origin in the same

Cf. the corresponding representation of a ‘surrounding railing’ carved below the tree
which is meant to be shown surrounded by it ; Barhut, op. cit. in the scene of the Jetavana
Jataka (Pl. XLV). .

"2 In Bedsa, Karli, Nasik, ¢te.  The thin corner posts are replaced hy  the figures of
Gapas who act as Karyatids ; their bodies are placed slantingly like brackets 5 the straizht
corner posts disappear.  This change can be seen on _the capitals of pillars of one and the
sume cave, the Vihara 3, in Nasik,  The same type of Amalaka with the figures of Ganas, ete.

‘struts’ i.e., ‘corners’ of the casket oceurs in Ajapta, Caves I and 1, whereas in cave XNVI,
Yaksims with their trees act as struts.

™ South Indian texts know the capital as Bodhiki or Potikd (‘K dilpa', IX. 1),

The wrongly called “‘cushion’ capital of the pillars in the caves of Badinn (6th century),
the Dhumar Lena in Ellora and the Siva temple’ in Elephanta (7th century) consists of an
Amalaka withont any ‘casket’. More than ene Amalaka forms the capital of the Iron pillar
in Delhi (415 A.D.).  CE the proportion of the Amalasiraka of the pillar, ‘Vispudbarmottara®,
II. Ch. XXIX. s8.

'he names Hiragrahana, also Hira or Hiraka occur (8. 8. LIV. 24, LVIL 2535 497);
in Cujarat, Hiragrhas arc the corbels intended to hold the lower tenons of bracket figures
(Burgess-Cousens, op. cit. p. 24). .

Hiragrahana, ‘containing or enclosing the diamond’, may originally  have referred  to
the corbels (such as in Bedsa, Karli, Nasik, ctc.) forming an inverted pyramid of slabs ulx;wo
the Amalaka in the casket, while Hiraka may denote the Amalaka, the stone whose mcaning
is as precious as a diamond. .

BT g S LXIIL 57. “Viraganda’, an instance of popular etymology. B

South Indian Vastusastras use a somewhat different terminology for the parts of the rn.llar.
The word Virakaptha however is rctained (and translated by P. K. {\ch:\r}'n as “\\':\rn.ur’»;.
neck”) in ‘Manasara’ XV; the name of the capital, Bodhiki (Pohk:t),'dcnvcd from ‘awakening
and ‘enlightenment’, refers to the liberation which is attained by passing across the Amalaka as
ring-stone and Mukti-dvira.
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place where, on the Uttara Vedi, the last Svayamitrnni had come to lie. Both
the terms belony to ‘surrounding shapes’, of the immanent Breath (atman) in the
Altar, or of the sacrificial Fire.

As many as are the uses of the Amalaka, the cogged ring-stone''—and
especially of the highest of these Svayamatrnnis, denoting the celestial world—so
manifold also are the meanings of its name. tymologically it is derived from
the root ‘“mal’, ““to hold’’ or “‘to gather’ ; this meaning describes it in its {unction
as a ring.  1ts name morcover is differently written and frequently begins with a
short ‘a’; Amala mcans without impurity, stainless; thus the name Amala-$ila
‘pure stone’ was given to it, especially by the Buddhists.™ Another of its names
of this kind is Amala-sira, Pure Essence.” Both these names are descriptive of
the High Region, the celestial world; of which the Amalaka—as ring-stone and
Mukti-dvira, door of liberation- -is the symbol denoting entry and final integration.

When however, as generally in Vistu-$istra, Amalaka begins with a long ‘@’
it is the name of the fruit of the Emblic Myrobalan, whose shape it remotely recalls.
Closer, however, than this resemblance is its allinity with the circle of Jotus
filaments which are likened to rays.

The Amalaka morcover in carly Vistusistra is also called ‘Anda’, the ‘egg’
(see Part VII, p. 273). The interchange of these two images has its background
in the ‘Chandogya Upanisad’, TII. 19.1: ““The sun is Brahman. Such is the
teaching ; and its exposition is this : Tn the beginning, this was indeed non-existent;
it beecame existent; it came into being; it became an egy; it lay for the period of
one year; it broke open; then came the two halves of the egg shell, one silver, one
wold” and Sankaricirya’s commentary :  ““What is emphasized is not the negation
of existence (but the absence of differentiation of Name and Form). As a matter
of fact, the term ‘sat’, ‘Existent’, is found to be usced in the sense of ‘differentiated
name and form’ and this differentiation of name and form of the universe is mostly
dependent upon the sun”’. ‘I'he Brahminda the ‘world egg’ is the true ‘Dhatu-
garbha’ and is enshrined as such in the Harmikil or casket above the Stipa.™

™ As end of the cross-har on the throne of Buddhist divinities, ASIAR, 1928-20, PL
LVII. Or, similar to its use on the pillar, on the Ayakakhambas of a Stipa (Gumadidurru,
ASIAR, 1025-20, Pl. XXXVb ; and in symbol-ornaments stuck into the coiffure of L'erracotta
figurines, on plaques (‘Annual Bibliography of Indian Archacology’ XII. Pl V.) Not only
in the capital, but also as part of the basc of a pillar comparable to the lowest Svayamatryni
is the Amalaka shown in relief representations from Nigarjunakonda (ASIAR, 1927-28, PL. LL).
. ' Beal, Buddhist Records TL. pp. 136-7. IFoucher, ‘L’ Art Gréco-Bouddhique’, op. cit.,
. Deogb, note, .

WO Samaranganasitridhara’, LVI. 49 ; 154, etc., Amalasiraka, Amalasiraka however
would be synonymous with Amalaka.

" In this connection it may be possible to sec some light thrown also on the corbels or
bracket capitals of pillars, cte. where an inverted pyramid composed of tiers (Hiragrahapa)
rises above the Amalaka. ‘1'heir symbolism might be referable to that of the spheres above
the sun, from Svarloka upwards.

T'he successive increase in arca of the single ‘slabs’ serves a purpose akin to that of a
bracket capital on the pillars, whereas no such purpose is served by the same shape on top
of the Stupa. The slabs of this inverted pyramid share with the pyramid of slabs of the
temple the function of a solid cover.
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gildcﬁl\bm[,:stxllll‘(:)s:\{na]-u]fa is the Stapikd, the finial, frequently made of gold, or
; . most conspicuous part is the round body of the jar, the Kalada. ““The
golden Kalas’a, a ‘high seat’; on the summit of the god’s awelling, looks as if it
were the sun’s orb that had arisen on the lordly mountain of sunrise.™ “T'he Kalasa
1s_11kem;:i‘ to the sun and the temple is “the Mountain where the Sun rests at
midday . MCI‘}I’, ‘ﬂk: support of the Sun,” and “the one Sun that never
leaves the Meru (Alture:\'u Brahmana’, XIV. 6.44, Comm.)*" are symbols of
the llltlrllilt(‘: state of illumination of the Sadhaka for whom the sun neither rises
nor sets. ‘‘For one who thus knows the seeret doctrine of Brahman, it does not
set nor does it rise; for him it is day, once for a1 (*Chandogya Upanisad®, TIT.
11.3). : o ’

) To the Sun these worlds arce linked by means of the guarters (‘Satapatha
Brilimana’, V1. 7.1.17). Beheld from :bove, the temple spreads from its finial
to the four quarters, while seen from Below it is a step-way (sopana mirga) to
ultimate release (mukti)."* : )

The Amalaka, below the geiden orb of the Kaladi-sun, the ring of spotless
rays, is the celestial world in «which dwells the sun as the periearp which is above
and in the centre of its halo oi filaments and its wider sheath of petals (padma-kosa).
The Amalaka and also the dome of the Harmya represent the lowest celestial level
of an extra-cosmic mpyrean.”

In the Kalaga- -sun, all the eods are merged in the Deathless; the Amalaka
consequently is sacred not to one god only but to the Three great gods, Brahma,
Visnu and Siva. This is the meaning of the Amalaka as the fruit of the tree (the
Emblic Myrobalan). Its legends are recounted in the Purinas.

The "Tulasi is sacred to Visnu and the Bilva is Siva’s tree. Onee when all
the gods and sages (rsi) had assembled at the Tirtha of Prabhisa, Devi, Siva’s
Sakii, wanted to worship Visnu and Laksmi, who is Visnu's Sakti, wanted to
worship Siva. Deeply touched, their eves welled over with tears of joy. Where
the tears fell to the ground, Amalaka trees grew up *'since they were born from

w2 ey Ind. XIIT, pp. 46, 56 ; Kanarcse inser. narrating the building of the Maliddeva
Temple at Ittagi, A.D. 1112, In many other inscriptions too, the gul(lcn Kalasa is 1nl§c||cd
to the sun (Khajuraho inscr. of (lfu_- year 1oot-1002, ib, Lop.o144 5 i a 12th century inscr.
om DPithapuram, ib. IV, p. 44. f. ctc).
o The Klalaﬁa is made 'o} gﬁi‘d. silver or copper ; LI IV. ch, XXXIV. 20 f. The word
“finial’ in the present context is taken to denote the entire object above the Amaluka or the
cupola (dikhara) of the South Indian temple.

193 D)eopard inscr. of Vijayascna, ‘Ep. Ind.” I p. 314.

194 Hansot Plate, 7560 A.D. (Broach) ; ‘Lip. Ind.’ XIL p. 203

195 The sun called Digbhrja, the illuminator of the regions.

196 puddhist stone inscription, 8-gth century ; ‘Ind. 1}11(.', XYII. . 308, ) )

Fach Sriga or miniature Sikhara has its Amalaka in the hicrarchy of cclestial regions
(Pls. IV. XLV) whether these shapes are distinet units as rm) the lvv:l'uplcs of L‘Cnltﬁl lndia, or
form one sequence of architectural form as 11 Rajputana (1 1. LR‘\'I}, Al’]’l()]u_ (’l«‘m, p. 18'_‘)
or in Orissa, where the Amalaka-quoins appear as mouldings of lhf .l\f.'l.h;lk\d l.mg.:.. ) ln llu;c
positions they do not symbolize the sun in the 4 quarters ; the corners of the temple, as a rule,
are in the intermediate directions. ) . . ,

197 Goe Coomaraswamy, “The two Relicfs from Bharhut in the Freer Gallery’, lc., p. 150.
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tears and all the gods and sages saw Brahma, Visnu and Siva in the Amalaka tree”’
(‘Brhaddharma Purina’, XII. 1-35).

Brahmi, Visnu and Siva dwell in the Amalaka tree. The ‘Skanda Purdna’,
(‘Vaisnava Khanda’, XII, 9-23) describes the Amalaka (Amardaki) tree. It is
the first tree grown in the universe. Visnu is scated at its bottom; Brahma above
and Siva higher still. “I'he sun is in its branches, the gods are in their ramifications
and in its leaves, flowers and fruits. Thus the Amalaka is the support of all gods.

The Amalaka, tree of manifested deity, redeeming, supernal tree, has
contributed to the temple the image of its fruit. 1t is raised high on the Pillar,
above the trunk of the Prisada.  Its radiance is gathered in its ring of rays, it is
given additional support by images carved below it and placed above the last Bhiimi
of the superstructure.  Simhas, the four Vimana-palas or Guardians of the
temple,™ or aspeets of the divinity of the temple may, but need not, be placed in
this high region.'® Towards the light which spreads from the Amalaka to all the
regions, the Uromaifijaris, Srigas and Latids, every shape of the superstructure of
the temple is seen to ascend : progressing in series, forming vertical bands and
ridges and dark narrow paths, flung toward the summit across all strata, all
Blhiimis, and lnking up the piers and offsets of the walls with the superstructurce
(Pls. XLIIT, XLV, I, IV). In one competition, from the Vedi, the ground on
carth, to the High Vedi of the Sikhara proceeds the ascension of the many units
of form. The images ceasc at the height of the Face of Glory and are shown once
more, below the Amalaka.” The long ascension (dirohanam) has altogether heen
given form.  On some Sikharas, morcover (Pl. XLV), a small figure of man is
placed. It is outside the body of the Prasada, climbing the mountain of the Sikhara
towards the Amalaka and the Flag placed in the Tligh region. It is the figure of
the warrior, the Ksatriya, the King,™ who gains here a footing, high on the
superstructure, ascending to heaven.

19 Phe names of the four Vimanapilas are given as: Nyaksa, Vivasvin, ’.\Iiu 1, and
Ksatta ; ‘Vaikhanasagama’, VII, VIII, XLI: sce also, Gopinatha Rao, op. Vol. Pt. II
Appendix, p. 5. They are forms of the ‘Sun’; ; see DL l,}\l Head of a \/nnan.x]).\l,l or l)g Al

" On temples where the Latis of the Sikhara exceed in height the Mulamanjari especially
in the Deccan, the Kirttimukha is carved at the very end (temple of Jhodga ; Amrtesvar
Temple in Ratanvalli, cte)

In Orissa, ‘Deul Ldr'nns , a particular form of the Lioness, arce carved below the Amalaka.
They are related to the Caranas, movers at will, floating through the air ; they belong to the
group of Siddhas, Brahmargis, Devargis, ete. (H’mvamsa , CXXVI. 2); The ‘Kasvapasilpa’,
XXVIL  66-60, speaks of thc figures of hulls in the corners of the ‘gala’ (neck) such as are
to be seen on Pallava and Cola ‘I'emples (Kaildsanitha Temple, Conjeevaram, ete.) or of images
of the 4 Bhatas, named Amoda, Pramoda, Pramukha and Durmukha. Tl|c|r head-god is
Yama (c¢f. Part 111, p. 50, the Pecaka Vastumandala).

20 On South lndi:m temples however, the super-structure too is full of images.

201 The figure of the Royal Knight with the sword at the right side, is carved in the very
act of ascending, under the Amalaka (Taleévar temple in Tilasma, Mewar, Rajputana ‘ASI.
Progress Report, Western Cirele’, 1905, p. 56). Today even this figure is locally known as
the “royal personage who built the temple and who by means of that meritorious act ascends
to heaven.”




THE TEMPLE AS PURUSA

The meaning of the forms and ligures on the walls of the Prisida and its
superstructure is held and integrated in the crown of the temple whether it is dome
shaped as in South India or has the appearance of an Amalaka, as on the great
majority of temples. Bm]ezlth the apex of the dome and under the Amalaka, the
house of God rests on this earth whose extent, architeeturally, is covered by the
Vistupurusamandala. In it the temple has its plan, progno-is, and projection on
the surface around the Brahmasthina: its contre coincides with that of the
Garbhagrha. It is there that the Pillar of the temple, passing downwards frowa the
High Temple or the Amalaka, strikes the ground.  The Brahmasthiina, ensconced
in the body of the tewple, in the Gorbhagrha, is transfixed, as it were, by the
vertical shaft of the finial above the dome or the Amalaka; disembodied, beyond
the body of the Prasada, it stayvs in the Empyrean and points into the unconfined.
From its point downward the temple spreads the rich folds of its cloak, the sheath
of its Pillar, its super-structure and walls. It extends in all the directions, has no
fagade but is oriented. From its hem or perimeter upwards and inwards it
connects all the directions of space and all the constellations in time, in a
sumptuous fabric. It coheres in strict measure and is woven with images, cach
in its place; they are multiform in all the pursuits in which man is confirmed in
deathlessness (Pls. XXX, LXVIII, LXXX). The long ascent (diirohanam) from
tier to tier and peak to peak, is lit by the ‘radiance’ of Amalakas and Gavaksas;
the light of the sun rests upon their curves and mingles with the superluminous
darkness which is held in them. Lach peak has its sun, cach station its light;
it is eclipsed by one that shines from a higher plane which, with a greater power,
draws towards itself the forms of monumental display. Far above and yet
supported by the ground of nature, the high platform of the superstructure levels
in its squareness the competition of the multitudinous forms and images. Thence
the Pillar of the Temple emerges naked : it is scen from this high level only whereas
its immanence in the body of the Prisida supports cach of its varied profiles and
strata, which form the slopes of Mount Meru, the body of this Universe.

All the things indeed of ““this wonderful world (samsira)”’,-—its course and
the passage that leads beyond it -**arc described under the guise of the temple
(Prasida) : the diverse shapes of all creatures, high :'md low, encaged in their bodies
through their various actions, from the celestial beings (d0\vll\\"m'd§).2"" T]!us the
kings are admonished in the above inseription, not to turn their minds to sin, but
to see the Order of this world in the likeness of the temple and be yuided by it,
supported by it in the long ascent to the ground above, the High Alt:n:, above
which are the ravs and the deathlessness of the Sun, the Brahman (‘Chiindogya
Upanisad, IIIL. 19.4; Taittiriva Aranyaka’, 1. 2.2).  Below it, all are in the
power of death, who has given this residence on carth to sacrificial man so that he
may ascend to its summit, and finally transcend it. All is order in the residence

202 Sirpur stone inscription, verse 21 ; 8-Gth century ; ‘Ep. Ind.’, XI. p. 190.
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of God on earth, in the symmetry of the structure, and its plan. Square in shape,
it is the Vastupurusa, the place of all the gods. The Vastupurusa,
Existence, the Asura, the unruly, expansive, is kept in check, cosmic
order covers it and makes it the time-table of its movement every
day, cvery year, in all the cycles of the aeon. All the gods, those of the stars and
the suns, face the Brahmasthina, are turned towards the centre, they have their
images placed on the body of the temple, adorning the folds of its robe, the
buttresses of its walls and face the devotee. Viewed from above as much as from
the Centre- -which view no physical eye can tuke—they have their stations
simultancously, in rhythmic intervals on the body of the temple wrapt in its still
mantle of carved stone. ~ Viewed however from outside, and compelling circumam-
bulation, they are the links of its closed body, unfolding its vestment in the many
recesses, offsets and piers (Pl. XIIV), the pages in the book of all Time, a
(-onsoliduted region where the South and the North have the same architectural
profiles and only their images arc as different as is their orientation.

On the fixed ground, the pillar is struck; it inheres the mass of the temple;
like a lighthouse it has, as it were, turned around its axis and has thrown forth its
radiance in the shape of images, visible and clear to all. The solid pile of the
monument, with its buttresses and recesses and their sculptural exposition, is
embodied movement, it revolves with the spirits of the air (Pls. XXV—XXVIII)
in unbroken rhythmic form. In it Sukti is active, the power that drives forth the
form, and is its substance. The Spirit gives His impress to it, and Yama, the
Dharmarija, gives it definition and finality in the succession of creative movement,
at its own time and place.

The temple stands firm; it is a monument of the movement of the cosmos and
leads beyond it. It is to be seen and comprehended (darSana) by circumambulation
(pradaksina), to be approached and entered (abhigamana) so as to be born from
its dark womb and to ascend its height in an instant of coincidence, to the golden
point of reintegration from the middle of the cavity, in the heart. This monument
is the seat and house of God. Its substance and shape (ikrti) is Prakrti
(‘Agnipurana’, LXT. 25 f), the primordial nature of the world; its images which
mirror the course of the world (samsara) give liberation (‘Kuliarnava Tantra’,
11. 24). Its total form is the seat (Prasiada) of the Supreme Spirit.*”

‘At the end of Prakrti’ (‘Agnipurina’, CI. 13), in the Kalasa, the golden

4 T'he vision of the Temple, the Seat of Liberation, is amplified in the image of Vaikuntha,
the World wherein dwells the Supreme Vigyu,

Vaikuntha is described as full of many cities. In the centre is the city of Ayodhya, sur-
rounded by ramparts and gates in the four directions cach having a high Gopura. Tn its centre
is the “‘inner city’’ (antahpura) of Vispu, itself surrounded by ramparts. In the centre of the
“inner city’’, is the hall, “the King’s abode’ (rijasthina) and in the centre of the hall is the
“Beauteous Throne”, the essence of all the Vedas. In its centre is the Yogapitha, the Base
of Reintegration, and in its centre is the eight petalled Lotus, at the centre of its petals is the
Supreme Puruga and Isvari (‘Padmapurana Uttarakhanda’ ¢h. CCLVI, 7-26 ; cf. also CCLVII.
120-133).

The temples of South India, the Dravida country, with their Prakiras, or ramparts sur-
rounding the innermost shrine, are the architectural form of Vaikuptha, the ‘Un- hmdcrcd'
pervaded throughout by the Supreme Puruga.
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Prasdda-Purusa is installed™* in the KEmpyrean below the Paramount Point of the
finial. The temple as house and seat of God in which dwells His Essence is also
Hls quy; the ?cmp]e contains the whole manifestation (‘Mayamata’, XVIIL. 193)
in which He is beheld as Purusa, Supernal Man, *“The Prasida should be
worshipped as }P’urusa” (“Silparatna’, XVI1. 114). Tt is both, His house and
representation.*” The several parts of the temple communicate His living presence
and are likened to the body of man in the same way as the square of the plan and
its partitions are '.chc ‘body’ of the Vastupurusa. The door is the mouth,™ the
Amalaka or t]1§ High Dome is the head ; its Brahmarandnra or foramen®’ is pierced
so as to receive the tenon (kila) of the finial (stipikd). The image in the
Garbhagrha is the Lifc (jiva) of the temple concealed in the darkness of the cave,
enclosed by the mountain of its walls. The outside of the bulwark, teeming with
ordered shapes and figures, is its explicit form. The temple is conceived from
inside and visualized from outside; the communication between inside
and outside is brought about Ly the radiating power from within which
assigns its place to each and cvery facet of the walls; the inner dark is extracted
through closed doors and windows (Ghanadvira and Gaviksa) as a chiaroscuro
which adheres to the Prasida extended in mid-space and facing all the directions.
Tier upon tier in a solidified ascent, its bulk 1s reduced in the tapering super-
structure and carried .towards the Paramount Point.

When the building is completed a large flag, as lony as the temple is high, is
fixed, at the top; the finial is installed and the Kalaga.

Finally, the rites of consecration are performed: the indwelling essence is
established in the temple (brtpratisthi).™

As in the beginning, so also on the completion of the building, the rite of
auspicious germination (wikurdrpana; I.P. 1V. ch. XXXIV. 27; ‘Kamikigama’,
LXI. 3; Mayamata, XVIII. 166) is enacted and oblations arc given at night.  Then
at dawn, of another day, the Sthapati, the master architect, and the Sthapaka, the
priest architect, ascend the Vimana and with a _golden necdle, perform f:hc rite of
opening the eyes (netra moksa) of the Prasida in front of the cupola (Sikhara) of
its High Temple (Harmyu).

The Sthipaka then instals the Prisida, in its concrete shape (pr;'ls:’\dz‘uuﬁrti)
on its altar or pedestal (dhisnyamrti) and places in it the Sced (bija) of the Temple.

Prior to the inception of the building, the Seed of the temple, —its cansal stage
whence the unmanifest becomes manifest—was deposited in the ground (bhitmi),

204 Phis rite is performed-—not only—in South India to this day ; cf. also ‘Pauranikavéstu-

Santiprayoga’, Fol. B : ‘Brhacchilpadastra’, 1I1. 102. . ,
saml’l“'{légg%rli.og(lil}. S" I.rl. where the V’edic funeral mount is spoken of as “lhouse and

- Lo S
representation’”, ‘‘grham va prajuanam vi' -
asa i 51 s $ = Amalaka, the head ;

a0¢ Sukandsa is the nose, the Bhadras arc the arms, the Anda=/ , ;

the Kal’:.]g;e tl‘ll():\ ihz;lir ; the Kamh;;, the throat ; the Vcsil, thg" sllo}lldc_rs Sskamjhn) ; the do?r,
the mouth,’ and the image (prating) is the Jiva, its life. (‘Agnipuriga’, LXI. 23-25). Scee

Bt e o the Dome’, L. c., p. 53. M. Eliade, ‘Voga’, p. 306.

297 (gomaraswamy, ‘Symbolism of 3. M :
208 A gummmary is given here of their description in the ‘Iéanagivagurudevapaddhati’, Pt. IV.

ch. XXXIV. 65-93.
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in the womb of the Earth,™ surrounded by all her substances and sheltered by her
so that the temple may arise. Now the building is completed, the Seed has ger-
minated, assimilated all the substances and grown into the body of the temple.

In the completed building too, the Seed, having germinated in its substance,
is realised in its causal, creative significance in which it dwelt while the temple was
being built in the lotus of the heart,”'” of the Guru, the Sthipaka. Now, on the
completion of the building it is brought from the heart of the Guru and placed in
the temple.  “I'his sced is Consciousness itself (Cit).*"

The form of the Prisida (prasida-mirti) is the monumental embodiment
of the Purusa, the Issence, *'* it is the form of Consciousness itself.?'®

Then the Yajamiana, the sacrificer-patron, presents the Sthipaka and Sthapati
with gold, clothes, ornaments, ete., according to his ability. The Sthapati makes
over a gift of gold to the Taksan, and receives from him the entire merit (dharma
sarvasva) of the work. “T'he entire merit in building the temple, the Sthapati gives
to the Yajamana. Now the shrine is installed. The Sthapaka and Sthapati who
had begun the temple also complete it.  Should they be dead, their sons and disciples
carry out the work according to the precepts of the Guru. He conducts the work,
from the beginning, and should he no longer dwell in the body, his painted effigy
is present at the installation of the temple.*'

‘T'he continuity and perfection of the work are assured according to the particular
tradition in which it was started. The science of architecture having its origin in
Brahma and being transmitted by an unbroken scries of sages preserves its integrity
in the planning and building of every temple. ‘Thus it is said that “‘Brahmi himself
is the Sthapati.*”

When the building is completed and consecrated, its effigy in the shape of a
golden man, the Priasada-purusa, is installed in the Golden jar, above the Gar-
bhagrha, above the Sukanisi. The effigy is invested with all the Forms and Prin-
ciples of manifestation.  While the Vastupurusa ‘“‘Existence” lies at the base of
the temple and is its support the Golden Purusa of the Prisada, its indwelling
Essence, sum total of all the Forms and Principles (tattva) of manifestation and
their reintegration lies in the superluminous darkness of the Golden jar on top of
the temple below the point limit of the manifest.  In supernal radiance, the golden
Purusa of the Vedie Altar (“Taittiriva Samhita’, V. 2. 7. 1) appears raised from
the golden disc— of the sun —within the bottom layer of the Agui to the finial above
the superstructure of the Hindu temple.  The ascension of the Golden Purusa
cancels the descent of the Vistupurusa.

“09 Part 1V, p. 126 notes 85 and gs.

2o, LP, T ch. XXVIILL 7z2-100 ; NXIIL 71 f.

=1L, 1V, XXXI1V. 55-56.

22 Apnipuriana’, LXL 11 ‘“Vispusamhita’, XITIL 61-69 ; ‘Silparatna’, XVI, 114.

27 Ag such “buddhyi niseitva mandiram’ (‘Silparatna’, XIX. 115), “having fixed in
mind the temple (with all its parts) from base (janman) to finial, the Sthapati together with
the Taksan should place the lowermost moulding (paduka)’.

=i ‘fs’:‘\nnﬁivngnrndcv:qmddhnti’, IV. ch. XXXIV. 4 ; *Mayamata’, XVIII. 159-161.

“5 TP, 1V, ch. XXXIV. 3. The Yajamana is Vignu,—the sacrifice (8.B. I. 2. 5. 3;9) 3
the Acirya (Sthapaka) is Rudra.
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Within these two movements the Hindu temple has its being ; its central pillar
is erected from the heart of the Viistupurusa in the Bralmasthina, from the centre
and heart of Existence on carth, and supports the Prisida Purusa in the Golden jar
in the splendour of the Empyrean. Its mantle carries, imaged in its varied texture,
in all directions all the forms and

principles of manifestation towards the Highest
Point above the body of the Temple.
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The Plates (I---I.XXX) illustrate the Hindu temple and its
sculptures in some of its types mainly in central India and Rajputana.



EXPLANATION OF PLATES

FRONTISPIECE : AMARAKANTAKA

_ Amarakantaka in Baghelkhand (22° 41’ N; 81° 46" E) is the abode of the

chief of Sages (‘Epigraphia Indica’, vol, XIX, p. 295). Trom there the rivers
Narmada, Son and Mahanadi are said to flow to the West, Jiust and North. From
the days of the ‘Matsya Purdna’ to the present, this sacred site enveloped in its dust
and the smoke of its fires, the pilgrims congregated there.
) The_ throng of the people and their leisure fills the space between the shrines
in worship--or in ruins. There, under the trees, and near the water, their clothes
have been washed and spread to dry; the various daily actions performed outside
the temples are as much part of the Tife at the Tirtha as are the rites of ‘drying up’
(Sosana) the impuritics of the subtle hody and purifving the bodily elements
(bhatasuddhi) of the Sidhaka who has entered the temple.

PLATE 1. KANDARIVA TEMPLE

From S.E.; Devi Jagadamba Temple to the north of it, in the back-ground ;
buff coloured sandstone; Khajuraho (24° 51" N; 79° 56" IY), Chatarpur State,
Bundelkhand, central India. Tenth century.

The Kandariya Temple is a temple of Siva, the Devi Jagadamba Temple was
dedicated to Visnu.* Khajuralo, the ancient Kharjiiravilaka (‘Ep. Ind.” L p. 139;
inscription of the year 1001-2 A.D.), the “date-tree bearing”’, was the capital of
the Candella Rajputs. Only 20 out of its 85 temples have survived; they were
built in the tenth and cleventh centuries, Some of the craftsmen inscribed their
nanies (on stones of the Visvanatha Temple, c. 1000 A.D.). These names however
cannot be connected with any of the major figures of which on the Kandariya
temple alone there are nearly nine hundred (ASR. I1. p, 419).

The Kandariya temple measures 102" 3”7 in length, 66" 10" in width and is
101" 9" high (B. L. Dhama, Lc., p. 9).

The temple stands on a high platform; four small shrines in the corners (cf.
plan of the Laksmana temple, built in 954 A.D.; p. 255) which made it
a Paficiyatana temple, no longer exist. In plan, the main building, but for small

* 'he Kandariva temple was conscerated to Siva ; Kandariya means ‘of the cave’. Some
of the temples of Khajuraho are known under several names. The Devi Jagadamba temple,
also called Kali temple, was dedicated to Visnu., The Laksmana temple, also called Rama-
candra or Caturbhuja was also conmsecrated to Visnu. The Citragupta lcmp}e, also called
Bharatji temple, was dedicated to Sirya. ‘The Visvanatha tel[lplc was dedicated to Siva
Vigvanitha, the Lord of the Universe. The Duladeo or ‘Holy Bridegroom’ temple was sacred
to Siva. The Pardvanitha temple was dedicated to Jina Vrsabhaniatha (Adinatha), the first
Tirthankara.
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discrepancices, is similar to the Iaksmana Temple. Tt is a Sandhira Prisida whose
Pradaksina or ambulatory is extended in the Mahimandapa ; two pillars demarcate
the Antardla (cf. the Citragupta Temple, P1. V, which also has two corresponding
pillars flanking the entrance to the Garbhagrha) ; the central square (vedi) of the
Mahimandapa is co-extensive with the square of the Kandabhitti (SS. LVIL. 491),
the walls of the Prisida,—the distance hetween the central square of the Mandapa
morcover being equal in the Laksmana temple, to the side of the Prasida. Prisada
and Mahimandapa are contracted as one wlled-in building to which are attached
the Mandapa and Ardha (halfy Mandapa as half-open, pillared hall and porch.
Prisida and Mahamandapa open up with Bhadras and Catuskikis in the middle
of cach side resulting in the appearance of two ‘transepts’ or a double cross shaped
plan.
! In the vertical section (Fig. i, on p. 212) the Kandariva Temple is scen to be
a mountain of masonry from the base to finial; it is hollow on the groundfloor with
its pillared halls and porches leading to the Garbhagrha in which is the Linga.
The floor itsclf is not on one level but is somewhat raised to form the Vedi or dais
in the centre of the Mahdmandapa; it is raised to an even higher level in the
Antarila where steps lead to the Garbhagrha. By the high level of its floor the
Garbhagrha partakes in the vertical ascent of the Prisada.

Pillars and pilasters support corbelled domes; even within the Garbhagrha
the corbelled ceiling rests on pilasters ; the pillars of the Mahamandapa are extended
beyond their capitals—the extension is called Ucechilaka—and are crowned by heavy
bracket capitals, whereas half pillars are sct on the seat (asana), whose back projects
slanting outward above the perpendicular part of the wall below it (which is also
called Vedi; ‘Samaranganasatradhara’, LVIL 29; 126; Pls. I, LI LXXVI). At
the end of this hypostyle, the Garbhagrha with its walls, the main sanctuary within
the temple, is set right below the neck (griva) of the Sikhara and the Linga has its
place helow the Kalasa, the vase of the finial (Fig. i, p. 212). Betwceen them the
Sikhara rises, inaccessible to the devotee and to be scen from the outside only.

