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Abstract

Srivilliputtiir is an important base of Visnuism in the deep south of
peninsular India. The area round is full of archaeological monuments
relating to Siva and the folk divinities of the Little Tradition, the

! The authors are obliged to Prof. Raju Kalidos (The Tamil University of Thanjavur)
and Dr. Deepak John Mathew (IIT: Indian Institute of Technology, Hyderabad) for
the expertise offered in the present final output of the article. The present article is the
outcome of several field-visits to the Antal-Vatapatrasayl Temple at Srivilliputtiir by
the authors. It may be of interest for like-minded scholars to know R.K. Parthiban
(Parthiban Rajukalidoss) is working on “Architectural and Intangible Cultural
Heritage: Significance of Antal-Vatapatra§ayl Temple, Srivilliputtﬁr” (doctoral
programme, IIT, Hyderabad). Rajarajan and Parthiban are associated with Prof. Raju
Kalidos (to begin with his independent work) on the following two self-financed
projects: 1) “Hymns for Cosmic Harmony”, 2) “Comprehensive Dictionary of
Visnuism” with reference to the ‘Nalayiram’. These projects are completed making up
a total of 4,500 pages.
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‘Cirukutiyor’. With the advent of Alvars in the 7"-9" centuries CE
(e.g. Nammalvar, Periyalvar, Antal and Maturakavi), the landscape
was thoroughly reset with temples of Visnu; Tiruttankal to the
Tamiraparani basin (Navatiruppatis) being the nodal zone. The present
article traces the Vaisnava phase of Srivilliputtiir based on literary and
epigraphical sources. The major concentration is on the massive
wooden vehicle of Antdl and Vatapatra$ayi, called tér. The structure
and iconography of the zér is the main theme for investigation
occasionally throwing light on the changing phase of religious culture
from the 7" to the 17" century. The chefs-d ceuvre from the tér are
examined in detail as they seem to include rare elements hitherto
unreported. The article is appended with a plan of the city to
understand the importance that the temple and the ter command
within the organization of the Himmelreich. The photographic
illustrations present an illuminating peep into the structure and
iconography of the temple-car. The present temple-car is a remodeling
of an old one that was demolished 100 years ago.

Keywords: Srivilliputtir, fér (temple-car), Nayaka, Alvars, Periyalvar
(Vittucittan), Antal, ‘Nalayiram’, epigraphy (ARE), wooden
monuments, iconography.

Ratham devamayam’ vipra sarvadevamayam tathd
Sarvayajiiamayam ...

“The car-temple’ is an embodiment of the gods, an embodiment of the
multitude of gods; An embodiment of all sacrifices...”

(Visnutattvasamhita cited in Smith & Venkatachari 1969: 296, cf.
Kalidos 1989: 17)

The temple-car is a significant monument of the Hindu temple in
south India, particularly Tamilnadu famous for its wooden plinth
decorated with a wide variety of sculptures bearing on Hindu

2 Mayam is an affix meaning “made of”, “consisting of”, “full of” (e.g. kanakamayam
“full of gold”, tejomayam “full of luster”); mayah denotes a demon, horse, camel,
mule (Apte 2012: 426, cf. Monier-Williams 2015: 789).

3 The title of the doctoral thesis of Raju Kalidos (1981, published 1989) was “Temple
Cars” that Professor Mario Bussagli, the external expert in his report designated “Car-
Temple”.
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iconography (Kalidos 1984: 153-73, fig. 1; 1988: 98-125, 1989: 397-
400; Rajarajan 1998: 329-48, 2006: 199-201, Kandan 1999). 4
Research on the temple cars of Tamilnadu is a deserving subject that
deems encouragement in these days when the centuries-old
monuments are withering due to the perishable nature of the material
employed, i.e., wood and the perfunctory temple administration. Many
of the priceless sculptures in the wood-carved cars had perished due to
sheer negligence. It is highly warranted at least the remaining vestiges
are properly documented.” The present authors have examined the
architectural vestiges in the temples of Srivilliputtiir.® Most of the
existing structures are of the Vijayanagara-Nayaka period (16"-18"
century).’ The present article throws light on the structure and
iconographical heritage of the Srivilliputtir tér (Sanskrit ratha) on
which subject the pioneer, Raju Kalidos (1981/1989) did his doctoral
thesis and published a number of articles in East and West, Acta
Orientalia, Journal of the Royal Asiatic Society (London 1988), and
Annali dell’ Universita di Napoli “L’Orientale” (AION).® We are

* Ragunath (2014) has illustrated a number of temple-car sculptures in the Natunatu
sector of the Tamil county. See also George Michell 1992: 29-52, Dallapiccola 1994:
11-24. These two micro studies follow the patterns set in Kalidos 1989: 397-400.
Michell and Dallapiccola visited several temple-cars in the Kaviri delta in the
company of Raju Kalidos at the time of commencing their work on “Chariots” (see
Kalidos 2006: 11, pl. VIIL.2).

5 Writing in 1981, Raju Kalidos (1989: 15-16) says the total existing temple-cars are
866. A group of twenty architects would have taken 433 years for construction and
the total cost 754-billion of Indian money. Today, it may be ten times higher than
what was estimated in 1980.

® The region round Srivilliputtdr is gorged with archaeological vestiges dating from
the Early Pandya period of which R.K.K. Rajarajan’s two articles on Mahisamardini
and the Matrkas are published in Religions of South Asia (UK 2015, 9.2, 164-85) and
AION (Naples 2015, 75, 101-118).

" The possibilities of Tirumalai Nayaka’s (c. 1623-59 CE) Palace at Srivilliputtir had
been explored by the State Department of Archaeology, Tamilnadu (nadu and natu
are interchangeable, the latter word according to the Tamil Lexicon) on which a
separate article is worked out by Parthiban.

8 For detailed history and variety of temple cars and chariots see Kalidos (1989:
chaps. I & II). In popular usage a sharp distinction between tér (temple-car) and ratha
(chariot) is understood in Tamil elite tradition. One with a solid wooden plinth rising
five to ten meters and temporary superstructure is called z&r and a permanent wooden
car from base to finial is ratha (Kalidos 1989: pls. 7-9, 11 & 12-13, 15-21). Most
scholars do not differentiate subtleties between the two. Chariot, ratha is not in the
sense they appear in the Vedas and Tamil Cankam works.



148 Parthiban Rajukalidoss & R.K.K. Rajarajan

informed the French scholars, Rita Reigner and L’Hernault were
interested in the subject (Kalidos 1988: 100).

The Venue

Sﬁvilliputtﬁr is a sacred center of Visnuism that is located in district
Virutunakar at the far end of peninsular India. Nearby is found
another venue, called [Tirut]Tankal (Kalidos 2006: I, pl. V.2,
Rajarajan 2012: 80, fig. 5) and away in the Deep South are the
Navatiruppatis on the Tamiraparani basin. Moving further south, the
Malanatu zone comes to picture of which Vanparicaram, Vattaru and
Anantapuram (Kalidos 2015: 312-18) are set in typical Malainatu-
Kerala atmosphere of temple culture. The popularization of Visnuism
in this zone and Malainatu was mainly due to the inspiration of
Nammalvar (Rajarajan 2013: 49), who had his base at Kurukiir/
Alvartirunakari, one among the Navatiruppartis.

Srivilliputtir is the Sanskritized name of Villiputtar (Nacciyar
Tirumoli 2.10) that appears redundantly in the hymns of Periyalvar
and his adopted daughter, Antal alias Kotai/Goda (c. 8"-9" century).’
The Great (Tamil Periya[var]) Alvar hailed from a family of
dedicated brahmana servants of the temple called véyar or
pattar/bhatta (Periyalvar-Tirumoli 4.10.10, 5.4.11, cf. Vijaya-
bhaskara-bhattar 2015: 5)."° The hagiography of the mystics is told in
the traditional register of Acaryas such as Guruparamparaprabhavam,
e.g. Arayirappati (for Periyalvar and Antal see pp. 37-50) that
profusely cites an early literature, the Divyasiricaritram (Sastri 1984:
106, 295, 636). Periyalvar was known as Putuvaiyar-kon (Figs. 21a-b)
or Pattarpiran-Vitticittan/ Bhattanatha-Visnusiddha (cf. Kalidos 2015:

° The hymnal compilations of their works are Periyalvar’s Tirumoli, and Tiruppavai
and Nacciyar Tirumoli perhaps codified by Natamuni in the 10™ century CE (Zvelebil
1974: 91).

