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Introduction 

1. Theme  

Jainism has been understood as the religion of Monks, Nuns, and       ṅkaras. 

All the other elements (mainstream Hindu deities and        ,          s 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, I 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.   
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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.”
1
 This concept is more visible in the 

symbolic representation of  arasvat  (as a symbol of Knowledge) and Lakṣm    (as 

a symbol of beauty).  

        and weapons are also a symbolic representation of the characteristics of 

the deity. Heinrich Zimmer provides some e am les  here  iva is  e icte   ith 

b ll an   a e a  ith the rat an  ele hant.  a e a is known as  i hne vara 

 master o  obstacle .   immer ar  es that  a e a is  e icte   ith ele hant in 

Indian art beca se “ a e a  or es ahea  thro  h obstacles as an ele hant. 

Ele hant  asses thro  h the  il erness, trea in  sh rbes   rootin  trees”
2
 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 o  li e ener y li e 

 iṣ  , 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.  

                                                                             
1
 Asit .K.Hal ar, ‘ ymbolism in In ian Art an  Reli ion’, 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. 
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Karel Warner in work Symbols in Art and Religion points out that symbolism is 

equally used in literature and art.
3
 In order to prove it, he focuses on Hindu 

literature (Vedas,          ) and Buddhist art (     , Bo    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. A it  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 motherhoo  is not limite  to  o s an  other bein s b t e ten e  to the entire 

 niverse in all  irections.”
4
 This also can be understood from her name A it .  

2.2 Iconography:  

2.2 (a) Icons 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 

“ima e is a si ht  hich has been re ro  cin  an  reconstr cte   hich has been 

detached  rom the time an   lace in  hich it  irst ma e its a  earance.”
5
  He then 

 oints o t that the “act o  seein  is a matter o  choice.”
6
   

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 

s rveye  an  the s rveyor in  hich “man acts an   oman a  ear an  seein  

                                                                             
3
 Karel Warner (ed.), Symbols in Art and Religion: The Indian and Comparative Perspectives, 

Motilal Banarsidass Publishers, Delhi, 1991.  
4
 Ibid., p.29 

5
 John Berger, Ways of Seeing,  Routledge and Kegen Paul Lmt.,  London, 1972, P.9 

6
 Ibid, p.7  
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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 o  vision: a si ht.”
7
  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 

a thor s   ests that “art is a product of cultural forces that shapes subjectivity. Art 

is a body of social knowledge that socializes the bo ies that en a e  in it.”
8
 She 

suggests that art is a mode of knowledge. Practice and imitation is a basic 

“com etitor” o  art. I thin  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  or s “to constr ct an art 

is to decode a social practice and to decode a social practice is to be situated on its 

boundaries.”
9
  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 “relationshi  bet een nat re, c lt re an  social 

action in cult statues in archaic and classical Greece.”
10

 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 

                                                                             
7
 Ibid, p.49 

8
 Jenet M. At ill, ‘Bo ies an  Art’, Rhetoric Society Quarterly , Vol. 36, No. 2,  (Spring 2006, pp. 

165-170), p.166. 
9
 Ibid., p.169. 

10
 Jeremy Tanner, ‘Nat re, C lt re an  Bo y in Classical  ree  Reli ion’,  Worl  Archaeolo y , 

Journal of Archaeology and Aesthetics, vol. 33, No.2, (Oct, 2001, pp.257-275),  p.257. 



6 
 

or “ ree stan in   emale  i  res or kore can be distinguished only by attributes.”
11

  

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 

accor in  to “their reli io s   nction as the goddess of fertility, a virgin warrior 

goddess, an   o  ess o  se  al love”
12

.  

Tanner also points out that art is based on the social an  c lt ral scenario.” 

Images are imbibed in a specific religious culture. Material frameworks related to 

this c lt re sha e  the  ractice o  vie in  an  a  rehension o  stat es.”
13

So 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 

al ays consi ere  a  omen’s bo y as a source of dangerous magical powers. I 

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, Dan   o      , relates art with 

s irit alism an  bea ty. B t at the same time he s   ests that “bea ty has a 

                                                                             
11

 Ibid., p.258. 
12

 Ibid., p.258. 
13

 Ibid., p. 261. 
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distinctive meaning for everyone. Everyone choose his love of the object of 

bea ty accor in  to his o n test,”
14

 and then he describes different kinds of rasa 

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 Yogas tra te ts  here it is  iven that “the lor  is only as the other objects o  

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 create   or this en ”
15

 

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.
16

 She argues that Indian art has its 

roots in spiritualism. She focuses on three  i  erent q estions: “the re resentation 

of women in Indian Art, the question of spectatorship and women as artist”.
17

 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 

“ orshi e  by both male an   emale  evotees”.
18

 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 

       . In this genre, different        ere  resente  vis ally by s eci ic artistic 

conventions. “The r  a  nown as Dhanasri is traditionally evoked by an image of 

a  omen  aintin  a  ict re o , a  arently her lover”
19

.  She also took examples 

from literary works from 8
th 

to 12
th

 century which suggests that women were 

com etent  ortraitists. For instance in “a  lay o  Rajase hara name   i  ha 

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

                                                                             
14

 Anand Coomaraswamy, The Dance of Shiva : Fourteen Indian Essays, The Sunwise Turn Inc, 

New York, 1918, p.30 
15

 Ibid, p.17 
16

 Vidya Dehejia (ed),                  Bo  : G         u      I      A  ’, Kali for Women, New 

Delhi, 1997. 
17

Ibid., p. 1  
18

 Ibid., p.12 
19

 Ibid. 
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es ecially reno ne   or line  ra in .”
20

 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  ree s  ha as an  T r s A  han, Arabs, 

Roman, etc. contributed to In ian art”
21

. She suggests that art and aesthetics 

centre    on the vie er’s role in the a  reciation o  art. “The aesthetic e  erience 

rests not with the work of art, nor with the artists who created it but with the 

vie er.”
22

  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 so rce o  ins iration  or art an   rites “art  or e  on the basis of both 

religion and myths.”
23

 To support her view, she provides the example of the three-

headed  iva sc l t re o  Ele hanta. She suggests that it was made not only to 

ma e the a  ience  eel the emotion o   on er”
24

 and represent myth through art 

form but also to heighten the religious experience. 

 

                                                                             
20

 Ibid., p.15.   
21

 Vidya  Dehejia, Indian Art, Phaidon Press Limited, London, 1997, p.5. 
22

 Ibid, p.7. 
23

 Ibid 
24

 Ibid, p.11. 
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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  a er ‘Feminine Beauty In Divine Figures in Indian Art 

‘, thro s li ht on vario s  emale  i  res in  i  erent tra itions s ch as   r hi, 

    ev , T r  an   arasvat . On the basis of many sculptures of these deities, she 

analyses the  ose assi ne  to these  i  res an  s   ests that “artists  ere 

ambitious to exhibit her unique beauty along with multifaceted qualities in 

s irit al  orm.”
25

 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 re resents motherly love.  o the artist 

re resents “bh va in the eyes, limbs an  the  ay o  hol in  the attrib tes”.
26

 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  a er ‘H         F       I      A  ’, 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 

                                                                             
25

 Hari riya Ran arajan, ‘Feminine Bea ty in Divine Fi  res In In ian Art’, Indian Art and 

Aesthetics, Indian Art History Congress, Gauwahati, 2004, p.103. 
26

 Ibid, p.103 
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 i  erent thin s in art “the man an  the intention of soul.”
27

 The former is easy to 

represent, but the initiation o  “so l m st be represented through the movements 

o  limbs.”
28

 So it is difficult to represent the intention of the soul. Coomaraswamy 

tries to mark out the importance of  u   s (the movements of limbs) in Indian Art 

and suggests that all these  u     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  u     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 b     or rasa of the story such as in 

 oetry, B  a 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?"
29

  imilarly the 

e am le o  K  ambar  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 

an  similarly it is  se  in the  lastic art. For e am le, in In ian art “bones are not 

evi ent” smooth, so t limbs are a mire  an  ma e in most o  the cases. The so t 

 est res o  han s an   eet are  se  in In ian art an  it increase  over the  erio . 

In the “K ṣ  a  erio  han s are  s ally  labby b t   rin  the    ta  erio  it 

became more e  ressive,”
30

 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 

                                                                             
27

 Anan a K.  Coomaras amy, ‘Han s An  Feet in In ian Art’, The Burlington Magazine for 

Connoisseurs, vol. 24, No. 130, ( pp. 204-2o7+ 211,) ,January 1914 , p.204 . 
28

 Ibid, p.204. 
29

 Ibid, p. 206. 
30

 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. 

Anan a K. Coomaras amy in his  a er ‘In ian Ima es  ith Many Arms’, 

focuses upon four different images as a case study, An image of 

       u           the  orm o  D r   slayin  Mahisas ra) ,  a e a,  Natar ja, 

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  rama.”
31

 According to him deities are 

ma e  ith m lti le han s “to e  ress its o n moti  in a  orm at once rhythmic 

an  im assione .”
32

 In or er to  rove it he  escribes the ima e o  

Mahiṣ s rmar in  an  Naṭar ja an  s   ests that the ima e o  D r   here  oes 

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”. B t the ima e o  Naṭar ja: “It re resents 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 contin ity.”
33

 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  o er  l he ar  es that “ima es re lect their o n  orl  not o rs.”
34

  

                                                                             
31

 Anada K. Coomaraswamy,  Indian Images with Many Arms , The Burlington Magazine for 

Connoisseurs, vol.22, No. 118), pp. I89-191+ 1994-196, January 1913,  p.189. 
32

 Ibid. 
33

 Ibid., p.190. 
34

 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 I 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 (Gaṅ   an   am n ),        

and      , Lakṣm  an   ars at ,         , A      , Gandharvas and 

           .  

2.2. (d) Development of Iconography:       

Steven Darvin in his paper ‘G ṅ      I      A  ’ focuses upon the development of 

the iconography of river goddess Gaṅ  .  He discusses different myths of Gaṅ   

on the basis of various literatures such as Atharva Veda,            ra, Kali asa’s 

Megha     etc. He then tries to connect these myths with the iconographic 

features of the river goddess. According to various myths Gaṅ a is  escribe  as 

the consort o   iva, she is also relate   ith  iṣ   an  in some ol  tra itions is 

 escribe   ith  ar  a. He suggests that these myths provided the base for the 

development of iconography.  

He then focuses on the life-giving properties of Gaṅ   an  her reli io s 

im ortance. He re ers to vario s myths  here “ aṅ   is closely connected with 

the birth and fertility”
35

. Gaṅ   is  e icte  as mother o  K rtti eya, Bhi ma an  

 a es a accor in  to myths. For instance, “At one time  o s  ere  o erless 

a ainst the  emon T ra a  ho co l  only be  estroye  by a chil  o     iva born 

without the aid of women. Acceding to their  leas  iva  inally release  his see  

 irst to A ni. B t  o  o   ire co l  not contain it so  iva cast it into the  aṅ  , 

 rom this  nion s ran  K rtti eya”.
36

According to another myth of the origin of 

Gaṅ  , the river comes “ o n  rom heaven to restore the sons o  the    ara”
37

. 

He s   ests that beca se “in her myths an  theolo y she is  resente  as mother”, 

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

life and as a mother. 

                                                                             
35

  teven Darian, ‘The  aṅ a In In ian Art’, East and West , vol.23, no ¾ , September-December 

1973,( pp. 307-325), p.309.  
36

 Ibid. 
37

 Ibid., p. 311. 
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Re lection o   a ṣa an   a ṣ s are also pointed out by the author in the 

development of iconography of river goddess. He then argues that Gaṅ   an  

 am n  an  even the other Dv ra  las are re resente  on the  oor si es beca se 

they are seen to “ ossess certain  in  o   o er- Physical, moral an  s irit al” 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 

 lace”
38

              

He connects the representation of Gaṅ   on the  oors o  the tem les  ith the 

political power also, and suggests that Gaṅ    ets most  rominent  lace in the 

tem les only in the    ta a e beca se “K ṣ  a  i  not reach beyon  Banaras, 

less than half way across the Gaṅ   valley”. It  as neither the im erial ima e o  

K ṣ  as nor that o  the Ma ryans beca se their  evotional interest  as in the 

Buddhist religion. So according to him, Gaṅ   was, the symbol of Gupta 

supremacy.   

To analyse the development of the iconography of Gaṅ  , he focuses on three 

different kinds of depiction of Gaṅ   in the tem les, namely Gaṅ   as consort o  

 iva, Viṣ   an   ar  a, an  as mother o  K rtti eya,  ane sa an  Bhi ma, and 

also the depiction of Gaṅ   as the Dv r  la. In his work he mainly focuses upon 

the development of Gaṅ   as a theme o  Icono ra hy an   escribes her in vario s 

forms, which in my understanding can also help us to understand that Gaṅ    as 

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

C. Sivaramamurti in his work               I      A         ou    works on the 

myths and Iconography of Lakṣm . He demonstrates the representation of Lakṣm  

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 Lakṣm  

to the Guptas. 

                                                                             
38

 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 

o  these tem les s ch as tem les o  Khaj raho, Osian an  tem les o  K mbhar y  

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     maṇḍana: 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 

    u  ṇa, A    ṅ   S    , B         S     K     S    ), 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 Ku  ṇ  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 Aṣṭamaṅgalas, etc. and 

suggests that all these symbols did not exist in the iconography of Ku  ṇ  period, 

even      ṇ   came at the later phase of Ku  ṇ  age. A tamaṅgalas were absent 

in these figures, but the        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 Samavasaraṇa (preaching of human and animals by Jains in 

sermon hall) and sixteen dreams of mothers of the Jina. The Jaina texts such as 

   ś     N       and Tri      describe representation of Saṁavasara 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 C n o ya Upani ad, 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 (Ku b      , 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 Yak a and Yak   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 

o  Mah v ra  that  e  on’t  o n  any symbols or recognition in some of the early 

sculptures. He s   ests that one can j   e them as these are ima es o  Mah v ra 

only by the inscriptions. Historians have found the evi ences, that since    ta 

 erio  lion  as in  se as a symbol o  Mah v ra an  the       and       came into 

depiction in art even after this. Most of the       and        are not found before 

the 9th century. The Kubera is the only exception of this. An artistic form of 

Kubera is found in 6th 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  oc ses   on the ima e o  Tri al  an  Mahav r   here 

Tri al  is depicted as rejoicing the moment of the foetus. 
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He  oints o t that Tri al  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 

s ch as A arn  an   avar  are worshiped by the tribes “P lin  s,  avars, 

Barbars.”
39

 

John E Cort in his work           b     u    u    Jain Mendicant, focuses 

upon the spiritual life of Jain mendicants and the fragmentation of their society. 

