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CHARACTERISTICS FEATURES OF ORISSN TEMPLES

Orissa is a land of temples and it is also believed to be the Epic centre

of pancopasana of Hinduism. All through the ages, Orissa has retained a cultural
identity much more prominent than her geographical situations and political
. establishments. The political stability by periodic order and economic vitality
| .through a larger part of history were responsible for the growth of culture. The
énormous wealth of the country led to the development of art and architecture.
The importance given to image worship in India and belief in personal god led to
the erction of temples. Temple is a abode of Hindu gods and goddesses.
Etymologically, the word temple is derived from the Latin word 7e emp]u;m, which
means an open or consecrated space or a building inaugurated by an augur. It is
generally conceived that a building used for the worship of Hindu gods and
goddesses. In its primitive sense, this word corresponds to a place marked off as
sacred to a god, in which the house of god may be erected. In its usage, it is rather
einployed in a restricted sense to denote various religious affiliations except

Christianity and Islam.’

The temple according to the Brahminical concept is not merely a place
of devotion, but also an object of devotion like an image and the invisible spirit.
Hence the temple is visualized as the human body. Accordingly, various parts of
the temple are termed after the names of various limbs of human body with
architectural connotations. ? It is true that temples in some form must have
originated as soon as the image worship came into vogue. When god was
universally conceived in human form, such an anthropomorphic form required a

habitation; a shelter and this probably resulted in a structural shrine.®
1. Types of Temples in India:-

The Indian Silpasastras recognize three main types of temples known as
the Nagara, the Dféﬁda and the Vesara* All the available texts are agreed on the
point that the Nggara Style was prevalent in the region between the Himalayas



and the Vindhya. The Dravida country is well known and the texts rightly confine
the Dravida Style to that part of the country lying between the river Krsna and the
cape of Kanyakumari. The Nigara and the Dravida Styles can thus be explained
with reference to Northern India and the Dravida country respectively, and the
characteristic form and features of eac\h easily determined. The term Vesara,
however, is not free from vagueness. Some of the texts ascribe the Vesara Style to
the country between the Vindhyas and the river Krsna. This separate style of
temple architecture may be recognized a Style known to the archaeologists as the
“Calukyan Style”. The Vesara or Calukyan Style, however, is a hybrid one,
borrowing elements and features both from the Nigara and the Dravida. The
Nagara Style developed in North India and the Dravida Style in South India. But
the indegenous scholars have classified the entire temple architecture of India into
four types such as the Nigara, the Dravida, the Vesara and the Kaliriga. Some
eminent scholars like R.D.Banerjee, R.P.Das and K.C.Panigrahi have accepted the
temples of Orissa as a subclass in the category of Indo-Aryan Nigara Style temples
of Central and North India.® In the Dravida Style the sikhara (spire) of the temple is
marked by a succession of gradually receding storeys. The Nagara Style of temple
architecture is characterized by curvilinear Sikharas. The Kaliniga Style temple
architecture of Orissa appears to have been a product of the Nagara Style temple
architecture of North India. But it has also some distinctive characteristics of its
own, This Kaliriga Style architecture shows that even in the pre-Muslim period,

the pre-dominant temple style of Orissa came to be recognized as a distinct one.

The Kaliriga country, in its stages of art and cultural growth
assiduously preserved to transcribe its own artistic environment, which we find
reflected in the entire gamut of its temple creations, which in the sequel, have
become the cynosure of attracts and examination of tlie world of scholars, artists,
artisans and the intellectual elife. The treatment of the temple art of Kaliriga is in
order to revivify its manifold graces of the past, its changing affiliations in
religious cults and trends, its underlying fidelity to a co-ordinated life Style ,
depicting dance, music, devotion, sensualism, esoterics and all that humankind

envisions in its persistent quest after the meaning of life.
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2. Temple Style of Orissa:-

With the growth and development of Brahminical religions in Orissa,
the structural shrines grew throughout the land. Though differing in dimensions
and details, they possess common features and thus we may agree with Fergusson
that Orissan temples form”one of the most compact and homogeneous
architectural groups in India.” Orissa has a rich and unique heritage of art tradition
beginning from the sophisticated ornate temple architecture and sculpture to folk

art in different forms. The study of architectural tradition in Orissa is a fascinating
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subject in view of the fact that the monuments associated with it have survived toa -

greater extent through the ravages of time. The temples of Orissa survived near
about one thousand and four hundred years through the vicissitudes of time
affording a varied and interesting study to the students of History and Temple Art

in particular.

A survey of the extant temples of Orissa reveals that there was brisk
architectural activity from about the 6", 7" centuries AD. By the 11* cen%ury AD,
the Orissan temple style became complete and established its distinct features,
which were to shape the pattern for later temple building activities. The Style
reached its climax about the middle of the thirteenth century AD. It is also difficult
to trace it’s origin whether the temples that were erected in Orissa followed an
independent pattern from the very beginning or were related to the Gupta type of
temples. Though we cannot be certain about the origin of Orissan temple
architecture, in course of its evolution, it developed certain individual features of
its own. Because of these distinctive featﬁres, Orissan temples form a class by
themselves and the many manifestations of this school of temple architecture in
Orissa can conveniently be labelled as Kaliriga Style after the territory where the
temples are found. An inscription on the capital of a pillar in the Mukha mandapa
of the Amrtedvara temple at Holala (Bellary district of Karnataka State) mentions
the Kalz'tiga type (along with the Nagara, Dravida and Vesara) as one of the four
categories of temples in India. ® Most of the scholars have accepted the temples of
Orissa as a sub-class in the category of Indo-Aryan Nagara Style of temples.
According to Ménasara “the Northern or Indo-Aryan Style of architecture covers
the whole area occupied by the Aryans usually designated as “Hindustina”, the
ndrth of Tapti and Mahanadi rivers”. > RC.Majumdar has also referred that the



region from the Orissan coast on the east to Kasmir on the west, the whole of
North India was studded with temples of Indo-Aryan Style .® Most of the Orissan
temples were built from the 6™ century AD to the 16™ century AD when Orissa was
successively ruled by five principal dynasties; they are viz Sailodbhavas of
Kangoda mandala, Bhaumakaras of Tosili/Utkala, Somavarnsi, Gangas and
Gajapatis. Thus, Orissan temples one of the most distinct variations of the Nigara
Style of temple construction, is particularly rewarding in those sense that there
exists a continuous series of monuments spanning nearly a thousand years of

architectural activity.

There are several terms used for the temple in Orissa. Among the
popular words used are viz; devayatana, mandira, prasada, devalaya, bhavanam,
devagrha, vasa, devakula, dhama etc." On the basis of Vastusastra, it is found that
prasada is the most common word used to indicate a temple in North Indian
context. But in Orissa, the nomenclature mandira, which is widely prevalent now-
a-days, was altogether absent during the ancient period.” The builders of temples
in Orissa, however, had several canonical texts to guide them in the planning and
execution of a temple. Some of these texts, which have come to limelight are
viz, Bhubanapradipa, Bhubanapravesa, Silpapothi Silpasastra, Mayamata, Apardjita
prccha, Upanisada, Silpa Ratakosa, 51'lpa Sarini, Baya C'afcada?, 51'1pa Prakasa,
Padma Kesara, Abhilasitartha Cinfamani, Samarangana ‘S’uiuradhara,~ Deula
Mapagunagara, Vastuvidyd etc. indicating the standard achieved by the ancestors
of builders in the field of temple architecture of Orissa.”

The practice of building houses for gods and goddesses is very old in
Orissa. According to Héﬁgimpbé Inscription, Mahamegha Vahana Kharavela
repaired Savadevdyatanas i.e. all devdyatanas or “house of god”." This postulates
the existence of several Brahminical shrines long before Kharavela’s accession to
the throne in the 1% century BC. Those shrines decayed and thus required
renovation, which was promptly attended to by Kharavela, a ruler of very liberal
outlook. In very early period, such a shrine might have been made of wood, thatch
and bamboo, but in later phase it soon became a sanctum of stone. It is most
unfortunate that all the earlier temples are perishable by nature. Being the
products of the tentative efforts of the craftsmen, those temples did not possess the

inherent strength to resist the fury of nature. This experience must have led the



craftsmen to invent the technique of imparting stability to the temples under all
circumstances in later period. It was a practice in the past to reconstruct the ruined
and dilapidated monuments of religious importance. Evidences show that some of
the important temples were constructed on the sites of the older shrines. According
to a tradition, Yayati Kesari reconstructed the temple of Lord Jagannatha of Puri by
| pulling down the old and dilapidated one. The temple built by Yayati also decayed
and its construction work was initiated by Ananta Varman Chodaganga Deva, the
founder of Ganga rule in Utkala territory. He undertook the construction work of
the present great temple, which was neglected by earlier kings.*The earlier
temples were probably flat roofed square structure. At this stage nothing can be

said about their decorative programmes.

