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Introduction

1. Theme

Jainism has been understood as the religion of Monks, Nuns, and Tirtharikaras.
All the other elements (mainstream Hindu deities and Matrkas, Mahavidyas and
symbols or motifs) occur due to borrowing from different religious traditions such
as Buddhism, Brahmanism, and Taantricism. Many scholars have studied the
assimilation of various cults, and the development of Jainism from different
perspectives such as the role of patronage in the spread of Jain temples and faith,
development of Jain iconography, assimilation and development and symbolism
in Jaina religion, Jaina ethics and so on. Icons, symbols and ornamentation of the
temple are correlated with each other, and that relation in Jain temples is still
needed to be explored, which we shall undertake in this study. Symbols and
motifs which are used in the temple and iconography acquired different meaning
according to the time, space and context where these are used, either with icons or
on the walls, pillars or ceilings of the temple. Similarly, the icons also needed to
be understood in terms of their placement in the temple and their bodily
appearance which can help us to understand their importance as well as their

socio-religious function in a particular religion.

To understand this, | will treat the image or icons of the temple as images with a
body and focus on the bodily appearance of these icons. Questions related to pose
and postures, the colour of images of different categories, ornamentation of the
body or icons, and that of the temple with the symbols and motifs will be taken
into account, which can be analysed in the light of early medieval Jain temples
and literature. To understand the social, religious functions of deities and the
relation of symbols and icons with the temple, we need to understand the concept

of body in art and also the idea of symbols and iconography and ornamentation.



2. Historiography

Various scholars have done a wide range of studies in the context of symbols and
iconography from different perspectives, such as the concept of body in art,
development of iconography and development of symbolism and so on.

2.1 Symbolism in Temple Art

It is generally accepted that iconography is a representation of certain kinds of
natural force. An embodiment of natural force is shaped into icons and therefore
certain icons themselves are symbols. “Brahma, Vishnu and Shiva the destroyer,
gradually they had to invent all kinds of symbolical images to represent
multifarious phenomena and activities.”™ This concept is more visible in the
symbolic representation of Sarasvati (as a symbol of Knowledge) and Laksmi (as

a symbol of beauty).

Vahanas and weapons are also a symbolic representation of the characteristics of
the deity. Heinrich Zimmer provides some examples where Siva is depicted with
bull and Ganesa with the rat and elephant. Ganesa is known as Vighnesvara
(master of obstacle). Zimmer argues that Ganesa is depicted with elephant in
Indian art because “Ganesa forges ahead through obstacles as an elephant.
Elephant passes through the wilderness, treading shurbes uprooting trees™ and the

rat, too is an overcomer of obstacles.

The author points out that all the vehicles and most of the deities are the
embodiment of life energy, and their vehicles are saviours of life energy like
Visnu, serpent, lotus etc. All the above explanation indicates that most of the parts
of temple art are based on symbolism from icons to attributes and each artistic

motif symbolizing something.

! Asit .K.Haldar, ‘Symbolism in Indian Art and Religion’, The Journal of Aesthetics and Art
Criticism, vol.9, No.2, December, 1950, pp.124-27. 125

2 Heinrich Zimmer, Myths and Symbols in Indian Art and Civilization, Motilal Banarsidas
Publisher, Delhi, 1990, p.70.



Karel Warner in work Symbols in Art and Religion points out that symbolism is
equally used in literature and art.®> In order to prove it, he focuses on Hindu
literature (Vedas, Upanisads) and Buddhist art (stapa, Bodhi tree, Venerated
Objects). He also focuses upon the symbolism of individual objects such as fire
and weapons, according to him the essence of a symbol, its importance and
meaning do not lie in itself but in what is symbolised. By Vedic literature, he
argues that characters and terms used in this literature had symbolic meanings. For
instance Aditya, a Vedic deity had a clue to the interpretation of her meaning in
her name. Adit means boundless and absolute to worshipers, she is the symbol of
freedom of bondage of guilt. She is assumed as the mother of the universe and
“her motherhood is not limited to gods and other beings but extended to the entire

universe in all directions.”* This also can be understood from her name Aditi.

2.2 lconography:

2.2 (a)_lcons as Social and Cultural Products:

Art has been studied in various ways by various scholars. John Berger in his work
Ways of Seeing suggests that the understanding of image or art depends on the
sight of the viewer, and vision depends upon previous knowledge. He argues that
“image is a sight which has been reproducing and reconstructed which has been
detached from the time and place in which it first made its appearance.”® He then

points out that the “act of seeing is a matter of choice.”®

He focuses on the question of nude images in Western Art. He further points out,
women are subject to art, or they are used as a theme of art. Many female figures
are made in European art. According to Berger, men and women have different
types of social presence regarding the degree of power. He talks about the

surveyed and the surveyor in which “man acts and woman appear and seeing

¥ Karel Warner (ed.), Symbols in Art and Religion: The Indian and Comparative Perspectives,
Motilal Banarsidass Publishers, Delhi, 1991.
* Ibid., p.29
zJohn Berger, Ways of Seeing, Routledge and Kegen Paul Lmt., London, 1972, P.9
Ibid, p.7



herself as being looked at. The surveyor of women in herself is male, who
surveyed female. Thus, she turns herself into an object and most particularly an
object of vision: a sight.”’ So the historian tries to suggest that male is the viewer
of these female figures and made these figures for his enjoyment. He particularly
points out the issue of the male gaze and suggesting that male is the spectator of

these figures.

Jenet M. Atwill in her article Bodies and Art focuses upon the question: what is art
and tries to look at the factors which enforced an artist to perform any art. The
author suggests that “art is a product of cultural forces that shapes subjectivity. Art
is a body of social knowledge that socializes the bodies that engaged in it.”® She
suggests that art is a mode of knowledge. Practice and imitation is a basic
“competitor” of art. I think the author tries to suggest that it is the practice and
imitation which help the artist to improve himself. But her view about the relation
between culture and art as well as art and imitation indicates that art is an
imitation of society, and cultural force controls it. In her words “to construct an art
is to decode a social practice and to decode a social practice is to be situated on its
boundaries.” So the observation of the whole social surrounding inspires an artist

to perform art.

Jeremy Tanner in his paper Nature Culture and the Body in Classical Greek
Religious Art focuses on the “relationship between nature, culture and social
action in cult statues in archaic and classical Greece.”'® Tanner throws light on the
issue that how art works as a language and expresses things in different ways. To
demonstrate this, he focuses on the different ways in which art is made in ancient
Greece. One way is referred to as Naturalism (classical Greek), and other is the
Archaic. The archaic tradition was one in which the artist provides an identity to

figures by using the attributes related to that icon. For example, the archaic gods

" Ibid, p.49

8 Jenet M. Atwill, ‘Bodies and Art’, Rhetoric Society Quarterly , Vol. 36, No. 2, (Spring 2006, pp.
165-170), p.166.

® Ibid., p.169.

10 Jeremy Tanner, ‘Nature, Culture and Body in Classical Greek Religion’, (World Archaeology),
Journal of Archaeology and Aesthetics, vol. 33, No.2, (Oct, 2001, pp.257-275), p.257.

5



or “free standing female figures or kore can be distinguished only by attributes.”™

Naturalism works as a language of art in which the icon is made according to its
social role. For example, the goddess Demeter, Athena and Aphrodite are made
according to “their religious function as the goddess of fertility, a virgin warrior

goddess, and goddess of sexual love™?.

Tanner also points out that art is based on the social and cultural scenario.”
Images are imbibed in a specific religious culture. Material frameworks related to
this culture shaped the practice of viewing and apprehension of statues.”*3So in
western tradition art is socially inspired and culture and society influenced the
representation of the body in art. Natural elements are used with Icons to represent

the power, such as trees, animals, etc.

From the above discussion, it appears that society works as an inspiration for the
art and iconography. Though images are religious but in some cases, the ways
these are presented are because of their social role. The mother goddess always
represented nude. From some secondary sources, it is evident that the
representation of goddess with God is presented in a calm and gentle pose because
beauty and calmness are qualities of ideal women. But the images of independent
goddesses are represented as a source of negative energy, as the social system
always considered a women’s body as a source of dangerous magical powers. |
think in the Indian context also, the body is used as a measure to show the power
relations, particularly since women are considered weak as well as impure
especially in the case of religion. The Digambara sect of Jain provides a whole

discussion on it.

2.2 (b) Art/ Icon/ Body as Spiritual and Aesthetic Expressions:

In the Indian context, art is understood in the sense of pleasure and spirituality.
Ananda K. Coomaraswamy in his work, Dance of Siva, relates art with

spiritualism and beauty. But at the same time he suggests that “beauty has a

" 1bid., p.258.
2 |hid., p.258.
B 1bid., p. 261.



distinctive meaning for everyone. Everyone choose his love of the object of

14 and then he describes different kinds of rasa

beauty according to his own test,
through which beauty can be achieved. He suggests that emergence of icon was
the result of spirituality and imagination of artist. The desire of artist to assimilate
with god actually gave a way to create the images because in this way the artist or
the devotee could feel more close to the divine power. To prove this he refers to
the Yogasitra texts where it is given that “the lord is only as the other objects of
contemplation, and without use of any image being implied; but the purpose of the
lover is precisely to establish a personal relation with the beloved and the plastic

art is created for this end”®

Vidya Dehejia in her work Representing the Body: Gender Issues in Indian Art
illustrates on different aspects of art such as the contribution of women in the
making of art and women as a subject of art.*® She argues that Indian art has its
roots in spiritualism. She focuses on three different questions: “the representation
of women in Indian Art, the question of spectatorship and women as artist”.*” She
denied that female is subject to art and male is the viewer. She suggests that
Indian art emerged from religious essence. It is depicted in temples and
“worshiped by both male and female devotees”.*® So both men and women were
considerable viewers of art. In her work, she provides a brief history of women
contribution in Indian art. For instance, she describes a genre of painting known as
Ragmala. In this genre, different ragas were presented visually by specific artistic
conventions. “The raga known as Dhanasri is traditionally evoked by an image of

19 She also took examples

a women painting a picture of, apparently her lover
from literary works from 8" to 12" century which suggests that women were
competent portraitists. For instance in “a play of Rajasekhara named Viddha

Salabhanjika (which was written around 1000 AD) describes that women were

 Anand Coomaraswamy, The Dance of Shiva : Fourteen Indian Essays, The Sunwise Turn Inc,
New York, 1918, p.30

 Ibid, p.17

1% Vidya Dehejia (ed), Representing the Body: Gender issues in Indian Art’, Kali for Women, New
Delhi, 1997.

bid., p. 1

8 |bid., p.12

™ Ibid.



especially renowned for line drawing.”® She tries to suggest that art do not just

represent women but also liberates her.

Vidya Dehejia in another work Indian Art focuses upon the growth of Indian art.
She suggests that each political power contributed to the development of Indian
art. The “central Aryans, Persian Greeks Shakas and Turks Afghan, Arabs,
Roman, etc. contributed to Indian art”*. She suggests that art and aesthetics
centred upon the viewer’s role in the appreciation of art. “The aesthetic experience
rests not with the work of art, nor with the artists who created it but with the
viewer.”? She also looks upon the various changes which came through the ages
in Indian art and differentiated all stages on the basis of different political power
and religious sects. She throws light on Hindu art and how it differs from that of
Islam. Hindu art is full of motifs of animals and human figures while Islam rejects
the use of human or animal images that are impact of religion on art but it could

not restrict Islamic artists from decorating their monuments.

Flowers were used as a motif of decoration on the monuments because beauty is

one of the basic elements of art in each and every culture.

So Dehejia suggests that element of the aesthetics is more important in the art, and
what is beautiful can be defined by the viewer who enjoys the art therefore, the
rasik plays an important role in art. She also focuses on the other factors which
work as a source of inspiration for art and writes “art worked on the basis of both
religion and myths.”? To support her view, she provides the example of the three-
headed Siva sculpture of Elephanta. She suggests that it was made not only to

9924

make the audience feel the emotion of wonder”" and represent myth through art

form but also to heighten the religious experience.

2 Ipid., p.15.

1 Vidya Dehejia, Indian Art, Phaidon Press Limited, London, 1997, p.5.
%2 Ibid, p.7.

% Ibid

* Ibid, p.11.



2.2. (c) Myths, Society and Images:

The connection between society and Indian art is well represented in Erotic
Sculpture of India by Devangana Desai. She does not deny the spiritual inspiration
behind erotic sculptures and devotes a whole chapter to it. But she points out that
there could be some other causes behind the representation of all these images
such as demand of patrons or representation of some social groups particularly
that of prostitutes or female dancers who were engaged in patronizing temples and

were closely associated with temple services.

Haripriya Rangarajan in a paper ‘Feminine Beauty In Divine Figures in Indian Art
‘, throws light on various female figures in different traditions such as Varahi,
Vagdevi, Tara and Sarasvati. On the basis of many sculptures of these deities, she
analyses the pose assigned to these figures and suggests that “artists were
ambitious to exhibit her unique beauty along with multifaceted qualities in
spiritual form.”? In order to display her in these forms, certain poses are assigned
to them. She points out that the expression showed in the eyes of these figures are
according to the role played in the society by these figures. Such as in the
representation of mother and child the artist represents motherly love. So the artist
represents “bhava in the eyes, limbs and the way of holding the attributes”.?® She
then points out that these figures are influenced with the myths. All these myths
also play a role in changes occurring in images. The iconography of the same
figure changes from religion to religion because of changes in myths related to

these religions.

2.2. (d) Meanings of Multiplicity and Bodily Movements in Art:

Ananda K. Coomaraswamy in his paper ‘Hands and Feet in Indian Art’, provides
an explanation of the role of body language rather than facial expression in Indian
art. He refers to Leonardo DaVinci who suggested that an artist can represent two

% Haripriya Rangarajan, ‘Feminine Beauty in Divine Figures In Indian Art’, Indian Art and
Aesthetics, Indian Art History Congress, Gauwahati, 2004, p.103.
% |bid, p.103



different things in art “the man and the intention of soul.”®’ The former is easy to
represent, but the initiation of “soul must be represented through the movements
of limbs.””® So it is difficult to represent the intention of the soul. Coomaraswamy
tries to mark out the importance of mudras (the movements of limbs) in Indian Art
and suggests that all these mudras in Indian art tradition are taken from actual
movements of daily life. He suggests that these gestures were the language of art

and narrates the story behind that.

He gives the example of dance as an art form where various hasta mudras are
used to narrate the stories behind it. Then he comes to the point of plastic art,
sculptures and paintings, and argues that gestures of the body play an important
role in these too. He gives various examples from literature where the gestures of
body are described in order to present the bhava or rasa of the story such as in
poetry, Bana writes, "And why is this hand with its petal-like cluster of soft
fingers, exalted into an ear jewel, as though it were a rosy lotus?"? Similarly the
example of Kadambari in love "seemed a prey to terror as she stretched forth her
hand, holding the betel as if trying to cling to something under the idea she was
falling”. On the basis of these examples, he suggests that the description of
gestures is used by the classical Indian authors to represent the rasa of the story
and similarly it is used in the plastic art. For example, in Indian art “bones are not
evident” smooth, soft limbs are admired and made in most of the cases. The soft
gestures of hands and feet are used in Indian art and it increased over the period.
In the “Kusana period hands are usually flabby but during the Gupta period it

5930

became more expressive,”” and soft limbs are presented in the art of Gupta

period.

Doris Meth Srinivasan in her work Many Heads Arms and Eyes Origin, Forms
and Meaning of Multiplicity in Indian Art suggest three different causes behind
the multiplicity of hands and eyes in Indian art. The multiplicity of arms and eyes

" Ananda K. Coomaraswamy, ‘Hands And Feet in Indian Art’, The Burlington Magazine for
Connoisseurs, vol. 24, No. 130, ( pp. 204-207+ 211,) ,January 1914 , p.204 .

% Ibid, p.204.

% |bid, p. 206.

% Ibid., p.206
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are used to differentiate mortal beings from divine higher power, while arms are
multiplied to hold the attributes and also because they provide magical expression
to the image. She argues that the multiplicity of organs is related to the
cosmological work of a deity. The generation of cosmos is depicted through the
multiplicity, and the credit of creation of cosmos is given to the male deities in
Indian literature as well as in art. The seed of existence of cosmos is represented

in the male deity.

Ananda K. Coomaraswamy in his paper ‘Indian Images with Many Arms’,
focuses upon four different images as a case study, An image of
Mahisasuramardini (the form of Durga slaying Mahisasura) , Ganesa, Nataraja,
Sambara, a tantric deity. He focuses upon the activities of these deities and
suggests tree different factors behind the multi-arms deities. He points out that if a
single figure is of unique intension is like a poem then a group of figure or a many
armed and many headed figure is a whole drama.”** According to him deities are
made with multiple hands “to express its own motif in a form at once rhythmic

and impassioned.”*

In order to prove it he describes the image of
Mahisasurmardini and Nataraja and suggests that the image of Durga here does
not express anger but sadness, sadness of those who are wise, playing an
inevitable part, but remaining at heart spectators. She has that re-collectedness,
that non attachment in action”. But the image of Nataraja: “It represents not the
frozen movement but a thing going on again and again, the rhythm of spirit in
movement of living things. Multi-arms suggest infinity and continuity.”** He also
suggests some other factors behind the multi armed images such as to represent
the continuity of thought and actions, to suggest not one idea alone, but many.
Secondly it is done to distinguish the divine beings from humans and to show

them more powerful he argues that “images reflect their own world not ours.”**

%! Anada K. Coomaraswamy, Indian Images with Many Arms , The Burlington Magazine for
Connoisseurs, vol.22, No. 118), pp. 189-191+ 1994-196, January 1913, p.189.

% Ibid.

* Ibid., p.190.

* Ibid
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The above readings are focused on the meanings of movement of the limbs and
that of multiplicity of the limbs, but now | will move to the studies on
iconography of some of the male and female deities which were common in Jain,
Hindu and Buddhist tradition, such as river goddess (Ganga and Yamuna), yaksas
and yakst, Laksmi and Sarswati, Matrakas, Apsaras, Gandharvas and
Vidyadharas.

2.2. (d) Development of Iconography:

Steven Darvin in his paper ‘Ganga in Indian Art’focuses upon the development of
the iconography of river goddess Ganga. He discusses different myths of Ganga
on the basis of various literatures such as Atharva Veda, Lalitavistara, Kalidasa’s
Meghadiita etc. He then tries to connect these myths with the iconographic
features of the river goddess. According to various myths Ganga is described as
the consort of Siva, she is also related with Visnu and in some old traditions is
described with Varuna. He suggests that these myths provided the base for the
development of iconography.

He then focuses on the life-giving properties of Ganga and her religious
importance. He refers to various myths where “Ganga is closely connected with
the birth and fertility”®. Ganga is depicted as mother of Karttikeya, Bhi$ma and
Ganesa according to myths. For instance, “At one time gods were powerless
against the demon Taraka who could only be destroyed by a child of Siva born
without the aid of women. Acceding to their pleas Siva finally released his seed
first to Agni. But God of fire could not contain it so Siva cast it into the Ganga,
from this union sprang Karttikeya”.**According to another myth of the origin of
Ganga, the river comes “down from heaven to restore the sons of the Sagara™®’.
He suggests that because “in her myths and theology she is presented as mother”,

probably therefore she is represented on the doors of the temples, as protector of

life and as a mother.

% Steven Darian, ‘The Ganga In Indian Art’, East and West , vol.23, no % , September-December
1973,( pp. 307-325), p.309.
36 B
Ibid.
" Ibid., p. 311.
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Reflection of Yaksa and Yaksis are also pointed out by the author in the
development of iconography of river goddess. He then argues that Ganga and
Yamuna and even the other Dvarapalas are represented on the door sides because
they are seen to “possess certain kind of power- Physical, moral and spiritual” to
prevent the evil from entering the temple. It is also done to beautify the entrance
and to suggest the holiness of structure and also to distinguish it from the domestic

placen38

He connects the representation of Ganga on the doors of the temples with the
political power also, and suggests that Ganga gets most prominent place in the
temples only in the Gupta age because “Kusana did not reach beyond Banaras,
less than half way across the Ganga valley”. It was neither the imperial image of
Kusanas nor that of the Mauryans because their devotional interest was in the
Buddhist religion. So according to him, Ganga was, the symbol of Gupta

supremacy.

To analyse the development of the iconography of Ganga, he focuses on three
different kinds of depiction of Ganga in the temples, namely Ganga as consort of
Siva, Visnu and Varuna, and as mother of Karttikeya, Ganesa and Bhisma, and
also the depiction of Ganga as the Dvarpala. In his work he mainly focuses upon
the development of Ganga as a theme of Iconography and describes her in various
forms, which in my understanding can also help us to understand that Ganga was

depicted in various social idealistic forms (mother and consort of male deity).

C. Sivaramamurti in his work Sr7 Laksm in Indian Art and Thought works on the
myths and Iconography of Laksmi. He demonstrates the representation of Laksmi
and her attributes and symbolism. He also describes her association with other
deities. He describes the different features of the iconography of the goddess and
tries to mark out different stages of the development of the iconography. Like
Darvin he also provides the credit for the iconographical development of Laksmi
to the Guptas.

% Ibid., p, 316.
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From the above, we saw how the body was represented and interpreted in Indian
art and religious art. Now we will focus on the Jain art particularly in the western
region. Here it is noticeable that since artists were coming from the same pool of
the society, certain icons and symbols are used simultaneously in all three

religions.

Many historians have worked on the Jain iconography, but their focus is to locate
the development of the Jaina iconography and the occurrence of different features
of the iconography at different points of time. Most of the studies are based on
specific set of temples and demonstrate the architectural and iconographic details
of these temples such as temples of Khajuraho, Osian and temples of Kumbhartya
and Abu. All these temples are discussed by art historians and a wide analysis of
iconographical details have been done but only few have focuses on the issues of
how the male and female deities are depicted in the temples and what does it
indicate in wider social context and thus there is a lacuna in the interpretation of

the body in Jain art.

U.P Shah in his work Jaina Riapamandana: the Jain Iconography focus on the
same issue and provides a wide discussion on the development of the different
iconographic features of Jain tradition. On the basis of literature (such as
Adipurana, Acaranga Sitra, Bhagavati Sitra Kalpa Siitra), various Jain canons
and the plates from the temples (Khajuraho, Deoghar, Icons of Kankalitila) he
suggests that many of things which are described in the literature are represented
in Jaina art. He then suggests that different features of Jaina art developed slowly
from Kusana period onwards. He goes back to the view of the evolution of image

in Harappan civilization.

Some historians suggest that image worship in Jain tradition started at Harappa
age, but he focuses on the issue of symbols, images, and Astamangalas, etc. and
suggests that all these symbols did not exist in the iconography of Kusana period,
even laksanas came at the later phase of Kusana age. Astamasigalas were absent
in these figures, but the catiya trees were available, and worshiped by the Jains as

well as by the Buddhist devotees. So he points out the assimilation of Buddhist
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features of art in that of Jaina. He then points out other features such as the
representation of Samavasaraza (preaching of human and animals by Jains in
sermon hall) and sixteen dreams of mothers of the Jina. The Jaina texts such as
Avasyaka Niritkti and Trisasti describe representation of Samavasara a so the
literature was the main source of Iconography in this regard. But he points out that
this kind of representation of dreams was already present in the Brahmanical and
Buddhist tradition. He provides the examples from Candogya Upanisad, which
speaks of the Prosperity that would come if a woman is seen in a dream. So he

suggests that the Jainism borrowed the same Idea in literature as well as in art.

Murtinandan Prasad in his work Elements of Jain Iconography focuses on the
chronological development of Jaina Iconography in north and west. He focuses
particularly on the north (Deogarh, Mathura, Khajuraho) and compares it with the
western region (Kumbhariya, Rajasthan) wherever is possible. He points out that
the symbols, recognitions and other auspicious marks gradually developed in the
Jain iconography. Even the concept of Yaksa and Yaksi is absent in some of the
early sculptures. He gave the example of many temples and discussed their icons
in different chapters. In the case of three Jain temples of Khajuraho, he threw light

on four hundred total sculptures.

Two hundred among these were the sculptures of Jains. He points out (in the case
of Mahavira) that we don’t found any symbols or recognition in some of the early
sculptures. He suggests that one can judge them as these are images of Mahavira
only by the inscriptions. Historians have found the evidences, that since Gupta
period lion was in use as a symbol of Mahavira and the Yaksa and Yaksi came into
depiction in art even after this. Most of the Yaksa and Yaksis are not found before
the 9th century. The Kubera is the only exception of this. An artistic form of
Kubera is found in 6" century. Some other scholars focus on individual sculptures
and the regional development of iconography. They try to understand how certain
iconographic features occurred in the Jainism. Visnu Sisodia In his work A Jain
Goddess of Rajasthan focuses upon the image of Triala and Mahavira where

Trisala is depicted as rejoicing the moment of the foetus.
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He points out that Trisala is depicted nude in this particular figure, whereas in
most of the cases female figures are depicted at least with ornaments, and he
points out that this can be an influence of tribal society, because nude goddess
such as Aparna and Savara are worshiped by the tribes “Pulindas, Savars,

Barbars.”°

John E Cort in his work The Svetambara Muktipujak Jain Mendicant, focuses
upon the spiritual life of Jain mendicants and the fragmentation of their society.
He focuses on Ghacchas, Samudayas and Sadhus etc. He points out that after the
initiation a mendicant would have to follow the five mahavratyas, and
brahmacarya is one of these. But in case the person decided to walk the spiritual
path he will follow the separation from the family life but his wife will be consider
still married to the same person. This indicates a degree of freedom to men and

women in society.

Alvan C. Eastman in his paper Iranian Influences in Svetambara Jain Paintings In
Early Western Indian Style, points out that “Jains already regarded the Sahis as of

Persian origin and so presented them in miniature.**”

He compares Jain
Iconographic motifs with that of Persian such as “textile patterns, jewellery,
accessories and ornamental details priors to their appearance in Jain
Manuscript.”*! He focuses on the Kaftan patterns found on the Iranian Ceramics

and suggest that these are same as the patterns found in the miniature paintings.

A.K. Bhattacharya in his work Historical Development of Jain Iconography
provides a wide study of Jain Iconography. He compares the north, west, east and
south regions to find out the evolution of Jain iconography and assimilation of
other religions within that. He marks out the evolution from Kusana to Gupta
period and the continuation of these features afterwards. For example Kusana

period is known for “single images” in the north, whereas the Gupta period is

¥ Vishnu Sisodia, ‘The Jain Goddess From Rajasthan’, East and West Vol.19, No. ¥(September-
December), 1969, (pp.410-412), p. 412.