The scveral halls, the great Mandapa, cte., and the half-Mandapa (Mahaman-
dapa; Ardha-mandapa) each have their separate superstructure with its Amalaka
finial ; miniature Mandapas cluster on the superstructure of cach Mandapa and are
subordinated to it in the same way as are the Uromaiijaris to the Mulamaiijari of the
Vimina.  Similarly also the small trabeate domes of the Mabimandapa cluster
around the large dome in the centre below the peak of its roof. The pendant,
projecting downward from the apex of the donie, is below the Kalasa on the summit.
The superstructures are graded in height towards the Prisada, that of the Maha-
mandapa ending below the top of the Sukandsa. On its ridge, a Simha overlooks
the cascades of Bhiimis and the stations of the many Kaladas showing their contents
as an emerging bud-like shape (Fig. i, p. 212), the Bijusvara (SS. LVII. 425),
the ‘seed-sound’ or primeval sound. The pile of masonry above the ground floor,
but for one small Gaviksa, has no external opening (P1. IV); internally, ties made
of stone slabs are laid horizontally at the height of the shoulder course (skandha)
of the Uromaiijaris from the ‘sheath’ of the walls towards the internal piers. The
compartments so formed are left hollow (Fig. i.) according to considerations of
weight and stability. The central ‘shaft’ of the Prasida is ideally present and
reaches from the floor of the Garbhagrha, beyond its ceiling, also beyond the
Skandha and across the Amalaka; it is capped by a flat, inverted bow] shape above
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the Amalaka and below the Kalaga, which is known under the names Padmasirsa
(lotus-head) ; Karpa_ra or Karpari (‘p:m, skull); Candrika (cardamon ? 2 moonshaped
circle) and Dzlt}dlka‘(gecklzlce) (S.5. LVIL 855 170; 324, cte.). The first two
names illustrate the ‘piercing of the skull’ of the Prisida by the bolt of the finial.

_ The mountain range of the Kandariya, and of the other terples similarly
!)uxlt, ha_s its peaks arrayed above the longitudinal axis of the building ; the deep
indentations between them allow space,—it had found its entry into the ground-
floor in the wide open balconies—a further participativa in the total cficet of the
monument. It makes the mass appear weightless within « silhouette which shows
ascent and descent anfi renewed ascent from a higher level, feading each time to a
summit of its own. “T'he outline of the whole temple has a movement different from
that of the several structures which it comprises; rising and falling and rising
:}lways higher .hke the breathing of a runuer as the goal fies near.  The Sukanisa
is the last halting point (Pls. T, XLV, XI,IX); its articulation is similar to that
of the superstructures of the Mandupa and different from the Sikhara of the Prisida
of which architecturally it forms part.  So close do the Mandapas come to the
Prisada but here they stop: and none may exceed the leight of the Sukanisa.
From there the Mulamaiijari, in an elastic curve carties its Uromaidijaris and
Srigas towards its high finial.

In deep indentations space lies between the ‘towers’ of the temple (PLL 1); in
dark openings helow projecting rooflets (chidya) it stretches along its length, within
its body, a band of measured compartments which contradicts the volume of piers
and Srngas and bisccts the building; below is the pile of masonry raised on its
terrace (Jagatipitha; S.S. LVI. 124, gives its height as hall of the width of the
Prasada).

‘I'he progressively arduous and repeated ascent and descent towards the
pinnacle of the Sikhara limned against the sky in the lateral view,
1s not visible in the front view where the several Mandapa roofs seem
to coincide in one comprehensive outline and the effect ‘s similar to the steep
and direct ascent of the back view. “I'ese main views however are but a few out
of the indefinite number of positions which are taken during circumambulation.
The building is to be viewed from all its corners ; cach buttress, each facet, presents
its three sides, the volume which they enclose and in addition, the volumes which
project from them as sculptures and mouldings. The intersections of the horizontal
and vertical volumes of the lower part in their continuity are summed up and
gathered in the ‘staccato’ forms of pediments and the storeyed shapes of the super-
structures of the Mandapas and these have their response and integration in the
large ‘legato’ of the curve of the Sikhara. )

This monumental, sculptured architecture is not to he undc.rsto'(xl fupctwnally.
nor in human terms, by empathy or a feeling into its form. An intricate instrument
of precision and enduring stability of concatenated themes and rhythms, it leads
to final unity.

PLATE 11. THE LION AND MAN

In the porch of the Mahadeo Temple, a small shrine between the Kandariya
and the Devi Jagadambi Temple. The three buildings are raised on the same
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terrace. 'The superstructure of the temple of Devi Jagadamba is seen in the back-
ground. The image is carved in the round (ghanariipa); its height is 4’ 8”, the
lIength 5’ and its width is 1 6”. Khajuraho, tenth century.

The Lion is a Devourer (grisa); it is shown here with the whole face (aksata-
mukha; S.S. LVII. 643), including the lower jaw, which however is broken off.
Similar images may be discerned in a corner of the terrace and on the ridge of
the Sukanisi (Pl I). The Chinthe, at the entrance to every Pagoda, is the
Burmesc cquivalent of the Lion. It wards off all that is evil.

The group of the Lion and man, a three-dimensional composition in curves,
is to be scen laterally ; a triangular shape domed by the sweep of the Lion’s head
and shoulders, springs from a base charged with resilient power ; there one globular
shape is balanced on a higher level, the other touches the base; these two weights,
the haunches of the animal, and the man are also turning points of movement.
The group is rich in such pivotal points, in knces, hips, shoulders, elbows and
necks.  Between those centres of rotation a sce-saw balance of poise and active
cnergy is produced by volumes sharply outlined within parallel curves. The
‘economy of the flowing lines of scarf and ornaments on the figure of man, the
different patterns of hair, mane and whiskers, closely follow and intensify the
modelled shape of which they form part. The beading on the animal’s legs and
round its neck is cognate in its effect with the cogged rim of the Amalaka of the
temple in the background ; it is subordinated to the several large single globes in
the group, those of the head, cyes and nose of the lion, and face, head, chignon of
the man—-the club which he brandishes gnd also his small shield (they are seen
only on the left side of the group). By.the response of their physiognomies and
heroic bodies, the animal and the man are confronted in similar arcs of breathing
chests; while the frame of man yields it by an extreme cffort in which is power,
defiance and submissiveness, agony, in its literal sense,—it holds the outlines of
his back in its grip,—the carve of the animal’s front has quiet power and the deep
saddle of its back curve, dignity. The Lion but raises its paw while man throws
forth his whole weight in the fight by which he wins the monster’s protection.
Thus the two creatures form part of one group; it has its springiness in their
lower limbs which form the balance of its wide base; the actual contest is wrought
at the peak of the inner triangle of the group by the meeting of paw and arm ; these
limbs and the legs have the effect of clastic links in a triangular chain fixed in space.

The height of the outer and inner triangle coincide in one vertical through
the joint of the lion’s jaws, his paw and the man’s knee; the guantitative prepon-
derance of the left part of the group and its repose has its counter-weight in the
cuergy cmbodied in the figure of man.

In this group are summed up qualitics by which mediaeval Indian sculpture
is conspicuous. It is neither baroque nor is it romantic; it has nothing to do with
idealism but builds with symbol-elements of form the concrete reality (mirti) of
the work of art. The several phases and provinces of Indian art apply themselves,
cach in its particular livingness, to themes clearly seen and established.

Residues of nomadic formulations, carried through central Asia, are stored
in the repertory of mediaeval Indian motives. The tufts of curls on shoulders,
haunches (the latter are defaced in P1. I1) and in the face, belong to it.

The pose of the Simha with its paw raised can be seen on a signet of the
third century B.C. from Amaravati (ASIAR, 1905-6, P1. XLIX. Fig. 12).
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PLATE NI DEVI JAGADAMBA TEMPLE
South wall of the Vimina®; Khajuraho.

~ The Nirandhira Prisida was originally dedicated to Visnu., It was a
Pancay:'lt:um temple. Tlﬂw socle more closely resembles that of PI. T than the one
shown in profile on p. 259. The same mouldings, but different in their sequence
and proportion, are seen here projecting from the Mauasitra; the socle grips the
ground and makes the walls of the temple appear rootea in it and the several edges
of the perpendicular wall appear to rise with o concave flexion. Its impetus is
?t&{idled’ by the entablature mouldings (‘mekhali® and ‘aitarapatra’, combined with

chadya’) in a thrice repeated band whenee tiae Siklara curves upward and is
gathered in the Amalaka (not shown in PI. I11).

'l‘he_projectlou of the plinth (pitly) from the Manasitra, is an aliquot part
of the height of the plinth, (!4, 14, or 1) m principle; and projection and height
of cach moulding should also he proportienately related. '

The mouldings of the :ocle, the Pitha, in the temples of Khajuraho, are
relatively more restrained than those of the lowermost part of the wall, the Vediki,
where the widely projecting Torus shape of the Kumuda effects a transition from
architectural to sculptural form. It accompanics cvery buttress (ratha) and
extends into every rccess (salilantara) with multiple repetitions of its profile,
broken thus into 2 series of square pillow shapes with lateral extensions, like
petals. This moulding with its neck, placed as it is above the combined Kumbha
and Pattikd below, has, on cach buttress, the appearance of a small Stipa-like
monument ; its front fice morcover is carved in the likeness of a small shrine
(kata) ; its sheltering depth, on the major buttresses, is occupicd by an image
(Visnu on Garuda, on the central Bhadra) while a lotus rosette takes its place on
the Rathas. These miniature shrines in relief have an elaborately carved pediment
(simhakarna) composed of Gaviksas. The pediment exceeds the height of the
Kumbha and, oversecting the recess, links the lower mouldings of which it is itself
the highest surface, with the forms above the necking; it helps to knit the
horizontal mouldings into a pattern of vertical offsets.

I5ach of the helts of the wall consists of its Jangha or wall surface proper and an
architrave of which Mckhali (or Mali, Varandika or Kapota) is the moulding and
Antarapatra the necking; in licu of the moulding, « rooflet (chadyaka) shades the
niches of the Bhadra ; its appears supported on pillars (stamblia), a veritable shrine
for the major images.

Above the Mckhali is an Ardhaprastara or half-entablature made of tl[c
consoles on which the images have their stand.  These entablatures form the hori-
zontal clasps of the Bhadras, Rathas and Pratirathas, which are the several
buttresses and their offsets in front and also on cither side. The vertical panels
and facets in every plane, the innermost being that of the ])1‘0(1'(] recess (antara)
are beset with images, each on its anconc, and shaded by a cornice or rooflet and

* Photograph by Johnston and Hoffmann, Caleutta. Cf. K. de B. Codrington, ‘Ancient
India’, P1. LXXII B.
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thus within the wall space.  'With every movement of the eve of the belolder a new
perspective shows the images from a different angle; to avoid being bewildered, he
has to concentrate on each of them, facing it, and then give his attention to the
next, in the same way ; their sum making up the iconostasis of the temple walls in
all the directions. The single images, each on its panel, do not coalesce in groups;
cach panel, be it even without lateral pillars, is an abbreviated shrine of a particular
divimty. The images approximate sculptures in the round (Pls. XV, XX, etc.),
and remain attached to the wall where they lean against it.  Sometimes a strut
like extension of their contour or shape (Pl. XXXIII) lelps towards an increased
height of their relief.

The triple belt of images as shown in this Plate has its major sculptures in
the two central rows of the wall; their position, in the direction of the compass,
determines their iconography. Different aspects of Visnu figure in the centre of
the main Bhadras in the South, West and East. In the South (Pl. 1) are seen
Visnm on Garuda in the Vediki, the lowest part of the wall proper, Visnu and
Laksmi in the first belt, and ahove it the Vardha-avatir in the sccond. The third
belt has Devatiis in their chariot (cf. its Asanapattaka, ete. with that of the open,
pillared, balconies of the Mandapa in the extreme right of the Plate), in the
Bhadras. The host of gods, in scenes of their sports (krida-arambha; S.S. LVII.
(344 f) is established in this narrow and high belt; the Astadikpalas and the other
definitely identifiable gods occupy the highest offset on the respective Ratha and,
as o rule, throughout the several zones; the innermost recess has invariably a
Sardila for its subject; it is a Krtrimagrisa (S.S. LVIIL. 777), a ‘devourer made
by art’, its [ace is that of a horned lion or horned woman and O(tm has the beak
of a p.mol the proboscis of an cleplnnt. a hog’s snout or a ram’s muzzle. Above
the belts of images, a triple entablature is carried across the top of the wall, over-
sected by Simhakarnas of the two Bhadras (the one a Karnabhadra); their apex
touches the level whence springs the Sikhara.

The identity of each buttress in the vertical direction is shown as much in
its divided yet unbroken continuity as in the iconography of its sculptures. It is
further stressed by the small Sriga or turret which caps each buttress and by
the particular configuration at the hase, which here has been compared to a Stiipa,
within the Vedika.

To the row of small Srigas (tilaka) based on the entablature (uttara, the
architrave) are added, towards the middle on each face of the Prisada, Uromafijaris
and also Nastadrngas filling the corners (S.S. LVIL. 745). Amalasira and small
Amalasiiri crown cach of the Sikharas but the finials have disappeared.

‘I'he transition from the Prisada to the Mandapa—the place of the Antariila
and Sukanisi- -is marked in this Plate by the Kurnabhadra on the right and the
carved panels above it (cf. Pl. XLIX).

The Mandapa sends its Pitha with a forceful projection against the Vimina
anticipating further salients which terminate with the ends of the ‘transept’ in the
balconies of the Mandapa.

The walls of the Mandapa are an exact continuation of those of the Prasada.
But the coronation by a Sikhara of its own is not there on any buttress. Pyramidal
miniature superstructures in tiers take their place, though with a looser discipline.
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PLATE 1V.  SIKHARA OF THE KANDARIYA TEMPLE,
From the South West; of. PL L.

Tlle rhythmical compactness of the Sikhara and the dwindling of sculptured
form into t.he texture of the monumental shape are brought about by the order of
Uromaiijaris, fr.)ur in ez}clx of the main directions, the lower clinging to the ‘chest’
(uras) of t]l(" higher. Lhey are flanked by Karnamaiijarts in parallel horizoutal
rows, three karl}a§g'11gn§: on the two lower and one in tie third row, fill the corners
from tljg I:Tl‘ol]lﬂﬁ_]:’ll‘is in the East to those in the South. Intervening between
I':I.romaujarls and Karpasrigas are Nastasri (Khandaretha) or ‘hidden’ small
blkhau":ls,.who.sc c.dgc (kona) and Amalaka are to he scen whereas the curvature
of their sides is hidden and oversceted by the adjacent Kaipadrigas. Four such
Nastaérigas belong to cach of the two lower rows in cach sub-quarter of the
Sikhara. The one and only Karnasriiga, oi considerably smaller size, of the third
row sits on the corner (kona) of the Miulamaiijari, 1t is flanked and exceeded by
Nastaériigas of considerable height.  They terminate at the level of the second
but last Uromaijari and strengthen the theme of the Karnas or eddes of
Uromaiijaris and Malamafijarf alike, with their horizontal divisions of Bhiimis.

All the Sritgas are crowned by two Amalakas (two “mdakas’; ‘andaka’-
“amalaka’ ; .. LVIL. 858) and a Kalada (some having disappeared); those of the
bottom row are placed at the height of the apex of the Simbhakarna above the
Bhadra ; those in the higher rows atlain cach to their own level and form herizontal
clasps on the body of the Sikhara, in response to the stronger and unbroken hands
of the Meklalas on the walls of the Prasida. Iach Sraga is a replica of the
Malamaiijari, the prineipal Sikhara, which emeryes from the cluster of its
acolytes at the height of the third Karnadriga ; there its corner is seen to spring
upward, strong with many Bhaumis, whereas its full shape rises gradually ahove
the Amalaka of the highest Uromaiijari.

The Malamafijari (the ‘root’ or central, main Sikhara) is a Latirekhi of the
Saptaratha variety; its curve is steeper than that drawn by ‘sadguna siitra’; cach
of its four sides has seven facets (‘piga’ in Orissan terminology) including the
corner portion (konaka-paga) which itself has one more minor central offset; the
subordinate Srngas, alike in their ‘structure’, however have but five buttresses on
cach side (paficaratha). .

The Karnaériigas spring each from a square base which has a broad central
projection on each side; this, together with its accompanying mounldings and a
broader necking in their midst, tukes up the theme of the architrave (uttara)
of the Vimana. These sharply cut horizontal bands are further accentuated by
similar casket-shapes (kiita) at the springing of cvery second Uromafjari and in
the lowest corner of the Milamafijari. A similar underlining gives to every
Bliimi a firm and clear start above the cogged ring shape of the Amalaka crowning
the lower stratum. ‘The contiguity of round Amalakas and the bases with their
straight lines, affords a rich interplay of shadow cffects, a mellow deepening of
the horizontal clasps and the integration of these several shapes into the body of
the one great Sikhara, the superstructure of the Prisida. N

The last consequences of the horizontal division of the Sikhara are drawn

in the shape of parallel bands and neckings on the edges of all the Maiijaris (cf. also
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Pls. XILVI, X1V, XLLVIII). ‘These fillets and their interspaces, visible as parallel
light and dark streaks, are the final abbreviations of miniature storeys or tiers of
whose sum total the bulk of each Sikhara is made up. But, however manifold and
intricate these horizontal themes are, on the total Sikhara (Pl I) their effect is
slight; the horizontal theme which remains in power is that of the corrugated
Amalakas punctuated by their globular Kalasas and pointed Bijasvaras.

On the main surfaces of the offsets (ratha) of the Srigas, the tiers are over-
spun by the carved Gaviksas, a tight fitting sheath, as if of lace, with the round
evelets of the windows and the scrolls of tracery surrounding them in several
patterns (jala; cf. also Pls. XLVI, LXXI).

In the totality of the Sikhara (P1. 1) these details are discerned as part only of
the texture of the monument so that its surface vibrates at every moment of the
day and the clear Indian nights with an ever responsive play of light and shade,
a chiaroscuro of widest range, on its surface. The structure of the Sikhara how-
ever, the logic of its form, is a concert of ascending curves dirceted in many units
cach to a point of its 6wn; they are organized and drawn towards the ultimate and
only point on the tip of the finial of the Milamafijari,

The nearer to the base the greater is the mass, the nearer to the final point,
the less is the volume, and the greater is the cumulative energy gathered towards
and united in it.

PLATE V. ANTARALA AND DOORWAY OF GARBHAGRITA
Citragupta Temple, Khajuraho.

Flanked by the pillars and pilasters of its antechamber (antarila), the door-
way frames the image of Sirya in the Garbhagrha.

Although this doorway has none of the synthesis of parts, none of the rhythm
which connects, unifies and elevates the spectacle of this iconostasis to the high
level of realisation on which the image, the seat of divinity, is beheld (as for
example the entrance into the sanctuary of the Laksmana Temple, Khajuraho) it
is simple in its proportions and clearly parcelled out.  The main parts of the
surround of the door are : the high threshold ; the lower part of the jambs with the
large images ; the upper part of the antepagments with the compartments of small
figures, the lintel and the overdoor. The opening of the door is equal in width to
each of the jambs and this being equal to the hicight of the large figure groups at
the bottom of the door, the height ol the door is twice its width. In such pure
proportions are also parcelled out the minor units of the compositions, --the three
shrines of Strya- —on the lintel, and their inter-spaces, ete.  The various planes
witlf their carvings between the powerful ovolo moulding of the outer surround and
the flat innermost frame of the door with their changing shades redeem the all too
regular lay out. The contrast morcover, of the modelled shapes which prepon-
derate, with a linear type of carving in which dark shadows are set in flat tracery:
(door frame;; lowermost fillet of basc; pillars, cte.) adds richness but does not, in
this particular instance, intensify the effectiveness of the display.
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The large female figures in the middle of the Sikhis are badly damaged but
their extremely bent postures show them at one with the billowing of their own
waves : nothing else particularises them as river goddesses; the scroll canopies
full of Devatis seated on lotus flowers arc vastizial trees; under their branches, the
companions of the goddesscs are carved against the different Sikhis and the images
of Nigas lean on the outer frame of the doorway. The Dvirapidlas arc assigned to
the pilasters flanking the doorway (cf. also Laksmana Temple).

Some of the panels of the base far exceed in qu.ldity the rest of the carvings;
the overdoor with its Gavaksa-simhakarna frieze shows the flambovant use of a
well worn pattern. In the quantity of the required carvings, the seulpturally gifted
craftsman also had his say ia some of the relicfs, although the majority of the small
panels (the image of Sarya is about 5 high) were not touched by the divine spark.
‘The dull opulence (cf. also PL. TT1) of general views of carved expanses of the temple
however is not there actually. The fierce light of the Indian sun or the semi-
darkness of the interior sum up the intricacies, the all too meticulous details, and
make of them the texture of the temple walls in which each carving has its proper
place. The angle moreover from which it is seen changes with the movement of
the devotee.  Within the temple he proceeds towards the Garbhagrha; outside he
walks around the temple; wherever he may halt or his eyes rest, it is done in the
course of a viewing in motien, in which the carvings present themselves from in-
numerable angles, until one of them is singled out wnd his whole attention dwells
on its front view.

PLATE VI. SURYA-BRATIMA-SIVA

Image on the west side, central Bhadra, second row in the triple belt of images
of the Siva temple, called Duladeo, Khajuraho, 10th century, Height below 27,

Eight armed image ; some of the arms are broken.  The sccond but Jowest
pair might have held emblems of Visnu so that this image of Sarva, the Sun-god,
would embrace Brahma, the presiding divinity of the Sun, Visnu, the presiding
divinity of the Moon, and Siva who presides over the Fire (‘TI$anadivagurudeva-
paddhati’, ITT, Ch, XIL. 27-29). Such an image is a support of a meditation on
Sadigiva and has its place of special importance on a temple of Siva.

Surya’s “‘glowing” body is covered by a coat of mail; it has dwindled into a
strip underneath the ornaments of his chest and extends to the belt.  He is seated
with his feet locked in Padmisana, a long cloth covers them to the heels. T'his
costume indicates that the consuming power of Siirya’s body is covered.  In carlier
images (from Mathuri, ete.), the body of Surya is completely shrouded in a coat
of mail, high boots and other accoutrements of the dress of Northerners who had
brought this particular cult to India.

In his two hands Siirya holds full blown lotus flowers, symbols of mani-
festation, on the triple stalk of time; this aspect is also upheld by the Siva-hand
on the right holding a Trisila, the trident—where past, present and futpre meet
in one point, while serpents in the left Siva-hand are amongst the ornaments of
Siva; here they strengthen, in the opposition of their naturc to that of the Sun,
the total symbolism (cf. sun-bird and serpent) of the image. The Bralimi hands
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hold the rosary (aksamild), the cycle of time and its resorption, and the
Kamandalu.

But for the trident no other weapons are seen now in the hands of the image.
The Visnu hands might have held the disc and the club. The weapons held in
the hands of the images of the gods represent portions of the unbearable power of
the Sun which Vi§vakarman had sliced away from it. Vi$vakarman made the disc
of Visnu, the trident for Siva and other weapons for these and the other gods out
of the particles of Power that he took away from the Sun (cf. ‘Matsya Purina’,
XI. 97-30).

This power lies radiant in the fiercely calm face; it gives its forward sweeping
curve to the chest and to the lotus-stalk whose flower dises are set on either side
of the full visage. The triple furrowed pillar of the neck is part of the erect
posture of the image. It is overlaid and surrounded by heavy ornaments, arms
and the weapons. The balance of form in the horizontal which passes through
the lotus discs and the face and correlates their shapes amidst themselves and with
the vertical of the body, has all the concentration of the mind and heart of the
artist ; the rest shows the skill of his hand applied on the framework of established
tradition.

The small mutilated image of Aruna, in the centre of the drapery, near the
edge of the pedestal, lies in the vertical axis by which the Kirttimukha in the
crown of Siirya is linked to the three horses carved on the pedestal, the seat of the
chariot of the Sun-god.

PLATES VII—VIIT. AGNI

Fire, the Guardian (dik-pala) of the South-Eastern direction; on a Pratiratha
(cf. ‘Apariijitaprabha’, V. 12) in the South-East of the wall of the Kandariya
Temple, Khajuraho. The height of this and other images of the Kandariya temple
isc. 29",

Front and profile of the face of the image of Agni; it is carved standing, with
a gently swaying ‘bhanga’ of the body and holding a book and a Kamandalu in
his two left hands; the lower right hand shows the boon-giving Mudra, the upper
right hand is broken.

The high crown of matted locks is not shown in the photograph, where only
the root of the hair and horn-like locks are seen shading in a wide arch a low
forehead, the rest of the face being cncircled by the curls and terminated by the
point of the beard, a tongue of fire. Tt rests on the chest against a pattern of
jewellery similar to that of the Siirya image though more simple and harmonising
with the locks, the hair and the stern kindness of the face. The curly outline of
the beard separates the face from the body and gives it the impressiveness of a
mask smoothly modclled in flat curves in whose sweep the eyes without sockets,
the wide brows have the strongest vibration. Tt spreads over the entire face which
is unruffled, but changeable in cxpression; benevolent and irascible (Pl VII),
withdrawn and mysterious (P1. VIII).
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PLATE IX. PART OF WALL OF LAKSMANA TEMPLE

Khajuraho (954 A.D.); the back of a seat (isana) such as surround the
balconies (Bhadra; $ila) and run along the Ardhamandapa. (Fig. on p. 255.)

From the seat (isana patta) in the interior rises its back vrojecting outward
with an obtuse angle (kaksisana; approximate height : 97 47). Tt is part of the
Candravalokana, the upper and open portion of the balcony (see 'L 1) somewhat
corresponding to a bay-window. The Vedi is here the vertical portion of the wall,
below the lotus peta! edge; it corresponds in its position to the Janghd’ of the wall
(see PL 1), t.e., to its lowermost zone.

The Vedi consists here of carved posts; they rise from a slightly recessed
necking (rajasena), itself divided by uprights into panels filled with deep shadows,
figures and rosettes.  The pillars of the Vedi are set in couples of which one is
replete with a creamy scroll which has come forth from the mouth of a Kirttimukha
placed in profile or three quart.r profile in one of the lower corners of the carved
pancl. The other ])ill.u iz ats surface divided into several sections of which the
‘overbrimming vase’ and ioliage is appermost ; below is an ‘Amalaka ring’; then
follow a Kirttimukha, a scroll device merlbod in a circle and smrmmdnd by
scrolls, and, at the hottom, a scroll-creeper panel. These symbols of Indian and
Nomadic extraction are carved, mature in every detail, in a florid relief. Tt would
appear overcharged were it not so strongly permeated by linear rhythms accom-
panied by deep shadows.  The reduction of the profuse modelling to a lincar design
1s seen [rom some distance when the ‘pillars’ of the Vedi appear as part of the entire
temple where they produce a white and black pattern which is furthermore
strengthened by the vertical fissures between the coupled pillars and the short
interstice between the capital shape and the straight edge of the adjacent pillar.

On many of these pillar-shapes, and elsewhere too (the lotus-cyma, and Pl. X),
the lincar pattern is worked out in its colour contrast of light and dark and the
relief is left in this unfinished stage, as if on purpose.

The coping of the Vedi projects boldly over cach capital shape; it recedes
with a Gavaksa-pediment, flanked by air-spirits, above cach of the large Kirtti-
mukha-scroll-creeper-pancls.. Its wider projections are carved as miniature triple
roofs, cach (tri-chidya) crowned by an Amalaka. The hard horizontal shadow
thrown by the coping is intensified by a broader and more mellow band of shadows
which cling to the rugged triple-rooflet shapes and to the lotus petal cyma above
theni.

The Asana-patta with its slanting back in rail form helongs to a stone-bench
(cf. P1. LXXVI) on which the pilgrims may rest in the ambulatory and the hall of the
temple. The slanting back is made of round uprights— of bamboo prototype by
twos, and alternating with broad carved posts similar in kind to those of the Vedi
and rich in pattern.  [A similar Vedi, having a bench with its back sloping out-
wards, forms the parapet of the high terrace of the Laksmana Temple; it connects
the four small shrines in the corners (Fig. on p. 255).1]

The whole architecture of the Vedi and Asana is translated into stone from
a wood and bamboo construction of carved posts and heams and slender bamboo
upright, airily joined. The thickness of the posts belongs to their versions in
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stonc; the high seat of the bench is supported by heavy pillars (Pl. LI), their
shapes, fully carved, emerge from it and on it rest monumental superstructures.

Images and architectural units are juxtaposed ; geometrical shapes and fully
modelled figures are contiguous.

The walls of the temple are effective in several respects according to the
distance from where they are seen. From afar, their intricacy is absorbed by the
light into the texture of the temple walls. The sculptural work is integrated in
the monumental building.  Scen closely, and with the attention focussed on any
of its parts, that particular unit is all engrossing in its significance as symbol and
visual form. Between these extreme views is the one in which the reference is
scen of one unit to the next, their combination, contrast and balunce in the wisdom
of their plan.

PLATE X. OUTERMOST SURROUND OF DOORWAY

Part view; on the right of the Garbhagrha, and adjacent wall; Duladeo
Temple, Khajuraho.

The Sirdiila panel on the left is sunk into the antepagment (simhasikha) in the
corner between the doorway and the wall of the Antarila, at a right angle to it.
The fillet of rosettes is the side of the antepagment, and borders on the wall whose
scroll panel is scen in a strong artificial light. Next to it, a pilaster projects; it
is sct off against a lateral facet.

The compositional theme of the three main pancls is the wave. Tt rises and
falls and carries its movement to the top of every scroll, lays it down at the crest
of the main wave and having completed its cddying and interlacing in varied
configurations, it returns its impact to its main carrier. ‘This is shown as a
creeper’s stalk pervading the whole panel and from it stem other branches which
have one wave length only. They are cut flat and sharp, perpendicularly, in the
stone in a pattern of light and darkness, intricate yet clear; the carving is left
unfinished where further elaboration was not essential, to the eflect, at the side
of the entrance to the Garbhagrha. In the surround of the door however they
are clad in the shape of the Sirdiila with its rider and counterplayer who lolds
the creature’s tail in one hand and threatens it with the weapon held in the other;
the protagonists are almost cqual in size. But, when the warrior brandishes the
same weapon while he has mounted the animal, he has lost his stature and the
animal’s head is turned back, leering open mouthed towards its diminutive
rider. These bodies are formed of a concatenation of waves; crossing at many points
of their courses they ascend from the bottom (not shown in the reproduction) to
the top of the panel and enmesh the playful fury of the recurrent combat. Three
wave movements are thus interlaced; viewed from the top of the panel, the one
glides from the chest-curve of the Lion to its buttocks, sweeps with its crest over
the warrior and descends to the next lion’s chest, rising towards its buttocks whence
the play goes on as before. The second wave passes from the profile of the lion’s
head to the root of its tail and rising, passes from the warrior’s chest to his leg
thrown forward, then again engulfs the next lion and sinks from the root of its
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tail to the warrior's chest, supports his contracted body and once again mounts
along the lion’s face, etc., below. The third wave passes along the topmost lion’s
rounded chest and the claws of his feet, thence across the warrior's chest thrust
forward, thence to his buttocks and left ley thrown back, and then down to chest
and claws of the second swastika-poised mannekin, and thus onward. The waves
intersect on chest and buttocks of the Lion and on the warrior's chest; within the
waves the small rider is engulfed sccurely on the back of the Sirdala.

The shapes of man and the Lion are modelled lixe skins which tightly fit an
aflatus of divine energy. In PL. X, mediacval Indian sculptare is quick with
life clear in its form.

The masters of the Duladco Temple (Pls, XXTV-XXVIII) worked on a high
level of inspiration. The word Vasala (Vasara?) inscribed in different places on
the Duladeo Temple might be the name of o leading sculptor.

PLATE X1 SURASUNDARL

Tmage on the South West wall, 2ad belt of the Kandariya temple (height 27 9”),
Khajuralo.

The image is that of @ very young Celestial Beauty, a serving maid to the high
purpose of the greater gods. Heavy featured, lhicavy limbed, coltishly stubborn,
she holds a gourd-shaped vessel close to her body. A small figure of a tan or a
Gana squats at her feet and sips what little drink has inadvertently flown out to
him from the full vessel of her overwhelming hounty.