He focuses on  hacchas,   am   yas an     h s etc. He points out that after the 

initiation a mendicant would have to follow the five            , and 

brahmaćarya 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 I   u               b                   I  

Early Western Indian Style,  oints o t that “Jains alrea y re ar e  the   his as o  

Persian origin and so presented them in miniature.
40

”  He com ares Jain 

Icono ra hic moti s  ith that o  Persian s ch as “te tile  atterns, je ellery, 

accessories and ornamental details priors to their appearance in Jain 

Man scri t.”
41

 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 Ku  ṇ  to Gupta 

period and the continuation of these features afterwards. For example Ku  ṇ  

 erio  is  no n  or “sin le ima es” in the north,  hereas the Gupta period is 

                                                                             
39

   ishn   iso ia, ‘The Jain  o  ess From Rajasthan’, East and West Vol.19, No. ¾(September- 

December), 1969, (pp.410-412), p. 412. 
40

 Eastmen, ‘Iranian In l ences In  vetamber Jain Paintin s In Early Western In ian  tyle’, 

Journal of American Oriental Society, Vol. 63, No. 2, (pp.93-113 ), April-June 1943, p.94.  
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known for the assimilation of various Hindu gods and symbols, and their 

recognition in the Jain Iconography.
42

 “From later Ku  ṇ  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 (   -vatsa)
43

”.  o there 

were certain differences in the Images of Ku  ṇ  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 Icono ra hy s ch as “combination o  t o,  ive, seven, nine or 

twenty-four Jains”
44

 (dvi       ,               etc.). Except for the combination of 

Jains he points out the representation of navagrahas,       and      , 

             and the representation of Ambic  an   aras at   ere assimilated in 

Jainism through Brahamanical influence. For instance,       and       are first 

described in Harivaṁś , the Brahmanical te t. Here “the term  as a  lie  to 

indicate the attendants of Kubera, the  o  o   ealth”
45

.  He points out that with 

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

Jainism, G ṇ ś  is re resente   ith “ o r, si , ei hteen or even 108 han s.”
46

  

 In  eh ev K mar’s  or  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       b    and Digambara temples etc. But he emphasises more 

on the       b    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 s   ests “symbolizin  myths, cosmo ra hical  etails 

                                                                             
42
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45
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an   escri tion as  resente  in the jain an  other canons”
47

 are inspiration for art 

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   ś        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  or s “the icono ra hical 

treatment did differ to correspond to the mythological narrations, philosophical 

tenets an  rit als o  Jainism. The architects’ masons an  cra tsmen all came  rom 

the same pool. So the mythological representation varies from religion to religion 

b t  hole o  the str ct re have some similar elements.”
48

  

 He focuses on the temple structure and the architectural plan of three temples 

which includes              and  u         in Abu and    ś     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 

 hich incl  es “Garbha kalyaṇka the event o  embryo.”
49

 For instance it is given 

in the te t that lot s is the re resentation o   niverse. “In In ia the  niverse has 

been conceive  as many  etalle  lot s.”
50

  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  rinci al  ecorative moti s on their halos an  had became a principle seat for 

most o  the  eities.”
51

 

                                                                             
47
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Even the image of       ṅkar 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 S         is 

the symbol o   no le  e.  eh ev K mar cites Davis Kinsley’s  or  The Hindu 

Goddess and says that “her realm is one o  bea ty,  er ection an   race ...the 

realm of accumulated knowledge that human beings to continue cultural creations 

an  civilize   er ection.” 
52

 Similarly the goddess Lakṣm  who is known in two 

different forms,   bha -Lakṣm  and Gaja- Lakṣm  are symbols of beauty and 

wealth. Ambik  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 

K         ,          v  icarita, T     ṭ ś      u u         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.        and      s, gaṅdharvas, kinnaras  and fly whisk, 

         are part of the lower world, Jaina,  aras at  and Lakṣm  are part of the 

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

                                                                             
52
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“ ersoni ication o  ma ic chants o  some h man  i  re are  art o  the         as 

in western In ia.”
53

   

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 T       o  Ku b       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  aras at  and 

Mah v ra, P r avn tha 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 B     and  acciy  

M t  and Bhomia/ Bhumia play the role of lineage deity (Kula-    ), place deity 

as the protector of the place in Osian. But it is worthwhile to notice here that in 

Jainism female deities especially  acciy  are considered as place deity but no such 

place is given to any Jinas. As John E. Cort s   ests “Mah v ra is primarily an 

a orne   eity. He is  e initely not a linea e  eity.”
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 V         and only in few 
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cases she is the deity of the upper world as  aras at  (S u       ) and Lakṣm . But 

Jinas are never assigned the role of aplace deity. So there is a kind of hierarchy 

among Jinas an   emale  eities. John E. Cort  oints o t “ hereas  acciy  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                , 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     b  rata, and suggests that it was the sacred abode of N    . He points 

out a chronological down fall in Jaina tradition at Abu. From 11th to 13th century 

it  as a stron hol  o  Jainism b t then  e  on’t  in  any trace o  Jainism here till 

15th century.     

He describes the whole architectural plan of the temples            . 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              and Luna      . He 

points out that most of the motifs are a replication of the life events of 

Jinas.Yak as,      ṇ s and floral designs etc. were also have a direct link with the 

Jain mythology. For instance, the walls of 42 cells of the Nem n tha tem le 

 rovi es “the scene  rom the li e o  Nemin tha, his marriage, deification and some 

im ression o  marchin  army,  i ht an  the ret rn home o  victors.”
55

 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 K ṣ a.  

Both the above readings discuss an architectural plan of         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 N    . 

According to a record          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 
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including  imalavas hi,   n vas hi, Pillath ra, Com  h  and Temple of K m r  

Kany  , Acle  ara temple ,  iva tem le.  

 

 imalavas h : 

 “The tem le is 98  eet lon  an  42  eet  i e an  is surrounded by a lofty wall 

with 52 cells, each of which contains an image of       ṅkara. The main shrine is 

devoted to   in tha and contained an image o  abo t 57 inches.”
56

 The work 

further emphasises   on architect ral  etails o  tem les s ch 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 

      ṅkara.” 
57

  

 

  n vas h :   

Bhisma Pal in orms that   n vas h  an  his brother teja al minister o  

 ira ha ala, b ilt another  amo s tem le at Mt. Ab , it  as  evote  to 

Nemin tha. It is also said that shrine was constructed by Teja  la for the spiritual 

welfare of his wife Anupam  Dev  and son   nnasiṁha. Architectural details are 

 iven in this  or . For instance “it ha   ome  sha e  S b    ṇḍ    with small 

cells on the right side. The roof of this temple is beautifully engraved with reliefs 

relatin  to Jainism.”
58

  

 K mbhar y :  

Tem les o  K mbhar y  calle  “Ar sa a or  r sa   ara”
59

 in me ieval times, the 

s   i    ara  enotes ‘q arry or metal mine  ith re erences ar  ably to the ancient 

marble q arries in the hills sit ate  north east o  the settlement site.”
60

 Be ore 

me ieval times it  as  no n as A ahilla  ṭa a, “it is sit ate  abo t  o rteen 
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miles so th east o   b  roa  an  nearly a mile  rom Amb j  in Banas antha 

 istrict o    jarat  tate.”
61

 The antiq ity o  Ar sa a as a Jaina site  oes not  o 

beyond the me ieval  erio . “Da ḍan ya a  imala o  Dil  r   as the  irst Jaina 

b il er o  Ar sa a.”
62

   From the time o  Bh ma eva I, Ar sa a  orme  a  art o  

Solaṅ   em ire, 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 Amb . When, inquired 

by Amb  that by  hose  race he ha  b ilt these tem les,  imala’s res onse  as: 

through the grace of   r  “that an ere  the  o  ess Amb  an  she comman e  

him to r n a ay an  b rnt  o n all the tem les e ce t  ive.”
63

  

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  lace  eity  acciy , but 

at the same time they   t their  aith in Jainism an   ollo e  a Jaina   r  

Ratna arbhas r , a ter  no in  abo t their  evotion to ar s Ratna arbhas r , 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.  

K mbhar y  is a  ro   o   ive Jaina tem les. The original temples to Jaina Rṣ ha 

/  in tha was probably founded in or before 1031A.D. Mah v ra tem le is the 

secon  in the chronolo ical seq ence,   ntin tha tem le, P r avan tha tem le an  

Nemin tha tem le are constr cte  s bseq ently. 
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Tem les o  K mbhar y  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             o  Ku b      , provides description of 

historical background of Jainism in Gujarat and then move particularly to 

Kumbhar y . 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  acciy m t  temple (surrounded by five other fanes) and 

Mahav r  temples with seven shrines. He talks about three Harihara temples and 

seven Deva  li  s 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        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 Yak as are taken 

from Hindu religion those were regarded as the presiding sprits over wealth in 

Indian tradition.”
64

 Similarly, these were like Ca are  ar . Ambi   are a form of 

Hindu deities. He then suggests that all these are treated as the attendants of 

Jainas. Similarly, the conce t o  “           ”
65

 is borrowed from Hindu concept 
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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 Vaiṣ avism 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.    

2. Primary Sources:   

I will be looking at canonical and iconographical texts. Such as   B         S    , 

K         ,         ś      u u          and       ṇḍ   ,         , 

Mayamatam and A                as my primary sources, in addition to Jaina 

Iconography from western India.     

3.1 K         :   



27 
 

K          is a text of 3
rd

 Century BC, based on life events of Jaina        ṅkaras 

(Mah v ra, P r va , the  o rteen  reams o  the mother o  Mah v ra, his birth, 

renunciation, enlightenment and death.  Many of the art historians have looked at 

the K          to trace out different aspects of Jaina iconography, for example, 

B.C Bhattacharya in his work The Jain Iconography take examples from 

Ka         along with many other texts such as       ṇḍ   , Vi ṇu     o      

    ṇ ,   ś              ,       ṭ      o      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       ṅkara and             , 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 Tirthaṅ      and to praise them, and it is 

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

3.2       ṇḍ   : 

Another source for my research topic is       ṇḍ   . It was written by 

S tra h r Ma  a a, an architect to Mah r    K mbh  (A.D 1434-1469) of 

Me  r. Many images described in this text were made in K mbhal aḍh. 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, N           and birth   ś  , their 

       and      ṇ  . It is interesting to note that in the       ṇḍ    only four 

colours of       ṅkaras are enlisted, which includes red, black, blue and golden.  

3.3       ṭ ś      u            

   ś     ś      u            is  ritten by  c rya Hemacan ra, it contains 10 

parvas and it contains the life stories of 24       ṅkaras and Cakravartis and nine 

V  u      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
th

 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          

         is a prescribed text among the  ilpaś stras. 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  o  ṇ   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,         , and          etc, description of many of these 

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

3.5: B         S     

The  i th Jaina   ama,  o  larly calle  the B         S     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 

N    u     , A u   u     ,         ,       ,          Gods   a sm , 

 arasvat i an   ar  a 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  erio .  “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 

 istinctive schools o  architect ral style.”
66

 Many descriptions of this text are 

similar to that of          especially the details of Iconography. 

3.7 A               

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
th

 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: o  certain sites  hich incl  es Mah v ra 

tem le an   acc y  mat a tem le o  Osian,  imalavas h  and Lun vas h  of Mo nt 

 b  an    ntin tha, P r avan tha an  Mah v ra tem le o  K mbhaar y .  

 

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 
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symbol? To find out the answers to all these questions, I will focus on the flora 

pattern and animal representations in the temples and various symbols from 

different categories such as A ṭhamaṅgala, symbols of dreams of mothers of 

T rthaṇkaras 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, S       , S        and Nandyavarta, 

Kumbha, Cakra.  I 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, I will focus upon the iconography of      aṅkaras 

and mainstream Hindu deities which are assimilated in Jainism such as various 

incarnations of  iṣ   ( ar h ), Narasiṁha, K ṣ a, R ma ,  a e a,  and  female  

deities of          category (Lakṣm ,  aras at       akas and  16 Vidy dev .  

In this chapter, I will focus on the bodily appearance of the       ṅkaras 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 (       and  u    ) 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, I will focus upon the      s,      ṇ   who functioned as attendant 

of       ṅ     . And then at the other lower beings for instance Gaṇdharvas, 

            and Apsar   etc., The focus will be upon the  u    ,       , 

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 I begin to focus on the details of temple 

architecture and use of the symbol as part of ornamentation itself. I would like to 

discuss the meaning and origin of the term ornamentation and the connection 

between symbols, motifs, and ornamentation.  

1.Ornamentation: 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 

purpose.”
1
 He further o ines “ hatever  as  rimarily necessary to the com letion 

o  anythin … hatever has once been essential to the nature of objects came to be 

re ar e  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 Alaṁ     or  bharaṇa. 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.”
3
  Here he 

in icates that the “val e o  ornaments  as not vain a ornment in c lt re b t 

                                                                             
1
 Anan a K. Coomaras amy, ‘Ornament’, The Art Bulletin, Vol.21,No. 4, pp.375-382, ,Dec- 

1939,  p.376.   
2
 Ibid., 376. 

3
 Ibid., 377. 
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rather metaphysical or magical.”
4
  Similarly the term  bharṇa (ornament) literally 

means “ass m tion or attrib te. this mode of operation is represented 

icono ra hically”
5
   

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. Alaṅ     was supposed to convey 

  ṅgalya or auspiciousness.  

I 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 sha e  into icons an  there ore certain icons themselves are symbols.  “Brahm , 

 iṣ   an   iva the destroyer, gradually they had to invent all kind of symbolical 

image to represent multifarious phenomenon activities.”
6
 This concept is more 

visible in the symbolic representation of Saras at  (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. I 

will also look at the symbols which are used as part of ornamentation. I 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 

                                                                             
4
 Ibid. 

5
 Ibid., 378. 

6
 Asit K. Hal ar, ‘ ymbolism in In ian Art an  Reli ion’, The Journal of Aesthetics and Art 

Criticism, Vol.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, I will focus on the flora pattern, plants, 

and creepers. In different sections of the Chapter, I will try to look for the symbols 

and motifs on architectural structure (ceilings, pillars, door frames,      u    s, 

temple walls and Maṇḍ    ,) and as        or attribute etc. I 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   ṇḍ   ) of  acciy m t  temple 

and Mah v ra temple is made up of sandstone in Maru-Gurjara style but the 

ceiling of   n vasah  and  imalavas h  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 

         provides a direction regarding the roofs and entablatures. According to 

        , “si  varieties o  entablat res are em loye  in the b il in s o  the si  

respective classes, namely the gods, the B     ṇ , the kings, the crown prince, 

   ś    and the ś     .”  Hei ht an  ornamentation of the building also differed 

according to the classes. The temple roofs were directed to decorate with various 

kinds of images. According to          “the corona  kapota), the small vestibule 

(K u        ) should be decorated with leaves and creepers, etc., and these are 

  rnishe   ith shar s an  bees, etc”
7
Another reference which is given in 

                                                                             
7
Architecture  of        , tr. Prasanna Kumar Swami, ed. N.C. Panda, Bhartiya Kala Prakashan, 

Delhi, 1979, verse 46, p.266. 
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      ra is also val able in this re ar  accor in  to  hich “the image of bh     

(demons),   ṇ   (group of deities),        (demigods),             (demigods) 

or of men should be carved at the theatre (  ṭ   ), parts of temples etc. Images of 

       and             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 

 i  res.”
8
 The above references in          makes it clear that G ṇas, Y   as 

V           and leaves were major motifs of ornamentation. All these things 

were used as motifs of decoration in Jaina temples. For instance in Lun vas h  

temple a full bloomed lotus is festooned on the ceiling, around the lotus cell 16 

           are made in standing pose with multiple numbers of hands along with 

their weapons and other attributes and under the pedestal of these           , 

miscellaneous beings are depicted in sitting pose and different posture of hands.  

 

 

    

 

Figure 1: Sixteen            and Lotus depicted Raṅ ama ḍa a ceilin , 

 imalavas hi Temple(Abu), 030345,Photo Credit:  AIIS.               

                                                                             
8
Ibid., Verse 57, p.266. 
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. 

Similarly, in  imalavas hi temple a lotus is engraved in the middle of four        

at the corridor ceiling. In this depiction,  ajr ṅa   h , Ca re h ar , Praj a at , 

and  ajra  ṅ hal  are engraved in four directions.  Each of them is seated in 

           and having four hands.  Ca re  ar  is holding cakras in her two hands 

and, her other two hands are in varada position, seated on a miscellaneous being. 

Prajn a at  is seated on a peacock, she holds a lotus bud in one of her hand,   ṇ  in 

another hand, third hand is in Abhya mudr  and the, other is in Varada  u    

position.  ajra  ṅ hal  holds a ś  ṅ      by two hands around her neck and      

in one of her hand, the other hand is in Ab     u   .      

 

 

Figure 2:  Lotus at mid of Four        at ceilin  o   imalavas hi , Photo Credit, 

AIIS,030293. 

The fourth deity is  arj ṅa    , she is having weapons in two of her hands, fruit in 

one of her hand at the left hand        u   . 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  oint o  emer ence. It is  iven 

in many o  the Hin   myths that the  hole  niverse  as born o t  rom the navel 

o  Brahm  as re erre  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.  i y  ev s   

were known for different      s or the magical powers. All of them are 

understood as a personification of these       .  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        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:    ṇḍ    ceilin  o  Mah v ra tem le o  Osian , AIIS,057527 

Photo Credit: American Institute Of Indian Studies. 
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But all the   ṇḍ    ceilings do not convey the symbolic meaning; some of the 

temple ceilings are carved with simple decorative motif such as the ceiling of 

Mah v ra temple. The temple ceiling is in square shape and made of sand stone in 

Mah - 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 

  ṇḍ    of Mah v ra 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     iṇ s or something else. 

The ceilings of the  u      ṇḍ    of the Sacciy  m t  temple are almost similar 

to that of Mah v ra temple. 

 

Figure 4:  u     ṇḍ    ceilin  o   acciy  M t  tem le, AIIS,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       and  a e a. 

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   Mukaṁaṇḍapa in one way or other. Secondly, 

the        and          ’ images became the part of ceilings. The full bloomed 

lotus is not used in the Mah v ra temple and, the  acc y m t  tem le which 

shows that it is a later concept included in art. Similarly the        were replaced 

by the      s and           s in the later time period.   

Now I 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   b       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 J vantaas  m  images of Jainas because the J vantasw m  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  

re ers “lot s is a symbol o  s irit al  otential...j st as the bea ti  l lot s blossom 

grows up from the mud and water, an enlightened mind develops out of the rank 

o  or inary bin es.”
9
  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   r h  an  In r            in the   ṇḍ    of 

 acciy m t  temple of Osian are depicted with the lotus shaped halo. The hal  o  

the halo o  In r    is bro en b t it can be i enti y as lot s on the bases o   etals.     