0 Eastmen, ‘Iranian Influences In Svetamber Jain Paintings In Early Western Indian Style’,
Journal of American Oriental Society, Vol. 63, No. 2, (pp.93-113 ), April-June 1943, p.94.

“! Eastmen, ‘Iranian Influences In Svetamber Jain Paintins In Early Western Indian Style’,
Journal of American Oriental Society, Vol. 63, No. 2, (pp.93-113 ), April-June 1943, p.94.

16



known for the assimilation of various Hindu gods and symbols, and their
recognition in the Jain lconography.** “From later Kusana to Gupta period
another iconographic feature can be noticed which is marked as a decorative and
pattered geometrical design on the chest of Jain figures (Sri-vatsa)**”. So there
were certain differences in the Images of Kusana and Gupta period which marked

out the development in the iconography.

He then points out different features of the Jain Iconography which occurred over
a period. He suggests that most of these features are taken from the Buddhist and
Brahminical Iconographical styles. To support his argument, he discusses many
features of Jain Iconography such as “combination of two, five, seven, nine or

twenty-four Jains™**

(dvi tirthi, panca tirthi etc.). Except for the combination of
Jains he points out the representation of navagrahas, Yaksa and Yaksi,
Sasanadevtas and the representation of Ambica and Saraswati were assimilated in
Jainism through Brahamanical influence. For instance, yaksa and yaksi are first
described in Harivarisa, the Brahmanical text. Here “the term was applied to

»45

indicate the attendants of Kubera, the god of wealth’ He points out that with

minor changes, these Brahmanical deities are adopted by Jainism. For instance in

Jainism, Ganesa is represented with “four, six, eighteen or even 108 hands.”*

In Sehdev Kumar’s work A Thousand Petalled Lotus: Jain Temples in Rajasthan,
there is a discussion on the various aspects of Indian religious art such as the
purpose of art, the relation between myths and iconography, difference between
iconography in Svetambara and Digambara temples etc. But he emphasises more
on the Svetambara tradition. He focuses especially upon the Jain art in Rajasthan
but also give examples from Ellora and some other temples. In his work Jain

Temples in Rajasthan, he suggests “symbolizing myths, cosmographical details

2 A.K. Bhattacharyya , The Historical Development of Jain Iconography: A Comprehensive
Study, Bharatiya Kala Prakashan, New Delhi, 2010, p.5.

“ Ibid., p.4.

“ Ibid., p. 5.

** Ibid., p.8.

“® Ibid., p. 11.

17



47 are inspiration for art

and description as presented in the jain and other canons
in various temples. He also focuses upon the other factors which played an

important role in the making of temple art.

Mainly he describes how religious art is a symbolic representation of myths and
how architecture is simply a replica of the cosmogonic and cosmological act. He
compares the architect with the Visvakarma who is the creator of the universe.
According to him there are many differences as well as similarities in art which
belongs to Hindu, Jain and Buddhist religion. In his words “the iconographical
treatment did differ to correspond to the mythological narrations, philosophical
tenets and rituals of Jainism. The architects’ masons and craftsmen all came from
the same pool. So the mythological representation varies from religion to religion

but whole of the structure have some similar elements.”*®

He focuses on the temple structure and the architectural plan of three temples
which includes Vimalavasahi and Lundvasahi in Abu and Adisvara temple of
Ranakpur. He stressed on the relation between myths and iconography and points
out that temple architecture is the representation of cosmic myths that is myths
related to the creation of the universe and religious myths such as five great events
which includes “Garbha kalyanka the event of embryo.”* For instance it is given
in the text that lotus is the representation of universe. “In India the universe has
been conceived as many petalled lotus.”®® Sehdev Kumar points out various ways
in which lotus is used as a symbol in iconography such as it is also a symbol of
spiritual liberation because it has that capacity of being detach from the water
while it grows in it. Except the mythical or metaphorical symbol it is also used as
“a principal decorative motifs on their halos and had became a principle seat for

most of the deities.”>*

*" Sehdev Kumar, A Thousand Petalled Lotus Jain Temples of Rajasthan: Architecture and
Iconography, Indira Gandhi National Centre for the Arts, New Delhi, 2001, p.23.

*® Ibid., p.65.

“ Ibid., p.120.

% Ipid., p.31.

*! Ibid.,p.37.
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Even the image of Tirthankar can be divided into three different sections
according to the myth of three world concept; upper, middle and lower
representing the heaven, the mid region and the earth respectively. He also points
out the way in which female deities and other female and male figures are
represented in various temples and suggests that these are not only the mark of
worship but also represent an ideal or symbol of human skill such as Saraswatr is
the symbol of knowledge. Sehdev Kumar cites Davis Kinsley’s work The Hindu
Goddess and says that “her realm is one of beauty, perfection and grace ...the
realm of accumulated knowledge that human beings to continue cultural creations
and civilized perfection.” °* Similarly the goddess Laksmi who is known in two
different forms, Subha -Laksmi and Gaja- Laksmi are symbols of beauty and
wealth. Ambika symbolises motherhood and fertility. She is a mark of generation.

Another work which can help us to understand how the representation of the body
is viewed in Western India can be seen in Jyotindra Jain and Eberhard Fischer
their two volumes of Jain Iconography. They point out that Jain iconography is a
replica of the Jain myths which are contained in various literature such as in
Kalpasiutra, Mahavirasvamicarita, Trisastisalakapurusacarita of Hemacandra.
Then they present many examples of sculptures and temple architecture,
decorative motifs such as divine figures, human figures, animals, trees and other
motifs in order to suggest that these are a replica of the mythical narrations.In the
second volume he has shown that cosmology is another aspect which inspired the
Jaina iconography. Jainas believe in a higher degree of cosmology according to
which there are many universes and a wide hierarchy of the gods. The structure of
the Jaina temple and the body of the Jaina are both the representation of the
cosmic order, which is sharply divided into three sections- higher world, middle
world, and lower world. Yaksas and yaksis, gandharvas, kinnaras and fly whisk,
dikpalas are part of the lower world, Jaina, Saraswati and Laksmi are part of the

higher world, and human beings and vidya devis are part of the middle world and

%2 Ibid., p.120.
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“personification of magic chants of some human figure are part of the navagrahas

in western India.”>®

A wide range of research is also done in the Gujarat area in the context of Jaina
temples. But in this area the research is based upon specific temples or particular
regions or individual icons. Here, much attention has been given to the study of
the development of iconography. But the relation between the representation of
such icons and their social meanings have not been worked upon. For example, in
the Temples of Kumbhariya by U.S Moorti, he studies the different temples in
Kumbhar and describes the historical development of iconography in this area.
Although he provides details of various icons in the temple such as Saraswati and
Mahavira, ParSavnatha and others, but he argues that how all these icons are
depicted in these temples. He does not analyse these icons in the social context. So
it is clear from the above argument that in western Indian art, the historians
analysed the Jaina Iconography in order to find out the development of

iconographic features.

John E. Cort in his work Desert Temples provides great detail on the patronage
and its relation with an icon but does not elaborate the issue how a specific deity
plays various roles among different social groups. Such as Bherii and Sacciya
Mata and Bhomia/ Bhumia play the role of lineage deity (Kula-devi), place deity
as the protector of the place in Osian. But it is worthwhile to notice here that in
Jainism female deities especially Sacciya are considered as place deity but no such
place is given to any Jinas. As John E. Cort suggests “Mahavira is primarily an

adorned deity. He is definitely not a lineage deity.”54

What is interesting in all this description is that Jinas are considered as main
deities in Jainism while female deities are little less in importance as a place deity

on local level, she can be a deity of middle world as Vidyadevr and only in few

>3 Jyotindra Jain and Eberhard Fischer, Jaina lconography, Iconography of Religions- Indian
Religion Series ,Vol. 13: 12 and 13, Leiden, 1978, p.26.

> Lawrence A. Babb, John E. Cort, Michael W. Meister, Desert Temples: Sacred Centers of

Rajasthan in Historical, Art- Historical, and Social Contexts, Rawat publications, New Delhi,
2008, p. 109.

20



cases she is the deity of the upper world as Saraswati (Sruta devi) and Laksmi. But
Jinas are never assigned the role of aplace deity. So there is a kind of hierarchy
among Jinas and female deities. John E. Cort points out “whereas Sacciya and
other non librated deities are understood by Jainas to be active deities who
respond directly to the petitions of devotees, the Jinas are understood to be
inactive and unresponsive. Only one or two paragraph of a chapter is devoted to
such detail in his work. He is much focussed on the different kind of patronage

which contributed a lot in the making of various temples in medieval times.

Thus to conclude it can be said that art historians have analysed the Jaina
iconography in western India to find out the development of the iconographic
features. They have also pointed out the relation between myths and icons, but no
direct effort has been made to trace the reflection of the social position of men and
women in the society with the help of these icons. The study of Iconography in

western India is based much on the development of Iconography.

There are an ample number of works done on the topic of iconography dealt with
the spiritual nature of art, and these works suggest that body is used in art as a
means of spiritualism. Ananda K.Coomaraswamy, Vidya Dehejia and many other
historians suggest this. The development of iconography is also discussed by
various scholars. Myths, narration and multiplicity are seen as an inspiration
behind the representation of the body in art. Their depiction with each other is not
being seen in the social context, but certain efforts are made by Sehdev Kumar,
John E. Cort and Fischer, Haripriya Rangarajan and Devangana Desai, but much
of their work is also devoted to the symbolic representation of myths through the

icons.

2.3 Case studies in Western India:

Abu Temples:
In a work Dilwara Temples, published by division of Ministry of Information and

Broadcasting, Government of India, the author provides wide information about

the temple architecture and history of the Mount Abu. According to a 7th century
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inscription, it was the seat for Hinduism. Jainism did not make its appearance
there till 11th century. He traces out the holy appearance of the Mount Abu from
the Mahabharata, and suggests that it was the sacred abode of Nagas. He points
out a chronological down fall in Jaina tradition at Abu. From 11th to 13th century
it was a stronghold of Jainism but then we don’t find any trace of Jainism here till

15th century.

He describes the whole architectural plan of the temples Vimalvasahi. He
describes the domed porch which contains the ten statues of the Vimala and his
family, patterns of human figures and animals. He suggests that the main feature

of the decoration is the recurrence of the same motif, innumerable times.

R.G. Gyani in his paper ‘Marble Temples of Dilwara’ attempts to elaborate the
architectural structure and artistic motifs of Vimalavasahi and Lunavasahi. He
points out that most of the motifs are a replication of the life events of
Jinas.Yaksas, yaksanis and floral designs etc. were also have a direct link with the
Jain mythology. For instance, the walls of 42 cells of the Neminatha temple
provides “the scene from the life of Neminatha, his marriage, deification and some
impression of marching army, fight and the return home of victors.”*® He also
points out the assimilation of Hindu gods in Jaina art tradition; motifs on the dome
of the temples are also taken from Hindu mythology such as the motif of Krsna.

Both the above readings discuss an architectural plan of Dilwara temples and

provides an order to the pattern used in the decoration of the temple.

H. Bhisma Pal in his work, The Jain Temples of Rajasthan, provides a brief
history of Abu region and temples by inscriptions and historical records. He traces
the religiosity of this region from 600-800 B.C. while it was an abode of Nagas.
According to a record Mahavira visited this place in his lifetime but K.C Jain in
his work argues that this inscription belongs to the later period so the authenticity

of the inscription is not reliable. The historian provides details of Abu temples

> R.G. Gyani, ‘Marble Temples of Dilwara’, East and West, vol. 6, No. 2, July 1955, (pp. 150-154),
p. 154.
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including Vimalavasahi, Lunavasahi, Pillathara, Comukha and Temple of Kumari

Kanya , Acleswara temple , Siva temple.

Vimalavasahi.

“The temple is 98 feet long and 42 feet wide and is surrounded by a lofty wall
with 52 cells, each of which contains an image of Tirtharnkara. The main shrine is
devoted to Adinatha and contained an image of about 57 inches.”®® The work
further emphasises upon architectural details of temples such as “the cells are
screened by an arcade of carved pillars. Temple consists of an open portico and a
vestibule formed by a simple grouping of pillars. The tample has an octagonal
dome of the shrine and 52 sub shrines each of which contains an image of

Tirthankara.” >’

Lunavasaht:

Bhisma Pal informs that Lunavasahi and his brother tejapal minister of
Viradhawala, built another famous temple at Mt. Abu, it was devoted to
Neminatha. It is also said that shrine was constructed by Tejapala for the spiritual
welfare of his wife Anupama Devi and son Lannasimha. Architectural details are
given in this work. For instance “it had domed shaped Sabhamandapa with small
cells on the right side. The roof of this temple is beautifully engraved with reliefs

relating to J ainism.”®

Kumbhariya:

2559

Temples of Kumbhariya called “Arasana or Arasanakara™ in medieval times, the

suffix akara denotes ‘quarry or metal mine with references arguably to the ancient

5960

marble quarries in the hills situated north east of the settlement site.”” Before

medieval times it was known as Anahillapataka, “it is situated about fourteen

P H. Bhismpal, Temples of Rajasthan, Prakash Publication, Jaipur, 1969, p. 39.

2001, p. 33.
% 1hid.
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miles south east of Abu road and nearly a mile from Ambaji in Banaskantha
district of Gujarat State.”®! The antiquity of Arasana as a Jaina site does not go
beyond the medieval period. “Dandanayaka Vimala of Dilwara was the first Jaina

builder of Ara'lsar_la.”62

From the time of Bhimadeva I, Arasana formed a part of
Solanki empire, and with the eraction of Jaina temples it became a holy place, for

Jainas.

“According to the local folklore and legend; minister Vimala had built 360 Jaina
fanes at the site with the grace of the brahmanical Goddess Amba. When, inquired
by Amba that by whose grace he had built these temples, Vimala’s response was:
through the grace of Gurt “that angered the Goddess Amba and she commanded

him to run away and burnt down all the temples except five.”®®

The above story is similar to the local account of Osian, according to which some
Local Rajputs were engaged in building a temple for their place deity Sacciya, but
at the same time they put their faith in Jainism and followed a Jaina Gurl
Ratnaparbhasuri, after knowing about their devotion towards Ratnaparbhasuri, the
deity got angered. She commanded these Oswal Rajaputas to run away from the
city Osian. These kinds of stories provide indication of dis- agreements between
Hinduism and Jainism, but same accounts provides the stories of adaptation of
Jainism by Hindus, accounts of conversion and assimilation are evident in various

folklores.

Kumbhariya is a group of five Jaina temples. The original temples to Jaina Rsbha
/Adinatha was probably founded in or before 1031A.D. Mahavira temple is the
second in the chronological sequence, Santinatha temple, Parsavanatha temple and

Neminatha temple are constructed subsequently.

%1 U. P. Shah and M.A. Dhaky, (ed.)Aspects of Jaina Art and Architecture, Gujarat State
committee, 1975, p.299.

%2 1bid

% M.A. Dhaky and U.S. Moorti, The Temples of Kumbhariya , Manohar Publishers , New Delhi,
2001, p. 36.
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Temples of Kumbhariya are widely studied by various scholars such as D.R.
Bhandarkar, Muni Jainavijaya, S.K. Sarswati, M.A Dhaky J.M. Nanavati and so

on.

U. S. Moorti in his work The Temples of Kumbhariya, provides description of
historical background of Jainism in Gujarat and then move particularly to
Kumbhariya. He focuses upon the chronological establishment of the temple
building and then provides detailed study of architecture and sculptures of these

temples.

Osian:

Devendra Handa in his work Osian, History, Archeology, Art and Architecture
provides wide information about two different group of temples in western
Rajasthan namely Sacciyamata temple (surrounded by five other fanes) and
Mahavira temples with seven shrines. He talks about three Harihara temples and
seven Devakulikas and gives an architectural and iconographical explanation of
all these structures. Beside this, he also focuses on the geographical features of
this region, but the most important contribution of this work is the discussion of
the iconography of these temples. The historian provides the description of each
category of the sculpture which exists there in the temple and in the Museum. In
the context of iconography the historian points out the major issues.

Firstly, he points out the assimilation of Hindu deities in Jainism then suggests
that yaksas are represented as devotees of Jins and try to suggest that how the
whole structure of iconography provides an impression of hierarchy and power
relation of Jainism and Hinduism. He suggests that most of the Yaksas are taken
from Hindu religion those were regarded as the presiding sprits over wealth in
Indian tradition.”® Similarly, these were like Cakareswarl. Ambika are a form of
Hindu deities. He then suggests that all these are treated as the attendants of

5965

Jainas. Similarly, the concept of “Vidyadharas™> is borrowed from Hindu concept

% Devendra Handa, Osian: History, Archaeology , Art and Architecture, Sandeep Prakashan,
Delhi, 1984, p. 102
% Ibid., p. 203.
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of iconography.

Asha Kaliya in her work The Art of Osian focuses upon Hindu Iconography in the
temples of Osian, she puts light on the ornamentation, dresses, and heir dress of
various images in the temples. She argues that this kind of dresses and
ornamentation which is depicted in the temple represents the dressing of people of
that time. She tries to find out the images of social elements, cultural elements and
economy and religious element in the temple depiction. She devotes a full chapter
to the religious settings and suggests that Vaisnavism was so popular at that time.

On the basis of the above historiography, it can be concluded that there is an
ample number of works done on the topic of iconography which have dealt with
the spiritual nature of art, and these works suggest that body is used in art as a
means of spiritualism. Ananda K.Coomaraswamy, Vidya Dehejia, and many other
historians suggest this. Similarly, many scholars have focused on the development
of iconography, myths; narration and multiplicity are seen as an inspiration behind
the representation of the body in art. Their depiction with each other is not being
seen in the social context, but certain efforts are made by Sehdev Kumar, John E.
Cort and Fischer, Haripriya Rangarajan and Devangana Desai, but much of their

work is devoted to the symbolic representation of myths through the icons.

It is against this background where we can easily notice that Jain iconography,
particularly in the western region is looked regarding the development of
iconography and architecture of temples, but the icons and symbols are not seen in

relation to their social and functional value which need to be explored.

Primary Sources:

I will be looking at canonical and iconographical texts. Such as Bhagavati Sitra,
Kalpasatra,  Trisastisalakapurusacaritra and  Ripamandana, Manasara,
Mayamatam and Apardjitaprecha as my primary sources, in addition to Jaina

Iconography from western India.

3.1 Kalpasiitra:
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Kalpasitra is a text of 3" Century BC, based on life events of Jaina Tirthaarikaras
(Mahavira, Par$va), the fourteen dreams of the mother of Mahavira, his birth,
renunciation, enlightenment and death. Many of the art historians have looked at
the Kalpasitra to trace out different aspects of Jaina iconography, for example,
B.C Bhattacharya in his work The Jain Iconography take examples from
Kalpasutra along with many other texts such as Riipamandana, Visnudharmottara
Pirana, Dasvaikalikasiitra, Pratistha sarodhara etc. He focuses upon all these
texts and suggests that iconography is a replication of myths and many of the
features of Jaina art came from the literary sources as well as from the Hindu and
Buddhist art traditions. Although he devotes a separate chapter to each artistic
theme such as Tirtharkara and Sasanadevata, he uses these texts to understand
the development of the features of iconography. He also suggests that these texts
are written to provide supremacy to the Tirthankaras and to praise them, and it is

possible that these texts were used as a source of iconography by the artists.

3.2 Rupamandana:

Another source for my research topic is Ripamandana. It was written by
Sutradhar Mandana, an architect to Maharana Kumbha (A.D 1434-1469) of
Mewar. Many images described in this text were made in Kumbhalgadh. The
work deals with icon making and it contains six chapters. Each chapter contains a
different type of iconographic description. In the context of Jaina iconography, it
lists, the names of 24 Jins, their colours, emblems, Naksatras and birth rasis, their
Yaksas and Yaksinis. It is interesting to note that in the Riapamandana only four
colours of Tirthankaras are enlisted, which includes red, black, blue and golden.

3.3 Trisastisalakapurusacaritra

TrisasthiSalakaPuriisacaritra is written by Acarya Hemacandra, it contains 10
parvas and it contains the life stories of 24 Tirthankaras and Cakravartis and nine
Vasudevas and nine Baladevas. The text is written in the form of poetry divided
into 6 parts out of which some are translated into English, Hindi and Sanskrit. The

text provides the life stories which are useful to understand the role of different
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categories of Gods or heavenly beings in Jainism. This text also provides
information about the symbols and motifs such as swastika, srivatsa, serpent etc.
The text was written in 11" century and it is useful to indentify that how these
symbols were used in early medieval period, what social and religious value these
symbols had.

3.4 Manasara

Manasara is a prescribed text among the Silpasastras. The text is divided into
three volumes. The text contains 74 chapters. The first volume is about the
architecture of Hindu temples; the second volume is relevant to the decorative
patterns and measurement of ceilings and Zoranas of the temples, palaces and
houses. The third volume contains prescription about the sculptures or icons of all
three religious traditions namely Hindu, Jaina and Buddhist. Volume 2 provides
useful description about symbols and motifs, it prescribes that how a temple
should be ornamented and where such symbols and motifs should be used. Some
motifs are rejected in ornamentation of the temple. This also provides description
about idols of Jaina, dikpalas, and matrakas etc, description of many of these

categories are similar as these are depicted in the Jaina temples of western India.

3.5: Bhagavati Siitra

The fifth Jaina Agama, popularly called the Bhagavati Siitra is an encyclopaedic
work. It is written in form of question —answer. The whole text is based on
dialoguebetween Bhante and Gautama and it contains higher degree of
philosophical issues. Among the various issues the text provides description of
relation between karma and body. According to text people get birth and born in
different bodies and different places on the bases of the Karma. The shape and
colour of our body mainly depends upon our Karmas. This is helpful to
understand the basic perspective of Jainism towards body and art, the text also
provides immense description about minor categories of Jaina deities such as
Nagakumaras, Asurakumaras, kinnaras, Yaksas, Vimanika Gods (Laksmi,

Sarasvati and Varuna and some other Hindu deities) Gandharvas and so on.
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3.6: Mayamatam

This text contains the details prescription about the iconography and architecture
of South Indian houses and temples. The date of composition of the text is
debatable to cola period or later cola period or later cola period. “The
Mayamatam, like many other texts, is not a frozen text of particular fixed date and
time, but it belongs much more to the stream of evolution and development of
distinctive schools of architectural style.”®® Many descriptions of this text are

similar to that of Manasara especially the details of Iconography.

3.7 Apardjitaprecha

This text is written by Bhuvanadeva, contains the details of four different issues,
Music, Iconography, Architecture, Measurement and Architecture of houses and
temples, city village etc. This is text wrriten in Northen India in the last phase of
12" Century A.D. but it gives detailed information about the Nagara form of
temples, Iconography and Ornamentation therefore it is useful for me, espaccially

in Chapter second and third.

3.8 Iconography of Jain Temples: of certain sites which includes Mahavira

temple and Sacciya mata temple of Osian, Vimalavasahi and Lunavasahi of Mount

Abu and Santinatha, Parsavanatha and Mahavira temple of Kumbhaariya.

4. Chapterisation:

This research topic into three chapters, apart from introduction and conclusion.
The first chapter is focused on the use of symbols and motifs in the ornamentation
of temples. Here the focus will be upon the mobility of the meaning of symbols
according to the place and time in which it is used. This is an attempt to identify
what symbolic meaning is conveyed through a particular icon or artistic motif in a

different context? Is there any mobilization in the meaning of the particular

%Bruno Dagens, tr., Mayamatam Treaties of Housing, Architecture and Iconography, vol.1, Indira
Gandhi National Centre of Arts, 1994, p. VII.
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symbol? To find out the answers to all these questions, 1 will focus on the flora
pattern and animal representations in the temples and various symbols from
different categories such as Asthamasgala, symbols of dreams of mothers of
Tirthankaras and symbolism of place as depicted in the temples.

The chapter is focused on symbols and motifs. The Motifs includes animals, birds
and creepers and symbols including, lotus, Srivatsa, Swastika and Nandyavarta,
Kumbha, Cakra. 1 will look whether the meaning of a particular symbols changes
while it is used in different places such as an attribute , a motif on ceiling ,pillars
and doors, a vahana of deity or a motif on the pedestal or on the body of deity.

I will also focus upon if there are any changes or similarity in the role of

symbolism played in literature and temple art.

Chapter two: In this chapter, | will focus upon the iconography of Tirthankaras
and mainstream Hindu deities which are assimilated in Jainism such as various
incarnations of Visnu (Varaha), Narasimha, Krsna, Rama), Ganesa, and female

deities of Vimanika category (Laksmi, Saraswati) Matrakas and 16 Vidyadevi.

In this chapter, 1 will focus on the bodily appearance of the Tirtharkaras in
comparison with male and female brahmanical deities and try to find if their
bodily appearance and placement in the temple indicates their position in Jainism
or any hierarchical order in social and functional sense. In order to explore this, I
will focus upon the postures (asanas and Mudras) assign to deities and the
attributes and ornamentation of the icons. How the body of icon itself indicates its

socio religious function will also be a question to emphasis on.

Chapter Three: This chapter is a continuation of the discussion on iconography.
In this chapter, | will focus upon the Yaksas, Yaksinis who functioned as attendant
of Tirthankaras. And then at the other lower beings for instance Gandharvas,
Vidyadharas and Apsaras etc., The focus will be upon the Mudras, Asanas,
ornamentation and placement of all these deities in the Jaina Temples. I will also
look if there is any similarity or differences between the role played by these

lower beings in literature and temple art.
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Chapter 1

SYMBOLS AND MOTIFS IN JAINA TEMPLES

The meaning of ornamentation has been altered throughout the ages.
Ornamentation has a wide implication, and it is necessary to understand the
ornamentation in its wider sense before | begin to focus on the details of temple
architecture and use of the symbol as part of ornamentation itself. 1 would like to
discuss the meaning and origin of the term ornamentation and the connection

between symbols, motifs, and ornamentation.

1.0Ornamentation: A remarkable paper is contributed by Ananda K.

Coomaraswamy namely Ornament. In his paper, he suggests that ornament does
not mean something which is only used to beautify, and it is not only the
equipment of adoration. Instead of just beautifying, decoration of an object or
person was originally meant to show the necessary qualities of the object or
person, and the aesthetic sense of the word was only secondary to its practical

99l

purpose.”” He further opines “whatever was primarily necessary to the completion

of anything...whatever has once been essential to the nature of objects came to be
regarded as an ornament.” 2

Coomaraswamy provides a wide range of study and analysis of the linguistic
changes in different countries such as India, Egypt, English or Latin, Greece. His
study shows that all the terms which were used for the ornaments had a different
meaning to what it has today. It had nothing to do with the aesthetics. He refers,
for instance, to the term Alarkara or Abharana. According to him, “These terms
were used to in classical Sanskrit to refer to whatever increases the efficiency of
thing or person with reference to which or whom they are employed.” Here he

indicates that the “value of ornaments was not vain adornment in culture but

! Ananda K. Coomaraswamy, ‘Ornament’, The Art Bulletin, VVol.21,No. 4, pp.375-382, ,Dec-
1939, p.376.