The figure turns towards the wall of the temple in three quarter back view,
and its face is shown in profile. It forms a volume placed diagonally in
space against the ground of the relief. Her clephantine shoulder is pushed forward
in her slow and unconcerned movement; it is summed up by the--extremely
consciously-—apportioned flux of the scarf across shoulder and back. The arm is
drawn back towards it so as to allow its full effect to the globe of the breast and the
milder curve of the hip. The angular, half awkward, half capricious drawing hack
of the arm, its ¢lbow touching the scarf, leads to the keyv-point of the disposition
of the volume of the figure within the prism of the stone on whose socle surface
lier feet are firmly planted.

In this key-point, the main dircetions interseet of the three-dimensional
composition of this carving. The one diagonal in space is laid from the hand to
the chignon, and the second diagonal connects the right shoulder with the tip of
the scarf and which is fitted into the outline of the figure, on the left. The
rectangle formed by these two diagonals has for its one side the edge of the buttress
on the right, and for the other, a parallel drawn from the end of the chignon to
the left heel. This rectangular prism is but half of the whole; the lower part,
from the end of the scarf down to the heels is similarly traversed by two diagonals
in space, linking the one, the direction of the small person on the right, with the end
of the scarf of the goddess, and the other, her left heel with the hand holding the
vessel. In this way the two congruous space prisms are similarly filled by the
disposition of the round volumes of the image. The compositional movement in
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space leads from the shoulder in the foreground on the right to the left buttock in
the buckground, and thence, in the lower half, to the foreground in front of the
arm and leg of the small person. The highest surfaces of the volumes, on the
right, are anchored in the depth at the opposite side, in the middle of the height
of this image, at the end of the scarf.

The second compositional movement in space connects the hand in the fore-
ground, placed at the same height as the end of the scarf,—with the end of the
chignon on top ; and with the left heel of the goddess ; cither of these are near to the
middle ground of the relief. The compositional directions link the salient points in
space of the image, across the depth of the carving, and connect its various levels
amongst cach other. This organisation in space is caught in a lozenge-net of
diagonal lines which have their two main corners in the middle line of the image
drawn at the end of the scarf, and across the hand and a loop of the hip-ornament,
on the right, the one at the left tip of the scarf the other in the hand. The two
other corners of the central compositional lozenge coincide, the upper with the
mecting point of clbow and scarf and the lower with the point where the other end
of the scarf emerges just below the knee. The meeting of elbow and searf and also
the place of the kncee are the critical compositional points. They play more-
over their réle in the physiognomy of the form of the image, with its acuteness of
the sharp bend in the elbow of the elephantine arm, and, similar in its over-
emphasis, the stretched straightness of the legs which makes them appear joint-
less, more poles than legs were it not for the swelling curves of the thighs.

The overstrained movement which makes joints bend at unforescen angles or
stretched out of existence, in this particular carving, is mild (sec however Pls.
XII, XV, cte.); its curves are smooth; loops and clasps formed by various
parts of the costume, in close adherence to the modelled body, mediate between
the linear rhythms and the richer depth movements. Their interplay is steadied
by oval and globular shapes such as the vessel, the face and the various fruit like
shapes of the chignon, ete., which accompany head and back. All these rounded
weights are strung along either side of the swaying and turning body. In its long,
smooth legs is straightened out the exuberance of the upper part of the figure. To
them the small person at the bottom is the final correspondence.

PLATE XII. SURASUNDARI

Part view. Kandariya Temple, SE wall (second row); Khajuraho.

The image faces away from the buttress on which it leans but the inward look,
the long curves of eye and brow, the chignon at the back of the head, cven the long
necklace lead backwards, to the wall of the temple.

The left hand is raised with Trisnla-hasta, the right holds a bowl. Tts curve
is taken up, aggrandised, and leads along the arm of the image to the wall of the
buttress. In the bowl of this arm the goddess proffers her body and gesture. The
inward look, the harking back, of the goddess are accompanied by the sculptural
disposition of the carving. Watchful of her secrecy, cffortless and noble, this
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crowned goddess carries the bowl and gesture and also her own shape, in obedience
to her task. As simple as is the shape of the bowl, are her ornaments,  Closely
adhering to the body they define its shape and show in their own, more lincar way,
its amplitude. Laid on the forehead, like an ornament, is the arch of the brow.
It hiolds in its curves the expanse of the face, shown in front viev: and in profile at
the same time.

On another buttress wall, in the background, the ‘mage of another poddess is
seen, its echo, it would secem were it not that it carries ont a different function of its
own and is, as an image, complete in itsclf, and, like its neighbour, part of the
wall of the temple.

PLATE XIil.  SURASUNDARI

Kandariva Temnl:, South East, first belt. Khajuralo.

The walls at the hack and behind the image act as sereens which throw into
full relief the sophisticated fragility of this high strung and enticing goddess.

Wreathed around the axis of this sculpture, the lower part of the body in three
quarter back view 1s turned at the hips so that the bust is seen in almost three
quarter profile, the arm is thrown back for this purpose; the lowered head, almost
completely in profile view is laid across the slightly tilted vertical of the figure;
the facc opens up towards the right from the chalice shaped chignon. This crescendo
in volume of the head in one direction, while the face is lowered and seems to with-
draw into itself in the opposite direction, is repeated in the next lower section of
the ‘statue’ where the arm is pushed back in an acute angle where the breasts are
scen and the hand clings to their round contour.  “T'he shoulder joint is here in the
centre of the co-ordinates of the composition (cf. the role of the clbow, in Pl X1),
one passes through the clhow and the shoulder joint, the other from the contact of
hand and breast, to the top of the chignon; through the centre of these co-ordinates
moreover passes the main vertical of the image. Tt is tilted forward, follows
the inner outline of the right leg and passes through the outer corner of the cye.
There also passes the horizontal axis of the head, at a right angle to the main
vertical ; it has its parallel in a line drawn from the elbow to the hip girdle, at a
point below which festoons are attached to it. DParallels to the main vertical
connect the right elbow and the back of the chignon, and the raised left elbow
with the outline of the right hip where the girdle rests. Thus the volumes around
the sculptural axis are co-ordinated in the surface of the image, especially the
cones or jutting angles of the arms. These moreover are diagonally connected
in space and arc halanced by the co-ordivate along which the body
turns round in the hip, from buttock to waist. These co-ordinates are laid
diagonally across the figure and have their centre at the tip of the armlet.  The
movement of the figure and the placing of its volumes around its sculptural axis,
are balanced according to a geometrical plan in the surface; the lincar rhythm of
the composition and the three dimensional spiralie disposition of its volumes around
their axis are integrated in this ‘statue of the temple wall’.
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Raised on high legs, the hip surges into roundness, res}rained by chains of
jewellery. This solid cffervescence, bubble of carved stone, is the basic shape of
the smaller globular and the large,angular volumes which are tossed around the
body-uxis in the upper part of the image of this cery temptress, ppcrowch,
ambiguous, and straining the possibilities of mediaeval sculpture to a critical point.

PLATE XIV. SURASUNDARI, HOLDING A MIRROR

Vidvanitha Temple (c. 1000 A.D.), South wall (2nd belt). Khajuraho.

Steeped in the consciousness of her voung, Ffull and perishable body and
swaying with the onrush of its sap, the celestial damsel looks deep into the mirror
and her head droops towards its reflection on the curved surface held up and resting
on her shoulder, part of her own sculptural shape. Recognition makes self-
contained the group of the goddess and the mirror. The wave of her triply bent
shape, rises, falls and rests on her stance.  All conflicts appear resolved, all con-
tingencies known. With a heavy heart and the smile of youth tribute is rendered
to life which takes its course through her body.

At howne, if somewhat tired, in its harmonious shape, this image leaves no room
for the pained charm of conflicting elements of form (as P1. XIII, etc.). Here
Indian ‘naturalism’ has made an image of Sakti as ‘natura naturans’ knowing her
work and accepting her shape as its result.

PLATE XV. SURASUNDARI, PAINTING THE SOLE OF HER FOOT WITH RED LAC

Kandariya Temple, West wall (2nd belt). Khajuraho.

The image of this crowned goddess represents an extremely complex type of
mediacval sculpture; its emotional finesse is on the point of outgrowing sculptural
form. Writhing around its axis the image soars on her left leg pillar. The other
is folded up within an acute angle; it is supported by an attendant,—carrying a
bag on his back - of rich plastic vitality ; his flexed, bouncing figure lends weight
to the group, makes it rest on the sprightly support; it is a counter-player to the
leg-pillar, while it also accompanies the upward diagonal of the raised leg whose
painted foot is stretched with a ballet-dancer’s discipline. “To this, most powerful
accent in the group, the upper part of the body responds by a measured conduct of
its limbs, first backwards in space towards the wall, then upward, leaning against
it and sending forth ball or egy shapes and other smaller volumes each clearly set
off from the other.

Power and grace of a heroic vision have shaped the lower half of the image.
Its angles are sustained by curved shapes of the keenest tension.  Were they blown
in glass, they might casily be shattered by their own contact. But not all the
images of this temple are carved with so high a tension of rarified form. The figure
on the adjacent surface of the buttress, on the right, is sturdy with a weightiness
balauced from the sole to the top of her crown.
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PLATE XVI. SURASUNDARI

Part view ;* Kandariya Temple, East wall (st belt). Khajuraho.

Mediaeval form, built with the substance of ancient Imdian sculpture, is
conscious of its lincar energy. It compresses the pulsations of the plastic form
in acute rhiythms of outline and internal design.

Angles are sharp in the meeting of the many subtle curves of which is made
up every limb and feature. The nose, for example, disdainful and getting scent
of all things, is vibrant frem its tip to the slight depression on its back; a sharp
and luscious young animal’s organ; thence it is led upwards in a shallow curve
and straightens towards its root when the feeler brows swoop upon the total expanse
of the eye in front view.

‘The eyes of thesc images are overstatements of their shape.  Where the
mediaeval vision prevails, comipleteness of their frontal view is maintained in the
profile of the face; no for:shortening lessens their steady pathos.

PLATE XVII. APSARA

Part view, S.W. wall, innermost recess, between two buttresses;
2nd belt; H. of figure: ¢. 1. Duladeo Temple, Khajuraho.

The seriousness of this celestial dancer resides in a straight profile which is
the key to a context of lines and volunies set against one another in wide angles.
The volume of the head and the straight high crown, have their unified keen outline
inclined against the square plane below it.  Its rounded edge is the raised arm,
bent in this sharp angle as if throwing a dice, similar in shape to the car-ring,
as part of this particular dance. Right angles dominate the face ; feathery pendants
of the necklace, hair lowered into, and then brushed up from, the forehead, frame
and soften the valour of this sculpture.

PLATE XVIII. SALABHANJIKA

Bracket figure on the Ucchilaka of a pillar in the Mandapa
of the Laksmana temple; 954 A.D.; Khajuraho.

Woman and tree, in close touch and conformity of their volumes and move-
ments, are lent different shapes and names of one thythim whose wave ascends from
the woman’s left toes, magnificently places her leg, turns, curves her back and
rises in one sweep, comprising arms and head, to find its way down where the

* The whole figure is reproduced in ‘Surasundari’, TSOA, PL. 1.
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ball is to drop from her hand and the stem of the tree bends to the right. There
it points to the small attendant, on the right, wlulg the fluttering scarf rounds up
lier outline on the right and leads the eye to her child-attendant on the left.

Waves of movement, in the surface and in depth fill the prism of the strut
which is set into the capital. They follow a similar order to those in PL X, but
are clothed in more opulent, less fervent plastic shapes. Their roundness is more
spreading, more yielding than it was in shaping the image on Pl XIV. Creamy
and luxuriant though the modelling is, it is not shaped throughout by rhythmic
energy. The right outline of the figure vacillates and the drawing of the leg is
weak.

The great ascending curve of the leg in the dance of the limbs is balanced by
the arms held horizontally, and the weight of the canopy of the tree.

The two adjacent brackets are in the shape of Sardilas. Ucchalaka (S.S.
LVII. 188; LXII. passim, I.XIII, 57, etc.) is the extension of the shaft of the pillar
above its capital and up to the second or sur-capital.

PLATE XIX. APSARA

Fragment. (Height c. 1’ 10”) on a thin buttress of the Antarabhitti,
lower belt, South ; Visvanatha Temple, Khajuralo.

Writhing around its axis, the volume of this figure is integrated in its move-
ment, her youth in every curve, her feline sadness in her tortucus rapture.

The knowledge of her body is so intimate that width and roundness of the
lower part and the harsh length of ler arm are but phases and stresses in a
movement which is the nature itself of this image. She is the spirit of the dance;
her sculptured hieroglyph is attached to the wall of the temple.

PLATE XX. APSARA

H: 2'1"; on the West of the Antarabhitti of the Garbhagrha;
Parsvanitha Temple, ¢. 1000 A.D., Khajuraho.

The similarity of the attitudes of the figures on Pls. XVIIT-XX shows the
possibilitics of form of onc related sculptural theme. The image on Pl. XX is
adjusted 1o a corner of the wall; two surfaces at a right angle shicld the figure;
on the right, where the pillars are, the central niche of a Tirthankara juts out;
in the recess on the left is a Sardala,

The vigour of the movement of the Apsari is the more apparent for being
encased by the plain walls. No greater fitness of sculpture, walls and space can be
found in Khajuraho. Mediaeval power of movement and ancient Indian ‘naturalism’
are amalgamated in the perfection of this sculpture.
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PLATE XXI. APSARA

On a pilaster of the interior of the Ardha-Mandapa of the Duladco
Temple, H. 2" 3!£”, Khajuraho.

Here the movement of the celestial dancer is in full swing; cvolved from the
convolution around the body axis, it unfclds in front of the wall; arm, scarf and
crown spread like wings while the body is part of the wall against which it leans
with the oblique cross of its head and arms,

Strings of jewellery and stringy folds of garments ace adjusted, by degrees,
to the crecper pattern (cf. Pl X), one step deeper, on the wall surface where the
rhythm of the dance reverberates in contrasts of light and darkness.

PLATE XXI1.  APSARA

On a pilaster of the interior of the Ardha-Mandapa of the Duladeo
Temple, Fragment (H. c. 1/ 814"), Khajuraho.

Ripples of movement are in the pearl chains, tress, crowu and scarf of this
torso of a dancer, powerful in build and impact. Deep in its volume, vibrant in
its surface, in any profile, the glory of this breathing body is centred in its belly.

The wall which forms the background of these dancers (Pls. XXI-XXII) is
graded in three successive levels.  The images have the foremost and the middle
plane for their ground ; the one on Pl. XXI leans on them while that on P1. XXIT
is driven forward together with them.

PLATE XXII. FLYING DEVAS

(Vidyidharas ?) ; detached sculpture, now inserted in the east wall of the
platform of the 19th century Pratdpedvar Temple (H. of carving
¢. 10"); Khajuraho, 10th century.

Flying, fighting, these heroic celestials are martial rhythm embodied as
sculpture : interlaced triangles within sword and club, face against face, body
against body, the backs slashing through space, the spine a scimitar, the hanunches
stretched with the fierceness of a tiger’s shape, their arms and weapons are thrown
back each to the opposite hip. The heads are streamlined, egg-shaped, Gorgo-
mouthed, the lips denude a terrific mass of teeth, the eyes bulge and nostrils
tremble in this combat in mid-air, or also in the turmoil of the passionate, the
subtle body of man,

(Leaves, in the upper part of the carving, above the shield of the ‘swordsman’
partly hide it from view).
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PLATE XXIV. GANA

Centre of the lintel of the entrance to the Garbhagrha, Duladeo Temple,
Khajuraho. Its projection from the lintel is c. 10",

" The flying four-armed Gana raises a conch shell (?) to his lips while he carries
Siva in a pillared ‘chariot’. The fillet, above the head and upper hands of the
Gana, is the edge of the bottom of the chariot. The Gana functions as a console.
His image is carved against the enrichments of the lintel and below the corbel on
which the image of Siva is enthroned.

His person, a mere quantity (gana) is distended with the air, which he is about
to set into vibration by blowing the conch shell, heralding by sound,—which is the
quality of ether (ikasa), the first element in the order of manifestation,—that Siva,
the Lord, has come. The form-giving vibration is not only conveyed by an
auditory symbol and its instrument, the conch, but radiates halo-like around the
facial orb of the Gana and forms his wavy hair.

The upper right hand is ‘Huamsasya’; thumb and forefinger are joined like a
Hamsa’s bill; the upper left (damaged), as if upholding the chariot, is held in

Pataka (flag) pose.

PLATES XXV-XXVIII. FLYING DEVAS (VIDYADIIARAS)

Uppermost belt of images, Duladeo Temple, South West, Khajuraho.
(Height : below 114°), Pl. XXVIII shows the original in some-
what less than actual size.

The highest of the three belts of sculptures is here the region of the
Vidyadharas. The images of these wizards are carved flying singly, on the
buttresses; and flying in pairs, with their consorts, in the recesses of the wall.
They carry weapons (P1. XXV) and garlands, brandish swords, play on musical
instruments (‘vyalamukha vind’, Pl. XXVII; ‘venu’, the bamboo flute,
Pl. XXVIII), carry dance in their hands, flight in their legs (Pl. XXVI) and
sentiment or detachment in their faces. Alike to angels they have the appearance
of young boys, but they fly by a qualilication of their wingless bodies; scarves
accompany their movement and music. Its sound is as varied as is their form,
which is of the purest mediaeval cast (P1. XXV1), on the high level of serenity on
which the images soar (Pls. XXV, XXVIII).

PLATE XXIX. CAMUNDI

Part View. Fragment of image (Height of the fragment 2’ 57),
originally from Jaina Temple; Khajuraho Museum.

Camundi, Yaksini of the twenty-first Tirthankara, resembles the Hindu
goddess Cimunda, the seventh Mother (miatrkd). In some of her images Camunda
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is represented as a dancer. Extreme emaciation, darkness in cadaverous cavitics,
facial hinges bared, eye-sockets as stringy as are her necklace and ribs below
pendant empty breasts are the ornaments of the Mother, in her destructive form.
Night and decay scream from decp hollows. A feeble halo rounds them off.

The death-body of this aspect of the goddess, its osscous mortal form, is carved
with the same mastery as is the breathing subtle body of the gods eviternally
sixteen years old.

PLATES XXX-XXXI. MITHUNA

Devi Jagadambi Temple; South Wall, 2und belt (Height 27 6”); Khajuraho.

In this most perfect composition of its kind, the hem of the loin-cloth,—
opening, slipping,—-is pn.t of the diagonal theme of raised, interlaced shapes
forming waves, in depth, and squares and rectangles, in the surface, all of which
begin, and are supported, on the stem of the legs, from the touching of fect, on
the ground, to ever renewed contacts. In their fingers, twist of the hair or the
folding of the cloth are spells and evocations, of that state of being a couple of
whiclt the entire composition is an image.

PLATE XXXII. MITHUNA, AND TWO SAKHIS

Part view, Vidvanitha Temple, South wall; Khajuraho.

The particular ‘bandha’ in which the male and female body attain their union,
their size and maturity (Pl. XXXIII), their physiognomical types, the kind and
degree of their absorption, the form in which their group is cast, the corres-
pondence of movements, directions and shapes of the central group and of the
attendants, all these are knit into the unity of the work of art as the visible form
of its ultimate meaning.

PLATE XXXIII. MITHUNA

Devi Jagadambi Temple, South wall; 2nd belt; Height 2" 6", Khajuraho.

PLATE XXXIV. MITHUNA

Detached fragment of small size, from Khajuraho; Private collection, Benares.
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PLATE XXXV. NANDIN

At the fect of an image of a Siva-Pratihara; Kandariya Temple,
West wall, Khajuraho.

The small figure of the bull reclines on the pedestal, its head raised and
turned towards the god whose figure towers above it. Spirals of convex and concave
planes meet in sharp edges; they are the shape of the animal and convey its
movement.

PLATE XXXVI. MUSAKA

Image carved in the round; Height 1’ 1”; Length 1’ 43{”; Width 714",

The mouse, the Vihana of Ganc$a, is carved from a rectangular block of
which the pedestal is the lower portion. Misaka rests paw and face on a heap
of Laddu, ball shaped sweets, in a bowl; the mouse watches over the sweets,
which pleases its invisible rider.

The ‘statue’ of the mouse, a smooth, compact volume held in convex surfaces is
as much a work of mediaeval type as is the Nandin (Pl. XXXV) though it has
neither its tension nor incisiveness.

PLATE XXXVII. ARDHANARISVARA

Detached image; bufl sandstone, 10th century; place of discovery

unknown ; private collection; Benares.

The image is ‘gracefully’ (lalitasana) enthroned on an oval seat and is flanked
by pillars. The hands of Siva, the Lord (Tévara) hold trident and rosary in Kataka-
hasta; Parvati, his beloved, holds up a mirror and raises a jar. Images of this
kind are also known as those of Gauri$vara, the right side being equivalent to
Purusa, and the left to Prakrti (V. Dh. III. IV. 2-5). The two halves, the male
and the female, which are one in divinity, have been coalesced without eflort in a
Liomely sculpture; a miniature Nandin looks up to Siva.

The fierce fervour and rarified cconomy of the form of Candella work are not
in this sculpture. It is broader and less subtle, in modelling. TIts four-square
heaviness is the contribution of a neighbouring school of mediaeval sculpture which
was given full scope on the Cedi temples of the Central Provinces.
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PLATE XXXVIII. TARA

Fragment of image; buff sandstone, 11th century. Sirnith,
near Benares, Siruith Museum.

““May Tari, the mistress of the Three worlds bestow happiness on you, Tiri,
whose body is Dharma, whose mind is full of mercy, Jarity her intellect, her eyes
beauteous with friendship and love, her hands give peace.”

(Buddhist inscription from Khasia; verse 3; 11-12tn century; ‘Epigraphia
Indica’, Vol. XVIII, p. 131.)

‘The Dhyini-Buddha is enthroned on her diademed fiead; a lotus petalled
halo is at the back, Tfrom: her left haud in Mayiira hasta the stalk of a blue lotus
flower vncoils upwards.

Different from the clear cut width of Candella sculptures (Pls. XII, XXV)
like those from Khajuraho. ihe modelled surface of the small fragment reproduced
on Pl XNXXVIII is astit with a2 tremulous agitation and its repercussions are in
the shadows.

Rhythmic intricacy (cf. the hair as it is set off from the forchead, in
PL. XXXVII, and in Pls. XIT, XV, cte., the mode of dressing it being practically
identical), is in the modelled forms and their shaded intervals. It loosens the
coherence of the modclled planes and dips them into a chiaroscuro pregnant with
short, scintillating accents.

T'he face emerges from its halo of shapes and shadows; its structure is
enriched emotionally and lessened in its sculptural compactness. Shadows give a
breathing tenderness to lips and nostrils and warmth to the texture of the stone.

The image of Tird from Sirnath is indebted to the art of the Eastern Indian
school of sculpture. The Fastern Indian school is at home in Bengal and Bihar
but its influence spread as far west as Siarnath and Gorakhpur.,

PLATE XXXIX. GANA

Detail of wall of the Siva Temple in Pali, near Bilaspur, C.P. ¢, 1000 A.D.

The Gana is shown cmerging from the wall, to a plane higher than that of its
carved surface with the Jala network (scen on the r. and l. of the arms). His
hands liold aloft a chariot. No image is enshrined, in it: a lozenge shape with
symumetrical scrolls is set between the lateral pillars (ef. PL 1X, a four petalled
shape). Below the Gana, and beneath a ‘giripatrikid’ fillet, a number of animals
face forward straining to draw the chariot; a frieze of Hamsas below forms the
enrichment of the next lower fillet of the wall.

Juxtaposition of modelled shapes in deep shadows, and flat surfaces, some of
which are cut perpendicularly in patterns of light and darkness, combine in the
monumental effectiveness of the wall.
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In this architectural detail the Gana is an embodiment of the progression of
the wall from within the temple and of its vertical discipline as well. The horizontal
moulding formed by his chest and arms and the horizontal of his hands whose
touch is quick with life are part of this caryatid-hieroglyph embodiment of the
function of the wall of the temple. It is given shape in the broad idiom of sculpture
of the Cedi school.

PLATE XL. APSARA
Vaisnava temple, west side ; Janjgir, east of Bilaspur, C.P., Eleventh century.

The dancing Apsara holds her anklet of tinkling bells (niipura) which she is
about to fasten on lier foot; hier small companion beats the drum while keeping
step with her. A Gana supports her pedestal (cf. the geometry of this Gana-console
with that of the preceding Plate).

In the recesses, to the left and right of this pier with its images, Deva-rsis
hold rosaries and count their beads.

Squat and angular of shape, tlie fulness of summarily modelled limbs is tied
to their graded levels, without daring but also without hesitation.

PLATE XLI. NAGARAJA
Vaispava Temple, west side; Janjgir.

With sword raised high, shield close to the body and serpent’s tail coiled, the
image is poised on the tip of its tail and supported by the flat coil with its deep
shadow in the centre. It is balanced by the circular shicld with its full centre,
and which is curved into depth. Thus the volume of the image is fixed, between
its canopy and the pedestal. Its energies are pent up in the contracted curves of
the chest ; arm and head, held high, stolidly and with a crude power, are set against
the plane of the dagger cutting into the depth between wall and figure, a horizontal,
top-heavy accent. Cf. also the Rsi, on the left; and the matted hair or the diadem
as also the total shape of each face, on P1. XL.

Rsis and Apsaris at the sides of the Nigaraja, although of the saine formal
structure, lack the zest and solidity of the Niga’s image.

Unused to the rarified élan and resources of the neighbouring Candella school,
the sculptors of the Cedi country packed their shapes with measured power.

PLATE XLII. HAMSAKRIDA

Detail of wall of Siva Temple, Deo Baloda, South East of Bilaspur,
C.P. ¢. Twelfth century.

““The sport of the Hamsas should be carved on the walls of the temple’
(‘Samaringanasitradhara’, LVII. 360). Tn this panel their ‘goose step’ resounds
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in an amplitude of curves; they shape the body of the birds and their feathery
accompaniment ; tail and scroll of drapery are boats in which they sail and swings
in which they rock. The streamers flowing from their beaks are reminiscent of
the sun bird’s serpent, or they may be undurstood as “‘extension of the whiteness
of the swans’ bodies in the shape of white cloths’’ (‘Adipurina’, XXXII. 228,
‘Ind. Ant.” vol. XIV. p. 105).

PLATE XLTIL  NILARANTHESVARA TEMPLE

From the West ; Udayapur, Gwalior; built by the Paramaira King Udayiditya
(c. 1059-1087 A.D.); Red sandstone.

In plan (p. 256), the Prasida has in each of the main directions-—the west or
back of the temple being shewn on PLXLIHT —a widely projected Bhadra whose
main face is parallel to the corresponding wall of the Garbhagrha; its sides
are perpendicular to it.  All the other buattresses however, between the main
Bhadras ($alds) are Inid out within «u circle which connects their indented apices.
The walls of these buttresses (‘karna’; ‘pallava’; pallavikd’, the latter meaning
‘bud’) form a right angle. When drawing a plan of this kind, the square of the
Prisida is not subdivided into a given number of parts, but is rotated around its
centre and made to stop at regular intervals. The points of the rotating square
perform a cirele in which the original square of the Prasida is inscribed.—The
Bhadras or Silis facing the main directions do not result from the rotation of the
square but are planned in the usual way, parallel to the square of the Garbhagrha.
The front face of the Silas is also circumscribed by the same circle, or it may
exceed it. It is thercfore said that the projection (nirgama) of these buttresses
either lies within the circle or else is measured by aliquot parts of the square of the
Prasada (5.5, LXV. 1-2). Prasidas having this plan are classified as *“Bhami-ja’’,
“‘country-born’’ and are said to be ‘‘both square and circular” in plan.

Offering their two slanting surfaces to the light at a right angle, the ‘bud’-like
buttresses of this kind of Prasida are rich with many gradations of light and shade
in which the images and carvings are cmbedded (Pls. XLIIL-TV). The Pallavikis,
the faceted or ‘indented’ apices, further dissolve the mass of the walls into sheets of
light and darkness.

The buttresses, in their Janghi portion, which is the wall proper of the temple,
liave the appearance of pillars. Of cqual height however is the Vedi with its heavy
mouldings, above an Adhisthina which vehemently projects towards the ground
(Fig. on p. 260). The mouldings of the base and the perpendicular Vediki are fused
in a vertical sequence of profiles. They are rigid and ponderous in every unit and
require to be seen as support and receptacle of the shade which they harbour and
the light which they absorb. Although in name and shape the several mounldings

#The Temple is also known as Udaycsvara Temple ; ASIAR', 1023-24 ; p.
Cunningbam, ‘ASE Report’, X. p. 65; VII. p. 82 f; JASB. NS. vol. X. p. 241 .
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are the same as for instance on the Adhisthina and Vedika of the temples in Khaju-
raho (Figs. on pp. 259-60) by the modifications of proportion and position their
effect is altogether different. In Khajuraho light and shade are disciplined by the
architectural volumes (P1. III).

A conclave of pillar shapes assembled so as to round off the temple, forming its
wall, is extended in the Sikhara in the shape of concurrent beaded chains massed
together and subordinated to the flat band of Latas in each of the four directions in
which the Sila of the wall has its extension. It is sealed by the Sukanasi in the
East (Pls. XLVII-IX) and by the Sukanasikis, each having but half the height of
the Sukanasa, in the three remaining quarters.

PLATE XLTV. PART OF WALL OF THE NiLAKAT;ITHE._Q\U\R;\ TEMPLE, UDAYVAPUR

The Pallavikas, the faceted apices of the triangular buttresses, are summed
up at the bottom of cach of the two sides by a pillared shrine projecting on a console
formed of various mouldings. The shrines are replete each with an image of a
Parivira-devati, such as Gancsa—on the left of the Plate—and with his female
counterpart in the adjacent shrine at a right angle, on the same buttress. The
triangular pediments of the shrines touch a moulding which is a canopy, shrunk in
depth, of the image in its niche, and a clasp of the pillar shape of the ‘“buttresses’’.

Higher up, a broad Vajana, or fillet—having for its enrichment (alamkira) a
Kirttimukha in the centre—clasps the pillar-buttress before it is to be contracted
into its neck on which rest the mouldings forming its capital. From the Kirtti-
mukha, extending on the main facet downwards, a heavy chain is carved terminating
with a small bell in relief (prasakinkiniki; S.S. LVII, 788).

These adornments belong to the wall as pillar (janghi) proper; they are not
extended at a further depth of the buttress. There the recessed planes are filled
by one continuous panel having an image of Sakti as Vana-devatii, below a burly
creeper which carries celestials and the figures of various animals.

Between these panels, set at an angle to each other, a Pallavikd protrudes
on which the themes of the wall pillar are repeated. T'he horizontal mouldings in
their discontinuity, the commingling of statuary and architectural themes, their
alternation with full length relief panels, all these are inclined towards each other
on slanting planes, steeped in light and shade. From these emerge only the most
powerful accents, all in the vertical direction, whether their carriers are the round
columns of the shrines or the clear cut edges of the Pallavikis. Their vertical theme
is continued in the superstructure (Pl. XLII1). Dominated by it, the shadows, the
mellow carvings, the juxtaposition of unrelated contrasts, redcemed by their
repetition, are but the undertone; they give substance and wealth to a super-
structure (Pl. XLV) in which are integrated all the disparities.

PLATE XLV. SIKHARA (FROM $.W.) OF THE NILAKANTHESVARA TEMPLE, UDAVAPUR
The wall sends up its buttresses terminated by capital-shape mouldings. They

are superimposed by an heavy ornamented fillet, a deep recess and a roof shaped
moulding which demarcate the height of the wall.
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The Sikhara rises thence with a slight ingress, a double zone of mouldings—
its motives being those of capital shapes and fillets—forms its base. The
arch of the Sikhara ascends from this base, unbroken in the four quarters, where
flat Latas, with their Gavaksa lattices are flung up to the Amalaka, exceeding bow-
shaped (dhanus), the truncated body of the Sikhara, These arches, each comprised
of 8 (or 5) Latiis, spring from and are partly covered by, the Sukaniisi at the bottom.
Between them are seven Bhiimis of five Srigas each, in every sub-quarter. The
Sriigas, in cach course, have all their separate socles: these again resemble the
capitals and consist of tiers increasing in wirth from bottom to top. These socles,
having the shape of capitals, are carricd on faceted square shafts inserted in a
square, faceted railing (vedika)-like ‘kiita’.