' They are today known as ‘Veda-piran-bhattar’ and do kainkaryam, including
participation in the Veda-vinnappam and recital of itihdsa-puranas in the temple.
They claim their pedigree from Periyalvar and say they are dedicated in service of the
Lord for the past 225 generations. The living bhattar is G. Anantaramakrishnan and
his son, A. Sudarsan (Figs. 21-22). Interview with the Temple Priests by Parthiban.
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139), and Goda as Citikkotutta-nacciyar.'' The city was known by
allied place-names listed below:

Villiputtiir'? (Periyalvar-Tirumoli 1.1.12, 2.2.11, 2.5.10,2.6.10, 2.7.10,
42.11,4.7.11, 4.10.10)"; Nacciyar Tirumoli 6.11)

Villiputuvai (Nacciyar Tirumoli 10.10, 13.10)

Putuvai (Periyalvar-Tirumoli 1.3.10, 1.7.11, 1.8.11, 2.3.13, 2.4.10,
2.10.10, 3.1.11, 3.2.10, 3.4.10, 3.6.11, 3.7.11, 3.10.10, 4.1.10, 5.1.10,
5.3.10; Nacciyar Tirumoli 1.10, 3.10, 5.11, 7.10, 8.10, 12.10)

Tenputuvai (tfen “southern” Periyalvar-Tirumoli 1.2.21, 3.3.10, 3.9.11)

Tanputuvai, tap or kulir “cold or watery”'* (Periyalvar-Tirumoli
3.8.10,4.4.11)

Puttiir (Periyalvar-Tirumoli 3.5.11, 4.5.10)
Oliputtiir'® (oli/tejas “illuminating” Periyalvar-Tirumoli 1.4.10)

The above names suggest the place-name was basically Puttir,
Putuvai and Villi-putuvai. Later mythologies link the place with two
archers'®, villi who are supposed to have discovered the temple of
Vatapatrasayi'’ on the site (Etirajan 2006: 519 citing the Varaha

!'See Tiruppavai (v. 30) notes the name, ‘Pattarpiran-Kotai’; Nacciyar Tirumoli
(1.10) notes Putuvaiyarkon-Vittucittan-Kotai “king of Putuvai, Visnusiddha’s
(daughter) Goda”.

2 Villi (Tiruccantaviruttam 93, Tiruvaymoli 3.6.2) means “expert in archery”,
dhanurdhara; may denote Dasarathi-Rama, Arjuna, Kamadeva and Virabhadra (Tamil
Lexicon VI, 3709).

13 The sacred centers of Visnuism are called tiruppati (in ‘Nalayiram’) or divyadesa
(in Acarya commentaries, e.g. Nam Pillai and Periyavaccan Pillai 12™-13™ century
CE). They were the meeting places for the “northern” and “southern” factions (cf.
tenkalai vs. vatakalai Kalidos 1976: 159-60) of South Asian Visnuism; fen-natum
vata-natum tola ninra (Periyalvar-Tirumoli 4.9.11).

“ 1t was surrounded by fertile paddy fields, vilai-kalanip-Putuvai (Periyalvar-
Tirumoli 4.1.10).

'3 “Hamlet of the shining ant-hill” that is a hint at the origin of a temple on the site of
an ant-hill, a common trend in mythological narratives, e.g. Tirumala-Tirupati
(Ramesan 2009: 193).

' The two archers are likely to be metaphors for Nara-Narayana (i.e. Arjuna and
Krsna), alter ego par excellence in Hindu tradition (Williams 1983: pl. 206).

17 Vatapatrasayil is an iconographical device that shows baby-Krsna reclining on a
tiny leaf of the banyan tree; vata/al (Ficus bengalensis), patra “leaf”, sayt “recliner”
(Kalidos 1989: pl. 34). Cf. Periya Tirumoli (6.6.1) of Tirumankai Alvar: vata-maratti-
nilai-mél-palli-kitinan (Kalidos 2006: 1, 15).
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Purdana). In any case the temple for Vatapatrasay1l was earlier in point
of time and later the Antal shrine was added. This shift over seems to
have occurred during the Later Pandya period in the 12"-13™ century
(vide, epigraphical attestation below). The architecture and ongoing
rituals of the temple would confirm more importance was added to
Antal vis-a-vis Va‘gapatras’ﬁyilg; the Feminine Principle overtaking the
Masculine. This is exactly a Vaisnava parallel of the Saiva-Sakta
Minaksi-Sundares§vara temple at Maturai (Rajarajan & Jeyapriya
2013: Annexure IV). The common platforms for the meeting of
Vatapatra$ayl and Antal are the various mandapas in the Antal sector
and the temple-car oriented toward festivals, mahotsavas (Kalidos
1989: chap. 1X).

The venue, ksetra or divyadesa (Rajarajan 2012 & 2013) and
temple are closely intertwined in the organization of a city or village
(Kalidos ed. 1993-1994). The temple constitutes the central sector
from which the city expands as a flower (cf. Figs. 1-2), the streets
studded like petals on the four cardinal directions"; cf. a model of the
rayagopura carved in the wooden plinth of the temple-car (Fig. 6).
The temple-core plan of the city is true of the tempel-stadt, otherwise
Himmelreich of Srivilliputtir (Kalidos 1993-95), Tiruvarar and
Maturai (Rajarajan 1998: figs. 2-3). The focal points of the city are the
srivimana (the sacred temple) and the tiruttér/ratha (the sacred
temple-car). This is true of most temple-cities in Tamilnadu; the
singularly unique other example is Piiri in Odisa®. Ancient Tamil
literary works such as the Paripatal (-tirattu 7) and
Perumpanarruppatai (1. 373-411) eloquently point out this
phenomenon pertaining to Maturai and Kafici’s divyadesa-Vehka
(Rajarajan 2007: 41-44, Kalidos 2016). The Paripatal-tirattu says:

Mayon koppil malarnta tamaraip/ Pivotu puraiyudl ciriir piivin

Italakattanaiya teruvam italakat/ Tarumpokut tanaitté annal koyil

'8 The Vijayanagara emperors were patrons of the temple. Krsnadevaraya (1509-29
CE) is assigned the authorship of the Telugu-kavya, Amuktamdlyada telling the story
of Visnusiddha-Goda, i.e. Periyalvar-Antal (Sastri 1977: 412).

% In case of Tirupparankunram the city is to the south of the temple. The granite hill
accommodating rock-cut temples and structural mandapas is the nodal point
(Rajarajan 2015: 173-77, cf. Kalidos 2016a: 183-184), the Meru round which the
temple-car moves.

% This later place-name is called ‘Purusottamam’ in the Aravirappati (p. 116).
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Précis: “The city of Maturai is the lotus emanating from the umbilicus
of Visnu; the central zone of pollen-grains is reserved for the temple
of the Lord, the streets spreading out in all directions as petals”.

Cf. Nilnira uruvin Netiyon koppiil/ Nanmuka oruvar payanta palitalt
Tamaraip pokuttin kanvarattonri/ Cutuman onkiya netunakar

“The city encased within a rampart of burnt-bricks is on the likeness
of petals of the lotus emanating from the navel of Netiyon-Visnu on
which the four-faced Brahma is seated” (Perumpanarrupatai, 11. 402-
405).

The wvast street going round the temple was a hallmark of
identification in case of a city, which is noted in the Manimékalai
(21.120): kotittér vitiyum tévar kottamum “chariot moving street and
the temple of the God”.

The Venue and the Temple in Epigraphical Sources

The earliest account of the city-temple is based on literary sources,
and archaeological remnants (e.g. Miivaraivenran rock-cut temple) in
the region round within a radius of ten kilometers, datable since the
7"-8™ century CE (Rajarajan 2015b). Solid inscriptional evidences®'
are traceable since the later Cola period of Kuldttunga 11"-12"
century CE (ARE 1926: 551), later Pandya (Empire 11>, ARE 1906:
525, 1926, 523, 526, 527, 535, 538, 541, 542, 550)*, and
Vijayanagara-Nayaka rulers (16"-17" century CE) of Maturai (ARE
1926: 571, 573, 579, 582, 585, 586, 591)24. Some interesting facets of
the epigraphical sources are reflected hereunder (Parthiban 2015).