2 Ibid., 376.

® Ibid., 377.
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rather metaphysical or magical.”* Similarly the term Abharpa (ornament) literally
means “assumption or attribute. this mode of operation is represented
iconographically™

Similarly, Devangana Desai in her work Erotic Sculptures of India provides a
detailed study of erotic sculptures and their meanings in contexts. In the same
work, she provides the concepts of magic in Ornamentation. Ornamentation on the
house of God and also in the house of men was believed to be auspicious and
something which promotes prosperity. Alasikara was supposed to convey

mangalya or auspiciousness.

| think that ornamentation of the temple perhaps had the spiritual aim, but it had
social or worldly inspiration. The temple is not only the house of divine but also
the mirror of society. So the ornamentation of the temple should be seen in the

context of its spiritual, social and functional value.

2: Symbols and Motifs: Symbolism plays a major role in ornamentation and

the whole temple art. By various historians, iconography is accepted as a
representation of a certain kind of natural force. An embodiment of natural force
is shaped into icons and therefore certain icons themselves are symbols. “Brahma,
Visnu and Siva the destroyer, gradually they had to invent all kind of symbolical

’)6

image to represent multifarious phenomenon activities.”” This concept is more

visible in the symbolic representation of Saraswati (as symbol of knowledge).

In the following chapter, I will look at these changes which came into the motif
and symbols of ornamentation according to space and context where it is used. |
will also look at the symbols which are used as part of ornamentation. | will try to
focus on the following objectives and questions. I will try to compare the adorned
motifs of same architectural structures from different temples to identify the

changes that came in ornamentation throughout the ages and what remained the

* Ibid.

* Ibid., 378.

® Asit K. Haldar, ‘Symbolism in Indian Art and Religion’, The Journal of Aesthetics and Art
Criticism, VVol.9, No.2, December, 1950, pp.124-27, p. 125.
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same. Another pertinent question is what symbolic meaning is conveyed through a

particular motif or symbol in different contexts.

To search the answers for above questions, | will focus on the flora pattern, plants,
and creepers. In different sections of the Chapter, | will try to look for the symbols
and motifs on architectural structure (ceilings, pillars, door frames, Devakulikas,
temple walls and Mandapas,) and as vahana or attribute etc. | will try to find out
whether any change came in terms of the symbolism of a particular art motif at

different points of time.
2.1. Lotus: Here we will see the lotus in different scenarios.

2.1.1 On Ceilings of Temples

The ceilings of Jaina temples are phenomenal pieces of art. Motifs and patterns of
the ceilings changed over the period with certain continuities. Ceilings of early
temples are different regarding the use of material and architecture from that of
the later one. The ceiling of central hall (main mandapa) of Sacciyamata temple
and Mahavira temple is made up of sandstone in Maru-Gurjara style but the
ceiling of Lunavasaht and Vimalavasaht are made of marble in dome shape. Both
of the shapes already existed in the temple art tradition even before the early

medieval phase.

But many differences and similarities occurred in the patterns of decoration and
Manasara provides a direction regarding the roofs and entablatures. According to
Manasara, “‘six varieties of entablatures are employed in the buildings of the six
respective classes, namely the gods, the Brahmans, the kings, the crown prince,
vaisyas and the sidras.” Height and ornamentation of the building also differed
according to the classes. The temple roofs were directed to decorate with various
kinds of images. According to Manasara “the corona (kapota), the small vestibule
(Ksudra nast) should be decorated with leaves and creepers, etc., and these are

furnished with sharks and bees, etc”’Another reference which is given in

"Architecture of Mansara, tr. Prasanna Kumar Swami, ed. N.C. Panda, Bhartiya Kala Prakashan,
Delhi, 1979, verse 46, p.266.
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Manasara is also valuable in this regard according to which “the image of bhiitas
(demons), ganas (group of deities), yaksas (demigods), Vidyadharas (demigods)
or of men should be carved at the theatre (naraka), parts of temples etc. Images of
yvaksas and vidyadharas should be carved at the (theatre parts of the) palace of
kings and in all other buildings and theatre part should be furnished with human
ﬁgures.”8 The above references in Manasara makes it clear that Ganas, Yaksas
Vidyadharas and leaves were major motifs of ornamentation. All these things
were used as motifs of decoration in Jaina temples. For instance in Lunavasahi
temple a full bloomed lotus is festooned on the ceiling, around the lotus cell 16
Vidyadevis are made in standing pose with multiple numbers of hands along with
their weapons and other attributes and under the pedestal of these Vidyadevis,
miscellaneous beings are depicted in sitting pose and different posture of hands.

Figure 1: Sixteen Vidyadevis and Lotus depicted Rangamandapa ceiling,
Vimalavasahi Temple(Abu), 030345,Photo Credit: AlIS.

®1bid., Verse 57, p.266.
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Similarly, in Vimalavasahi temple a lotus is engraved in the middle of four Yaksis
at the corridor ceiling. In this depiction, Vajranakushi, Cakreshwari, Prajiiapati,
and Vajrasrnkhala are engraved in four directions. Each of them is seated in
lalitasana and having four hands. Cakreswart is holding cakras in her two hands
and, her other two hands are in varada position, seated on a miscellaneous being.
Prajnapati is seated on a peacock, she holds a lotus bud in one of her hand, vina in
another hand, third hand is in Abhya mudra and the, other is in Varada Mudra
position. Vajrasrnkhala holds a srarnkhala by two hands around her neck and gada
in one of her hand, the other hand is in Abhya mudra.

Figure 2: Lotus at mid of Four Yaksis at ceiling of Vimalavasahi , Photo Credit,
AlIS,030293.

The fourth deity is Varjanakusi, she is having weapons in two of her hands, fruit in
one of her hand at the left hand Varda Mudra. In this representation lotus is
depicted in the middle of all deities, left leg of all four deities is touching upon the

lotus which shows a connection between lotus and the deities. Here it is useful to
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notice that the center part is always considered as a point of emergence. It is given
in many of the Hindu myths that the whole universe was born out from the navel
of Brahma as referred by Karel Werner in his work Symbolism in Indian Art and
Religion. Lotus is also understood as a representation of life energy. Now coming
to the female deities. Here it is difficult to know that whether these are yaksis or
Vidyadevies but in both the cases these are personification of mazic. Vidyadevis
were known for different Vidyas or the magical powers. All of them are
understood as a personification of these Vidyas. So now on the basis of above
explanation we can conclude that in above two cases lotus is used to represent the
emergence of all auspicious Vidyas from a common source, maybe it is done in
order to display the auspiciousness of the temple through the ceiling area and to
convey the motive for their devotees that everything can be achieve under the
arena of one temple. Another possibility is that it is done to represent the
emergence of heavenly beings in the temple area which distinguish the temple

from the outer world and displays its sacredness.

Figure 3: Mandapa ceiling of Mahavira temple of Osian , AllS,057527

Photo Credit: American Institute Of Indian Studies.
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But all the Mandapa ceilings do not convey the symbolic meaning; some of the
temple ceilings are carved with simple decorative motif such as the ceiling of
Mahavira temple. The temple ceiling is in square shape and made of sand stone in
Maha- Maru style. The bloomed lotus is not displayed on the roof as it is given in
the other temples. A simple eight petals flower is engraved on the ceiling of the
Mandapa of Mahavira temple. The flower is carved in the middle of the square
shape roof and, it is carved slightly deep upwards. So the pollen area or the centre
part of the flower looks like a dome which has eighteen stick like shapes into it to
show the pollen of the flower. The four sides of square shape roof are decorated
with lotus petals. The whole square shape structure is divided into 24 sections.
Each of these sections has a different figure but, it could be identified whether
these figures represent the yaksinis or something else.

The ceilings of the Mukha Mandapa of the Sacciya mata temple are almost similar

to that of Mahavira temple.

: '\«, \ g
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Figure 4: Mukhamandapa ceiling of Sacciya Mata temple, AllS,052878

Photo credit: American Institute of Indian Studies.
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In this temple, again lotus pattern is absent from the central part of the roof and
there are eight different sections into the roof structure. The central part of the
ceiling is a simple floral image, and petal is used as a decorative motif in the
second section. In the third section, the pattern of lotus petal is used to decorate
the section. The fourth section is ornamented with semi petal motif, in the fifth
section, we find the replication of lotus petal. The sixth section, some dancing
figures are represented, and the seventh section which works as a base of above

sixth is ornamented with the figures of Yaksa and Ganesa.

In the above case, it is noticeable that the ceilings of Jaina temples had two
permanent features. First is that all the ceilings had floral motifs, and lotus
remained a part of the ceiling of Mukamandapa in one way or other. Secondly,
the Yaksas and Viyadevis’ images became the part of ceilings. The full bloomed
lotus is not used in the Mahavira temple and, the Sacciyamata temple which
shows that it is a later concept included in art. Similarly the yaksas were replaced

by the Yaksis and Vidya devis in the later time period.

Now | will discuss some other architectural structures on which the lotus is

depicted.

(b) Lotus on the Halo of the deities:

Lotus is being used on the prbhavali of Gods from a long time. In all three
religious traditions, many of the gods are represented with the lotus shaped
hallow. For instance, in Buddhist traditions, many images of Buddha are
represented with lotus shaped halo. Halo is a symbol of enlightenment; that is why
it is absent in Jivantaaswami images of Jainas because the Jivantaswami images
represent the period before the enlightenment of Jaina. In some of the early
images in brahmanical genre, halo is depicted plain without any flower or creeper
engraved over it but in some other images of the later period it is depicted with a
carved lotus over images. It is probably done because the lotus has a quality that
it remains above the water while it steamed into the water and this is the quality
which a person gains after enlightenment, he gains a skill of detachment from the
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worldly desires. Karel Werner in his work Symbols in Indian Art and Religion
refers “lotus is a symbol of spiritual potential...just as the beautiful lotus blossom
grows up from the mud and water, an enlightened mind develops out of the rank
of ordinary binges.”® In Jaina temples lotus hallow is not depicted with the Jins, it
is more likely displayed with the brahmanical gods which are incorporated in the
Jaina religion. For example Varahi and IndraniMatrakas in the Mandapa of
Sacciyamata temple of Osian are depicted with the lotus shaped halo. The half of

the halo of Indrani is broken but it can be identify as lotus on the bases of petals.

® Karel Werner, Symbols In Art And Religion: The Indian and Comparative Perspectives, Motilal
Banarsidass Publication, New Delhi, 1990, p. 90.
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Figure 5: Indrant and Varahi Matrakas in the Mandapa of Sacciyamata temple
with a lotus shaped halo, Photo Credit: AllS, 057718

Here the Lotus is perhaps not the mark of enlightenment but is a mark of their
connection with Visnu and Indra. Here, lotus is a replication of Visnu himself. In

Indian art, it is evident that consort of deities is many times displayed with them in
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the shape of their vahana or any other attribute. In this image, Indrani is seated on

the Eravata, the great elephant, which is a symbolic representation of Indra.

(c) Lotus in Hands of the Deities: In Indian art, the lotus is represented with

various deities as an attribute. The Hindu deities such as Laksmi, Saraswati and
Visnu holds lotus as an attribute. kalratri is usually represented with Shoe flower,
Gaur1 holds a Padma, even in Buddhism Padmapani is displayed with lotus in
hand.In Jainism lotus is not depicted as an attribute with the Jainas but it is
displayed with many of the Jaina Goddesses which are taken into Jaina cult from
brahmanical tradition, such as Gauri (who is worshiped in Sasanadevta category),
Prajnapati and Yaksz of Suparsavanatha). The Prajnapati is displayed with holding
a lotus in her hand on the ceiling of Vimalavasahi temple. She is the goddess of
Knowledge and Gauri has been worshiped for fertility. So the meaning of the
attribute may also convey different meanings. It shows the power of creations
while portrays with Gaurl and symbolize the sacred knowledge while depicted
with Prajnapati.

By these explanations, it can be suggested that the lotus works not only as an
ornament motif in the temples but it also symbolize and conveyed some spiritual
meaning. The symbolic meaning of lotus also changes according to different
contexts. Sometimes it works as a symbol of enlightenment, liberation. It can also

be the representation of god or goddess such as Buddha and Visnu.

2.2.Kumbha or the full vase:

In Indian temples and rituals, kumbha keeps a major role. Indian tradition
journally talks about four types of kumbhas. Jala-kumbha, Vardha kumbha, Pirna
-kumbha and sacrificial kumbha or the Mahavira pot. All four kumbhas are
depicted in art in different context. Jala kumbha is a symbol of the cosmological
power of water. It is the symbol of creation; vardha kumbha and Pirna kumbha
are a symbol of plenty of spiritual and material wealth, and its symbolism depends
on the context. The vardhamana kumbha is one of the kumbha given in the texts
and finds a place on Jaina Ayagapatras. These are absent in the temple art though

some of the motifs resemble with vardha kumbha pattern which is used on the
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ceilings and pillars in Kumbhariya temples and Abu temples, these are channels
used to support the pillars, not the vardha kumbha. But these exactly look like a
kumbha with a lid over it as described the vardha kumbha; this is also known as
vardhamanaka or vardhamana. 1t is one among the eight auspicious symbols as
mentioned in Anupapatikasitra. 1t is very surprising that vardhamana was known
as one of the types of the House architecture according to a description in the

Mayamatam.

The Mahavira pot or the sacrificial kumbha is defined as the pot of libration by
Stella Kramrish. Stella Kramrisch in her paper, Mahavira Vessel and Plant Putika,
argues that “Mahavira vessel is unbounded, Aditi is evoked to encompass. It
contains ultimate knowledge of all times.”*® This explanation of Mahavira vessel
or the vessel of liberation is very similar to the explanation given by Peter Harvey
in his paper, Venerated Objects and Symbols, in context of the Buddhist Stipa. He
compares the structure of the Stiipa with the shape of kumbha. According to him
“the dome of the stipa is a kumbha not only as a relic pot but also because of
symbolic connotation of word itself.”*! In this context he refers to a Buddhist text
in which it is given that “the process of death of an Arhat, during which feelings
grow cold and only relics remains is like a the cooling off of a kumbha taken

from an oven with Kapalini remaining.”*?

Harvey tries to look at the other causes behind why stizpa dome are made like a
relics pot and focuses upon the dome of Amravati Stupa. He suggests that the
stupa shaped like a kumbha and symbolized the “vase of plenty.”*® This kumbha
shaped stizpa is worked as a “symbol of the personality of someone who is full of
Dhamma.the stupa dome is not a container of the Buddha’s relics and their power

but symbolizes both the state of Buddha and the Dhamma he encompassed.”**

19Stella Kramrisch, ‘Mahavira vessel and Plant Putika’, Journal of American Oriental Society, Vol.
1, 95, No 2, pp. 222-235, April- June 1975.

1 peter Harvey, Venerated Objects and Symbols of Early Buddhism, in K. Warner ed. Symbols in
Art and Religion: The Indian and Comparative Perspectives, Richmond: Curzon Press, 2001, p.
84.

2 Ibid., p. 84

" Ibid

“ Ibid, p. 85

42



Both the scholars have emphasized upon the kumbha as a symbol of liberation and

knowledge.

But in the temple art, kumbha is depicted in many parts of the structure, especially
on the pillars and door jambs. It is one of the possibilities that these are the mark
of the liberation of the Jainas, or the another possibility is that it can be a mark of
growth of auspiciousness. In this context, we can look upon the brahmanical
goddess Sr with whom the kumbha is displayed as a symbol of the growth of
spiritual and material wealth. The earliest example of goddess Sri with the Punna
Ghara is found at Bharut and Sanchi. Ananda Coomaraswamy discusses this in his
work, Yaksas: Essays In The Water Cosmology. According to this description ‘the
goddess seated on lotus and lotus rises from the Punna Ghara.”™ In the other case
from the same place a “purpa Ghara alone is represented with a mass of lotus

flowers leaves rising from it.”*°

In the Jaina art, Gharsa is a symbol of 4sramangalas. It is depicted among the
fourteen dreams of the mother of Tuthankara. According to
Trisastisalakapuruscarita, it was the eighth dream of Martudevi (the mother of
Rsabha). According to the description, she saw “a golden vase full of water and
the lotus lives are coming out of it” here we can understand that the vase was a
symbol of the birth of child full of good qualities. Manasara do not provide any
information about the depiction of kumbha in the temple art. But many of the

early midlevel temples shows the kumbhas engraved on the door jamb and pillars.

>Anada Coomaraswamy, Yaksas: Eassys in Water Cosmology, Oxford University Press, New
Delhi, 1993, p.161.
' Ibid
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Figure 6: Kumbha depicted on the pillar of Mahavira temple, Photo Credit:AllS,
057492

For instance, the above image from Mahavira temple shows that Pirpa Ghata
displayed on a pillar of the temple. Here three bloomed flowers are coming out
from the kumbha, and some petals seem to fall on it. The mouth of the kumbha is
full of the blooming lotuses. On the above and below sections creepers are shown.
Here the kumbha has depicted alone. This kind of representation of kumbha here
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Figure 7: Depiction of Kalasas on the ceiling of Lunavasahi temple (Dilwara) ,
AlIS, 030216

can be understood either as an ornamentation or as a symbolism of the liberated
being Mahavira. As mentioned above in the case of Buddhism kumbha is the mark
of knowledge and liberation, various scholars mention that symbols were
worshiped individually on behalf of Jinas for instance Caitya vrksas were
worshiped in Jaina tradition as mark of Jins. So it can be applied in this context. In
figure seven the kalasas are depicted with bloomed lotuses. Again a purna
kumbha motif is represented where kumbha is used as a base of full bloomed lotus
flowers. But in the above image kumbhas are not only the source of sacred
symbolization but also a part of art which provides continuity to the architecture.

Here the kalasa are probably used to support the floral motifs and to fill the gap.

So here it seems that purpose of carving kalasas is to fulfill the architectural

needs. Now I turn towards the Kumbhariya temple; here we do not find any

representation of purna kumbha and vardha kumba. But strikingly one can notice
the scroll motifs which are in shape of kumbha with
lid.
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Figure 8: Kumbha shaped scroll Motif in Santinatha temple of Kumbhariya,
031905.

But these are not proper kumbha images, only the shapes are visible. By this, it
can be said that the use of kumbha motifs as a part of ornamentation was gradually
declined. It was gradually removed from the temple art. Particularly purpa
kumbha were removed from the temple as a motif of ornamentation. In Mahavira
temple and Sacciyamata temple, we find a representation of pzrna kumbhas on the
Pillars but, Dilwara temple and Kumbhariya temples do not provide such
depictions of these motifs. Though it was a source of inspiration for the
ornamentation that can be concluded from figure Seven and eight where one can

notice the motifs which are similar.

2.3. Srivatsa

The term srivatsa means the Vatsa of $ri, the child of Goddess St7, who is known
as the personification of auspiciousness. By the literal meaning of srivatsa,
historians have tried to relate the origin of srivatsa with the goddess ST and argue

that $rivatsa emerged as a babe of Sri and henceforth it was later considered as a
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mark of fortune. To prove this, Prithi Kumar Aggrawal suggests that many of the
early depiction of the srivatsa are in anthropomorphic shape, and even the later
shapes drive from that. To prove this he “illustrates two terracotta female, from
Lauria Nandan garh, showing fragmentary busts presumably of the mother
goddess with a mite of a child on their shoulder. In a number of Maurya and

Sungha effigies of mother goddess we find such a figure closer to her lap.”*’

At the initial stage, it was an auspicious mark, and later it developed as a mark of
great Person. A.L Srivastava discusses this point in his work; The Srivatsa symbol
in Indian Art, he discusses that how this symbol is found is in various forms in,
Sanchi, Bharhut, Udayagiri, Sarnath, Amaravati and Mathura. It is widely
demonstrated on the coins and terracotta seals. As a Mark of great person it is
presented on the chest of Visnu and Jaina Tirthankara. The first representation of
Srivatsa like symbol is found on “Hittite pictographic inscription from
Boghazkoy, (Central Anatolia, 14" century B.C.).”** But in Indian context
according to A.L. Srivastava, antiquity of Srivatsa in India goes back to more than
3000 year from today. The earliest representation of Srivatsa symbol is found so
far in the Sunga art of Sanchi, Sarnath and Bharhut.”*®

In brahmanical literature, Srivatsa appears only in Post Gupta Period. In this
regard the account of A.L. Srivastava refers to many brahmanical texts. In
Ramayana, it is given as a mark of great person. Srivastava refers to Brhat -
sarihitd, in which it is described that if an elephant has a Srivatsa mark on his

tusk, it will be surely beneficial for the king who domesticates it.

Similarly, in Buddhist text, it is mentioned with Cakra, Padma, and triratna.?’ But
in Buddhism, it is not used as a mark on the chest of Buddha, but it is represented

in the other way. “In Lalitavistara princes Siddhartha's hair has been styled as

Yprithvi Kumar Aggarwal, Srivatsa Babe of Goddess Sri Indian Civilization series, Prithivi
Prakashan, Varansi, 1974, p.19.

8savita Sharma, Early Indian Symbols: Numismatic Evidences, Agam Kala Prakashan, Delhi,
1990, p. 81.

YA L. Srivastava, ‘The Srivatsa Symbol In Indian Art’, East and West, Vol. 29, No, ¥4, pp.37-60,
December 1979, p. 52.

“)bid., p.38.

47



Srivatsa. The same source narrates the story of Sujata, where the girl cooked food
payasa (a rise milk dish) all of the auspicious symbols formed in boiling water

including Srivatsa.”*

Now coming to the Jaina literature, “a Jaina Upanga Anupapatika Sitra (verse31l),
mentiones eight auspicious symbols; here Srivatsa along with Swastika,
Nandyavaarta, Vardhamana, Kalasa, Darpapa and min yugma has been
mentioned.”*? Tiloyapannatti mentions it in many of the Jaina temples along with

the other symbols.”?®

All of the above description made it clear that Srivatsa was taken from other
earlier traditions in Jainism, and it was functioning in the same way in Jainism as

it was in Brahmanism and Buddhism.

The Jaina tradition like others accepts the authority of this mark as an individual
symbol which stands to denote the auspiciousness and great significance of the
thing which it belongs. But a change which came in the shape and role played by
the srivatsa in the art. The historian in Babe of goddess Sr7 provides 69 different
images and shapes of srivatsa which evolutes over the period. He concludes that
all these shapes and “later conventionalized pattern was derived through

successive designing from the vatsa of the popular goddess $r7.”%*

Though his implication cannot be accepted fully because some of the shapes of
the Srivarsa in later period resemble for four leafs of lotus and not resemble the
babe, some of these resemble the fish and other water animals. Lotus also works

as an attribute of éri1 but it is vahana and not the babe.

A.L. Srivastava provides 35 different shapes of srivatsa according to the

chronological order of their evolution from 14" century B.C. to 14™-15" Century

ZLA L. Srivastava, ‘The Srivatsa Symbol In Indian Art’, East and West , Vol. 29, No, %, (pp.37-
60), December1979, p.38.
|bid., p.37.

231 hi

Ibid.
#Prithvi Kumar Aggarwal, Srivatsa Babe of Goddess Sri Indian Civilization series ,Prithivi
Prakashan, Varansi, 1974, p. 20.
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A.D. and few shapes from which last ten images resembles the shape of flowers
and that of diamonds, especially in 11" -12"-century $rivatsa was in diamond
shape. | think the sources of inspiration for the evolution of Srivatsa were deferent
at the deferent point of time. But its relation with the goddess Sri can be admitted
due the nomenclature of srivatsa which means that the vatsa of goddess Sri as

referred by Prithvi Kumar Aggarawal.

After the brief discussion of origin and evolution of the mark now I will turn to
the use of this mark in the temple art. The Srivatsa mark was visible on the images
of the Jinas in the temples of Osian which belong to 8" -9™ century and renovated
in the 12™ century onwards. In Mahavira temple, we find the mark on the chest of
the Tirtharikaras, but it was strikingly in the shape of a diamond, here it is worth
to notice that A.L. Srivastava notices the “Diamond shape srivatsa in 11" and
12"-century images of Tirtharikaras from Mathura, Khajuraho images of
Narasirizha Adheswara.”® It indicates that these images of Tirtharikaras in Osian
were probably reconstructed or renovated in the 12" century. In Mahavira temple,
we find one more type of Srivatsa on the sikhara of the main shrine which in the

shape of four petals of a flower clustered on pollen.

At the left side of the figure, one can see four images of srivatsa placed in four
columns organized in a horizontal row. Here the srivatsas are displayed as four-
petaled flowers (probably lotus), and all the depictions are represented in different
niches as similar as the niches of provided to the images of deities. It shows that
srivatsa figure had a great spiritual value and not merely the part of the
decoration. This type of srivatsa was also evident as a vaksa-laksana of the
“image of Candraprabha which belongs to 6" century A.D, which is placed in
Allahabad Museum.”?® This indicates that this four pettalled shape of srivatsa was
existed even before the 8" century and its presence over the sikhara remarks that
this part was not demolished and renovated in 12" century. It is probably the

original sikhara made in 8th-9th century A.D.

A L. Srivastava, ‘The Srivatsa Symbol In Indian Art’, East and West , Vol. 29, No, ¥ , (pp.37-
60), December 1979, p.59
% Ibid.
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It does indicate that four petalled lotus shaped srivatsa was part of the temple art
at least during that period. A similar kind of motif is also evident from the sikhara
of the Sacciya Mata temple. Here, an image of Mahisasurmardhint is projected in
the middle with female attendants and just blow the projection of the deity and
attendants we find a panel in which ten diamond shape images are displayed in
which eight lines are depicted like eight rays of the sun. Here, it is worth to
suggest that Savita Sharma in her work, Early Indian Symbols, while talking about
the relation among the shape of a Swastika, Cakra, and Sirya, she argues that
these all emerged from a geometrical pattern of a number of rays. She provides a
list of a large number of patterns of rays of Surya, which are found from the coins,

potteries, seals rock shelters, etc.