Two horizontal motives fill the subquarters between the arches of the Latis
flung upward in the four direction : (1) @ course of 5 Sriigas and (2) a course of 5
pillars with their capitals. Lach of these courses is interspaced with the corres-
ponding number of lesser projections, Srigas, and a repetition of the inner angles
of the wall, with their panels filled with scrolls, ete. on a proportionately reduced
scale.

The Sikhara thus ascends, an array of Srigas, an array of pillars, progressively
diminishing in size, towards the Skandha whose edge repeats the star shaped plan
of the temple, 5 pointed in cacn of the sub-quarters. ‘The Latds ‘transcend’ the
shoulder-course of the Sikhara; their arches attaining to the height of the circular
‘neck’, the shaft of the temple, which is clasped by an Amalaka whose corrugated
rim responds in its cusps to the angles of the star-shaped temple.

The Nilakanthedvara temple shows the themes of its perpendicular walls
continued on the curvilinear Sikhara. The close correspondence of the structure
and superstructure of the temple brought about by the theme of the pillar is however
not particular only to the Nilakanthe$vara temple at Udayapur, Gwalior ; nor to
‘star shaped’ Prisadas in general. Temples with orthogonal buttresses are similarly
ordered,* the composition morcover follows the same vision whether the temples
belong to the Nagara or the Varita ‘style’.** Thus they are prescribed to be built
in the ‘Samardnganasiitradhara’, chapters LXTIL and LXIV, treating of Nigara
and Varita Prasidas respectively. In Central India as well as in the Deccan in-
cluding the Kanarese country, the shape of the pillar is an abiding theme on many
temples.

This shape plays no part in the other varieties of the Nigara temple. On
Dravida temples, the pillar is a theme in the composition on the walls of the temple;
in the superstructure, however, the wall pillars of the Bhiumis have little effective-
ness on the carly temples (Mamallapuram) for they are cclipsed by the shrines of

*The temple at Ambarndtha (plan on p. 230 A); of. Cousens, ‘Mediaeval Temples of
the Dakhan’, PL. II1., or the temple at Jhodga, ib. Pls. LIHII--LV.

** The pillar as one of the main motives of the wall and superstructure may be seen
on the temple of Siddhesvara at Haveri ; the temple of Mahideva in Ittagi (Cousens, “T'he
Chalukyan Architecture’, Pls. LXXVI, CII, ctc.). An enrichment, not infrequent on the
walls of Calukyan temples, consists of a series of pillars, each supporting on its capital a
curvilinear Sikhara (ib. Pl. [ XXXIV, ‘parapet wall’; from Bankapur).
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the parapet. In later temples, where the parapet of shrines is drawn to the wall
wnd one with it, such pillars or pilasters which are inserted between the miniature
chapels themselves are converted into miniature shrines by a curvilinear roof being

added to their shafts (Fig. on p. 187).

PLATE XLVI.  SUKANISIKA AND LATA

Part of the central offset of the Sikhara, facing west (details of Pls. XTI1I
and XL V); Nilakanthesvara Temple, Udayapur.

Firm in contour and design, the prolongation of the central buttress in the
Western quarter (as also in the South and North) is set against a background of
deep darkness, The purity of its vertical edges and the precision of its detailed
pattern are thrown into relief by the surrounding shadows, themsclves replete with
meticulous carvings, whose presence is more felt than seen. Similarly the in-
tricacies of the carvings on the highest level of the Tata itself are absorbed in the
‘texture’ of the monument seen as a whole (Pl. XILIII). :

The broad band of the Lati is carved on three levels; the lowermost protrudes
its fringe made of tiers or Bhimis; on the next higher level the fringe of tiers
cmerges from below a carved lace pattern cast over, while yet revealing, however
so little, the stratification. The all-over pattern is bounded on the inside by a
narrow and plain vertical edge whence protrudes, accompanied by a line of deepest
shadow, the central face of the Sikhara. Over it too, is cast the Gaviksa-net,
veiling and linking its strata; at the edges they emerge clean cut.

‘The all-over pattern has its centre in the squat Gaviksa in the middle, opening
up on each alternate stratum. Vertical clasps, midway in their shape betwecen
the oval Gaviksa and the rectangular Bhiimi, and transferring their lorizontal
disposition, flank the Gavitksas and further laterally themselves arc the nuclcus
of a different unit of Gaviksas. These close in above the main Gaviksa, in the
middle. They end in curls, and are repeated in S shapes, doubly holed and turned,
in alternating vertical rows, confronting or addorsed; the scrolls end with a bird’s
head whose neck encircles the dark hole of the Gaviksa. This ‘creeper’ (latd)
pattern however is less cffective in its rhythmical, linear continuity than it is
enmeshed in densely varied black dots and strokes, forming part of the multiform
vesture of the Sikhara, the Padmakosa. Although mainly a pattern in white and
black, it is graded in its carved surfaces ; penumbras linger in its meshes ; now this,
now that, way following the movement of the sun.

Against this background of carved lace are set the images of the Sukanisi;
sculptures in the round along its cdge, they play their short drama from Kirtti-
mukha to Kirttimukha (only the group on the right is preserved); between them
is extended the Gaviksa-part of the antefix. Pointed extrados and circular intrados
circumscribe its frame—as they did when the arch of manifestation, the arch of
Prakrti, conveyed by its form only the meaning which since was summed up in
the IFace of Glory and given exposition in the creamy plenitude of waves of carved
figures and shapes.
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The image enshrined in the centre of the Gaviksa, in its dark halo, is
surrounded by receding levels of wicker-work pattern, dotted dark and light. TIts
basis is the apex of the roof of the temple below. It has the shape of a pyramid
and consists of roof-tiers (cf. Fig. ¢, on p. 181). A heavy abutment, a muitiple
band of horizontal shadows sepurates this lower shrine with its smaller acolytes,
their images and manifold detail -—Sirdila on elephant, the broad scroll work of
the arch held togcther by its key-form, the diminutive Kirttimukha-—from the
‘Gaviksa’.

Tracery and statuesque images and the manv intermediate degrees of sculp-
tured form are accommodated the one by the other, cach a part of the total
monument, in its reasoned disposition (P1.-XLIII),

PLATE XLVII. SUKANASA; FACING FAST

Nilakanthesvara Temple, Udayapur.

The main Sukanasa (cf. PI. XL VIII), scen from the front, is a mighty blind,
whose inner trefoil arch sums up the rectangular shrine and its accompanying
images, in the lower part, and the image of Siva dancing and his accompanying
goddesses in the circle above. ‘I'heir dancing limbs emerge from and are bathed
in deep shadows ; shadows underline also the foaming scrolls of the archivolt and
have settled in the Makara’s jaws, its issuc and riders as well; their repeated images
flank the extrados, whereas the figures, carved in the round, to either side of the
great Simhamukha and the Makaras have broken away.

The extrados of the upper arch and the split and more freely drawn lower
curves, emanating from the mask, and slashing upward, their flat band and
oblique surface conjoined, plain graph and flame edge, cut in one more groove of
line and shadow into the scething mass of modelled shapes.

Behind the shield of the Sukanisi are set on ever receding levels the many
compact, small Srigas. ‘Their volumes too are summed up by those of the Face
of Glory on the apex of the Gaviksa.

PLATE XLVII, SUKANASA, FROM S.E.

Nilakanthe$vara Temple, Udayapur.

‘That the Sukaniisi is a blind, is scen in this side view where its marginal
convolutions extend, detached from the body of the building, and their flaps partly
cover the two superimposed miniature ‘shrines’ carved at its back. This is peculiar
also to the Sukanasikis (Pl. XT,V) but there the antefix closely adheres to the
curved body of the Sikhara whereas the great Sukaniisd in the East is the ‘fagade’,
extended upwards of the Antarila, the antechamber or porch of the Garbhagrha.
The Antarala acts as the narrow passage from Mandapa to Garbhagrha (Fig. on
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p. 256) ; in the ground plan it is the incision which separates, and at the same time
connects, Mandapa and Prasada. Here it has a superstructure of its own, a keel
vaulted body which juts out from the Sikhara. The sides are cncased in a five
storeyed mansion (PI. XLIX) in which the image of Siva is displayed in many of
its forms and flanked by attendant divinities. The two upper storeys of this
celestial mansion are shown on Pl. XLVIII. The ridge of the keel shape is capped
by a massive ‘covered’ passage which leads from the Kirttimukha to the central
offsct of the Sikhara and links the mask, to the building. The chessboard pattern
on the walls of the passage is overcast by shade from the canopy or cornice so that
the drama enacted there, in light and shade, responds to the more substantial
engagement of contesting warriors carved in high relief below the chessboard
pattern. ‘They have an ancone fillet as their base and must be imagined as the
continuation of the figures carved in the round and come forth from the mouth of
the Makara, out of the pouches of the Face of Glory.

The roof, in three tiers, of the mansion of the gods, on the side face of the
Sukanisi, is replete with a web of Gavitksas of which the unit is a major Gaviksa
with the ends of the extrados curling outward on the apex, and a minor Gavaksa
inscribed in it and linked by its extended apex to that of the larger Gaviksa. “Three
openings or deep holes are thus within the betel leaf shape of the major Gaviksa,
round patch of darkness in the centre, and the two halves of the remaining part of
the major Gaviksa, forming foils in the tracery of the tympanum,

The same pattern-making division resulted in the shape of the unit of the all-
over tracery of the Latis of the Miuillamadijari (P1. X1.VI); there the conduct of lines
is more staid ; the foils are placed horizontally,— they are balanced by the vertical
‘clasps’. Here they are gathered in flamboyant bundles.

The central offset of the small Srigas consists of a series of the flamboyant
Gavilksa units superimposed in diminishing size (Pls. XLVIII, XLVI, XLIX).

The conglomeration of volumes as shown in this Plate is not ordinarily seen
from the ground. It is a partial view (cf. Pl. XLIX) in which heterogeneous
shapes in juxtaposition are subservient to the up-rush of the Sikhara, speeding
towards the summit.

PLATE XLIX.

Side view (from the South) of the superstructure of the Antarila;
Nilakanthesvara Temple, Udayapur.

The multiple profiles of the lowermost part of the superstructure run conti-
nuously around the entire building, from the Prisida on the left to the Antarila;
they are carried over on the Mandapa which projects at a deep right angle. The
five storeyed mansion of the gods rests, in each of the storeys, on pillars only. In
plan, such a building, with its broad middle projection on each side would conform
with th:z Prisida Nandighosa, illustrated p. 252.
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PLATE L. KIRTTIMUKHA, THE FACE OF GLORY
\ Nilakanthesvara Temple, East; Udayapur (cf. Pls. XLVII, XLVIII).

~

The mask is set against the tracery of the middle ofisets of the Sikhara, It
is the ‘charioter’ of the Vimana, its driving power.
‘The upper part of the mask is damaged.

PLATE LI. EASTERN HALYF OF SOUTH ENTRANCE TO MANDAPA

Nilakanthe$vara Temple, Udayapur.

The balcony which affords the entrance is the large projection (bhadra; $ila)
in the middle of the Southern part of the Mundapa. A similar pillared hall provides
an entrance from the North while the main cntrance in the East is of the same
kind.

Steps lead up across the mouldings of the projecting base (Padma, etc.) with

their enrichments. The Vedi proper, the main portion of the vertical walls is
underlined by a dwarf railing between holdly projecting fillets (pattikii; giri
patrika of the Rijasend or Senaka), above and below, which add their dark lines
of shadows to those of the base. The Vedi, a railing of square pillars, is enlivened
by the images of attendant goddesses carved in high relief from the intervening
slabs. The coping (asana pattaka) of the Vedi is set with knobs which are minia-
ture roofs of comical shape ; their finial emerges from a broad Amalaka. (No such
roofs have as yet been found on any buildings. They resemble the conical roofs
of a Srikoil of the Malabar Coast although these lack the cyma profile of the cone
and are without the Amalaka. The slanting back of the seat (kaksisana) juts
out from the vertical wall, and runs above the Vedi, from the entrance along the
walls of this balcony-hall (Fig. on p. 256); it has the shape of a balustrade in
which pairs of beaded uprights are set in the spaces between the carved stone-
planks.
The upper portion of the balcony, called Candrivalokana or ‘beautiful look
out’ has its ceiling supported by squat pillars, differing in diameters, Their shafts
(stambha) rise from the seat. They are round towards the top. The capitals,
(bharana), a series of widening rings, are round, whereas the squarish bulk of the
bracket capitals ($irsa) restores straightness to the walls of the Candrivalokana.

Chessboard effects of plain surfaces cut in right angles, form the ground of
some further enrichments (the Gaviksa band in the base, etc.).

PLATE LII. INTERIOR OF MANDAPA AND ANTARALA LEADING TO THE
GARBHAGRHA

Nilakanthe$vara Temple, Udayapur.

The image of Nandin, the pillars, their carvings and corbels, the carved door-
way, the intercolumnia and door openings, impregnated with light and darkness
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and the scent laden atmospherc are part of the compacted interior of the
temple.

The two pillars of the Antarila, placed between the pier like ‘wall-pillars’
(kudya-stambha) are shown in this Plate; also part of one of tlic 4 main pillars of
the Mandapa (on the extreme right).—The Ekamukha sheath of the Linga belongs
to a later age.

PLATE LITI.  INTERIOR OF MANDAPA AND ANTARALA ; LEFT OF ENTRANCE TO
THE GARBHAGRHA

Nilakanthe$vara Temple, Udayapur.

One of the main pillars of the Mandapa, a pillar and wall-pillar of 'the Antarﬁla
and the vertical surround of the entrance to the Garbhagrha are seen in this Plate.

‘The hall pillars are square at the base (2°9” square) and up to more than half
the height of the shaft (5’ 6”); the octagonal part is 3’ 8” high, the circular section
only 1'3”. The transition from the square at the root to the circle on top, with
an intervening octagonal section is the rule in mediaeval pillars. The change over
from the static to the dynamic architectural form has its corresponding images
in the chapels carved in the four directions on the lower part of the shaft and the
racing circle of exultant Ganas in its upper part.

The bells on their chains, on each second face of the octagonal section, transfer
to pillar, stone and wall, the shape and direction of the metal bells hanging from
the roof of the Mandapa. On the pillar, the bells hang from the mouth of the
Kirttimukla. This is how their sound is imaged. Cf. the pillars of the interior
with the corresponding wall section, P1. XLIV.

The octagonal part of the shaft of the pillars is clasped by a belt of flying
figures; high triangles rise from it across the scries of rings of the round portion
of the pillar.  Their shapes prepare the mouldings of the round capital (bharana),
thence issuc the bracket capitals, Hiragrahana (?) and Sirsa, with their gusts
of flying Ganas. Their carved images are the ‘outcome’ of the architectural
potency of the brackets; they uphold the weight of the superstructure—above the
pillars, as it were. It does not press down and the shafts stand, it would appear,
free of it. 'The Ganas whose shapes are fitted into those of the brackets and corbels
are not caryatids. They fly horizontally from the bulk of the capital into space and
appear to communicate the weight above them to the space around them. The
effect of the soaring bulk of corbels and bracket capitals is supported by the pillars
whose base and shaft are modifications of their vertical shape ; the base projects but
little from the square lower part of the shaft against which are carved shrines each
housing an image, Thus the base does not spread on the ground ; its mouldings and
carvings form the prelude to those of the shalt and capital (see also the “‘wall-pillar”’
or pilaster).
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PLATE LIV. GOMEDHA AND AMBIKA

Tutelary Yaksa couple. Jain image. Candpur (24° 30’ N 78° 19’ E)
near Jhansi, Twelfth Century.

Dynamic pedantry geometrises the panel of the relief by subjecting its carved
volumes to a linear discipline equal in zest and rigour. Modelled continuity,
though expansive in parts,—the faces in frontal view, the Vaksa’s chest, is but
a ponderous residue of an once gracious and fulsome tradition. Now the volumes
which had held the Breath of Life have the shape of objects, cylinder, coues, ete.

The stem of the tree in the middle with the image of the Tirthankara
Neminatha and the symmetry of vertical parallels of the upright chest-head-crown
of the two tutelary divinities, their right hands holding the citron, and ‘the child’
—the two sons of Ambiki-—on the left, have their balance in the horizontals of the
base, the left leg of the images, the left arm of the child, the width of the chests
of the images and the foliage of the tree.

‘The diagonal themes are indicated by the right legs and partition the relief
panel as rigorously as is its orthogonal order. This geometry is also applied to
the shape of the single figures and is as perspicuous in the zig-zag of the body and
limbs of the child as it is in its physiognomy.

The geometry of the relief panel employs for its units, conical or cylindrical
shapes such as those of the heads, of the hands and citron, the limbs, stem of the
tree, etc. Graded in planes they lead into the depth of the panel.

PLATE LV. PRATIHARYA

Upper part of a Jain image ; Detached sculpture, near Jain temple on top
of the hill, Deogarh (24° 32’ N. 78° 15’ E), Tenth century.

A celestial spirit beating the drum (divyadhvini) which is one of the
Pratihdryas or miraculous appearances carved on the slab of the imuge of a
Tirthaiikara hurls himself down, succinct as a drum beat.  His body soars above
the drum. Serenely the face smiles and the arms pause broadly open, while the
sound of the drum reverberates in the modelling of the heads of the elephants, their
trunks and the volutes of plants and ‘swans’ as the carved music of the sphere under
whose lotus canopy is the place of the main image of this slab.

PLATE LVI. LOWER PART OF THE IMAGE OF A TIRTHANKARA
Near Jain temple on the hill, Deogarh, c. Tenth century.

On the rigidly symmetrical pedestal of this :qeutcd image rest its legs, crossed
in ‘padmisana’, or ‘Lotus posture’. Their horizontal volumes are supported by
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They are neatly placed beneath the horizontal
plane of the seat which has a lotus carved on it, and at a right :}nglg, an ornate
cushion and the circular cloth laid over the edge of the throne. Their crisp and
meticulous ornamentation sets off the smooth volumes of limbs and lion emblems
of the relief. The swinging curve of the cloth, in the vertical plane, is reabsorbed
into the sculptural structure of the image by the rounded weight of the cushion
and the limbs that rest on it.

those of the lions forming the socle.

FART LVII. IMAGE OF A (TIRTHANKARA

Candpur, 11th-12th Century

Its iconometry, and the accidental life encrusted on the stone by fungi,
constitute to-day the impressiveness of this broken image.

Calm and widely spaced, the image is competently carved but lacks any
further qualification as work of art ; the petals of the lotus halo are without radiance,
without fragrance, but as accurate as are the finicky carvings of the round lotus
cushion seat.

DPLATE LVIII. NANDIN AND SIVA-GANA
Fragment of image carved in the round. Candpur, Twelfth Century.

Tinkling bells, beads and locks, arches of cyes and chains are laid on the
curved planes of the body of the animal and the child that clings to it. Its arms
weigh in their balance the power of the bull’s recumbent shape.

The bull is Dharma (‘Visnudharmottara’, 111. XLVIII. 18).

PLATE LIX. PRETA

Detail of fragmentary image, outside the Malide Temple, Gyaraspur,
Gwalior (23° 40’ N. 78° 7' E.), Tenth Century.

Ghouls, marching or dancing to the side of the main image surrounded by
serpents coils, are carved in superimposed rows in one of which Pretas, each
carrying a weapon, show the glee of disembodied souls.

Not the gruesome cmaciated skeleton as that of Camundi (P1. XXIX) but a
more comfortable degree of decomposition distinguishes these dancers of death as
acolytes of a power beyond it. In the images of Bhitas, Pretas, Pidicas and
Vetalas (cf. ‘Manasollasa’, 11, II1.1. 809-11) who are in due order : “‘those who
have been” (bhiita), ghosts of the departed ; “those who have gone hefore’ (preta)
and whose obsequial rites have not heen performed; filthy fiendish goblins, and
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spooks who occupy corpses mot their own—emotions are given expression
lugubrious and ludicrous shapes which are redcemed by their rhythm,

PLATE LX. $SALABHANJIKA

Fragment from Harsiddhi Temple, Candravati (Jhulawar, Malwa;
¢. 25° N. 76° E.), Ninth Century.

Viewed against the sculptures of Khajuraho, this figure® and also other images
(Pls. LXI, LXIII, LXV) belonging to temples situated at about the same latitude
but further west, and as far as Kotili State in Malwa, appear stern. The high
strung elegance of Candella sculpture is absent in the sculptures of the western part
of central India (including Gwalior and also Malwa) as it is also from the sculptures
to the cast of the Candella «chool (Pls. XXXIN-XLII) and from the suave Eastern
Indian school whose influence extended as far as Sarndth (Pl XXXVIII). The
same components however are fused here as in the Candella school, but the
modelling is never as taut and the linear tension never as acute as it is there.

From Siva temple in Ramgarh, Kotal, Malwa, ¢. 1000 A.D.
Dark buff sandstone.

Four Viminapilas, each at a cardinal point, were placed below the Amalaka,
around the Griva or Neck of the Temple Pillar on the Skandha, the shoulder
course, of the Vedi of the Sikhara.

The names of the four Vimanapilas are Nyuksa, Vivasvian, Mitra and Ksatta
(Vaikhanasigama, VIII). Vivasvan and Mitra are names of the Suns, the Adityas,
——south and west of the Bralmasthina in the Vastupurusamandala—Ksatta is
Brahmi and Nyaksa means ‘whole’.

The four heads below the Amalaka of the temple are known to-day in
Rajputana (Osia, for example) under the name Brahmamukha. Brahma is situated
in the Skandha of the temple (‘Agnipurina’, LXI, 27).

Different figures in the various temples of India fulfil the functions and hold
the place of the Viminapilas. The head on Pl. LXIT is that of a Rsi—the seven
Rsis, according to ‘Nirukta’, XV. 37 are the ‘rays of the Sun’ - its countenance
however, turbaned and- bearded, belongs to the people of the country and is cast
in a heroic (vira) mould.

*Cf. JISOA, vol. I. PL XIIIL
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PLATE LXIT.  $IVA TRIPURANTAKA-MURTI

Ome of the three main images of Siva in the Ghanadvira of the Bhadras
at the cardinal directions ; Siva Temple in Ramgarh, Kotah, ¢. 1000 A.D.

Siva is the ‘Ender’ (antaka) of the Three citadels (Tripura) of the Asuras.
They had been built by Maya, of gold, in heaven, of silver in mid-air and of iron,
on carth. At the end of their time, it is said these citadels would unite into one
and should be destructible with a single arrow.

The 10 armed image of Siva, on Pl. LXII, is shown dancing after the total
and simultancous defeat of the Titans in heaven, on earth and in the mid-region.
Siva, the universal, all filling God holds high his bow—the Vedas; Visnu is his
arrow. To the right of Siva, Ganesa, his small son, takes part in the dance.

Although the image—a very high relief and partly carved in the round—is
badly damaged, there is triumph to be scen in the calm face and in the bow wielding
arm of the dancing God, and sovereignty in his crowned head thrown back and
looking upwards. This movement is echoed in the convoluted mass of Ganeéa,
but the rest of this very high relief is sculpturally inert, without Sattva-guna and
perturbed by the Rajo-guna. The dancing legs are correctly placed in the Svastika
(1) and the Kuficita pose (r) (‘Kasyapasilpa’, LXVII, 28), but fail to convey the
movement of the dance.

The fragmentation of this sculpture due to its heing damaged is intensified
by the deep shadows of the photograph which on the other hand strengthen the
power of the oblique movement of Siva’s head.

PLATE LXIII. APSARA

On the wall of the Siva Temple in Ramgarh. ¢. 1000 A.D.

The forced, double bend of this dancing figure, playving ball, shows the
image with its scanty loin cloth, loosened and slipping down, akin in its nakedness
to the images of Yaksis of the Kusina age. The weighty body in its movement is
upheld by the horizontal profiles of the wall against which the figure leans; its
main horizontal divisions, at the joints, are underlined at the height of neck and
shoulders, hip and knce by the fillets of the wall; figure and wall conform in their
articulation ; the lateral, excessive deviation of the Apsara from the vertical cuts
across the edges of the offset at lier back, relates her movement to wall surfaces
further back in depth and of greater width so that the image is related to the whole
buttress across which the waves of her wilfulness are staged.
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PLATE ILXIV. APSARA

Bracket figure of the roof, inside the Mandapa, of the Siva Temple
in Ramgarh. ¢. 1000 A.D.

Jutting out from the lateral vault of the roof of the Mandapa is a corbel made
of a four-armed, squat Gana figure. It is part and support of a strut in the shape
of a dancing Apsard and her diminutive companion of rav’ :hing clegance, postured
below her raised leg. The figure follows the architectural movement; it fits into
the ribbed vault and has its highest projections where the jeists pass behind its
pliant shape.

The Apsara has her body—of a rampant lioness—-wreathed around her axis. It
is weighted on both ends, above is her large head and below is the contracted shape
of the Gana. In this way it is demarcated against the thin ribs of the vault whose
curves are also those of the image. The globes however of head and breasts, bosses
and knobs are set across the brittle, ambiguouns context, palpably, reassuringly, as
halting points in a mother of pearl iridescence of light caught and absorbed by the
carved surfaces of this vault. (Cf. Pl. LXIIT, which illustrates a different and
more compact unity of wall and figure, from the ontside of the sanc temple.)

PLATE LXV. BRACKET-CAPITAL OF PILLAR (PART VIEW)

Mandapa of Siva Temple in Ramgarh, Kotah, ¢. 1000 A.D.

With the roof now missing, the flight of the Ganas on the capital, is in the
open. But in their original context too their figures though forming part of the
capital, are neither caryatids nor Kicakas. Theyv are shown flying across the
air from within the mass of the capital, and seem to have traversed its solid shape
and emerged sturdy and intent on playing their music on flute and conchshell with
their whole being which is made for this purposc. Reservoirs of air, their inflated
bodies and cheeks, air-padded hands, fingers and locks, guarantee perennial power
blowing the conchshell and playing flute. These wind-bags, with one leg tucked
under, the other thrown backward and their second pair of hands raised as they
dive into space, are propelled by a gale which torments the stone, agitates the air
and penetrates both ; they form a ‘rajasika’ image of Akisda, cther itsclf, which is
present everywhere and whose quality is sound.

PLATE LXVI. GANA

Part of bracket-capital in the Mandapa of the Siva Temple
in Ramgarh, Kotah. c. 1000 A.D.

Emerging from between capital and bracket (cf. Pl. LIII), the general attitude
of these Ganas is a diving into space. Pl. LXVI shows the four-armed image in
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the process of emerging from the pillar and part of its architectural theme. Many
of these figures—not shown in these plates—have the face of an animal (for
example in the Duladeo temple in Khajuraho). This belongs to the Ganas, in
Indian iconography.

PLATE LXVII. LINGODBHAVAMURTI

From Harasnith, Sikar, Rajputana (27°37' N, 75° 8" E); second half,
Tenth Century. Central Rajputana Museum, Ajmer.* This image
and the other sculptures from Harasnath are of limestone.

In the universal night a fiery pillar appeared above the waters. Other than
the pillar there was no thing; it had no beginning no end. Brahmi flew into the
Empyrean and failed to reach its top; Visnu dived into the depth of the sea and
failed to find its bottom. The two great gods thereupon submit to its greatness and
become the acolytes of the Ficry Pillar. The Fiery Pillar is Siva ; he reveals himself
in its splendour.

The stele is traversed in its middle by the Fiery Pillar. On the left
Brahmia is seen soaring upwards; he is also seen standing, his sell-appointed
mission unfulfilled, an attendant divinity of the Fiery Pillar. To the right
of the Pillar, Visnu, blowing his conch, hurls himself downward with the same
result; hie becomes an acolyte of the Pillar and his standing image swings in the
same rhythm as the image of Brahmi. The top of the slab, the high region
traversed by the pillar, is a palpitating mass of movement and its shapes are
Hamsa-birds and celestial spirits. The vision of the flaming pillar has been given
form in this image competently though not adequately ; the form is sleek and slight
but succeeds in translating the Fiery Pillar into the trunk of the Trce whose
branches are Brahmai, Visnu and the cclestial host.

PLATE LXVIII. DANCE OF THE GODS IN INDRA’S HEAVEN

Part of a frieze, Harasnath, Sikar, Rajputana, second half, Tenth century.

“Siva, who is joy (harsa) is worshipped on the hill (called Harsa) by the
joyous divine host, Indra and the rest, who praised him”’ (verse 7 of Inscr. of the
year corresponding to 970 A.D.; on the top of the hill called Harsa; ‘Ep. Ind.’
II. p. 125; cf. ‘ASI, Western Circle’, 1910, p. 53). 1In the frieze of the
drumming and dancing gods are Indra, seated on his clephant Airdvata; a warrior
holding sword and shield, and an Apsard. The movement sways and surges to
cither side of a standing god who holds a long lance and seems to have ushered
in before Indra the warrior so that he becomes one of the dancers.

_ *Photograph by a local photographer, with the permission of the authoritics, Central
Rajputana Muscum, Ajmer.
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Indra, enthroned in a posture of case, the right hand raised in Abhaya-mudra
grants fearlessness; his left hand holds the Vajra. Small shapes surround him,
Matali, his mahout, and companion spirits, Marut-like. ’

The elephant’s trunk and the warrior’s legs are interlaced ; the warrior’s is
the largest movement; across the depth of the relicf, he steps forwards into the
line of the celestials. Their dance vibrates, to the stamping of the feet, a suave
tremor free from tension.

“The architect (sfitradhira) of this temple of Sive (Satkarabhavana) was
Candaéiva, the famed son of Virabhadra, omniscient hke Vidvakarman m the
science of architecture” ($1. 43; cf. pillar inscription of the Mandapa of the Purina
Mahideo Temple; ‘Ind. Ant.” XLIL. p. 57 f). o )

PLATE LXIX. THE WHEEL

Part of a carved ceiling; from Harasnith; second half,
Tenth century, Sikar Museum; Rajputana.

The movement of the wheel is in the curves of the swords and hodies of the
fighter spirits active on its rim. The centre of the wheel has the shape of a lotus.
The end of a scarf, a pleated shape, is scen as if rushing through its hub.
Cf. Sudarsana Cakra, Pl. LXX; and ‘Jaim. Up. Brihmana’, I. 3. 5. about the
“total escape from this revolving universe through the hole of the wheel”.

Around a lotus in a circle, figures of many shapes have been shown racing
in Indian sculpture; animals seen and unseen, in the days of Barhut; cf. versions
from Mohenjo-Daro showing movement around a centre whence it radiates.

The style of these figures is close to that of similar fighting spirits in
Khajuraho sculptures (P1. XXIII); their ardour is of the same kind, but its carriers
have less substance, than the central Indian sculptures. Delicate and with the
grace of perfect manners, the sculptures from Harasnith show any theme as their
own, in a compact density of form (Pl. LLXVII), its vibrant animation (P1. LXVIII)
or ceaseless whirling rhythm (Pl LXIX).

PLATE LXX. VISNU TRIVIKRAMA

In Ghanadvira, Harihara Temple, No. 1; Osia, near Jodhpur
(26° 18’ N, 73° 1' E), Rajputana, about 800 A.D.

Visnu, with three strides covers the whole universe. TIncarnated as a dwarf,
Vimana, he had asked Bali, King of the Asuras, for a boon; he wanted only as
much land as to step on. This scene fills the right corner, at the bottom. Then
he takes his strides across all space, a cosmic movement in which the image of
Visnu is a counter-part in its own right, to that of Siva Natardja. The thrust of
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his left leg extends to the ‘“‘Face above’, to Rihu (‘Visnndharmottara’ III.
ch. LXXXV. 53-57).

The images of Sri and Pusti (destroyed) link the the image with the architec-
tural enrichments,

The early mediacval relief, if compared with the sculptures of the subsequent
centurics, has the compact power of a ‘primitive’.

PLATE LXXI. SHRINE NEAR SACIVA MATA TEMPLE, OSIA

Near Jodhpur, Rajputana; c. 1100 A.D.

This small Priisiida is a model of clarity in the disposition and proportion of its
architectural theme: (1) The socle, (2) the threefold horizontal division of the
wall; its Vedika, Jangha and upper part, from which springs (3) the full curve
of the Sikhara, repeated by its offsets in continuation of the vertical projections of
the wall. ‘The Bhiimis with their square corner Amalakas and the large crowning
Amalaka are balanced in the architectural composition by the pediments above the
‘shrine’ of the Parévadevati on the Bhadras, and the large pediment in lieu of the
Sukanisa over the entrance to the Prisida.