                                                                             
9
 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: Indra   an   ar h         s in the Maṇḍapa o   acciy m t  temple 

with a lotus shaped halo, Photo Credit: AIIS, 057718 

Here the Lotus is perhaps not the mark of enlightenment but is a mark of their 

connection with Viṣ u and Indra. Here, lotus is a replication of  iṣ   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        or any other attribute. In this image, Indr    is seated on 

the Ēr vata, 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 Lakṣm ,  aras at  an  

 iṣ   hol s lot s as an attrib te.   lr tr  is usually represented with Shoe flower, 

 a r  hol s a Padma, even in Buddhism Pa ma a   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 c lt  rom 

brahmanical tra ition, s ch as  a r  (who is worshiped in             category), 

Prajn a at  and Yak   o      r avan tha). The Prajn a at  is displayed with holding 

a lotus in her hand on the ceiling of  imalavas h  temple. She is the goddess o  

Kno le  e an   a r  has been  orshi e   or  ertility.  o the meanin  o  the 

attrib te may also convey  i  erent meanin s. It sho s the  o er o  creations 

 hile  ortrays  ith  a r  an  symbolize the sacre   no le  e  hile  e icte  

with Prajn a at .  

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  iṣ  .  

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,    ṇ  

-kumbha and sacrificial kumbha or the Mah v ra 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    ṇ  kumbha 

are a symbol of plenty of spiritual and material wealth, and its symbolism depends 

on the context.  The vardham na kumbha is one of the kumbha given in the texts 

and finds a place on Jaina     apaṭṭas. 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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ceilin s an   illars in K mbhar y  tem les an  Ab  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 

             or           . It is one among the eight auspicious symbols as 

mentioned in Anu             . It is very surprising that v          was known 

as one of the types of the House architecture according to a description in the 

Mayamatam.      

The Mah vira pot or the sacrificial kumbha is defined as the pot of libration by 

Stella Kramrish. Stella Kramrisch in her paper,          Vessel and Plant Putika, 

ar  es that “Mah v ra vessel is unbounded, A it  is evoked to encompass. It 

contains ultimate knowledge of all times.”
10

 This explanation of Mah v ra 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  t  a. He 

com ares the str ct re o  the  t  a  ith the sha e o  kumbha. According to him 

“the  ome o  the       is a kumbha not only as a relic pot but also because of 

symbolic connotation o   or  itsel .”
11

 In this context he refers to a Buddhist text 

in  hich  it is  iven that “the  rocess o   eath o  an Arhat,   rin   hich  eelin s 

grow cold and only relics remains is like a the cooling off  of a kumbha taken 

from an oven  with K        remainin .”
12

  

Harvey tries to look at the other causes behind why st pa dome are made like a 

relics pot and focuses upon the dome of A        S    .  He suggests that the 

stupa shaped like a kumbha an  symbolize  the “vase o   lenty.”
13

 This kumbha 

shaped st pa is worked as a “symbol o  the  ersonality o  someone  ho is   ll o  

Dhamma.the st  a  ome is not a container o  the B   ha’s relics an  their  o er 

but symbolizes both the state of Buddha and the Dhamma he encom asse .”
14

 

                                                                             
10
 tella Kramrisch, ‘Mah v ra vessel an  Plant P ti a’, Journal of American Oriental Society, Vol. 

1, 95, No 2, pp. 222-235, April- June 1975. 
11

 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.   
12

 Ibid., p. 84 
13

 Ibid 
14

 Ibid, p. 85 
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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  r  with whom the kumbha is displayed as a symbol of the growth of 

spiritual and material wealth. The earliest example of goddess  r  with the  uṇṇ  

Gha  a is found at Bharut and Sanchi. Ananda Coomaraswamy discusses this in his 

work, Yaksas: Essays In The Water Cosmology. Accor in  to this  escri tion ‘the 

goddess seated on lotus and lotus rises from the Puṇṇ  Gha  a.”
15

 In the other case 

 rom the same  lace a “purṇ  Gha  a alone is represented with a mass of lotus 

 lo ers leaves risin   rom it.”
16

   

In the Jaina art, Gha  a is a symbol of A   amangal s. It is depicted among the 

fourteen dreams of the mother of       ṅkara. According to 

      ṭ        u uscarita, it was the eighth dream o  M r  ev  (the mother o  

 ṣabha . Accor in  to the  escri tion, she sa  “a  ol en vase   ll o   ater an  

the lotus lives are comin  o t o  it” here  e can  n erstan  that the vase  as a 

symbol of the birth of child full of good qualities.          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.  

                                                                             
15

Anada Coomaraswamy,       : Eassys in Water Cosmology, Oxford University Press, New 

Delhi, 1993, p.161. 
16

 Ibid 
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 Figure 6: K mbha  e icte  on the  illar o  Mah v ra temple, Photo Credit:AIIS, 

057492 

For instance, the above ima e  rom Mah v ra tem le sho s that    ṇ  G    a 

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:  De iction o  Kala as on the ceilin  o    navas h  temple (Dilwara) , 

AIIS, 030216 

can be understood either as an ornamentation or as a symbolism of the liberated 

bein  Mah v ra. 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               were 

worshiped in Jaina tradition as mark of Jins. So it can be applied in this context. In 

figure seven the kalaś   are depicted with bloomed lotuses. Again a pu ṇ  

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

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

needs.  Now I turn towards the K mbhar y  temple; here we do not find any 

representation of  u ṇ  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: K mbha sha e  scroll Moti  in   ṅtin tha tem le o  K mbhar y , 

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 pu ṇ  

kumbha  ere remove   rom the tem le as a moti  o  ornamentation. In Mah v ra 

temple and  acciy m t  temple, we find a representation of p  ṇ  kumbhas on the 

Pillars but, Dil  r  tem le an  K mbhar y  tem les  o 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.            

The term ś        means the  atsa o   r , the child of Goddess  r , who is known 

as the personification of auspiciousness. By the literal meaning of ś       , 

historians have tried to relate the origin of śr vatsa with the goddess  r  and argue 

that ś        emerged as a babe of  r  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 ś        are in anthropomorphic shape, and even the later 

shapes drive from that. To  rove this he “ill strates t o 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 

 ungha effigies of mother goddess we find such a figure closer to her la .”
17

      

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             bo  

in Indian Art, he discusses that how this symbol is found is in various forms in, 

Sanchi, Bharh ut, 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 Viṣ   and Jaina       ṅkara. The first representation of 

         li e symbol is  o n  on “Hittite  icto ra hic inscri tion  rom 

Boghazkoy, (Central Anatolia, 14
th 

cent ry B.C. .”
18

 But in Indian context 

according to A.L. Srivastava, antiquity of          in India goes back to more than 

3000 year from today. The earliest representation of          symbol is found so 

far in the  unga art of Sanchi, Sarnath and Bharh ut.”
19

  

 In brahmanical literature,          appears only in Post Gupta Period. In this 

regard the account of A.L. Srivastava refers to many brahmanical texts. In 

      ṇa, it is given as a mark of great person. Srivastava refers to B hat -

saṁ    , in which it is described that if an elephant has a  rivatsa 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.
20

 But 

in Buddhism, it is not used as a mark on the chest of Buddha, but it is represented 

in the other  ay. “In               princes  i  h rtha's hair has been styled as 

                                                                             
17

Prithvi Kumar Aggarwal,          Babe of Goddess Sri Indian Civilization series, Prithivi 

Prakashan, Varansi, 1974, p.19. 
18

Savita Sharma, Early Indian Symbols: Numismatic Evidences, Agam Kala Prakashan, Delhi, 

1990, p. 81. 
19
A. .  rivastava, ‘The           ymbol In In ian Art’, East and West, Vol. 29, No, ¼ , pp.37-60, 

December 1979, p. 52. 
20

Ibid., p.38. 
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        . The same source narrates the story of   j t , where the girl cooked food 

payasa (a rise milk dish) all of the auspicious symbols formed in boiling water 

including         .”
21

 

Now coming to the Jaina literature, “a Jaina Up ṅga Anu         S     (verse31), 

mentiones eight auspicious symbols; here          along with S       , 

Nandy vaa   ,           , Kalaś , D  rpaṇa and     yugma has been 

mentioned.”
22

    o    ṇṇ     mentions it in many of the Jaina temples along with 

the other symbols.”
23

  

All of the above description made it clear that          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     provides 69 different 

images and shapes of  r vatsa which evolutes over the period. He concludes that 

all these sha es an  “later conventionalize   attern  as  erive  thro  h 

successive designing from the vatsa of the popular goddess    .”
24

  

Though his implication cannot be accepted fully because some of the shapes of 

the       sa 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  r  but it is v hana and not the babe.   

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

chronological order of their evolution from 14
th

 century B.C. to 14
th

-15
th

 Century 

                                                                             
21
A. .  rivastava, ‘The           ymbol In In ian Art’, East and West , Vol. 29, No, ¼ , (pp.37-

60), December1979, p.38. 
22

Ibid., p.37. 

 
23

Ibid. 
24

Prithvi Kumar Aggarwal,           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
th

 -12
th

-century ś        was in diamond 

shape. I think the sources of inspiration for the evolution of          were deferent 

at the deferent point of time. But its relation with the goddess  r  can be admitted 

due the nomenclature of ś        which means that the vatsa of goddess  r  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          mark was visible on the images 

of the Jinas in the temples of Osian which belong to 8
th

 -9
th

 century and renovated 

in the 12
th

 century onwards. In Mah v ra temple, we find the mark on the chest of 

the   rthaṅkaras, but it was strikingly in the shape of a diamond, here it is  orth 

to notice that A. .  r vastava notices the “Diamon  sha e ś        in 11
th

 and 

12
th

-century images of       ṅkaras from Mathura, Khajuraho images of 

Narasiṁha Adheswara.”
25

 It indicates that these images of       ṅkaras in Osian 

were probably reconstructed or renovated in the 12
th

 century.  In Mah v ra temple, 

we find one more type of          on the ś       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 ś        placed in four 

columns organized in a horizontal row. Here the ś       s 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 

ś        figure had a great spiritual value and not merely the part of the 

decoration. This type of ś        was also evident as a      -lak  ṇ  of the 

“ima e o  Candraprabha which belongs to 6
th

 century A.D, which is placed in 

Allahaba  M se m.”
26

 This indicates that this four pettalled shape of ś  vatsa was 

existed even before the 8
th

 century and its presence over the ś       remarks that 

this part was not demolished and renovated in 12
th

 century. It is probably the 

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

                                                                             
25
A. .  rivastava, ‘The            ymbol In In ian Art’, East and West , Vol. 29, No, ¼ , (pp.37-

60), December 1979,  p.59 
26

 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 ś       

of the Sacciy  M t  temple. Here, an image of Mahi   u     h    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 S       , Cakra, and S rya, 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 ś       of Osian 

temple resemble the pattern of rays given on the pottery found from the site of 

Chalcolithic period and the coins of western K        . All this indicates that this 

is probably a depiction of sun and not of ś        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          and thediamond shape         . 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 śikhara. And after removing it, one will get the diamond 

shaped base which was exactly like the ś        figure of the 11
th

 and 12
th

 century 

as represented in the K mbhar y  tem les. B t to concl  e it as          or as 

S rya a more detailed study is needed.  

Now turning towards Abu Temple and K mbhar y  temples, I find various images 

of          in these temples. In K mbhar y  temple we find two different types of 

ś       . 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 :  r vatsa Motif at   ṅt n tha Temple, K mbhar y , Photo Credit: AIIS, 

031933. 

 

 

Figure 10:  r vatsa Moti  on the  illar o  P r avan tha Temple K mbhar y ,  

Photo Credit: AIIS, 029813 

 

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

instance, in figure nine, the ś        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.    sti a  

The term Sv       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  ell.”
27

 “O  

the many forms of the cross, the          is the most ancient, its origin is 

unknown. It is probably classed as  rehistoric.”
28

  The simple cross has been used 

as a symbol in vario s c lt res s ch as “ atin, Greek, an  An re ’s cross”
29

  but 

the      ika first evident on various findings from Indus valley. Various seals are 

found  rom “Mohenjo aro an  Hara  a”
30

 site on which S        and S        

are depicted. These two terms sw stika and sv stika are denoted and differentiated 

by Max Muller and Burnouf as referred by T. Wilson in his work S  stika. 

“Accor in  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  u       a”
31

, but he gives no justification for the 

statement.   

Some scholars relate the origin of a S        with the sun or the solar wheel.   

Edward Thomas in his paper The Indian Swastika and its Western counterparts 

proposes that S        an  “vario s mani estations o  this emblem resolve 

themselves into the  rimitive conce tion o  solar motion.”
32

 “Four arms of 

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

27
Savita Sharma, Early Indian Symbols: Numismatic Evidences, Agam Kala Prakashan, New 

Delhi, 1990, p.61. 
28
T. Wilson, ‘   sti a’, in K.S. Ramaswami, (ed.)  The Brahmavadin, vol.16, Oriental Publishers, 

New Delhi, 1973, p. 5. 
29

Ibid., p.3. 
30

Savita Sharma, Early Indian Symbols: Numismatic Evidences, Agam Kala Prakashan, New 

Delhi, 1990, p.70. 
31

T. Wilson, ‘   sti a’, in K. . Ramas ami (ed.)  The Brahmavadin, vol.16, Oriental Publishers, 

New Delhi, 1973, p. 5. 
32
Thomas E  ar , ‘In ian    sti a an  Its Western Co nter arts’, The Numismatic Chronicle and 

Journal of Numismatic Society, New Series , Vol.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.”
33

 But this view 

has no firm basis for conclusion.    

 

The S        was equally used in Brahmanical, Buddhist and Jaina tradition as a 

symbol of well-being.  According to      mbara literature, S        is mentioned 

as lak aṇas of Candraprabha, the eighth       ṅkara but the S        is not 

represented on the idol of Candraprabha in the temples or anywhere else. 

According to Tri   ṭ        u usacaritra, S        is counted into the personal 

description of  ṣ ha, the first   rthaṅkara. According to this, there were many 

marks on the body of       ṅkara alon   ith “the S        on the heels of the 

Master.”
34

 This description shows that swastika was included as a personal mark 

of the      ṅkara in the literary tradition but in art, the          was not 

represented as a personal mark of the       ṅkara. In temple art, it was more 

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

 

In K mbhar y , we can see the Sw       on the door, and a decorative motif is 

found on the floor which strikingly resembles a “Maltese cross”
35

, a verity of the 

cross. This age perhaps finished the time of ornamental swastika beca se  e  on’t 

find any evidence of ornamental Sw stika in any of the temple. In Mah v ra 

temple also, we found the representation of S        on the door of the 

     u     of Ratnaprbhas r , which was constructed later. No such evidence is 

found in  acciy  m t  temple.   

                                                                             
33
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34
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T. Wilson, ‘   sti a’, in K.S. Ramaswami, ed. The Brahmavadin, vol.16, Oriental Publishers, 

New Delhi, 1973, p.5. 
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Figure11:    stika along with Srivatsa on the wall o  P r avan tha Temple, 

K mbhar y  

 

2.5 Cakra  

 

“Cakra is noticed on Neolithic (one example), Chalcolithic and Megalithic 

 otteries as  ainte  symbol an  also as a  ra  iti mar s.”
36

 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       ṅkara 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       ṅkaras right from the 

beginning of the Ku  ṇ   erio .”
37

  

                u           provides a description of Cakra as the body mark of 

P r avan tha alon   ith many other symbols. “As i   or removin  the  istress o  

those bo e   at his  eet , the lor ’s Cakra appeared, and the wreath, goad, and 
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banner, like those of elephant of śr  always present.”
38

 In this account, it is clear 

that Cakra was used to remove the pain of the followers. It is same as used by 

 iṣ  . 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. 

 y  a ata from Kaṅ  li til  shows Cakra as the main  i  re. “On the  ront o  the 

pedestal of image of the image of Jina from the same place is the figure of a wheel 

(Cakra   lace  on a  illar carve  in relie .”
39

  

 

                         

Figure 12: Cakra on the pedestal Of Mahavira Temple, Osian 
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A same kind of depiction of Jina can be traced out from the Mah v ra temple of 

Osian where a Jina is depicted in        u   , 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 

      ṅkara as establisher of Dharma. It is evident from various sources that 

      ṅkaras are described as the establisher of Dharma in literary tradition. In 

           the chief of the gods Sakra gives reverence to       ṅkaras and 

a  ress them as “ ivers o  the la .”
40

 But because       ṅkaras 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        at 

both sides of the figure.  