But strikingly the pattern of the rays which is given on the sikhara of Osian
temple resemble the pattern of rays given on the pottery found from the site of
Chalcolithic period and the coins of western Ksatrapas. All this indicates that this
is probably a depiction of sun and not of srivatsa because it is projected on the
diamond shape base with eight rays it can also be seen as a transition phase
between four leafs lotus shaped Srivatsa and thediamond shape Srivatsa. If focus
on the construction and deconstruction of apattern one can easily recognize that if
we deconstruct the top of the all four leafs, one will get the eight simple straight
lines as depicted on the sikhara. And after removing it, one will get the diamond
shaped base which was exactly like the $rivatsa figure of the 11" and 12" century
as represented in the Kumbhariya temples. But to conclude it as Srivatsa or as

Sturya a more detailed study is needed.

Now turning towards Abu Temple and Kumbhariya temples, | find various images
of Srivatsa in these temples. In Kumbhariya temple we find two different types of
srivatsa. One is similar to above-discussed image in figure 6, and the other one is

in a diamond shape.
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Figure 9 : Srivatsa Motif at Santinatha Temple, Kumbhariya, Photo Credit: AlIS,
031933.

Figure 10: Srivatsa Motif on the pillar of Parsavanatha Temple Kumbhariya,
Photo Credit: AllS, 029813

All the above Srivatsa figure have different functions as a part of temple art for

instance, in figure nine, the srivatsa has used as a symbol of the presence of
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deities or spiritual beings but in figure ten it is used to separate each artistic figure
from each other. Here it is used only as a scroll motif. It is working as a motif, not
a symbol. It works differently according to its placement and accrued different
shapes over a period but it has a particular meaning. It is the mark of greatness

and auspiciousness; it does not lose its meaning according to the place.

2.4. Swastika

The term Svastika is a compound, it as the assimilation of two Sanskrit words “su
(well) and asti (is) and Ka is a noun ending word which means it is well.”?" “Of
the many forms of the cross, the swastika is the most ancient, its origin is
unknown. It is probably classed as prehistoric.”?® The simple cross has been used
as a symbol in various cultures such as “Latin, Greek, and Andrew’s cross”?® but
the swastika first evident on various findings from Indus valley. Various seals are

30 site on which Swastika and Svastika

found from “Mohenjodaro and Harappa
are depicted. These two terms swastika and svastika are denoted and differentiated
by Max Muller and Burnouf as referred by T. Wilson in his work Swastika.
“According to Maxmuller, the symbol was different according to the arm bent to
the right or the left. That bent to the right he denominates the true swastika, that
bent to the left he calls suavastika™!, but he gives no justification for the
statement.

Some scholars relate the origin of a Svastika with the sun or the solar wheel.
Edward Thomas in his paper The Indian Swastika and its Western counterparts
proposes that Swastika and ‘“various manifestations of this emblem resolve

themselves into the primitive conception of solar motion.”** “Four arms of

Swastika have been taken as the rotary direction of movements of the sun as the

?’Savita Sharma, Early Indian Symbols: Numismatic Evidences, Agam Kala Prakashan, New
Delhi, 1990, p.61.

8T, Wilson, ‘Swastika’, in K.S. Ramaswami, (ed.) The Brahmavadin, vol.16, Oriental Publishers,
New Delhi, 1973, p. 5.

“|pid., p.3.

¥5avita Sharma, Early Indian Symbols: Numismatic Evidences, Agam Kala Prakashan, New
Delhi, 1990, p.70.

*IT. Wilson, ‘Swastika’, in K.S. Ramaswami (ed.) The Brahmavadin, vol.16, Oriental Publishers,
New Delhi, 1973, p. 5.

¥Thomas Edward, ‘Indian Swastika and Its Western Counterparts’, The Numismatic Chronicle and
Journal of Numismatic Society, New Series , VVol.20, vol.20,(pp. 18-48) , p. 19.
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creator of east, west, south and north and the little marks at the end of the each
mark suggests the movement of sun from one-quarter to another.”*® But this view

has no firm basis for conclusion.

The Swastika was equally used in Brahmanical, Buddhist and Jaina tradition as a
symbol of well-being. According to Swetambara literature, Swastika is mentioned
as laksapas of Candraprabha, the eighth Tirthankara but the Svastika is not
represented on the idol of Candraprabha in the temples or anywhere else.
According to Trisastisalakapurusacaritra, Swastika is counted into the personal
description of Rsbha, the first Tirthasrikara. According to this, there were many
marks on the body of Tirthankara along with “the Svastika on the heels of the
Master.”** This description shows that swastika was included as a personal mark
of the Tirharkara in the literary tradition but in art, the swastika was not
represented as a personal mark of the Tirtharkara. In temple art, it was more

included in the architectural structures rather than on idols of Tirtharnkara.

In Kumbhariya, we can see the Swastika on the door, and a decorative motif is

found on the floor which strikingly resembles a “Maltese cross™>

, a verity of the
cross. This age perhaps finished the time of ornamental swastika because we don’t
find any evidence of ornamental Swastika in any of the temple. In Mahavira
temple also, we found the representation of Swastika on the door of the
Devakulika of Ratnaprbhastirt, which was constructed later. No such evidence is

found in Sacciya mata temple.

*3avita Sharma, Early Indian Symbols: Numismatic Evidences, Agam Kala Prakashan, New
Delhi, 1990, p.70.
34 . s g7 = .

Acharya Hemacandra, Trisastisalakapurusacaritra, vol.1, (tr.) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, 1931, p.134.
*T. Wilson, ‘Swastika’, in K.S. Ramaswami, ed. The Brahmavadin, vol.16, Oriental Publishers,
New Delhi, 1973, p.5.
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Figurell: Swastika along with Srivatsa on the wall of Par§avanatha Temple,
Kumbhartya

2.5 Cakra

“Cakra is noticed on Neolithic (one example), Chalcolithic and Megalithic
potteries as painted symbol and also as a graffiti marks.”*® The origin of Cakra
symbol can also be related to the sun by some of the scholars such as Savita
Sharma.

In Jaina literature, the Cakra was used as a mark on the body of Tirtharkara and
also as a symbol of the presence of Dharma. “The Dharma-Cakra indicates the
preaching of Dharma or the establishment of true dharma that is why Dharma
cakra has invariably been associated with Buddha and Tirtharkaras right from the
beginning of the Kusana period.”*

Trisastisalakapuriisacarita provides a description of Cakra as the body mark of
Parsavanatha along with many other symbols. “As if for removing the distress of

those bowed (at his feet), the lord’s Cakra appeared, and the wreath, goad, and

*3avita Sharma, Early Indian Symbols :Numismatic Evidence, Agam Kala Prakashan, New Delhi,
1990, p.53
¥ Ibid., p.45
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banner, like those of elephant of $r7 always present.”*® In this account, it is clear
that Cakra was used to remove the pain of the followers. It is same as used by
Visnu. So, Cakra is used to indicate the same meaning in the temple art. In temple
art, we see Cakras in three different contexts. These are, Cakra on the Pedestals,
Cakra as an attribute, Cakra as an ornament in Temple art.

Ayagapata from Kankali tila shows Cakra as the main figure. “On the front of the

pedestal of image of the image of Jina from the same place is the figure of a wheel
f.”39

(Cakra) placed on a pillar carved in relie

Figure 12: Cakra on the pedestal Of Mahavira Temple, Osian

%8 Acharya Hemacandra, Trisastisalakapurusacaritra, vol.1, (tr.) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, 1931, p.134.
*A K. Bhattacharya, Historical Devlopment Of Jain Iconography: A Comprehensive Study,
Bhartiya Kala Prakashan, New Delhi, 2010, p. 18.
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A same kind of depiction of Jina can be traced out from the Mahavira temple of
Osian where a Jina is depicted in Dhyan Mudra, with a Chatra over his head and
two elephants annointing the Jina. On the pedestal, there are two animals and a
Cakra is placed among these.

This is the representation of Dharmacakra and it is possibly displaced to show the
Tirthankara as establisher of Dharma. It is evident from various sources that
Tirtharkaras are described as the establisher of Dharma in literary tradition. In
kalpasiutra the chief of the gods Sakra gives reverence to Tirtharkaras and
address them as “givers of the law.”*® But because Turtharikaras are not depicted
with the attributes in hands, their pedestals are used to depict many of the things
which belong to them. The pictures of animals and things which are usually
describe as their cognitions such as Cakra, lion and deer etc are displayed on the
pedestals. Here, in this figure one can notice the Cakra in the middle and Fyalas at

both sides of the figure.

It is as if Twrthankara is protecting the universe because the universe is also
described as Cakra in some cases but Jaina literature provides only one
interpretation for Cakra that is the representation of Dharma. The most significant
representation of Cakra as a mark of dharma used to depict in Sidhha cakra (the
circle of liberated one). It is the most popular Yantra of Jainas,** according to
Svetambara tradition, “Siddhacakra includes principles of right knowledge, right
faith, right conduct, and right penance.”? Cakra is invoked for the destruction of
sin and prevalence of prosperity.” The Cakra implies the same meaning as a
weapon of Visnu and indicates the destruction of evil. Cakra has various other
meanings. “Cakra when symbolize creation, is known as Brahmanda Cakra or

Brahma Cakra and as a symbol of sun or time it is known as Kaala Cakra or

“*Bhadrbahu,Kalpasiitra, (tr.) Hermann Jacobi, Sacred books of the East, vol.22, Motilal
Banarsidas Publication, Delhi, 2002, p. 224.

“IThe Digambaras considers it as a Navadevta.

“2Jyotindra Jain and Eberhard Fischer, Jaina Iconography, Iconography of Religions- Indian
Religion Series,Vol. 13: 12 and 13, Leiden, 1978, p. 2.
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Jivan Cakra....”*® So the Cakra indicates various meanings which depends upon
the object it belongs. But in Jaina temple it is only the mark of dharma and

destroyer of evil.

3. Motifs in Temples

3.1.Plants and Creepers in Temple Art:

Now after seeing lotus as a Motif of ornamentation, | will turn to the foliage and
creeper motifs in the temple art. The trees have been part of the sacred life of
India from a long ago. All three religious traditions accept the sacredness of trees.
It is difficult to trace the origin of the sacred trees, but the indication of that
evident from a seal belonging to the Indus valley civilization. “It shows two
branches of a tree at the right-hand corner with a nude figure with long hair

standing in between the branches.”**

Taittirtya Brahmana and some other brahmanical texts as referred by U.P. Shah in
his work Studies in Jain Art, the Taittiriya Brahmana provides the description of
seven holy trees. “The Taittiriya Samhita mentioned that no one should injured
these trees nyagrodha, udumbara, asvattha and plaksa as these are abode of
Gandharvas, apsarasas etc.”® Similarly the Buddhayana holds a plasa tree so
sacred and “Krispa Yajurvaveda Samhita prescribed an animal sacrifices to the

plant to remove obstacles in the attainment of offsplring”46

perhaps because of this
trees were consider as a house of Yaksas, the importance of Caitya trees for
obtaining children was continued in Jainism as it was in brahmanical and Buddhist

tradition.

*% Savita Sharma, Early Indian Symbols; Numismatic Evidence, Agam Kala Prakashan, New Delhi,
1990, p.44.

* Savita Sharma, Early Indian Symbols: Numismatic Evidences, Agam Kala Prakashan, Delhi,
1990, p.123.

% U.P. Shah, Studies in Jain Art, Jaina Cultural Research Society, Banaras, 1955, p.65.

*® Ibid., p.65.
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The Buddbhist tradition used trees as a symbol of enlightenment and not only as
that of vegetation. “The Buddha frequently recommended the roots of trees as
places for his monk to meditate.”’ Strikingly the Buddhist canons and the Jaina
canons provide a similar kind of the list of trees in a different context.
Coomaraswamy refers many Buddhist texts which give various trees. “tree which
served Mahamaya a support is Sal tree (Nidinakatha), Mango (Asokavadana),

Plaksa, and Asoka tree (Divyavdana ).” *®

Similar kind of trees are enlisted in Kalpasitra. According to an account, the
Mother of Mahavira saw some of the flowers of these tree in her dream before the
birth of Mahavira. It shows that Sal/, mango, and 4soka were the marks of the
arrival of spiritual being. The another form of tree worship is the worship of
wishing tree/ Kalpavrksa, the concept of wishing tree does exist in Vedic age and

it continues thereafter.

The above description makes it clear that tree worship has been standing as a
symbol of fertility, enlightenment and a source of fulfillment of all wishes.

The Jaina tradition assigns the tree worship in all three forms. It is given in
Kalpasutra that while the lord Mahavira was in the search of truth and while
realize the reality, “he went right through Kundapura to a park called the
Shandavana of Giidtris and proceed to the excellent tree Asoka he caused his
palankin to stop, descended from his palankin, he took off his ornaments, garlands
and fiery with his own hands plucked out his hairs in five handfuls.”*® This
description suggests that trees are taken as a mark of enlightenment in Jainism.

The flowers are taken as mark of arrival of spiritual being.

7 Karel Werner, Symbols in Art and Religion: India and The Comparative Perspectives, Motilal
Banarsidass Publication, Delhi, 1990, p. 71.

“® Anada Coomaraswamy, Yaksas, Indira Gandhi National Center for Arts, New Delhi, 1993, p. 34.
“Bhadrbahu, Kalpasiitra, tr. Hermann Jacobi, Sacred books of the East, vol.22, Motilal
Banarsidass Publication, Delhi, 2002, verse 115-116, p. 259
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According to Kalpasiitra the, fifth dream of the Mother of Mahavira was “a
garland interwoven with fresh Mandara flowers. It spreads the delicious smell of
Kampaka, Asoka, Ndga, Punndga, Priyangu...Kunda Atimukta, and
Mango... ”°The another incident is given in Trisastisalakapurisacaritra,
according to which “Rsabha incarnates as twin in Uttarakurus and ten kind of
wishing tree always give to the people whatever they desire without any effort on
their part.”® Among these Madyangas, Bhrrgas, Tiryangakas, Dipaskhas
Jyotiskas and Citrarasas were most significant.

All three incidents provide the impression that creepers and plants are taken as a
mark of the presence of spiritual spirit, it is the mark of continuity of happiness
and a source of fulfillment of all wishes and also a symbol of enlightenment.

The caitya vrksas are worshiped from a long time as a house of the yaksas as well
as the mark of enlightenment of Jainas. The representation of caitya vrksas has
been found from various places. As A.K. Bhattacharya refer examples from
Khandagiri caves, Mathura. “The khandagiri caves of Orissa contains a brass-
relief figure of goddess carved into the inner walls of the cave temples which
show the tree very artistically.” Besides this a Jaina Ayagapata found from
Mathura shows a “Caitya tree in a band and at its top encircled by railing as one
of the four objects of worship, another of which at the bottom is a figure of
Jaina.”®® The trees were part of temple art as well in the early age because the
Manasara(A sixth century text ) provides a description of ornamental trees in fact
it devotes a whole chapter to this subject. According to the description in
Manasara different type of Kalpa vrksa should be furnished for kings and Gods, it

provides a long list of things which the trees should be furnished with.

% |pid., p.233-4
> Acharya Hemacandra, Trisastisalakapurusacaritra, vol.1, (tr.) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, 1931, p.117.
°2 A K. Bhattacharyya,Historical Development of Jain Iconography: A Comprehensive Study,
Bharatiya Kala Prakashan, New Delhi, 2010, p.37
53 H

Ibid
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It includes the creepers, leaves, and bud of divine flower, roots of creepers et.
According to the description, “They should also be furnished with new creepers,
leaves etc., and with the buds of divine flowers.”® The kalpa vrksas
unaccompanied were not shown in the Jaina temple in early medieval time at it
was done in the early temples but this description takes me to think of the Pirpa
Kumbha motif where a tree with creepers and buds comes out of the mouth of the
vessel. This kind of parnakumbha can be seen on the doorframes, pillars and the
niches of the temple wall. The Mahavira temple of Osian represents various

examples of parpakumbha motif.

Figure13: Purna-Kumbha Motif on the back wall of Mahavira temple Osian.

¥ Architecture of Manasara, vol3, (tr.) Prasanna Kumar Acharya, (ed.) N.C. Panda, Bhartiya Kala
Prakashan, Delhi, 1979, verse 26, p.819.
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In above image, we can notice a purna kumbha is evident on the side pillar. A tree
with two leaves and half visible bloomed flower is coming out of the mouth of the
pitcher. A very noteworthy thing about this tree contained pitcher is that the base
of the pitcher indicates a significance of this. The pitcher is placed on a seat
carved with half lotus, and a qusion is placed on the base of the pitcher. It shows

the sacredness of the pitcher.

The creepers surround the whole kumbha. The roots of creepers are full of leaves
and reached to the bloomed flower as given in Manasara. This is symbolic
representation of enlightenment of the Jainas and the plant and bloomed flower is
mark of growth of spirituality as discussed by various historians. The
interpretation of Kumbha as a mark of enlightenment will be examined later. Here
it is valuable to know that in temple of early medieval period Kalpa vrksas were
not represented and the ornamented trees are absent from the temple although a
mango fruit is visible in the hand of Ambika but not the mango tree beside her.
The trees were scarcely used in the temple art. No Kalpa -Vrksa is visible in the
Mahavira and Sacciyamata temple but a revival of vrksa worship and
representation in temple art can be seen from 11" century onwards. In

Kumbhariya temple a tree is depicted.

In the image below we can notice that a tree is depicted with a fish and bird
around it. Fish is a symbol of productiveness and bird is a symbolic representation
of heaven according to Ananda Coomaraswamy. Along with this, there are three
female figures at the left and one male figure at the right side of the tree. The right
side male figure has an attribute in his hand while the female is represented as a
devotee who contains water jar/ kamnadalu and hands of the female figure at
extreme left is shown in the anjani pose. Two boats are seen beside the tree;
people are represented safe in the boat while the fish, serpent and tortoise are

around them.
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Figure 14: Kalpvriksa motif in Santinatha temple of Kumbhartya, AllS, 029879

These boats and serpent fish etc. are represented by a circle, and that circle is
displayed with connected with the tree. Here it is noticeable that all the water
animals which are represented are worshiped for the sake of fertility and the
protection of the World. So perhaps this water and circle is a representation of

world, similarly the tree also has importance to bring vegetation.

So it can be concluded that it is a collective representation of symbols of
generative powers or the protector of the world, but the tree is not represented
only by the symbol of fertility but also as a protector of the whole world and a
symbol of enlightenment which can lead people from this world to another world.
It can be concluded by three observations firstly. It is worthwhile to note that the
world is connected with the tree as if tree maintain the whole world and on the
other hand fish and bird are displayed on the both sides of the world which
represent earth and heaven respectively. Caitya vrksas are worshiped even by the
Tirthasikaras. Dilwara and Kumbhariya temples, instead of that the parpakumbha
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or a water jar (a pitcher without foliage) is shown but in Kumbhariya temples even

the Kumbha is absent.

The plants motifs are possibly replaced with the flower and creepers. Because the
doorframes and pillars where we saw full vase in Osian Temple, these structures
are ornamented with creepers rather than full vase in the Kumbhariya temples and
Dilwara. The creepers have been used as an ornamental motif on the walls, doors

base, roofs and so on from a long ago.

Different types of foliage motifs can be seen in the temple art. In most of the
temple art scroll motifs are widely used in ornamentation, among all these foliage
scroll motifs are also displayed in the temple art these foliage scrolls are used in
various ways Thomas Donaldson in his work, Decorative Scroll Motifs focus upon
various types of scrolls such as animals, foliage, leaves, etc. He points out that
“scroll motifs act as a foil to enhance the figure sculpture or serve to delineate

each architectural figure.”*

He then suggests that in Indian context “scrolls not only beautify the temple but
also protects it as in medieval times for the builder’s beauty and protection were
synonyms.”® These are also known to “ward off evil and, the panel designed
with the scroll motif was taken to be as sacred as a divine image.”’ All these
functions are also applied for the foliage scrolls. To understand various uses of the
creepers or foliage scroll in the temple art, we need to focus on some

representation.

% Thomas Donaldson, ‘Decorative Scroll Motifs on Orisian Temples’, East and West , Vol.28, No.
Ya,, (pp.225-258), Dec. 1978, p. 225.

% Ibid., p. 225.

* Ibid., 226.
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Figure 15: Foliage motif onthe ceiling of Mahavira Temple, Kumbhariya, Photo
Credit:AllS, 029817.

In the above picture, we can see a Kirttimukha is represented with the vegetation
scroll motifs. Scrolls are not used here to indicate the sacredness it is used to fill
the space around kirteimukha. The another function of the vegetation scrolls is
evident in Kumbhariya temples where creepers scroll are used to detach images

and niches from each other.

3.2.Animals in Western Indian Temples:

Animal representations are important part of Indian iconography from a long time
back. Animals can be seen in three different forms in Indian Iconography works as
a Vahana, part of mythical stories and attributes with the gods and goddess or as
the decorative motifs. In some cases an animal itself individually becomes an
object of worship for instance the Nagas. K.C Jain in his work Jainism in
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Rajasthan traced out the “existence of Naga cult in western India from the period
of Mahabharata.”®® Similarly, the bull is an individual object of worship. As
proposed by K. Bhartha in his work Animals In Indian Sculptures. Bhartha trace
out the animal (bull) worship from the Indus valley civilization period. Many
archaeological evidences especially the Harappan seals are major evidence which

indicates the existence and importance of bull.

There are some other animals which are used in association of gods and goddesses
such as lion with Sakti, Garida with Visnu and serpent with Siva. Many of the
birds and animals are used in that way commonly in Jainism and Hinduism. Even
the Buddhist tradition provides importance to animals in their literature. Elephant
is mentioned as one of the auspicious mark in the Buddhist tradition. The
transition of auspicious dreams and animals continued in the Jaina religion also.
In Jaina tradition all the Tirthasikaras, Yaksas and Yaksis are depicted with one or

the other animal in literature as well as in art.

According to Trisastisalakapurisacaritra, lion was the third dream seen by the
mother of Mahavira. Here it is given that she saw “a dazzling white colour lion,
strong, muscular and fat with all his members all properly round, rounded in most
elegant way. He has a sharp well formed jaw, a mouth beautiful as periphery of
lotus. A fine muscular lip, with a palate like red water lily, his teeth are round,
well developed and are thick set and fierce while tip of his tongue is to be hanging

out of his mouth like fine gold being poured out of a crucible.”*®

The bull is also mentioned as one of the dreams of the mother of Rsabhanatha, the
first Tirtharnkara. The white elephant is also one of the fourteen dreams. In
Kalpasutra provided almost the same description about dreams. This explanation
suggests that animals were having a great importance in the Jaina tradition and

holds an auspicious status like it does in Hinduism and Buddhism.

%8 K.C Jain, Jainism In Rajasthan, Jaina Sanskirti Samrakshka Sangh, Sholapur,1967, p. 74.
% Acharya Hemacandra, Trisastisalakapurusacaritra, vol.1,( tr.), Helen M. Johnson,(ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, 1931 , p.201.
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The influence of Hindu and Buddhist tradition was perhaps one of the reasons of
the presence of animals in Jaina literature and art. All the Jains have a cognition or
laksana in Jainism, which is described in the literature as well as in the temple art.
Before going through the detailed study of the temple art, it is necessary to

understand all the possible ways in which animals are depicted with the Jainas and

other deities.

) Cognitions
Tirthankara
1. Rsabha Bull
2. Ajita Elephant
3.

Horse

Sambhavanatha
4. Abhinandana Monkey
5. Sumatinatha Krufica(Svet)
6. Koka(Dig.)
Padmaprabha
7. Lotus
Supar§vanatha Svastika(Svet.)
8. Crescent Moon
Candraprabha

9. Puspadanta

Crocodile(Svetambara)

Crab(Digambara)

10. Sitalanatha Srivatsa
11. Khadgi
Sreyarnéanatha Ganda
12. Vasupijya Buffalo
13. Boar
Vimalanatha

14. Syena, Falcon
Anantanatha Sahi and Bear
15. Vajra
Dharmanatha

16. Santinatha Deer

17. Goat
Kunthanatha

18. Aranatha Nandyavaryta

Tagara Kusuma
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Fish

19. Mallinatha Water jar

20. . Tortoise
Munisurvarta

21. Naminatha

Blue Lotus
22. Neminatha Conch
23. Par$vanatha Snake
24. Mahavira Lion

Table 1: Tirthankar and their cognitions, Rupamandan

The above table shows that many of the Tirthankaras had animals as their
cognition or Laksanas. The literary meaning of Laksana are qualities or virtues,
and if we see it according to this, we can make out that these laksanas were
perhaps given by the qualities of the Tirthankara. A.K. Bhattacharya in his work
Historical Development of Jain Iconography, points out that a number of animals

are represented as emblems because of two reasons.

“According to science of astrology these emblems and marks have their
significance and there is a strong opinion prevalent among some scholars to accept

h”% and there are other scholars who believe that “these marks are

them as suc
only indicative of the names of the family to which each Tirthaskara was

affiliated.”®

The former opinion is more agreeable because bull, lion, and elephant; all these
animals are described there among the 14 auspicious dreams of the mothers of the
Tirthankaras so all these animals must have some significance at that point of
time not only in astrology but also in society. The description and interpretation of
these dreams as given in the text displays the natural qualities of these animals in
Tirthankaras. Nabhi: the father of Rsabhanatha interpreted the dreams of his

mother as follow.

% A K. Bhattacharyya, Historical Development of Jain Iconography: A Comprehensive Study,
Bharatiya Kala Prakashan, New Delhi, 2010, p.33.
61 H

Ibid.
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You have seen the glorious white bull in your first dream; you will give birth to a
child who will be strong like a bull and will be able to pull out the whole world
towards dharma. These words show that the Tirtharkara‘s qualities are seen into
the bull. But most of these cognitions are clearly taken from brahmanical tradition,
for instance the bull, lion, gartda, elephant. All these already existed as the mount
of brahmanical deities. Bull was known as the vahana of Siva it already existed in

brahmanical literature and art.

Zimmer argues the same in his work myths and symbolism in Indian art and
religion that vahana, emblems and attributes which are given to the deities are
replication of the nature of the deity itself. To Investigates the role of animals in
Iconography we can put the representation of animals in three categories. Most of
the scholars propose that the cognitions were not depicted with the Jainas before
the later period of Kusanas and it became more prominent in Gupta age. Some of
the above mentioned animals are known as the emblem of the Jainas in temples

and these animals are depicted on their pedestals or close to their icon.
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Figure 16: Elephants and lion on the back wall of eastern Devakulika of Mahavira
temple
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(a) Elephant

In the above image, Jaina is depicted with two lions on the pedestal and one
Dharmacakra. The Darmacakra | have already discussed in the previous section
of the paper. But if we focus on the animals depicted with the Jaina, it can be used
to identify that the Jaina displayed here is Mahavira because animal symbol given
on pedestal is lion which is recognition of Mahavira, and then above the Jaina a
chatra is depicted with two elephants on both sides of Jaina in the same pose as
these were depicted with the Gaja- Laksmi, elephants are sprinkling the water
over the Tirtharkara. It is questionable that why Mahavira is displayed here with
elephant, it seems that elephants represented here can be a mark of the yaksa
Matanga, who was a attendant of Mahavira and these elephants were performing
duty as attendants.