2! Most of the inscriptions (not less than 100) bearing on Srivilliputtir are
unpublished. We have cited the epigraphs numbered by the Epigraphical Survey of
India, obtained by R.K. Parthiban from the Office of the Chief Epigraphist, Mysore.

22 The Pandyas of Empire I are dated during c. 575-920 and Empire II during c. 1190-
1311 CE that coincides with the Islamic iconoclasts from the north (Sastri 1972,
Kalidos 1976: 305). The Sultan’s of Ma’bar held charge of Maturai for a brief spell of
75 years which was retrieved by Kumara Kampana in 1371 CE.

3 The Pandya kings (Empire 1I) appearing in inscriptional sources are Vira (ARE
1906: 525), Vikrama (ibid. 550), Kulasekhara (ibid. 526), Parakrama (ibid. 527),
Sundara (ibid. 541), and Ativirarama c. 1573 CE (ibid. 591).

# Vijayanagara-Nayaka donors are Sadasiva-rgya (ARE 1926: 579), Devarara-
maharaya (ibid. 571), Narasimha (ibid. 573), Rama-raya (ibid. 585), and the Nayakas
of Maturai (ibid. 582, 586, 591, 585).
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The venue in later Cola records was named Vikramacola-caturvedi-
mankalam in Rajaraja-Pandinatu falling within the jurisdiction of
Madhurantaka-valanatu in Malli-natu (ARE 1926: 551). Other
inscriptions name the place Tirumalli-natu (ibid. 532, 559) and Malli-
ndtu in Viravinota-caturvedi-mankalam (ibid. 558). It was a tiruppati
“sacred venue” (cf. Cilappatikaram 20.56, Ndacciyar Tirumoli 8.9,
Kanninunciruttampu 1, Tiruvaymoli 10.9.10) that could be the equal
of ksetra or sthala and divyadesa. The designation caturvedi-
mankalam is a clear pointer of the fact that the precinct falling within
the bounds of the agrahara (brahmanical settlement) was meant for
the residences of scholars’ proficient in the Caturvedas and that it was
a tax-free zone, brahmadeya or iraiyili-devadana (Sastri 1984: 578-
80, 536, 540).

The temple was known as Vataperunkdoyil “Vata[vrksa]patrasay1 (or
‘northern’?) Great Temple” (ARE 1926: 532, 550) and ‘Itarketutta-
perumﬁr_l-vinnakar’zs—Alvﬁr-kc')yil “temple of the Lord resides in the
unearthly temple to protect devotees from ifar/vigna (obstacle)” (ibid.
557).

The Lord was Vataperunkdyil-pallikontaruliya-paramasvami “the
Eternal Lord who is pleased to repose and bless from his abode at the
temple of Vatapatrasay?” (ARE 1926: 556), Vataperunkoyil-Alvan
“His Majesty of the Vatapatrasayl Temple” (ibid. 541) and Alakiya-
manavalan “Handsome Groom” (ibid. 541).

The Goddess in her chamber was known as Citikkotutta-nacciyar
“Mother who decorated herself with a garland and offered it to the
Lord” (ARE 1926: 535, 573, 576).

No detailed information relating to the foundation of the Vatapatrasay1
and Antal temples is traceable. However, an inscription of Sadasiva-
raya (1472 CE) provides endowments for the golden roof of the
temple that was called porkoyil “Golden Temple” (ARE 1926: 679).
The tiruk-kopuram “Sacred Gateway” was branded the peak of
Golden Meru, Axis mundi (ibid. 560). The kotimaram/dvajastambha
and tirut-ter (sacred temple-car) were the donations of
Tirufianacampanta-pillai (ibid. 559) % The nantavanam “flower

3 Vipnakar “celestial abode” is the place-name suffix of the several divyadesas; e.g.
Tiru-vinnakaram  (Oppiliyappankdyil),  Nantipura-vinnakaram,  Kaliccirama-
vinnakaram, Arimeya-vipnakaram, Vaikunta-vipnakaram (Nankar) in the Kaviri delta
and Paraméccura-vinnakaram in Kaficipuram.

% Cf. the names of donors listed in the Kayiloluku of Tiruvarankam/Srirangam and
[Tiruvalavayutaiyar]-Tiruppanimalai of the Maturai temple (Rajarajan 2006: 23-260).
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garden™’ and firumatil “sacred wall” of the temple are notified (ibid.

556, 561). Separate chapels for Ceénaimutaliyar/Visvaksena and
Periyalvar existed by about the Nayaka time (ibid. 533).

Most inscriptions pertain to the endowment of perpetual lamps, called
nlalontavilakku, pujas “daily services”, utsavas “festivals” by way of
land or sheep, feeding mendicant-brahmanas or those dedicated to
temple service, food offerings to the presiding gods and goddesses,
gift of precious jewels and so on.

Few literary expressions in the hymns of Periyalvar and Antal are
standardized in inscriptions; e.g. ‘Putuvaiyarkon-Vittucittan’ as
Putuvaiyarkon-Visnusiddha (ARE 1926: 575-78) and Antal
‘Cutikkotutta-nacciyar’ (ibid. 535, 573, 575-578).

It is evident from the above review of epigraphy the temples, today
called VatapatrasayT and Antal and the temple-car had got an indelible
place in the cultural matrix of the venue by about the Later Pandya
(Empire II) and Vijayanagara-Nayaka rulers of the Tamil country.

The Temple and Temple-Car

The Hindu temple and temple car are designed analogously in
architectural design. The Hindu temple basically consists of three
vertical members called plinth (i.e., upapitha and adhisthana), pada or
bhitti (accommodating kumbha and kosthapariijaras) and Sikhara
standing on prastara, including griva and kalasa. These members are
naively adjusted in designing the structure of the temple-car (cf.
Rajarajan 1998: figs. 4-5) and fitted with wheels for u/@ “procession”
(Fig. 3 as on 2014, for an earlier make-up in 1980 see Kalidos 1984:
fig. 19). The wooden plinth of the temple-car includes structural
members such as wupapitha, adhisthana, narasana, simhasana,
colonnade (Latin pera or pier) standing on térttattu, kotunkai, griva,

The name Nanappirakaca-pantdram is listed in the Tiruppanimalai. Most donors
listed in these traditional registers are of Vijayanagara-Nayaka lineage.

7 Within the present temple complex the nantavanam falls in between the Svami,
popularly ‘Emperuman’ in Tamil lore and Piratti-Antal shrines. It is supposed to be
venue where Periyalvar discovered the baby-Antal and brought up her brahmanical
tradition (see Nantavanam in Fig. 2). Cf. the parppanac-cittarkal “brahmanical boys”
playing a role in the dream-marriage of Kotai (Nacciyar Tirumoli (6.4).
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Sikhara and kalasa (Kalidos 1984: fig. 1).** The plinth in a temple-car
(Fig. 4) is an assembled mass of solid wooden frames outwardly
finished with three dimensional sculptures or relief work. Each
temple-car accommodates 200-300 sculptures in the massive plinth of
which statistics have been presented in Kalidos 1989 (cf. Rajarajan
1998: fig. 1, 2006: 200, fig). The dismantled temple-car of the
Rajendracoli§varam at Periyakulam included not less than 300
woodgl sculptures (Kalidos 1989: 400) as listed in the following
chart:

Structural part | number of images | yalis horse-riders total
Upapitha 72 16 4 92
Adhisthana 40 56 -nil- 96
Narasana 82 36 -nil- 118
Total 194 108 4 306

R.K.K. Rajarajan (1998 & 2006) had ascertained the Kital Alakar and
Mannarkuti temple-cars as early as 1998 consisted of 164 and 212
sustainable images. He adds some sculptures were found lost
(Rajarajan 1998, 2006). The Srivilliputtiir temple-car is one of the
tallest in India (the solid plinth alone measure 7-8 meters (Fig. 4) and
the total height +30 meters (Figs. 3-4). The carved wooden plinth
accommodates not less than 300 icons.

The present temple-car is said to have been created some 100
years ago on the model of a Nayaka tér that was dismantled; cf. image
of Tirumalai Nayaka in the old zér (Rajarajan 2010: pl. CP XVI-1).
The sculptures from the old ter were assembled in the agramandapa
of the Vatapatrasayi temple (ibidem 97-103, figs. CPXVI-XVII). A
comparative study of the images in the present zér and the old one is

% These architectural components are ingeniously accommodated to suit the structural
make-up of the mobile-temple (cf. Kalidos 1989: figs. 2-3). The temple is acala
(iyanka “immovable”, sthavara) and the temple-car is basically cala (iyarnkum
“movable”, jangama), and by function caldacala (iyarnkum-nilaittér “movable-
immovable temple”). Stone chariots or temples, e.g. Mélaikkatampur (Kalidos 1984:
162, fig. 14; Lorenzetti 2008: fig. 3) are known as iyanka-nilaittér “stationary
immobile car”. It is because the temple-car remains immovable all through the year
and operated only on occasions of rathotsava (car festival).