 

It is as if       ṅkara 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,
41

 according to 

     mbara tra ition, “Siddhacakra includes principles of right knowledge, right 

 aith, ri ht con  ct, an  ri ht  enance.”
42

 Cakra is invoked for the destruction of 

sin an   revalence o   ros erity.”  The Cakra implies the same meaning as a 

weapon of  iṣ   and indicates the destruction of evil. Cakra has various other 

meanin s. “Cakra when symbolize creation, is known as Brahmaṇḍa Cakra or 

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

                                                                             
40
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  van Cakra....”
43

 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, I 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 In  s valley civilization. “It sho s t o 

branches of a tree at the right-hand corner with a nude figure with long hair 

standing in between the branches.”
44

  

 

           B     ṇ  and some other brahmanical texts as referred by U.P. Shah in 

his work Studies in Jain Art, the            Br    ṇ  provides the description of 

seven holy trees. “The            S ṁ     mentioned that no one should injured 

these trees      o   , u u b   ,           and pl k a as these are abode of 

Gaṅdharvas,           etc.”
45

 Similarly the Bu         holds a     a tree so 

sacre  an  “Kri ṇa Yajurvaveda Saṁ     prescribed an animal sacrifices to the 

 lant to remove obstacles in the attainment o  o  s rin ”
46

 perhaps because of this 

trees were consider as a house of       , the importance of Caitya trees for 

obtaining children was continued in Jainism as it was in brahmanical and Buddhist 

tradition.  
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The Buddhist tradition used trees as a symbol of enlightenment and not only as 

that o  ve etation. “The Buddha frequently recommended the roots of trees as 

places for his monk to meditate.”
47

 Strikingly the Buddhist canons and the Jaina 

canons provide a similar kind of the list of trees in a different context. 

Coomaras amy re ers many B   hist te ts  hich  ive vario s trees. “tree  hich 

serve  Mah m y  a support is S   tree (N          ), Mango (A o        ), 

     a, and Aśo a tree (Divyav  na  .” 
48

 

 

 Similar kind of trees are enlisted in Kalpas tra. According to an account, the  

Mother o  Mah v ra sa  some o  the  lo ers o  these tree in her  ream be ore the 

birth o  Mah v ra. It shows that S  , mango, and Aśo   were the marks of the 

arrival of spiritual being.  The another form of tree worship is the worship of 

wishing tree/ K         , 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 

K      tra that  hile the lor  Mah v ra was in the search of truth and while 

realize the reality, “he  ent ri ht thro  h Kundapura to a park called the 

Shandavana of G  ấtris and proceed to the excellent tree Aśo   he caused his 

         to stop, descended from his         , he took off his ornaments, garlands 

an   iery  ith his o n han s  l c e  o t his hairs in  ive han   ls.”
49

 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.   
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According to Kalp       the,  i th  ream o  the Mother o  Mah v ra  as “a 

garland interwoven with fresh    ḍ    flowers. It spreads the delicious smell of 

K      , Aśo  , N   ,  u   ga, Priyaṅ u….Ku    A   u   ,     

Mango…”
50

The another incident is given in     a   ś      u   acaritra, 

accor in  to  hich “ ṣabha 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.”
51

 Among these      ṅgas, B  ṅ   ,      ṅgakas,     ś     

Jyoti kas 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 v      are worshiped from a long time as a house of the        as well 

as the mark of enlightenment of Jainas. The representation of caitya v k as has 

been found from various places. As A.K. Bhattacharya refer examples from 

Kha ḍa ir  caves, Mathur . “The  ha ḍa ir  caves of Orissa contains a brass-

relief figure of goddess carved into the inner walls of the cave temples which 

sho  the tree very artistically.”
52

 Besides this a  Jaina A       a found from 

Math r  sho s 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.”
53

 The trees were part of temple art as well in the early age because the 

        (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 

         different type of Kalpa v     should be furnished for kings and Gods, it 

provides a long list of things which the trees should be furnished with.  
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It includes the creepers, leaves, and bud of divine flower, roots of creepers et. 

According to the description, “They sho l  also be   rnishe   ith ne  cree ers, 

leaves etc., an   ith the b  s o   ivine  lo ers.”
54

 The kalpa v      

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   rṇa 

Kumbha motif where a tree with creepers and buds comes out of the mouth of the 

vessel. This kind of p  ṇ kumbha can be seen on the doorframes, pillars and the 

niches of the temple wall. The Mah v ra temple of Osian represents various 

examples of    ṇ  u b   motif.     

 

 

 

 

Figure13: P r a-K mbha Moti  on the bac   all o  Mah v ra tem le Osian. 
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In above image, we can notice a pu ṇ  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         . 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 v k as were 

not represented and the ornamented trees are absent from the temple although a 

mango fruit is visible in the hand of Ambi   but not the mango tree beside her. 

The trees were scarcely used in the temple art. No Kalpa -V   a is visible in the 

Mah v ra an   acciy m t  tem le b t a revival o  v     worship and 

representation in temple art can be seen from 11
th
 cent ry on ar s. In 

K mbhar y  tem le a tree is  e icte .  

 

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 aṅ     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: Kal v i ṣa moti  in  ant natha tem le o  K mbhar y , AIIS, 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     as are worshiped even by the 

   thaṅkaras. Dil  r  an  K mbhar y  tem les, instead of that the p rṇakumbha 
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or a  ater jar  a  itcher  itho t  olia e  is sho n b t in K mbhar y  tem les 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 str ct res 

are ornamente   ith cree ers rather than   ll vase in the K mbhar y  tem les an  

Dil  r . 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 moti s act as a  oil to enhance the  i  re sc l t re or serve to  elineate 

each architectural figure.”
55

 

                                                                                                                                                                                                                                                                                                         

He then s   ests that in In ian conte t “scrolls not only bea ti y the tem le b t 

also protects it as in medieval times for the b il er’s bea ty an   rotection  ere 

synonyms.”
56

  These are also  no n to “ ar  o   evil an , the  anel  esi ne  

 ith the scroll moti   as ta en to be as sacre  as a  ivine ima e.”
57

 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.    
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Figure 15: Folia e moti  onthe ceilin  o  Mah v ra Tem le, K mbhar y , Photo 

Credit:AIIS, 029817. 

 

In the above picture, we can see a K rtt mukha is represented with the vegetation 

scroll motifs. Scrolls are not used here to indicate the sacredness it is used to fill 

the space around   rt  mukha. The another   nction o  the ve etation scrolls is 

evi ent in K mbhar y  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       , 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 N    .  K.C Jain in his work Jainism in 
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Rajasthan trace  o t the “e istence o  N    cult in western India from the period 

of     b   ata.”
58

 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  a t , Gar ḍa  ith  iṣ u and serpent with  iva. 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   rthaṅkaras,     as and        are depicted with one or 

the other animal in literature as well as in art. 

According to         ś      u   acaritra, lion was the third dream seen by the 

mother of Mah v ra. Here it is given that she sa  “a  azzlin   hite colo r 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.”
59

   

The bull is also mentioned as one of the dreams of the mother of  ṣabhan tha, the 

first       ṅkara. The white elephant is also one of the fourteen dreams. In 

K          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.    
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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 

lak  ṇ  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. 

Tirthankara 
Cognitions 

 

1.  ṣabha Bull 

2. Ajita Elephant 

3. 

 ambhavan tha 
Horse 

4. Abhinandana Monkey 

5.   matin tha Kr  ca  vet  

6. 

Padmaprabha 
Koka(Dig.) 

7. 

    r van tha 

Lotus 

 vasti a  vet.  

8. 

Candraprabha 
Crescent Moon 

9. P ṣ a anta 

Croco ile  vetambara  

Crab(Digambara) 

10.   talan tha  r vatsa 

11. 

 rey ṁ an tha 

Khaḍ i 

 a ḍa 

12.   s   jya Buffalo 

13. 

 imalan tha 
Boar 

14. 

Anantan tha 

Syena, Falcon 

Sahi and Bear 

15. 

Dharman tha 
Vajra 

16.   ntin tha Deer 

17. 

K nthan tha 
Goat 

18. Aran tha 

 

Nan y v ryta 

Ta ara K ṣ ma 



67 
 

Fish 

19. Mallin tha Water jar 

20. 

Munisurvarta 
Tortoise 

21. Namin tha 

 

Blue Lotus 

22. Nemin tha 

 

Conch 

23. P r van tha Snake 

24. Mah v ra Lion 

 

Table 1: T rthaṅkar and their cognitions, Rupamandan 

The above table shows that many of the       ṅkaras had animals as their 

cognition or Lak aṇ  . The literary meaning of Lak  ṇ  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       ṅkara.  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 

them as s ch”
60

 an  there are  other scholars  ho believe that “these mar s are 

only indicative of the names of the family to which each Tirthaṅkara was 

affiliated.”
61

  

 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 

      ṅkaras 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 

      ṅkaras. N bh : the father of  ṣabhan tha   interpreted the dreams of his 

mother as follow. 
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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       ṅkara‘s q alities are seen into 

the bull. But most of these cognitions are clearly taken from brahmanical tradition, 

for instance the bull, lion, gar ḍa, elephant. All these already existed as the mount 

of brahmanical deities. Bull was known as the        of  iva it already existed in 

brahmanical literature and art.    

 Zimmer argues the same in his work myths and symbolism in Indian art and 

religion that       , 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 Ku  ṇ   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 Deva  li   o  Mah v ra 

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 I 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 Mah v ra because animal symbol given 

on pedestal is lion which is recognition of Mah v ra, 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- Lakṣm , elephants are sprinkling the water 

over the       ṅkara. It is questionable that why Mah v ra is displayed here with 

elephant, it seems that elephants represented here can be a mark of the yak a 

M ta ga, who was a attendant of Mah v ra and these elephants were performing 

duty as attendants.  

But another more possible view is that these are similar to Gaja -Lakṣm  form and 

elephant are manifestation of purity. Although the elephant symbol with Gaja -

Lakṣm  is interpreted in two different ways by the scholars. K. Bharta Lyer in his 

work Animals in Indian Sculptures,  oints o t that “a  air o  ele hants  o rin  

water over Lakṣm , the goddess of abundance (originally mother goddess) 

symbolising the fertility and productive properties of water and its source, the 

cloud elephant.”
62

  

According to another view the pouring of water over Lakṣm  sho s her 

auspiciousness and spiritual purity. The later interpretation can be similarly 

applied on the above image of Mah v ra. The elephants sprinkling water over him 

perhaps symbolize the spiritual purity of Mah v ra 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 kaly ṇa is represented on the wall of      u    , and the 
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elephants are shown as part of the story as it is represented in kalpa S tra and 

        ś      u u         .   

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

“ele hant is the embodiment of strength and yet a great symbol of restraint.”
63

  

 

Figure 17:  Elephants on the south devakulika of Sacciy  M t  temple  

He points out that ele hants are “ins irin ly  e icte  on battle iel ”
64

 in many of 

the artistic representations. According to him, these are the  e iction o  “ri hteo s 

battle over the opponents by the one who is mounted on the ele hant.” 
65

 I think 

this kind of depiction can be interpreted from southern d    u     of the 

 acc y m t  temple. In the above image we can see d    u     from westward 

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

                                                                             
63

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

11. 
64

Ibid  
65

 Ibid 



72 
 

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 D r   or  acc ya M t  and Ambi  . Similarly 

Makara is mount of Gaṅ  .   

                Deity Mount 

1. D r   
lion 

 

          2. Ambi   
lion 

 

3. Mahiṣ s rmar hin  
 

Buffalo 

4.  iṣ   
 

Eagle 

5. Gaṅ   
 

Makara 

 

Table 2: Mount of the Deities  

 

In this context, I would like to focus upon Lion, Elephant, Gar da, swan as mount 

of Ambi  , M tanga, Ca are  ar , and Praj a at  respectively.  

(b)Lion  

 Lion is depicted as a vehicle o   o  ess D r   in brahmanical texts and it is 

described as the vehicle o  Ambi   in Jaina tra ition.          also prescribed 

the “lion as the vehicle o  men,  o s an   o  esses.”
66

 According to this 

 escri tion “the lion should have whitish complexion but his mane should be red; 
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the interior of the mouth as also up to the end of the ear it should have thik 

re ness.  The nails resemblin  the teeth sho l  be sha e  li e the in ant moon”
67

 

similarly In         ś      u u         , white lion is described as one among the 

fourteen dreams of mother of       ṅkara. According to the description given in 

        ś      u u         , she sa  in her thir   ream “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.”
68

  

Both descriptions show that white lion keeps an important  lace in theolo y an  

art. In brahmanical tra ition   lion is mo nt o   a t  or D r   an  it symbolize the 

“ estructive fury of the goddess. the lion appears in association of dev  only a ter 

the Gupta period by which time         tmya had became  o  lar”
69

  but in 

Jainism it is not only related to female deities but the Tirthaṅkaras are also 

represented with animals. Lion was used in Jainism as lak  ṇ  of Mah v ra, it is 

used to personified the qualities of the       ṅkara.  

At eastern      u     o  Mah v ra tem le (see figure 6) one can notice that lions 

are depicted on the pedestal of       ṅkara. Lion symbolize the power of rule 

over the world. It is known as symbol of royalty. It is mentioned by K. Bhartha 

that A o a 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.    

“ ion  ace has contrib te  to the evolution of   rtt mukhas motifs which became 

very popular in India as well as countries like Java.”
70

 K rtt m  has are equally 

used by all three traditions in Indian. Lion was used in Jainism as laksa a o  

Mah v ra, it is used to personify the qualities of the       ṅkara. Lion symbolizes 

the ruling power but in this case it is symbol of the spiritual domain. Here we can 
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see that the nature of Mah v ra 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:   ion Moti s on the Pillars on Mah v ra temple of Osian 

 

It can be traced out from Mah v ra 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  o n  in tem les o  later me ieval  erio . The “ relie  

from Raṅ an tha temple, Bhatkal depicted a lion whose head is turned  back and 

 e icte  roarin  in an er is   ll o  the  erocity o  this beast.”
71

 The roar of lion is 

taken in various meaning in Hinduism in Jainism.  
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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 Raṅ an tha tem le can be 

interpreted as roar of Dharma against evil but here because the lion is depicted 

alone but in case of Mah v ra temple two lions are roaring at each other. So the 

above interpretation cannot be taken into account. It is more possible that it is j st 

a  ecorative moti   itho t any symbolic meanin  or it  oes re resent Mah v ra 

himself and its spiritual dominance. This can be said because, this kind of motif is 

found only in the Mah v ra temple.  

This motif is absent in  imlavas h , Lun vas h  an   acciy  -M t  tem le. It can 

be a representation of the spiritual dominance of Mah v ra 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, A o a 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 N    cult 

in western India from the period of     b   ata.”
72

 N   s 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 N   rj na was the tutelary deity 

of P  ḍ    .  

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

It is well described by Jaen Duran in his paper The N      ja: Symbols and 
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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 N     and who were entrusted to keep it until such 

time as it co l  be to h man  in .”
73

  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 “ orshi e  to obtain chil ren,”
74

 N    has been associated 

with water and cosmic energy. The N    cult had strong association with       . 

We also find the legend of      ṇ  N    o  erin   rotection to P r avan tha 

  rin  the latter’s a sterities.”
75

 According to Jaina canons, Dh ra aen ra an  

Pa m vat  (      and Y     of P r avan tha) were N    king and queen. The 

images of P r avan tha are always depicted with Pa m vat  and Dh rna en ra 

with serpent over the head of P r avan tha. 

 U.P. Shah points out this kind of representation we first found from Kaṅ          

(Mathura). Many of these images are removed from the original place and placed 

into m se ms. For instance, “in  c l t re  rom National M se m, P r van tha, is 

shown in standing in K  o        u   . He is flanked with chauri bearers on both 

sides.  The main figure is also surrounded with female N      i  re besi es other 

male an   emale atten ants. It belon s to Pratih ra  erio .”
76

   

All these explanation make it clear that N    is been widely used represented with 

Jainas as protector. Similarly, N     are represented in as symbolic representation 

of fertility.  
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 Besides the images, N     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 

     u      of Sacciy  M t  Temple and Mah v ra temple in Osian.  

 

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

 

In this ima e o   acciy  M t  tem le, one can easily notice the representation of 

the serpent figures on the pillars of the door side of      u    . These ser ent 

moti s are also evi ent  rom the Mah v ra tem le. Here, it is worthwhile to note 

that these serpent figures are not made on the any of the pillars of 

 u     ṇḍ   , G ḍ    ṇḍ   , and B          . These are displayed at the 

door- side pillars of some of the d    u       which suggests that these are 

evidently represented as protectors of the       ṅkars and not that of temples.  
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Some more representations of serpent can be identified  rom the roo  o  Mah v ra 

temple and sacciy  m t  tem le  here K ṣ a is represented on the roof of the 

     u     . In this figure, K ṣ a is  is laye  as  ancin  above the many ha  

serpent. It was possibly a result of assimilation of Hindu elements in Jainism.  