But another more possible view is that these are similar to Gaja -Laksmi form and
elephant are manifestation of purity. Although the elephant symbol with Gaja -
Laksmi is interpreted in two different ways by the scholars. K. Bharta Lyer in his
work Animals in Indian Sculptures, points out that “a pair of elephants pouring
water over Laksmi, the goddess of abundance (originally mother goddess)
symbolising the fertility and productive properties of water and its source, the

cloud elephant.”®

According to another view the pouring of water over Laksmi shows her
auspiciousness and spiritual purity. The later interpretation can be similarly
applied on the above image of Mahavira. The elephants sprinkling water over him
perhaps symbolize the spiritual purity of Mahavira and elephant as a source of

purity.

In another section of the same image, a large number of elephant are shown. The
repetitive appearance of elephants shows that these are used here just as a
decorative motif. In the same image, elephants are also shown as a part of the
story. The story of janma kalyara is represented on the wall of devakulika, and the

82 K .Bhartha Lyer, Animals In Indian sculptures, D.B. Taraporevala, Bombay, 1977, p.45.
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elephants are shown as part of the story as it is represented in kalpa Satra and

Trisastisalakapurusacaritra.

C. Sivaramamurti in his work Birds and Animals in Indian Sculptures argues that
t.”63

“elephant is the embodiment of strength and yet a great symbol of restrain

Figure 17: Elephants on the south devakulika of Sacciya Mata temple

He points out that elephants are “inspiringly depicted on battlefield”®* in many of
the artistic representations. According to him, these are the depiction of “righteous
battle over the opponents by the one who is mounted on the elephant.” ® I think
this kind of depiction can be interpreted from southern devakulika of the
Sacciyamata temple. In the above image we can see devakulika from westward

face where elephants are depicted in the battle pose fighting over some human

8 C. Sivaramamurti, Birds and Animals In Indian Sculptures, National Museum , Delhi, 1974, p.
11.

*Ibid

* Ibid
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figures. May be this portrayal can be interpreted as the victory of dharma over

adharma or of Jainism over the non believers.

All the above explanations can be concluded by saying that elephant works as a

symbolic and functional motif in art.

Animals as Mount:

Many of the animals are represented as the mount of the divine powers, for
instance, the lion is the mount of Durga or Sacciya Mata and Ambika. Similarly

Makara is mount of Ganga.

Delty Mount
lion
1. Durga
lion
2. Ambika
3. Mahisasurmardhini Buffalo
4. Visnu Eagle
5. Ganga Makara

Table 2: Mount of the Deities

In this context, | would like to focus upon Lion, Elephant, Gartida, swan as mount

of Ambika, Matanga, Cakare$wari, and Prajiapati respectively.
(b)Lion

Lion is depicted as a vehicle of goddess Durga in brahmanical texts and it is
described as the vehicle of Ambika in Jaina tradition. Manasara also prescribed
the “lion as the vehicle of men, gods and goddesses.”®® According to this

description “the lion should have whitish complexion but his mane should be red;

% Architecture of Manasara, vols.3, (tr.) Prasanna Kumar Acharya, ed. N.C. Panda, Bhartiya
Kala Prakashan, Delhi, 2011, Chapter LXIII, Verse 23, p. 997
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the interior of the mouth as also up to the end of the ear it should have thik
redness. The nails resembling the teeth should be shaped like the infant moon”®’
similarly In Trisastisalakapurusacaritra, white lion is described as one among the
fourteen dreams of mother of Tirthankara. According to the description given in
Trisastisalakapurusacaritra, she saw in her third dream “a dazzling white colour
lion, strong, muscular and fat with all his members all properly round, rounded in
most elegant way. He has a sharp well formed jaw, a mouth beautiful as

periphery of lotus.”®®

Both descriptions show that white lion keeps an important place in theology and
art. In brahmanical tradition lion is mount of Sakfi or Durga and it symbolize the
“destructive fury of the goddess. the lion appears in association of devi only after

%% hut in

the Gupta period by which time Devimahatmya had became popular
Jainism it is not only related to female deities but the Tirthasrkaras are also
represented with animals. Lion was used in Jainism as laksana of Mahavira, it is

used to personified the qualities of the Tirtharkara.

At eastern Devakulika of Mahavira temple (See figure 6) one can notice that lions
are depicted on the pedestal of Tirhanrkara. Lion symbolize the power of rule
over the world. It is known as symbol of royalty. It is mentioned by K. Bhartha
that Asoka used the lion figure on his pillar to show his dominance over the world.
In case of the the temple art lion is, may be used as a symbol of spiritual

dominance.

“Lion face has contributed to the evolution of 4irtttmukhas motifs which became
very popular in India as well as countries like Java.”” Kirttimukhas are equally
used by all three traditions in Indian. Lion was used in Jainism as laksana of
Mahavira, it is used to personify the qualities of the Tirthankara. Lion symbolizes

the ruling power but in this case it is symbol of the spiritual domain. Here we can

7 1bid, verse 21-22.
%8 Acharya Hemacandra, Trisastisalakapurusacaritra, vol.1, (tr.) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gackwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, 1931, p.215.
jz K. Bhartha Lyer, Animals In Indian sculptures, D.B. Taraporevala, Bombay, 1977, p.66.

Ibid, p. 68.
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see that the nature of Mahavira and his spiritual dominance is being shown
through his cognition lion. Lion are also emerged as purely decorative motifs in

early medieval phase.

Figure 18: Lion Motifs on the Pillars on Mahavira temple of Osian

It can be traced out from Mahavira temple where roaring lions are engraved on
upper side of pillar. Here two lions are illustrated on the corners of the upper part.
Lions are shown as if these are roaring full of antagonism. Their tails are engraved
in upward direction and they are facing each other by turning their face back. This
kind of image was also found in temples of later medieval period. The  relief
from Ranganatha temple, Bhatkal depicted a lion whose head is turned back and
depicted roaring in anger is full of the ferocity of this beast.”’* The roar of lion is

taken in various meaning in Hinduism in Jainism.

™ K. Bhartha Lyer, Animals In Indian sculptures, D.B. Taraporevala, Bombay, 1977, p.66.
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According to Buddhist tradition, it is the roar of Buddha, mark of enlightenment.
Now if we look at this aspect one can say that roar of lion was mark of
enlightenment in Jaina tradition too. But here it is noticeable that in the above
image a lion is roaring against lion. The image of Ranganatha temple can be
interpreted as roar of Dharma against evil but here because the lion is depicted
alone but in case of Mahavira temple two lions are roaring at each other. So the
above interpretation cannot be taken into account. It is more possible that it is just
a decorative motif without any symbolic meaning or it does represent Mahavira
himself and its spiritual dominance. This can be said because, this kind of motif is

found only in the Mahavira temple.

This motif is absent in Vimlavasahi, Lunavasahi and Sacciya -Mata temple. It can
be a representation of the spiritual dominance of Mahavira because as we have
seen lion depiction on the pillars was a way to represent the dominance over
whole world or to show the position of the universal monarch (cakravartin). For
instance, Asoka established pillars with lion engraved on the top of it depict his

position as universal monarch.

(c) Serpent: Animal Avoided in Temple Ornamentation

K.C. Jain in his work Jainism in Rajasthan traced out the existence of Naga cult

in western India from the period of Mahabharata.””

Nagas have been seen
playing various roles in the mythical tradition and religious customs of India.
Serpents are seen in many literary traditions, played various roles in the mythical
tradition and religious custom of India. Serpents are seen as representation of
fertility, these are also known as protector of life energy. Probably due to image of
protector these were also seen as tutelary deities of the families as it is given by
K.C. Jain in his work, Jainism in Rajasthan that Nagarjuna was the tutelary deity

of Pandavas.

According to Buddhist tradition, Nagas were the source of the secret knowledge.

It is well described by Jaen Duran in his paper The Naga Raja: Symbols and

"2 K.C Jain, Jainism In Rajasthan, Jaina Samskrita Samrakshka Sangh, Sholapur, 1967, p. 11.
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Symbolism in Hindu Art and Iconography, “Buddha realize soon after he began to
teach that human beings are not ready to full import of its contents, so he gave
secret of reality to a group of Nagas and who were entrusted to keep it until such
time as it could be to human kind.””® This description suggests that Buddhism

took the serpent as symbol of storage of knowledge.

But in the case of Jainism, we find that serpent symbolized the role of protector of
life. Serpents was also “worshiped to obtain children,”’* Naga has been associated
with water and cosmic energy. The Naga cult had strong association with Yaksas.
We also find the legend of Dharana Naga offering protection to Par$avanatha
during the latter’s austerities.”” According to Jaina canons, Dharanaendra and
Padmavati (Yaksa and Yaksi of ParSavanatha) were Naga king and queen. The
images of Parsavanatha are always depicted with Padmavati and Dharnanendra

with serpent over the head of Parsavanatha.

U.P. Shah points out this kind of representation we first found from Kankalr tila
(Mathura). Many of these images are removed from the original place and placed
into museums. For instance, “in Sculpture from National Museum, Par$vanatha, is
shown in standing in Kayotsarga mudra. He is flanked with chauri bearers on both
sides. The main figure is also surrounded with female Nagin figure besides other

male and female attendants. It belongs to Pratihara period.”76

All these explanation make it clear that Naga is been widely used represented with
Jainas as protector. Similarly, Nagas are represented in as symbolic representation

of fertility.

" Jane Duran, ‘The Nagaraja Symbols and Symbolism in Hindu Art and Archaeology’, Journal of
Aesthetic Education, VVol.24, No.2 , Summer , 1990.

™ U.P. Shah, Jain Rupamandana: Jain Iconography, Abhinava Publications, New Delhi, 1987, p.
211.

" Ibid.

"® Shantilal Nagar, Jaina Sculptures in Indian and world Museum, Kaliga Publications, New Delhi,
2000, p. 40.
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Besides the images, Nagas are represented in temples as a part of ornamentation
of temple as well. The serpent figures are visible on the door side pillars of the

Devakulikas of Sacciya Mata Temple and Mahavira temple in Osian.

Figure 19: Serpents on the pillar of Sacciya Mata Temple.

In this image of Sacciya Mata temple, one can easily notice the representation of
the serpent figures on the pillars of the door side of Devakulika. These serpent
motifs are also evident from the Mahavira temple. Here, it is worthwhile to note
that these serpent figures are not made on the any of the pillars of
Mukhamandapa, Giudhamandapa, and Brahmantika. These are displayed at the
door- side pillars of some of the devakulikas which suggests that these are

evidently represented as protectors of the Tirthankars and not that of temples.
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Some more representations of serpent can be identified from the roof of Mahavira
temple and sacciya mata temple where Krsna is represented on the roof of the
Devakulikas. In this figure, Krsna is displayed as dancing above the many had
serpent. It was possibly a result of assimilation of Hindu elements in Jainism.

The representation on the roof is known as a display of Nagapasa. In this
particular myth of Naga and Krsna, Naga was obliviously taken as a symbol

stands for monster and Krsna won over the monsteris shown through the dancing.

It needs to be marked that these serpent motifs are absent in the Abu temples and
Kumbhariya temples. Though it is difficult to trace the cause of absence in temple
art but can be count a significant difference in the use and abundance of such
motif in temple art which possibly indicates a decline in Naga cult but much study
is needed to conclude this. This absence of motif also indicates the change which
probably came into the symbolic value and social acceptance of Naga as a symbol

of positive and negative energy.

It symbolized the power of creation as well as of demolition. This point is well
described by Sehdeva kumar in his work, Jain Temples of Rajasthan, while
discussing the image of Parsavanatha, he points out that a serpent is benevolent,
like Dharanendra, Sesa or Mucalinda, and malevolent, like Kaliya or Mara,
Kamath or Vrta. This present an unceasing struggle between the force of light and
darkness, between good and evil and between life and death goes upon in the
same body.””” Sivaramamurti, in his works which makes it clear that serpent
stands as a symbol for both good and evil energy, perhaps this is one of the

reasons behind their ignorance as a decorative motif at a later point in time.

Thus, one can say that some symbols and motifs attain different meaning
according to different place, placement and time, such as lotus. But there are
which are constant during the period of time, like Srivatsa. Also different patents

of same symbol came out in course of evolution. Symbols were the source of such

" Sehdeva Kumar, A Thousand Pettaled Lotus Jain Temple of Rajasthan, Architecture and
Iconography, Indra Gandhi National Centre For Art, Abhinav Publication, New Delhi, 2001,
p.143.
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decorative motifs and some of the symbols changed into the motifs during the

time.
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Chapter 2:
TIRTHANKARAS AND HINDU DIVINE BEINGS

1.God in Jaina Literature

Jainism does not believe in any creator or the supremacy of the God. But Jaina
temples and art is full of representation of divinity. This contradiction in Jainism
demands a discussion on the place of divinity in Jainism. U.P. Shah in his work
Jain Riapamandana provides that according to Jaina philosophy “substances are
real, characterised by structure and are six in number. This can be broadly divided
into living and non living. As substance these eternally exist uncreated, with no
beginning in time. As substance these are unchanging and eternal but their
modifications are passing through a flux of change.”

“Their mutual corporation and interaction is explains all that is implied by the

» 2 50 Jainism rejects the “hypothesis that an eternal self subsistent

term creation
God made this world.”® According to Jaina view “physical world is ruled by
Physical law and not divine law. If fire burns and water cools, it is not due to the

% and therefore these substances

will of God: it is due to their inherent quality
cannot change their qualities at any time.

Jaina philosophy rejects the supremacy of God and denies any existence of the
creator. Instead of Jaina believe that God exists in the soul of being, and it can be
attained by cutting off the bond of Karama. In Bhagavati Satra, it is given that
“infernal or non-humans, humans or celestials, those who have performed non-

righteous acts are not liberated without experiencing their effects.”

In Jaina tradition, God is replaced by Tirtharkaras/ siddhas or librated beings.

“These are human souls themselves attain godhood by shedding away all

’56

impurities.”” According to Bhagavati Sutra “when a living being has been able to

end all karma effect and has held the body for the last time, when he has acquired

! Umakant P. Shah, Jain Ripamandana, Vol. 1, Abhinav Publications, New Delhi, 1987, p. 8.
2 -
Ibid., p.8.
® Dayanand Bhargava, Jaina Ethics , Motilal Banarsidas, Delhi, 1968, p. 25.
4 -
Ibid.
*Sudharma Svami, Bhagavati Sitra, vol.1, (tr) K.C. Lalwani, Jain Bhawan, Calcutta, 1973, p. 66.
®Dayanand Bhargava, Jaina Ethics , Motilal Banarsidas , Delhi, 1968, p.25.
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and is in full command of knowledge and of fiat, has conquered inner foe and
become a Jaina and omniscient, will be liberated.”” Jainism do not provide the
position of creator to God. But to them god exists in one’s soul and god is full of
knowledge. They believe in librated beings rather than God. It is noticeable here
that according to Jainism only librated beings are free from the bond of Karama
but God is not free from this. He is born again and again in different spheres, as in

Ratanaprabha, Bhavanavasis, etc.

It is given in Trisastisalakapuriasacaritra that “Rsbhanatha was born as God in
his third birth before he incarnated as Rsabha.”® While, Hemacandra describes the
sermon on the four types of Gati, he describes “four divisions of creatures: hell
inhabitants, animals, men and God have great pain generally from the bondage of
Karma.” It is described further “the empire of pain is present even among the
gods when their wits destroyed by sorrow, anger, dejection, Jealousy... seeing the
palaces, women, jewels, gardens and wealth of others, so as long as they live they
burn by the flame of blazing jealousy.”'® So, the basic difference between Gods
and Tirthrkaras is that Tirthasikaras are free from the bondage of Karma, they
escape the cycle of rebirth, but the gods are reborn in different spheres. It is also
noticeable that ‘only human can reach to the emancipation, Gods must be born

- 11
again as mortals.”

1.1 Classification and hierarchy of Gods in Jainism:

Jainism describes a large number of gods and put them in hierarchical function
according to their function and place of living. According to Bhagavati sitra,
Bhante said to Gautama in response to a question that “Gautama! Devas are stated

to be of four types, which are Bhavanavasis, Vanavyantras, Jyotiskas and

"Sudharma Svami, Bhagavati Sitra, vol.1, tr. K.C. Lalwani, Jain Bhawan, Calcutta, 1973, p. 69.
8Acharya Hemacandra, Trisastisalakdapurusacaritra, vol.1, tr. Helen M. Johnson, ed. B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, p.30.

®Ibid, vol.2, p. B-294

%1bid, p.B-299.

1bid, p. 299.
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Vimanikas.” Under these categories only vimanikas gods includes few of the
mainstream Hindu deities (Laksmi, Saraswati etc), but neither the Matrakas nor
the mainstream male deities (such as Visnu, Siva, Gane$a etc), comes under these
categories. This chapter will focus upon those mainstream male and female deities
which are assimilated in Jainism and projected on the walls. It includes Visnu and
the incarnations of Visnu, local deities (bharva Sacciya Mata etc., Matrakas and

Vimanika goddesses such as Laksm1 and Saraswati.

There is a question by Gautam to Bhante that, when to assign the higher spheres
and where the following are reborn, to which the former answered as, the
unrestrained would be celestial beings are at the lowest, born among the
Bhavanavasis , and at the highest, in the Graiveyaka vimanas: the restrained pure
are, at the lowest, born in the Sudharma-kalpa and at the highest living beings
without mind are, at the lowest, born among the Bhavanavasis and at the highest.
Among the Vanavayantras; the rest are, at the lowest, born among Bhavanavasis,
and at the highest, as follows: the tapas as among the Jyotiskas, Kandarpikas in

the Sudharma Kalpa, the Cakra Pribhrakas in the Brahmaloka.'®

In canonical texts also one can see a wide difference in description of gods and
liberated beings. In Trisastisalakapuriisacaritra gods are depicted as paying
homage to Tirthasikaras and in the birth ceremony of Tirtharnkaras, Gods were
playing different roles and paid reverence to Tirtharnkaras. In this context one can
look upon a description of birth ceremony of the Rsabhanatha “with a gracious
mind sakara went to master presence. At the mere sight of the lord (7irtharnkara),
the lord of gods bowed. For the sight of master, a bow is the first present. Then

after circumambulation the blessed one and his mother, sakara bowed again.”**

2sudharma Svami, Bhagavati Siitra, vol.1, Book 2, (tr.) K.C. Lalwani, Jain Bhawan, Calcutta ,
1973, p.205.

Blbid., p.48.

YAcarya Hemacandra, Trisastisalakapurusacaritra, vol.1, tr. Helen M. Johnson, ed. B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, p.114.
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In one more description it is given that “the Indra of Aisana made himself
fivefold, like the king of Sudharma and took the lord of three worlds on his lap, of
these one, one held over the lords head a camphor white umbrella. Two others
fanned the lord of Jinas with cauris dancing from joy, as it were from the various
movements of his body. Another, twirling a trident in his hand, went in front as if
thinking to purify himself by the master’s glance.” *> A similar account is given in

Kalpasiitra.

All this description shows that Jain theology keeps Tirthankaras above all and
rejects the position of god as creator or Supreme Being above all the human
beings. Effect they bring the librated being above the gods and gods are shown to
pay reverence to these librated beings. In Jaina theory Gods are kept on the
subordinate position, it is worth to notice that, “Gods are considered Devas

whereas Jinas are called Devadhideva.” 1°

2.Deities in Temple Art:

In temple art, one can notice various images of gods depicted on the outer walls of
devakulikas, Miilamandapa and even on the pillars. Some of the deities are
depicted on the door side, lintel and even on ceilings. In Jaina shrines, we find
Vayantra gods, Vimanikas, Dikkakumaras and mainstream brahmanical deities
such as Visnu, Krsna, Agni, Varuna, Indra, Brahma, Yama etc. But in temple art
Asurakumaras are not depicted. Except all these deities, some local deities are
also placed in temples such as Bhairava. Bhairava is not described in Jaina
literature but incorporated in most of the early medieval temples in the western
India. We find an image of Bhairava on the eastern wall of Mulaprasada, in
Mahavira temple of Osian. Perhaps it was incorporated in the later period due to
local influence. Some of the common deities which are depicted in temples of

early medieval period are listed below:

B1bid., p.126.
1°B.C. Bhattacharya, , Jain Iconography, Banarsidass Publishers, 1975p.31.
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Directions Deities
North Kubera
South Yama

East Indra
West Varuna

South — Agni

East

South - Nrrt1

west

North - ISana

East

North — Vayu

west

Table 3: Directions and Deities, Source, Asha Kaliya, The Art Of Osian

Myths are one of the major source of temples art and the ornamentation of the
temples. Jaina temples are hoards of art where one can find the stories of the Jinas
and depictions of their life stories on the different part of the temple architectures.
| noticed through that most of the myths of Jainas are depicted on the walls and
ceilings of the temples. This tradition of depicting life stories on the walls and

ceilings’ was equally shared by Buddhism as well as Hinduism.
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2.1 Assimilation and Presence of Hindu Iconography in Jaina Temples:

The most interesting thing one can notice about Jaina temples (Osian) is that
myths of Krisna, Visnu, Narayana and Narasirhha are well depicted on the temple
walls and ceilings. All the Visnu avataras are depicted on these temples and the
others are avoided. Depiction of Siva can be observed in Sacciya Mata temple but

in Mahavira temple, only vaispava avataras are displayed.

This could be related to two different aspects one is that Visnu, Rama, and Krsna
were among the Vasudevas and Baldevas in Jaina traditions and therefore there
depicted is there in the temple and others are avoided for the same cause. But the
other point accumulation of Hinduism was necessary for Jainism to influence the
local people who adopted Jainism in early medieval period. These kinds of
adaptation of Jainism by Hindus are given in many accounts. According to a
description given in the local account of osian, 8,00,000 Rajputs adopted the
Jainism during the establishment of Osian in the 8" century”. Although it can be
an exaggeration, these accounts make it evident that Hindus were adopting the

Jainism in large number.

Trisastissalakapuruscaritra provides a description of nine Vasudevas, nine
Baladevas, and nine Prativasudevas. These three Categories Provides an example

that how Hindu deities, especially Visnu cult is being assimilated into Jainism.
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Name of
Name Vasudevas Name of Baladevas | Prtivasudeva
Tirtharkaras
1.Triprstha ) , -
Sreyansa Acala Asvagriva
Kesava
i asupiii i Taraka
2. Dviprstha Vasupijya Vijaya
3. Svaymabht Vimalaswami Bhadra Meraka
4. Purusottama Anantanatha Suprabha Madhu
5.Purusasimha .
. Dharmanatha Sudar$ana Nisumbha
(Narasirmha)
6. Datta Ara and Malli Ananda Bali
7. Narayana Muni and Nami Nandana Pralhada
8. Krsna - Padma Lankesa
9.Purusapudharika | Ara and Malli Rama Magadhesvara

Table 4: The list of Vasudevas and Baladevas on the Basis of Trisastislakapuriiscaritra.

Above table shows a clear evidence of assimilation of Hindu deities and
characters in Jainism. Prati vasudevas such as Bali, Nisumbha and Makara,
Lankesa are Raksasas. Similarly, it is notable that many of the Vasudevas and
Baladevas are incarnated forms of Visnu such as Narsirhha, Krsna, Rama,
Narayana, Purtisottama, Datta are forms of Visnu. The term Vasudeva and
Baladeva, itself stands for Visnu. Assimilation of brahmanical deities in Jainism
can be seen in literature. Various stories of these Krsna and Narayana and Rama
are similar to that of brahmanical stories but these are playing different role in

Jaina Literature and showed as subordinator to the Jinas.}” These are warriors and

Y There are many minor differences in Brahmanical Ramayana and Jain version of this strory such
as in Jainism Rama(Padma) is considered as Baladeva and he is mentioned as son of Aprajita
instead of Kaushlya. Sita worships Arthas during pregnancy period.
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heroes who attained the place of Ardhacakrin, but not counted as gods. They did
not have any magical power. But their attributes are similar to that of Visnu, the
Hindu deity. For instance Triprstha/ kesava (one of the Vasudeva) was described
as “then drawn by merit, the gods gave Triprstha; a divine bow (Sarnga), a club
(Kaumodaki), a couch (Pancajanya), a jewel (causabha), and a garland
(vanamald).”*® He is not described as multi-armed and multi eyes Gods, which

suggests that these were merely the Kings and not the heavenly beings.

The interesting thing about Jaina temples is that all incarnations of Visnu are
depicted in Jaina temples are similar to that in Hindu temples, The Jaina literature
provides various changes in the myths of Rama, Krsna, Visnu, and Varaha; but
these changes are not focused in temple iconography. For instance, Jaina text,
Trisastisalakapuruscaritra provides a whole account of purisasinha (narasinha),
the account focused on his birth, initiation, mendicancy, etc.”® However, the
temple iconography does not give any depiction of these myths. In temples art,

Narasimha is given in the typical form of brahmanical accounts.

This adaptation of Hindu elements in Jainism can also be traced in the
iconography. It is well described by John E Cort that the Living Lord icons of
Mabhavira are very similar to that of Visnu images found in western India. Many
historians believe that the Jivantaswami pratima of Mahavira is actually influence

of iconography of Visnu in western India.

Devendra Handa has observed that Osian was a center for the worship of Visnu,
nearly one third portion of Sacciya Mata temple of Osian was devoted to various
forms of Visnu. “The door frame of one of the Visnu temples within the Sacciya
Mata complex, labelled by Handa as Visnu Temple-five, has eleven standing

Visnu icons that also exhibit basic iconographical similarities with living lord

8Acarya Hemacandra, Trisastisalakapuriisacaritra, vol.3, (tr.) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, p.73.

YAcarya Hemacandra, Trisastisalakapurusacaritra, vol.2, tr. Helen M. Johnson, ed. B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, p. 274.s
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icons,”® but these are not visible now in the temple complex. He noticed Visnu

partima in Kunjabihari temple which is similar to the Mahavira iconography.

Cynthia Atherton(1977) said that, “the few sites in early medieval Rajasthan, the
period from the sixth through ninth century CE, where there were Vaisrava

temples and icons can be attributed to the expansion of Gurjara Pratihara dynasty

from its original base in Southern Rajasthan to the northeast, where it eventually
5521

took over the imperial centre of Kanau;.