¥ The old temple-car documented in Kalidos (1989) is dismantled and a new one
added. The sculptures of the withered car are heaped in a corner of the temple (cf.
Parthiban 2013).
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warranted to bring out the changing cultural scenario. Parthiban has
thoroughly documented these images that may be reported separately.

The chefs-d’ceuvre from the iconographic point of view is
discussed hereunder. Though a chariot for Visnu, the images belong to
all categories of divinities that include Siva, Devi and gods of the folk
tradition. It is practically impossible to illustrate all the images in a
succinct article. We present an overview’® of consolidated list and
then proceed with the examination of few select icons.

Visnu: Adimiirti, Sesas’ﬁyi, Nrsimha (in different modes: Hiranya-
yuddham, Hiranya-vadham, Laksmi-Nrsimha, Astamukhaganda-
bherunda-Nrsimha), Trivikrama, Mohini in several modes, Rama
breaking the dhanus, Rama seated on the shoulder of Hanumat,
Garuda-Narayana, Dancing Krsna, Kaliyamardana, Gopivastrapa-
harana, Venugopila shielded by the five-hooded Sesa, Krsna with
RukminT and Satyabhama, Churning the Ocean of Milk and so on.

Siva: Vrsabhavahana (different modes: stated on the bull or standing
and with or without Devi), Virabhadra as Aghoramiirti, Natar3ja,
Ardhanari$§vara, Harihara (Visnu-Siva union merged; cf. Rajarajan
2012: fig. 9), Kannappa-nayanar and so on.

Devi: An important form exclusive of temple-car iconography is Bhi
with Ananta and Kirma appearing at the base of the wooden plinth
bearing the weight (Kalidos 1989: pl. 27), suggesting the cosmic
symbolism of the temple-car; Sarasvati seated on hamsa “swan”.

Ganapati: Sthanaka-, Sakti-
Folk divinities: Kali, Cankili-Karuppu

Decorative motifs: Horse-riders, yalis (Fig. 17), couchant lions,
surasundaris, instrument players, lady in toilet (Fig. 19) and so on.

Erotic motifs: A number of erotic sculptures appear in between the
lines (Fig. 20).

The prospective images are taken up for further examination in the
following account. These forms seem to be rooted in Tamil thought as
adumbrated by the Alvars, particularly Periyalvar and Antal or the

* The temple-car documented in 1980 by Raju Kalidos and ten years later by the
same author with Gerd J.R. Mevissen (1990s) seems to be altered when we examined
the monument during 2014-2015. Some sculptures are missing today. Few fallen
images had been refitted with new icons.
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canonic mandate stipulated in the @dgamas and silpasastras in addition
to incorporating folk idioms.

Sesasay1

The Lord is reclining on the couch provided by a five-hooded snake
(pampumettai Periyalvar-Tirumoli 5.1.7, Kalidos 1989: pl. 33). The
snake itself is rested on a bhadrapitha. A thoroughly decorated figure
(Fig. 7), fitted with sakalabharanas; the head is decked with a
kiritamakuta, supported by the twisted right-hand. The left-hand is
laid up on the body that extends up to the knee. A stalk emanating
from the umbilicus blossoms into a lotus in which the four-faced
Brahma is seated. The legs are massaged by Sridevi and Bhiidevi.
Garudapurusa appears near the Lord’s shoulder with hands held in
anjalibandha, cf. the early Gupta image in Udayagiri-Vidisa (Parimoo
1983: fig. 9). This is a rare element that is a pointer of his intimacy
with the Lord having been placed so close to his siras “head”. Above
the panel appear a kirtimukha-fitted prabhavali and two vidyadharas
floating in the air holding garlands in hands. North Indian images
associate a cavalcade of divinities with SesasayT (Parimoo 1983: figs.
26-8, 12, 14-16, 18-20, 22-24; missing in Settar 1991: pls. 132-133a-
¢). In addition to the Sanskritic lore (Desai 1973: 24-30, Parimoo
1983), the Tamil Periyatirumatal of Tirumankai Alvar provides a
graphic description of the Lord (Kalidos 2006: I 15-16).

SesasayT is a coveted theme in early medieval art (c. 550-850),
especially when the Lord appears in the garbhagrha of the rock-cut
temples at Tiruttankal, Tirumeyyam, Cinkavaram, Maliyatippatti and
Namakkal (Kalidos 2006: 1, pls. I-III, V.2). The astanga-vimanas of
Paramécura-vinnakaram in Kafici and the Kutal Alakar temple at
Maturai accommodate the sthanaka, dsana and sayana Miirtis in the
three vertical chambers of this unique temple-type, missing in other
parts of South India.’' Tiruttankal and Tirumeyyam are divyadesas
extolled in the hymns of the Alvars. The Tamil mystics perceive the
nidrd is deceitful, kalla-nittirai (Periyalvar-Tirumoli 5.1.7) and that it
symbolizes yoga, yokanittirai (Tiruvaymoli 2.6.5). Nammalvar is

3! Basically a Buddhist idea, this seems to have been adapted to the format of a Hindu
temple; e.g. the dilapidated Temple no. 45 in the SafichT hill was meant for the seated,
standing and parinirvana (reclining) aspects of the Buddha (Mitra 1978: pl. VIII).
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inquisitive and poses the question: “Lord, Thou were sleeping all
these days, how long will you pretend to sleep” (Tiruvaymoli 9.2.3):

Kitantanal kitantay ettanai kalam kitatti?

This question is apt in application to several hundreds of reclining
Martis in South and Southeast Asian art.

Adimirti

A canonical form, an aesthetically appealing image of the type may be
found in Cave III Badami (Kalidos 1996: I, pl. XXXVIIL.2; cf.
Kumaran 2015: 50, figs. 1-3). The Lord appears in the garbhagrha of
the west-facing chamber of the Tirupparankunram north group of
caves (Rajarajan 2015: 173-77, 182). In the wooden image under
study (Fig. 8), Adimiirti is seated on a bhadrapitha. The five hoods of
Sesa appear behind the Lord’s head (cf. Kalidos 1989: pl. 33). The
image is in mahardjalilasana with the front right hand rested on the
erect knee of the right-leg. He holds the sankha and cakra in
parahastas. Sridevi and Bhiidevi are seated to the right and left.

Three dwarfish divinities that appear below the pedestal are of
considerable importance. The divinity with hands folded in
afjalibandha is likely to be Garuda. Of the remaining two one stands
and holds the right hand near the Lord’s suspended leg. She is fitted
with a karandamakuta. This icon may be identified with Antal.¥ The
seated male figure is likely to be Periyalvar. If our conjecture is right,
this is a rare image on the subject. Which inducts the Alvars into the
realm of iconography. Images of Antal have been reported in the
vimana of the Vira-Narayana Perumal temple at Kattumannarkuti
(Kalidos 2012: fig. 17), the birth place of Natamuni, and the gopura of
the divyadesa-Nantipura-vinnakaram. 3 These are very rare icons
unreported in scholarly studies, and also due to the reason that
Nappinnai and Antal came to be equated with St and Bhii in Tamil
tradition.

32 Raju Kalidos (2012: figs. 1-3) has reported an image of Garuda-Visnu from the
grivakostha of the Kallarpiran temple at Vaikuntam in which the Lord is united with
three Devis that are identified with $ri, Bhii and Nappinnai.

3 Stucco images of the Nayaka tradition, the twelve Alvars are found in a row in the
latter temple. The images are unreported.
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Nrsimha

A sthanaka image portrays the yuddham with Hiranya (Fig. 9), the
face of Nrsimha is terrific with the mouth agape, eyes bulging and the
teeth protruding. Multi-armed, he lifts Hiranya one hand holding the
ankle, one the hip and the other the neck. Hiranya is equally dynamic
and lifts a sword in the right-hand to strike the Man-Lion. He is a
dwarf when compared with the majestic Nrsimha (cf. Tiruppavai 23,
cited in Kalidos 1999: 171). Garuda is present near the foot of the
Lord to the right. It is a rare element because Garuda’s presence in
Hiranya episode has no mythological or canonical justification
(Kalidos 1999: 168-82). Another dwarfish figure, Prahlada is present
on the other side.