In the North India Indo-Aryan Style of temples, the superstructure of
the frontal hall (inandapa) prepare and defer the climax of the spire surmounting
the sanctum (main temple) but in Orissan temples the frontal hall (jagamohana ) is

subordinate to the main temple.
3. Types and Architectural Features of Orissan Temples:

,According to Bhubana Pradipa, a treaties on temple architecture, the
temples of Orissa have been classified into three orders viz rekhi, pidha and
khikhara The temples thus evolved in Orissa consists of the sanctum and the
porch or frontal hall - the two forming component parts of one architectural
scheme. The sanctum (called vimana) can be divided into three types viz rekha,
pidha and khakhara orders." Similarly the frontal hall or mukhasalais either a flat
roofed or rectangular hall with the roof arranged in pidhas, i.e. tiers. So the latter is
called pidha deujas. N.K.Bose refers to another Style of temple, which he calls as
Gauriya type. ** But this style of architecture did not become popular for which this
pattern of building was abandoned subsequently.

Majority of the sanctums of Orissan templeé are of ‘rekha type and
whereas the khdkhara type is limited to a few Sakta temples. The mukhasalds of
the earlier temple are flat roofed rectangular halls but in latter temples they are
pidha deulas. Externally, the jagamohana or mukhasala is subordinate to the
vimana (main temple) in height. There is a traditional belief among the craftsmen

of Orissa that the main temple is the bridegroom and the jagamohana is the bride.
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In course of time, to meet the growing needs of the rituals two more structures viz,
the natamandapa and the bhogamandapa, were added. Both these structures are
completely separate but integrated to form an effective and harmonious
architectural organization. Standing in a row in the same axial alignment, with
rising and falling peaks, they give the impression of a mountain range and take the
eye to the sikhara of the sanctum, which is the highest of all.” The temple complex
is often enclosed by walls, but there is no gopuram as in the case of South Indian
temples. The Orissan temple is remarkable in its plan and elevation. The interior
ground plan of the temple is square as a rule.®® But externally, because of
projections; the temple appears to show a cruciform plan. The Orissan temples are
distinguished by vertical projections called rathas or pagas. Depending on the
number of pagas the temples are classified into #ri-ratha, panca-ratha, sapta ratha
and nava-ratha. The earlier temples are characterized by a fri-ratha plan, but in
course of evolution the #7 ratha gave place to the panca ratha, sapta rathaand nava
ratha. In later temples the projections are well developed and produce a charming

effect.

In elevation the Orissan temples show interesting features. The vimana
(main deula) is characterized by a curvilinear superstructure and the jagamohana
by a pyramidal superstructure. Both the structures can be divided into four parts
along with the vertical plane. The four divisions are such as pisfa, bada, gandi and
mastaka. The Orissan craftsmen have considered the temple as the body of the
cosmic Being. Therefore, the different parts of the temple are considered as its
limbs and named accordingly.? Just as the different parts of a human body are
organically related to each other, so the different divisions of the temple bear vital
relationship with each other and are integrated into an artistic composifion. Both
the rekha and pidha deujas are the dominant types of Orissan temple architecture.

The sanctum where the presiding deity enshrined is generally
conceived as the womb and thus it is called garbhagrha. Like the womb it is
intensely dark. The dim light of the earthen lamp along with the fragrance of the
flowers, incense, which creats an atmosphere of solemnity where a devotee can fix
his/ her mind in meditating to god. The image of god was sanctified by certain
rites and only then the divinity was considered in some explicable manner to have
taken up residence in it.2? The sanctum is a small room, often square with

completely plain walls and with a single narrow doorway in the front.
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a. Rekha Temple or Deula:-
The main temple or the vimana (also called deu/a) is of the rekha order
and has a curvilinear superstructure. The sikhara or the tower is characteristic

features of the rekha deula. Originally the sanctum was a flat roofed square
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structure pierced by an elaborate doorway on one of its sides. At a later stage it -

was thought expedient to raise a tower on the roof in order to emphasise the height
of the sanctum. The tower was formed by corbelling the blocks of stones i.e. by
inclining the stone courses into the centre as they proceed in height. Thus the
constructional technique is based on the corbelling. In the beginning Iron bars were
not used in the roof. The use of iron bars is noticed for the first time in the
Sithhnitha temple.” In later temples the use of such bars or beams became a
regular features. In the Silpa Texts such roof has been mentioned as the garbha
muda. It is so called because it covers the cella, which is called garbha. In Oriya
language muda (ceiling) means cover. The increase of the height of the Sikhara
necessitated another similar muda in the hollow chamber above the garbha-muda.
This is called the ratnamuda. These two mudas are not seen from the outside. It is
done by tieing the stone courses of opposite directions and is meant to ensure the
stability of the walls of the sanctum and the sikhara.The device of mudas in the
internal construction of the temple is a typical feature of] the Orissan temples.
Another significant feature about the construction is the astylar plan of the
sanctum; the garbha muda or the bottom ceiling rested over iron beams and no
pillars have been built to provide additional support.

Most of the vimana of the temple is a rekha deuja and it can be divided
into four parts along with the vertical plane (Fig.No-1). These are viz pista, bada,
gandi and mastaka. '

Pistx

The pista or platform is not a regular feature on the Orissan temple
architecture. It is not found in the earlier temples but is generally noticed in
temples erected from the Ganga period onwards.

Bada:

The bada is the perpendicular wall of the vimadna. The constituent

elements of the bada are pabhaga, jarigha and baranda. This type of bdda is called

triariga because it has three parts. It is found in temples belonging to the earlier



phase. In later temples, the bada is composed of five elements such as pabhdga,
fala jangha, bandhana, upper jarigha and baranda. The bada is thus of the
pancariga type, the jarigha being divided into two registers known as lower jarigha
and upper jarigha by a set of mouldings called bandhana.

The pabhdga denotes the bottom part of the wall and is composed of
the conventional mouldings viz khurd, kumbha, patta, kani and basanta. These
mouldings run all through the bdda including its projections and recesses. The
adjustment of the pﬁrévaaevaté niches and the mouldings has been perfectly done.
The niches have their own set of mouldings and they do not encroach upon the
pabhaga mouldings.

The portion above the pabhdga is called' Jjarigha or sin. It is the vertical

portion of the wall of vimana. The jangha in its projections contain niches, the

niches on the central projections.on the three sides being bigger. These central
niches house the images of parsvadevatas. The niches in the subsidiary projections
contain different divine figures. An elaborate doorway dominates the front side of
the bada. The doorway occupies the position of the front central projection.

The height of the bada increased with the increase of the height of the
vimana. The increase of height warranted modification in the treatment of jarigha.
Instead of proportionately elongating the niches, which would definitely look odd,
an attempt was made to add more items into the increased space. In the new
arrangement the niches and figures are placed in two levels on the jarigha, but the
three central pdrsvadevata niches occupy the middle position extending to both
the levels. The bandhana separates both the lower and upper jarighas. The
uppermost portion of the bada is called baranda. It consists of a series of seven or
ten horizontal mouldings, which separates gandi ffom the bada. The bada is
decorated with vertical projections called rathas. Depending upon the number of
projections the design of bada becomes triratha, paticaratba, sapta ratha and
navaratha. In the triratha design, there is a central projection and two corner ones
and whereas in the panca ratha design, in between central and corner projections,
there are two intermediary projections. In this manner the saptfaratha designs are
formed. The central projection is always wider than the rest, which are of equal
size. It is said earlier that the central projections contain the bigger niches to house
the images of parsvadevata. With the increase of the number of projections, the

bada or wall becomes more round in appearance inspite of the square ground plan.
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In the triratha design, the rathas are generally flat but in other designs we notice a
tendency towards roundness. \
Gandi or Sikharz-

The upper portion of the baranda is called gandi or sikhara. The bada of
the rekha deuja is surmounted by the curvilinear superstructure. Like the Nagara
Style temples of North India, the Orissan temples have curvilinear superstructure.
' It rises straight up to a certain height and then begins to curve inwards. The curve

is more pronounced in latter temples. Like bada, gandi or Sikhara has offset
projections called pagas (also rathas). These pagas create the oiatical impression of
vertical lines or rekhds on the gandi. It is because of the prominence of the rekhds,
the temples having s7kharas became known as rekha deulas or rekha type temples.
Being integral part of the gandi the projection curves inwards after rising straight
upto a certain height*The number of pagas on the gandi determine the order of
the temple. One central péga or rdha paga and two corner pagas or kanika pagas
make the temple a triratha one. In the panca ratha temple the rahapaga is flanked
by two intermediary pagas called anuratha pagas besides the kanika paga. In a
sapta-ratha temple, the pagas are seven in number. The pagas on the either side of
the rahd are called anuriha paga. In the nava-ratha temple, the pagas are nine in
number. The pagas on between the kanika and anuratha are called pariratha
pagas. The kanika paga is divided into several bhimis (storeys) by miniature
amalds called bhami amalas | (ribbed discs). Each bhami (story) is further
subdivided into a number of horizontal mouldings called bAzimi barandis. The
earlier temples have five bhami divisions. With the increase of the height of the
vimadna, the number increased to ten.®The variation in the number of bhiimi-
barandisin different temples does not follow a regular sequence.

The raha paga on the gandi of the rekha deuja is always aligned with
that of the bada. During the Somavarhsi period the pagas of the gandi and the
rathas of badabecame aligned *They extend vertically from the base of the bada to

 the top of the gandi. The pagas terminate at the bisama (the topmost course of the
gandi below beki). The bisama seals the top of the Sikhara. It is only in later
temples that the bisama partakes of the paga divisions of the gandi.