Figure20: Jivantaswami Pratima, Mahavira Temple, Osian

All this explanation suggests that western India particularly Rajasthan was a
foremost centre of Vaispavism, and so Jivantasawarmi pratima was influenced by
it. I noticed two Jivantaswami pratimas at the entrance of Mahavira temple which
resembles the image of Visnu. Both are placed on the eastern gate of the temple
which is recently build, the original entry of this temple was from north side and
closed now. In this image the hands are broken so we don’t find any attributes.
But the crown of the icon resembles to the Visvartpa form of Visnu, the griddle

and garland also make it identical to Visnu. But it has ten images of Jinas in

2John E. Cort, Framing the Jina: Narratives of Icons and Idols in Jain History , Oxford
University Press, New York 2010, p.177.
?! 1bid.

89



Padmasana and Kayotsarga mudra which helps to conclude that it is the image of

Jina and not Visnu.

In Jaina temples of western India it is noticeable that only forms of Visnu are
depicted in the temple beside of dikpalas and Ganesa. Other Hindu male deities
such as Siva and Brahma are absent. The images of Hindu deities are used in Jaina
temples on the ceilings and walls and Hindu myths are represented as part of

ornamentation.

We find an image of Krsna related to Nagapasa myth on the ceilings of
Devakulika in Mahavira temple as well as in Sacciya Mata temple. Same is
represented in the Kumbhariya. Same is identified from the Harihar temple 1 and
2. Presence of the Nagapasa image in many of the brahmanical temples indicates
that it was just browed from the Hindu iconography and it was a popular motif
due to the presence of Vaispzavaism. Probably it was popular in the early medieval
age (8™ — 9™ century) because many of the Krsna stories can be seen on the
Harthara temple group

and sacciyamata temple

which was considered as Visnu temple earlier according to Cort and Meister, and

Sacciya Mata temple of the same time period.
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Figure 21: Nagapasa Motif on the ceiling, Mahavira Jain Temple, Osian

Another image of Hindu deity varah is depicted on the back wall of eastern
Devakulika. In this image, Varaha is depicted with two hands, holding Sasikha in
left hand and right hand rest upon waist, Bhumi devz, the consort of Varaha is
depicted as resting upon his prod to whom he rescued from Demon. This
Depiction of Varaha is slightly different from Mayamatam, the Iconographical
text according to which “(Varaha’s ) two hands make the bestowing gesture and
that of absence of fear , he carries Vasundhara on his arm and his foot is set upon
the head of King of Snakes . He is the colour of pure gold and wears a sacrificial

thread and provided with all ornaments.”?

Here it’s worth to notice that the description of Varaha in Mayamatam and
depiction of that in the temple are almost similar, only a minor difference can be
noticed that Varaha holds Sankha in the Depiction on temple wall. Another thing |
would like to add here is that no Jaina Text (Bhagavati Sitra and Kalpa sitra)
provides description of Visnu, his incarnations or any other brahmanical God.
Trisastisalakapuris gives description of Vasudevas but these were not the God
but Kings. So it can be conclude that these icons were made in Jaina Temples
under influence of Vaisravism, existence of Harihara temple of the same time

Bruno Dagens, (tr.), Mayamatam Treaties of Housing, Architecture and Iconography, Vol.1,
Indira Gandhi National Centre of Arts, New Delhi, 1994, p.823.
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period also evident wich shows that Vaisravism was flourishing at that time.
Except Visnu and his Incarnations, Ganesa was also a deity depicted in the Jaina
Temples.

Figure 22: Ganesa on the back wall of Mulaprasada of Mahavira temple Osian

Ganesa is depicted here with two human worshipers on each side and holds parasu
(axe) in one hand and rarka in other hand. This depiction ensures the worship of

Ganesa in Jaina tradition.

But Jaina literature do not provides any clear description about Gane$a which
could ensure the role of this deity in Jainism. In Hindu tradition Ganpati or
Ganesa is known as Vighnésvara which indicates “the deity presiding over
obstacles: as such he has the capacity for doing both these things is evident from

an account of Lingapurana that devas prayed to the supreme god that he should
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create a being, who would be a lord of obstacles, Vighnésvara, and throw the

obstacles in the ways of Asuras.”?

9924

In Skandapiirana, Ganesa is mentioned as

“chief of Vinayakas and ganas.

Coomaraswamy connects the image of Ganesa with the Yaksas and suggests that
elephant headed Yaksa is found from Bharhut. He also points out that the big belly
of Ganesa is a common feature of Yaksa figures as well. This explanation relates
Ganesa with Yaksa category. Here it is also notable that Gane$a has head of
elephant and body of human this kind of depiction are common in Yaksas such as
Harengamesi in many of the paintings is with head of antelope and body of
human and Gomukha is also with the head of horse and body of human. All these
similarities indicate the connection between Yaksas and Ganapati. But we should
also remember that Ganapati is no where displayed in the list of Yaksas in Jaina
tradition, this deity is not assign to any Jina as an attendant so it is more probable

that Ganesa is borrowed from Hinduism as other deities.

In Jaina temples Ganesa is displayed on the walls at the same layer as the Yaksis.
(Mahavira temple, see figure2). Except the walls, Ganesa is also displayed at
doors such as in Sacciya mata temple. Ganapati is in varada mudra and abhya

mudra.

2.1.1.Deities of Directions:

Kubera, Agni, Yama, Nrrti, Varuna, Indra, Isana , and Vayu also played a very
significant role in the Jaina temples who are borrowed from hindu temples, but
strikingly Jaina literature does not provide much information on the role of these
deities. Trisastisalakapuriiscaritra provides information about Indra and Kubera,
but all the others are not motioned. According to Kalpa-sutra, Indra ordered to
remove the embryo of Devananda and placed it into the womb of Trisala, royal

women.

2T, A., Gopinath Rao, Elements of Hindu Iconography, Motilal Bnarsidas Publishers, 1993, p. 35.
24 H
Ibid, p. 41.
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Trisastisalakapuruscaritra and Bhagavati Sutra provides the information about
many Indras and Vayu Kumaras, Agni- Kumaras and so on according to the
narrative given in the text “the Vayukumaras themselves, purged of pride, cleaned
the surface of the earth for the yojana, the Megha-Kumara sprinkled the earth for
one yojana. The Megha-Kumaras sprinkled the earth with fragrant water.”®
Another reference is given in the context of Indras “other Indras, Acyuta, and the
rest, came there with troops of gods making great haste as if from the desire to be
first.”?® This account suggests that there was a whole range of Vayu Kumaras and
Indras, and these were not playing the role of protector of directions, and all of

them are not enlisted into the Jina account.

According to Bhagavati sitra also, there are many Indras, Agni Kumaras, and
Naga- Kumaras. But Hindu text of Iconography provides the details of features of
the Dikpalas and according to all of them; these are depicted in Jaina Temple.

3. Body of Gods and Tirthankaras:

The body keeps an important place in Jaina tradition. Especially cosmological
myths of Jaina tradition are based on the body of Jina. The universe is compared
with the body of Jina, whom upper part is considered as the heaven, middle as
earth and lowers as netherworld. The body works as a scale to ensure who is
eligible for salvation and who is not so. Padamnabha Jaini discusses it in his work,
Gender and Salvation, and he refers to Strz nirvana Prakraza to explore that how
according to the prescribed norms of different Jaina sects (Svetambara,
Digambara, and Yapini) women are awarded by the different degrees of freedom
to attain salvation and became a Sidhha.

Due to bodily impurities, Digambara tradition rejects the women as a deserving
candidate for salvation. At least this work makes us understand that human body
is used as a major scale in the Jainism, to find out whether someone is eligible to

move on the religious path or not. These prescriptions cannot emerge in a vacuum.

% Acarya Hemacandra, Trisastisalakapurusacaritra, vol.1, tr. Helen M. Johnson, ed. B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda , Description
of Samavasarana, p.190.

2 bid.
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It also has a base, whether it is a mythological base or a sociological base.

If we look at the myths in Jaina tradition especially the cosmological myth, It is
worth to suggest that the universe is compared to the body of Jina and no women
has been considered as Jina (7irthasikaras), except Mallinatha. All other Jinas
(liberated beings) were male. So the male body is meant as a scale to measure the

whole universe.

These things enforced me to think about how the body is represented in myths and
what does it indicates about society in the context of gender relation? What is the
difference or similarities among icons of Gods, Tirthankaras, and Goddesses and
how does it represent different Social Groups? In order to search the answer for
these questions, I will focus on the Bodily appearance of Tirtharnkaras, gods, and

goddesses.

3.1.The body of Tirtharnkaras:

In Trisastisalakapuriscaritra, we find many description of bodily appearance of
Tirthankaras. For instance, a description of Sambhavanatha is given as “his ears
reaching his shoulders, bull shouldered, and long- armed, and broad- chest, lean
bellied like a lion, his thigh resembling an elephants trunk. His feet arched and
smooth soled like the back of tortoise, his figure straight the lord of the world

shone exceedingly with youth like the full moon with autumn.”*’

Though Tirtharkaras are described young it is difficult to understand, however it
is notable that Buddha is also depicted young in sculptures. Jainism was a
subsequently adopted many things from these two religions, so possibly youth

depictions are also a borrowed element.

In Jainism Youth is considered as mark of emancipation. ‘Moksa contrary to
Samsara, creatures certainly do not suffer pain arising from being in embryo,
Mental anxieties and diseases like arrows , scattered inside or out , the cause of

pain, do not exist there. In it there is never old age, the advance messenger of

T Acarya Hemacandra, Trisastisalakapurusacaritra, Vol.2, (tr.) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, p.B.241.
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Krtanta, the chief of wealth of splendour, the mother of dependence.”28 On the
basis of this it can be said that in Jainism youth and splendour was the mark of
emancipation and perhaps therefore the bodies of Tirtharkaras are represented

youthful.

Youth and nudity are two basic marks of the body of the Tirtharnkaras. The nude
body is taken as mark of “purity, vulnerability, truth” and it is also described as a
source of magical powers in many religious myths. Bhagavati satra and
Riipamandana do not provide any information on this issue but the connection
between the idea of nude body and purity can be seen in Kalpasiitra. For instance,
in Jaina canon Kalpasiitra, it is given in the context of state of renunciation of
Mahavira that “The venerable Ascetic Mahavira for a year and a month wore
clothes: after that time he walked about naked, for more than 12 years he
neglected his body and abandoned care of it and suffered all pleasant occurrences

»29 and through that Mahavira attain

arising from divine powers, men, and animals
the state of “without wrath, without pride, without deceit, librated, composed free
from temptation without greed without property had cut off all earthly ties.”*° All
this account makes it clear that carelessness towards body and uncovered body
were two conditions which helped Mahavira to liberate himself from worldly ties.
On the basis of this, it can be said that Jainism also believes in the concept of
purity of nude figures and Jaina tradition see nudity as a mark of liberty from the

worldly ties.

3.2. Nudity and Clothing in Gods and Goddesses:

It is notable here that nude figures are part of Indian temples, not only Jinas but
many Gods and Goddesses are represented nude or semi-nude in the temples. It
indicates that nudity is a mark of spirituality, and it represents the freedom from

worldly ties, the essence of divinity.

*|bid., Vol.1, p. 200.

»Bhadrbahu, Kalpasiitra, (tr.) Hermann Jacobi, Motilal Banarsidas Publishers, 2002, Lecture 5,
Verse 117.

“Ibid., Lecture 5, Verse no.118, 119-32.
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Figure 23: Ambika in a samtala Ceiling of Mahavira Temple,
Kumbhariya,029841.

But what is more interesting to note is that Digambara tradition neither found
women fit for salvation nor allowed them to become cloth- less, whereas
Svetambara tradition which believes that clothes are not bondage in salvation,
both sects represent nude figures of female deities in their temple. For instance, in
the picture above Ambica is depicted as seated in lalitzsana and she carries a child
on her lap, but other human figures displayed on the ceilings are wearing
adhovastra or the lower garment on their bodies. But the ornaments are evident on
them.

The deity wears a Crown and anklets and an armlet band. Some historians suggest
that ornaments are used in Svetamber tradition on behalf of clothes. But the
question remains the same why clothes are not represented in the images of deity
whereas these are used in the images of humans, was the templetradition just
imitating Hindu art tradition or spirituality and source of power, magical power
was denoted through the nude body in Indian art?

In this context we can look at the study done by Larissa Bonfante in her Article,

Nudity as Costume in Classical Art, she focuses upon how the meaning of nudity
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changed for the Greek people over the period. According to this study, nudity
stands for magical powers in many countries across the world. It is well discussed
by Larrisa Bofante. In her words, “phallic and priapic figures, amulets as well as
obscene gestures still serve protection against the evil eye in many parts of the
world..”® She then suggests “In the realms of magic, nudity ward off a spell or
other harmful form of magic, compels love, and gives strengths to one’s own
practice of witchcraft and conjuring.” ¥ The same is also possible in the Indian
context of the temple that celestial powers are shown nude because these are the
embodiment of magic, these are divine. Here | would also include representations
of nude female figures which are human and not celestial, Bonfante suggests in
the context of nude female figures that “the most frequent connotation of female
nudity in historical times seems to have been service rendered in the temple. For
man, however, it was a sign of defeat.

As in Old Testaments, nudity refers shame, slavery, poverty and humiliation.”*

So it can be said that we will have to see the nudity differently in religious and
social context whereas nudity is a mark of shame in a social context, it becomes a
mark of magic in the religious context. But more attempts are needs to understand
this change into the meaning of nudity in a different context. In Indian art and
religion, nudity is taken as a mark of spirituality, magic as well as maternity. As
Ananda Coomaraswamy suggests in his work, Yaksas, that figures of Yaksis are
depicted nude which because these were related to a fertility cult. The mother
goddess image found from Harappan site is depicted nude. In this context, we can
also take the example of sapta matrakas which are depicted nude in most of the
cases. The female and male deities in iconographical texts are described with the
clothes of a particular colour. According to Manasara, “Sarasvati should put on

yellow clothes and similar jewels and pearlornaments.”**

%! arissa Bonfante , Nudity as Costume in Classical Art, Journal of American Archaeology,
Vol.93, No. 4. (543-570), p. 545.
32 H

Ibid.
% Ibid., p.548.
¥ Architecture of Manasara , verse 13, Vol. 3, (tr.) Prasanna Kumar Acharya, (ed.) N.C. Panda,
Bhartiya Kala Prakasan, Delhi, 2011, p. 921.
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Name of

lather

Mayamatam Manasara Riapmandan Aparajitaprccha
goddess
1.Sarasvati _ Yellow clothes _
2.Laksmi Clad in clothes
- made of Jewels B
3.Mahit Fine silk
- clothes h
4.Gaur1 Silk garment or
- yellow clothes -
5.Manonma _ _
6.Camundi ) Cloth of
o Red bodice and
Clothed in tiger ) Vyaghra
) a lather skin ]
skin Carma( tiger
clothes. .
skin)
7.Bhairvi _ Black clothes _
8.Vaisnavi Yellow Reddish yellow
garments cloth
9.Vaarahi Dressed in )
bright blue
black cloth or
clothes

10.Brahmant

Dressed in tiger

skin

11.Maheswari

Clothes are not

described
12. Kaumari Clothes are not

described
13. Indrant wears a tiara

Table 5. Clothing of Matrakas on the basis of Mansara, Mayamatam , Rupamandan and Aprajitaprccha

Above table shows that many of the Hindu deities (Matrakas) are described as
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wearing clothes of different colours in iconographical texts and these were not
described nude as the fertility deity of the early period. But here it is also
noticeable that most of these clothes were not represented in art, but many of the
deities were clad in clothes, possibly after the installation of the image.

Only a few deities are depicted in clothes in the temple art such as “in the
Sacciyamata temple, goddess Parvati is putting a tight fitting sari which goes up

to her ankles”®

similarly in Mahavira Jaina temples we lay women in sari. But no
deity is depicted in clothes in the Jaina temples. In the shrine related to Ambica
and Saraswati in the Mahavira Jaina temple of Osian, the deities are clad into the
red and white clothes respectively. Probably this is done under the influence of
Hindu tradition because in Hinduism Matrakas are shown into the clothes and
clothes were prescribed for them in the iconographical texts such as Manasara,
Mayamatam and all and here it is also noticed that Jaina texts do not focus upon
the clothes of female deities. For instance, we find a description of Goddess

Laksmi in Trisastisalakapuriisacarita but her clothes are not described.

According to the narration, Sr7 was the fourth dream of the mother of the first
Tirthasikara, “the goddess whose resting place is a lotus and, with eyes resembling
to a lotus, adorned with pitcher full of water lifted by the trunks of the elephant of
the quarters.”® Similar account is given in Kalpasitra. In Jaina temple of Osian, |
found most of that Matrakas are showed with cloths. The image of Varahi and
Indrani (figure 5, chapter 1) are displayed in light lower garment but the set of

Vidyadevis and Yaksis are depicted nude (figure 2, chapter 1).

Here question arise why a different set of deities is clothed and the other is
unclothed? Here | would like to include that in Jainism Svetambara tradition does
believe that clothes are not a hindrance in their emancipation so therefore clothes
are worn off on the body by the Sverambara monks unlike, Digambara tradition
which do not allow women to uncover their body but find them unsuitable to get

Moksa because of the bondage of clothes. Now here it is also worth to notice that

% Asha Kalia, Art Of Osian: Temples Socio- economic and religious life in India, 8" to 12"
Centuries A.D. , Abhinav Publications, New Delhi, 1982, p.21.

% Acarya Hemacandra, Trisastisalakapurusacaritra, vol.1, (tr.) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, p. 101.

100



some scholars argues that clothes are replaced by ornaments in Jaina temple , but I
don’t find it right because we have seen some female deities are showed wearing
clothes and others are not. Matrakas are clad into clothes not only because
Svetambaras tradition allow women to be clothed but also because these are
already prescribed to be clad with clothed in various iconographical texts such as
Manasara provides that “Savitri should be clad in a fine silk garment of yellow

9937

clothes and perhaps therefore some Matrakas are made as they are wearing

clothes, in Jaina Temples of Osian and elsewhere.

Except nudity and youth, the other significant mark of the body of female deities
was a flashy body. In Mayamatam, Vaarahi is described as having “a big body
and her crown sparkles.”*® The Matrakas are possibly made flashy, to represent
them as a mother and littlie different from the young virgin maiden. We need to
explore more to conclude it but it can be a possibility. As only the Matrakas and
Vimanikas (Laksmi) are depicted with the flashy body. The representation of

Vidyadevis is depicted slim comparatively.

3.3. Pose and Postures of Tirthankaras , Gods and Goddesses:

“Tirthankaras: Indian Yogis practise the various @sanas to gain some control of
the body,”39 among all great religions of India, “certain symbolic positions of
hands and legs form prominent parts of poses in spiritual contemplation. They are

believed to be aids to mental concentration.”*°

Dayanand Bhargava in his work Jain Ethics refers to a text “Subhacandra, which
mentions seven postures for Dharma Dhyana which includes Paryankasana,
Ardhaparyankasana, Vajrasana,  Sukhasana, Virasana, Kamalasana,
Kayotsarga.”* Another historian provides only five dsana such as Paryaika,

Ardhaparyarika, Vajra, Khadagasanan and Vira. “These asanas are also known as

¥ Architecture of Manasara, verse 18, Vol. 3, (tr.) Prasanna Kumar Acharya, (ed.) N.C. Panda,
Bhartiya Kala Prakashan, Delhi, 2011, p. 921.
*®Dagens Bruno, (tr.) Mayamatam: Treaties of Housing, Architecture and Iconography, Indira
Gandhi National Centre of Arts, New Delhi, 1994, p.875.
iz B.C. Bhattacharya, Jain Iconography, Motilal Banarsidass, Delhi, 1998, p.138.

Ibid.
“! Dayanand Bhargava, Jain Ethics, Motilal Banarsidass, Delhi, 1968, p.199.
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Moksasana.” ** There is one more @sana which is called “bhadrasana which has
been defined as easy posture, the assumption of which make the mind

motionless.”*®

Similarly, Trisastisalakapurasacritra provides a wide description of body
postures suitable for monks, according to this account “Acarya Arindama
rejoicing in the supreme spirit, he saw there some monks in Utkatika posture,
some in Padma posture, other in godohika, vira vajra, bhadra , danda, valgulika,
Kraunicha, Hansa, Paryanka, ustra, Tarksya, Kapali Karana, amarakubuja,

svastika, dandapadma, and sopasraya posture , some engaged in kayotsarga. "**

Some of the above-mentioned asanas are used in art to depict Tirthankaras and
deities such as Padmasana in which there is pressing together in the middle part
of shin by shin, Virasana, the left foot on the top of right thigh, and right foot on
the top of left thigh, it suitable for heroes and not for inferior persons, if one foot

only is placed on the thigh, it is ardhapadmasana.”®

Above description is given by the canonical text but iconographical text
prescribed only two types of asanas for Tirthannkaras which include Padmasana
and Kayotsarga. According to Manasara the image of Jaina “should be in a
straight, erect, or sitting posture.”*® The legs should be uniformly straight. And the
two long hands should be in the same posture.”’ Another description suggests “it
should be in the sitting posture, the two feet being placed on the lotus seat in a
straight pose and it being in a stiff attitude and bearing a meditative look on the

supreme soul.”*®

Only these two postures (Kayotsarga and Padmasana) are used in the temple art
for Tirtharnkaras. Others are prescribed for monks but not evident in art as used

for the Tirthankaras. Figure 1 is an example of Kayotsarga posture in which

“2B.C. Bhattacharya, Jain Iconography, Motilal Banarsidass, Delhi, 1998, p.138
43 H

Ibid.
* Acarya Hemacandra, Trisastisalakapurusacaritra, vol.2, (tr.) Helen M. Johnson, (ed.)
B.Bhattacharyya, Gackwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, 1931, p.32
45 i

Ibid., p.32
*® Architecture of Manasara, Vol. 3, (tr.) Prasanna Kumar Acharya, Bhartiya Kala Prakashan,
Delhi, 2011, p. 941.
" Ibid., p. 941.
“® Ibid., p. 942.

102



Jivantaswami depicted in standing pose.

According to Vidya Dehejia, this is also known in “Yoga as Tadasana, in which
Tada means mountain. The sculptured figure, it is a standing meditation pose. The

carliest Jaina image in such pose is dated to the fourth century B.C.”*

Kayotsarga means engage oneself in vyutsarga.” It is practised for — “( 1) such
common unavoidable slightly fault as walking, eating, etc. (2) touching some
living bodies, itching and discharging bodily excrements in an improper place.”!
Here the expression is used as a wayconfession or self-punishment for common

faults.

EOMS o o A

Figure 24: Jaina Seated in Padmasana Posture in Santinatha Temple of
Kumbhariya.

In Kalpasatra, we find that Kayotsarga was a pose in which Mahavira stands

“ Vidya Dehejia, Representing the body: Gender Issues in Indian Art, Kali for Women, New
Delhi, 1997, p.71.
SSlDayanand Bhargava, Jain Ethics, Motilal Banarsidas, Delhi, 1968, p.188.

Ibid.
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while he reaches to the Asoka tree in search of truth, this was while he realizes
and seeks for the true knowledge. It is adjoined that the figures of the Jinas such
as “Ajitanatha, Sambhavanatha, and Abhinandan should be especially sculptured
in the Khadgasana according to B.C. Bhattacharya Padmasana or the lotus seat is
another posture used for the Jinas in Art (See figure 24). In this picture, Jina is
seated with cross legs. In Mahavira temple of O$ian, we find large image of such
kind. The earliest seated yogi dates to the 3™ millennium B.C. and is on well
known Harrapan seal.”* We found large numbers of sculptures of Jinas in this
posture, most of these are depictions of Par$avanatha with a serpent hood (see
figure 1 in chapterl). In Padmasana or lotus pose, the legs are crossed and placed
high upon thighs with soles turned up.”®® Here, it is worth to suggest that

Padmasana is also considered as Moksasana.

3.3.1 Asanas of Female Deities:

Vidya Dehejia suggests that female deities such as Laksmi and Sarasvati are
depicted in Padmasana and Khadgdsana in some temples, the Hindu God Siva
and the Goddess Laksmi when lustred by elephant, Parvati and several lesser

figures of saints and teachers, all assumed in this classical posture.”

In Manasara, Padmasana is prescribed for the iconography of Goddess Laksmi.
According to the description “there should be a red lotus on the pedestal upon

which she sits in crossed legged posture.”55

Here it is notable that images of
Laksmi in padmdsana posture are very rear in the Jaina temples. Only One image

of Laksmt is depicted in Lunavasahi temple in this pose (figure above).

But this image make it clear that not all the female deities are treated lesser then
the Tirthankaras in art. Vimanika goddesses share equal postures to the
Tirthankaras. In literature, Laksmi is seen as a mark of fortune. Even Sarasvati is

declared as the Srutadevi, eternal word of the Tirtharikaras but none of the other

*2Vidya Dehejia, Representing the body: Gender Issues in Indian Art, Kali for Women, New
Delhi, 1997, p. 77.

> Ibid., p.76.

*bid.

% Architecture of Manasara , verse 19, 3 vols., Tr. Prasanna Kumar Acharya, ed. N.C. Panda,
Bharatiya Kala Prakashan, Delhi, 2011, p. 921.
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female deities is depicted in Padmasana or Khadagasana (Moksa Mudras). This
suggests that there was a distinguish place and hierarchy imposed in art not only
between male and female deities but in the deities of different stratum (upper

world, middle world and lower world).

No lesser god is depicted in Padmasana posture in Jaina temples. But, we do not
find female figures in Khadgasana or Kayotsarga in Jaina temples most of the
female figure are depicted in Lalitasana and Ardhapadmasana, some are
displayed in standing posture but not in Khadgasana. Iconographical text,
Mayamatam, describes various asanas for female deities. Many Asanas are given
for the deities which stands for different meanings, according to text “for those
who seeks the mastery of self (the mother must be) in kamasana, for serenity,
Virasana and Sukhdasana posture shows that installation brings the satisfaction of

all desires.”™®

Now here it is notable that Virasana and Sukhdsana are prescribed for
Tirthankaras and male gods as well as for female deities but no depiction of
female deity is found in this pose in Jaina temple. Kamasana and Sukhdsana both
words are related to fulfilment of worldly desires, which are given to female

deities.

3.4. Ornamentation and Attributes of Gods, Tirthankaras and Goddesses:

Tirtharkaras are displayed without ornaments and clothes even in temples of
Svetambara tradition. Although secondary sources refer that some deities wear
ornaments instead of clothes in Svetambar tradition but in the case of Svetambara
temples of the early medieval period, | found that all the Jina figures are

represented nude and no ornamentation is depicted on these images, see figure 24.