Another image illustrates Hiranya vadham (Fig. 10). Nrsimha is
aghast, the triangular face with the mouth agape. He is seated on a
bhadrasana with Hiranya laid upon his thighs. Hiranya is in pretasana
mode and inactive. The Lord’s pirvahastas tear open the demon’s
bowels. One hand tightly holds the demon’s leg. Two of the upper
hands hold the pulled out entrails. Four of the hands seem to hold the
Sankha, cakra, khadga and khetaka. Prahlada is present below the
pedestal. According to mythology Nrsirhha is not supposed to carry
any weapon.

A miniature carving appearing below the vadham scene
illustrates Laksmi-Nrsimha that relates to the pacification of the
Ugramirti when the terrorist pest is wiped out. Divinities of the Indian
pantheon acquire wrathful forms to annihilate evil-mongers and when
the destined job is complete they return to normalcy that is the
original ethos. When sattva (manifest destiny) emerges victorious,
rajasa (egoism) and tamasa (samhara ‘“destruction”, vinasaya ca
duskrtam) automatically vanish. Therefore, the Nrsimha theme in
Indian art is a narrative panel that includes several sub-variables
beginning with the emergence of Nrsimha from a pillar to Laksmi- or
Yoga-Nrsimha (cf. Kalidos 1999: pl. 1, 2006: I, pl. XLVIIL.1; Desai
1973: fig. 68; Settar fig. 20; Kalidos 1989: pl 54, 1999: pl. VI). The
Upanisadic dictum is “Peace for the Milky Way” whether it is
Pathankot, Paris or New York: Om santih santih santih.
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Astamukhagandabherunda-Nrsimha

A very rare theme in Indian iconography, a similar image was
discovered in the Ganapati tér of the Tirukkame$vara temple at
Villiyaniir (Kalidos 1989: pl. 77, Ragunath 2014: pl. 112) and
subsequently on gopura of the Srirangam temple and painting in its
Nrsirhha chapel (Rajarajan 2006: pls. 74, 118). The image under study
is already reported (Rajarajan 1993: fig. ii). The ideological disputes
among the Saivas and Vaisnavas during the high Cola period
contrived a counter to Nrsirhha. He was Sarabhamiirti, combining the
features of a man, animal-simha and bird-sarabhah (cf. Kalidos ed.
1997: 61-88, figs. 5-6, 8); the earliest images are reported from the
Cola temples at Tukkacci, Taracuram (Sita-Narasimhan 2006: pl. 41)
and Tiripuvanam, the last enshrined in a separate chapel. An opposite
of Sarabhamiirti was discovered by the Vaisnavas that was
Astamukhagandabherunda-Nrsimha with eight faces, combining the
features of narah, simha and gandabherundah. Sarabha eats a lion
(i.e. Nrsimha) and the Gandabherundah’s snack included the
sarabhah (cf. Rajarajan 2015: 8-15, fig. 1).

The image under study is an astamukha “eight-faced”
Nrsimha. ** The eight mukhas are supposed to be those of
mahagandabherundah (a fabulous mythical bird), simha or damstri
“lion”, vyagra or nakhara “tiger”, asva or sapti “horse”, kroda or
kolam “boar”, Sakhamukha or marutam “monkey”, khagarat or
vajrasamanatunda “kite” and bhallukah or rksam “bear” (Rajarajan
1993: 177, citing the Sritattvanidhi 2. 60 based on the Mantrasara of
the Atharvanarahasya). The eight faces, arranged in the horizontal
row, could be observed in the cited image. The Lord is seated on a
bhadrasana in sukhasana. His suspended leg tramples sarabha that is
found below the pedestal. It may be casually observed here the Alvars
do not talk of sectarian iconic subjects such as the eight-faced
Nrsimha but make a note of mythical animals and aquatic creatures
such as [ylali (Tiruvantati 111, 71, Nanmukan Tiruvantati 47) and
makara[m]| (Nanmukan Tiruvantati 64, Tiruvaymoli 7.7.6). This is to

¥ We are not illustrating images in the present article that are already published. The
image under notes was discovered by Gerd J.R. Mevissen in the 1990s when he
visited the temple along with Raju Kalidos. Later Vidya Dehejia, Raju Kalidos and
Rajarajan visited the temple to observe this unique icon.
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confirm the sectarian form under note is a product of the later Cdla
period.

Trivikrama

A coveted theme in Indian art, perhaps the most vibrant picture of the
striding Lord may be found in Badam1 Cave III (Kalidos 2000: I, pl.
XLI. 1). The wooden image under study finds the Lord lifting the
right leg up to the forehead (Srivilliputtiir image illustrated in Kalidos
1983: fig. 3). Four-armed, the front right hand is gracefully extended
parallel to the lifted foot. The front left hand is in @#ruhasta. Two other
hands seem to hold the Sankha and cakra. The upper part of the
illustration is illegible and seems to portray flying vidyadharas.
Mahabali is seated near the Lord’s foot to the right. His wife is found
on the other side. Antal’s hymn on the striding Lord (Tiruppavai 3) is
recited in auspicious domestic rituals of ardent Vaisnava families that
promise peace and plenty for the cosmic multitude. To quote:

Ornkiyulakalanta uttaman pérpati ... Tinkinrinatellamtinkal mummari
peytu... Ninkdta celvam niraitelorempavay

“Praise the Lord who has lifted the leg (to measure the worlds) ... The
rains shall shower thrice a month without fail in the fields of the
country around ... Dear girls! Enjoy the munificence of the Lord who
offers all the riches.”

This hymn is a pointer of the symbolism of the striding Lord who
assures unfailing rains and all the riches that the devotee solicits.
Agamic sources pinpoint three different postures of the lifted leg, i) up
to knee, ii) up to hip and iii) up to the shoulder and above, i.e. ardhva
(Rao 1999: 1, 164; for illustrations see Kalidos 1983: figs. 1-3, 5-6).

Rsyasrnga

Rsyasrnga was a celibate rsi who was attracted from his forest-abode
to conduct a Vedic sacrifice when Dasaratha wanted to beget children
and propagate the Sturyavams$a (Ramayana, Balakanda, Cantos 11-
15). The rsi was the son of sage Vibhandaka of the lineage of Kasyapa
born to a doe (Dowson 1998: 268-69 citing the Ramayana and the
Mahabharata, Mani 1996: 652-53) and had a small horn on his
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forehead. In the arts Rsyasrnga is endowed with the head of a deer and
called Kalaikkottumunivan in Tamil ([ramavataram, Palakantam, 5.
Tiruavatarappatalam). The Ramdayana of Valimiki and Kampan do
not present iconographic details of the rsi. He had “sprung from the
loins of Vibhandaka”, dvijasrestha “best among the twice-born” and
was “resplendent as fire” (Valmiki-Ramayana, ‘Balakanda’ Sarga 10:
23, Sarga 11: 13-21).%

The illustration in the Srivilliputtir tér finds a dwarf buck-
headed rsi, and a man and woman in embrace. He is perhaps dallying
in his forest abode in the company of amorous couples. Later, he was
invited to Ayodhya to conduct a putrakamesti-yajiia that may endow
Dagaratha with male progeny. The deer-headed rsi is a popular idiom
in the Ramayana art of Tamilnadu. Nayaka paintings on the theme (cf.
Fig. 11) have been spotted in the Saundararaja Perumal temple at
divyadesa-Maliruficolai/Alakarkoyil (Rajarajan 2012: 70-75) and
Brhadambal temple at Tirukokaranam, early medieval rock-cut temple
expanding into a macro-complex by about the Nayaka time (Rajarajan
2006: 57-59).%

Rama seated on Hanumat’s shoulder

Dasarathi-Rama is seated in pralambapdada mode on the shoulder of
Hanumat (Fig. 12). It is likely to portray one of the events related to
the Yuddhakandam of the Ramayana. Another person is found to the
left with hands folded in afjjalibandha who is likely to be Bhibhisana.
Such types of narrative sculptures are common in tér (cf. Kalidos
1991: fig. 3). Hanumat is presented in pratyalidha, the archer’s
attitude. Dasarathi-Rama and vanara-Hanumat is a good example of
Emperuman-Atiyar ‘“Master-Slave” ethos in Tamil tradition.
Emperuman and Atiyar/dasa (Rg Vedic “original tribes” [cf. kiili of

% Raju Kalidos (1989: 349-50) has reported five images of the stag-headed rsi from
the temple-cars at Kallitaikkuricci, Vatuvir, Tiruvellarai, Tirumokar and
Kanniyakumari; Mokiir and Vellarai are divyadesas. The total of the Ramayana
images in the catalogue (Annexure V) of the cited book includes 210 from the Bala to
Yuddha-kandas.