The gandi of the temples built during the period of Somavarnsi rule are
found decorated with ariga-sikharas (miniature rekha deujas). The ariga-sikharasis
an important feature of the Candella temples of Central India. T.E. Donaldson has
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referred that it was appiied to the temples of Orissa by the Somavarsi riilers who
hailed from that region.”’ On the other hand, K.C.Panigrahi contends that the
practice of decorating the gandi of the rekha deula with the ariga-sikharas is not
exotic and its origin can be traced to the pre-Somavarnsi period.® In the temples as
early as the ParaSuramesvara the central pilasters of bada containing parsvadevata
niches are designed as miniature rekha deu/as. In the Vaitala temple-the four
corners of the rectangular mukhasja are adorned with the miniature rekha deulas.
Thus the aﬁga-‘éikha;as are the outcome of the process of evolution and not
borrowed from any extraneous source. Most probably, the designs of miniature
rekha deulas or ariga- sikharas are the regional art products of Orissa. Most of the
Siva temples of Puri town as well as Bhubaneswara are also decorated with ariga-
Sikharas. (

In the North Indian temples, the main sikharas is supported by a
number of miniature sfkharas, whereas in Orissan temples the main sikhara, which
rises in a vertical manner, rests on its own strength. In North Indian temples the
arigasikharas support, dominate and adorn the main Sikharas. But in case of
Orissan temples, the miniature gikharas or arigasikharas, which form parts of the
wall of the temple decoration but do not dominate the main s7kharas.

On the Central Indian temples the arigasikharas have been used
apparently to provide additional support to the tower of the main temple.” In the
subsequent temples of the Ganiga and Gajapati periods, the arigasikharas were
profusely used as the decorative elements of the gandi The arigasikharas
emphasise the soaring height of the gandi without breaking of its contour. Thus by
the eleventh century AD onwards the arigasikharas became an important element

of the decoration of the gandi of Orissan temples.

On the four rdha pagas above the bho motifs in later texﬁples are
projected with the figures of either a rampant lion or a crouchant lion upon ‘a
prostrate elephant. i.e. gaja-kranta motif. These projected lion figures do not serve
any purpose so far as the architecture of the temple is concerned. Nor they add
substantially to the over hall decoration of the wall surface. Perhaps, these lions

symbolically represent the majesty of the temple.
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Mastaka (Head):-

The portion above the gandi is called mastaka or head. The mastaka of
the rekha deuja consists’ of beki, amjaka sila, khapuri, kalasa®and dayudha. The
recessed cylindrical portion just above the bisama is termed as beki or neck. It
séi'ves the purpose of the stand for positioning the huge amajaka $ila. The amalaka,
a flattened spheroid ribbed at sides, is a huge piece of stone and when placed on
the top it exerts downward pressure by which the blocks of stone are kept in
position. In later temples, the amajaka sila is supported by dopichha lions at the
corners and figures of vimanapalas placed on the cardinal directions of the beki
above rahas. Above the amalaka $ila is capped by a slightly curved stone slab
called khapuri. 1t is surmounted by a kafasa or water jar.*’ The auspicious ka/asa
sometimes made of gold. Besides ka/asa, the other element, which surmounts
khapuri, is ayudha or weapon. From the dyudha it can be ascertained to which
divinity the temple is dedicated. The dhvaja or banner is placed at the pinnacle of
the temple.?All the rekha deulas of Orissa are used as the main sanctum of the

temple.

b . Pidha Deula :-

The second type of temple is pidha deuja, which is characterized by a
pyramidal superstructure. This type of temple is also called bhadra deula .The
ground plan of the pidha deula is square. The interior is slightly lighted because of
the exposure of its doorway to outside and the windows, either latticed or
balustraded. The interior of the pidha deu/a is completely plain excei;)t a few
temples decorated with sculptures. In some places, the pidha deulas are used as
the sanctum of the temple. Basically, the jagamohana or mukhasala of the latter
temples are constructed in pidha deula designs. In the full developed temples,
both the natamandapa and bhogamandapa are also built in pidh4 order structure.

Externally, the pidha deuja possesses divisions similar to thaf of rekha
deula i.e. pista, bada, gandi and mastaka (Fig.No-2). The pista is not a regular
feature. Both vimana or sanctum and the mukhasaja or jagamohana stand on the
same level. The bada is exactly the same as that of the rekha deula. The treatment
of the bada of the pidha deuja is almost similar to the bada of rekha deula. Of

course certain minor variations are discernible in some temples.
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Gandi: |

There is no difference between the rekha deuja and the pidha deula in
the treatment of the bada, but in the respéct of gandi they differ from each other.
The gandi of the rekha deuja is a curvilinear superstructure, whereas the gands of
pidha deula has pyramidal superstructure. In the pidha deula, the gandi consists
of a number of pidhas diminishing in a pyramidal shape till the topmost pidha,
which is reduced to about half of the lowest one. It is because of the succession of
the pidhas that the temple or deula is called pidha deu/a. In the latter temples, the
pidhas are arranged in groups called potilas are separated from one another by
recessed kanthis.
Mastaka:-

The pidha deula also differs from the rekha deuja in respect of the
mastaka. The mastaka of a full-fledged pidha deuja consists of beki, ghanta (a
massive bell shaped member) above which there is another beki, amalakasila,
khapuri, kalasa, dyudha and dhvaja. Here the ghanta is an additional mémber and
for the perfect placing of the ghanta one beki is raised just above the topmost
pidha. The ghanta has also the supporting animal and human figures just below it.
The jagamohana or mukhasala of Orissan temple are mostly built in pidha order
structures. |

Both the vimana and mukhasala stand close to each other on the same
axis and are linked internally. The mukha$ala standing just before the vimana also
emphasize the height of the latter. The vimana was constructed first and then the
mukhasa]a against the front wall of the former. The joirﬁng is so imperfect that a
portion of the carvings on the front wall of the vimana are completefy hidden
behind the back wall of the mukhasila for which _the visitors are not able to see
them. This imperfect joining has led some scholars to think that the mukhasi/ais a
latter addition. In the subsequent period a successful attempt was made to join the

two in a more perfect manner.

¢. Khakhara Deula:-
The third type of temple in Orissa is called khakhara deuja. This type of

temple is exclusively meant for the Sakti worship.® The temple is so called
because, as supposed by some scholars of its resemblance with Voita-Kakharu,
local name of pumpkin-gourd.* While the ground plans of the rekha deu/a and
Jjagamohana (pidha deula) are square, the plan of the khikhara temple is oblong.
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The khakhara deuja is distinguished by a semi-cylindrical vaulted roof, wHich
seems to have been derived from the caitya halls of the Buddhists (Fig.No-3). The
treatment of the earliest of this type is a structural representation of the rock-cut
archi'tecture. A few scholar has traced its origin to the rock-cut rathas of
Mahavalipuram.® But in all other respects the temple confirms to thé Orissan
Style.

The ground plan of the temples of the khdkhara type is generally
oblong instead of square as that of the rekha type. The inner walls of the khgkhara
deuja generally remain dark, but in the Vaitala temple the inner walls are relieved
with the images of the Sapfamdtrkas, Gane$a and Bhairava. The presiding deity
Camunda occupies the central position of the backwall. This is the only example in
Orissa where the inner walls of the sanctum are relieved with images.

Externally, the kbékbalrz? deula can be divided into the usual vertical
divisions such as pista, bada, gandi and mastaka. The Gauri temple at
Bhubaneswar and the Varahi temple at Caurasi stand on pisfa or platfc;rms. The
treatment of all the divisions except masfaka is same as that of the rekha deu/a.
But the bada of the Vaitala has, above its pabhaga mouldings, elegantly carved
with shallow pilasters in the place of ratha projections. The gandi has two bhami
~ divisions. In the Gauri temple the bhami amajas are not represented. Both the
kanika and anuratha pagas are decorated with two superimposed miniature
khakhara temples with a ka/asa on the top.