The Gaviksa net of the three inner offsets of this Paficaratha-$ikhara, has its
meshes assembled in a well knit pattern; its ‘centre pieces’ give definition to the
diminishing Bhiimis, on the edges of the superstructure. Each Bhumi is clearly
demarcated while all arc united in the simplicity of this monument. The curve of
the superstructure appears continued in the opposite sense by the proportionate
projections of the socle; convex in the Sikhara, it is seemingly concave along the
edge of wall and socle; this effect is strengthened by accompanying shadows (on
the left of the Prisada).

PLATE LXXIT.  DEVATA; BROKEN IMAGE

From the Nilakanthe$vara (Guneévara) Temple, Kekind (near Merta,

QRS OHH X AR, Lothvper, Rajpatana. Tenth Cenvary.

Jjewelry, and their massing together in light and shade are qualities of Rajputana
A compositional movement of assured richness is accompanicd by long stretches
of dull modelling. An adroit commingling of detailed shapes, drapery, girdles,

sculpture which find full scope in monumental architecture and the images carved
on its walls.
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PLATE LXXIIT. PILLAR; PART VIEW
Nilakanthesvara Temple, Kekind. Rajputana. Tenth Centurv.

The brimming vase (Piirna-kumbha ; ‘Atharva Veda', 111, 12, 8; XIX. 53. 3;
Kumbhalati, ‘Silparatna’, XXVIII) with scrolls and pearl garlands, ](irttimukh:\z
scroll devices above, and Sirdila-scrolls on top, add their meaning, power and
beauty to the square and faceted section of the pillar. )

Precision and vitality wre in each of the clear cut shases from the lotus petals
right at the bottom. Emphasis is given to the edges, where cascades of parallel
and similar forms act as stages of one movement of outpourine from the brimming
vase.

PLATE LXXIV. UPPLR PART OF PILLAR
Nilakanthedvara Temple, Kekind, Rajputana, Tenth Century.

The transition from the octagenal to the cireular section of the pillar is effected
with carved chains. Part of the surface of the piilar is left rough with ¢hisel marks;
the smooth ground, the colouristic carving with its hlack shadows, and the modelled
rhythm of the ring of flving Vidyiidharas are some of the possible transformations
of the shape of the pillar, into the sculpture of its several parts.

The pattern of the flying legs encircles like o cord the round body of the pillar :
the fillet on top of the Ganas is a simple shape; between these two rings are their
raised swords and arms with ‘ardha-siici’ and ‘patika hastas’, and the richer
context of their sturdy little bodies and round heads.

PLATE LXNXV. HAMSAS AND LOTUS

Part of a carved ceiling. Nilakanthesvara Temple, Kekind, Rajputana.
Tenth Century.

Tuxuriant in the fulness of their shapes are the lotus plant and the birds in
their triangular compartment which they fill to perfection, as parts of & monumental
rhythm that swings in the cirele on whose rim they rest.

PLATE LXXVI. MANDAPA

Half broken ; part view, Somesvara Temple, Kiradu (near B:l.rmcr, 25243 N
71° 23 E.) Jodhpur, Rajputana, 1148 A.D.*

The slab of the beuch (isana) on which lies the f}ﬂ] light of the sun, was
originally shielded from it by the back of the seat slanting outwards.

*H. C. Ray, ‘Dynastic History of Northern India’, vol. I, p. Q26.
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ingi f the
Above the level of the back of the seat apd up to the swinging curves o
bracket capitals all architectural shape is within carved surfaces. The figures and
their composition are subordinated and belong to the architectural shape to the
same extent as their meaning in each detail, forms part of the whole temple,

PLATE LXXVII. UPPER SECTION OF A PILLAR
Kiradu, Jodhpur, Rajputana. Twelfth Century. 4

The theme of the circular section at the top of the shaft of this pillar is made
of ring and modelled shapes. :

In the upper row are Kirttimukha and Mukta-Varila (‘Samaringanasiitra-
dhara’, LVIL 958), the latter forming, each time, a pearly bridge between the
architectural mouldings, while the deep slits and dots in the Face of Glory have
their continuation and flame in the design of the carved moulding above,

The impetuous and disciplined upward rush—it has an oblique rhythm here
—of the various hosts of Ganas or Vidyadharas in the lower row, and other similar
groups (Pl. LXXIV), are amongst the ‘minor themes of mediaeval temple sculp:
ture in which is canght the movement in the atmosphere and the steadfast agitation
in the heart of the Bhakta.

PLATE LXXVII1. ““IN THE JAWS OF THE MAKARA"

Part of bracket-capital of a pillar, Kiradu, Jodhpur, Rajputana,
Twelfth Century.

The rotation of the grinding upper jaw of the Makara is given shape in a
sculptural ‘architecture’ of arches beset with teeth and spiky frills. Wedged
between teeths and jaws, a warrior holds himself erect with sword drawn, ready to
smite the monster’s proboscis. Its flaming eye glares at him; so do the scrolls
activated from wavy fin and curly necklace; their threatening shapes are ready to
assail.  The entire machinery of this monster Makara architecture,—though
damaged,~—is in full working order. The monster’s eye is met by the unperturbed
cgg shape of the hero’s head.

PLATE LXXIX. YOUTH CARRYVING A QUIVER OF ARROWS
Fragment from Kiradu, Jodhpur, Rajputana, Twelfth Century.

The wide sweep of the chest, its volume coerced by a pleated scarf, the elegiac
bend of hiead and torso, the sweet apprehension in the broad blank face, the slow

#On loan in the Victoria and Albert Muscum, South Kensington, London., Photograph,
Indian Scction, V. and A. Museum.
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caress of the curves over graded planes, and the quick rhythms of shadows belong
to the complex structure of mediaeval sculpture in Rajputana.

PLATE LXXNX. BHISMA ON THE Ri.) OF ARROWS

Carving on a ruined temple, Kiradu, Jodlhpur, Rajputana,
Twelfth Century.

In the **Great war”’, Bhisma, the Dreadful, the self denying, devoted and wise,
son of the holy Ganga, was pierced by innumerable arrows from the hands of
Arjuna. Mortally wounded and sinking from his chariot he was upheld from the
ground by the arrows and lay as on a couch of darts. He had the power of choosing
the time of his death; he waited till the sun had crossed the vernal equinox. In
these fifty-eight days he delivered the discourses which are known as the Book
of Calm (Santi-parva) and the Book of Precepts (Anudisana-parva) of the
Mahibharata. /

The deadly arrows which form Bhisma’s death-bed appear at the same time

as shafts of light, and rays,—for the weapons are made from the body of the Sirya,
the Sun.
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THE HUNDRED-AND-ONE TEMPLES OF THE
‘VISNUDHARMOT'I'ARA’

The Hindu temple had been fully given shape betwcen the eighth and the
twelfth centuries. In its leading types are compacted many orms of buildings
Fach temple is an exposition of metaphysical knowledge and at the same time a
potent residue of the shapes that had gone to its making. While it is the extended
universe in a likeness and the form of the way that leads beyond it, it is also the
collective shape of its own history.

The residual quality of the structure has preserved many shapes of carlier
temples and also of different buildings while others were by-passed or superseded.
Those d\vhich became integrated were compacted, abbreviated and variously
adjusted.

Neither the temples in existence nor the groups of 20, 45 or 64 varicties of
Nigara and other temples, and of 96 Dravida temples of which Vistuvidya treats
consistently, represent all the varieties of the Hindu temple. Those preceding
the beginning of the present era and the many which must have heen erected in the
first centuries of the first millennium, are known to some extent from their repre-
sentation in—Buddhist—reliefs, etc.

The ‘Visnudharmottara’, 1. chapters LXXXVI-VTII, gives a genealogical
survey of the shapes of the temples at the time of its compilation, after the seventh
century, at an age when the fully compacted Hindu temple emerged.  The last of
these chapters treats of the proportions of the general type (Simanya Prisida) of
which 100 different shapes are described in chapter LXXXVI while one temple
only, the Sarvatobhadra, forms the subject of chapter LXXXVII. The norm of
proportionate measurement differs from those of the Nigara temples compiled in
Chart 1 (p. 232A), the terminology too is partly different. The hundred and one
possible shapes which followed the norm, are described vividly and grouped
morphologically in eight main families.

The Simianya Prasida (Ch. LXXXVIII) is divided in three equal parts, in
its vertical section. They arc: Jagati (Vasudhi), the socle or platform; Kati, the
wall, and Mafijari, the superstructure. Other names of the third and topmost part
of the temple in the V. Dh. are: Talpa, Kiita, $riiga, Valabhi and Sikhara. But
for the last term, the various names refer to temples forming the first and the
second group within the 100 temples.

The Simanya-Prisida is set up on a square of 64 parts. On this Vistumandala
the several zones of the plan of the Prisada are apportioned according to a module
which is given by the height of the door. The width of the Garbha is 9 /8ths of
this, which is also the height of the Kati. The Jagati (Vasudhi) projects from the
Kati by half its height (9/16ths of the height of the door). The Vistumandala
is thus not divided according to the number of its parts. These give only the
frame in which the plan of the Prasida is laid out. A considerable margin, l_t seems,
was provided by this apportionment, for it is enjoined that the Jagati should
neither be too narrow nor too wide (verse 9).
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Scven-cights of the height of the door is the height of the image. Two-
thirds of it are assigned to the image proper and one-t'h_lfd t? its pgdesta!.. Tllese
proportions are identical to those of the ‘Brhat Samhita’. The triple dx’wsnon of
the total height of the temple had also been mcorpopted in Varz{hg:mlura s Norm,
This does not imply that the V. Dh. precedes the ‘Brhat S:lm%ut_a . Its standarc}
norm however was known to Varahamihira, It is clothed in the ‘Visnudharmottara
in a great variety of shapes (cf. ‘Bhavisya Purina’, I. CXXX. 18). ) ‘

The height of the door, it is repeatcdly stated in the V. Dh., is double its
width." This too is in agrcement with the norms of Chart 1. The height of the
door however as module of the building was not generally accepted in those Sastras.
Excepting the ‘Garuda Purana’, 1. XLVII. 14-16, it is not included in their several
norms of the 20 Temples.*

The correspondences of the proportions in the plan, to those of the vertical
scction of the temple, are also given diflerently. Several possible proportions
of the door and the temple are indicated. The door which measures 4 of the
Garbha is said to be auspicious and also the door whose height is 34 of the height
of the Prasada.

Amongst extant buildings, few scem to conform with the threefold division
of the height and those that do belong to two widely distant countries ; the temples
of Kashmir, of the cighth and ninth centuries, are relatively nearest to it; a
high socle, the walls and the superstructure are the main parts of these temples,
which, moreover, have four doors. Another group of temples, in Mysore, is known
as Hoysala and is about three centuries later.

THE FIRST GROUP. The several groups of temple shapes built on the basis
of this norm are headed, in the first group (LXXXVI. 1-14), by the temple
Himavin. Its superstructure, corresponding to the Maiijari, the ‘shoot’, is spoken
of as Talpa or Kiita; its tapering shape has threc storeys (bhamiki); they are
separated from each other by recesses (uccheda), wherein are placed, presumably
at the quoins, square Amalakas. Each recess has for its enrichment a garland of
lions (Simha-mald). The Bhumikis have the shape of Bhadrapithas; they have
several mouldings or courses. The temple has 4 doors, steps leading up to each.
The gate house (dvirasobhi) of the temple Himavan had also a Kiita; Amalakas
were placed in its first recess.

If the Kata has only two storeys, the temple being in other respects similar
to Himavan, its name is Milyavan.

If the Kiita is without any recess and ascends in an unbroken line, it is called
Sriiga; a temple having this kind of superstructure is called Srigavan.

This first group of temples is differentiated according to its superstructure.
Tt has three or two Bhiimis or none; in the last instance its ascent is unbroken.
This tapering superstructure is called Sriga, in the ‘Visnudharmottara’,

' The height of the 3 doors of the temple Triguna is however three times the width of

cach (LXXXVI. 32-33).
? ‘Dvaramina’, the measure of the door as module of the temple, has therefore not been

included in Chart T.
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g SECOND GRoup.  The temples of the second group (verses 1_4-‘20) have cach
a Sriiga for their superstructure; they are like the temple_S.mgn‘vm l,)ut‘ are dis-
tinguished by having one or two Meklalis, each. Mekhald is a ‘zone’; its parti-
cular connotation here is not given. The distance of the Mekhald, its ‘gati’, from
the walls of the shrinc is however one-cighth of the Prasida (verse 24). This is
considerably less than the Jagati. The width of the Mekhali—in ch. LXXXVII---
is one-third of the stair, i.c., a twenty-fourth part of the total width of the building.
Mckhali is thus a zone of varying width surrounding the Kati. Two Mekhalas
may mean that the Jagati is built in two steps so that one zone surrounds the body
of the temple at a lower level than the other. A Prakira or enclosure wall may be
placed as a Mekhald (LXXXVII. 3).° Nisadha and Vindhya are amongst the
names of these temples and also Grha. The latter has one Sriga and one Mekhala.

THE THIRD GRour,  The third family of temples (verses 21-46) adheres to the
triple division in the vertical. The Kati retains its name and position. Instead
of the Jagati however it is now the Mekhald which forms the lowermost third of
the structure.  Another substitution is, it appears, of greater significance. The
Kita is replaced by a Valabhi.

The first temple of this lamily is itself called Valabhi. Valabhi denotes a
pitched roof having a ridge (prstha).  Its slepes are on its four sides- -it is a hipped
roof—or on two sides only. On the ridge, three Amalasarakas are placed.  Attic
rooms (garbha) or dormer windows (candrasila) are on either side of the ridge.

The temple, called Valabhi, is rectangular in plan, its length being thrice
its width.

The temples of this group have each one Mekhald, the number of their doors
depending upon their lengths. The latter is not fixed; it may be as one desires.
Correspondingly, one of these temples is called Yathesta, ‘“As you like it’’. Therce
are many small chambers (garbha) in its Valabhi,

Some of these temples have a door in cach direction ; others have three doors
and, if the height of this particular temple is thrice its width, its name is “I'riguna’.

The description of the Valabhi temples corresponds to the well-known early
relief representations in Siafici, ete., and also to the shape of the Bhima Ratha in
Mamallapuram. [t is however not possible to ascertain whether the slope of the
Valabhi of these temples was curvilinear as it is in the above reliefs, ete., or
whether their slope was straight as it is in buildings of the Malabar coast.

To this group belongs, amongst cthers, the temple called Sikhara. It is
described as having one door, its Garbha is enclosed by walls : it has no (distinet)
lateral Valabhis, all its faces are commected (samyukta).

The temple Kuiijara has to be noted for its destination; it was a temple and
also a residential building for Turaga Brahmiciris,

* Mckhald in the ‘Samaranganasiitradhara’ denotes a monlding of the Vedibandha ; and
also above the Janghda (LVII. 20-7; 65, cte; XLIX, 18). Kapotili and Mckhala are
synonyms (cf. 64 and 26, ctc.). XLIX. 18, speaks of the Mekhala between Maiijari amld
Stambha, i.c., between the pilasters and the superstructure. It has windows ; or the Mckhala
is in the Vedibandha and is described as decorated with dormer windows (candragala . LVII,
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The temple Kuiijara, whose name is also amongst the Twenty Temples, is
here described as a Valabhi structure,

The main and primary shapes of temples are represented by the first three
groups, of which the first two belong together. The one shape is that of a square
temple having a one-pointed or peaked roof, while the other kind of temp,]:a has a
ridged roof (Valabhi). This type of temple is not listed amongst the 20 Tenrples
of the ‘Brhat Samhitd’. The *Matsyapurina’ and particularly the ‘Visvakarma-
prakisa’, include it under the name Valabhicchanda amongst the Twenty Temples.
The V. P. describes it as having three Sukanasis; the V. Dh. speaks of three
Amalasirakas.  This particular temple, Valabhicchanda, is the first of the
rectangular temples in the list of the 45 temples. Incorporations and adjustments
of certain types by the different schools may be seen here; a transfer of names of
the temples was however, it appears, resorted to only at a later phase in the forma-
tion of the various schools of architecture.

T FOURTI GRoue,  The fourth group of temples (verses 47-77) is more
complex than any of those preceding it. ‘I'hese temples have a tapering super-
structure in two storeys, like Milyavin of the first group, but instead of being
peaked, the roof is ridged.

The Valabhi of group three appears placed on top of a building of group one.
These buildings are related to extant temples, such as the Nava-Devi temple in
Yagesdvar (Almora District), the Vaital Deul in Bhuvanesvar, and the Telika-
mandir in Gwalior. The ridge may be breadthwise (iyati) or the Valabhi is placed
at a right angle (tiryak) to the fagade of the building. The former type of temple
is called Bhadra, and the latter, having the entrance on its narrow side, is known
as Dvarapala.  The temple Gandhamidana helongs to this group, and also the
temple Guhd, which is oblong in shape.

Two temples of this family moreover embody in their plan their iconographic
function. “These are the temples Kamala and Garuda.

Kamala is a Trikata temple, it has three Bhiimis in its superstructure—like
Himavin—and an Amalasiraka which implies that its point is peaked ; its Valabhi
is not mentioned.* The Prisida Kamala has eight Garbhas and doors in the eight
directions. Tt has one Mckhala.

Garuda is a rectangular building ; it has no Valabhi in the Tast, its entrance
side, but its shape there resembles the temple “'uraga.  Attached to it and raised
from its high Jagati are two small lateral shrines, having ridged roofs and facing
North and South. The ridge of the main building is from East to West and that of
the small wings or lateral (pirfva-Prisida) shrines, from North to South.

The cight-fold and the triple temple have each their particular dedications.

THE FIETIE GRour. The fifth group of temples (verses 77-81) are most parti-
cularly Lifiga temples, not only because they house a Linga (as the temples of the

*1f it had a Valabhi it might have had the shape of a dome in cight sections. The three-
storeved superstructure would have been crowned by an octagonal dome and an Amalaka
above it.  Cf. the temple T'rivistapa, S.S. LVIIL. 702-706 ; it has cight Garbhagrhas and four
V'alabhis.
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second group also, verse 19) but because they themselves have the shape of a
Linga. They would thus be circular shrines; one might think of the Maniyar
Math in Rajgir. These shrines have from one to three Mekhalis, they have a
ridgcdl roof (Valabhi) and one of these temples, called Sarvakita, has a Kata and
Valabhi.

THE SINTH GRoUL.  The sixth family of shapes (verses 82-88) is related to
the third, the group Valabhi. The temple Caturasra, whos: name and description
—of a different kind—are given amongst those of the Twenty Temples, is here
alike to the temple Valabhi, though its shape is square (caturasra); it has
no Mekhali.

The other temples of this group are distinguished by the aksence of doors and
front wall ; they have pillars instead ; temples of this kind should have from one to
three Mekhalis or none. All these temples are like assembly halls (sabhd).
Temples of this type are also known from Barhut reliefs.

These particular ‘hall’ temples however are not the only derivatives of the
third group.

The temple Caturasra too has the same lineage. Several of its varieties are
enumerated. They form the connecting link with the following group.

THE SEVENTH GROUD.  The seventh group (verses ©9-100) is of particular
interest.  In it occur most of the names of the temples in common to the ‘Visnu-
dharmottara’ and the lists of the Twenty Temples.

The ‘Visnudharmottara’ begins this group with the simplest tvpe of temple,
called Grha. It is a square, one-storeyed house (grha); Laksmi should be installed
therein. The Draupadi Ratha in Mamallapuram would come near this type if its
roof could be considered as one of the shapes of the Valabhi,” and if the triple
division of the height, in Jagati, Kati and Talpa is not considered binding in this
wroup. The latter indeed seems implied in the description of the following repre-
sentatives of the seventh group of temples in the ‘Visnudharmottara’ of which the
temple **Many-storeyed’” or Bahu-Bhumika is the first. It should have as many
storeys as is desired (yvathesta) and is of the type of the temple Yathesta (verse 42),
that 1s, it has a ridged roof or Valabhi.

While the number of Bhiumis is left to the discretion of the builder of the
temple Bahubhiimika, it is given explicitly in the temples described subsequently.
‘They are 132 in number and their storeys are from 12 to one respectively, Meru
having 12 storeys, 6 sides (usra) and 4 doors. Its description agrees with that in
the lists of the Twenty Temples. It might, however, be thought of as crowned
by a Valabhi.

The names of the temples having from 11 to 1 storey only, are respectively :
Suktiman, Mandara, Parivitra, Alaka, Vimina, Nandana, Paficata, Catus-
kaka, Tribhami, Dvibhiimi and Ekabhami. But for the names of Mandara,
Vimana and Nandana (see Chart 1I, p. 270A) where they are given in some
instances the same number of storeys, the names of this series of temples are not in
the lists of the Twenty Temples.

S Cf. the temple Kamala whose crowning dome shape might have had cight scctions.
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Classification of the temples according to the number of their storevs is the
rule in South Indian Vistudistras. There the one storeyed temple makes the
beginning. In the Nigara schools the 12 storeyed temple leads the list which,
excepting in the V. Dh., is incompletely given.*

If a temple of this kind is circular it is called Saumudra.  Nandin also is a
circular Prisida of this family. Tt is described as having 8 Paricchedas, which
means 8 recesses in its Kata, or 8 Bhiimis, cach recess having Amalakas,

Guharija is described as long, which may mean its plan was elliptical, and
like a cave in shape.”

Vrsa is a circular temple of this group with one unbroken, tapering super-
structure ($rnga). Tt has two Mekhalis. Similar to Vrsa, but of different shape
(akira) are the temples Hamsa, Ghata, Simha and Mandapa ; their names indicate
their respective shapes of swan, pot, lion and hall.  Whatever these may have been,
by name, at least, the temples of the seventh group are represented in good number
amongst the Twenty Temples (Chart 11).

The temples of the seventh group are introduced by the temple Grha, the house
shape, which has a ridged roof or Valabhi. Grha, however is also the name of
another kind of temple (verse 15) whose roof is a Sriiga.  These two prototypal
temples, called ‘houses’ seem to have had the one a peaked roof and the other a
ridged roof,

The V. Dh. does not say whether the tapering superstructures of the temples
of these seven groups were rectilinear or curvilinear.  Its Bhiimis were divided by
recesses and Amalakas were placed there. These temples thus would conform with
‘I'ype IA or also with Type 1I. ‘The Bhiimis however are nowhere described as
actual storeys, or as having their shape. They are not those of Drivida temples.

THE EIGHTH GRoup,  The cighth group (verses 101-111) comprises temples
whose Mandapas are essentially part of their plan. The temple Kailasa heads the
list. Tt has 5 Sikharas, 4 Mandapas and 4 doors.  The Mandapas being in the four
directions, the entrances at the cardinal points, this cross shaped temple would

®’I'he V. Dh. assigns 12 storevs to Mandara, whereas 10 would obviously be the correct
rumber in that list . Mandara has 10 storeys i the Br. 8., and 12 in M.D.

T A temple, called Gubi, belonged to the fourth group (verse 59) ; the temple Grha
however is the first of the seventh group.  The alternative names Guharaja (Br.S.) and
Grhardja in the other carly lists of the 20 l'emples scem to go back to older classifications
of which the ‘Vispudharmottara® has preserved some traces.

sulii, worcover, occeurs more than once in the name and constituticn of the temples in
the V. Dh., Suguha (verse 121) ; and another temple possibly called, and being “I'riguba
(verse 122).

In the description of the temiple Sarvatobhadra (LXXXVIL 10), the small corner shrines
ot the cential Prasada are described as Garbhaguhas and Priisadas.  Similarly, the chapels
of the rampart are the Garbhaguhas of the enclosure (Prikira).

Guhi thus in the V. Dh. is an ‘equivalent of Grha and denotes the Garbhagrha, Its
meaning as Cave is implied in this idemtity. It might, besides, in the V. Dh. have connoted
an ohlong shape.

Kuhara, which means a cavity, may denote an interior opening or also its demarcation
on the outside of the temple. “I'he inner hollow of the Sukanisi, the round niche in which
an image is carved, is a Kuhara.
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have one central Sikhara and each Mandapa would have a lesser Sikhara of its own.
,
The shapes of these Sikharas are not given.*

A temple Trikiita (see the first group) however also figures in this list and the
temple Saumya which has one $riiga.

The main temple of the uUhth group is the ten.ple Rijardja. It has one lower
and wider Jagati which is as hwlx as the knee, below, and 1n addition to. the Jagati
proper, whose height is onc-third of the Prasida. This i is, as usual, alsu the height
of the Kati. The Sikhara is described as having a Kuhara, the ‘cave’ or niche
of the Sukaniisi. Connected with this tcml)lc and foi.ning one consistent
plan, is its Mandapa.  Similar small temples are attached in the four corners to the
main temple. They too, have each a Mandapa.  All these temyples are supported
by the high Jagati; steps lead up to it.

Further combinations of shrines and Mandapas have each their specific name.
The variations are given by the presence or absence of Mandapas in the four direc-
tions, by the presence or absence of Sikharas on the M.nul.lpaq and by the number
of Mandapas or shrines at the bottom of the stepa.

The temple Surardt for example has b shrines in the intermediate directions
and 4 Mandapas in the main directions, cach of these has a Sikhara; the central
Prasida has a Maiijari.

These combined and centrally planned temples wonld (orrespond to certain
Jain temples on the one hand and to the Hoysala Temples of Mysore on the other,
both of which date from ¢. 1100 A.D. onward. The V. Dh. appears to desceribe
sote of their ancestral plans; the hcight of the Jagatd, the existence of two Jagatis,
the shrines ou cichier side of the steps, an approximation to the triple division of
the licight of the temple, all these belong to the temples of the Hovsalas,

Further shapes of temples are specitied (verses 111-123).  Following the eighth
group, they do not form a particular group.  The temple Siminya is conspicuous
by its name. It has one Sikhara.  Another temple is Suguha; it has a Guhi at its
back. [t is followed (verse 122) by the Priasiada Triguna (cf. verse 33) which may
be a misnomer for Triguha : it has three Gunas (Guhas?).  Further combinations
of the various constituent elements are given cach their own names: a pillared
Himavan is called Nandaka (verse 1343), cte.

Chapter LXXXVI of the ‘Visnudharmottara® gives a genealogy and morpho-
logy of the temples in which the main now extant types are not included. It begins
with simple shapes and their combination; certain ancient forms of buildings arce
recognizable.

These form the first, second and third group. There the triple division
in the vertical is lirmly adhered to.  The door, it appears, is an ancient module,
and was superseded in the temples by the main norms (Chart I) which are basel
on the width of the temple or on the height of the image or Linga. It may be
surmised that the door as module had played its part in the construction of houses.

* The term Sikhara, denoting the superstructure, does not occur in the seven precedit
A .
groups. A temple, called Sikhara, belongs to the third group.
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The transformation of house shapes into those of temples can be followed, specially
in the third group. The temples are however not ‘derived’ from the shapes of
houses ; they are on the contrary employed for the purpose of the temple so that by
looking at the temple man may be liberated from all his shortcomings and attain
release (LXXXVII. 6G3).

In their clevation, the complex shapes of the fourth and the following groups
show combinations of peaked roofs and ridged roofs. They form the tapering
superstructure.  The ridged roof (Valabhi) however is absent from the eighth
group which is representative of the temples which are particularly those of the
‘Visnudharmottara’. A whole chapter (LXXXVII) treats of one temple which
conforms with the main characteristics of the eighth group but is of greater import-
ance even than the temple Rajaraja. Tt is complete in its parts and is the architec-
tural shape of its iconography. In this respect the temples Garuda and Kamala
mreceded 1t genealogically.

=2
1

Sketeh of the plan of the temple Sarvatobhadra
(V. Dh. III. LXXXVII)

SARVATOBHADRA. The temple Sarvatobhadra (proportions not *given) is
raised on a broad, square terrace (jagati). It is enclosed by a rampart (prakira)
of chapels, a cloister of twenty-four Garbha-guhas (verse 42). It is approached
on the four sides by stairs flanked by two small shrines. Similar in shape to these
Damstras or Devakulas arc 4 chapels (devakula) in the corners of the terrace.

_ Each flight of steps terminates with a gate-house. Immediately behind the
Fastern gate-house is a Samanya temple; a Garbha-Mandira, it has no Mandapas
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but is flanked by two Himavian temples. By its position the East-West axis of the
plan is given special importance. But for it the temple Sarvatobhadra and those
of the eighth group are central in plan. ‘The main temple which occupies the central
position, the Sarvatobhadra temple proper, has its square Garbhagrha surrounded
in the four directions by Mandapas. FEach of these has four doors. Tn the corners
of the Garbhagrha 4 small Garbhagrhas are inserted and correspondingly, 4 small
shrines are placed in the corners between the Mandapas.  This cross shaped, central
and radiating building is surmounted by a cluster of nine Siklaras corresponding
to the four Mandapas, the four small corner Priisidas and the central Grabhagrha.
I'he central Sikhara is higher and dominates the eight surrounding Sikharas. The
8 Sikharas have Kuharas, or Sukanisis in the eight directions: all the Sikharas
are rich in Amalasarakas, Jilas, Gaviksas, (lesser) Kuharas; Cakras (wheels) and
flags complete the crowning glory of this temple. Around the central shrine
beautiful tanks are luid out on the terrace.

The temple Sarvatobhadra of the V. Dh. is the foremost of its *“Mandapa-
temples’”. In this tvpe of the temple, a centrai disposition shows welded in one
plan the Garbhagrhas and the Mandapas.

The Mandapa originally w~s a separate structure, of which twenty-seven
varieties are known to the ‘Visvakarmaprikiga (V1. 124-37) and the M. P. The
Mandapas have from 12 to 64 pillars, the plan of the Mandapas is three sided, 8 or
16 sided or circular. By a slow process, Priisida and Mandapa became united in
the temples whose axial plan is bilaterally symmetrical (pp. 255-57). The central
symmetry of several Mandapas grouped around a Prisada or a cluster of Prisadas
had acquired several shapes which scem to represent the flower on the ancestral
tree of the temples of the ‘Visnudharmottara®.

There are 10 descriptions at least of the Sarvatobhadra in the various Sastras.
The ‘Visvakarmaprakisa’, VI. 88-8), and the ‘Matsya Purana’ speak of its 16
sides (asra) and the large number of Sikharas. This laconic account suggests a
central projection (bhadra) on each of the four sides, which would have three
sections, each less wide than the preceding. The ‘Samaranganasitradhara’
explicitly describes the central projection having such sections (SS. LVIL 131-32,
LVIL. 783-86).

The ‘Brhat Samhitd’ LV. 27, gives the width of the square temple Sarvato-
bhadra as 26 Hastas. It has four doors in the four directions, a large number of
Sikharas, a large number of Candradilis and 5 storeys.”

The ‘Samaranganasiitradhira’ has much to say about various kinds of the
Sarvatobliadra. In chapter XI,IN. 107, the plan of this building has a certain
affinity with the Sarvatobhadra of the V. Dh. for it includes Prasadas in the corners
(Karna-prisada) whereas the earlicr texts scem to refer to one building only without
the addition of subservient structures. The Sarvatobhadra of SS. XL1X, liowever,
has no further resemblance to that of the V. Dh. It is like the other temples of
that chapter, a ‘hall temple’ consisting of a small centre (devakostha) over four

e

* Sarvatobhadra is not only the name of several varietics of the temple in the Sastras, it
is also the first of the ‘4 room’ buildings i.e., having 4 wings (Catus$sala-Grha), deseribed in
the ‘Brhat-Samphita’, LIT. 3r, Nandydvarta, Vardhamina, Svastika and Rucaka, being the
others. It is fit for ‘kings and gods’.
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parts out of the 100 parts of the square field (ksetra) of its total extent which is
occupied by three concentric Alindus with their pillars, ete., and Priaggrivas of
the fagades. The Prisidas of chapter XIIX are not exclusively temples. They
form part of royal establishments where their plan is adopted to various uses which
are described in chapter LI.

Sarvatobhadra, however is one of the eight temples (chapter LIT) to which a
Sikhara was superadded (p. 284). ‘The Sarvatobhadra of 8. XLIX has a different
structure than the temple of that name in V.P., M., and Br. S. In S8.8. LIL it
is assimilated to them, and also further assimilated to the Sarvatobhadra of the
V. Dh.

The Ksetra of LU0 parts however is occupied also by other varieties of the
Sarvatobhadra, in the 8.8, In each of these the Garbhagrha extends over 16 squares
out of its 100 squares (L'V. 23-31) ; certain kinds of the Sarvatobhadra are Sandhira
temples, the width of their inner ambulatory, of their inner and outer walls being
equal to the side of the square (i.e., the side of the Ksetra being 10, that of the
Garbhagrha is 4, and 1, 1 and 1 respectively, are the Bhitti, Andhakariki and
Bihyabhitti; LVI. 123-40; LVIT. 781-99; LIX. 28-40; I.X. 59-6G6).