36 The Ramdyana paintings of the Tirukokaranam Temple were the subject for R K K.
Rajarajan’s post-doctoral research in the Free University of Berlin under the
Alexander von Humboldt Stifiung.
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colonial India], variants Pakavar/Bhagavata, Pattar/bhakta) are
profusely cited in the Alvars’ hymns.”’

In Tamil tradition, the Atiyar, Sri, Bhi, Nappinnai and Antal
are on the same place (infra. Rukmini-Satyabhama below). Therefore,
Srivaisnavism is only a superfluous ideology adumbrated by the
Acarayas during the post-Alvar saga of Visnuism in Tamilnadu that
was a time of troubles for the Vaisnavas; e.g. Ramanujacarya vs.
Krmikanthacola. In this drama, an egalitarian researcher in Indian
religious tradition could find Kirattalvan, a zealot Vaispava if
Krmikantha was a fanatic.

Krsna with Devis

Krsna appearing with his beloved mistresses, Rukmini and
Satyabhama is known as Rajagopala.” Rarely the three make their
presence felt in the traditional art of Tamilnadu. They appear in the
temple-car due to the reason there are several Krsna temples in the
region round the Srivilliputtiir city; e.g. one near the Tahsildar office,
one on the Maturai road and few in the villages around (Venkatesan
2010). The presence of Rukmini and Satyabhama with Krsna is
deemed essential in the Dhyanamuktavali sloka 6. 51, cited in
Caturvimsatimitilaksanam (pp. 38-39):

Satyabhamamratnacelamtrinatamabhinavam barhibarhavaciidam
Bhama rukminyadhisam viharanarasikam sravane rohinijam/
Yastim panavavame dadhatamitaradoh kiirpare satyabhama
Malambaydsinamide grathikacabharam Krsna madyantaramyam//

“He who is black, wears red garments, stands in tribhanga, wears the
plumage of the peacock (cf. Periyalvar-Tirumoli 3.4.1-10%) on his
tiara and is present as Lord of Rukmini and Satyabhama in their
middle, holds a danda in a hand and has the left elbow rested on the
shoulder of Satyabhama is the Lord Krsna”.

7 See for example; ‘Atiyar’: Tirumalai 42, Nacciyar Tirumoli 8.10, Tiruvaymoli
9.8.7; ‘Pakavar’: Tiruvaymoli 4.4.9, 5.2.9; ‘Pattar’: Pallantu 4, Nanmukan Tiruvantati
55, Tiruvaymoli 7.9.3.

3 The presiding God of the Mannarkuti temple in the Kaviri delta is Rajagopalasvami
(Rajarajan 2006: 64-66, 199-201), which temple is endowed with two temple-cars.
The figure illustrated in Rajarajan (2006: pl. 140) is a goratha (see note 7 above).
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* This tirumoli deals with the march-past or parade of Krsna and his
cowboy-mates at the evening twilight in the streets of Aypati/Gokula
decorated with plumages of peacocks and carrying Palmyra-leaf
umbrellas to enthuse the damsels of Gokula (cf. Randhawa 1982: pl.
24).

It is also added Rukmini holds a bunch of flowers (infra. kalpaka?) in
her hand, and is decorated with gem-fitted sakalabharanas. She is
called the daughter of Bhisma, Bhismakasya sutayd. The same text
(sloka 9. 52) adds Rukmini is to the right, and Satyabhe"lme"l39 and
Garuda to the left (cf. Cilappatikaram, 17 ‘Aycciyarkuravai’,
Etuttukkattu).

Periyalvar refers to the mythologies of Rukmint and
Satyabhama. Rukmini is said to have eloped with Krsna unwilling to
marry Sisupala (TM 3.9.3, 4.3.1). Uruppini is the Tamilized form of
Rukmini. Satyabhama wanted to possess the Kalpaka-vrksa in the
Indra-loka that was accomplished by Krsna’s tour de force (TM
1.10.9, PTM 4.6.8). Satyabhama’s name is not specified. She is called
katali “sweet-heart” for whom the karpakak-kavu® was transported
from the Intiran-k@vu; kavu meaning “garden” or “forest”"', lost in
Tamil usage but active in Malaiyalam, e.g. Ariyan-kavu on the way to
Sabarimala.

¥ Mythological equitation would place Rukmini and Satyabhima on a par with
Sridevi and Bhiidevi. Sitd is considered the daughter of Bhiidevi. Later Nappinnai
ushers in Tamil lore, and at once stage Antal comes to the picture, followed by
Mirabal of Rajasthan (Santhana-Lakshmi-Parthiban 2015). Antal and Periyalvar
would say the consorts of Krsna are countless; patinaramayiravar-Tévimar “the
Devis are 16,000 (NT 7.9), pallayiram-perun-Tevimar “the chief queens are in
several thousands (concubines left out)” (TM 4.1.6). The folk saying in Tamil is:
attumanala epninalum Arjunan pontattiya enna mutiyatu “even the sands on seashore
are counted; the number of the wives of Arjuna is difficult to calculate”. Arjuna
(Nara) was the sisya of guru-Krsna (Narayana). As is the teacher so is the student.

40 She followed Krsna is an expedition to dislodge Narakasura. The asura was the son
of Bhiidevi who got the boon that he should be killed only by his own mother. For a
rare sculptural illustration from the Sarngapanisvami-Kumbhakonam temple-car see
Kalidos (1989: pl. 46). For Narakan/Narakaura see Tiruviruttam 78, Periyalvar-
Tirumoli 1.6.4.

! The Tamil Lexicon fails to give the meanings “forest or garden”. Kavu is “sacrifice
to inferior deities” (Tamil Lexicon 11, 905, cf. Peruficollakarati V1, 90). Kavutal is the
elite form of folk kavati meaning “to carry on the shoulder as a palanquin” or “a pole
with a weight at each end” and “to bear or sustain anything heavy on arms or the
head” (ibidem).
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The image under study partly conforms to the enumeration of
Dhyanamuktavali. Krsna is in the center, resting his left hand on a
danda. Rukmini and Satyabhama are to the right and left. Rukmini
seems to hold a bunch of flowers in her left hand.* Up above appear
two vidyadharas and kirtimukha fitted prabhavali. The love-bound
bhakti modes of Rukmint and Satyabhama are analogies for the two
polarities of prapatti in which the devotee prostrates or commands the
Lord come to his presence that the Acaryas epitomized in the
philosophies of markata-nydya and marjara-nyaya in which Visnu is
cartooned a monkey or cat.

The presiding God, Krsna of the divyadesa-Kavalampati in the
Kaviri delta is accompanied by his consorts Rukmint and Satyabhama
(Parthiban & Rajarajan 2016: 243). In Tamil tradition these two
goddesses are united with Krsna in divyadesa-Aypati (Gokula) and
Rukmini alone in Dvaraka. It is a matter for speculation why Radha or
Mirabaii are not associated with Krsna in any of the divyadesas. It
might suggest Radha and Mirabai did not acquire cult value that the
Tamils attached to Nappinnai (Srinivasan 1972: 51, Kalidos 2012: fig.
5) and Antal (Kalidos 2012: figs. 1-3).

Mohini

An aftermath to Ksirabdhimanthana (Kalidos 1986: figs. 1-2) is the
incarnation of Mohint (Fig. 13), one among the twenty-six
amsavataras of Visnu. The gods and demons were in a wrangle to
share the amrta “ambrosia” obtained from the Ocean of Milk,
Ksirabdhi. Since the participants in the churning process were the
asuras and devas, both had legitimate shares. The demons were
already powerful by virtue of their brute strength that they deployed in
the giant’s way. Therefore, Visnu-Mohin1 came as a mediator to
distribute the nectar. According to another myth, Mohint was destined
to follow Bhiksatana to the Darukavana to beguile the rsis (cf. Kalidos
1986: 184-86, figs. 4-9, 11).