The most distinguishing feature of the khdkhara deula is its semi-
cylindrical vaulted roof, which is separated from the gandj, either by a recessed
panel ;s in the case of Vaitala temple or by a bold mouldings as noticed in the
Gauri temple. The roof is constructed in two levels with a recess in between.
Except the Vaitdla, the roof partakes of the paga divisions of gandi. Its bold
appearance in the Vaitala temple develops into an ornate one in the Varahi temple.
In Gauri and Varahi temples a ka/asa crowns the top whereas in the Vaitala the
arrangement is defferent. In this temple the roof is crowned by three ama/akasilas,
each with the usual finials. A

Miniature temples of the khgkhara order, locally called khiakhara
mundis, are used as decorative architectural motifs in both rekha and pidha
deulas. However the khakhara temples are not so common in Orissa as the other

two types. At Bhubaneswar temples of the khikhara order are the Vaitala temple,
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the Gauri temple, the Gopalini and Savitri shrines inside the Lingaraj temple
Compound. The other notable khakhara temples of Orissa are the Varahi temple at

Caurési (Puri district), the Gangesvari temple at Bayalisibati (near Gop in Puri

district), the Durga temple at Baulapur (near Tapanga, Puri district), the Durga

temple at Ramesévara (Cuttack district) etc. These temples were constructed in
different periods, reveal the distinctive character and architectural peculiarities of
the style and help.us to trace the course of its evolution. The Vaitala temple of
Bhubaneswar is the Eest preserved among the earliest specimens of the khdkhara
order deu/a. K.C.Panigrahi suggests that “the Vaitala temple was a place of
worship of the K4palikas who used to invoké the aid of the Vetilas (spirits) for
their siddhis, and from the word Vetila, the name Vaitila has been
derived”.¥Krsna Deva has referred that the wagon vault roof of Vaitala temple
resembles the ‘Teli-kda Mandira’ at Gwalior®The Varahi temple of Caurasi
represents an advancement over the Vaitala temple in the deséription of the bada.
The Gangesvari temple at Bayalisbati is the most developed among the khakhara
order temples of Orissa. On the stylistic grounds, K.S.Behera has referred that the
temple may be assigned to the 13" century AD.*This temple may be remarkable
for the graceful forapas adorning the entrance and the two other pagas of the
jagamohana *°

d. Gauriya Type:-

A fourth, a late type, Gauriya, an exotic form of temple from Bengal of
which we find a very few examples in Orissa did not strike roof and falls beyond
the pale of the Orissan Style.

The other-temples dedicated to the worship of Sixty-four Yoginis at
Hirapur and Ranipur Jharial were constructed in circular form. They contain
niches within the inner portion of the circular wall for the Yoginis and a mandapa
at the centre for the presiding deity. They have only one door entrance in the
eastern direction. They have been conceived in the pattern of a Sak#ipitha and have
no firm base in Orissan Style of architecture.

As regards orientation, there is no fixed rule. Generally, most of the
temples of Orissa face to east but some temples alsp facing west, north and south

are not unusual in Orissa.
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4. Methods & Techniques of Temple Construction in Orissa:-

Generally the temples were constructed in bthe places, which were
considered more sacred from the religious point of view or at the sites where stood
earlier shrines. After selection, the site was consecrated and the foundation stone of
the temple was laid on an auspicious day. The building of a temple requires the co-
operation of several classes of craftsmen ($ijpinis). Among the craftsmen
responsible for the construction of a temple, the most important is the architect-
priest (Stapaka). The architect-priest prepares the plan of the temple and his
directions or suggestions were carried out by four classes of Sijpinis (craftsmen)
viz:- Sthapati (designing architect), Sutragrahini (Surveyor), Taksaka (sculptor)
and Vardhakin (builder-plasterer-painter). It was expected of the architect-priest
(Stapaka) that he should be a Brahmana of high born family and well versed in
sacred texts and rituals i.e. Vedas and Agaméé. There is a reference to Sutradhara
or Sutragrahini in the copper plate of early Ganga rulers.*The construction work
also involves several processes like quarrying of stones, collection of other building
materials, building it‘according to the plan, lifting of huge blocks of stones to the
top of temple, embellishing the exterior walls with fine carvings etc.

The Orissar—t temples are mostly built in stones. From the early phase
of temple building activities, stone is used to ensure the permanence of the
structures. The stones used in the temples, can be broadly divided into three rock-
types, laterite (Mdrikada patharas), Khondalite (sand stones) and ultra basic
(chlorite). Laterite is employed for laying down the foundation of temples and
mostly for building the enclosure walls. The limited use of this stone is because it
does not admit of any fine carving. The ultra-basic rocks, commonly known as
chlorite (Muguni patharas), have been used for making the simhdsana, cult-icons

and occasionally the doorframes of the temples. The chlorite rocks combine

hardness with easy workability and admit of very fine workmanship. The

principal building stones are the Khondalites, which locally called Kanda patharas.

Besides the stone temples, brick temples are also built in different parts
of Orissa. A number of brick temples are noticed in the lower Prachi valley.” When
the temple was built of stones; these were quarried in the places of their
availability and carried to the temple site. In the case of lohg distance, the huge
block of stones was transported on land route by wheeled cart dragged by animals.

Besides the land routes the stones were also carried along the rivers. Perhaps the
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carts were constructed by several logs and fitted with wheels. Elephants and
bullocks were employed to drag the loaded cart. Among the sculptures of
Konarka, it is interesting to find a bullock-cart and the objects it carries appear to
be blocks of stones. From this it may be inferred that small pieces of stones were
transported through bullock carts. There is one detached sculptures at Kor_térka,
which gives an interesting glimpse into the whole of operation. It represents the
dragging of a huge stone block by several persons.

The exact manners in which the construction of the temple proceeded
and the heavy stone blocks were raised to great heights are not yet to be
established with certainty. It is believed that the temple was buried with either
sand or earth during the process of construction. After the completion of the
temple the sand was removed from the interior. In course of the construction of a
temple, on one side an inclined plane was made of earth or sand, through which
the stones were dragged to the required height.* This supposition of a slope for
lifting of heavy stones, is of course, not without its disadvantages. M.M.’Ganguly
aptly points out; “even if we admit the possibility of an inclined plane, the
question may still be asked as to how they could manipulate such huge blocks at
all. There is another difficulty in the assumption of the inclined plane as the
structure increases in height the line of the slope changes and hence this
contrivance of the inclined'plane is to be adjusted at every step of prdgress by
changing the base and height of the plane, and the difficulty is all the more
aggravated if the plane be made up of heaps of sand”.*® A sculptured panel
inserted into the wall of the Siddha Mahavir temple at Puri, throws interesting
light on the subject. The sculpture depicts a temple under the process of
construction, where two masons are still working on the top of the/uﬁfinished
gandi while four other workers are carrying up a rectangular block of stone over
an inclined plane. The presence of three pillars to support the inclined plane,
whose one end rests on the ground and the other end 'on the top of the temple,
suggests that the slope was made of wooden planks and not of earth or sand.*It
indicates a few temples constructed on the support of wooden planks.

Stones were quarred from the nearby hills. After being cut into blocks;,
some of being huge enough to make amalaka, ghanta etc, were dragged easily on

the inclined plane. K.C. Panigrahi has referred that the inclined plane for the
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Lingardja temple extended as far as Khandagiri hill covering a distance of near
about 4 miles.”

The above proposition is theoretically sound but in practice it is not
easy task. This inclined plane system was not problem for miniature temples or
temples of small height. But it was definitely a problem for temples of moderate
and extreme heights. In these cases, as said earlier, the temples were gradually
buried under earth as they progressed in height. Small blocks of stones were lifted
manually. The temple was buried in such a manner that a winding pétha is created
around the temple. The path was spacious enough to allow the cart to pass. It is
easier to drag the cart on the path than on a straight inclined ramp as suggested by
some scholars.

The walls of the temple rise straight upto a particular point, the stone
slabs have been placed one upon the other. After placing the stones in position
outlines of the carvings were drawn. On some of the temples where carvings have
not been completed the outlines, they are still discernible. Secondly, sometimes a
particular sculpture covers different blocks and it is due to the carvings on the
body of the structure itself. After the completion of the vimana, the mukhasala
(pidha deuja) was constructed in the same manner.* The bottom ceiling or garbha
muda of the jagamohana internally has four square sized pillars, which support its
huge pyramidal superstructure.

The constructional method of the architects was simple. The masonry is
of in the dry order; mortar has not been used in the joints. The stones are “held
together mainly by a system of counterpoise, the weight of one acting against the
pressure of another, much of the stability being a matter of balance and
equilibrium. # The stones have been properly cut and their faces have been so
finely dressed that when placed one up~0n the other, the joints are hardly noticed.
At places iron dowels have been used to keep the stone slabs in proper position. In
later temples as at Konarka, the Orissan architects made use of iron beams. The
iron beams have been used as supports under the false-roof and under the
architraves, which are placed above the doorways. They vary in length to suit the
purpose for which they were intended. The iron of these beams is pure wrought
iron. The manufacture of the heavy iron beams reveals the smelting and forging

abilities of the iron workers of those days.
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It is unfortunate that the architects responsible for the construction of
the temples did not care to leave their names on record. Even the prominent
temples like Jagannatha, Konarka and Lingardja remain anonymous. Vidya
Dehejia finds its answer in the ancient Indian concept of art as a craft. Art was
considered as a hereditary vocation. It was learned and perused like any other
profession. The architects and sculptors of an area fofmed a guild and the service
of the guild were requisitioned for the construction of the temples.*Therefore, the
members of the guild were collectively responsible for the construction, which did
not warrant any name or names to be placed on record.