The representation on the roof is known as a display of N        . In this 

particular myth of N    and K ṣ a, N    was obliviously taken as a symbol 

stands for monster and K ṣ a won over the monsteris shown through the dancing.    

It needs to be marked that these serpent motifs are absent in the  b  temples and 

K mbhar y  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 N    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 N    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 P r avan tha,  he points out that a serpent is benevolent, 

like Dhara en ra,  esa or M calin a, an  malevolent, li e K liy  or M r , 

K math or   ṭa. 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 bo y.”
77

 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         . Also different patents 

of same symbol came out in course of evolution. Symbols were the source of such 
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decorative motifs and some of the symbols changed into the motifs during the 

time. 
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Chapter 2: 

       KARAS 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       ṇḍ    provides that according to Jaina  hiloso hy “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 

mo i ications are  assin  thro  h a  l   o  chan e.”
1
   

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

term creation” 
2
 so Jainism rejects the “hy othesis that an eternal self subsistent 

God made this world.”
3
 Accor in  to Jaina vie  “ hysical  orl  is r le  by 

Physical law and not divine law. If fire burns and water cools, it is not due to the 

will of God: it is   e to their inherent q ality”
4
 and therefore these substances 

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 B         S tra, it is given that 

“in ernal or non-humans, humans or celestials, those who have performed non-

righteous acts are not liberated  itho t e  eriencin  their e  ects.”
5
  

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

“These are h man so ls themselves attain  o hoo  by she  in  a ay all 

impurities.”
6
 According to B         S tra “ hen a livin  bein  has been able to 

end all karma effect and has held the body for the last time, when he has acquired 
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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.”
7
  Jainism do not provide the 

 osition o  creator to  o . B t to them  o  e ists in one’s so l an   o  is   ll o  

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 

         b  , Bhavana     , etc.  

 It is given in Tri   ṭ ś      u            that “ ṣbhan tha was born as God in 

his third birth before he incarnated as  ṣabha.”
8
 While, Hemacandra describes the 

sermon on the four types of Gati, he  escribes “ o r  ivisions o  creat res: hell 

inhabitants, animals, men and God have great pain generally from the bondage of 

Karma.”
9
 It is  escribe    rther “the em ire o   ain is  resent even amon  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 

b rn by the  lame o  blazin  jealo sy.”
10

 So, the basic difference between Gods 

and      ṅkaras is that   rthaṅkaras 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 h man can reach to the emanci ation,  o s m st be born 

a ain as mortals.”
11

   

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 Bhagavat  s tra, 

Bhante said to Gautama in res onse to a q estion that “Gautama! Devas are stated 

to be of four types, which are B           , Vaṇ         ,   o       and 

                                                                             
7
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         .”
12

 Under these categories only     nikas gods includes few of the 

mainstream Hindu deities (Lakṣm , Saras at  etc), but neither the M t akas nor 

the mainstream male deities (such as  iṣ  ,  iva,  a e 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  iṣ   and 

the incarnations of  iṣ  , local deities (bharva  acciy  M t  etc.,   t akas and 

V   nika goddesses such as Lakṣm  and Saras at .   

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 

Bhavanav sis , and at the highest, in the G                 : 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 B        sis and at the highest. 

Among the   ṇavayantras; the rest are, at the lowest, born among B        sis, 

and at the highest, as follows: the tapas as among the Jyoti kas, K ndarpikas in 

the Sudharma Kalpa, the Cakra Pribhr kas in the Brahmaloka.
13

 

 

In canonical texts also one can see a wide difference in description of gods and 

liberated beings. In Tri   ṭ ś      u            gods are depicted as paying 

homage to   rthaṅkaras and in the birth ceremony of       ṅkaras, Gods were 

playing different roles and paid reverence to       ṅkaras. In this context one can 

look upon a description of birth ceremony of the  ṣabhan tha “ ith a  racio s 

mind sakara went to master presence. At the mere sight of the lord (      ṅkara), 

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.”
14
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83 
 

 In one more  escri tion it is  iven that “the Indra of Ai  na 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 

thin in  to   ri y himsel  by the master’s  lance.” 
15

 A similar account is given in 

K         .  

All this description shows that Jain theology keeps       ṇ      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            .” 
16

  

2.Deities in Temple Art:  

In temple art, one can notice various images of gods depicted on the outer walls of 

     u     ,       ṇḍapa 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,          ,       u      an  mainstream brahmanical  eities 

s ch as  iṣ  , K ṣ a, A ni,  ar  a, Indra, Brahma, Yama etc. But in temple art 

A u   u      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            , in 

Mah v ra 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:    
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vis ̣n ̣u 

Harihara 

Kr ̣ṣn ̣a  

vārāha 

Gaṇe a 

Narsiṁha 
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Directions Deities 

North Kubera 

South Yama 

East In  a 

West  ar n ̣ạ 

         

South –

East 

Agni 

        

South -

west 

N  t  

        

North -

East 

I  na 

        

North –

west 

  y  

 

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. 

I 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 

ceilin s’  as eq ally share  by B   hism as  ell as Hin  ism.    
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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 K iṣ a,  iṣ  , N r ya a and Narasiṁha are well depicted on the temple 

walls and ceilings. All the  iṣ   avat ras are depicted on these temples and the 

others are avoided. Depiction of  iva can be observed in Sacciy  M t  tem le b t 

in Mah v ra temple, only vai ṇava avat ras are displayed.    

This could be related to two different aspects one is that  iṣ  , R ma, and K ṣ a 

were among the   sudevas 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
th

 cent ry”. Altho  h it can be 

an exaggeration, these accounts make it evident that Hindus were adopting the 

Jainism in large number.  

Tri        ś     puru         provides a description of nine    u     , nine 

Baladevas, and nine Prati   u     . These three Categories Provides an example 

that how Hindu deities, es ecially  iṣ   c lt is being assimilated into Jainism.  
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Name    u      
Name of 

      ṅkaras 
Name of Baladevas        u     

1.Tri  ṣtha 

Ke ava 
 rey ṅsa Acala 

A va r va 

  2. Dvi  ṣtha   s   jya Vijaya T ra a 

  3.  vaymabh   imalas  m  Bhadra 
Meraka 

  4. P r ṣottama Anantan tha    rabh  
Madhu 

   5.Puruṣasiṁha       

(Narasiṁha) 
Dharman tha    ar ana 

Ni  mbha 

   6. Datta Ara and Malli  nan a Bali 

   7. N r ya a Muni and Nami Nandana 
Pralh  a 

   8. K ṣ a - Padma 
Laṅ e a 

9.Puruṣa   har  a Ara and Malli R ma 
Ma a he vara 

 

Table 4: The list of Vasudevas an  Bala evas on the Basis o  Triṣaṣti l     r ṣcaritra. 

 

Above table shows a clear evidence of assimilation of Hindu deities and 

characters in Jainism.  Prati v sudevas such as Bali, Ni umbha and Makara, 

Laṅke a are R k asas. Similarly, it is notable that many of the V sudevas and 

Baladevas are incarnated forms of  iṣ   such as Na siṁha, K ṣ a, R ma, 

N r ya a, P r ṣottama, Datta are forms of  iṣ  . The term   sudeva and 

Baladeva, itself stands for  iṣ  . Assimilation of brahmanical deities in Jainism 

can be seen in literature. Various stories of these K ṣ a and N r ya a and R ma 

are similar to that of brahmanical stories but these are playing different role in 

Jaina Literature and showed as subordinator to the Jinas.
17

  These are warriors and 
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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 Viṣ  , the 

Hindu deity. For instance Trip ṣtha/  e ava (one of the V sudeva) was described 

as “then  ra n by merit, the  o s  ave Trip ṣtha; a divine bow (S  ṅga), a club 

(K u o    ), a couch (           ), a jewel (causabha), and a garland 

(        ).”
18

 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  iṣ   are 

depicted in Jaina temples are similar to that in Hin   tem les, The Jaina literat re 

 rovi es vario s chan es in the myths o  R ma, K ṣ a,  iṣ  , an    r ha; but 

these changes are not focused in temple iconography. For instance, Jaina text, 

Tri     ś      u u caritra provides a whole account of  u   asiṁha (narasiṁha), 

the account focused on his birth, initiation, mendicancy, etc.
19

  However, the 

temple iconography does not give any depiction of these myths. In temples art, 

Narasiṁha 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 

Mah v ra are very similar to that of  iṣ   images found in western India.  Many 

historians believe that the J                    of Mah v ra is actually influence 

of iconography of  iṣ   in western India.  

Devendra Handa has observed that Osian was a center for the worship of  iṣ  , 

nearly one third portion of Sacciy  M t  temple of Osian was devoted to various 

forms of  iṣ  . “The  oor  rame o  one o  the  iṣ   temples within the  acciy  

M t  com le , labelled by Handa as  iṣ   Temple-five, has eleven standing 

 iṣ   icons that also exhibit basic iconographical similarities with living lord 
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Acarya Hemacandra,       ṭ ś      u           , vol.3, (tr.) Helen M. Johnson, (ed.) B. 

Bhattacharyya,  ae  a ’s Oriental  eries  vol.  XX II , Oriental  Instit te Baro a,  .73. 
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icons,”
20

 but these are not visible now in the temple complex. He noticed  iṣ   

        in K njabih r  temple which is similar to the Mah v ra iconography.  

Cynthia Atherton(1977  sai  that, “the  e  sites in early me ieval Rajasthan, the 

period from the sixth through ninth century CE, where there were Vai ṇava 

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

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

too  over the im erial centre o  Kana j.”
21

 

 

 

                   Figure20: Jivantaswami Pratima, Mahavira Temple, Osian               

All this explanation suggests that western India particularly Rajasthan was a 

foremost centre of Vai ṇavism, and so               i pratim  was influenced by 

it. I noticed two   v          pratim s at the entrance of Mah v ra temple which 

resembles the image of  iṣ  . 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 

close  no . In this ima e the han s are bro en so  e  on’t  in  any attrib tes. 

But the crown of the icon resembles to the  i var  a form of  iṣ  , the griddle 

and garland also make it identical to  iṣ  . But it has ten images of Jinas in 
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John E.  Cort , Framing the Jina:  Narratives of Icons and Idols in Jain History , Oxford 
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21

 Ibid. 



90 
 

     sana and K yotsarga mudr  which helps to conclude that it is the image of 

Jina and not  iṣ  .       

In Jaina temples of western India it is noticeable that only forms of Viṣ u are 

depicted in the temple beside of          and  a e a. Other Hindu male deities 

such as  iva and Brahm  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 K ṣ a related to N gap śa myth on the ceilings of 

     u     in Mah v ra temple as well as in  acciy  M t  temple. Same is 

represented in the Kumbhar y . Same is identified from the Harihar temple 1 and 

2. Presence of the N     ś  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 Vai ṇavaism. Probably it was popular in the early medieval 

age (8
th

 – 9
th

 century) because many of the K ṣ a stories can be seen on the 

Har har  temple group 

an  sacciyamata tem le 

 hich  as consi ere  as  iṣ   tem le earlier accor in  to Cort an  Meister, and 

 acciy  M t  tem le o  the same time period.   
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Figure 21: N  a   a Moti  on the ceilin , Mah v ra Jain Tem le, Osian 

Another image of Hindu deity v r h is depicted on the back wall of eastern 

     u    . In this image,   r ha is depicted with two hands, holding Saṅkha in 

left hand and right hand rest upon waist, Bhumi dev , the consort of   r ha is 

depicted as resting upon his prod to whom he rescued from Demon. This 

Depiction of  ar ha is slightly different from Mayamatam, the Iconographical 

te t accor in  to  hich “  ar ha’s ) two hands make the bestowing gesture and 

that of absence of fear , he carries Vasuṅ har  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.”
22

  

Here it’s worth to notice that the description of  ar ha in Mayamatam and 

depiction of that in the temple are almost similar, only  a minor difference can be 

noticed that  ar ha holds Saṅkha in the Depiction on temple wall. Another thing I 

would like to add here is that no Jaina Text (Bhagavat  S tra and K       tra) 

provides description of Viṣ u, his incarnations or any other brahmanical God. 

Tri asṭ śal k pur   gives description of V sudevas but these were not the God 

but Kings. So it can be conclude that these icons were made in Jaina Temples 

under influence of Vai ṇavism, existence of Harihara temple of the same time 
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period also evident wich shows that Vai ṇavism was flourishing at that time. 

Except  iṣ   and his Incarnations,  a e a was also a deity depicted in the Jaina 

Temples.  

 

 

 

 

Figure 22:  a e a on the bac   all o  M la rasa a o  Mahavira temple Osian  

 a e a is depicted here with two human worshipers on each side and holds  ara   

(axe) in one hand and ṭaṅk  in other hand. This depiction ensures the worship of 

 a e a in Jaina tradition.  

But Jaina literature do not provides any clear description about  a e a which 

could ensure the role of this deity in Jainism. In Hindu tradition  a  ati or 

 a e a is known as  i hn  vara  hich in icates “the  eity  resi in  over 

obstacles: as such he has the capacity for doing both these things is evident from 

an account of Liṅ   u  ṇa that devas prayed to the supreme god that he should 
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create a being, who would be a lord of obstacles,  i hn  vara, and throw the 

obstacles in the ways of Asuras.”
23

  In Skanda    ṇ ,  a e a is mentioned as 

“chie  o   in ya as and   ṇ  .”
24

 

Coomaraswamy connects the image of Ga es a with the Yak as and suggests that 

elephant headed     a is found from Bharh ut. He also points out that the big belly 

of  a e a is a common feature of     a figures as well. This explanation relates 

 a e a with       category. Here it is also notable that  a e a has  head of 

elephant and body of human this kind of depiction are common in     as 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     as and  a a ati.  But we should 

also remember that  a a ati is no where displayed in the list of     as in Jaina 

tradition, this deity is not assign to any Jina as an attendant so it is more probable 

that  a e a is borrowed from Hinduism as other deities.  

In Jaina temples  a e a is displayed on the walls at the same layer as the      s. 

(Mah v ra tem le, see figure2).  Except the walls,  a e a is also displayed at 

doors such as in  acciy  m t  temple.  a a ati is in varada  u    and abhya 

 u   . 

2.1.1.Deities of Directions:   

Kubera, Agni, Yama, Nrrti,  ar  a, Indra, I ana , and    y  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.         ś      u           provides information about Indra and Kubera, 

but all the others are not motioned. According to Kalpa-sutra, Indra ordered to 

remove the embryo of           and placed it into the womb of Tri  l , royal 

women.  
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Tri     ś      u u caritra and B           S tra provides the information about 

many Indras and   y  K m ras, A ni- K m ras and so on according to the 

narrative  iven in the te t “the   y   m ras themselves, purged of pride, cleaned 

the surface of the earth for the yojana, the Me ha-K m ra sprinkled the earth for 

one yojana. The Megha-Ku  ras s rin le  the earth  ith  ra rant  ater.”
25

 

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.”
26

 This account suggests that there was a whole range of    u Ku      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 B           tra also, there are many Indras, Agni Kum ras, and 

N  a- Kum ras. But Hindu text of Iconography provides the details of features of 

the      las and according to all of them; these are depicted in Jaina Temple.  

3. Body of Gods and       ṅkaras:  

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. Pa amn bha Jaini discusses it in his work, 

Gender and Salvation, and he refers to Str  nirv ṇa Prakraṇa to explore that how 

according to the prescribed norms of different Jaina sects (      b   , 

Digambara, and Y pin ) 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. 

                                                                             
25

 Acarya Hemacandra,       ṭ ś      u u         , vol.1, tr. Helen M. Johnson, ed. B. 

Bhattacharyya,  ae  a ’s Oriental  eries  vol.  XX II , Oriental  Instit te Baro a , Description 

of S           , p.190. 
26

 Ibid. 



95 
 

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 (  rthaṅkaras), e ce t Mallin tha. 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,       ṅkaras, 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         ṅkaras, gods, and 

goddesses.  

3.1.The body of       ṅkaras:   

In Tri     ś      u   caritra, we find many description of bodily appearance of 

      ṅkaras. For instance, a description of  ambhavan tha is  iven 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   ll moon  ith a t mn.”
27

  

Though       ṅkaras 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  o th is consi ere  as mar  o  emanci ation. ‘ o  a contrary to 

Saṁs ra, 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 

                                                                             
27

Acarya Hemacandra,       ṭ ś      u u         , Vol.2, (tr.) Helen M. Johnson, (ed.) B. 

Bhattacharyya,  ae  a ’s Oriental  eries  vol.  XX II , Oriental  Instit te Baro a,  .B.241. 



96 
 

K      , the chie  o   ealth o  s len o r, the mother o   e en ence.”
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       ṅkaras are represented 

youthful.  