“2 This is because even though the kalpaka-vrksa was obtained as a prize for
Satyabhama all the flowers on their own flew to the house of Rukmini because she
was a meek personality following prapatti that the later Acaryas propagated.
Satyabhama was a commanding, rather termagant wife.
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The Alvars employ the beautiful word, Alakiyar[n] “He-beauty”
(Nanmukan Tiruvantati 2, Tiruvaymoli 6.2.6, Periya Tirumoli 9.2.10,
Kalidos 2006: 16) to denote Mohini. Alakiyan is sharply contrasted
with Alakan “the Handsome” (Tirumdalai 16, Periyalvar-Tirumoli
2.44, 2.8.1, 3.3.6, Nacciyar Tirumoli 4.10, 11.2); cf. Alakar of the
Maliruficolai temple, an elite epithet (7iruvaymoli 2.10.2) transformed
folk in contemporary usage. Interestingly, CoOmacuntaran is
Somasundara, popular in folk circles as Cokkanatan (He who makes
one swoon by enchanting handsomeness).” These are very popular
personal names in the Maturai circle.

The image under study finds Mohini stark nude standing
gracefully exhibiting here wide pudendum (cf. Comfort 1997: 23, 94).
Several dwarfish persons are found round her that might be demons or
rsis. The various mandapas in the Antal enclave of the Srivilliputtﬁr
temple accommodate a number of Mohini images appended to the
pillars (cf. Rajarajan 2006: pls. 195-197, 326). The proliferation of
Mohini icons in Nayaka art may have an idea to convey. It suggests
the wanton beauty of woman deluding man; they attract men by their
alluring eyes and captivating breasts as the Tamil siddhas believed,
viliyal urutti mulaiyal kavar, and for the siddhas the yoni is a
graveyard, pinakkuli where original sin originates (Rajarajan 2006: pl.
196, Jeyapriya 2009: pls. VI-VII). Therefore, a righteous gentleman is
warned against deluding beauties. Dev1 is maya both a creative and
destructive force; she destroys terrorism and upholds dharma, e.g.
Mabhisasura (Jeyapriya 2014: 46-47).

Non-Vaisnava Imagery

Srivilliputtiir is deep-rooted in Vaisnava tradition. It was to begin with
a base of Saiva and folk religious cults. Many of the early medieval
rock-cut temples for Siva are concentrated in the region round within
a radius of 60 kilometers; e.g. Kalukumalai, Miivaravenran, and so on
(Kalidos 2006: 1, 90-92, Maps 1, 3-4). Therefore, the Vaisnavas had

“ The T iruvilaiyatal-ammanai, a minor literary work of the folk genre, i.e.
cirrilakkiyam calls the Lord Cokkan (v. 16) or Cokkar (v. 2) or Cokkan (v. 16),
Cokkecar (vv. 3, 13, 53), Cokkalinkar (vv. 20, 41) and Cuntaran/Sundara (vv. 6, 9).
Krsna was the black-beauty and Siva the “golden-hued”, ponndr-méniyan (Tevaram
7.24.2).
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no other option but to acclimatize the primitive religious traditions
within their fold. * Though a typical Vaisnava temple-car, the
Srivilliputtiir 7&r accommodates a number of icons relating to Siva,
Dev1 and the folk divinities. Another incentive was the catholicity of
the Nayakas’ religious policy. Basically Vaisnavas, most Nayaka
rulers of Maturai took Saiva names such as Visvanatha (fons et origio
c. 1529), Virappa (after Virabhadra), Cokkanatha, Muttulinga and the
femme Minaksi (bout c. 1736). The Tiruvalavayutaiyar-
Tiruppanimalai adds Tirumalai Nayaka (1623-59) built the
Putumandapa (cf. the Tirumalai Nayaka-mahal in Fig. 2) and the vast
teppakkulam at Vantiyur in addition to donating several thousands of
gold coins every time he visited the Minaksii-Sundare$vara temple
(Rajarajan & Jeyapriya 2013: 115-21, 140-41). Matavarvilakam, close
to Srivilliputtiir is a vast Siva temple harmonizing Nayaka paintings of
the Siva-tiruvilaiyatals on the ceiling of its mahamandapa. They
promoted religious amity by introducing cosmopolitanism in setting
religious iconography. This way few Saiva, Devi and folk deities had
found a pretext to coexist with Visnu in the Srivilliputtﬁr ter (cf.
contra in Rajendran 2013: 88-94).

Kannappa Nayanar

Kannappa Nayanar was one among the arupattumiivar (sixty-three
Saiva devotees) of Tamil tradition whose hagiography is retold in the
Tiruttontar Puranam of Cekkilar (12th century CE); earlier noted in
Tiruttontattokai of Cuntarar, kalimalinta-cir-nampi Kannapar “Lord
Kannapa that was devoted to Siva with overflowing excellence”
(Tevaram 7.39.2). Kannappu (means paste the eyes, appu is folk for
appa “father”, also “paste”) is said to have offered his own eyes to the
bleeding Mukhalinga of Kalatti (modern Kalahasti in Andhra, cf.
Tévaram 6.282.9). Siva caused this miracle in order so that the world
may understand the finest traits of bhakti taught by a vértan/kirata to a
brahmana-Civakocariyar. He being the candalaguru of Sankaracarya

“ This is because Nammalvar discourages the worship of paradevatas (mleccha-
gods) and animal sacrifices. Cf. Tiruvaymoli (5.2.4): Itankol camyattai yellam etuttuk
kalaivana polél Tatarkatar pallip peruman ... “The Lord is reclining on the snake in
the Ocean of Milk in an effort to root out alien religions ...” [tankol camayam would
literally mean the “vamdcara cults”.
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considered the devoted service of an original tribe (infra. tolkuti) was
much more felicitous than an dgama-bound dcarya professed to
Sivaism.

The image under study (Fig. 16) finds the hunter Kannappa-
nayanar (of the tolkuti “primeval clan”, marakkuti “family of heroes”,
kanavar “foresters” Tiruttontar Puranam, 12, vv. 9, 18, 229) carrying
a bow and arrow as he is said to have belonged to the family of forest-
hunters, called cirukutiyir “Thou of the little Tradition” (cf.
Cilappatikaram 24.11-15). Kannappa is plucking his own eye with an
arrow. The toe is fixed on the pupil of the mukha-Linga for
identification to paste his eye when he becomes blind after the
operation. The hunter is carrying a few musical instruments on his
shoulder. The puranam says Kannappa was the name given by Siva
(ibid. v. 228). A folk theme, it is elevated to iconographical status by
the presence of vidyadharas on top of the panel. Siva as ‘Kirata’ is a
cherished theme in the later medieval art of Tamilnadu, cf. Nagarajan
(1993: figs. 1-2) reporting a wooden image and painting.

Aghoramiirti/Virabhadra

Virabhadra is a terrific manifestation of Siva. He was created from the
matted locks of the Lord to destroy the sacrilegious sacrifice of Daksa.
The Sritattvanidhi (3.4-5, 55) presents his iconographical features
under the heads Aghoramirti and Virabhadra. The mythological
versions leading to Vira’s creation and activities are summarized in
Jeyapriya (2009a: Chap. 1, 49-50). The mandapas in the Antal enclave
of Srivilliputtiir accommodate a number of images in their sculptural
pillars. Interestingly many of these are in dancing mode (Jeyapriya
2009a: 50 cf. the Apardjitaprccha that talks of dancing Vira). The
mandapas in the Antal sector of the Srivilliputtiir temple house a
number of images.* Virabhadra was the war god of the Nayakas, and
the kuladevata of the Telugu-speaking nayaka-[Naidu] of Tamilnadu
(Jeyapriya 2009a: 55-57, 97-99); cf. the Nayakas of Keladi erected
temples for the Lord at Keladi and Ikkeéri (Rajarajan 2006: 85-87).

The temple-car under study accommodates an image of the type
in partly dancing mode. The Lord is dvibhuja (cf. the dvatrisatbhuja

* For illustrations see Jeyapriya (2009: 61 plates, including temples) and Rajarajan
(2006: pls. 87, 89-92, 245-47).
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and dasabhuja types in the Sritattvanidhi), lifting a khetaka in the left
hand and holding a khadga in the right hand that is striking a fallen
demon, presumably Daksa or one among those that participated in the
latter’s ignominious yajia.