The Orissan temple style did not represent a fixed type. In the course
of its evolution, as the building tradition was handed down from one generation to
another, some changes are obvious. But inspite of the stylistic change that
distinguishes one phase from another, we find a remarkable continuify in the
development of the style till it reaches the climax. We can divide the course of
evolution of temple architecture into five phases corresponding | to the five
principal dynasties that ruled Orissa from the sixth century AD to the sixteenth
century AD. The Orissan temples were executed by the Kaliriga School of
architects. ‘ '

Most of the art historians have taken help of architectural features and
decorative motifs of the Orissan temples to arrive at a tentative chronology and
dating. The literary works like Ekamra Purana, Svarnadri Mohadaya, Ekamra
Candrika, Kapila Samhiti and the Madajaparyi are not very ciependable sources to
workout the chronology of the Orissan temples.™ ’

5. Types and Sculptural Features of Orissan Temples:

The history of sculpture in Orissa in the early medieval period is linked
with the development of temple architecture and shares the same evolutionary
process as in architecture.*The interior walls of the temple are generally plain but
the exterior is fully decorated. The profusion of sculptures on the bocély of the
Orissan temples has evoked admiration of the critics of Indian art. According to
Stella Kramrisch, “the coherence of its monumental shape is enriched by its
carvings; no where else in India are the walls of the temple as intimately connected
with their sculptures. The temple here is a work of monumental sculpture of which

"3

the single carvings form the intricate surface”.”® The Orissan temples are

remarkable for the abundance of sculptures. There are so much of sculpture that
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very aptly Stella Kramrisch has remarked “Architecture in Orissa is but sculpture
on a gigantic scale”.* The artistic activity found expression in images of the
divinities, decorative motifs and figure sculptures. The temple sculptures
constitute the predominating class among Orissa’s artistic achievements. -

The interior walls of the vimana as well as mukhasala are completely

undecorated. The Silpa texts are silent as to why the interiors are to be left plain.

The interior of the deula or sanctum is conceived as the garbha or womb of the

cosmic being.”In conformity with the idea of garbha the walls have been left plain.
The plainness of the walls also emphasizes the serene and solemn atmosphere,
which is required for the performance of the rituals of the presiding deity. The
interior walls of the mukhasajas of the earlier temples were also left plain. The
interior of the mukhasala of a few temples belonging to the later period are found
decorated with sculptures. But this practice could not become popular and
therefore was not insisted upon. So the interiors of both the mukhasalaand vimana
have been kept plain as far as possible but the exteriors have been fully decorated.
The plain interior when constructed with the ornamented exterior of the temple, it
appears to have a symbolic significance. As Coomaraswamy observes “Love and
desire are part of life. Life is a veil behind or within which is god. The outside of
the temple is an image of this life, sanmsdra and the carvings on it represent
everything that belongs to samsara and perpetuate illusion, every bond and each
desire of loveliness that binds men to the wheel of life and death. Within, in an
empty chamber the image of god is alone, lit up by tiny lamps seen from very far
away by the approaching worshipper. This symbolism of phenomenal life as an
embroidered veil beyond, which the devotee must pass to find his god has
perhaps always and everywhere been present, whether consciously or not, in the
mind of Indian Cathedral Builders”.%

A perfect harmony between the architecture and sculpture has been
achieved on the Orissan temples. After a period of tentative efforts, the Orissan
craftsmen succeeded in achieving an orderly arrangement of the sculptural motifs
and cult icons on the body of the temple. They also succeeded in securing the
balance between grandeur and beauty; between height and elegance. The
sculptures on the Orissan temples have not been treated in isolation from the
architecture. The most unique about the Orissan temples is the perfect balance

between the architecture and sculptures. The arrangement and distribution of the
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sculptures on the temple is so masterfully done that the whole structure bears a
graceful appearance. The sculptural repertory consists of human figures including
kanyds and erotic figures, cult icons, animal figures including mythological and
composite features; kirtimukhas, ndgas and nagini; caitya window motifs,
decorative designs like scroll works, architectural motifs viz rekha, pidha and
khakhara mundis. The abundance of sculpture, however, in no way overshadows
the architectural greatness and beauty. The sculptures have a vital relationship
with the temple surface. When they get detached from the temple, they lose much
of their grace and animation. The above mentioned sculptures on the Orissan
temples can be divided into two broad categories such as one is non-iconic figures
sculptures and decorative motifs and another is cult-images. They are categorically

mentioned as follows:-
a. Non-Iconic Figure- sculptures and Decorative Motifs:-

The non-iconic sculptures on temples can be- divided into several
groups such as female ﬁgures, erotic figures (scenes), secular scenes and figures,
animal figures, caitya window medallions (motifs), kirfimukhas, scroll works,
hallos, door frames decoration, architectural designs etc. Most of the téx-nples of
Orissa, particularly the medieval period, were decbrated with these motifs and
with them they stood as the epitomes of beauty, breathing a religious favour and
serenity around them.

Decorative Female Figures:

Among the decorative motifs of the Orissan temples, the female figures
are the most beautiful products of the Orissan sculptors. The grace of woman has
always been a favqur'ite theme in Indian literature and art and on the temple walls
of Orissa. The female figures occur in a variety of graceful poses and postures. The
decorative female figures depicted in the mood of lassitude are known as a/asa
kanyasin Orissa. They are shown in various roles such as fondling a child, looking
into the mirror, taking out anklets, playing on musical instruments etc. The variety
of graceful attitudes, gestures and expressions usual with these figures gave the
artist ample opportunity to exhibit the feminine grace to the fullest extent. The
specimens from Rajarani, Lingaraja, Jagannatha and Konarka temples are like love
poems written on stone in which the Indian conception of female beauty finds its
supreme expression. The best specimens from Konarka are so sensitively modelled

with remarkable artistic feeling and loving care that Coomaraswamy believes that
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“sculptures of women are frankly the work of lovers”.” The ajasa kanyas
mentioned above are also popularly known as ndyikds. These figures are
remarkable for their beauty and elegance and belong to the realm of sophisticated
art. They are found in the recesses formed by the pilaster or in the intermediary
rathas (pagas). In most cases they stand on pedestals formed by full-blown lotus;
with their well-built breast, gentle hip, narrow waist and ineffable smile on the
lips, these figures possess a powerful sensuous appeal. The sculptors had put their
best to make these nayika figures most attractive and charming of all the figures on
the temple walls.

The “woman and the tree motifs” or the Salabhanjika (the woman
breaking the $4/a bough) is quite popular in Orissan art, several excellent
representations of this charming motif are found from all-important temples of
Orissa. The poetic idea that evens an Asoka tree bléssoms at the magic touch of the
foot of a woman, is a conventional tender expression, which is to be found in
several Sanskrit works like the Meghadufam, Malavikagnimitram etc. and this
conventional poetical idea has been executed in stone by the ancient artists of
Orissa.

Erotic Figures (scenes)

A discussion on Orissan sculpture will remain incomplete without a
reference to the erotic figures (scenes), which form an important aspect in the
decorative programme of the Orissan temple sculpture. 'I"he_se sculptures can be
divided into two broad categories namely amorous couples (mithunas) and male
and female figures engaged in sexual acts. The first type is sober one. It does not
look vulgar in spite of its sex appeal. In this type the couple stands close to each
other with a feeling to love. In some examples they place their hands on each
other’s shoulder and in other hand the male is found directly engaged in various
sexual acts. The preservation has gone to such an extent that in one example from
Sisire$vara temple the sexual intercourse between a man and an animal has been
depicted. In the early temples the mithuna figures occur on the walls and - recessed
kanthi and sometimes on the doorjambs. They are prominently displayed on the
temples and because of their profusion at Konarka, that temple is considered to be
“the most obscene building in the world by some”.® The second type of sculptures

are rarely found on the temples prior to the Vitala Sisire$vara. But from these



temples onwards they are found in increasing number.” From the 10" century AD
onwards these sculptures appear on the upper jarigha of the bada of temples.

The occurrence of such erotic sculptures on the body of the religious
shrines goes against the sense of morality. Even thdugh sex forms an important

aspect of Tantricism, a cult of Brahmanism and Vajrayana cult of Buddhism, its

public display is revolting to the minds of general Indian people.® The ‘Silpa texts,

discovered so far, are not specific about the purpose of their carvings on the
temples. Therefore, it is a wonder how such carvings were allowed and given
prominence on the walls of the temples.

K.C. Panigrahi traces the origin of the erotic sculptures to the
Tantricism and the form of Mahdyana Buddhim, which prevailed clurinér the rule
of the early Bhaumakaras.” In these cults, sex is considered as the means to attain
the spiritual merit. He writes, “Having once been allowed to exist in the temples of
a particular period they aquired the force of a convention.”” According to
Jitendranatha Banerjee and Vidya Dehjia the sexual scenes on the walls the Varahi
temple at Caurasi are the visual representation of some aspects of Kau‘la,-képa‘ﬁka
cult.®

If Tantricism was responsible for the appearance of such sculptures on
the temple walls, they would have been limited to the $2kta temples only. But they
are found carved on the temples of other cults such as Saiva,Vaisnava and Saura.
The temples belonging to the Ganga period are gracefully depicted with these
sculptures in greater number. On the celebrated Sun Temple at Konarka,they have
been lavishly displayed. Percy Borwn tried to interpret the erotic sculptures of
Konirka in terms of the mithuna movement which, he believed, lea to the decline
of Orissa. From the historical point of view such a theory cannot be accepted, for
the Ganga rule was followed by yet another brilliant epoch under the Sui'yavarhsi
kings of Orissa. It is generally believed that erotic figures are inspired by Tantric
practices, but this may not be always true. In this regard, Karuna Sagara Behera
has referred to the fact that far from corrupting people the obscene figures “were
in all probability meant to test the self-restraint of a visitor before he was entitled
to reap the merits of his visit to the god”. *K.C.Panigrahi has advocated such a
view in his book, which is reasserted by Behera.