Youth and nudity are two basic marks of the body of the       ṅkaras.  The nude 

body is taken as mark o  “  rity, v lnerability, tr th” an  it is also  escribe  as a 

source of magical powers in many religious myths. B           tra and 

      ṇḍ    do not provide any information on this issue but the connection 

between the idea of nude body and purity can be seen in K         . For instance, 

in Jaina canon K         , it is given in the context of state of renunciation of 

Mah v ra that “The venerable Ascetic Mah v ra 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 

arising from divine powers, men, and animals”
29

 and through that Mah v ra attain 

the state o  “ itho t  rath, without pride, without deceit, librated, composed free 

from temptation without greed without property ha  c t o   all earthly ties.”
30

 All 

this account makes it clear that carelessness towards body and uncovered body 

were two conditions which helped Mah v ra 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.  
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Figure 23: Ambik  in a samtala Ceilin  o  Mah v ra Temple, 

K mbhar y ,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 

      b ra 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 Ambic  is depicted as seated in lalit sana 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  vet mber 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  arrisa Bo ante. In her  or s, “ hallic an   ria ic  i  res, am lets as  ell as 

obscene gestures still serve protection against the evil eye in many parts of the 

 orl ..”
31

  he then s   ests “In the realms o  ma ic, n dity ward off a spell or 

other harm  l  orm o  ma ic, com els love, an   ives stren ths to one’s o n 

 ractice o   itchcra t an  conj rin .” 
32

  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 I would also include representations 

of nude female figures which are human and not celestial, Bonfante suggests in 

the context of nude female  i  res that “the most  req ent 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.”
33

 

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,       , that figures of      s 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        s 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         , “ arasvat  should put on 

yellow clothes and similar jewels and pearlornaments.”
34
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Name of 

goddess 
Mayamatam               ṇḍ   A               

1. arasvat   _ Yellow clothes  _ 

2.Lakṣm   
_ 

Clad in clothes 

made of Jewels 
 _ 

3.M h  
_ 

Fine silk 

clothes 
 _ 

4. a r  
_ 

Silk garment or 

yellow clothes 
 _ 

5.Manonm   _   _ 

 .C m  ḍ  

Clothed in tiger 

skin 

Red bodice and 

a lather skin 

clothes. 

 

Cloth of 

        

Carma( tiger 

skin) 

7.Bhairv   _ Black clothes  _ 

8. aiṣ av  Yellow 

garments 

Reddish yellow 

cloth 
  

9. aar h  Dressed in 

black cloth or 

lather 

bright blue 

clothes 
  

10.Brahm    Dressed in tiger 

skin 
   

11.Mahes ar  Clothes are not 

described 
   

12. Ka m r  Clothes are not 

described 
   

13. In r    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 (M t ak s) 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 tem le art s ch as “in the 

 acciyam t  temple, goddess P rvat  is putting a tight fitting      which goes up 

to her an les”
35

 similarly in Mah v ra Jaina temples we lay women in s   . But no 

deity is depicted in clothes in the Jaina temples. In the shrine related to Ambic  

and  aras at  in the Mah v ra 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        s are shown into the clothes and 

clothes were prescribed for them in the  iconographical texts such as       ra, 

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 

Lakṣm  in Tri     ś      u   acarita but her clothes are not described.  

According to the narration,     was the fourth dream of the mother of the first 

  rthaṅkara, “the  o  ess  hose restin   lace is a lot s an ,  ith eyes resemblin  

to a lotus, adorned with pitcher full of water lifted by the trunks of the elephant of 

the q arters.”
36

 Similar account is given in K      tra. In Jaina temple of Osian, I 

found most of that        s are showed with cloths. The image of Va  h  and 

Indr ṇ   (figure 5, chapter 1) are displayed in light lower garment but the set of 

         s and     is are depicted nude (figure 2, chapter 1).  

Here question arise why a different set of deities is clothed and the other is 

unclothed? Here I would like to include that in Jainism       b ra tradition does 

believe that clothes are not a hindrance in their emancipation so therefore clothes 

are worn off on the body by the      mbara monks unlike, Digambara tradition 

which do not allow women to uncover their body but find them unsuitable to get 

Mo  a because of the bondage of clothes. Now here it is also worth to notice that 
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some scholars argues that clothes are replaced by ornaments in Jaina temple , but I 

 on’t  in  it ri ht beca se  e have seen some  emale  eities are sho e   earin  

clothes and others are not.     ak s are clad into clothes not only because 

     mbaras tradition allow women to be clothed but also because these are 

already prescribed to be clad with clothed in various iconographical texts such as 

      ra  rovi es that “  vitr  should be clad in a fine silk garment of yellow 

clothes”
37

  and perhaps therefore some M      s 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, Vaa     is  escribe  as havin  “a bi  bo y 

and her crown s ar les.”
38

 The M      s 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        s and 

        s (Lakṣm ) are depicted with the flashy body. The representation of 

         s is depicted slim comparatively.  

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

“      ṅkaras: Indian  o    practise the various  sanas to gain some control of 

the bo y,”
39

 amon  all  reat reli ions o  In ia, “certain symbolic  ositions o  

hands and legs form prominent parts of poses in spiritual contemplation. They are 

believe  to be ai s to mental concentration.”
40

  

Dayanand Bhargava in his work Jain Ethics refers to a te t “Subhacandra, which 

mentions seven postures for            na which includes  Paryaṅ      , 

Ardhaparyaṅ  sana, V    sana, Su   sana, V   sana, K     sana, 

K yotsarga.”
41

 Another historian provides only five       such as Paryaṅka, 

Ardhaparyaṅka, Vajra, K  ḍ         and   ra. “These  sanas are also known as 
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 o       .” 
42

 There is one more  sana  hich is calle  “bhadr      which has 

been defined as easy posture, the assumption of which make the mind 

motionless.”
43

  

Similarly, Tri     ś      u   acritra provides a wide description of body 

 ost res s itable  or mon s, accor in  to this acco nt “       A        

rejoicing in the supreme spirit, he saw there some monks in U   ṭ    posture, 

some in Padma posture, other in godoh   ,      vajra, b      ,   ṇḍ ,     u    , 

K  u    , Haṅsa, Paryaṅ  , u ṭ  ,        , K      K   ṇ ,       ubu  , 

        ,   ṇḍ      , and  o  ś     posture , some engaged in kayotsarga.”
44

  

Some of the above-mentioned        are used in art to depict       ṇ      and 

deities such as Padm sana in which there is pressing together in the middle part 

of shin by shin,         , 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 ardhapadm sana.”
45

   

Above description is given by the canonical text but iconographical text 

prescribed only two types of  sanas for        ṅkaras which include           

and K  o      . According to          the ima e o  Jaina “sho l  be in a 

strai ht, erect, or sittin   ost re.”
46

 The legs should be uniformly straight. And the 

t o lon  han s sho l  be in the same  ost re.”
47

 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 so l.”
48

   

Only these two postures (K yotsarga and      sana) are used in the temple art 

for       ṅkaras. Others are prescribed for monks but not evident in art as used 

for the       ṅkaras. Figure 1 is an example of K yotsarga posture in which 
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J vantas  m  depicted in standing pose.  

According to Vidya Dehejia, this is also  no n in “Yoga as         , in which 

T da means mountain. The sculptured figure, it is a standing meditation pose. The 

earliest Jaina ima e in s ch  ose is  ate  to the  o rth cent ry B.C.”
49

      

K yotsarga means engage oneself in vyutsarga.
50

 It is practised for – “  1  s ch 

common unavoidable slightly fault as walking, eating, etc. (2) touching some 

livin  bo ies, itchin  an   ischar in  bo ily e crements in an im ro er  lace.”
51

 

Here the expression is used as a wayconfession or self-punishment for common 

faults.  

 

Figure 24: Jaina  eate  in Pa m sana Post re in   ntin tha Tem le o  

K mbhar y . 

In Kalpas tra, we find that K yotsarga was a pose in which       ra stands 
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while he reaches to the A o a 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 “Ajitan tha,  ambhavan tha, and Abhinandan should be especially sculptured 

in the K  ḍ       according to B.C. Bhattacharya      sana 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 Mah v ra tem le o  O ian,  e  in  lar e ima e o  s ch 

kind. The earliest seated yog  dates to the 3
rd

 millennium B.C. and is on well 

 no n Harra an seal.”
52

 We found large numbers of sculptures of Jinas in this 

posture, most of these are depictions of P r avan tha with a serpent hood (see 

figure 1 in chapter1). In           or lotus pose, the legs are crossed and placed 

hi h   on thi hs  ith soles t rne    .”
53

 Here, it is worth to suggest that 

          is also considered as Mok      .   

3.3.1        of Female Deities:  

Vidya Dehejia suggests that female deities such as Lakṣm  and  arasvat  are 

depicted in      sana and K  ḍ       in some tem les, the Hin    o   iva 

and the Goddess Lakṣm  when lustred by elephant, P rvat  and several lesser 

 i  res o  saints an  teachers, all ass me  in this classical  ost re.”
54

  

In        a,           is prescribed for the iconography of Goddess Lakṣm . 

Accor in  to the  escri tion “there sho l  be a re  lot s on the  e estal   on 

 hich she sits in crosse  le  e   ost re.”
55

  Here it is notable that images of 

Lakṣm  in           posture are very rear in the Jaina temples. Only One image 

of Lakṣm  is depicted in    avasah  temple in this pose (figure above).  

But this image make it clear that not all the female deities are treated lesser then 

the       ṇ      in art. Vim nik  goddesses share equal postures to the 

      ṇ     . In literature, Lakṣm  is seen as a mark of fortune. Even Sarasvat  is 

declared as the  r ta ev , eternal word of the       ṅkaras but none of the other 
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female deities is depicted in P         or Khaḍ        ( o     u   s).  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      sana posture in Jaina temples. But, we do not 

find female figures in Khaḍ       or K yotsarga in Jaina temples most of the 

female figure are depicted in La    sana and A         sana, some are 

displayed in standing posture but not in Khaḍ      .  Iconographical text, 

Mayamatam, describes various        for female deities. Many  sanas are given 

 or the  eities  hich stan s  or  i  erent meanin s, accor in  to te t “ or those 

who seeks the mastery of self (the mother must be) in      ana, for serenity, 

V        and Su        posture shows that installation brings the satisfaction of 

all  esires.”
56

  

Now here it is notable that          and Su        are prescribed for 

      ṇ      and male gods as well as for female deities but no depiction of 

female deity is found in this pose in Jaina temple. K        and Su        both 

words are related to fulfilment of worldly desires, which are given to female 

deities. 

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

      ṅkaras are displayed without ornaments and clothes even in temples of 

      b ra tradition. Although secondary sources refer that some deities wear 

ornaments instead of clothes in       b r tradition but in the case of  vet mbara 

temples of the early medieval period, I 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-mi ratory.  “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 
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less ha  y or  nha  y con itions o  e istence.”
57

 So, no ornaments are placed on 

the body of       ṅkara except in the form of             
58

 images. 

Only griddles are placed on the bodies of Jina in K  o       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  i  re,   in tha is  e icte   ith a  arasol, according to 

Coomaraswamy, parasol is a mark of spiritual domination. The similar meaning is 

evident from an account of       ṭ ś      u-          , where the head of Lord is 

compared with umbrella and considered as a mark of Lordship. According to the 

descri tion “the master o   orl ’s hea ,  ra  ally arche , reveale  in a  earance 

an umbrella with its face downwards. The round tall head- dress on head-umbrella 

o  the  reat lor , in icatin  lor shi  over the three  orl s.”
59

  

Except umbrella, cakra (see chapter 1) and animals are also depicted with 

      ṅkaras. In above case, we find elephant and lion on the pedestal of the 

T rthaṅkaras, besi e animals’     a and       are also displayed on the pedestal. 

But no mark or ornamentation is displayed on the body of       ṇ      except 

   vatsa. The symbolic value of S       , 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 Iconography, 

suggests that generally, recognitions of       ṅkaras are engraved on the 

pedestals but here, we can see that lion and elephant both are engraved on a single 

pedestal of       ṅkara   in tha. None of these are recognition of the   in tha. 

The reco nition o    in tha is Bull or    a   .  

On the other side, we can notice that some animals are there in the list of 
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Jose Pereira, Monolithic Jainas: The Iconography of Jain Temples of Elora, Motilal Banarsidass, 

Delhi, 1977, p. 34. 
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U. P. Shah informs that The              image represents an image of          ,  ashione  as 
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Acarya Hemacandra,       ṭ ś      u u         , vol.1, (tr.) Helen M. Johnson, (ed.) B. 
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recognitions, but these are never placed on the pedestals of the       ṅkara such 

as goat, buffalo and boar, which are recognitions of   s   jya, K nth n th and 

 imalan tha respectively. This shows that texts are not followed in every respect 

in the temples. In Mah v ra temple, I noticed only three or four animals on 

pedestals such as lion, deer and elephant, so some recognition are fixed to the 

pedestals irrespective of       ṅkaras 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            .  
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Figure 25: A Pe estal o  T rthaṅ ara ornamente   ith animals in M la rasa a o  

Mah v ra tem le, 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 I have already mentioned above, the case of  iṣ   pr      . In Jaina 
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literature,  iṣ   and the forms of  iṣ   are depicted as Ardhacakrins, Kings and 

not the Gods but, these are described with the same attributes as  iṣ  . In Jaina 

temples,  iṣ   is not depicted as King   s  eva but as a deity and displayed on 

the temple with same attributes such as club, Cakra,          etc. But it should 

be understood just the borrowed representation of Viṣ u from Hindu temples.   

But, the Place of Vai ṇava avatars was always lower to that of       ṅkaras, 

which could be seen in literature. All the   sudevas were placed as Ardha 

Cakrins, the lord of half of the world whereas   rthaṅkaras were said to have a 

Cakravatins (the Lord of the whole world) or even above the Cakravartins. 

Secondly,   sudevas are described lower in the strength than the   rthaṅkaras. 

According to the account of Trii            u   acaritra, while Krṣ a and 

Nemin tha  laye  a  restlin  match “ iṣ   raised his arm as long as a tree 

branch and Nemi bent it li e a lot s stem.”
60

     

This lower status of   s  eva 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  ṣabha, Mathura series (Kaṅk l  T l ), where he 

recognised, the two figures immediately to the right and left of the main figure as 

Balar ma with snake, canopy and plough and   s  eva with his usual attributes 

of conch, club or flute, V        an   ice.”
61

    

But in temples,  e  on’t  in  such depictions. Here,   s  eva has been depicted 

alone on the walls of temples.  a  ,  aṅkha Cakra and the Padma are depicted in 

their arms; the flute is depicted with K ṣ a, and but here the four arms of 

  s  eva cannot be taken as indication of  godly status of   sudevas. Because 

they were referred as kings (ardhacakrins in Tri            u   acaritra, these 

are not as Gods, so these four arms are maybe just imitation of Hindu images of  

 iṣ u. 

K ṣ a is possibly depicted in all the temples because in Jainism, K ṣ a is placed 

as brother of Nemin tha. K ṣ a was the ninth   sudeva as described in 
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Tri     ś      u   acaritra. It gives more space to K ṣ a then Nemin tha, 

himself.   

The story of K ṣna’s birth,
62

 his childhood and marriage with  atyabh m  and the 

battle with Kaṅsa is described in the text in detail. One of the childhood story of 

K ṣ a is P ta  - vadha, accor in  to the story “  r anakh ’s t o  a  hters 

 a  ni and P tan , unable to injure   s  eva went to Gokula, to kill K ṣ a who 

was alone without  a o   and Naṅda. P tan  thrust her breast smeared with 

poison into K ṣ a’s mo th. Instantly, the  eities atten in  on K ṣ a struck them 

both an   ille  them.”
63

  

This account is depicted on walls of several temples of Osian, but not in 

K mbhar y  and Dil  r . So, here this can be said that that Vai ṇavism was 

incorporated in the Jaina literature and art because it was flourished in the society 

their motifs of K ṣ a 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         ,  Brahm  should 

hol  “the  ater  ot  Kuṅḍ   ) 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 o   ec n ity an   o er.”
64

 So here it is 

clear that all the emblems are according to his role in the social structure. But here 
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it is worth to notice that Jainism does not believe in God as the creator of the 

world as I 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 Narasiṁha is  o n  in Osian, “he is shown as tearing open the belly of 

Asura chief Hira ya a yapa.”
65

  

The below table shows that only  acciy  M t  tem le have all the  e iction o  

incarnations of  iṣ  . Only K ṣ a is depicted in Mah v ra temple and the  in 

Vimalavasahi Temple we find a depiction of Narasimha. The attributes of  iṣ   

and his incarnations are usually club, conch, cakra, Pa ma,  a   and         , 

only K ṣ a had flute as an attribute. The  iṣ   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 I 

have already discussed in detail in chapter one.  