Devi seated on hamsavahana

In Hindu iconography the Goddess seated on the hamsa-vahana
(hamsa, hansa Monier-Williams 2005:1286, hansa Liebert 1986: 99-
100) is Sarasvati*® or Brahmi (Panikkar 1997: 66). Rati’s usual
vahana is a parrot and occasionally she may be mounted on a hamsa
of which images are found in the Srivilliputtir mandapas. The image
under note finds the Goddess seated in maharajalildsana on the
hamsa. The objects in the two hands are not visible. Flying divinities
appear up above the panel. The heads are not three if to be identified
with Brahmi. Another image of the same mould is found in the car in
which case the Goddess is playing the vina (Fig. 14), unmistakably
Sarasvati.

Dancing Kalt

A dasabhuja image, it shows Kali dancing with the legs arranged in
ardhamandali mode and an awkward doleful face. The hands carry
different weapons such as sankha, cakra, khadga, Sitla and so on. Two
instrument players are found on either side. Flying divinities appear
up above. This image was part of a #rdhvatandavam panel in which
Siva presents an acrobatic karana to defeat Kali in a dancing contest
(Kalidos 1996: figs. 8-10; fig. 10 illustrates dancing Kali, all these
images are from the temple-cars of Tamilnadu). The image of
ardhavatandava-Siva is missing in the car. Kalt is the associate of
Virabhadra in mythology sent on a mission to chastise Daksa.*’
Images in Karnataka find the goat-headed Daksa and Kali in

“ The Sritattvanidhi is exhaustive on Sakti iconography making note of Maha-
Sarasvati (1.5), Brahmi (1.43), Vidyadevi (1.86), Catussastikaladevi (1.91), Sarasvati
(1.102), Vagisvari (1.1.31) and so on (Santhana-Lakshmi-Parthiban 2014: 72-85).

4 For an interesting account of KalT cult see Ramachandran (1993-95: 177-90). The
cited author is no more; he was working in the Asiatic Society, Calcutta and
subsequently in the Puduchery Central University.
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diminutive form standing to the right and left of Virabhadra
(Jeyapriya 2009: pl. 23). Independent images of dancing Kali are
reported (Soundararajan 2003: fig. 4) from Amargol in Karnataka.

Nrtta-Ganapati

Ganapati in iconographical illustrations is usually presented in the
three modes: asana (seated), sthanaka (standing) and nrtya (dancing).
Mostly the Lord is seated. In the present case, a dancing image finds
Sakti seated on his lifted thigh (Fig. 15). It seems the proboscis is
touching the vagina of the Goddess. It is a very rare combination of
Nrtta-Sakti-Ucchista Ganapati (Rawson 1984: fig. 60, Kalidos 1989:
pl. 71). The Sritattvanidhi citing the Mudgala Purdna talks of thirty-
two forms of Ganapati of which Sakti- (3.74), Ucchista- (3.77) and
Nrtta- (3.84) are independent forms (Rajarajan 2001: 379).

Symbolic images

The temple cars at the base find wooden bars fitted on axles in cross-
wise pattern accommodating images that are supposed to be bearers of
cosmic burden of which the temple-car is symbolic (Kalidos 1989: fig.
27). These may be the equals of kumbandas, kicakas and kinkaras of
the Indian artistic tradition (Savalia 2007: 11-31). A number of such
images appear in the Srivilliputtir car. Few other images defy
identification. These are enumerated in the following account.

i) A four-armed threatening God carries a gada and iron-chains in four
hands. He wears a cannavira-like ornament. He is likely to be cankili-
Karuppu (“chained-Black”, folk Karuppana-cami) who is supposed to
be virulent and always kept under control by being tied by an iron-
chain (Fig. 17). It is a rare image. Raju Kalidos told us he had spotted
a similar image in the Tirumeyyam temple-car. During a recent visit
to Kurralam, we found a separate chapel for this divinity in the outer
prakara of the temple.

i) Another divinity of the same mould carries a noose and blows the
conch. He is called carnkupiitam (sankha-bhita) in folk tradition.

iii) A rsi is endowed with matted locks of hair that are abnormally
long (cf. the naga-sadhus of the Kumhameld). His head is protected
by a five-hooded snake that seems to be Sesa (Fig. 18).
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iv) A lady seems to have emerged from her toilet who is helped by
assistants to tide up herself (Fig. 19). It is not clear whether this image
could be considered in the context of spinsters undertaking a
nonpu/vrata in the Tiruppavai (cf. vv. 2 & 27) to take the hand of
Arankan-Visnu. However, Periyalvar in Tirumoli (3.7.8) talks of a
love-sick maid, malurraval who is decorated with a golden necklace
and looks at the mirror, tosses her bangles, applies lipstick (?) and
waits for the beloved Lord.

v) A number of erotic images are spotted that should form part of a
separate study. We have found the image of a virat-purusa laid upon a
cart whose phallus is abnormally long (Fig. 20). It could not be a
portrayal of the Sakatasura myth of the Bhagavata Purana, and earlier
repeatedly told in the hymns of the Alvars (Kalidos & Rajarajan 2015:
see under ‘cakatam’). The myth of Sakatasura is not associated with
erotic symbolism in any of these accounts. A similar image is reported
from the museum accommodated in the 1000-pillared hall of the
Minaksi-Sundare$vara temple at Maturai (Rajarajan 2006: pl. 320).

vi) A spectacular vision of the erotic imagery in temple-cars is
presented in Kalidos (2006: 211-18, 389-96, figs. 93-97). For a review
of this phase of the temple-car imagery see Taddei (1994: 557-58).
The middle row cross bars at either extremity to the front and back are
fitted with yali-like bearers of burden. In other temple-cars, they are
supposed to be supported by the Kirma. Above the figure of Kiirma
Bhiidevi is present (Fig. 5). The head of Bhii is masked by five-
hooded Adi$esa. The heads of these appear at the front plinth-base of
the temple-car while the tail/legs appear on the rear part of the car.
The symbol is that they bear the weight of the cosmic car.

Concluding remarks

The present study is a bird’s eye view of the temple and the temple-
car at Srivilliputtir. We have reported the select icons. A significant
aspect of the Srivilliputtir temple-car imagery is that the thoughts of
the Alvars had played a vital role in the make-up of the general tenor
of composition.

A word regarding the methodology for study of Nayaka art may
be added in conclusion (Rajarajan 2015: 169-71). The Hindu temple
reached its optimum level of evolution during the Nayaka period with
the core, Brahmasthana, expanding in concentric squares. There were
chapels for Avaranamirtis (e.g. Alvars and Acaryapurusas), several
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mandapas (e.g. kalyana-, vasanta-, 100-pillared, 1000-pillared),
gopuras in cardinal directions and above all vahanas (e.g. Srirangam).
The vahanas, including the temple-car, tér were vital to demonstrate
gorgeous utsavas. The hero during these festive days is the temple-
car. Therefore, a scholar working on Vijayanagara-Nayaka art is
expected to be thorough in his perception of the temple and its art
heritage. Scholars of an elder generation disregarded the temple-cars.
It is high-time that these monuments are given the due credit they
deserve particularly in these days of international piracy of art. If you
miss the temple-car you miss the temple, called “car-temple” by Prof.
Mario Bussagli and “a temple on wheels” by Raju Kalidos.
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Figures

Figure 1: View of the city and the temple, Srivilliputtir

way to ] k . |
Tiruppavai mandapa and = 4
Ti

North Temple Car Street '_,ﬁﬁ_ ® \ -
o o Q e |
o .0'“ .d I

Kantataiviti y 4

: \
| ®®

Temple.

Car-Stand

West Temple Car Street

‘ ® J— southT"-m"‘e Car‘Street

- v

Figure 2: Plan of the city and the temple, Srivilliputtiir
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Figure 5: Bhiidevi and Kizrma bearing burden of the cosmic-car-temple,
Srivilliputtiir Temple Car (hereinafter STC)

Figure 6: Model gopura of the temple. STC
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Figure 8: Adimirti, STC
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Figure 9: Nrsimha-Hiranya-yuddham, STC
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Figure 13: Mohini, STC
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Figure 15: Sakti-Ganapati, STC
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Figure 21: Hereditary Veda-piran bhattar G. Anantaramakrishnan in his house with
pija inheritance
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Figure 22: Hereditary Veda-piran bhattar performing Veda-vinnappam during the
Markali Festival (2015) and his son A. Sudarsan
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