The practice of depicting mithuna figures on the doors is very ancient in

India. The mithuna figures were considered as auspicious symbol and therefore
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placed at the entrance to the house.® Perhaps, it was for the same purpose that the
mithuna figures were carved on the walls of the temples. In India sex océupied an
important position in the scheme of life as decided by ancient sages. In this
connection A.L. Basam 'refers, “of all legitimate pleasures, sexual pleasure was
thought to be the best.*Therefore, sex has been glorified in the ancient literatures,
both secular and religious. Even treaties on the sexual life of man were composed
of which Kamasutraby sage Vatsyayana is noteworthy. Some of the religious sects,
of which mention has been made earlier, adopted sex as the means to achieve
spiritual merit.

The depiction of erotic motifs has become a part of the Indian artistic
tradition and Sdstric sanction for it cannot be ignored. The Brhata Samhitd of
Varaha Mihira (6™ century AD) mentions that doorjambs of the temples should be
decorated with several auspicious objects including amorous couples. In the Agni
Purana we find that doorways should be decorated with mithunas. The
Samaranganasutradhara enjoins that women should be represented as engaged in
sexual activity. The Skanda Purana recommends the depiction of erotic sculptures
as device to avert horror and protect the temple from thunderbolt. By carving these
auspicious motifs the early artist was not only beautifying the temple but was also
ensuring the security of the structure. In course of time, profusion was by product
of further celebration and development.

It seems that sex constituted an important aspect of man’s activities all
through the ages. It was not considered as an outlet of animal possession but what
Basham says, “as a positive religious duty” “Therefore; it was natural that the
sexual pre occupations of men found manifestation in the temple sculptures. It is
wrong to say that the erotic sculptures are noticed on the temples spread all over
India, the most notable being the Hindu and Jaina temples of Khajuraho in Central
India K.S. Behera has suggested in this perspective that their deliberate purpose
was not to overwhelm people by vulgarism but to awaken a feeling of aversion for
the worldly life for which they stand and lead the devotee into the holy abode of
the god .®The Sirpur stone inscription of the time of Maha-Siva Gupta records:
“Oh king; do not turn your mind to this, seeing what has been clearly described of
this wonderful world (samdra) under the guise of the temple”. Deliberate or
Purposeless, symbolitical or mere convention, such sculptures in any case, lend

charm and validity to the temple and at once impress a visitor. The presence of
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obscene (erotic) figures not only on the Jagannatha temple of Puri, but also in other
temples in Orissa has engaged in attention of many scholars to trace its
significance. Such obscene figures were intended to protect the structures against
lightening, cyclone or other visitations of nature. %

Devangana Desai concludes by saying that our study of sexual
representation in Indian culture convinces us that there is no philosophical or
rational motivation behind it. Its presence in religious art is a pointer to the

continuity and persistence of primitive and popular cultural elements in a civilized

society. Far from being an anomaly in Hindu culture, erotic motifs were in

harmony with the religious environment to which they belonged with the majestic,
courtly and artistic temples. They are depicted as alarikaras of temples.” Refuting
the views of Devangana Desai, another eminent scholar like J.P. Singh Deo has
stated that some of the erotic sculptures are based on the poses described in the
Kamasutra and are not the works of the imagination of the artists; though some
poses of “Sex-yogic” posess.”! K.C. Panigrahi has described that<occurrence of
erotic scenes on the Orissan temples is due to the Tézjllrjcinfluence.72

The presence of erotic couples on the temple-walls is by no means
peculiar to Orissa, though they are represented more prominently and profusely
here in some of temples. From the archaeological evidence available, it appears, it
was a part of the Indian temple architecture. In short, they occur on the temples of
different cults situated all over India and covering a wide-range of time. It can be
said that the erotic sculptures in all its forms found their places on the temples as a
result of man’s preoccupation in sexual activities, which was then an important

aspect of social life. Tanfricism or for that matter any other cult, cannot be

considered as responsible for their carving on the temples. This much we can say

that these cults might have helped their proliferation.
Secular Scenes and Figures -

The temples being primarily the houses of Hindu gods & goddesses,
the secular figures are comparatively rare. But mostly executed by secular
craftsmen, sculptors portray many aspects of their every day life. As Rabindranath
Tagore observes, “The great and little deeds of man, the good and evil occurrences
of his daily life, his work and play, his war and peace, his home and the world,
cover up the whole temple through series of wonderful pictures.” On the walls of

Orissan temples can be seen the king with all his majesty, soldiers, siksadana
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scenes, dancers, hunters and even common labourers carrying loads or dragging
stone, indeed the whole gamut of life depicted on the hard surface of stone. |

In the Par$uramesvara temple we find grills depicted with dancers and
musicians. The dynamic sweep and rhythmic movement of the limbs of the
dancers endow them with vitality rare in the dance sculptures of India. A similar
grill representing dancers hails from the Kapile$vara temple complex. On the walls
of the Muktesvara, Brahmesvara, Lingaraja and Konarka temples the depiction of
female dancers is fairly common particularly natamandira of Konarka, with its
numerous dance sculptures, is a veritable lexicon of Odisi nrtya.

In the early temples the percentage of secular figures and scenes is
very low. They are completely lost in the vast multitude of divine figures. As it is

said earlier, with the evolution of temple architecture more and more secular

figures were included into the scheme of decoration and on the temples belonging

to the latter period they'constitute a considerable number. The royal persons and
ascetics are conspicuous by their absence in the early temples. The royal persons
appear on the temples like the Brahme$vara and the Lingaraja of Bhubaneswar. In
the Varahi temple at Caurasi figures of nobility are carved on the bands, which
form the lowest level of slopping roofs of the mukhasala. On the Brahmes$vara
temple a panel depicts a scene of what K.C. Panigrahi mentions, a king with his
courtiers.”*The vimdna and the mukhasala of Lingaraja temple contains more than
one panel depicting royal figures. One of them, i.e. on the southern facade of the
vimana, depicts a royal figure with a sword in the right hand and what supposed
to be a copper plate in the left. The royalty of these figures are indicated by the
parasols held over their heads. It seems, the practice of carving figures of kings and
the members of the royal family started with the advent of the Somavarhsis and
this practice was followed by the Gangas. Royal figures also appear on the walls of
the Sun temple at Konarka. We find a number of panels depicting king Narasirnha-
I in various roles. He sits with folded hands laying down his royal sword at the
feet of the Sun god; he demonstrates his skill as an archer, and discusses with
learned men. A panel shows the king on a swing in the company of female
attendants, while there other panels depict him as worshipping Siva-liriga, Durga
and Jagannatha, a scene, which not only captures the essence of his liberal policy

but also represents the religious harmony that prevailed in medieval Orissa.
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The figures of ascetics (zsis) were introduced for the first time in the
Muktesvara temple and followed in the other notable temples thereafter. The
ascetics are generally depicted in the act of teaching. Sometimes they are shown in
emaciated bodies. In the Brahmesvara and the Lingaraja temples the ascetics are
found seated against the pillows. Teaching scenes are also noticed on the
Jagannatha temple at Puri and the Sun temple at Konarka. An inscribed chlorite
sculpture from Konarka, now preserved in the Indian Museum Calcutta, depicts
teaching scenes under a pillared pavilion. Another specimen in Victoria and Albert
Museum, which can be claimed with any certainty to be of Konarka V‘ origin,
depicts a seated guru and his royal pupil.

- Among the secular scenes, the scene of elephant capture is very
common and occurs mostly in earlier temples. Hunting scenes occur in the temples
like Llaksmanesvara, Vaitala, Muktesvara temple etc. In the northern facade of the
Par§urame$vara temple there occurs scenes, which has been described-by MM.
Ganguly as ‘Lion-hunt’.” In this scene the lion, unlike' the elephants found in the
scene of elephant-capture in the same temple, has not been realistically treated.
K.C. Panigrahi opines that it is a fabulous animal.”” The military scenes are fairly
abundant in temple sculptures. There are many admirable scenes depicting the
marching of the army, which consists of foot soldiers, cavalry and elephants. There
are several panels in the pidhds of Lingaraja temple and in the upana of Konarka
Sun temple, which depict the marching of soldiers with their usual weapons.

An interesting panel from the wupana of Konarka temple shows a
cooking scene, which is typical of everyday life. The mode of catching elephants,
and hunting of animals are also represented, of which there are several examples
at Konarka. The maritime pride of ancient Kalinga inspired artists to depict boats
in sculptures. An interesting sculpture, now preserved in Orissa state museum,
shows two boats with elephants on them. The boat is also depicted on the bada of
the bhogamandapa of Jagannatha temple of Puri, and below the feet of Bhairava
images of Konarka Sun temple.

Animal Figures:

The animals represented on the temples include elephant, horse, camel,
boar, monkey, bull, lion etc. The representation of a giraffe at Konarka is
interesting, this being the solidary representation of that African animal in Indian

tempel art. From early times Kalinga was famous for its elephants and there is no
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wonder that elephants form a very large part in the decoration. Elephants appear
in a number of situations; they move in military processions, carry their masters
and are driven into the kheda. The horses are generally depicted in the context of
military scenes.