In this Talacchanda, however, there are slight variations in the rhythms on
the Vinyidsa and Paryanta Satras : “The Bhadra, the central projection 1s 6 parts
out of the 10 in width, and projects only to half a part (LV. 1. ¢.); whereas in LVI,
its width is 5, its projection 2 parts at the centre and at cach side it extends over
14 part; its projection there is correspondingly less. In LVII, the pillared Bhadra
1s 6 parts wide and projects 114 parts; or, there are 2 Bhadras, one in front of the
other.

The variations in the plan are accompanied by variations of the vertical propor-
tions. These are given most completely in LVIT; the width of the Ksetra being 10,
the socle, Pitha, has 914 parts; the lower part of the wall, Vedibandha, has 214
parts of which the mouldings, cte., are allotted : Kumbhaka 1, Mastiraka 17,
Antarapatraka ){ and Mekhald 34 part; the Jaigha here is assigned only 4 parts,
the Sikhara 7, Griva !4, Amalaka (Andaka) 1, Padmasirsa (Candriki) %, and
Kalasa (or Kumbha with Usnisa) 115, The total height is more than double the
width of this Sarvatobhadra temple. It has Candrivalokanas in its Bhadras. This
temple belongs to a list beginning with Meru; also the Sarvatobhadra of ¢h. LV,
whose proportions are not completely given; but for the Janghi which is assigned
5 parts, they arce nearly the same, Mekhali-Antarapatra having cach 14 part.

The Sarvatobhadra of ch. LVI, belongs to the series of temples beginniny with
Kesari; it stands on a Jagati-pitha which is half the width of the temple
high; the width of the Jagati is twice that of the Prisida. “The wall of this
imposing structure is similarly proportioned to that of other Sarvatobhadra
temples. “T'he Jangha is assigned 5 parts (as also in [,V) and, above it, the Mekhala
44 and the Antarapatra 74 part. ‘This temple has 8 storevs (bhiimi). It can be
built in 3 sizes of which the least has a width of 15 Hastas, the middle ¢. 27 and the
largest 37 Hastas.

Second in a series, headed by ‘Vimina’, is the Sarvatobhadra of ch. LIX, the
height of whose shoulder course (skandha) is 20 parts, the width of the temple being
10; it has 9 Bhamis,
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In chapter LX, which treats of Nagarakriya Prisidas, the 3 sizes (jycstha,
madhyama and kanistha) are 26, 18 and 10 Hastas respectively, and in ch. LXIII,
the description is similar to that of the ‘Brhat Samhita’; 5 storeys, many Sikharas
and Andakas, and Bhadrasala are mentioned there.

Besides these, ch. LVI. 105, shortly describes another Sarvatobhadra temple,
of a ‘mixed’ type (Misraka Prasada) whereas in ch. LXI, 56-61, Sarvatobhadra
is one of the ‘rhythms of the floor’ (talacchanda), one of the ground plans of a
Dravida temple, whose walls, divided into 28 parts have a $ili of eight parts in the
centre, on each of its two sides are two Kiitas, each of three parts, and between cach
two projections is a recess (salilintara) of two parts. This applics to a temple
without inner ambulatory (Nirandhiara); the proportions of the Sindhara-
talacchanda are not specified in ch. LXI.

All these temples are Sarvatobhadra, for they have not only a ‘bhadra’ on cach
of their four sides, but it has a relatively great widtli, or projection, or both.

The Sarvatobhadra is the one hundred and first, the temple of temples of the
‘Visnudharmottara’; the descriptior: of 100 temples precedes it. Sum total of the
groups that had gone to its muaking, it is closely allied in plan to temples
in Kashmir (Avantisvimi Temple) and Mysote (Ke$ava T., Somnathpur).” The
Alamkiras or adornments of its superstructure however, the Amalakas, Gaviksas,
Jalas, ctc., are not seen on the temples of Mysore and, excepting the Amalaka and
a modification of the Gaviksa, they are absent from the temples of Kashmir.
Where in reality the Sarvatobhadra of the ‘Visnudharmottara’ was built and when,
cannot be said as yct.

THE ICONOGRAPHY OF THE TEMPLES OF THE VISNUDHARMOTTARA

The iconography of the Visnu temple Sarvatobhadra is given by its plan. In
the main Garbhagrha, facing the main directions, are the four aspects of Visnu;
their 8 Saktis are assigned to the Garbhagrhas at the cornmers of the main
Garbhagrha. Four of the Avatirs of Visnu occupy the snall temples in the corners
of the Jagati. 24 gods are stationed in the cloister. T'wo groups of them are given ;
the one, headed by Garuda comprises the weapon-divinities or Ayudhapurusas of
the respective forms of Visnu. Ananta, Makara, and the Kaustubha Jewel arc also
amongst these gods. The other series of divinities does not comprise the propertics
and faculties of Visnu but surrounds his presence with all the powers of knowledge
embodied, fron the Gayatri and the Four Vedas, to Simkhya and Yoga, Paficaritra
and Pasupata, and includes the 5 Mahabhitas.

In the 8 small shrines below the high platform, at the side of the steps are the
Pratiharas, the door keepers of Visnu, or the 8 Planets arc installed there or the

' Amongst the Cauiisath Yogini types of temples, the one in Mitavli, Gwalior, c. 11th.
century (ASIAR. 1915-16, Pt. I. p. 18) consisting of 65 (!) cells in its round enclosurc and a
circular central temple having a Mandapa, would correspond to the Sarvatobhadra more
closely than the other hypwthral temples of this kind.
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Guardians of the eight regions. The V. Db, gives preference to the Pratiharas for
“they are the Dikpilas and Planets” (LXXXVIIL. 37). A similar identification,
that of the stars and the Pada-devatis of the Vistumandala is also given in the
V. Dh. (p. 32). The gods of the Vistumandala have their images or those of their
licutenants set up in the temple, at their proper place. The re-duction of the
iconography of this Visnu temple to that of the Vistupurusamandala may be seen
not only in the presence of the 8 Dikpilas or their substitutes but also in the
number of the divinities which, counting the 4 central images as aspects of the
one Visnu—is 45, the number of the Vedic gods of the Vastumandala,™

Any temple, however, of any shape, planned according to the Vastumandala,
incorporates in its shrines and innermost sanctuaries,—or i its walls around the
one and only Garbhagrha—the eight directions of space and their presiding
principles; it is a place of manifestation of the various forms of the eightfold
principle such as the Asta-miurti of Siva, in the temple Kamala.

Equally significant however with this reduction of a specific iconography, and
its architectural plan to that of the underlying Vastumandala, are specific shapes
of temples which belong to definite divinities. The Siva temples, housing a Linga
(the fifth group of temples) are foremost amongst them. Nonetheless, the second
group, the Srnga temples, small square shrines having a peaked roof were also
Linga shrines (verse 1Y), though not exclusively as they could be dedicated also
to all the other gods (verse 17).

The Valabhi temples, on the other hand, had a more spacious interior, those
forming the sixth group were supported by pillars, and had an open front. The
temple Valabhi itself, thrice as long as it was wide, had three Amalakas on its
roof. They were made to correspond to the presence of a ternary of gods in the
interior ; Brahma, Vispu and Siva, or Visnu, between Sun and Moon, were thus
installed. The Valabhi building, however, by its very shape, is accommodating ;
more than a ternary of images or also but one image can be housed there. Thus
other Valabhi temples are described as housing groups of gods, the Mothers,
Planets, Stars, all the 12 Suns, 11 Rudras, 8 Vasus, 8 Dikpalas, ete. ‘The Valabhi
temples were adjustments of actual houses or of halls (sabhd); thev left no lasting
mark on the Hindu temple.” Their roof however, as it were, was lifted from them
and raised to the third, fourth and twelfth storey on the temples ol group seven;
this position the Valabhi holds to this day also on South Indian Gopuras.

A specitic shape of the temple, as closely connected with the shape and name
of its deity as are the Linga temples, is the temple Garuda. It resembles the bird
Garuda having two wings : these have the shape of attached shrines; the main
building of the temple forms the body of Garuda, the Sun-bird, who carries Siirva,
the Sun. The temple here has the shape of the Vihana and thus is similar in its
function of conveving divinity to those temples which were built in the likeness
of the chariots of the gods.

_ The Sun temple Garuda houses the image of Sirya, in the central building.
It is flanked in the lateral shrines by Danda and Pingala or by Saturn and Yama

' No divinities arc assigned to the Garbhamandira and its lateral Himavan shrines.
% Valabhli, cf. also 8.5, XLIX, r132-34.
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or by Kedava (Vignu) and Siva. This is its primary destination. Tn it however
other gods too were enshrined and their ‘lateral’ divinities. They are : Candra the
Moon, Kima, Indra, Yama, Varuna and Kuvera. They are connected with and
thus are substituted for Sturya. Garuda himself, the Bird form and Vihana of
the Sun, has also his image enshrined as the main divinity; he is flanked by
Kasyapa and Vinata.

Siirya and his attendants are substituted not only by gods of the family of the
Sun but by one of the three great gods, Brahmi, Siva or Vasudeva and their
lateral divinities. Visudeva may be accompanied by Rulra (Siva) and Brahmi
or also by Garuda and Ananta or also by Garuda and Aruna, the Vihana and the
Charioteer of Surya.

To whichever god the temple Garuda is dedicated, it is a temple of Sarya
who shines in all these images. Dharma in the main temple and Artha and Kama
in its wings may also be worshipped in this temple the purpose of whose construction
like that of any temple is to attain Moksa (‘Vidvakarmaprakasa’, VI. 10).

The relation of the shape of the temples and their dedication at the age of the
‘Visnudharmottara’,—at a date [rom the seventh century but prior to the
‘Samaringanasatradhira’, are nanifold.  Specific shapes of the temple were dedi-
cated to specific gods : the Siva Linga temples of the fifth group and the Laksmi
shrine Grha of the seventh group.  Shapes specifically designed for a particular
god were also used for other deitics : the temple Garud:  House or hall shapes
were used as places of image worship : the ‘sabhi’-shaped temples of group three
and the sixth group. The temples were laid out in conformity with the Vistu-
purusamandala and were thus suited for dedication to one particular deity and his
aspects : the Visnu temple Sarvatobhadra, or to different gods and their aspects :
the temple Kamala.

Several traditions are represented in the V. Dh, Some of them are also
embodied in other accounts. The 20 temples of the “Vidvakarmaprakida® were
destined to enshrine a Linga (VI 106-7).  They have the same purpose in the
‘Matsyapurina’ which however adds—from another tradition—38 further names to
the 20 temples.  Two of them, Valabhicchanda and Grha - -both of them described
in the V. Dh. are temples of Gauri, in the M.P." The selfsame 20 temples in the
‘Brhat Samhita’ however house an image (pratima, LV. 16).

The V. Dh. does not, as a rule, give the dedication of those of the twenty
temples which it describes.

The shapes of the 20 temples in the ‘Visnudharmottara’ are composite and
complex ; they do not convey any definite dedication and were used as Siva temples,
or images were enshrined in them, according to the various needs of devotion.

Thus, concluding its chapter on the temples, the ‘Garuda Purina’, 1. XLVIIL.
35 f, sums up the position : ‘‘All these temples are different from each other in
construction, shape and measurement; some have a socle, others are without it.
The temples are built according to the different images. Due to different traditions

¥ The ‘Vidvakarmaprakiaga’ does not include these names in its cnumeration but adds
the description of Valabhicchanda and Srivrksa (VI. go and 106). Grha and Valabhicchanda
are temples of the Goddess, also in the V.Dh., cither of them is dedicated to Laksmi ;
Valabhicchanda is also dedicated to Durgd as well as to Brahmad, Visnu, Siva, ctc., etc.
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(‘samskara’, in which are comprised the schools of architecture and the influences
that acted on them) and on account of the differences in shape and name there exist
many different Prasadas of the Gods™’." :

THE POSITION OF THE VISNUDHARMOTTARA IN VASTUSASTRA

Thesce differences constitute the wealth of the form of the temples and are its
resources. Ileterogencous and many as they are the knowledge of their use, the
science of architecture, has but one source. Tt is in God who reveals it to a Sage
and who transmits it to his successor. Siva is the fountain and origin of the science
of architecture, or Brahmi or Visnu. This is how Agamas, Puranas and
Vistusastras tell of Vistuvidya, which, being auxiliary to the Veda, is part of the
primordial Knowledge. The scquences of the preceptors and the schools which
they represent lead cach on the one end into a particular province and phase of
temple building activity, while by the other end they converge in the primordial
Knowledge and in God for whom the temples are raised on firm ground.

In the majority of the Vastudistras, Siva who has also taught the 64 arts to
Garga (p. 48)—is the source whence Vistuvidyi, the science of architecture, is
revealed, as in the ‘Visvakarmaprakada’, I. 3-4; ‘Agnipurana’, chapters XCIX f;
in the ‘Mayamata’, ‘Kisyapadilpa’ and ‘Minasara’, whereas it is Brahmi in the
selfsame ‘Visvakarmaprakasa’, XIII, 108 f, in the ‘Brhatsamhitd’ and the ‘Téana-
$ivagurudevapaddhati’.

__Visnu, in his Matsya Avatir, imparted the science to Manu. The names of
its 18 preceptors (p. 141) are given in the same passage of the ‘Matsyapuriana’
(CCLII. 2£.).** In Visnu (Hayagriva) the ‘Hayasirsapaficaratra’, has its origin

™ The margin for differences in the dedication is wider cven than that for the oriemtation
of the temples (p. 233). While the underlying principles of the latter are recognizable in most
of the texts—the ‘Agni Purapa’, XXXIX, of. being in agreement with 8.8, and 1.P.—, the
‘Visvakarmaprakasa’, VII. 1o7-10, and the ‘Matsya Purina’, CCILXX. 31-4, amongst the early
sources, assign Visnu Jaladayin to the North-FEast and Srinivasa (Lakgmi) to the West. Nandin
however is in front of the temple, or in the Hast, and as these texts treat of Siva temples
exclusively, the usual position of Siva is ceded to Vispu, and his place in the West is occupied
by Laksmi.

5 The following names of the eighteen Preceptors are associated with extant treatises:

Atri: ‘Samirtarcanadhikarapa’ or ‘Atreya Tantra’.

Vigvakarman : ‘Vi§vakarmaprakada’; cf. also M.S. (RASB. No. 7845) ; ‘Vastuprakarapam’
(Visvabharati Library, Shantiniketan ; cf. Ph. N. Bose, ‘Silpa Sastram’, Punjab Oriental
Series, vol. XVII ; introduction). Cf also Acharya, ‘Dictionary’, s.v.—‘Aparajitaprabha’,
Ms., RASB. III. T. 63.

Maya: ‘Mayamata’, cte. cf Acharya, op. cit.

Nirada: ‘Vastuvidhana’, ‘Naradasilpasastra’ (Adyar, IX. J. 33).

Sukra : ‘Sukranitisira’.

The names morcover of the following preceptors out of the eighteen names in the
‘Matsyapurana’ are referred to in extant Vistudastras as authoritics on which the respective
treatises are based :

Bhrgu: ‘Hayadirgapaficaritra’, 1. 3-4.

Atri (Xtreya): ‘Agni Purina’; ‘Brhat Samhitad’, Commentary.
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and also the earlier chapters of the ‘Agnipuriana’ (XXXIX f). They begin with
the words : ‘‘Hayagriva said.”’

The ‘Visvakarmaprakasa’ thus represents two traditions, the one (I. 3-4),
originated in Siva and transmitted to Parisara, Brhadratha, Visvakarman and to
his pupil, who compiled the V.P., and the other (XIII, 108 f), originated in
Brahma and imparted to Garga who transmitted the knowledge to Pardsara.

Within the second tradition is, in the main, Varihamihira’s summary in the
‘Brhat Samhita’. His account is based on Garga (I.V. 31, but also on Manu.

To Manu, in the ‘Matsyapurina’ the science was imparted by Visnu; it is in
almost complete agreement with the ‘Visvakarmaprikasa’ and, though uttered by
Visnu pertains exclusively to Siva temples.

The manifold interconnections within these texts are shown as much by their
statements as by the names of thosc to whom they are attributed.

In the ‘Visnudharmottara’, 111, chapters LXXXVI-VIII, it is Markandeya,
who instructs King Vajra in the science of architecture.'®  Mirkandeya,
according to the ‘IMayasiisapaficaritra’ T. 1-7, had received the science from
Bhrgu to whom it had been transmitted by Maledvara (Siva). Mahesvara had
received it from Brahma, and Brahma from Visnu as Hayaéirsa.

Vasigtha : Br. S. Comm.; ‘Agni Purdpa’; ‘Devi Purana’, IXXII, 1-4.

Vidvakarman : ‘Brhat Samhita’, ‘Agni Purina’.

Maya: ‘Brhat Samphitd ; I$dnasivagurudevapaddhati’.

Nirada: ‘Agni Purina’; ‘Manasira’.

Nagnajit: ‘Brhat Samhitd’; ‘Citralaksana’.

Nandisa (Nandin): Br. 8. Comm.

Sukra: Br. 8. Comm. ; ‘Naradasilpagastra’.

Brhaspati : Br. 8. Comm. ; ‘Niradasilpadastra’, ‘Devi Purdna’; ‘Manasira’.

In addition to the ecighteen Preceptors of the ‘Matsya Puriipa’, the ‘Agni Purapa’,
XXXIX. 1-6, gives the names of 25 Tantras amongst which six of the names of the ‘Matsya-
purina’ are included as ‘authors’ and also the ‘lHayadirsapancaratra’ as ‘Hayasirga-tantra’.
The z5 ‘lantras, most of which are known as yect by their names only, appear to
have belonged to Madhyadesa (AP, XXXIX. 6.).

Of the many preceptors and authorities whose names are not included in the ‘“‘Eighteen’’,
the following have been referred to in the present context:

rarasdara :  ‘Vidvakarmaprakisa'; Br. 8. Comm. ; ‘Manusgyélayacandrika’.

Mirkandeya : ‘Markandeya-vistugastra’, ¢f. Ph. N. Bose, ‘Principles of Indian Silpasastra’,
(Punjab Oricntal Series, vol. XIL. p. 12). ‘I'wo works by Mérkaudcya are referred to in the
‘Manusyalayacandrikd’, I. 7-9.

Aparajita, a mind- horn son of Vidvakarman: ‘Samariiganasitradhara’ 1I. I. The
‘Aparajitaprechd’, ‘Apardjitaprabhd’ and the ‘Aparijitasiitra’ of the ‘Brhacchilpasistra’ hear
his name. Marici, the author of the ‘Vaikhinasagama’ is referred to in the ‘Niradasilpasastra’.

Further authorities referred to in the Commentary of the ‘Brhat Samhita’ include Kasyapa
to whom might be traced back the prototype of the ‘Kasyapasilpa’.

Sri Kumara, the author of the ‘Silparatna’ may have his place in the tradition as a
successor of the Preceptor Kumira (Svamikarttika) of the ‘Matsyapurana’,

1 In part II. ch. XXIX, Puskara (Siva?) instructs Bhirgava Rima. ‘Paugkara’ is onc
of the 25 Tantras of the ‘Agnipurana’, XXXIX. It is not known to which dynasty King
Vajra belonged. If the name Brhadratha, in the ‘Visvakarmaprakiga’ could be taken to refer
to the last Maurya King of that name, the ‘Vi$vakarmaprakasa’ would thereby show its
teaching cstablished in Eastern India before 184 B.C
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The continuity of the tradition is given not only by the contents b‘ut.frequently
also by the names of the Sstras and those who compiled them. _The “Vigvakarma-
prakasa’ for example is the work of a disciple of Visvakarmi. Originally, the
name Vidvakarma is that of the working aspect of the Supreme Principle, Brahma
being its thinking aspect. Thus Vi$vakarmi is a proper name not only of a great
architect, but every Sthapati is descended from Visvakarma. Correspondingly, the
other three classes of craftsmen are born of Maya, ‘i'vastr and Manu, respectively,
these four archetypal workers having originated from the four faces of Visvakarma.
(‘Minasara’, IT). ‘Thus is undone ontologically the fall of the architect and the
craftsmen (those who are VaiSyas and Sudras, cf. ‘Samaranganasiitradhara’ VII,
14-17) as narrated in the ‘Brahmavaivarta Purana’.

The wealth and contingencies which time, place and the ethnical carriers have
brought to the structure of the temple are comprehended in Vastuéistra. Their
minutize are measured against abiding principles. All the time the architect
carries within him the knowledge and responsibility of his descent which is
confirmed,— or of his fall—which is redeemed, by his work which implies a realisa-

tion of its origin and purpose.
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{’criodical Publications :

Archacological Survey of India, Annual Reports.

» " Annual Report, Southern Circle, for Epigraphy.
”» » Progress Report, Western Circle.
“ »» Progress Report, Sonthern Circle.

111 441



THE HINDU TEMPLE

Bulletin de I’'Yicole Francaisc d’Extréme Orient.
Bulletin de 1la Commission Archéologique de 1’Indochine.
Bullctin of the Dcccan College Rescarchi Institute.
Cunningham, Archaeological Survey of India, Rcports.
Fastern Art.

¥ pigraphia Indica.

tudes Asiatiques.

Fitudes ‘Traditionelles.

Indian Antiquary.

Indian Art and Letters.

Indian Culture.

Journal Asiatique.

Journal of the American Oriental Socicty.

Journal of the Indian Socicty of Oriental Art.

Journal of the Royal Asiatic Socicty.

Journal of the (Royal) Asiatic Socicty of lenpal.
Ostasiatische Zcitschrift.

Rupam.

Speculum.

I'he Annamalai University Journal.

‘I'he Art Bulletin.,

The Indian Historical Quarterly.

T'ransactions of the Royal Socicty of British Architccts.
Wicner Beitriige zur Kunst und Kultur Asiens.



INDEX

I'he letters following the words indicate: A, archilecmral. term ; G_., gcix_mml connota-
tions ; L., locality ; P., Prasada, a shape or typc of temple given in Vastu-$astra, and T.,
an extant temple.

A Ahankara, 84, 338, 341
Ahavaniya (Agni), 23-20, 28, 43, 62, 69
Abhasa, P., 265, 266, 293 :\hi, 32’ gni), 23-20 »

Abhaya (mudrd), 136, 304, 403

Abhicara, 265

Abhicarika, 77

Abhigamana, 299, 303, 358 |

Abu, Mt., 200 }

Neirya, o, 38, S4, 136, 137, 141, 358 i

Adbhuta, P., 204, 265, 208, 308 !

Adhira, 139 :
|
i
i
|
|

-Vrtra, og
Ahicchatra, L., 149, 168, 174, 195, 280
lAhir, 341
Ailele, L., 186, 190-192, 1094, 196, 205, 214,
215, 288, 355
Durga 1., 150, 170, 222, 285, 322, 327
salagnath T'., 192
Hucchimalligudi T., 222
Kont Gudi T., 194, 197, 322
Lad Khan T., 148, 150, 155, 104, 246, 284
Meguti T., 151
Nirdyana T., 333
| Aisvarya, 43
L Ajanid, L., 124, 170, 183, 108, 8, 318, 322,
i 352, 353

Adhara-pratidhispya, 130

Adhara-Sakti, 11t

Adhara-dila, 110-113, 153, 173

Adharma, 43, 03

Adhaschanda, A., 22, 27, 31

Adhi-sampvatsara, 36

Adhisthana, A., 145, 146, 162, 166, 190, 213,
221, 220, 230, 245, 246, 250, 200, 262-264,

i Ajira, 48
2069, 311, 300 | Afivika, 170
Adi-Visnu, 234 I Ajiana, 43
Aditi, 34, 35, 44, 56, 90, U4, 234  Akarsigi, 335
Aditya, 50, 56, 89-04, 234 i Akdga, o6, 163, 164, 328, dJor
Adityas, 35, 44, 48, 80, 90, 92, 04, O, 332, 3991 linga, 164, 249
Adyanga, A., 145, 2060 -mandapa, A., 257

Agama, 287, 200
Agastya (Nasik), L., 201, 203
Aghora, 330

Akola, L., 158

! Aksi-mocana, A., 15

oo | Alaka, P., 415

Agni (Fire-Altar), 22-27, 43, 60, 08-71, 7779 | Alapkira, A., 300, 42r
103-105, 108, 110, III, 126, 139, ‘4°v1AlamD“f, I., 205, 246, 285

175, 23T, 350 Alberuni, 72
Agni (Devatd), 20, 32-34, 45, 49, 50, 83, 01-04, | Alinda, A., 249, 250, 282, 283, 420
234, 374 {Alpa-Prﬁsﬁdn, A., 105, 203, 221, 261-205, 280,
Agni-agara, 183 203
-cayana, 15 Alpa-Vimina, A., 263, 264, 203
-grha, 183 Amala, G., P., 281, 354
-ksetra, 26, 27, 47 Amalaka, A., 111, 147, 148, 154, 155, 159, 161,
-¢ala, 183 174, 176, 179, 181, 184, 187-190, 193, 194,
-farapa, 183 201, 204, 206, 21§, 217, 219, 242, 243,
Agni (Naigameya), 77 245, 249, 250, 263, 273, 278, 279, 280,
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300, 333, 334, 348, 350, 351-357, 360, 371, Anuratha-paga, A., 216
301, 305, 300, 404, 412, 416, 420-422.  Auugtubh, 48

Amalasira, A., 348, 354 Apa, 32, 89, 91, 96
Amalasaraka, A., 2324, 242, 245, 277, 283, 284, ZApavatsa, 32, 89
200, 291, 351, 352, 413, 414, 419 Apara, 137.
Amalasiri, A., 348 -Prakti, 21
Amarakanjaka, L., 5, 365 Aparijita, 425
Amaranitha (Mahadeo 1), 172, 173, 230, 230A, Apsard, 304, 318, 337, 330, 340, 343-345, 381-
252, 254, 258 383, 388, 400-402
Amaravati, L., G., 71, 109, 150, 180, 273, 283, Aratni, 25, 27, 53
315, 322, 313, 350, 368 Arca-prha, 138
Ambarnath, L., secc Amaranitha Ardha-mandapa, A., 366, 383
Anbika, 307 Ardhanaridvara, 386
Ambivale, L., 353 Ardhangi, 347
Ambumirga, A., 250 Ardha-prastara, A., 369
Amoda, 281, 356 ! Ardha-sitci (hasta), 405
Amgta, 302, 325 | Argala, o4
“kalasa, A., 349 Aristotle, 27
Amrtesvar ‘1%, (Holal), 287 Arjuna Ratha, sce Mamallapuram
(Ratanvalli), 356 Artha, 347
(Singhanapur), 228 Aruna, 374
Amaisvarya, 43 Aryaman, 32-34, 44, 89, 00, 04, 96

Agadha, 104

Anala, 33, 92 i
Asamcita, A., 101

Ananda I'. (Pagan), 169, 171

Ananta, 02, 9o, 128, 287, 421, 423 Asana, 47, 58, 110, 234, 375, 405
Auda(ka), A., 249, 250, 270, 273-276, 354, 421 -pattaka, A., 370, 375, 395
Andhaka, 75 Ashrafpur, L., 190
Andhakariki, A., 147, 162, 220, 273, 420 , Adoka, 133, 170, 277
Aundhirika, A., 229, 251 i Asota, L., 152
Anga, 229 Qﬁspnln, 139
-nyiisa, 305 ! Adra (Asra) A., 270A-272, 419
Anghrika, A., 258 I Adrama, 347
Afgiras, 104, 103 | Adramin, 113
Angula, A., 26, 52, 53, 116, 134, 309-311 ilx’iém_vu, 130
Aunhilwad, L., 10t | Assam, L., 153, 215, 315, 324
Anila, 32, 33, 92 Astasra () A., 202, 2708, 272, 278, 294
Aniruddha, 141 i Asta-dikpala, g1, 304, 318, 370
Anjaneri, L., 214 Astamiirti, 104, 422
Ankurarpana, A., 15, 83, 128 Agtapada, 48, 94
Antara-bhitti, A., 254, 255 Asta-tdla, 309, 311
Antarila, A., 213, 254, 255, 322, 366, 376, 393- | Asura, 32, 73, 75, 80-83, 85, 90, 93-05, 132, 289,
300 317, 324-327, 330, 331, 334, 358, 403
Amtarapatra, A., 246, 248, 251, 369, 420 Asura-bhava, 77
Antari, 260 Asurya, 153
Antariksa, 17, 32, 43, 342, 350 Agvathara, A., 146
.Antaryaga, 111 | Atharvan, 77

Anukaya-aiga, A., 263, 206, 274, 284, 203 i Athos, Mt., 310
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Aticchandas, 332
Atman, 25, 26, 111, 354
Atmapurusa, 72
Atreya, 424
Atri, 141, 424
Audumbara, 140, 167
Aundh, 1., 172
Aundha, L., 172
Aurangabad, I., 170
Avadhata, 347
Avairagya, 43
Avantika, L., 3
Avantika, A., 262
Avantipur, L., 200
Avantisvamin T., 200, 421
Avarana, 201

-devati, 201, 301, 303, 338, 330
Avatamsa(ka), P., 281, 284
Avyaktam, 158, 332
Ayadi-sadvarga, A., 3o
Ayaka-khambha, A., 77, 278, 351
Ayatana, 148
Avatidra, A., 150, 262, 278
Ayatavytta, A., 150, 271
Ayodhyi, 3, 47, 48-51, 06, 358
Ayudha-purusa, 42t

Babhru, P., 278

Badami, L., 124, 141, 151, 168, 184, 101, 272,

288, 308, 320
Badoh, L., 333
Bagh, L., 308
Baghelkhand, L., 365
Bahubhamika, P., 415
Bahya-bhitti, A., 229, 248, 251, 420
Baijnath, Kangra, L., 190
Bairat, L., 102, 152, 283, 201
Baiaura, L., 315
Balagamve, L., 336
Bali, L., 171, 279
Bali, g03
Bali-muda, A., 213
Bamboo, 108, 118, 119, 125, 200
Bankapur, L., 391
Bankura, L., 189

112

INDEX

' Barahar hills, 170

| Barabhi, A., 1%2

. Bara-deul, A., 216, 243
" Baramba, I.., 102, 254
i Barandli, A., 263

! Barbara, A., 262

"Barhut, L., 43, 100, 118, 139, L, 145,
‘ 167, 183, 105, 204, 273, 283, 315,

' 341, 352, 353, 40, 415
i Barvasagar, L., 320

: Baudhayana, 22, 27, 28
!Bayxmu, L., 138

| Bedsa, L., 204, 278, 352, 35.
" Bellerophon, 335

i Benares, 223

143,
319,

. Bengal, 101, 110, 123, 139, 140, 158-100, 1
! 188, 192, 198, 199, 215, 222, 304, 333

Berar, L., 202, 286, 200, 292

i Berhampur, L., 114

! Besnagar, I.., 100, 121, 352

3 Betta, A., 199

! Bhabua, I.., 272

Bliadra(ka), A., 38, 42, 192, 210, 210,
252, 272, 275, 281, 284, 350,
373, 400, 419, 420

Bhadrakali, 234

Bhadrasdala, A., 270A, 421

Bhaga, 34, 44

Bhairava (Siva), 44, 234, 330

Bhakta, 252, 303, 314, 317, 400

Bhakti, 142

Bhallata, 32, sb, 91, 04, 234

Bhanga, 3o7

Bhangora, 143

Bhanvaralal, 143

Bharana, A., 248, 353, 395

| Bharatji ‘I'., Khajuraho, 365

Bhargava, 74, 76
Rama, 425

Bhaskara, 275

Bhava, P., 281

Bhavanam, 130

Bhayinaka (rasa), 308

Bhekapada, A., 48

Bheraghat, L., 198

Bhil, 150

Bhilsa, L., 135

Bhima Ratha, sce Mamallapuram
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Bhim-sen-ka Akhara, T., 108 Vaital deul (Kapalini) T., 150, 182, 290