This is probably done because ornaments are the mark of worldly ties according to
Jainism. There are two divisions of soul, liberated and trans-migratory. “The
liberated souls are free from all corporeal and passionate association. The trans-

migratory ones, on other hand are doomed to experiencing a succession of more or

*Bruno Dagens, tr. Mayamatam, 2. \ols, Motilal Banarsidas Publisher, Indira Gandhi National
Centre for the Arts, New Delhi, Chapter 36, verse 239-b, 240a, p. 879.
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less happy or unhappy conditions of existence.”®’ So, no ornaments are placed on

the body of Tirtharikara except in the form of Jivantaswami®® images.

Only griddles are placed on the bodies of Jina in Kayotsarga postures in few
sculptures. But Jina’s pedestals are usually marked with cakra, and their
cognitions are depicted on these pedestals and a parasol is displayed on over their
head.

In the above figure, Adinatha is depicted with a parasol, according to
Coomaraswamy, parasol is a mark of spiritual domination. The similar meaning is
evident from an account of Trisastisalakapu-riasacarita, where the head of Lord is
compared with umbrella and considered as a mark of Lordship. According to the
description “the master of world’s head, gradually arched, revealed in appearance
an umbrella with its face downwards. The round tall head- dress on head-umbrella

of the great lord, indicating lordship over the three worlds.”*®

Except umbrella, cakra (see chapter 1) and animals are also depicted with
Tirtharkaras. In above case, we find elephant and lion on the pedestal of the
Tirthazikaras, beside animals’ Yaksa and Yaksi are also displayed on the pedestal.
But no mark or ornamentation is displayed on the body of Tirthankaras except
Srivatsa. The symbolic value of Srivatsa, Cakra and umbrella is already discussed
in detail in chapter one. But the two animals; elephant and lion are depicted on the
pedestal. A.K Bhattacharya in his work, Development of Jaina lconography,
suggests that generally, recognitions of Tirthankaras are engraved on the
pedestals but here, we can see that lion and elephant both are engraved on a single
pedestal of Tirthankara Adinatha. None of these are recognition of the Adinatha.

The recognition of Adinatha is Bull or Vrsabha.

On the other side, we can notice that some animals are there in the list of

> Jose Pereira, Monolithic Jainas: The lconography of Jain Temples of Elora, Motilal Banarsidass,
Delhi, 1977, p. 34.

*8U. P. Shah informs that The Jivantaswami image represents an image of Mahavira , fashioned as
portrait in his life time before the great Jaina took to monk-hood. According to Hemacandra
Vidunmali had prepared the image after seeing the person of Mahavira standing in Pratima
Dhyana at Ksatriya -Kunda -grama )

Acarya Hemacandra, Trisastisalakapurusacaritra, vol.1, (tr) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, 1931, p. 158.
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recognitions, but these are never placed on the pedestals of the Tirtharkara such
as goat, buffalo and boar, which are recognitions of Vasupujya, Kunthunath and
Vimalanatha respectively. This shows that texts are not followed in every respect
in the temples. In Mahavira temple, | noticed only three or four animals on
pedestals such as lion, deer and elephant, so some recognition are fixed to the
pedestals irrespective of Tirtharnkaras whom they belongs to. Here it is also worth
to suggest that lion, elephant and deer all are a marker of establishment of
Dharma, probably therefore these are depicted with the Tirthankara.
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Figure 25: A Pedestal of Tirthankara ornamented with animals in Milaprasada of

Mahavira temple, Osian.

3.4.1. Ornamentation and attributes of Gods and Goddesses:

Gods and Goddesses in Jaina temple are similar to their depiction in Hindu
temples, as | have already mentioned above, the case of Visnu pratimas. In Jaina
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literature, Visnu and the forms of Visnu are depicted as Ardhacakrins, Kings and
not the Gods but, these are described with the same attributes as Visnu. In Jaina
temples, Visnu is not depicted as King Vasudeva but as a deity and displayed on
the temple with same attributes such as club, Cakra, Vanamala etc. But it should

be understood just the borrowed representation of Visnu from Hindu temples.

But, the Place of Vaispava avatars was always lower to that of Tirtharnkaras,
which could be seen in literature. All the Vasudevas were placed as Ardha
Cakrins, the lord of half of the world whereas Tirthasikaras were said to have a
Cakravatins (the Lord of the whole world) or even above the Cakravartins.
Secondly, Vasudevas are described lower in the strength than the Tirthaskaras.
According to the account of Triisastisalakapuriisacaritra, while Krspa and
Neminatha played a wrestling match “Visnu raised his arm as long as a tree

branch and Nemi bent it like a lotus stem.”®

This lower status of Vasudeva is also evident of early Jaina art. For instance in
Hindu sculptures of Gupta period. U.P. Shah in his work, Jaina Iconography,
observes the so-called image of Rsabha, Mathura series (Kankali Tila), where he
recognised, the two figures immediately to the right and left of the main figure as
Balarama with snake, canopy and plough and Vasudeva with his usual attributes

of conch, club or flute, Vanamala and dice.”®*

But in temples, we don’t find such depictions. Here, Vasudeva has been depicted
alone on the walls of temples. Gada, Sankha Cakra and the Padma are depicted in
their arms; the flute is depicted with Krsna, and but here the four arms of
Vasudeva cannot be taken as indication of godly status of Vasudevas. Because
they were referred as kings (ardhacakrins in Trisastisalakapurisacaritra, these
are not as Gods, so these four arms are maybe just imitation of Hindu images of

Visnu.

Krsna is possibly depicted in all the temples because in Jainism, Krsna is placed

as brother of Neminatha. Krsna was the ninth JVasudeva as described in

®Acarya Hemacandra, Trisastisalakapurusacaritra, vol.5, (tr.) Helen M. Johnson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series (vol. LXXVII), Oriental Institute Baroda, 1931, p.280.
81, C.Bhattacharya, Jain Iconography, Motilal Banarsidass Publications, Delhi, 1998, p. 31
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Trisastisalakapuriisacaritra. It gives more space to Krsna then Neminatha,

himself.

The story of Krsna’s birth,% his childhood and marriage with Satyabhama and the
battle with Kansa is described in the text in detail. One of the childhood story of
Krsna is Patana- vadha, according to the story “Surpanakha’s two daughters
Sakuni and Pitana, unable to injure Vasudeva went to Gokula, to kill Krsna who
was alone without Yasoda and Nanda. Paitana thrust her breast smeared with
poison into Krsna’s mouth. Instantly, the deities attending on Krsna struck them
both and killed them.”®®

This account is depicted on walls of several temples of Osian, but not in
Kumbhariya and Dilwara. So, here this can be said that that Vaispzavism was
incorporated in the Jaina literature and art because it was flourished in the society
their motifs of Krsna stories were popular and were possibly used to influence

people who adopted Jainism.

Here, we need to understand the role of deities, their importance in society and
their attributes according to their role. Let have a brief look at the attributes given
to different male and female deities. According to Manasara, Brahma should
hold “the water pot (Kurndika) and the rosary should be held in his two left hands;
and the two right hands should either hold sacrificial ladles , or be in refuge
offering and boon giving postures. The rosary and water pot both are symbol of
fertility. It is also state in the same text that the flowers or the earrings should be
marked with crocodile (Makara) should be put on the ears. Makara again is a

symbol of creative force.

It inhabits a realm between earth and water and is associated with mud and
vegetation; it came to be thought emblem of fecundity and power.”® So here it is

clear that all the emblems are according to his role in the social structure. But here

%2According to the account of Trisastisalakapurusacaritra on the night of eight day of Sravana,
Devaki bore a son, black on whom gods attended destroying enemies by his glance, His partisans
the gods put to sleep Kansa’s agents.

®8Acarya Hemacandra , Trisastisalakapurusacaritra, Vol.5, (tr.) Helen M. Johanson, (ed.) B.
Bhattacharya, Gaeckwad’s Oriental Series ,1931, Baroda, p.192.

%). E. Cirlot, A Dictionary of Symbols , (tr.) Jack Sage, Routledge and Kegan Paul, London ,
1962, p.123.
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it is worth to notice that Jainism does not believe in God as the creator of the
world as | have already discussed above. So it can be said that the images of Gods
are just borrowed from Hinduism and depicted with all the emblems.Similarly, the
image of Narasimha is found in Osian, “he is shown as tearing open the belly of

Asura chief Hiranyakagyapa.”®®

The below table shows that only Sacciya Mata temple have all the depiction of
incarnations of Visnu. Only Krsna is depicted in Mahavira temple and the in
Vimalavasahi Temple we find a depiction of Narasimha. The attributes of Visnu
and his incarnations are usually club, conch, cakra, Padma, Gada and Vanamala,
only Krsna had flute as an attribute. The Visnu is one of the trinity Gods and
known as the maintainer of the world, the saviour of the life energy. Wheel
indicates various meanings, depends upon its relation with different things which |
have already discussed in detail in chapter one.

It is noticeable here that “Wheel is also a symbol of Sun and indicates the creative

86 and sun is also related

power of the same. It is the synthesis of cosmic force
with Visnu, similarly the lotus is symbol of cosmos. Conch indicates the removal
of evil; the club is a cursing weapon indicates the “destruction”®’. The weapons
are fixed into the idol according to the role played by that particular deity in the
social religious structure. But while the deity transforms to another religion and its

role transformed, the attributes does not change with it.

% Asha Kalia, Art of Osian Temples : Socio Economic and Religious Life in India, 8" -12"
Centuries A.D., Abhinav Publications, New Delhi, 1982, p.75

% J.E. Cirlot, Dictionary of Symbols, (tr.) Jack Sage, Rautledge and Kegan Paul, London, 1962,
p. 426.

* Ibid., p. 427
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Minor Hindu Gods

Attributes or

Gods Attributes
and Dikpalas vahana
Visnu and
his
incarnations
1.Vaman Gada, Saikha,
Cakra(SMT)
_ Sankha, Cakra, Gada
2.Varaha
(SMT)
Padma, Sarikha, Cakra
3.Laksmi- (SMT)
Narayana Gada, Cakra
(SMT)
4.Narasimha | (M.T, SMT, Santilal
temple (Kumbhartya),
Vimalavasahi(Dilwara)
5.Krsna
Agni Flame, Horse
(Mahavira temple) orram
Yama
A big buffalo
(Mahavira temple)
Nrrtt
(Mahavira temple)
Indra
Elephant
(Mahavira temple)
Varuna
Makara

(Mahavira temple)

Table 6: Depiction of Hindu deities and their attributes in Temples
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The female deities are of two Categories: Matrakas and Vidyadevis and
Vimanikas. Matrakas are not described in TrisastiSalakapuriascaritra and
Bhagavatt Sutra, it suggests that the incorporation of Matrakas in Jaina tradition
is later than that of Yaksis and the Vidyadevi and therefore it is not incorporated
even in the biographies of Tirthankaras. Matrakas are described in Manasara and
Mayamatam with their particular emblems holding in hands. Aprajitaprccha also
provides the details of Matrakas. Varahi, Indrani, Camundi, Vaisnavi, Gaurt and
Brahmani are well depicted in Jaina temples of western India. But Mah is barely

visible in these temples. Gauri is also enlisted in category of Vidyadevi.

According to Manasara, “Varahi should hold a plough with the lower right hand;
her upper left hand should hold the net, and the right hand should be in refuge
offering posture, and the other left hand in boon giving posture.” ® An icon of
Varahi is found in Sacciyamata temple (see figure 5, chapter 1), here, she is
holding a Gada in right hand and Cakra in left hand. She is also wearing a
Vanamala. Here, it should be noticed that Varahi is one of the mother goddess and
her attributes expect Cakra nothing else provides the meaning of creation and
most of her attributes are similar to that of Visnu. This is also true for Indrani who
is displayed as seated on the elephant. The elephant is a symbol of creation only

while it is depicted with clouds but here the elephant does not symbolize creation.

It is possibly just a replication of Indra. In other case, we can see that Ambica is
depicted with mango branch and child which symbolizes her position as a mother.
It shows that some the attributes of the female deities are according to their role in

society but some tributes are just replication of their male counterpart.

Thus, Jainism rejects the idea of supremacy of god. It is important to note that all
the incarnations of Visnu are considered as kings and not as devas. They all are
described as worshipers of Tirthankaras but possibly the flourishment of
Vaisravism in that period forced the Jainism to assimilate the Vaispzavism and
Matrakas and therefore incarnation of Visnu are depicted in Jaina temple similar

to the Hindu temples. In temples these are depicted in Godly form and not as a

S8Architecture of Manasara, (tr.) Prasanna Kumar Acharya, (ed.) N.C .Panda, Bhartiya Kala
Prakashan, Delhi, 2011, p. 928.
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king. There are various differences in the description of Visnu in Jaina literature
and art. The goddesses were not treated on a secondary position to the male deities
who are borrowed from the Hinduism. Both the male and female deities are
equally adorned with the ornaments and the pose and posture are similar. But
there is difference between the pose postures and placement of the Tirharkaras
which help us to trace the hierarchy between Tirharkaras and Hindu deity.
Depiction of their body was fixed according to their social role. Matrakas are
depicted fat to indicate motherhood and Tirtharkaras were depicted nude and

young to show the detachment from the world.

Having saw the Hindu divine beings and Tirtharkaras, let us look at the lower
beings of the Jainism who acted as pillars of the temple in the context of
iconography
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Chapter 3:

LOWER BEINGS AND ATTENDANTS

Bhagavati Sutra provides a wide range of beings and there are total 24 categories
of beings in seven hells. The list includes “various beings from seven hells such as
Asurakumaras, Santikumaras, immobile with one organ e.g. earth bodies, water
bodies, air bodies, fire bodies and flora bodies, two three and four organ beings ,

non humans with five organs.”®

All infernal beings belongs to ‘Ratnparbha
hell.””® Asurakumaras are stated to take innumerable forms. Minimum span is of
the infernal, exception being that of the forms need to be reserve (as greed, deceit,
pride and anger and not anger pride deceit and greed as in case of the infernal) all
are endowed with greed.””* In Jainism the beings of middle world and lower
world are considered as lower being including Yaksas, Nagas, Dik-kumaras,

Nagakumaras, Gandharvas, Kinnaras, Vidyadharas etc.

1. The origin of Yaksas, Gandharvas and Vidvadharas:

The word Yaksa is first found in Jaiminiya Brahamana (I1l, 203- 272), where,
however, it means nothing more than a wondrous thing. In the sense of a sprit or
genius, usually associated with Kubera (The chief of Yaksas) it does not appear

before the period of the GrAya sitra. In which, all are classed as Bhiitas.”"

In Satapatha Brahmana, “Kiibera is a Raksasa and lord of Robbers and evil

doers.”"”

On the basis of this, Coomaraswamy suggests that Yaksas were
aboriginal deities assimilated in brahamanical cult. Yaksas are ranked below

Devas, but above the goblins and ghost and here distinguished from Bhiitas.

% Sudharma Svami, Bhagavati Sitra, vol.1, tr. K.C. Lalwani, Jain Bhawan, Calcutta , 1973, p.
299,

" Ibid, p.79.

" |bid, p.83,

2 Ananda Coomaraswamy, Yaksas, vol.1, Indira Gandhi National Centre for Arts, New Delhi,
1993, p.5.

™ Ibid, p. 5.
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Yaksas by name and by class are more familiar figure in the epics. In Ramayana
and Mahabharata, Yaksa worship evolved gradually and shared by all three
religions Hinduism, Buddhist and Jainism. In Ramayana, as referred by
Coomaraswamy we find “Spirit hood (Yaksatva) and immortality (Amaratva)
together, as boon bestowed by a god or gods.”’* In Buddhist literature,
Mahavatthu refers to three classes of Yaksas namely “Karotpani, Maladhara,
Sadamatta and Yambhaka”" But according to Jaina literature there were thirteen
Yaksas earlier and then the number increased to Twenty-four. The Jaina Bhagvati
Sutra gives a list of Gods who are obtained like his children to Visramana. These
are “Punnabhadda, Manibhadda, Sailabhadda, Sumanabhadda, Cakka, Rakkha,
punnarakha, Savvana, Savvajasa, Samiddha, Amoha and Savvakama. ® Here, it is
noticeable that some of these are known as Yaksas and such as Pupnabhadda and

Manibhaddha but others are not enlisted in this list.

Gapdharvas also could be included into the list of lower beings. Gandharvas are
similar to Yaksas in certain sense. “The earliest reference about Gandharvas, we
found in Rg Veda, there we find around dozen of references about them.”"’
According to Vedic tradition they belong to Astariksa, mid region between
heaven and earth.”’® In Atharva Veda, these are described “as the protector of

Soma and the archers’.”

Another similarity was that they were also said to be against of Aryan in their
early descriptions. N.G. Tavakar in his work, The Essays, throws light on the
Gandharvas , the Apsaras , the Yaksas and the Kinnaras, suggests that in certain
passages of Rg Veda we find that Gandharvas were looked upon with hostility

which suggests that these were from different tribe group or the non Aryan.

™ Ananda Coomaraswamy, Yaksas, vol.1, Indira Gandhi National Centre for Arts, New Delhi,
1993, p. 59.

® Ramnath Mishra, Yaksha, Cult and Iconography,Munshiram Manoharlal Publisher, New Delhi,
1981, p. 51.

® U.P. Shah, Jain Ripamandana, vol.1, Abhinav Publication, New Delhi, 1987, p. 204.

" N.G. Tavakar, The Essays Throwing light on the: Gandharvas , the Apsarases, the Yakshas and
the Kinnaras , Fog of Myths and Legends Series-1, Tavkar Prakashan, 1971, p. 2.

8 Ibid, p.1.

™ Ibid, p.4.
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Yaksas and Gandharvas both were from the warrior class; Gandharvas were

known as protector of Soma as Yaksas were the Protector of wealth of Gods.

Now turning to the Vidyadharas, like the two above categories these are also

8 "in Vedic tradition however they are never mentioned

classified as “demigods
but Nandini Mehta refers to Nadabindu Upanisada which connects them with Or.
“The Upanisada explains that the word Om has 3 ' mores, of which ‘a’ is
dedicated to Agni, ‘u’ to Vayu and ‘m’ to Strya and the reverberation to Varuna.

When a person meditates over the third more (m), he becomes Vidyadhara.

2. Activities of Yaksas and Garndharvas and Vidyadharas:

Yaksas played a role of attendant of Tirthasakaras, protector, tautly deity, fertility
spirit and magical beings who could fulfil any wish of materialistic world.
Ramnatha Mishra in his work Iconography of Yaksas, refers “Cunningham who
explained the word Kubera, as ku vira, Ku meaning earth and vira meaning hero,
hereby, ‘hero of earth, according to this meaning Kubera can be interpreted as one

who dominates the earth.”®!

Ananda K. Coomaraswamy also provides in his work, Yaksas, that people of Rajas
class used to worship Yaksas. This is also worth to note here that Yaksas described
as tautly deity of Pandavas in Mahabharata, all this explanation suggests that

Yaksas were worshiped as a protector.

We have already seen the role of Gandharvas as protector of soma but besides a
protector “they were also known for their skill of secret writing and prophecy in
music.”® Tavakar informs that the name of Gardharava Veda (a text on music)
is known after them and Tavakar refers Grahya Sitra which informs that students

8 Nandini Mehta , Vidyadharas in Ancient Indian Art, Harman Publishing House, New Delhi,
2004, p. 5.

81 Ramnath Mishra, Yaksha, Cult and Iconography,Munshiram Manoharlal Publisher, New Delhi,
1981, p. 59.

8 N.G. Tavakar, The Essays Throwing light on the: Gandharvas , the Apsarases, the Yakshas and
the Kinnaras , Fog of Myths and Legends Series-1, Tavkar prakashan, 1971, p. 3.
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had to pray Gardharvas and Apsaras to give him intellectual capacity and insight

in the studies.”®®

Vidyadharas: Vidyadharas are those who possessed Vidyas, they had magical
powers and which the acquired through the meditation. But brahmanical tradition
does not inform much about them. Similar to Yaksas and Gandharvas, they also
belonged to warrior class. “The Vahanipurana says that Vidyadharas are brave

and undefeatable in battle, sky goers and assume different forms at will.”®

The above lines explain that there were many similarities between Gandharvas,
Yaksas and Vivyadharas. They were belongs to the category of demi-god, they
possess magical power and could change their forms at their will, they were
represented as kings and the possessor of royal life , the only difference between
them was that they all had some different skills. Yaksas and Gasndharvas are
described as fighter and protector and of wealth and Soma respectively but
Vivyadharas are described as fighter only. Yaksas and Vidyadharas are connected
with the cut of fertility in brahmanical tradition. Gasidharvas had wonderful music

skills and Vidyadharas could gain all kind of Vidyas.

3. Yaksa ,Gandharvas and Vidyadharas in Jaina Literature:

Bhagavati sutra provides important description of Yaksas, according to which
these are considered as Bhavanavasis. In Kalpa Sitra, it is described that Sakaras,
chief and kings of gods calls Haringamesi, “the divine commander of foot

8% and commanded him to remove the embryo of Devananda. It should

troops
cause the Venerable Mahavira, to be removed from the brahmanical part of town
Kundagrama, from the womb of Brahmani Devananda, to the Ksatriya part of
town Kundgrama and too be placed as an embryo in womb of Ksatriyani Trisala
of the Vasistha gotra.”®® Thus he reflected and called Harinegamesi, the divine

commander of the foot troops, having called him, he spoke thus: “well now,

83 H

Ibid, p. 5
8 Nandini Mehta , Vidyadharas in Ancient Indian Art, Harman Publishing House, New Delhi,
2004, p. 5.
®Bhadrabahu, Kalpasiitra, (tr.) Hermann Jacobi, Motilal Banarsidass Publishers, 2002, p. 227
86 H

Ibid, p. 226
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beloved of Gods go now and remove the venerable and ascetic Mahavira from

brahmanical part and place the embryo in the womb of Trisala. ®

After hearing this the Yaksa, Harinegamesi went to Kundagrama and “he
transformed through his magical power, and starch himself out for numerous
yojanas like a staff, and then again he transformed himself into a definitive form
(which gods adopt, on entering the world of men) and passed to the house of

Rsabhadatta and removed the embryo of Devananda.”®

A similar account in given in Trisastissalakapurisacaritra, according to which
during the time of Birth of Rsabhanatha, “the lord of the first heaven instructed his
general of infantry, Naigamesin: ‘in the middle division of Southern Half of
Bharata in Jambudvipa, from the wife of Patriarch Nabhi, Marudeva, a son is

born, summon all the gods for Birth-bath.”

All this explanation suggests that Yaksas were the attendant of gods, and not that
of Tirtharkaras. In Bhagavati sutra and Kalpasitra, Yaksas are not mentioned
directly in the service of Tirtharikaras or messenger of Tirthaszikaras as given in
Trisastisalakapuriisacaritra. Yaksas were shown as following the command of
Gods here; Heringamesi follows the command of Sakara, the king of gods. It is
also noticeable that these, Yaksas had magical powers to change their forms like
gods but their status was below Tirthasikaras and gods and then they merely
transferred as attendant of Tirtharikaras. Seven nurses allotted for then
Tirthankaras which were dikkumaris and not the Yaksas or Yaksis. All this
suggests that may be concept of Yaksas were added to Tirtharnkaras and it was

borrowed from the gods.

Yaksas, Naga and dikpalas were described as door-keeps and chauri bearers.

According to an account during the birth celebration of Tirthaskara, “Supported

¥ Ibid, second lecture , p. 227

% 1bid, 228

8 Acarya Hemacandra, Trisastisalakapurusacaritra, vol.1. , (tr.)Helen M. Johanson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series, Oriental Institute Baroda, 1931, p.130.
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keeper, with an umbrella held by Pracetas (Varun).

by Mahendra with chauris held by Yaksas, with Dharanendra acting as door-

5990

Yaksas Yaksinis
Cakreswarl
1.Gomukha B
Ajitabala
2. Mahayaksa
. Duritart
3. Trimukha
Kalika
4. YakseSvara
Mahakali
5. Tumbura i
Syama
6. Kusuma . .
Santa or $anti
7. Matanga
.. Bhratt
8.Vijaya .
Sutarika
9.Jaya
Asoka
10.Brahma
Manvi
11.Yakseta
Cand1
12. Kiimara
Vidita
13. Sanmukha
Ankusi
14. Patala .
. Kandarpi
15. Kinnara
Nirvani
16.Garuda
Bala
17.Gandharva .
Dharini
18.Yakseta )
Dharnapriya
19.Kubera
Naradatta
20.Varuna
Gandharva
21.Bhrakuti
Ambika
22.Gomedha )
Padmavati
23.ParSava
Siddhayika
24 Matanga

Table7:List of Yaksas and Yaksis according to Riapamandana:

% Acarya Hemacandra, Trisastisalakapurusacaritra, vol.1. , (Tr.) Helen M. Johanson, (ed.) B.
Bhattacharyya, Gaekwad’s Oriental Series, Oriental Institute Baroda, 1931, p. 158.
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In Jainism, it is very clear that they don’t give the status of God to the mainstream
Hindu Gods such as Visnu, Siva and Krsna as we have already seen into the
previous chapter that these Hindu Gods were degraded to the status of
Ardhacakrins, or Vasudevas placed even below to the Cakravartins. So are
depicted baladevas such as Rama, but Rama is not depicted in these temples under
study. In Jainism, God is understood as magical beings and Yaksas, Gandharvas

and Vidyadharas all comes under this category.

In Trisastisalakapuriisacaritra, Gandharvas are as mentioned among the
Vayantra Gods along with the Yaksas, Raksasa and Kinnaras, but the
Vidyadharas are not mentioned in this list of Vayantras. Gitarati and Gitayasas are
called the lord of Gandharvas. But Gasdhavas are scarcely mentioned in the Jaina
texts. In Kalpasitra, one can find only reference to the Gandharvas. Gandharvas
are described as playing music in the celestial abode which was the tweleth dream
of mother of Mahavira.” In Trisastisalakapuriiscaritras, we find references to
Gandharvas named Vasava and Tamburti. Vasava is described in as an attendant,
protector and at the same time he is described as musician. During the time of

Birth bath of Zirthasikara, “musical instruments being played by Ganidharvas.”*?