The animal sculptures are met with both in early and late temples, but
their representations at Konarka are the most impressive. The free standing
elephants in the northern court-yeard of Konarka are distinguished by dignified
bearing and largness of volume. Leaving apart the broken fragments of seven
horses that once dragged the mighty chariot of the Sun god, the two war-horses
that are still extant, are indeed among the finest representations of anirﬁal form.
Commenting on one of these, Havel observes “Had it by chance been labelled
‘Roman’ or ‘Greek’, this magnificient work of art would now be the pride of some
great metropolitan museum in Europe and America”.”® Here Indian sculptors have
shown that they can express with such fire énd passion as the greatest European
art, the pride of victory and the glory of triumphant warfare. ’

In Orissa sculpture lions are generally represented in their stylized
forms. Lion sculptures are not peculiar to Orissa alone but “the Orissan artists have
added and developed many new features and elements particularly in the
treatment of the eyes, the moustaches and the manes, which are original and

invigorating contribution to the motifs.” The lion has been represented in various

situation. It is seen on both sides of the main entrance as a guard, or a dvarapala

and towering over a couchant elephant. It is also placed on the roof of the
Jjagamohana and is invariably found in one of the three following postures e.g. (1)
uda-simha or flying lion, as in the temple of Yukti-Kedaresvara, (2) jhapa-sintha or
rampant lion, as in the temple of Kedare$vara, (3) ksgpa-simha or mad lion, as in
the temple of Mukte$vara.” The lion is also noticed in the intervening space below
the amajakasija. This representation of the lion is called dopichha simhas or two
lions placed back to back. The sculptor was fully aware of the structural use of the
lion motif and utilized it in its dopichha forms to support the crowning elements of
the temple. The representation of jhapa simha is placed on the rdha of later
temples, giving the feeling as if the lion is jumping out from the structure with
raised paws. The gaja-simha or the “lion standing on elephant” motif is notable
alike for its symbolic significance and imagination handling. The gigantic pair in

front of the nafamandira of Konarka shows this motif as its best. The lion, with
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open mouth, lolling tongue, flamboyant manes, protruding eyes stands over the
recumbent elephant. The majesty and vigour of the lion in contrast to the attitude
of helplessness of the elephant are well expressed by the sculptor.

Apart from the ‘lion on elephant’ motif, the vya/a (locally called Vida/a)

figures are very popular in Orissa. The figures of vydlas or vidalas have been

frequently used for the decoration of the temple walls of Orissa. The word vyd/a is

a distortion of vikafa, which means grotesque. Therefore V.S. Agrawala terms it

“Grotesque in India Art”.” Various types of vidalas occur in the jarigha of temples .

of later period. These motifs became a regular feature of Orissan temples. The
popular devices include simha-vidala, gaja-vidala, asva-vidala usually .carries a
rider on the back. The basic appearance is that of a lion, but the bridle and the rider
gives it a composite form. The gaja-vidala is an imaginative combination of lion
and elephant; the body, tail and paws are of the lion but the face is that of an
elephant. The nara-vidala is a unique product of medieval Orissan art and is found
at Konarka. It is as O.C. Ganguly points out, “a predominating human conception
with a benign and smiling face gently placing one of the paws on the head of the
prostrate warrior at the feet, almost in a gesture of benediction, -the right hand
being posed across the breast almost in an equally amiable gesture of bestowing an
asirvada”. Whatever be the type, the Orissan vidajas in all cases are known for
their dignified bearing, vitality and liveliness. The vya/as are placed in the recesses
of the pilaster in the fa/ajangha portion of the bada. They are found either on
elephant mount or trampling an elephant and belong to different types described
in the Vastu texts. Commenting on the vyala figures of the Orissan temples, M.A.
Dhaky remarks, “The vyd/as on the Kalinga temples such as Rajarani, Brahmegvara
and Lingaraja temple at Bhubaneswar are composed, dignified and seem startingly
alive, a specific Kalinga trait not paralleled any where else in India.”
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The elephants on the temples have been most realistically treated. In the -

Orissan art the elephants occupy an important place. Lion on elephant is a very
common motif found in the temples. The Mukte$vara temple (earlier temple) is the
only example where we find animal figures in plenty. These include, apart from
lions and elephants, crocodiles, tortoise, bull, deer, c1_'ab and boar. The horse is
noticed to be too frequently represented; but unlike the medieval sculpture of
Europe it is far less met with than the lion or the elephant. It is often seen enclosed

in panels with beaded borders on the face of the pidhas or the basanta of the



Jjanigha. At Konarka it has been abundantly represented; and the huge on in front of
the jagamohana at Konarka may be considered a masterpiece. In respect of this
magnificent work of art, Prof Havell also says “The superbly monumental war-
horse in its massive strength and vigour is not unworthy of comparison with
Verochhio’s famous master piece at Venice”.*

Bull is seen represented in an Orissan temple, more especially in those
belonging to the Saiva sect. It is observed in the Jaina gumpha at Khandagiri as the
Vahiana of Risava Deva, the first Zirtharikara of the Jainas.” In a Saiva temple it is
represented as the vahana or carrier of Lord Siva. The huge bull carved out of a
single block and placed in a small temple abutting on the north side of the nafa-
mandira within the precincts of the Lingaraja temple, Bhubaneswar, may be cited
as a well proportioned and nicely carved example of the animal.

The makara or Capricornus like the lotus is an orhamental device,
which can be traced from the earliest Buddhist period down to the medieval times,
and which is met with in all the Indian Styles of architecture and sculpture. In the
medieval Orissan sculpture the makara is seen as a gargoyle or long projecting
spout through which rain water or temple washings are meant to be discharged
clear of the wall; it is also noticed at the springing of the arched gafeway or forana
in front of the temple. The forana of the temple of Mukte$vara may be cited as an
example. The most elaborately and artistically worked gargoyle of Rama Candi
temple at Konarka may be cited as a fine specimen of this decorative form. The
makara is represented in various forms, with huge distended jaws set with teeth,
with a short or elongated curling snout, or trunk and magnificently carved fins and
tail.

Caitya Window Medallions:

The caitya window medallions are important popular decorative motifs
of the temples of Orissa. These motifs resemble with the window on the facade of
the rock cut-caitya-hall. In the early temples two superimposed caitya windows
have been decorated on the front facade of the deu/a. About the 10" century AD, as
at Mukte$vara, only one caitya window is depicted on the raha of the gandi.
Flanked by Yaksa figures and crowned by kirfimukha, the motif is extremely
elaborate and imposing and is known as bho®In later temples the bho motif
continues but in Ganga temples, it is not as striking as at Mukte$vara. Appearing

on the bada and on the sikhara of the temples they are found enclosing mostly cult
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images. We do not notice the caifya medallions in such large number in the
temples belonging to the later temples. The caitya window designs also appear on
other parts of the temple and the Orissan artists have shown their talent in creating
new patterns.

Vajra-Mastakas:—

The vajra-mastakas are prominent ornament on the gandi smaller
examples on other parts of the temple, consisting of caifya medallions formed by
pearls or ribbons issuing from a kirtimukha or lotus design at the apex. The
symbolism is complex and involves dual complementary Agni and Soma
characteristics. Among the motifs incorporated into the design are lions, makaras,
gandharvas, ganas, mithunas and deity viz Natardja, conch shells and a hanging
bell. When the wings support ganas, it is called a bho. It was believed that the
security of a temple depended on the strength and stability of this ornament.*
Kirtimukha: |

The kirtimukha or the “face of glory” is an important decorative motif
on Orissan temple. Originally, it meant a hideous mask. The design represents a
fierce-looking lions head with its bulging eyes, fanciful horns, upper jaw (open
mouth) and absence of the chin. Sometimes the motif consists of a lion-face with

pearl-strings drippings from its mouth. The kirtimukha is also combined with

makara torana and the caitya window. On the religious shrines it has been used as -

an auspicious symbol to ward off the evils.* The upper caifya medallions of the
vajramastakas on the raha pagas of the vimana of the earlier temples are formed by
the strings of pearls issuing from the mouth of the kirtimukha. Here the
kirtimukhas appear very prominently. The elaborate bho motifs on the rahd pagas
of the temples like the Mukte$vara and the Gauri are also surmounted by flanked
by yaksas holding in their hands chains that inter sects the chain with a bell that
hangs down from the mouth of the former. Kirtimukhas also occur in panels on the
pilasters forming parts of the wall of the Vaitala temple. In this exarﬁple, the
kirtimukhas are flanked by the vyalas with riders on their backs. Strings of pearls
drip from the mouth of both kirtimukhas and flanking lions. Kirtimukhas
decorating the pilasters on the walls are also found in the temples of the later
period. The only difference that can be marked with the kirtimukha s on the later
temples is the enlargement of the hanging strings of peatls. |
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Scroll Works:

The scrollwork is the “Orissan ornament par-excellence” and it found
its “richest soil in Orissa”. In carving scroll work, as D.P. Ghosh points out, “the
Orissan sculptors easily excelled his Greek Compeer”. Orissan scrollwork, called
dali or lat, is extremely beauﬁful and varied in design. The Orissan artists evolved
a number of artistic type locally known as phula-latd, patra-lata, vana-lati, phasa
lat3, cakri lata, jiva lat etc. The vana-latd repreéents the luxuriant foliage of the
forest. Scrolls containing various animals with tiny circles are called Jiva-/ata. The
purna ghata or the “vase and foliage” motif was the most typical design found on
early temples. Lotus medallions and bands of lotus petals shown in triangular and
wavy pattern are prominently shown in the early temples, but in the later temples
these are completely absent. Generally, the pillars and the pilasters are decorated
with scroll-works, but in later temples narrow bands of scrollwork also decorate
the sikharas. The scrollwork, with its variety, artistic richness and precision in
execution requires a separate study by itself.