Bhir mound, Taxila, L., 351 Vyomakesvar T., 314

Bhisma, 407 Bhuvanesvari, 339

Bhitargaon, L., 101, 148, 149, 155, 238 Bhuvatgana, A., 314

Bhitti, A., 145, 229, 232A, 238, 420 Bibhatsa (rasa), 308

Bhoga, 347 Bihar, L., 148, 155, 155, 192, 223, 387

Bhogya, 341 Bija, 128, 137, 350

Bhoja, 13 -piraka, G., A., 136, 221, 245

Bhokta, 341 -svara, A., 221, 306, 372

Bhopal, 168, 170 Bilesvara, Kathiawar, L., 192

Bhrama(na), A., 146, 168, 232A Bilva, 355

Bhramani, A., 229, 246, 273 Bindu, 47, 128, 137, 176, 179, 353

Bhramanti, A., 199 Bira Devaru, T., 152

Bhrew, 75, 76, 77, 79, 141, 424, 425 Bodh-gaya, L., 139, 140, 148, 140, 155, 184,

Bhpigaraja, 32, 56, 93, 234 190, 103, 223, 323

Blirsa, 32, 56, 92, 234 Bodhi-tree temple, 220

Bhuchaya, 325 l Bodhika, A., 353

Bhidhara, G., P., 143, 278 Boma, 325

Rhujaga, 32, 33, 94 Boram, L., 148

Bhitjayva, P., 28t Boram Dco T., Chapri, 173

Bhulesvar T., 341 Brahmad, s, 11, 13, 32, 34, 36, 37, 40, 42, 44,

Bhumara, L., 199, 200, 272 46, 40, 53, 58-61, 73, 74, 76, 81-83,

Bhami, G., A, 13, 15, 16, 21, 67, 127, 146, 89, 90, 05, 06, 112, 141, 153, 173, 179,
147, 162, 166, 180, 182, 188, 191, 192, 201, 233, 234, 236, 261, 275, 278, 280,
105, 197, 201, 202, 205, 200, 222, 391, | 281, 287, 289, 304, 309, 327, 339, 356,
392, 404, 414, 416, 420 i 360, 373, 399, 402, 422-426

-bhaga, 232

Ce
Bhimija, P., 282, 389 -dvarapala, 313

Bhamika, 412 :
R 278
Bhiimukha, P., 278 _Srf;ld:::g "rrx)
Bhugana, P., 278 e .
IR S e o -sthina, 6, 48, 53, 56, 58, 61, 6; 8,
Bhita, 21, 50, 73, 75, 79, 81, 82, 84, 234, 356, So 9'3, '954 95; xcfz, :03 157 3;229’11';'
108 ’ ’ ] » » ’ 9, 130,
» -"3 X 164, 105, 227, 235, 361, 399
Bhati, P., 278 Brahmajiiana, 347
"h\wmm., P, 278 Brahman, 12, 13, 36, 44, 48, 51, 59, 67, 79,
l}lmv:m_csvar.‘L,, 1‘84, 208, 290 t17-1t9, 137, 179, 196, 204, 280, 288,
Bhaskarcivar T., 173, 102 328, 332, 338, 330, 344, 349, 354, 355
Brahmesvar T., 200, 201, 216 Brihmana, 14, 15, 41, 42, 46, 71, Ss, 106, 113,

Citraguptesvar T., 216 114, 127, 143, 170, 261, 337
Lifigaraja T., 148, 173, 192, 208, 214, 216, | Brahmanabad, L., 149

314, 337 Brahmanda, 354

Markandeyesvar T., 173 Brahmapura, 89, 163, 164, 288

Meghesvar ‘L', 173, 192 . Brahmarandhra, 106, 359

Muktesvar T., 201, 324, 328, 336 Brahmasambhu, 59, 81

Papanasini T., 173 Brhadigvara T., Tanjore, 187, 203, 204, 324
Parasurimesvar T'., 102, 244, 254, 318, 320 | Brhadratha, 425

Rajarani T., 101, 212 Brhaspati, 34, 141, 289, 425

Uttaresvar T., 192, 254 Brhatksgata, 32, 56
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Buddha, 16, 43, 53, 189, 233, 234, 300, 334, 346
-ayatana, 148
-mandira, 148
Buddhi, 332
Buddhist, 71, 102, 113, 118, 142, 145, 108,
18, 182, 183, 197, 108, 277, 216
307, 346, 354, 355, 387
Budha, 38
Budirghar, A., 159, 319
Bundana, Rajputana, L., 318
Bundelkhand, 365
Burdwan, L., 108, 109
Burma, L., 169, 277
Byzantine, 311

170,
284,

[of

Caitya, A., 114, 135, 142,

192, 234, 275, 319
-Prasada, 148

Cakra, 31, 42, 47-40, 50, 51,

403, 419
Cakravartin, 42
Cala (asana), 159
Calcutta, 199

148, 163, 182 100-

72, 221, 278, 381,

Cillukya, 1or, 121, 173, 186, 287, 200-202, 333
Cam, 270

Cambodia, L., 171, 270, 322

Camunda, 234, 341, 384

Camundi, 234, 384, 398

Canda, 300

Candasiva, 403

Candala, 235,

Candella, 333, 337, 386-388, 399

Candi (ki), 234, 275

Candimau, I., 323

Candpur, L., 166, 169, 397, 398
Candra, 56, 423
Candra-$ala, A., 158, 270A, 274, 413
Candravalokana, A., 375, 395, 420
Candravati, L., 315, 399
Candrika, 221, 245, 367, 420
Candrodaya, P., 281
Cara-Vistu, A., 63, go
Caraki, 32, 95,
Carana, A., 258,
Caru, P., 281
Caruka, P., 278

268, 356

Caturasra, A., P.,

278, 415
-koytha, A., 278

Caturbhuja T., Khajuraho, 365

Caturmukha, P., 281, 283

Catugkaka, P., 415

Catuskika, A., 217, 255, 259, 300

Catugkona, A., 270A. 272

Catussala-grha, A., 410

Catvila, 20

Catvara, 41

Cauisath Yogini T., 148, 121

Cadi, 186, 388

Ceylon, 193, 278 /

Chadya, A., 145, 283, 307, 369

Chigasura, 77, 81

Chamba, L., 102

Chandas, €, 11, 48, So, 132, 140

Chandaseiti, 140

Chanda-Vimina, A.,

Chandol, L., 173

Chapri, I, 173

Chatri, A., 43

Chaumukh ‘I'., Ranpur, 200

Chcbrolu, L., 123

Cheda, A., 272

Chezarla, L., (Kapotesvara T'), 142, 322

Chimeera, 335

Chinthe, 268

Chitor, I.., 143, 348

Cidambaram, L., 163, 104

Cidananda, 341

Cit, 360

Citi, A., 26, 140, 145-149

Citra, P., 278

Citragupta ’I'., sc¢ Khajuraho

Citrakata, P., 281

Citrasala, A., 274

Cola, 121, 151-153, 166, 195, 196, 202,
356

Comorin, Cape, 287, 288

Conjeeveram (Kaiiei), L., 123, 166, 184, 356

Cuda, A., 245

Cala (ka), A., 221, 245, 276

Cuttack, L., 254

Cyavana, 35, 36

Cyclopean, 121, 125

262, 263, 2707, 272, 274,

265, 200,

203

203, 352,
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D | Dharma, 40, 42, 43, 02, 03, 276, 316, 336, 342,
! 377, 387, 308

Dagaba, A., 170 ! -cakra, 42

Dah Parbatiya, Assam, IL., 315 ! Dharmaraja, 12, 13, 42, 43, 83
Daitya, 04 -ratha, sce Mamallapuram
Daiva, 155 Dharwar, L., 151, 188
Daksinagni, 23, 24 Dhaty, 35, 44, 83
Danda, A., G., 220, 230, 422 Dhatu-garbha, 170, 354
Dandika, A., 249, 367 Dhignya, 28, 46
Darasuram, ‘I'., 288 Dhokesvara, cave, 158
Darsana, 8, 107, 143, 359 Dhruva, 72
Daru-stamnbha, A., 230 Dhruva-bera, 159
Dagangula, 89 Dhiimar Lena, sce Elura
Dagatala, 309, 310 : Dhvaja, 38
Dagavatara cave, see Elura Dhvamksa, 38

temple, Kadvar, 150 Digbandhana, 40
Dauvarika, 93, 107, 143, 358 Dig-devi, 340
Dccean, 1or, 102, 121, 124, 140, 170, 173, 188, -nayika, 340

192, 200, 214, 215, 218, 219, 272, 274, | Dikpala, 338, 422
275, 287, 288, 200, 201, 202, 326, 336, | Diksd, 25, 46, 315

356, 358, 301 Diksita, 156
Deo Baloda, .., 388 Dilipa, 335
Deo Parbat T'., Sibsagar, 324 Diti, 32, 94, 325
Deogarh, L., 123, 148, 154, 155, 169, 205, 238, | Divya-dsti, 308

397 -viminaka, 139
Deopara, L., 118, 161, 279, 355
Deosa, L., 152
Depaka, (Sitradhara), 200
Deul Carapi, A., 356
Dev-ghar, 160
Deva, 73, 344

-agdra, 137, 158

Diwan-i-khas, 117

Draupadi Ratha, sce Mamallapuram

Dravida, A., 175, 188, 194, 197, 200, 201, 233,
234, 242, 246, 251-253, 2061, 262, 264,
266, 286, 287, 201-295, 302, 319, 322,
348, 391, 411, 416

-alaya, 130, 137 Dravira, A., 182
-dyatana, 135, 137, 140, 148 Dudahi, A., 166, 198
-dhisnya, 138 Duladeo T'., sce Khajuraho
-urha, 135, 157, 130141, 158 Dundubhi, P., 278, 281
-kogtha, 283, Durga, 233
-kula, 137, 140, 418 Temple, see Aihole
-rsi, 288 Durgd, o4, 153, 158, 233, 307, 334, 423
-sabhd, 183 Durmukha, 356
-sthana, 135 Diirohaga Mantra, 349, 357
Devarakonda, I.., 113 DV‘:‘D““I Yuga, 13
Devatdi, 320, 320, 340, 404 Dvira, A., 232A., 273, 303, 317
-kotuva, A., 278, 280 ! -mina, 4rz
Devi Jagadamba 1., see Khajuraho | Dvarahat, L., 215
Dhiman, 139 ‘D\'ﬁrapﬁla, G., P., 313, 322, 373, 414
Dhamnar, L., 168, 200 Dvirasobha, A., 412
Dhara, L., 8, oo, 286 Dviiravati, L., 3

448



INDEX

Dvibhiimi, P., 415

Dvichadya, A., 192, 254, 283, 284
Dvipa, P., 275

Dvigala, P., 281

Dvyasravytta, A., 293

Ekabhiimi, P., 415

Ekamukha-Lifiga, 396

Ekagrata, 156

Ekteévar T., Bankura, 190

Elephanta, L., 158, 168, 330, 356

Elura, L., 8, 124, 168, 294, 353
-Dadavatira cave, 124, 168, 322
-Dhumar Lena, 158, 353
-Indra-sabha T., 168
-Kailasanatha T., 8, 114, 138, 188, 188,

199, 203, 292
Fnadi, Pudukkottai, L., 185, 195, 196, 204
Fran, L., 109, 150

Fah Hian, 197
Fatehpur Sikri, 117

Gada, P., 278

Gadag, L., 200, 337

Gadarmal, T., Badoh, 333

Gainthiala, A., 162

Gaja, G., P., 38, 270A, 272, 275, 278

Gaja-prstha, A., 275

Gaja-thara, A., 146

Gaja-virala, A., 333

Gaja-yiithapa, P., 281, 283

Gala, A., 180, 190, 221, 260, 267, 279, 290,

-pattika, 251

Galagnath T., Pattadakal, 229

Gambhira, A., 173

Ganpa, 114, 306, 314, 315, 324, 328, 343-345,
353, 384, 387, 388, 396, 401, 405, 406

Ganpani, 11

113

Cagapati T., Hangal, 188
Gandhamadana, P., 275, 281, 414
Gandhira, L., 197, 198, 254, 333
Gandhira, A., 262, 293
Gandharva, 32, 93, 96, 114, 205, 234, 337, 340,
343, 345
-mukha, A., 320
dikha, A., 314
Gandi, A., 213, 243
Ganesa, 233, 234. 275, 386, 390, 400
Gangi, or, 314, 315, 407
Gangaikondacolapuram, L., 166, 204
Gangavataraga, Mamallapuram, 195, 204
Gangeya, A., 262
Ganita, 132
Ganjam, L., 192, 200
Ganya-mina, 269
Garbha, A., 15, 106, 110, 112, 127, 128, 133,
163, 170, 242, 243, 248, 270A, 316, 411-

414
Garbhadhina, A., 83, 106, 112, 126, 164, 165
Garbhigira, A., 103
Garbhagrha, A., 27, 36, s8, 79, 102, 103, 133,
137, 142, 144, 145, 149, 150, 152, 153,
157-159, 161-180, 190, 194, 197, 199-202,
204, 206, 213, 221, 222, 230, 232A,
235, 239, 241, 244, 246, 250, 252, 254,
257, 262, 263, 267, 279, 280, 283, 285,
299, 301, 303, 304, 313, 314, 316, 317,
320, 323, 328, 333, 335, 357, 382, 389,
393, 395, 396, 419, 421
Garbhaguha, A., 416, 418
Garbhilaya, A., 6o
Garbha-mandira, A., 418, 422
Garbha-muda, A., 148, 213
Garbha-pitra, A., 110, 126, 127
CGarbha-siitra, A., 249
Garga, s, 48, 141, 424, 425
Girhapatya (Agni), 23-25, 27, 28, 43, 69, 152,
252, 335
(puripa), 24
(¢aladvarya), 23-25, 27, 62
Garuda, G., P., 93, 109, 195, 270, 272, 275, 278,
370, 414, 418, 421-423
-stambha, A., 317
Gauda, L., 215
Gaudiya, A., 167, 222
Gaulh, 320
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Guauri, 234, 347, 403

Gaurigvara, 386

Gaviksa, A., 52, 154, 158, 159, 168, 192, 193,
213, 214, 216, 218, 241, 242, 2704, 274,
282, 318-322, 324, 327-329, 331, 357, 366,
369, 373, 375, 391-395, 404, 419, 421

-mala, 331

Gaya, L., 158

Giyatri, 421

Geha, 139

Ghanadvara, A., 157, 165, 197, 241,
316, 318, 359, 400, 403

Ghanan‘ma, A., 368

Chanta, A., 217, 268, 269, 291

Ghantanada, P., 275

Ghata, P., 270A, 416

Ghrtadd, 9

Ghutgaria, L., 333

Giri, A, 171

Siripatrikd, A., 387, 395

Girnar, L., 200

Godivari, 272

Gokul, L., 110

Gomedha, 397

Gond, 108, 150, 152

Gondegévara T., Sinnar,

Gonetra, A., 215

Gop, L., 155, 158, 162, 193, 199, 220, 272

Gopura, A., 183, 203, 204, 215, 2324, 422

Gorakhpur, L., 387

273, 301,

200, 218

Gorgo, 323, 324
Sorgoneion, 323
Gothic, 302
Graha, 59,
Grama, 233
Grisa, 146, 147, 328, 368

-mukha, A., 324

-pattilxﬁ. A., 323, 331
Grha, G., P., 115, 116, 270A, 413, 415, 416, 423
Grhal\sata, 93
Grhapati (Agni), 82, 83
Grha-pingi, 267
Grhardja, P., 169,
Grharag, P., 275

275, 325

270A., 278, 281, 416

Guha, 169, 234 g

Guhi, G., A., 114, 169-172, z7oA., 416, 4:7

Guhadhara, P., 275

Guharaja, P., 169, 171, 270A, 416

Guhyaka, 114 .

Gujar, 341

Cujerat, L., 147, 172, 212, 218, 241, 263, 277,
286, 290, 318, 313

Gumadidurru, L., 354

Gupa, 123, 172, 287, 201, 293,

-satikalita, 208, 240

Cunda, 143

Gupesvara T., Kekind, sce Nilakapthe$vara T.

Guntur, L., 322 .

Gupta, 140, 145, 151, 152, 154, 155, 162, 168}
169, 174, 179, 181, 192, 194, 196, 205,
228, 244, 283, 314, 323, 329, 354

Gupta-Yogini, 338

Gury, 9, 10, 16, 38, 58, 142, 360

Guvavrksa, P., 278

Gwalior, L., 139, 218, 241, 256, 2060, 291, 313.
335, 389, 301, 399, 421

Gyaraspur, Gwalior, 150
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H

Hamsa Mantra, 344
Hamsa, G., P., 42, 147, 195, 270A, 175, 278,
281, 282. 327, 345, 357, 388, 405, 416,
-isya (hasta), 382
“krida, A., 388
Hangal, I.., 188
Hanoi, L., 117
Hara, A., 267
-antara, A., 266, 267
Harasnath, L., 402, 403
Hari, 94, 274
Hari-Hara T., Osia, 200, 403
Harmika, A., 138, 278, 352, 354
Harmya, A., 101, 135, 138, 139, 147, 176, 180;
184, 263, 275, 292, 294, 300, 348, 352,
355, 359 '
Harga, 275
Harsiddhi T., Candravati, 399

Griva, A., 159, 176, 180, 190, 195, 205, 211, Hasta, 338

221, 222, 224, 249, 250, 279, 348, 366,

399, 420
Gugha-mandapa, A., 218, 258

Hasta (measure), 13, 14, 23, 25, 52, 53, 116;
134, 265, 268, 269, 270A, 273, 274, 287,
202
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Hasti-Jatiya, P., 170, 281

-prstha, A., 142, 151, 182, 272, 322
Hasya (rasa), 308 ’
Hatigumpha, 11
Haveri, I.., Siddhesvar T., 391
Hayagriva, 424, 425
Hayadirsa, 425
Hemakitta, P., 229, 247, 249, 250
Himilaya, 91, 102, 107, 153, 190, 214, 220
Himavan, P., 281, 417, 419, 422
Hindu, 168, 284
Hira (ka), A., 353
Hira-grahana, A., 353, 354, 396

-grha, 353
Hiranyagarbha, 89, 95, 101, 165, 275
Hiranyakasipu, 330
Hiuen Tsiang, 144, 155, 197
Holal, L., 287
Holi, 159, 319
Hoysala, 291, 292, 333, 336, 337, 412, 417
Hrt-pratigtha, A., 359
Hydcerabad, 102, 246

Indra, 20, 32, 34, 40-42, 44, 45, 50, 56, 83, 89,
91, 92, 04, 141, 234, 278, 281, 289, 402,
403
-dhvaja, 47
-jaya, 8o
-sthana, A., 50
Iéana, 33, 53, 85, 91-93, 96, 234
Istaka, A., 27, 103, 108, 111, 149, 350
-Mantra, 112
-nyasa, 105
I¢vara, 163, 336
Ittagi, L., Mahadeva T., 355, 301

J

Jagadamba Devi T'., scc Khajuraho
Jagamohan, A., 254
Jagannitha T., Puri, 160, 201
Jagati, A., 145, 149, 232A, 238, 411, 413415,
417, 418, 420
-pitha, A., 145, 307, 420, 421 .

Jaina, 113, 11§, 158, 168, 191, 199, 200, 213,
274, 277, 284, 417

Jaipur, L., 283, 291

Jala, A., 214, 270A, 274, 322, 372, 387, 419, 421

-antara, A., 229, 247, 249

Jaladayin Visnu, 424

Jamalgarhi, L., 198

Jambukeg§vara T., 172

Jangha, A., 2324, 238, 246, 248, 251, 258, 263,
269, 290, 375, 389, 404. 420

Janjgir, L., 388

Janman, A., 110, 360

Jathara, A., 244, 246

Jati, A., 261, 266

Jati-Vimana (Prasada), A., 194, 197, 223, 261,
263, 265, 266, 292-205, 321

Jatitara-Vimana (Priasida), A., 261, 289, 204

Java, L., 322, 324, 327

“| Jaya, 32

Jayada, P., 264, 265, 268
Jayamangala, 141

Jayanta, 32, 56, 92, 94, 234
Jhalawar, L., 161, 315, 399
Jhansi, L., 166, 198
Jhodga, L., 218, 356, 301
Jina, 233-235

Jwa, 326, 328, 341, 359
Jiana, 43

Jodhpur, L., 200, 403-407
Jrmbhika (Jambhaka), 32, 94
Jumbaka, 81

Junnar, 170

Jyestha, A., 243, 421
Tyestha, 334

Jyotirlinga T\, 173

Jyotisa, 11, 62, 78, 141

K

Kadalika-karana, A., 148, 149

Kadamba, 192

Kadvar, L., Vardha T., 150

Kafirkot, L., 121

Kailasa, P., 161, 168, 182, 270A, 275, 277, 278,
280, 281, 289, 416

Kailasanitha T., Conjeeveram, 123, 124, 166,
199, 203, 356
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Kailisanitha T., sce Elura
Kukara-kosthaka, A., 183
Kaksana, A., 375, 495
Kala, 47, 53, 137, 141, 245, 317, 349
-jiiana, 48
Kalabau, 158
Kalada, A., 112, 148, 213, 245, 246, 248, 249,
263, 270, 273, 274, 278, 279, 349, 350
355, 350, 366, 372, 420
Kila, 44, 74, 242, 324-326, 328, 330
-Makara, A., 324, 329
-miirti, 242
-purusa, 72
Kilesvar T., Ter, to1
Kali Yuga, 13
Kali, 234
Kali T, Khajuraho, 365
Kalinga, L., A., 262, 287, 290, 202
Kiliniga, A., 262, 287, 200, 203
Kalna, L., 198, 199
Kalpa, 11, 36, 51, 141
~-druma, 13
-siitra, 11
Kalugumalai, L., Vettuvankovil, 114, 168
Kalyiapa Mandapa, A., 336
Kamala, P., 413, 418, 422
Kima, 92, 347, 423
Kimaripa, L., 215
Kambaduru, L., 150, 152
Kampa, A., 258, 260
Kiamya (Agni), 24
Kanarese Districts, Deccan, ror, 166, 18¢, 192,
194, 196, 197, 200, 214, 288, 291, 292, 301
Kaiici, L., 3 ; sec also Kaiicipuram
Kaiicipuram, 155, 173, 203
Kandabhitti, A., 249, 254, 366
Kandariya T., scc Khajuraho
Kangra, L., 168
Kanika, A., 260
Kanigka, 344
Kanistha, A., 243, 421
Kanptha, A., 158, 180, 190, 221, 2324, 242, 243,
245, 262-264, 267, 268, 277, 280, 287, 359
Kapilini Devi T., see Bhuvancs$var
Kapi, 38
Kapota, A., 191, 242, 246, 260, 269, 274, 282,
200, 321, 369
Kapotali, A., 246, 248, 319, 413

Kapota-pili, A., 238
Kapotapalikd, A., 168
Kapotesvara T., Chezarla, 113, 142, 170, 132,
322
Karaka, 9, 107, 134, 142
Kara-nyisa, 305
Karjah, L., 172
Karli, T.., 191, 203, 278, 352, 353
Karma-vidhi, 23
Karna (diagonal), 268
Karna, A., 247-240, 252, 348, 389
-bhadra, A., 37
-kita, A., 267
-maijari, 249, 371I
-sikhara, A., 249
-$riga, A., 371
Karpara(i), A., 367
Kartr, 9, 156
Karttikeya, 234
Karuna (rasa), 308
Karusa, L., Mahadevi T., 158
Kaseru, L., 288
Kasi (Benares), 3
Kasia, L., 387
Kasinatha T., Pattadakal, 324, 327
Kasnira (Kashmir), 158, 103, 200, 220, 262, 274,
277, 412, 421
Kasmira, A., 262
Kadya, A., 262
Kasyapa, 89, 92, 94, 113, 139, 238,
330, 331, 423, 425 -
Kataka (hasta), 386
Kathiawar, L., 155, 158, 172, 191-193, 200, 220,
272
Kati, A., 2324, 238, 411, 413, 415, 417
Katima, A., 1ot
Kityiiyana, 28
Kitydyani, 234
Kaurava, A., 262
Kausala, A., 262
Kausika, A., 262
Kaustubha, 421
Kautilya, 140
Kckind, L., 334, 404, 405
Kerala, L., A., 5, 102, 152, 292, 203
Kesari, G., P., 336
Kesava, 423
Kesava T., Somanathpur, 421

287, 325,
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Khadga, P., 278
Khajuraho, L., 121, 163, 192, 206, 254, 275,
304, 305, 318, 347, 355, 365, 368, 360,
374-387, 390, 399, 403
Cauiisath Yogini T., 198
Citragupta T., 365, 366, 372
Devi Jagadamba T., 146, 213, 339, 365,
367-369, 385
Duladeo T., 365, 373, 377, 381, 383, 334
Kandariya T., 162, 174, 212, 213, 274, 330,
365, 367, 371, 374, 377-379, 381, 386
Lakgmanga T., 123, 182, 200, 246, 255, 250,
335, 365, 372-375, 381
Mahadeva T, 213, 367
Pirsvanatha T., 365, 382
Vigvanitha T., 380, 382, 385
Khikhara, A., 182, 183, 188
Khanda-rekha, A., 371
Kharavela, 11
Kharod, L., 315
Kharvata, 233
Khasi, 150, 153
Khavrksa, P., 278
Khetaka, 233
Kicaka, 4or
Kila, A., 350
Kinkipi, P., 275
Kinnara, 249, 329
Kiradu, L., 147, 213, 214, 405-407
Kirana, P., 275
Kirtanam, A., 8, 138
Kirti, A., 138
Kirttimukha, A., 146, 147, 241, 314, 317-319,
322-324, 326-330, 333, 334, 330, 356, 375,
390, 392-306, 406
Kirttistambha, A., 143
Kigku, 52
Kistna (Krsna), 180, 188, 189, 205, 287
Kodumbalur, L., 151
Koimbatur, L., 199
Kokumthan, L., 123
Kollaka, A., 262
Kopa, A., 247, 371
Kopa(ka)-paga, A., 214, 348, 355, 37t
Konarak, L., 121, 146, 288
Konch, L., 148, 149
Kont Gudi, T., sce Aihole
Korafiganatha T., Srinivasanalur, 204

114

Kosala, A., 203
Kosam, L., 35t
Kosoli, A., 182
Kostha, A., 196, 107,
204, 302
Kogthaka, A., 140
-dlaya, A., 140
Kotah, I., 146, 153, 39¢, 400, 401
Kothedvara T, Pathari, 200
Krida-arambha, A., 37
Krta Yuga, 13, 79, 97, 115-1:8
Krtrima-grasa, A., 370
Ksatra, 92, 332
Ryatriya, 14, 41, 42, 46, 47, 70, 85, 100, 113,
143, 261, 336, 337, 350
Ksattd, 356, 309
Ksetra, G., A., 3, 138, 153, 220, 230, 232,
265, 420
-pila, 234
Ksitibhaigana, P., 217, 229, 251, 281, 200
Ksudra-alpa-Vimana, A., 181, 104, 100,
280, 291-204
Ksudra-Nasa, A., 214
-Priisida, 265
-Vimina, 261, 202
Ku, A., 169, 171
Kudmala, A., 221
Kudu, A., 319, 321
Kudya-stambha, A., 230, 396
Kuhara, A., 169, 270A, 416, 419
Kukkanur, L., 200
Kumaon, L., 153, 333
Kumira, 33, 94
Kumbha(ka), A., 221, 241, 245, 240, 248, 200,
263, 270/, 290, 302, 349, 350, 420
Kumbha-lata, A., 4os
Kumbhaka, 343
Kumuda, A., 149, 260, 360
Kuiicita, 400
Kundgol, L., 333
Kuiijara, P., 182, 270A, 272, 2
Kuraya Bir I, 169, 194, 222
Kiirma, P., 281
Kurnool, L., 181, 205, 2r5,
Kuruksetra, I.., 4, 13
Kurumba, 150
Kusdna, 155, 174, 323, 329, 400
Kusumadanta, 32, 92, 96

227, 266, 207, 200, 203,

240,

ne
270

75, 413, 414

202, 204
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Kita, A, 105-197, 218 249, 266, 267, 269,
290, 203, 294, 302, 371, 301, 411, 412,
415, 410
-prastara, A., 268, 269

Kuttikondabilam, I.., 152, 166

Kuftima, A., 14§

Kuvera, 33, ot, 94, 161, 169, 234, 278, 280,
423

Kynmaw, A, 153

281,

Ladhaura, 1., 166
Laghutva, 343
Lakha-mandal, L., 138
Lakhi-muda, A., 214
Laksapa, A., 134, 141, 145, 228,
288, 202
Laksmana T., see Khajuraho
Laksmi, 275, 315, 316, 415, 423, 424
Lalitasana, 386
Lata, A., 214, 216, 218, 240, 249, 320, 322, 341,
347-349, 356, 390-392
-rckha, A., 371
-sidhana, 347
Latika, A., 201
Latina, A., 214-216, 291, 292
Lata, L., 277, 284, 286, 201, 292
Lati, A., 201
Lauriya Nandangarh, L., 103
Laya, P., 281
Layana, P., 101, 114, 168, 275
Lekha, 1t
Linga, 113, 133, 134, 151, 153, 168, 173, 180, |
2324, 230, 240, 243, 257, 275, 279, 313,
422, 423
(svayambhi), 172
-temples, 190, 284, 414, 415, 422, 423
Lingaraja ‘I'.,, se¢ Bhuvanesvar
Lipi, 11
Locanotsava, P., 181
Logegtaka, 26
Lokapila, g1, 92, 94
Lonad, I.., 173
Lupi, A., 262

2

37, 245, 286,
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M

Madanpur, L., 217
Madhyadeda, L., 288, 291, 292, 425
Madhyama, A., 243, 309, 421
Magadha, L., A., 262, 203
Mahabhiita, 421
Mahibodhi, 148, 184, 205
Mahadeva, 330
Mahadeva I, scc Amaranatha
Karusa, 158
sce Khajuraho
Nachna Kuthara, 158
Nohta, 348

i Mahadevi , 320

Mahaghoga, P., 252

Mahakila, 44, 310, 330

Mahakali, 234

Mahikatesvar, (Mahikuata), L., 151, 155, 181,
184-186, 188-190, 104,196, 205, 215, 283-
283

Mahamandapa, A., 255, 366

Maha-Mandika, 48

Mahianasa, A., 241

Mahdpadma, P., 275, 278, 281, 282

Mahapuruga, 309, 343

Maha-Sakti, 338, 339

Mahasthan, L., 110

Mahidvaméa, A., 59

Mahavedi, 15, 23-25, 150, 157

Mahavira, 11

Maha-Vispu, 173

Maha-vuga, 37

Mahendra, 91, 92

Mahendragiri, L., 192

Mahesvara (Siva), 234, 425

Mahidhara, 8o, go, 96

Makara, A., 147, 189, 315, 323, 324, 329, 333,
330, 393, 394, 406, 421

Makutesvarandtha (Siva) T, sce Mahakitesvar,
141

Mala, A., 369

Mala De I, Gyaraspur, 398

Malabar, L., s, 102, 150, 152, 158, 175, 200,
216, 202, 323, 413

Maladhara, P., 275

Malava, see Malwa, L., 271

Malavya, g2
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Malayarayan, 150, 152

Malegitti Sivilaya, Badami, 191, 196
Mallacchadya, A., 284

Malwa, L., 153, 286, 399
Malyavan, P., 281, 412, 414

Mamallapuram, L., 166, 168, 182, 1904, 301,

413, 415
Arjuna Ratha, 201
Bhima Ratha, 182, 195, 199, 273, 413
Dharmaraja Ratha, 185, 201, 203
Draupadi Ratha, 152, 195, 415
Paiica-pindava Mandapa, 334
Sahadeva Ratha, 195, 190, 274
Shore Temple, 185, 199, 200
Mana, 51, 230
Manastambha, A., 277
Manasiitra, A., 148, 149, 221, 227, 220,
237, 262, 264, 266-268, 36q
Manas, 332
Manasya, A., 101
Mainava, 36, 94
Manbhum, L., 148
Maifica, A., 267, 268
Mandakini, 325
Mandala, A., 21, 39, 45-17, 53, 55, 50, 85,
240, 256
Mandana (Sitradhira), 143, 290
Mandapa, A., 50, 133, 134, 142, 153, 157,
192, 206, 213, 217, 218, 232A, 234, 244,
246, 254, 250-258, 274, 285, 200, 303,
317, 333, 336, 344, 370, 304-300, 401, 403,
405, 416, 417, 419
Mandara, P., 161, 168, 2704, 271, 275, 284, 289,
415
Mandasor, .., 123, 161
Mandhata, Siddhanitha T., 158, 173
Mandira, 101, 134, 139, 27
Mangika (Mandala), A., P., 48-50, 55, 57, 60
61, 85-88, 237, 239, 240, 256, 281, 238
Mangala, 38
Mapika, P., 277-281
Maniyar Math, Rajgir, 415
Maijari, A., 165, 211, 238, 239,
249, 349, 371, 411-413, 417
Manohirin, P., 275
Mantra, 104, 126, 132, 136, 140, 349
Diirohaga
Ham-sa