It is noticeable here that “Wheel is also a symbol o    n an  in icates the creative 

 o er o  the same.  It is the synthesis o  cosmic  orce”
66

  and sun is also related 

with  iṣ  , similarly the lotus is symbol of cosmos. Conch indicates the removal 

o  evil; the cl b is a c rsin   ea on in icates the “ estr ction”
67

. 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.  
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Gods Attributes 
Minor Hindu Gods 

and          

Attributes or 

       
 

 iṣ   an  

his 

incarnations 

1.  man 

 

2. ar ha 

 

3.Lakṣm -

N r ya a 

 

4.Narasiṁha 

 

     5.K ṣ a 

 

 

G   , Saṅkha, 

Cakra(SMT) 

Saṅkha, Cakra, G    

(SMT) 

Padma, Saṅkha, Cakra 

(SMT) 

G   , Cakra 

(SMT) 

 M.T,  MT,  antilal 

tem le  K mbhar y  , 

 imalavas h  Dil  r ) 

   

  
Agni  

(Mahavira temple) 

Flame, Horse 

or ram 
 

  
Yama 

(Mahavira temple) 
A big buffalo  

  
N  t   

(Mahavira temple)  
  

  
Indra  

(Mahavira temple) 
Elephant  

  
 ar  a  

(Mahavira temple) 
Makara  

                         

                            Table 6: Depiction of Hindu deities and their attributes in Temples 
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The female deities are of two Categories:        s and          s and 

        s.        s are not described in Tri     ś      u  scaritra and 

B         S tra, it suggests that the incorporation of        s in Jaina tradition 

is later than that of      s and the      d    and therefore it is not incorporated 

even in the biographies of       ṅkaras.        s are described in          and 

Mayamatam with their particular emblems holding in hands.  A   jitaprcch  also 

provides the details of        s.  ar h , Indr   , C mu ḍ , Vaiṣn ̣ạv ,  a r  and 

Brahm    are well depicted in Jaina temples of western India. But M h  is barely 

visible in these temples.  a r  is also enlisted in category of          .  

According to       ra, “Var h  sho l  hol  a  lo  h  ith the lo er ri ht hand; 

her upper left hand should hold the net, and the right hand should be in refuge 

o  erin   ost re, an  the other le t han  in boon  ivin   ost re.” 
68

 An icon of 

Var h  is found in  acciy m t  temple (see figure 5, chapter 1), here, she is 

holding a G    in right hand and Cakra in left hand. She is also wearing a 

V       . Here, it should be noticed that Var h  is one o  the mother  o  ess an  

her attributes expect Cakra nothing else provides the meaning of creation and 

most of her attributes are similar to that of  iṣ  . This is also true for In r    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 Ambic  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  iṣ   are considered as kings and not as     s. They all are 

described as worshipers of       ṅkaras but possibly the flourishment of 

Vai ṇavism in that period forced the Jainism to assimilate the Vai ṇavism and 

       s and therefore incarnation of  iṣ   are depicted in Jaina temple similar 

to the Hindu temples. In temples these are depicted in Godly form and not as a 
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king. There are various differences in the description of  iṣ   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      ṅkaras 

which help us to trace the hierarchy between      ṅkaras and Hindu deity.  

Depiction of their body was fixed according to their social role.          are 

depicted fat to indicate motherhood and       ṅkaras were depicted nude and 

young to show the detachment from the world.  

Having saw the Hindu divine beings and       ṅkaras, 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 

 

B         Su    provides a wide range of beings and there are total 24 categories 

o  bein s in seven hells. The list incl  es “vario s bein s  rom seven hells s ch as 

A u   u  ras,       u  ras, immobile with one organ e.g. earth bodies, water 

bodies, air bodies, fire bodies and flora bodies, two three and four organ beings , 

non h mans  ith  ive or ans.”
69

  All in ernal bein s belon s to ‘       b   

hell.’
70

 A u   u  ras 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 en o e   ith  ree .”
71

 In Jainism the beings of middle world and lower 

world are considered as lower being including       , N    , Dik- u     , 

N    u     , Gaṅdharvas, Kinnaras,        aras etc.  

1. The origin of       , Gaṅdharvas and            :   

The word       is first found in Jaimin  a Br        a (III, 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       ) it does not appear 

before the period of the G       tra. In which, all are classed as B     .”
72

  

In           B     ṇa, “K b    is a     asa and lord of Robbers and evil 

doers.”
73

  On the basis of this, Coomaraswamy suggests that        were 

aboriginal deities assimilated in brahamanical cult.        are ranked below 

Devas, but above the goblins and ghost   and here distinguished from B     .  
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       by name and by class are more familiar figure in the epics. In       ṇ  

and     b   ata,       worship evolved gradually and shared by all three 

religions Hinduism, Buddhist and Jainism.  In R m   ṇ , as referred by 

Coomaras amy  e  in  “ pirit hood (Yak atva) and immortality (Amaratva)   

to ether, as boon besto e  by a  o  or  o s.”
74

  In Buddhist literature, 

Mah vatthu refers to three classes of     as namely “Karotpani, M l  hara, 

 a  matta and  ambh  a”
75

 But according to Jaina literature there were thirteen 

Yak as earlier and then the number increased to Twenty-four. The Jaina B        

S tra gives a list of Gods who are obtained like his children to Visramana. These 

are “ uṇṇ b     ,     b     , S    b     , Su    b     ,      ,       , 

 uṇṇ      , S      , S        , Samiddha, Amoha and Savvakama.
 76

 Here, it is 

noticeable that some of these are known as        and such as  uṇṇabhadda and 

  nibhaddha but others are not enlisted in this list.  

Gaṇdharvas also could be included into the list of lower beings. Gaṇdharvas are 

similar to        in certain sense. “The earliest re erence abo t Gaṇdharvas, we 

found in Ṛg Veda, there  e  in  aro n   ozen o  re erences abo t them.”
77

 

According to Vedic tradition they belong to Aṅtarik a, mid region between 

heaven an  earth.”
78

 In Atharva Veda, these are  escribe  “as the  rotector o  

Soma an  the archers’.
79

 

 Another similarity  as that they  ere also sai  to be a ainst o   ryan in their 

early descriptions. N.G. Tavakar in his work, The Essays, throws light on the 

Gaṅdharvas , t   A     s , the Yak as and the Kinnaras, suggests that in certain 

passages of Ṛg Veda we find that Gaṅdharvas were  looked upon with hostility  

 hich s   ests that these  ere  rom  i  erent tribe  ro   or the non  ryan. 
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    as and Gaṅdharvas both were from the warrior class; Gaṅdharvas were 

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

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

classi ie  as “ emi o s”
80

 , in Vedic tradition however they are never mentioned 

but Nandini Mehta refers to N   b   u Upani ada which connects them with Oṁ. 

“The       ada explains that the word Oṁ has 3 ½ mores, o   hich ‘a’ is 

dedicated to Agni, ‘ ’ to   y  an  ‘m’ to   rya and the reverberation to  ar  a. 

When a person meditates over the third more (m), he becomes  i y  hara.   

2. Activities of Yak as and Gaṅdharvas and Vidy dharas: 

Yak as played a role of attendant of   rthaṅakaras, protector, tautly deity, fertility 

spirit and magical beings who could fulfil any wish of materialistic world. 

Ramnatha Mishra in his work Iconography of       , re ers “C nnin ham  ho 

explained the word Kubera, as ku vira, Ku meaning earth and   ra meaning hero, 

hereby, ‘hero o  earth, accor in  to this meanin  Kubera can be interpreted as one 

 ho  ominates the earth.”
81

  

Ananda K. Coomaraswamy also provides in his work,     as, that people of       

class used to worship       . This is also worth to note here that Y   as described 

as tautly deity of   ṇḍavas in     b  rata, all this explanation suggests that 

    as were worshiped as a protector. 

 We have already seen the role of Gaṇdharvas as protector of soma but besides a 

 rotector “they  ere also  no n  or their s ill o  secret  ritin  an   ro hecy in 

m sic.”
82

  Tavakar informs that the name of Gaṇdharava Veda (a text on music) 

is known after them and Tavakar refers G ahya S tra which informs that students 
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had to pray Gaṇdharvas and A     s to give him intellectual capacity and insight 

in the st  ies.”
83

     

           :             are those who possessed      s, they had magical 

powers and which the acquired through the meditation. But brahmanical tradition 

does not inform much about them. Similar to     as and Gaṅdharvas, they also 

belon e  to  arrior class. “The        u  ṇa says that             are brave 

an   n e eatable in battle, s y  oers an  ass me  i  erent  orms at  ill.”
84

  

The above lines explain that there were many similarities between Gaṅdharvas, 

    as and            .  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. Yak as and Gaṅdharvas are 

described as fighter and protector and of wealth and Soma respectively but 

            are described as fighter only. Yak as and      dharas are connected 

with the cut of fertility in brahmanical tradition. Gaṅdharvas had wonderful music 

skills and Vidy dharas could gain all kind of Vidy s. 

3.       ,Gaṅdharvas and              in Jaina Literature:  

B           tra provides important description of Yak as, according to which 

these are considered as B           . In Kalpa S tra, it is described that Sakaras, 

chief and kings of gods calls Haringamesi, “the  ivine comman er o   oot 

troo s”
85

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

cause the Venerable Mah v ra, to be removed from the brahmanical part of town 

Kuṇḍ    ma, from the womb of Brahm ṇ  Devananda, to the K atriya part of 

town Ku ḍ r ma and too be placed as an embryo in womb of K       ṇ  Trisal  

of the   ṣist a gotra.”
86

  Thus he reflected and called Harinegamesi, the divine 

commander of the foot troo s, havin  calle  him, he s o e th s: “ ell no , 
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beloved of Gods go now and remove the venerable and ascetic Mah v ra from 

brahmanical part and place the embryo in the womb of Trisal .”
87

 

After hearing this the     a, Harinegamesi went to Ku ḍa r ma an  “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 

 ṣabha atta and removed the embryo of Dev nan  .”
88

    

A similar account in given in Tri   ṭisś     pu   acaritra, according to which 

during the time of Birth of  ṣabhan tha, “the lor  o  the  irst heaven instr cte  his 

general of infantry, Naigameṣin: ‘in the mi  le  ivision o   o thern Hal  o  

Bh rata in Jamb  v  a, from the wife of Patriarch N bhi, Mar  ev , a son is 

born, summon all the gods for Birth-bath.’”
89

 

All this explanation suggests that        were the attendant of gods, and not that 

of T rthaṅkaras. In B         s tra and K      tra, Yak as are not mentioned 

directly in the service of   rthaṅkaras or messenger of T rthaṅkaras as given in 

Tri     ś      u   acaritra.         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,     as had magical powers to change their forms like 

gods but their status was below T rthaṅkaras and gods and then they merely 

transferred as attendant of   rthaṅkaras. Seven nurses allotted for then 

  rthaṅkaras which were dikkum r s and not the     as or Y    s. All this 

suggests that may be concept of        were added to       ṅkaras and it was 

borrowed from the gods.   

      , N ga and      las were described as door-keeps and chauri bearers.  

According to an account during the birth celebration of   rthaṅkara, “    orte  
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by Mahendra with chauris held by     as, with Dhara en ra acting as door- 

keeper, with an umbrella held by Pracetas (Varu  .”
90

 

 

 

 

Table7:List of        and        according to       ṇḍ   : 

 

                                                                             
90

 Acarya  Hemacandra,       ṭ ś      u u         , vol.1. , (Tr.) Helen M. Johanson, (ed.) B. 

Bhattacharyya,  ae  a ’s Oriental  eries, Oriental Institute Baroda, 1931, p. 158. 

Yak as Yak iṇ   

1.Gomukha 

2. Mah ya ṣa 

    3. Trimukha 

4.  a ṣe vara 

    5. T mb r  

    6. Kusuma 

    7. M taṅga 

    8.Vijaya 

    9.Jaya 

   10.Brahm  

   11.Yakṣeta 

   12. K m ra 

   13. Sanmukha 

   14. P t la 

    15. Kinnara 

    1 . ar  a 

17.Gaṅdharva 

    18.Yakṣeta 

    19.Kubera 

    20.Varu a 

   21.Bhra  t  

  22.Gomedha                 

23.P r ava 

                24.M taṅga 

                       

                       Ca re  ar  

Ajitab l  

D r tar  

K li   

Mah   l  

 y m  

  nt  or   nti 

Bhr t  

  t ri   

A o a 

M nv  

Ca ḍ  

 i it  

Aṅ     

K n ar i 

Nirv    

Bala 

Dharini 

Dharnapriya 

Naradatta 

Gandharva 

Ambi   

Pa m vati 

 i  h yi   
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In Jainism, it is very clear that they  on’t  ive the stat s o   o  to the mainstream 

Hindu Gods such as  iṣ  ,  iva and   ṣ a as we have already seen into the 

previous chapter that these Hindu Gods were degraded to the status of 

Ardhacakrins, or V sudevas placed even below to the Cakravartins. So are 

depicted baladevas such as R ma, but R ma is not depicted in these temples under 

study. In Jainism, God is understood as magical beings and Yak as, Gaṅdharvas 

and               all comes under this category.  

In Tri     ś      u   acaritra, Gaṅdharvas are as mentioned among the 

Vayantra Gods along with the Yak as, R k asa and Kinnaras, but the 

            are not mentioned in this list of Vayantras. G tarati and G taya as are 

called the lord of Gaṅdharvas. But Gaṅdhavas are scarcely mentioned in the Jaina 

texts. In Kalpas tra, one can find only reference to the Gaṅdharvas. Gaṅdharvas 

are described as playing music in the celestial abode which was the tweleth dream 

of mother o  Mah v ra.
91

 In Tri            u        ras, we find references to 

Gaṅdharvas named   sava and Tambur .   sava is described in as an attendant, 

protector and at the same time he is described as musician. During the time of 

Birth bath of   rthaṅkara, “m sical instr ments bein   laye  by Gaṅdharvas.”
92

 

Accor in  to an acco nt, “  sava instructed the  bhiyogika  o s, “Proclaim lo   

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.”
93

 Along with the protector Gaṅdharvas are mentioned as attendant of 

  rthaṅkara, 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.”
94
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4.Bodily appearances of        , Gaṅ       , K nn      n             :   

Canonical texts do not provide any details of bodily features of the       . But 

Ananda Coomaraswamy in his work,       , suggests some characteristics of 

their bo y in  hich he incl  es the bi  belly. He ar  es that “Ga e a is 

undoubtedly a Y     ty e, by his bi  belly an   eneral character.”
95

 He also 

suggests that these nude and fat bodies are assign to be plump because these are 

 orshi e   or the sa e o   ertility. “In the early sc l t res  relie s on the  illars o  

the gateways and railings at Bharh  t, Bo h ay ,   n c  an  Math r ) 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 

 o .”
96

   

On the basis of such explanations it can be conclude that nudity and fat belly 

symbolise fertility here and the features indicates   roles of Yak as as fertility spirit 

but here I 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 I 

have already discuses Heringamesi. The      , Heringamesi is described as a 

troop of foot army of Gods in K      tra but in his depiction, his fat belly is 

visible and the Yakṣa is not appeared as troop in terms of her bodily feature only 

the dressing indicates the role of Yakṣa as a troop. In this figure that myth is 

represented where Heringmesi is removing and replacing the Mah v ra from 

Dev nan  ’s womb to that of Tri al .  According to the account, Heringamesi is a 

troo  o   o ’s army. 
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Figure 26: Haringamesi on the ceilin  o  Mah vir  Temple of Kumbhariya, 

029867 

4.1.       and    n   of       , Gaṅdharvas and            :   

According to a description in Mayamatam, Kubera, “chie  o  all       , 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  aṅkhanidhi and Padmanidhi.”
97

 In Ku b      , we find an Image 

of V       ṇṇa as if he is mounted on ram but the images of    aṅkha and 

Padmanidhi are absent. 

4.1.1Āsanas:  

According to another description given in         , the “       should be made 

in the erect or the sitting posture, their right leg should be in the sw stika (cross 

like) pose an  the le t sho l  be bent.”
98

  This kind of representations can be seen 

in temples or early medieval age. In Mah v ra temple of Osian,            temple 

of K mbhar y  and  imalvas h  temple, we find many depictions of        but 
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all the 24        are not visible in the temple art. Mainly only four       : 

 vra abh t  K bera, Har ti, Herin amesi an   om  ha are depicted in temple art. 