According to an account, “Vasava instructed the 4Abhiyogika gods, “Proclaim loud
to the four classes of gods, if anyone thinks anything unfavourable to Arhat and
Arhat’s mother, his head will split into seven pieces like a cluster of blossom of
arjaka.”®® Along with the protector Gasidharvas are mentioned as attendant of
Tirtharikara, who helped him in birth-bath, smeared oil on his body, placed the

master near his mother and ...put the jewel earrings on the lord.”*

° Bhardabahu, Kalpasutra, Tr.Hermann Jacobi, Motilal Banarsidass Publishers, Delhi, 1884, p.
253
92 Acarya Hemacandra, Trisastisalakapurusacaritra, vol.1 , Tr. Helen M. Johanson, ed. B.
Bhattacharyya, Gaekwad’s Oriental Series, Oriental Institute Baroda , 1931, p. 151
9 i

Ibid, p.151.
* Ibid, p.150.
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4.Bodily appearances of Yaksas , Gandharvas, Kinnaras and Vidyadharas:

Canonical texts do not provide any details of bodily features of the Yaksas. But
Ananda Coomaraswamy in his work, Yaksas, suggests some characteristics of
their body in which he includes the big belly. He argues that “Ganesa is
undoubtedly a Yaksa type, by his big belly and general character.”®® He also
suggests that these nude and fat bodies are assign to be plump because these are
worshiped for the sake of fertility. “In the early sculptures (reliefs on the pillars of
the gateways and railings at Bharhut, Bodhgaya, Sanci and Mathura) the female
figures were associated with the trees are voluptuous beauties, sanctity clothed.
Same features are traced out from pre-Maurya terracotta figures of fertility
God.”®

On the basis of such explanations it can be conclude that nudity and fat belly
symbolise fertility here and the features indicates roles of Yaksas as fertility spirit
but here | would also like to add that depiction of the body of icons partly
becomes permanent even if the role of a particular character changes in the
literature, the fundamental features of the image does not change. For instance |
have already discuses Heringamesi. The Yaksi, Heringamesi is described as a
troop of foot army of Gods in Kalpasuitra but in his depiction, his fat belly is
visible and the Yaksa is not appeared as troop in terms of her bodily feature only
the dressing indicates the role of Yaksa as a troop. In this figure that myth is
represented where Heringmesi is removing and replacing the Mahavira from
Devananda’s womb to that of Trisala. According to the account, Heringamesi is a

troop of god’s army.

% Ananda Coomaraswamy, Yaksas, vol.1, Indira Gandhi National Centre for Arts, New Delhi,
1993, p.7.
% Ibid, p. 32.
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Figure 26: Haringamesi on the ceiling of Mahavira Temple of Kumbhariya,
029867

4.1 . Mudras and Asanas of Yaksas, Gandharvas and Vidyadharas:

According to a description in Mayamatam, Kubera, “chief of all Yaksas, must be
adorned with a crown and others ornaments. He has the glow of pure gold and one
of his hands makes the gesture of bestowing the other, absence of fear, mounted
on a ram, he has a sword in his hand and has two legs, riding a man, he is
surrounded by Sankhanidhi and Padmanidhi.”®’ In Kumbhariya, we find an Image
of Virasavanpa as if he is mounted on ram but the images of  Sankha and

Padmanidhi are absent.
4.1.1Asanas:

According to another description given in Manasara, the “Yaksas should be made
in the erect or the sitting posture, their right leg should be in the swastika (cross
like) pose and the left should be bent.”*® This kind of representations can be seen
in temples or early medieval age. In Mahavira temple of Osian, Santindtha temple

of Kumbhariya and Vimalvasahi temple, we find many depictions of Yaksas but

7 Dagens Bruno, tr. Mayamatam, Treaties of Housing, Architecture and Iconography, vol.2,
Indira Gandhi National Centre for Arts, New Delhi, 1994, Chapter 36,, Verse 154b-156, p. 856

% Architecture of Mansara , (tr.) Prasanna Kumar Acharya, (ed.) N. C. Panda, VVol.3, Bhartiya Kala
Prakashan, New Delhi, 2011, Chapter LVIII, Verse 12, p. 960.s
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all the 24 Yaksas are not visible in the temple art. Mainly only four Yaksas:

Svranabhiiti Kubera, Hariti, Heringamesi and Gomukha are depicted in temple art.

According to Manasara, the right leg of Yaksas should be in swastika pose (bent
like a cross) and left should be bent. In all the temples Yaksas are depicted like this
(see figure 26). Same pose is considred for Vidyadharas. Nandini Mehta tries to
explane the meaning of swastika postures. In this regard she refers to Benerjia,
who suggests that swastika pose with left leg bent applies mainly to the Yaksas

and not to the Vidyadharas.”*

And he also argues that in Manasara the term swastika pose is used to refer some
other meaning, “swastika pose describes the flying pose in a very charecteristick
way; it means ‘with ploughshare like legs in front of back.”*% Here, | would like
to add that swastika pose was not limited to the Yaksas, Vidyadharas and
Gandharvas are also displayed in the same pose in early medeival temples (see

figure 25 and figure 26).

% Nandini Mehta , Vidyadharas in Ancient Indian Art, Harman Publishing House, New Delhi,
2004, p.6
1% 1bid, p.6
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Figure 27: Yaksa in Svastika asana on the pillar of Mahavira temple Osian, AllS,
057729
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Figure 28: Vidyadhara vikirna vitana in the ceiling of Santinatha temple
Kumbhartya, AllS,029823
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It is agreeable that this pose is perhaps depicted to display the flying posture in
regard of Yaksas, Gandharvas and Vidyadharas because Gasndharvas are known

»10 1y Jainism, Yaksas

as sprit of nature, connected with clouds and mountains.
and Gandharvas both are considered as Vayantra gods, these are the resident of
same level of cosmology. But it is also possible that this posture is assing to
indicates their positon as lower or to distingues them from the other deities.
Because the swastika posture is not assing to any of the deities in the shrines, it is
also not given to the female Yaksis, even those Yaksas who are depicted in the

neiches or in shrines are not displayed in this pose.

Here, it is notable that Gazdharvas and Vidyadharas are always depicted musician
and attendant of gods but Yaksas were not only the attendents of Tirthasikars these
were themselves object of worship in Jaina temples. Gandhravas and Vidyadharas
are mostly depicted in swastika pose but Yaksas are depicted in Lalitasasna while
these are placed to worship in shrines or displaed in niches. This particular pose is
assing to the Yaksas and Vidyadharas, Gandharvas only while these are depicted

on the ceilings or at the side of the pillars or at the door of the shrine.

As | mentioned above that in some other cases Yaksas are found in the similar
pose of Yaksis and Vidya devis that is called Lalitasana (see figure and ). This is
also called a posture of royal ease. A figure of Swarnabhuti and Matanga is found
in this pose. But here, it is noticeable that none of these are depicted in ease pose

or Padmasana; those are reserved only for Tirtharnkaras.

Female deities have also been found in Lalitasana, along with Yaksas and Yakisis,
in the temple. Among the male deities, apart from Yaksas, only Ganesa, have been
described to erect in Lalitasana in Jaina temples. One more thing can be noticed
here that all the Yaksas and Gapdharvas are given only seated postures. The
standing posture as Kayotsarga is not assigned to them. It was possibly done to

confirm their position as lower being in the temple.

1% 1bid.,p.4
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Figure 29: Matanga Yaksas in Boon Giving Pousture in Mahavira Temple Of
Kumbhariya.

Figure 30: Svarnabhut in laltiasana posture in Santinatha temple of Kumbhariya,
AlIS,029869
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4.1.2. Mudras:

In most of the depictions Yaksas are shown with two hands and they have
attributes in both hands and Hasta mudras are not represented to them. In (figure
1) Svarnabhuti is having one fruit in right and a masala (or a ankusa?) in the left
hand. But among all these depictions in temples, only Matanga is depicted in
Varada Mudra (boon giving posture). In this pose, palm of left hand, with the
figures pointing downwards is exposed to the observer, as fully opened and

empty'”loz

According to Ripamandana, “Rsabha’s yaksa, Gomukha is of golden hue and is
elephant faced. He holds one hand in Varada Mudra and in other hands; he holds
aksamald, pasa, and bijapiraka.”'® Here it is worth to note that boon giving
posture is commonly used with all those male and female deities in Jaina art who
are worshiped for fulfilment of worldly desires or materialistic needs. It is slightly
used in depictions of Yaksas but usually used in the depictions of Yaksinis.
According to Riapamandana, Gomukha is of goldan hue. He holds one hand in
Varada Mudra and in other hands holds a fruit. Ambika, Gauri, Vajrasrkhala
and Mahakali, all are depicted in this mudra from Mahavira temple of Osian,

Vimalavasahi and Santinatha temple of Kumbhariya.

5.0rnamentation and attributes of Yaksas , Gandharvas and Vidyadharas:

Ripamandan provides a descriptions of many Yaksas and Yaksinis and there
attributes. According to Ripamandana, “Matanga rides an elephant. In his right
hand he holds Nakulaand a Bjapiiraka in his left hand.”*® Bijapiraka (citron) is
a kind of fruit, and it is the symbol of life energy. Fruits are commonly used by
Yaksas and Yaksinis in their depictions, which defend them as a fertility spirit and

holders of cosmological power. According to the Dictionary of Symbols fruits are

1927 A. Gopinath Rao, Elements of Hindu Iconography, Motilal Banarsidas Publisher, 1998, p.14
193 Sytradhar Mandana, Ripamandana, tr. R.P. Hingorani, Kishor Vidya Niketan , Varansi, 1978,
verse.17, p.24.

% 1bid, verse. 22, p.27
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symbol of origin. “The centre of fruit is the seed which represents the origin. It is
a symbol of earthly desires.”®® Yaksas and Yaksis equally share their status as
fertility sprit and this is depicted through fruits in their hands. In Santinatha
temple, Svrarbhuti image is depicted on the ceiling carrying a fruit, a goad, a

5,106

noose and a fruit in hand and riding an elephant as referred by Moorti Nandan

Prasad in his work Element of Jaina Iconography.

Gandharvas and Vidyadharas are displayed with as the flute, drum and other
attributes in their hands which indicate their role as musican in the temple and the
Gandharvas are also displayed as the Garland bearer, chaouri beares in some
figures. But we don’t find any depiction of Gandhrvas and Vidyadharas which

represents them as a protector or “the people of military class.”t%’

6. Yakst and Apsaras:

Ambika also depicted with a branch of mango fruit which is clearly a symbol of
fertility and prosperity. Since the days of Puranas, the Am (Mango) tree has been
portrayed alongwith various gods, goddesses and spirits. It is said that, in Am
Vrksa, Laksmi, Goverdhana, Gasndharva and fertility gods reside.” **®® “Mango
leaves are widely used in marriage ceremonies are these are termed as Kama and
fertility god.”'%° The goddess is displayed with Mango branch as attribute in her
hands. For example, in Khajuraho sculpture depicting standing Ambika, “two
armed is available at Paréavanatha temple assignable to ¢.10™ -11" Century A.D.
Crowned with ornaments, a necklace, she holds a child by the left hand and with
right display a bunch of mango fruit below which stands another child looking

towards the goddess.”llO

195 3. E. Cirlot, Dictionary of Symbols, Tr. Jack Sage , Rautledge and Keigen Paul, London, 1962,
p. 170.

196 Maruti Nandan Prasad Tiwari, Elements of Jain Iconography, Indological Book House,
Varansi, 1983, p.117

7 N.G. Tavkar, The Essays Throwing New light on the Gandharvas, the Apsasras, the Yaksas
and The Kinnaras , Fog of Myths and Legends Series -1, Tavakar Prakashan, P.4

1%Gautam Chatterjee, Sacred Hindu Symbols, Abhinav Publications, New Delhi, 1996, p.106.
19piq.

10A K Bhattacharya, The Historical development of Jain Iconography: A Comprehensive Study,
Bhartiya Kala Prakasan, New Delhi, 2010, p. 52.
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Figure 31: Ambika Seated in Lalitasana in the samtala Ceiling of Lunavasahi
Temple, AllS, 030228

A similar depiction of the goddess can be found in Lunavasahi on ceiling. A
neatly arranged semi circular pattern formed by bunches of mango is an order
adorns the composition forming a frame as it were, of a halo that ends at two sides
with a longer stalk. Ambika holds these mango branches by her hands. She is
seated on the lion and a child is depicted on her lap, another child is depicted
beside the lion. Here all her attributes are mark of motherhood, the role in which

she functioned in society and temple.

Padmavati is another Yaksi depicted in temples. According to Ripamandana,
Padmavati of the colour of red hot iron, and astride a cock, she is four armed and

holds padma, pasa, arkusa and bijapiraka.”**

Padmavati always depicted with
the snake hood over her head which is not described in Rupamandana. Padmavati
and Kamankari both are displayed with serpent hood over their head. Padmavati

and Kamankari depicted in Mahavira temple.

Here, it is worth to suggest that lotus is a symbol of Cosmology; it shows a power
of creation and evolution. Similarly, Bijapiraka is also a symbol of fertility, it is a
fruit and symbol of vegetation, pasa is symbol of good fortune. This description

Msytradhar Mandana, Ripamandana, tr. R.P. Hingorani, Kishor Vidya Niketan, Varansi, 1978,
verse 21, p.25.
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shows that all the attributes given to these Yaksas and Yaksis are according to their
role in society as giver and protectors of off-springs. The Yaksas are also known
as tree dwellers. In Trisastisalakapuriiscaritra we find that “Yaksas are depicted

with Vata tree as laksapa™'*?

. “The Vata or Banyan tree is considered as
immortal,”* it is the symbol of immortality in Hindu tradition. Yaksas are also
called immortal in Ramayana. Ananda Coomaraswamy refers Ramayana where
two words are given together, Yaksatva and Amartva “spirit-hood and

114 1n Jainism and

immortality”, together as boon bestowed by god or gods.
Hinduism groves are accepted as abode of Yaksas and Gasndharvas. The term
Caitya is used to denote the place of Yaksas in Buddhism, Hinduism and Jainism
and it appears from texts that term “caitya sometimes means no more than a
sacred tree, or a tree with an alter.”**® It is given in epics that “such holy trees or
caityas should not be injured in as much as they are the resort of Devas, Yaksas

and Raksasas etc.”'

Here it is worth to note that tree and tree deities are connected with human life and
productivity. To prove this, Coomaraswamy refers the example of mother goddess
and river goddess which are usually represented with the trees. “Very often they
hold with one hand, a branch of tree under which they stand, sometimes one leg is
twined round the stem of the tree.”**” This explanation clarifies that trees were
symbol of fertility and procreation and that is why these were connected to the
Yaksas. The depiction of child with Yaksas, fruits (bijapuraka) in their hands,
Aksamala in their neck and tree such as Vara Vrksa, mango around them does
signify their role as fertility sprit. The serpent and Cakra (with Padmavati and
Cakresvari) are symbols of protection. So probably the attributes given to these
Yaksas are clearly evidence of their role and expansion of role in society from

fertility spirit to totem deity and the protector.

12 Acarya Hemacandra, Trisastisalakapurusacaritra, 6 Vols , (tr.) Helen M. Johanson, ed.
B.Bhattacharyya,Gaekwad’s Oriental Series, Oriental Institute Baroda , 1931, p.383.
3Gautam Chatterjee, Sacred Hindu Symbols, Abhinav Publications, New Delhi, 1996, p. 100.
Y Ananda Coomaraswamy, Yaksas, vol.1, Indira Gandhi National Centre for Arts, New Delhi,
1993, p.5.

1bid., p. 18

1bid., p. 18

"bid., p. 32
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In Aprajitaprccha, we find a large list of Yaksas, Yakszs and their attributes which

can be summarize as follow:

Attributes/

Yaksi Attributes/vahana Mudra Yaksa Vahana Mudra
1.Cakre§waril | Cakra, Bijapiiraka/Gariida | Abhaya-mudra Gomukha Ak{asu.t‘ra, pasa, Varad&_l_
matulingal bull mudra
Aksasitra, pasa,
. Sarnkha, cakra/ seated on Abhayamudra, _ ankusa, Sakti,
2 Rohin? Iron throne Varda Mudra | M@ha@yaksa Matulinga
Prasu,
L. Phala, candrama, Prasu, . aksasitra, gada,
3 Prajnapti Utpala Kamal Abhaya, varada Trimukha cakra, sankha
., _ _, Naga, pasa,
4.VJra§rnkhal Nagap asd, ak"ia’. Fihala’/ Varada mudra caturanan vajra, ankusa/
a hamsavahini .
seated on harmsa
Two Sarpa Varada-
5. Naradatta Cakra, vajra, phala Varada mudra Tumburii P _’ Mudra
phala/ garida
6. Manovega Asni, cakra, , phala/ asva Varada mudra Kusum Gada, Aksa
Trisil, pasa, ankusa,
7 Kalika dhanus/bana, cakral seated | Abhaya mudra_, Martanda Gada, Pasa
on buffalo Varada mudra
2 Ghanta, Trisul, Phala/ Abhva
e e seated on bull Varada mudra Vijaya Pasa, Prasu, va,
Jwalamalini Varada
Ghanta , Trisal,Phala/ _ _—
9.Mahakali seated on Kiirma Varada mudm_’ Jaya Sakti, Aksa, Varad
abhaya mudra Phala
10. Manavi Pasa, Phala,seated on ukra Varada mudra Brhma Pasa, Ankusa Varada
11.Gaurt Pasa, Aikusa, Padma/ black Varada mudra Yaksas Trisula, Pasa Abhaya
dear Varada
12.Gandhari | Phala, Padma, Makarasina Kumara Banabﬁ:r;nusa, Varada
Khadga, Khetaka, Dhanusa, Vaira. Bana
13.Virata Bana Varada mudra Sanmukha yra, sand, Varada
Dhanusa, Phala
Dhanusa, bana, phala, Bana. Dh
14.Anatamti Hamisasana Varada mudra Kinnara aina, Fonanusd, Varada
Ankusa, Pasa
Trisula, pasa, cakra,
_ damarii, phala/ seated on _ o Bana, Dhanusa,
15.Manasi Vyaghra Varada miidra patala Aikusa, Phala Varada
e Bana, dhanusa, vajra, .,
16.MahaMan cakra, Gariida Gariida Avikusa, Phala, Varada

S1

Pasa
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Vajra, cakra, pasa, ankusa,

Varada,

17.Jaya Sukra Varada mudra | Gandharva Padma, Phala,
Abhaya
Vajra, cakra, phala,ugra \/ajra,
18.Vijaya ' sarba ' Yaksas Arimastak, varada
. Dhanusa
19 Aparajita | nadoa khetaka,phala | o g | Kubera | Avikusa, Phala | Varada
Ankusa, Pdsa
f) $] £
20.Bahuriipa Khadga, Khetaka? Seated Varuna dhanusa, Bana,
on snake .
sarpa, Vajra
Siila, khadga, muddr Pasa, )
vajra, Cakra, damrii, stla, Sakti,
21.Camunda Aksasiitra/ seated on Varada mudra Bhrkutr vajra, Khetaka, Abhaya
monkey Damri
Phala, varada mudra, a dh
22.Ambika child on lap, Lion Parsava anusd, Varada
Bana,Phala
Pasa, ankusa,
23_' - padma, Kukkutastha(seated Varada mudra Martanda Phala Varada
Padmavati on cock)
24. Siddayika Pustaka, abhayamudra Abhaya mudra Gomedha bijapiiraka Varada

Table8: Atributes and mudras of Yaksas and Yaksis according to Aprajitaprchha,
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The above table shows that all the attributes related to them are actually represent

their role in the society for what these are worshiped.

The Apsaras are counter part of the Gandharvas, unlike the Matrakas and Yaksis
“these are depicted slim and proportionate with a slender waist and apper to be in
the prime of their youth.”118 In Trisastisalakapuriscaritra, Apsaras are described
as nurses of Jinas. The sakaras appointed five Apasaras at the time of birth of
Rsbhanatha. But the Jina temple doesn’t provide any depicteion of Apsaras as
nurses of Tirtharnkaras. These are the embodiment of the “physical and

»119  Rekha Rao in her work

psychological elements of an edolesent female.
Apsaras in Hoysala Art, argues that these Apsaras were not the celestial beings
rather “these are the depiction of the dancing girls of the temples because in the

Hoysala period many womens were appointed as the dancers in the temples.*?

This view is slightly agreeable because Apsaras although considered as the
Gandharva stries but Apsaras accured their own space in the temple art and these
are used to butify the temple. These are not depicted with the Gasndharvas in the
Art. In most of the cases these are just depicted in the dancing postures usually in
Tribhanga pose but in some cases these are displaced in with many attributes
which expose them as a representation of royal women. For instance, in Osian we
find the female figures ingaged in archery and self adoration. In some cases these
figures are depicted with the attendents who are helping them in dressing. So
Apsaras can not be considered just as a representation of dancing women but they

could be the representation of royal women as well.

18 Rekha Rao, Apsaras in Hoyasala Art, Aryan Books International, Delhi, 2009, p.21
119 H

Ibid., p. 21
120 |bid.
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Coclusion: In the brahmanical literature we find that Yaksas, Gandharvas, and
Vidyadhars play identical role and these all beloged to the army class, these were
the attendents of gods, Gandharvas and Yaksas were described as protectors and
troops but the Vidyadharas were described as fighter only. The Garndharvas had
musical skills and Vidyadharas could possess all kind of Vidyas. In Jaina
Literature all they were described similarly but the Yaksas are described as
messenger of Turthankars in the Jaina literature. Also their attributes,
ornamentation and bodily appaerence are displayed according to their role in the

society.

Conclusion

Symbols play a major role in Temple art and it adds a meaning to the religion.
Over ages this gives power and authority to the people to maintain in the sphere
of social, economic and political. Likewise in the field of religion it shined so
exclusively that they provides an identity not only to the icon but also to the place
where we use it. The meaning of symbol is not stagnant, in most of the cases a
symbol attains the meaning according to the place and body where we use it. For
instance the lotus works as mark of liberation, Knowledge, enlightenment and
creation while used with different deities. This view is accepted by various
scholars such as Kerl Werner, Henrich Zimmer and Savita Sharma. But some
other symbols have a fixed meaning such as Srivatsa. No variation comes into the

meaning of Srivatsa according to its placement in the temple at different places or
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with different things. Different patterns of same symbol came out in course of

evolution.

To Sum up, we can say that some symbols and motifs attain different meanings
according to different place, placement and time. For instance the lotus works as
mark of liberation, Knowledge, enlightenment and creation while used with
different deities. But some other symbols have a fixed meaning such as Srivatsa.
No variation comes into the meaning of Srivatsa according to its placement in the
temple at different places or with different things. Different patterns of same
symbol came out in course of evolution. For instance different shapes of Srivatsa
and Kirttimukha could be noticed on the temples of early medieval period.
Symbols were the source of such decorative motifs and some of the symbols
changed into the motifs during the time. For instance one can easily notice the
Cakra, Swastika and Srivatsa on the walls, niches and Sikhara of the temple

which were once used as ornaments of deities.

The Jainism rejects the idea of supremacy of god and therefore the Vasudevas. All
the incarnations of Visnu are considered as kings and not as devas. They all are
described as worshipers of Tirthankaras but possibly the flourishment of
Vaispavism in that period forced the Jainism to assimilate the Vaispzavism and
Matrakas and therefore incarnation of Visnu are depicted in Jaina temple similar
to the Hindu temples. In temples these are depicted in Godly form and not as a

King.

There are various differences in the description of Visnu in Jaina literature and
Jaina art. In literature they are described as king and worshipers of Tirtharnkaras
but in the temple they are depicted as Gods. It was possibly done because
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Vaispavism was in flourish condition in the early medieval period and also
because artists were coming from the same pool and they were not fully aware of
Jaina literature. The study of literature and art provides two different views in
terms of position of divinity in Jainism. Literature gives more space to the male
deities and Matrakas are not mentioned in Trisastisalkapuriiscaritra. Vimanika
goddesses are mentioned but their names are not given but on the basis of this we

cannot conclude that female goddesses are less important in Jainism.

John E. Cort in The Desert Temples of Rajasthan suggests that goddess were
treated on secondary position in the Jainism and worshiped only as Kuladevis or
to fulfil materialist desires. Although, it is true that female divinities are
subordinated to the Tirtharnkaras but these were not treated secondary to the male
deities who are borrowed from the Hinduism. The whole concept of supremacy of
divinity is rejected by the Jainas and that can be a reason behind the subordination
of deities but in comparison to the male deities these were in high place which can
be noticed through their placement in the temple. There are individual shrines for
female goddess, as devoted to the Vimanika goddesses in the temple. In fact, in
literature also only female deities are considered in the category of gods and the
male gods are described as Vasudevas, the King of % of the world even lesser than

the Cakravartin.

Both the male and female deities are equally adorned with the ornaments and the
pose and posture are similar. But there is difference between the pose postures and
placement of the Tirharkaras which help us to trace the hierarchy between
Tirharkaras and Hindu deity. In Jaina temples Khadagasana is given to the

Tirharkaras only, no hindu deity is depicted in this pose.

Depiction of their body was fixed according to their social role. Matrakas are
depicted fat to indicate motherhood and Tirtharkaras were depicted nude and

young to show the detachment from the world.

In the brahmanical literature we find that Yaksas, Gandharvas, and Vidyadhars
play identical role and these all beloged to the army class, these were the

attendents of gods, Gandharvas and Yaksas were described as protector and troops
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but the Vidyadharas were described as fighter only. The Gandharvas had musical
skills and Vidyadharas could possess all kind of Vidyas. In Jaina Literature all
they were described similarly but the Yaksas are described as messenger of
Tirthankars in the Jaina literature.

In temple art we can see that the attbutes, ornamentation and bodily appaerence of
Yaksas, Yaksis, Vidyadharas and Gandharvas and Apsaras are displayed
according to their role in the society. Yaksas and Yaksis are fertility spirit so these
are depicted with some common attributes as Matrakas. These are Depicted nude
and scarcly clothed and hold a fruit in hand. Their mudras also denote them as the
dities who fulfill the worldly desires. The Yaksis similar to the Matrakas find
more space in the temples rather than the Yaksas. Vidyadharas and Gandharvas
are even seems less important. The Vidyadharas and Gandharavas are place only
on the walls and ceilings and no shrin or sub shrine was devoted to them in the
temple. These are often displayed as musicians or chauri bearer. If we see the
Apsaras, they have a significant place in the temple art. These are not depicted
with Gandharvas but found their own space in the temple, Apsaras are not
depicted as an attendant of Tirthankaras as they are described in the temple art. In
art they are depicted as dancing figures as well as engaged in royal activites.
Apsaras are used not only to beautify temple but also represent the royal women
of that time as indicated by Rekha Rao in their works Apsaras in Hoyasal Art. In
temple Apsaras were heaving their own space and they were not limited to their

divine status, their depictions indicats the society more then divinity.
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