230,

161,

242, 243, 245

2304

! Istaka

I Prisiada

. Sidana

v Manu, 5, 36, 43, 44, 04, 131, 141, 425, 420

" Manu Vaivasvata, 36

Manvantara, 44

Mirgasahesvar T., Virincapuram, 335

« Marici, 33, 8o, 261, 425

« Markandeya, 425

E.\Iarma, A., 51-53, 55-57

. Martand, L., 200

Martanda, 30, 44, 45, 89, gc, 92

. Marut, 234, 403 ’

. Maruta, 33

;. Masrur, I,., 165

Masiiraka, A., 145, 246, 251, 290, 420

Matali, 403

Mathura, L., 137, 140, 154, 155, 167, 204, 220,

: 278, 322, 35T

: Maty(ka), 234, 341, 384

Matsya, I.., 2091

I Matsya Avatdr, 424

| Matulunga, 349

| Maurya, 317, 345, 425

. Maya, s, 101, 131, 141, 238, 400, 424-420

s Mayd, L., G., 3, 131, 334-338

i Mayura(hasta), 387

. Mayurbhanj, L., 192, 215 \

iMcxasthcncs, 140

Mekhala, A., 246, 248, 251, 281, 283, 309, 413-

i 416, 420

Meru, A., 62, 142, 153, 101, 168, 169, 171, 182,
101, 270A-273, 275, 277-282, 284, 2835,
289, 290, 204, 337, 318, 355, 357, 415, 420

! Mewar, L., 143, 350

. Mihiragula, 139

¢ Mirpur Khas, L., 149

Misraka, P., 275, 201, 202

Mitavli, L., Gwalior, 421

* Mithuna, 304, 318, 337, 346, 347, 385

* Mitra, 32, 44, 89-91, 93, 90, 234, 356, 399

Mleccha, 107,

Modaka, P., 27

Modhera, L., 172, 218

- Mohenjo-Daro, 317, 403

Moksa, 3, 119, 137, 183, 346, 347, 423
" Monghyr, L., 223
, Mora, Mathuri, L., 109
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Mot Cot, 117
Mrgarija, I’., 270\
Mudra, 136, 153, 218,
Mukandvara, L., 153
Mukhalingam, Mukhalifigedvara T'.,
Mukha-mandapa, A., 2327, 287
i, P., 281
Mukhya Vimiana (Prasada), 261,
292-204
Muktakona, P., 275, 284
Mukti-variila, A., 406
Muktesvar ‘I'., sce Bhuvancsvar
Mukti, 351
-dvira, xsx 53
Mukuli, P., 27
Mukunda (Sttradhira), 143
Miila, 200
Mula-maijari, A., 211, 213, 217, 2
356, 366, 367, i7t, 372
-Sikhara, A., 211, 348
Mitla-Prakrti, 158
Mala-siitra, A., 208,
Munda, 150, 152
Mundesvari T'., Bhabua, 272
Miurdheytaka, A., 352
Marti, 112, 165, 342, 350
Mugaka, 386
Musti, 53
Mustika, P., 278
Mysore, 200, 412, 417, 421

304

265,

237, 245, 262

N

Niabhi, 23, 27, 110, 112

Nachna Kuthara, 1., 148, 155, 161, 1

272

104,
Nida, 128, 137
Nadi, A, 54, 79
Nadi-devatd, 315

Niga, 13, 85, 94, 114, 183, 195, 287,

315, 322, 373
Nagara, 101, 233, 251, 287
Niagara, A., 83, 85, 153, 175, 215,

251, 252, 262, 271, 277, 284,
288, 200-204, 205, 321, 322,
391, 302, 411

Nigariija, 388

1499

2066,

288,

233,
286,
326,

289,

18, 290, 348,

2, 100,

304, | Nasi(ka), A.,
i Nasik, L., 170, 204, 218, 278, 201, 313, 32

234, | Najaka, 340
287, | Navadevi T.,

Nigarakriya, A., 421

Nigara-pugpaka Vimana, 291

Nagari, L., Udaipur, 109, 34r

Nagarjunakonda, L., 189, 277, 348

Nigedvara T., Karjah, 172

Nagnajit, 141, 289, 201, 425

Naksatra, 20-35, 37-39, 72, 87, o1, 97

Naksatrapurusa-vrata, 72

Nalambalam, A., 200

Nalanda, L., 134, 149, 102,

Nalgouda, L., 315

Nalina, P., 275, 286, 289

Nama, 12

Nandaka, P., 417

Nandana, P., 101, 270A,

Nandighosa, P., 252, 304

Nandin, G., P., 93, 270A,
305, 398, 416, 424

Nandi-mandapa, 190

Nandisa, 425

Nandisala, 245

Nandivardhamana, P., 278

Nandivardhana, P., 270A

Nandyavarta, A., P., 27s,

Nara, 326

Narada, 11, 22, 93, 141, 289, 424, 425

Narasimha, 234, 235, 326, 330

Narasimhavarman, 166

Narasobha, 143

Nara-thara, A, 146

194, 336

271, 278,

273,

281, 419

i Nara-Virala, A., 333

Nariiyapa, 72, 173, 234, 320
‘I'., sce Aihole
-vatika, 109
Nirdyapa Nambidiri, 5
Narmada, 365

281, 415

281, 300, 3§

Narttamalai, L., Vijayilaya Colisvara, T., 2¢

207
Vignu T., 334
Nisa, A., 241, 319, 321
241, 31Q

! Nagta-Spiiga, A., 371

Ye‘lgus’\;ar, 150, 182, 414

348, | Navagraha, 315, 325
;Navaliﬂga T., Kukkanur, 200
, Navapatrika, 158
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Navaratha, A., 272
Navatala, 309-311
Nemi, A., 228, 232A
Neminatha T., Girnar, 200
Nepal, 158
Netra-moksa, A., 350
Nida, A., 293
Nidhi-kalada, A., 112, 126, 127, 350
Niketanam, 139
Nila, P., 281
Nilakanthcévara T., Udayapur, 200, 218, 246,
255, 256, 260, 389-396
Kckind, 404, 405
Nilgiri, 153
Nirandhira, P., 155, 241, 251, 254, 299, 369
Nirgama, A., 228, 229, 240, 241, 247
Nirrti, 33, 34, 93, 94, 96, 234, 325
Nigadha, P., 281, 413
Nigedha, P., 281
Nigcvaka, P., 281
Nivrtti-dvéra, A., 317
-kala, 317
Nohta, L., 348
Nyagrodha-parimandala, 3o9
Nyaksa, 356, 399
Nyisa, 305, 306, 343

(o]

Ompkira, Jyotirlinga T., 173
Omkira Kgetra, 5
Oragadam, Vadamalli$vara T., 182
Oraon, 150
Orissa, 101, 102, 147, 158, 162, 166, 167, 172,
173, 201, 208, 213-217, 222, 232, 241,
243, 254, 202, 263, 276, 323, 324, 326,
336, 337, 347, 348, 355, 356
Osia, L., 399
Hari-Hara T., 200, 213, 403
Saciya Mata T., 404
Sirya T., 200

P

Pabhaga, A., 145, 162, 263
Pada, A., 27, 239
-devata, A., 32, 33, 61, 79, 86, 92, 96, 102,
227

115

Pada, A., 221, 230, 258
Padma(ka), A., P., 149, 191, 221, 245, 260, 269,
270A, 275, 278, 28:, 395
Padmagarbha (Mangala), A., 20t
Padmakosa, A., 245, 392
Padmanibha, P., 275
Padmasana, 397
Padmadirsa, A., 221, 245, 367, 420
Padaka, A., 127, 360
Paga, A., 216, 241, 249, 371
Pagan, L., 169, 171
Paharpur, L., 102, 123, 149, 280
Pila, 192
Palada, 119, 159
Puli, Siva T., 387
Pallava, 152, 166, 196, 197, 199, 201, 202, 333,
352, 356
Pa'lava, A., 389
Pallavika, A., 38
Piaiicila, A., 262, 203
Paficapandava-mandapa, see Mamallapuram
Paiicaratha, A., 371, 404
Paiicaratra, 421
Paiicata, P., 415
Paiicavira, 234
Paiiciyatana, A., 200, 218, 255
Pandrethan, L., 193
Pandya, 270
Panjab, 167, 186
Panjara, A., 118, 196, 266, 267, 293, 302
Papa-purusa, 82
-riksasi, 32, 95
-yaksman, 32, 33, 93
Pard (avastha), 4s, 117, 137
Para-Brahman, 119
Pari-Prakrti, 21, 320
Paramirthika, 340
Parama-Siva, 104
Paramara, 389
Paramasayin, 88
Paramaddyin (Mandala), A., 48-50, 55, 60, 85-88
Paramitman, 328, 334, 342, 344
Paramecsvara, 335
Paridara, 325, 425
Parasuramesvar T., see Bhuvanedvar
Pariccheda, A., 416
Paridhi, 203
Parivara-Devata, 232, 390
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Piriyitra, P., 415 .
Parjanya, 32, 92, 96, 234
Parpa-kiita, A., 183
-$ala, A., 183
Pirgva-Devatd, 300, 404
Parvan, 53
Parva-kila, 325
Pirvati, 234, 330, 341, 386
T., Nachna Kuthara, 148, 155, 169, 194,
199
Puryanta-siitra, A., 227, 229, 266-268, 420
Pagandin, 113
Pasupata, 421
Pasyanti Vak, 334, 336
Pat, 304
i (hasta), 384, 405
atakin, P., 275
Pajaliputra, L., 4, 287
Pataniga, A., 314
Pathari, L., 150, 200
Patra-$ikha, A., 314
Pattadakal, L., 288
Calagnath 1., 220
Jain I, 101
adinath T., 324
Papanath 1., 143, 179, 186, 241, 274, 285,
320
Sangamedvar 1., 169
Virtipaksa ‘1., 143, 191, 196, 200, 242
Pattaini Devi T, Unchahara, 150, 151, 196
Pattan, L., 172
Pattana, 233
Pattika, A., 149, 260, 395
Pattisa, A., P., 275
Paugkara ((Tantra), 425
Paugtika, P., 204, 265, 268
Payar, L., 193
Pecaka (Mandala), A., 59, 3560
Perumpalutar, L., 153
Peshawar, L., 333
Phalaki, A., 230
Pheld, A, 27, 126
Pidhiina-phalaka, A., 352
Pilipinja, 32, 94
Pindika, A., 243
Pingala, 422
Pifha, 102
-deul, A., 101, 192, 217, 254

Pidica, 59-61, 114, 398
Pitha, G., A., 3, 46, 70, 73, 145, 146, 174, 245,
246, 263, 268, 283, 369, 420
Pithapada (Mandala), A\., 59
Pithapuja, 111, 113
Pithapuram, L., 355
Pithiki, A., 243
Pitr, 32, 34, 93, 04, 234
Poitiers, 323
Polonnaruva, L., 193, 194
Potika, A., 230, 353
Prabha-mandala, 1319
-torana, A., 322, 324
Prabhava, P., 281
Priacinavamsa, A., 23, 26
-dala, A., 22, 23, 156
Pradaksina, A., 89, 106, 147, 199, 201, 232A,
235, 255, 299, 300, 358
Priidesa, 26
Praggriva, A., 2327, 270A, 271, 274, 282-284,
420
Prajapati, 16, 25, 40, 43, 68-70, 74, 77-79, 82,
83, 103, 105, 113, 119, 234, 275, 335
Prajna, 346
Prikara, A., 60, 146, 199, 201, 232A, 233, 355,
413
-devata, 86
Prakrti, 119, 126, 131, 163, 164, 298, 300, 303,
319, 328, 330, 331, 334, 335, 337, 346,
358, 386, 392
Pralina, P., 289
Pramadapriya, P., 281
Pramana-satra, A., 227, 220
Pramoda, 356
Pramukha, 356
Prapa, 25, 51, 52, 70, 97
Pranala, A., 300
Pranayiuna, 48, 343
Pranta, P., 281
Prasada, A., 6, 21, 39, 46, 47, 50, 51, 57, 62,
101, 103-106, 116, 117, 126, 133-136, 139,
141-143, 145, 147-150, 152, 153, 155, 157,
160, 175, 192, 196, 202, 204, 206, 215,
218, 219, 222 229-232A, 237-240, 242-244,
246, 248-252, 254, 257, 262, 264, 267, 271,
275, 209, 300, 303, 316, 344, 356-359, 380,
391, 394, 404, 411, 412, 417, 419, 421
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-Mantra, 126, 137
-Puruga, A., 279, 350, 359-361
Prastara, A., 221, 262-264, 267, 268
Prati, A., 106, 263
Pratihira, 312, 318,
Pratiharya, 397
Pratimi, 270A, 275, 359, 423
-lakgana, 289
Pratiratha, A., 369,
Pratigtha, 112
-dvara, A., 317
-kala, 317
Pratoli, A., 168
Pratyaksa (rasa), 3o8
Pratyanga, A., 231, 247, 249
Pravesa, A., 247, 248
Preta, 308
Preyas (rasa), 308
Prthivi, 13, 16, 17, 21, 59
-mandala, 17, 25, 29, 31, 59
Prthividhara, 32, 9o, 278
Prthivijaya, P., 283
Prthu, 13, 10
Pudukkottai, L., 151, 152, 185, 196, 257, 334
Pajd, 143, 153, 162, 163, 206, 343
Pundravardhana, I'., 275
Pura, 288
Paraka, 343
Puripa Mahideo T'., Harasnath, 403
Puri, L., 201
Pirpa-kumbha, A., 405
Puruga (Supernal Man), 7, 21, 43, 45, 49, 52,
53, 57, 67-70, 72, 73, 78, 79, 81, ¥4, 97,
113, 119, 124, 126, 131, 163, 196, 279,
310, 327, 328, 346, 357-360, 356
Puruga (mcasure), 25, 26, 43, 134, 311
Puryagtaka, 104
Pagan, 32, 34, 93
Puskara, 425
Pugpadanta, 56
Pugpaka, Mandapa, A., 256
Puspaka, P., 275, 277, 278, 280, 81
Pusti, 404
Pythagorean gnomon, 27

R

386, 421, 422

374

Rahasya, 163
Rihu, 36, 38, 44, 94, 325-33I, 404

Rihur-mukha, A, 324
-mala, A., 323, 33t
Raichur, L., 285, 292
Raikona T'., Nalgonda, 315
Raitika, P., 281
Rajadhani, 233
Rijanya, 335
Rajaona, L., 323
Rajardja, P., 417, 118
Rajarani T., see Bhuvancsvar
Rajas, 123, 172, 287, 290, 297, 204, 400, 40T
Rijasenii, A., 175, 395
Rajayaksman, 32, 33, S0, ar, o6
Rajghat, L., 351
Rajgir, 415
Rajim, 1., 314
Rajiva Locana T, Rajim, 314
Rajju, A., 51
Rajputana, 101, 102, 143, 147, 152, 172, 173,
214, 201, 334, 348, 355, 356, 399, 402-407
Rajur, L., 173
Riksusa, 34, 114
Rama, 309
-(Bhirgava), 425
Riamagrama Stapa, 322
Rimalingesvara T., Satvel, 181, 205
Ramani, A., 190
Ramgarh, L., Siva T., 146, 399-401
Rampur, L., 200
Rampurva, L., 345
Ranipur Jhorial, L., 108, 199,
Rasa, 308
Rasi, oz
-cakra, 30, 8§
Ratanvadi, I,., 158
Ratha, A., 210, 211, 229, 272,
a7z
Rathiinga, A., 228
Ratha-yatra, 160
Ratna-muda, A., 148, 213
Rattehalli, I.., 337
Recaka, 343
Rekha, A., 147, 162, 209, 215
-Deul, A., 217
Rekhagupaghata, A., 208
Rikta, 38
Rksanayaka, P., 278
Roga, 32, 33, 93

202

274, 369, 370,
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Roma, 52
Ryi, 388, 399
Rucaka, G., A., P, 42, 195, 245, 246, 251, 275,
278, 281, 283, 284, 419
Rudra (s), 32, 34, 35, 45, 74, 82, 89, o1, 235,
360, 423
-iaya, 33, 89
Ripa, 11, 12, 20, 67, 243, 341
-bheda, A., 243

S

Sabha, A., 135, 415, 423
-mandapa, A., 218, 257
Saciya Mita T., Osia, 404
Sadanam, 139, 148
Sidana-Mantra, 104, 136
Sadanam, 148
Sadanga-nyisa, 365
Sadas, 156, 157
Sadasiva, 373
Sadasra, A., 262, 272, 204
Sadavispu, 173
Sadhaka, 82, 340, 343, 346, 347, 355
Siadhana, 347
Satkona, 271
Sadma, 139, 148
Saiva, 53, 59, 82, 85, 150, 233, 275, 300
Siadhira, P., 201, 202
Sakala (Mandala), A., 58, 50, 201
Sakha A., 116, 232A, 311, 314-316, 346, 373
-nagara, 232
Sakhi, 383
Sakti, 47, tos, 110, 111, 113, 130, 136, 137,
159, 315, 334, 337-339, 341, 343, 346,
347, 358, 380, 390, 421
-cakra, 351
Sala, 337
Sala, A., 135, 217, 220, 230, 249, 250, 282, 283,
375, 380, 300
Sialabhaijiki, 340, 381, 399
Siladvarya Girhapatya, 23
Saliaka, P., 275 .
Salilantara, A., 266, 369
Salokya, 3srt
Saminya Laksana, A., 237
Prisada, 22, 228, 411, 417, /18

Samapida-sthanaka, 307
Sambhu, sce Siva
Sambhuliniga 7T., Kundgol, 333
Samcita, A., 101
Samipya, 351
Samkhya, 42t
Simmukhya, P., 281
Samsira, 146, 357, 358
Samsyti, A., 254
Samsthana, 145, 166, 201, 202, 230
Samudga, P., 270A, 416
Samudra, P., 2704, 416
Samvatsara, 37
Sanaiscara, 93
Sianci, 1., 55, 71, 109, 119, 121, 140, 183, 101,
105, 273, 313, 346, 413
Sandhara, P., 147, 155, 199, 201, 217, 246, 251,
252, 257, 262, 285, 299, 366, 420, 42t
Sangamcesvar T., see Pattadakal
Sani, 38
Sankaricarya T'., 272
Sankisa, L., 351
Sankha, P., 278
Sankhavarta, P., 275
Sanku, P., 281
Sanmukha, 234
Sannirodhini Mudri, 153, 220
Sannyisin, 347
Santa (rasa), 235, 307, 308
Santi-dvira, A., 317
-kala, 317
Santika, P., 264, 265, 268
Saptatila, 310, 311
Sarabha, 146, 147, 330, 333
Sarabheda, 330
Sirarathacakracit, A., 27, 47
Surasvati, 234
Sardala, A., 304, 314, 315, 318, 329, 332, 334-
338, 340, 370, 376, 377, 382 393
-lalita, 333
-vikridita, 333
Sarnath, L., 192, 193, 329, 387, 399
Sarpa, 34
Sarva o4
Sarvadesika, P., 233, 234, 287, 290, 295
Sarvajati, P., 266
Sarvakamika, P., 264, 265, 268
Sarvakita, P., 415
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Sarvasiddharana, P., 237
Sarvasiddhi Acarya, 143
Sarva-Skanda, 32, 94
Sarvasundara, P., 275

INDEX

i

Sikhin, 33, or, 96
Silpa, 141
Silpasistra, 10, 141
Silpasthanavidya, 141

Sarvatobhadra, A., P., 270A, 273, 275, 278, 281, | Silpin, 8, 9, 142

284, 411, 416, 418-421, 423
Saryita, 36
Sada, 42
Sasta, 234
Sastra, 133, 141, 426
Satagriga, P., 275
Sati, 3, 73
Sat Mahal Pasida, 193, 194
Sattakulangara, L., 102
Sattva Guna, 123, 172, 287,
Sattvika Pija, 343
Satya Nardyana, 158
Satya Yuga, 13,
Saudha, A., 139, 349
Saumiki Vedi, 23, 252
Saumya, P., 417
Saunaka, 141
Saurasena, A., 262

200, 294, 400

2, 118, 161

2
=

Savitr, 32, 34, 89, 9o, 91, 96, 119, 132
Savitra, 32, 81, 89

Savitri, 234

Sayujya, 351

Sega, 48, 62, 73, 90, 287, 288

Shwe Ku, 171

Shore Temple, see Mamallapuram

Sibiragrha, P., 281

Sibsagar, L., 324

Siddhanatha ‘T'., Mandhata, L., 158

Siddhantika, 286

Siddhesvar T., Akola, L., 158

Haveri, 301

Sikar, L., 402, 403

Sikha, A., 106, 267, 290

Sikhara, A., 36, 119, 123, 147,
159, 162, 165, 166, 175, 176, 178,
187, 195, 196, 205, 206, 208, 210,
213-216, 222, 236, 238, 239, 241-245,
261-264, 267, 2704, 272-277, 284,
200, 291, 203-205, 300, 302, 319,
326, 333, 334, 349, 350, 352, 353,
350, 367, 370-372, 390-392, 394, 399,
41X, 413, 417, 419-421, 424, 42§

-P., 417

45, 153,

116

155,
180,
211,
252,
283,
3ar,
356,
404,

1

Silpivikalpita, A., 101
Sima, A., 208, 244
Simaria, L., 223
Sitpha, G., 38, 320, 33, 334, 300, 368
P., 160, 2704, 175, 278, 281, 416
-asana, 334
-karpa, AL, 249, 310, 369, 370,
-mala, A., 412
-mukha, A., 323, 320, 329
Slalata, L, 323
-sikha, AL, 376
Siiphanatha ‘1., Baramba, 192, 234
Simhiisya L., 160
Simhapaiijara, P., 281
Simphika, 325, 330
Singhanapur, L., 228
Sinnar, L., 158, 00, 218, 274
Sira, A, 54, S8
Siras ($irsa), A., 153,
Sirkap, Taxila, L.,
Sirpur, L., o3, 121,
Sirgaka, A., 207, 208
Sigumara-cakra, 72
Sittesvar ‘T., Candrivati, 315
Siva, 0, §, 40-42, 47, 48, 54, 59, 74, 75, 90
4, Qv, 101, 130, 136, 137, 141, 142,
153, 150, 161, 167, 168, 173, 185, 190,
200, 20, 233-230, 217, 261, 275, 275-
281, 280, 304, 307, 309, 3106, 322,
335, 340, 347, 353, 385, 350, 373,
386-388, 400-403, 422-425
Siva-ilaya, (Malegitti), 101
-dvarapala, 310
-gana, 308
-pratihira, ;
-tattva, 137
Sivikd-vesma, P, 208
Skambha, 118
Skanda, 94, 234, 234
Skandha, A., 148, 163, 181, 190, 200, 242,
249, 279, 350, 360, 300
Skandha-koéa-antara, A., 245, 340
Smasina citi, 43

3

373

390

3

86

461



THE HINDU TEMPLE

Sodasidra, P., 262, 270A

Soma, 15, 23, 24, 32, 34, 38, 58, 83, 91, 93, 94,
231, 234, 326

Somanathpur, 1., 200, 421

Somasgambhu, 46, 78

Somasiitra, A., 300

Somedvar T., Kiradu, 147, 213, 405

Sopana, A., 283

Soga, 32, 33, 55, 93

Sredhi, 240

81, 234, 275, 404

Srijaya, P., 278

Srikaptha, P., 278, 281

Sri Krsna, 141

Srikgetra, 06

Sri Kumira, 271, 425

Srikifa, P., 281

Srinagar, L., 272

Srinivisa, 424

Srinivasanalir, L., 294

Snrafigam, L., 201, 203

Sritary, P., 281

Srivatsa, P., 105, 275, 278

Srivrksa, ., 270A, 278, 423

Sri-Yantra, 338

Spitga, A., 153, 270A, 211, 213-215, 218,
302, 319, 322, 349, 350, 370, 372,
393, 390, 411-413, 417, 422

Spogara (rasa), 308

Srigavan, P., 412, 413

Spigin, P., 281

Stambha, A., 258, 202-264,

Stara, A., 268

Sthana, 138

Sthanaka (murti), 234

Sthandila (Mangala), A., 61

Sthigu, A, 258

Sthapaka, o, 10, 74, 350-360

Sthapati, ¢-11, 16, 74, 114, 131, 142, 143,
254, 258, 288, 359, 360

Sthapatya-sastra-veda, 11

Sthiapatya-Veda, 11, 289

Sthira, A., 159

-vastu, A., 03

Sthila, 45, 117

Sthiiga, A., 258

Stapa, A., 102, 109, 148, 170, 183, 197-199,
279, 319, 354

‘273,

301,

iy
EVE

395, 413

Stipi, A., 150, 221, 262, 264, 267, 268
Stipika, A., 167, 221, 290, 349, 350, 352, 353,
359
Subrahmanya, 233
Sudarsana(a), 245, 315
-cakra, 221, 403
Sudha, A, 122
-ila, A., 121, 123
Sudhamma Devasabha, 183
Sudhira, A., 101
Sidra, 9, 14, 15, 41, 42, 113, 127, 261, 426
Sugriva, 32, 53, 55, 04, 233, 234
Suguha, P., 410, 417
Sukandsa, A., 36, 148, 162, 200,
239-242, 214, 249, 290, 319, 322, 324,
326, 330, 333, 336, 350, 360, 366, 368,
390, 391, 303, 404, 414, 416, 417, 419
Sukandsika, A., 241, 390, 392, 303
Sukanghri, A., 2324, 241
Sukanyd, 35, 30
Sukra, 38, 75, 76, 81, 141, 424, 425
Sukricirya, 141
Stksma, 45, 117
-laksana, A., 271
sarira, 253
Suktiman, P., 415
Siila, 200
Sulva Satra, 11, 22
Sumanta, A., 101
Sunda TI., 327
Suparpa, 275, 324, 327
Suprabha, P., 281, 283
Surara, P., 417
Siirasena, A., 319
Surasthina, 138
Surasundari, 304, 338, 340, 377-381
Sarya, 32, 34, 38, 58, 02, 139, 172, 104, 205,
218, 234, 325, 334, 372, 374, 407, 422,
423
Siitra, s1, 54, 206, 208, 210, 229, 420
Maina-s.
Paryanta-s,
Pramana-s.
Vinyasa-s.
Sitradhara, 9, 131, 132, 143, 200, 290, 403
Sitragrahin, 9, 10, 131, 142
Sitrapada, 205
Suvibhranta, P., 275

213, 217, 2324,
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Sva, 38

Svami-Karttika, 141, 425

Svarbhinu, 325-327, 331

Svarloka, 354

Svastika, A., G, P.,
409, 419

Svayamatrnona, 69, 103, 108, 113, 175, 190, 2085,
279, 359, 354

Sveta, P., 278, 281

275, 278, 281, 282, 400,

T

‘[akht-i-Bahai, 1., 170, 197-10y

T'akgaka, 9, 10, 118, 131, 142, 360

Taksa-karmma, A., 141

‘I'ala, 267

I'alacchanda, A., 22, 31, 48, 140, 210, 227,
230, 240-248, 252, 200, 120, 421

anydsa, A., 230

309-311

‘I'alamana, So, 300, 311

I'alesgvara T., 'l'ilasma, 356

‘I'Aligrha, P., 281

Talipa, A., 258

I'alpa, A., 411, 415

l'amas, 75, 123, 172, 235, 287, 203,

320, 328, 3209, 331
famil, 220
Tanjore, L.,
324

Tantra, 11, 425

Fantrik, 236, 337

IPao 1Mich, 323, 327

228,

ila,

204,

106, 187, 106, 203, 204, 318, 322

‘I'irdgapa, P.,
‘I'atpuruga, 330
‘I'attva, 82, 104, 130,
Taxila, L., 323, 351
"Tejas, 335
‘Tejaséabda, 333, 334, 336
‘I'eli-ka-mandir, Gwalior, 150, 182
T'elkupi, L., 148

‘I'er, L., 101, 102
‘Thirukkadittanam, L., 323
Thirunandikkara, L., 200

Thoda, L., 147

‘Tibet, 323

275

136, 360

}
325y

Tigawa, L., 150-152, 348

Tilaka, A., 211, 213, 249, 319, 322

Tilasma, L., 356

Tinnevelly, L., 153

| Tirtha, 3-5, 81, 143, 170, 315, 316, 355

‘Iirtharikara, 306, 382, 397, 398

Tiravappamalai, I., 203

Tiruviirar, L., 166

Tiruvasi, 119, 322

"Ilithi, 39

Toda, 153, 332

Toka, L., 272

Torana, A., 274, 283, 303,

Tr.n'ancorn, 102, 150, 152, 200, 323

‘I'retd Yuga, 13, 73, 116, 117

'Lribhanga, 307

I'ribhami, P., 415

Tribhuvana Acirya, 143

I'richadya, A., 192, 284,

‘T'richinopoly, L., 172

Triguha, P., 416, 417

Trigupa, P., 412, 413, 417

" T'rikotithana, I., 152

I'rikita, A., P., 281, 414, 417

i “I'rimiirti-kovil, 199

i ‘Tripura, 400

Tripurintaka Siva, 307, 400

Trivikrama (Vispu), 403

| Irisila, 348
-hasta, 378

Trivigtapa P., 27

i Tula, A., 251

i Tulasi, 355

Dlamain, L., 335

{ Tunga, P., 281

| Tuigabhadra, 188, 205, 202, 204

Turaga, G., P., 413, 414

Tvastr, 131, 420
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7-279, 281, 414
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u
{ Ucchilaka, A., 306, 381, 382
 Uccheda, A., 412

i Udaipur, Rajputana, 143

i Udakantara, A., 229
Udakumbha, P., 275

i Udd-sitpha, A., 334
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Udayaditya, Paramdra, 3y

Udayagiri, Bhopal, 113, 151, 165,
Udayapur, Gwalior, 192, 200, 21
260, 180-396

Udayesvara T., see Udayapur
Cdita, 234
Udumpbara, A.,
Ugra, 235,
Ujjayanta, P., 273
Ukha, 23-26, 126
Uliipi, P., 281
Uma, o1, 131
Unchahara, L.,
Undavalli, L., 103
Unkal, L., 158
Unmana, A., 145,
Upana, A., 106
Upapitha, A., 146, 102, 221
Upasapcita, A., 1ot
Upaveda, 11
Urali, 117
Uras, A., 244
Urdhvacchanda, A., 22,
Urdhvapattika, A., 314
Uromanijari, A., 211,
275, 350, 366,
Uromaiijarikd, A.,
Uruspiga, A., 161
Usmsa, A., P., 245, 281, 420
Usgnisi, P., 278
Utpala, 38, 62, 73, 130, 287, 280
Uttama, P., 309
Uttambha, P., 278
Uttara, A., 37t
Uttara Vedi, 13, 23-28, 112, 147, 23
Uttarcsvar ‘I, sce Bhuvanesvar
Ter, 101
Uttunga, P., 275

G, 24, 157, 314

307

150, 151, 179

244

48, 247,

213, 210, 22

367, 370, 37t
249

v

Vadamallisvara ‘., Oragadam, 182
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» 244, 273,

334 354

Vihana, 93, 315, 317, 334, 344, 380, 422, 423

Vahni, 234

Vaidcha, A., 202
Vaikom, L., 152, 200
Vaikuptha, 358

Vaikuptha Perumal I'., Conjeeveram, 155,
173, 174, 184, 199-202

Vairagya, 43, 335

Vairaja, P., 126, 275, 277, 279,

Vairdja Purusa, 75

Vairdta (i), L., A., 2

Vaisnava, 53, 59, 142, 233, 275, 388

Vaisya, 14, 41, 113, 127, 143, 261, 337, 420

Vaital Deul, sce Bhuvancévar, 414

Vajra, G., P., 41, 278, 403 ; (King), 425

Vajraka, P., 281

Vajralepa, A., 121-123

Vajra-svastika, P., 278

Vik, 104, 332, 334-337, 346

Vakra, P., 278

Valabhi, A., 270A, 274, 275,
416, 418, 422

Valabhicchanda, P., 270A, 414, 423

Valaya, P., 278, 281, 283

Vamana, 281, 309, 403

Vamsa, A., 26, 52, 54, 71, 79

Vana-devati, 315, 390

Vanara, 38

281, 284

278, 284, 411,
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