According to        a, the right leg of        should be in sw stika pose (bent 

like a cross) and left should be bent. In all the temples        are depicted like this 

(see figure 26). Same pose is considred for        aras. Nandini Mehta tries to 

explane the meaning of          postures. In this regard she refers to Benerjia, 

who suggests that sw stika pose with left leg bent applies mainly to the Yak as 

and not to the Vidy dharas.”
99

   

And he also argues that in M nas ra the term sw stika pose is used to refer some 

other meanin , “sw stika pose describes the flying pose in a very charecteristick 

way; it means ‘ ith  lo  hshare li e le s in  ront o  bac .”
100

 Here, I would like 

to add that sw stika pose was not limited to the       ,             and 

Gaṅdharvas are also displayed in the same pose in early medeival temples (see 

figure 25 and figure 26). 
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Figure 27: Ya sa in  vasti a asana on the  illar o  Mah v ra tem le Osian, AIIS, 

057729 

 

 

Figure 28: Vidyadhara vi irna vitana in the ceilin  o    ntin tha tem le 

K mbhar y , AIIS,029823 
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It is agreeable that this pose is perhaps depicted to display the flying posture in 

regard of Yak as, Gaṅdharvas and Vidy dharas because Gaṅdharvas are known 

as s rit o  nat re, connecte   ith clo  s an  mo ntains.”
101

  In Jainism, Yak as 

and Gaṅdharvas 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 sw stika posture is not assing to any of the deities in the shrines, it is 

also not given to the female       , even those Yak as who are depicted in the 

neiches or in shrines  are not displayed in this pose.  

Here, it is notable that Gaṅdharvas and Vidy dharas are always depicted musician 

and attendant of gods but Yak as were not only the attendents of   rthaṅkars these 

were themselves object of worship in Jaina temples. Gaṅdhravas and Vidy dharas 

are mostly depicted in          pose but Yak as are depicted in Lalit sasna while 

these are placed to worship in shrines or displaed in niches. This particular pose is 

assing to the        and            , Gaṅdharvas only while these are depicted 

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

As I mentioned above that in some other cases        are found in the similar 

pose of      s and Vidy        that is called L          (see figure  and ). This is 

also called a posture of royal ease. A figure of   ar abh ti and M taṅga is found 

in this pose. But here, it is noticeable that none of these are depicted in ease pose 

or P    sana; those are reserved only for       ṅkaras.  

Female deities have also been found in           ,   o        Yak as and Yaki   , 

in the temple. Among the male deities, apart from Yak as, only Ga e a, have been 

described to erect in       sana in Jaina temples. One more thing can be noticed 

here that all the Yak as and Gaṇdharvas are given only seated postures. The 

standing posture as K yotsarga is not assigned to them. It was possibly done to 

confirm their position as lower being in the temple.  
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Figure 29: M tan a  a sas in Boon  ivin  Po st re in Mahavira Tem le O  

Kumbhariya. 

 

 

Figure 30: Svarnabh t  in lalti sana  ost re in   ntin tha tem le o  K mbhar y , 

AIIS,029869 
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4.1.2.       :  

In most of the depictions Y   as are shown with two hands and they have 

attributes in both hands and Hasta mudr s are not represented to them.  In (figure 

1) S   ṇ b u i is having one fruit in right and a m sala (or a aṅ uśa?) in the left 

hand. But among all these depictions in temples, only M taṅga is depicted in 

Varada Mu    (boon giving posture). In this pose, palm of left hand, with the 

figures pointing downwards is exposed to the observer, as fully opened and 

em ty.”
102

  

According to       ṇḍana, “ ṣabha’s     a, Gomukha is of golden hue and is 

elephant faced. He holds one hand in Varada Mu    and in other hands; he holds 

ak      ,   śa, and b     raka.”
103

 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        but usually used in the depictions of Yak iṇ s. 

According to       ṇḍana, Gomukha is of goldan hue. He holds one hand in 

Varada Mudr  and in other hands holds a fruit.   Ambik ,  a r , Vajra  ṅ hal  

and Mah  al , all are depicted in this  u    from Mah vir  temple of Osian, 

Vimalavas h  and   nt n tha temple of K mbhar y .   

5.Ornamentation and attributes of        , Gaṅdharvas and      dharas:    

      ṇḍ   provides a descriptions of many Y      and Y   iṇ s and there 

attributes. According to       ṇḍ   , “M taṅga rides an elephant. In his right 

hand he holds Nakulaand a B     raka in his le t han .”
104

  B     raka (citron) is 

a kind of fruit, and it is the symbol of life energy. Fruits are commonly used by 

Y      and Y   iṇ s in their depictions, which defend them as a fertility spirit and 

holders of cosmological power. According to the Dictionary of Symbols fruits are 
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symbol o  ori in. “The centre o   r it is the see   hich re resents the ori in. It is 

a symbol o  earthly  esires.”
105

        and      s equally share their status as 

 ertility s rit an  this is  e icte  thro  h  r its in their han s. In   ntin tha 

temple, Svr ṇbhuti image is depicted on the ceiling carrying a fruit, a goad, a 

noose an  a  r it in han  an  ri in  an ele hant”
106

  as referred by Moorti Nandan 

Prasad in his work Element of Jaina Iconography. 

Gaṅdharvas and             are displayed with as the flute, drum and other 

attributes in their hands which indicate their role as musican in the temple and the 

Gaṅdharvas are also displayed as the Garland bearer, chaouri beares in some 

 i  res. B t  e  on’t  in  any  e iction o  Gaṅdhrvas and             which 

re resents them as a  rotector or “the  eo le o  military class.”
107

  

6.       and Apsa  s:   

A b    also depicted with a branch of mango fruit which is clearly a symbol of 

fertility and prosperity. Since the days of Pur ṇas, the  m (Mango) tree has been 

portrayed alongwith various gods, goddesses and spirits. It is said that, in    m 

V   a, Lakṣm , Goverdhana, Gaṅdharva an   ertility  o s resi e.” 
108

 “Man o 

leaves are widely used in marriage ceremonies are these are termed as K ma and 

 ertility  o .”
109

 The goddess is displayed with Mango branch as attribute in her 

hands. For example, in Khajuraho sculpture depicting standing Ambi  , “t o 

armed is available at P r avan tha temple assignable to c.10
th

 -11
th

 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 

to ar s the  o  ess.”
110
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Figure 31: Ambik   eate  in  alit sana in the samtala Ceilin  o    navas hi 

Temple, AIIS, 030228 

A similar depiction of the goddess can be found in    avas h  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. Ambi   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.   

Pa m vat  is another       depicted in temples. According to       ṇḍ   , 

Pa m vat  of the colour of red hot iron, and astride a cock, she is four armed and 

holds padma,   ś , aṅ uś  and b         .”
111

 Pa m vat  always depicted with 

the snake hood over her head which is not described in  u    ṇḍ   . Pa m vat  

and K man ari both are displayed with serpent hood over their head. Pa m vat  

and K man ari depicted in Mah v ra temple.   

Here, it is worth to suggest that lotus is a symbol of Cosmology; it shows a power 

of creation and evolution. Similarly, B jap raka is also a symbol of fertility, it is a 

fruit and symbol of vegetation, p śa is symbol of good fortune. This description 
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shows that all the attributes given to these Yak as and     is are according to their 

role in society as giver and protectors of off-springs. The Yak as are also known 

as tree dwellers. In Tri   ṭ ś      u            e  in  that “    as are depicted 

with  aṭa tree as lak  ṇa”
112

. “The  aṭa or Banyan tree is considered as 

immortal,”
113

  it is the symbol of immortality in Hindu tradition. Yak as are also 

called immortal in R m yaṇa.  Ananda Coomaraswamy refers       ṇ  where 

two words are given together, Yak atva and Amartva “s irit-hood and 

immortality”, to ether as boon besto e  by  o  or  o s.’
114

  In Jainism and 

Hinduism groves are accepted as abode of     as and Gaṅdharvas. The term 

Caitya is used to denote the place of     as in Buddhism, Hinduism and Jainism 

and it appears from texts that term “  itya sometimes means no more than a 

sacre  tree, or a tree  ith an alter.”
115

 It is  iven in e ics that “s ch holy trees or 

caityas should not be injured in as much as they are the resort of Devas,     as 

and     asas etc.”
116

   

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 

an  river  o  ess  hich are  s ally re resente   ith the trees. “ ery o ten they 

hold with one hand, a branch of tree under which they stand, sometimes one leg is 

t ine  ro n  the stem o  the tree.”
117

 This explanation clarifies that trees were 

symbol of fertility and procreation and that is why these were connected to the 

Yak as. The depiction of child with     as, fruits (b     raka) in their hands, 

Ak       in their neck and tree such as V ṭa V k a, mango around them does 

signify their role as fertility sprit. The serpent and Cakra (with Pa m vat  and 

Cakre var   are symbols o   rotection.  o  robably the attrib tes  iven to these 

    as are clearly evidence of their role and expansion of role in society from 

fertility spirit to totem deity and the protector.  
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In A         cch , we find a large list of Yak as, Yak  s and their attributes which 

can be summarize as follow: 

Yak   Attributes/        u          

Attributes/ 

       

 

 u    

1.Ca re  ar       , B          G   ḍa Ab    - u    Gomukha 
A        ,   ś , 

   u  ṅga/ bull 

Varada-

 u    

  2 Rohi   
  ṅkha, cakra/ seated on  

Iron throne 

Ab     u   , 

       u    
    -      

Ak       ,   ś , 

aṅ uś , ś    , 

   u  ṅga 

 

 

 3 Prajn a ti 
     ,         ,    śu, 

Utpala Kamal 
Abhaya, varada Trimukha 

   śu, 

ak       ,     , 

     , ś ṅkha 

 

 

4. jra  n hal

  

N     ś , ak a, Phala,/ 

haṁ         
        u       u      

N   ,   ś , 

vajra, aṅ uś   

seated on haṁsa 

 

 5. Nara att  Cakra, vajra, phala         u     u bu   
  o S    , 

           ḍa 

Varada- 

 u    

 

 6. Manovega Asni, cakra, ,         ś           u    Kusum 
 

G   , A  a 
 

 7.   li   

   ś  ,    ś , aṅ uś , 

    u  b ṇ , cakra/ seated 

on buffalo 

 

Ab      u   , 

        u    
     ṇḍ  G   ,   ś   

8. 

J  l m lin  

Ghaṇ  ,    ś  , Phala/ 

seated on bull 

 

        u    Vijaya   ś ,    śu, 
Abhya, 

Varada 

 9.Mah   l  

Ghaṇ   ,    ś  ,Phala/ 

seated on K     

 

        u   , 

 b      u    
Jaya 

     , A   , 

Phala 
Varad 

 10. M nav  
  ś , Phala,seated on śu    

 
        u    B       ś , Aṅ uś  Varada 

 11. a r  
  ś , Aṅ uś ,        black 

dear 
        u              śu  ,   ś  

Abhaya 

Varada 

 12.  n h r       ,      ,              Ku     
B ṇ ,     u  , 

Phala 
Varada 

13.Vir ṭ  

K  ḍ  , K      ,     u  , 

B ṇ  

 

        u    Sanmukha 
     , B ṇ , 

    u  , Phala 
Varada 

 14.Anatamti 

Dhanu  , b ṇ , phala, 

Haṁ       

 

        u    Kinnara 
B ṇ ,     u  , 

Aṅ uś ,   ś  
Varada 

 15.M nas  

   śu  ,   ś ,      , 

      , phala/ seated on 

Vyaghra 

 

                    
B ṇ ,     u  , 

Aṅ uś , Phala 
Varada 

1 .Mah M n

s  

B   , dhanu  ,      , 

     , G   ḍ  

 

 G   ḍa 
Aṅ uś ,       , 

  ś  
Varada 
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 17.Jaya 

     ,      ,   ś , aṅ uś ,  

śu    

 

        u    Gaṅdharva Padma, Phala, 
Varada, 

Abhaya 

 

18.Vijaya 

Vajra, cakra, phala,ugra 

sarpa 
 Yak as 

Vajra, 

Arimastak,  

    u   

varada 

19.A ar jita 
Khaḍga, khetaka, phala 

 
         u    Kubera Aṅ uś ,       Varada 

20.Bah r  a 
K  ḍ  , Khetaka? Seated 

on snake 
 Varuṇa 

Aṅ uś ,    ś , 

    u  , B ṇ , 

sarpa, Vajra 

 

21.Cam nḍ  

    , khaḍ  ,  u      ś , 

     ,      ,      , 

Ak         seated on 

monkey 

 

        u    Bh  u   

ś   ,      , 

     , K  ṭ   , 

      

Abhaya 

22.Ambi   

     ,         u   , a 

child on lap, Lion 

 

    ś    
    u  , 

B     ,Phala 
Varada 

23. 

Pa m vat  

  ś , aṅkusa, 

     ,Ku  u      (seated 

on cock) 

 

        u          ḍ  Phala Varada 

24.  i   yi   
 u     ,  b     u    

 
Ab      u    Gomedha b          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 A       are counter part of the Gaṅdharvas, unlike the          and        

“these are  e icte  slim an   ro ortionate  ith a slen er  aist an  a  er to be in 

the  rime o  their yo th.”
118

 In Tri   ṭ ś      u          , A       are described 

as nurses of Jinas. The sakaras appointed five Apasar s at the time of birth of 

Rṣ han tha. B t the Jina tem le  oesn’t  rovi e any  e icteion o  Apsar s as 

nurses of       ṅkaras.  These are the embo iment o  the “ hysical an  

 sycholo ical elements o  an e olesent  emale.”
119

  Rekha Rao in her work 

Apsaras in Hoysala Art, argues that these Apsar s were not the celestial beings 

rather “these are the  e iction o  the  ancin   irls o  the tem les beca se in the 

Hoysala period many womens were appointed as the dancers in the temples.
120

  

This view is slightly agreeable because A       although considered as the 

Gaṅdharva stries but Apsar s accured their own space in the temple art and these 

are used to butify the temple.  These are not depicted with the Gaṅdharvas in the 

Art. In most of the cases these are just depicted in the dancing postures usually in 

Tribhaṅga 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 

Apsar s can not be considered just as a representation of dancing women but they 

could be the representation of royal women as well.  

                                                                             
118

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

 Ibid., p. 21 
120

 Ibid. 
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Coclusion: In the brahmanical literature we find that Yak as, Gaṅdharvas, and 

           play identical role and these all beloged to the army class, these were 

the attendents of gods, Gaṅdharvas and Yak as were described as protectors and 

troops but the V           were described as fighter only. The Gaṅdharvas had 

musical skills and             could possess all kind of       .  In Jaina 

Literature all they were described similarly but the Yak as are described as 

messenger of       ṅkars 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  r vatsa. No variation comes into the 

meaning of  r vatsa 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  r vatsa. 

No variation comes into the meaning of  r vatsa 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  r vatsa 

and K rttimukha 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,    sti a and  r vatsa on the walls, niches and  i hara of the temple 

which were once used as ornaments of deities. 

The Jainism rejects the idea of supremacy of god and therefore the   sudevas. All 

the incarnations of  iṣ   are considered as kings and not as     s. They all are 

described as worshipers of       ṅkaras but possibly the flourishment of 

Vai ṇavism in that period forced the Jainism to assimilate the Vai ṇavism and 

       s and therefore incarnation of  iṣ   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  iṣ   in Jaina literature and 

Jaina art. In literature they are described as king and worshipers of       ṅkaras 

but in the temple they are depicted as Gods. It was possibly done because 
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Vai ṇavism 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        s are not mentioned in               u          .          

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 Ku        or 

to fulfil materialist desires. Although, it is true that female divinities are 

subordinated to the       ṅkaras 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 Vim nik  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    u     , the King of ¾ 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      ṅkaras which help us to trace the hierarchy between 

     ṅkaras and Hindu deity.  In Jaina temples K  ḍ   sana is given to the 

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

Depiction of their body was fixed according to their social role.          are 

depicted fat to indicate motherhood and       ṅkaras were depicted nude and 

young to show the detachment from the world.  

In the brahmanical literature we find that Yak as, Gaṅ       ,                

play identical role and these all beloged to the army class, these were the 

attendents of gods, Gaṅdharvas and Yak as were described as protector and troops 
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but the             were described as fighter only. The Gaṅdharvas had musical 

skills and             could possess all kind of       .  In Jaina Literature all 

they were described similarly but the Yak as are described as messenger of 

      ṅkars in the Jaina literature.  

In temple art we can see that the attbutes, ornamentation and bodily appaerence of 

Yak as, Yak   ,             and Gaṅdharvas and A       are displayed 

according to their role in the society.  Yak as and        are fertility spirit so these 

are depicted with some common attributes as         . These are Depicted nude 

and scarcly clothed and hold a fruit in hand. Their  u     also denote them as the 

dities who fulfill the worldly desires.  The        similar to the          find 

more space in the temples rather than the Yak as.             and Gaṅdharvas 

are even seems less important. The             and Gaṅdharavas 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. I   e see the 

A sar s, 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 

 e icte  as an atten ant o  T rthaṅ aras as they are  escribe  in the tem le art. In 

art they are  e icte  as  ancin   i  res as  ell as en a e  in royal activites. 

A sar s are  se  not only to bea ti y tem le b t also re resent the royal  omen 

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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