Halos:

All the cult images on the temples of the early period invariably have
halos behind their heads. Even the dvarapalas have haloes. It is interesting to note
that the nayikas of the Vaitala temple are provided with halos and so also the non-
divine figures of the Kosle$vara temple at Baidyanatha. But in later temples we do
not notice haloes even behind the heads of the most of divinities.

Door-frame Decoration:

The doorframes of the Orissan temples are elaborately ornamented.
Even the door frames of the earliest temples are not an exception to it. The jamb
consists of three or four bands of decorative designs, which include various floral,
creeper motifs, jali work, scrollwork, gelbai, (creepers with frolicking boys), flying
apsard figures and occasionally mithuna figures. At Baidyanatha and Carda the
innermost jambs are relieved with entwined nigas, but in some later temples like
Rajarani massive naga pillars flank the doorjambs. In the mukhasila of the
Sirhhanatha temple figures of Saptamatrkas and Virabhadra in vertical alignment
are depicted on either side of the door.

In the lower portion of the jambs we generally find dvéarapdlas and
dvdrapalikas, sometimes above double vyajas. In the temples of the earlier phase

the figures of Ganga and Yamuna with their respective mounts are shown beyond

54



the dvarapalas. But in later temples the figures of these river goddesses do not

appear in the same places. The ndga figures holding foliated vases with canopies

of snake hoods are depicted by side of the dvarapadlas in the mukhasala of the
Sisiresvara temple. This feature seems to have been borrowed from the Lalitagiri
door-frame.*In later temples occasionally male and female figures are depicted
within niches at the bottom of the jambs. The gelbai design occurs on the
doorframes of temples. C.L. Fabri describes these designs as “the most attractive
and original specially of Orissan decorative art”.”

The image of Gaja-Laksmi is normally carved on the centre of the
doorway lintel, but in some temples either Ganeéa or Lakulisa takes the place of
Gaja-Laksmi. The figures of navagrahas are carved on the architrave above the
doorway lintels of the most of temples.

Other Decorative Designs: _

Besides the above decorative elements, other designs have also been
used for the purpose of the decoration of walls of the Orissan temples. Of these,
the architectural designs such as pidha mundis (miniature representation of pidha
deujas) and khakhara mundis (miniature representation of khakhara temples)
decorate the subsidiary pagas on the upper and lower jarighas of both the rekha
and pidha deulas respectively. In some (rare) temples we also notice the rekha
mundis (miniature representation of rekha deujas) as the decorative elements of
the bada. These are the standard decorations for the later temples. The niches of
these designs house parsvadevatds, various cult images, mithunas, couples in
sexual position and other figures like dikpalas.

The temples belonging to earlier phase also contains some other
decorative designs such as jaZi and jharavali, which are rarely found in later
temples. Decoration with large rounded dots is very popular with the earlier
temples like the Parasurame$vara, Svarnajale$vars, Vaitala and Kualo. Even if the
dots occur in later temples, these are not as large in size as found in the above-

mentioned earlier temples.
b. Cult Images:

The Cult-images rigidly follows canonical and iconographic injunctions.
Most of these images were meant for regular worship, while others are shown on
outer walls of the monuments. All these figures may be grouped accordingly to

their religious affiliation and iconography.
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Jaina Images

It is evident from the relief of Khandgiri and Udayagiri caves that the
worship of the images of Jaina Tirtharikaras was not popular in Orissa in the early
centuries preceding the Christian era. Most of the images of Tirtharikarasand their
Sasana devis discovered from different parts of Orissa may be assigned to a period
between the 7% and the 12" century AD. This indicates that in the early medieval
period the worship of Jaina images had become popular and a developed
iconography was already in vogue.® Among the Jaina images, Risavanatha,
Parévanatha and Mahavir are fairly common while Amra, the Sdsanadevi of

Neminatha, is known in a variety of forms.

The notable sites for Jaina sculptures are Khandagiri, Pancagan,
Kakatpur and Banapur in undivided Puri district, Jajpur and Hatadiha in
undivided Cuttack district, Balasore town and Jaleswara in Balasore district and
Jaypore, Suai, Kecala, Bhairabsingpur in Koraput district etc. Besides the Orissa
State Museum, the Jaina temple at Cuttack contains a number of old Jaina images
collected from Orissa. It is also interesting to find a small image of Tirtharikara
placed in a niche of the Jagannitha Temple at Puri.”It is quite natural to expect
Jaina images on the Jaina temple at Subei. The shrines contain the images of the
Tirtharikaras with their respective identifying animals carved on the pedestals.
Vidya Dehejia identifies a twelve-armed deity as Cakre§vari, the Sasanadevi of the
first Tirtharikara®™ Another image of Cakre$vari is also worshipped in the
Bhagabati temple at Jaipur in Koraput district.”’ The Jaina images are not found in
other early temples of Orissa except at Subei.” Comparatively with the other
images of Hinduism Jaina images are rarely found in the walls of the early as well
as the later period temples of Orissa. l
Bhuddist Images:-

The sculptors were under no obligation to depict Buddhist themes in
the Brahminical temples. The Buddhist art flourished in Orissa during the period
of Bhaumakara rule. The discovery of a large number of Buddhist images from
different parts of Orissa and the remains at Ratnagiri, Udayagiri and Lalitagiri of
Jajpur in undivided Cuttack district bear its evidence. Therefore, it was natural that
the Brahminical art would have been influenced by the Buddhist art tradition. It is

said that the Likulisa image, found on the temples of Orissa, is almost a replica of
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the Buddha in the dharma cakra-pravartana mudra. It was not unusual on the part
of the sculptors, who had previous experience of éxecuting Buddhist images, to
attribute Buddhist characteristics to the Brahminical temples. It was also found
their entry into the temple walls. K.C. Panigrahi identifies such Buddhist images
on the mukhasals of the Sisiresvara temple.” They are Amoghasidhi, Jambhala and
Avalokitesvara, it could be possible in the atmosphere of religious toleration,
which prevailed at that time. The carving of so many Buddhist images on the
Sisireévara temple make it belonging to Bhauma epoch, which witnessed the
glorious days of Buddhism band to which belonged some of the finest Buddhist
images, now preserved in the Orissa State Museum and when the Buddhist vihara
at Ratnagiri acquired prominence. In a pidha mundi niche of the upper jarigha of
the bada of the vimana of Jagannatha temple at Puri, contains an image of Lord
Buddha, one of the avataras of Lord Visnu. Achutarajpur in Puri district has
yielded a large number of images, which are of outstanding importance from the
“point of iconography and art. Although the Buddhist images are noticed in the
different sites of Orissa but they are comparatively rare in the walls of the temple
like Jaina images.
Vaisnavite Images

The Visnu images discovered in Orissa can be divided into three groups
viz standing, seated and reclining types of which the standing images are the most
numerous in Orissa. The Visnu images usually hold Sarikha, cakra, gada and
padma. Such images are worshipped in temples at Gandharadi in Phulbani
district, Ganeévarapur near Chhatia in undivided Cuttack district, Kantilo in
Nayagarh district. Besides, one of the corner shrines of the paciyatana temple at
Kualo in Dhenkanala district is dedicated to Visnu. From this it appears that
Vaisnavism did not have that much importance as Saivism had. Therefore, the
images of Visnu and his incarnations have not received prominence on the
temples. These images rarely occur on the Saiva temples of the early period. It ié
only on the Sirmhanatha Siva temple that we notice substantial nﬁmber of
Vaisnavite sculptures. The northern wall of the mukhasala is embellished with the
images of various forms of Visnu. It is difficult to explain this unusual feature of
temple sculptures. The Prachi valley has yiélded numerous Madhava figures of

outstanding importance.
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The extant 4$ana murtis and Sayana murtis of Visnu are comparatively
rare. T_here is a small seated image of Visnu in the Museum at Kenduli, while a
large size headless figure in the Orissa State Museum shows Visnu in the /alitasana
flanked by Bhudevi and Sridevi. The sayana murtis of the Visnu are known from
Jajpur, Palia, Kaupura, Bhimakanda and Saranga.

Beautiful images of Laksmi-Narayana hail from Lingaraja compound,
Pratanagari and Caurasi. The magnificent image from Caurasl shows the two
deities with their usual Vaispava emblems. Laksmi-Narasirhha images occur at
Kenduli, Cuttack town, Lingaraj temple complex (Bhubaneswar), Puri and other
places. In the earlier temples, all the forms of Visnu are shown in saumy;a' or calm
form. Even the Narasirhha image is not shown in the ugra or terrific form.” The
Varaha and Narasirhha forms of Visnu occur more frequently than the other forms.
There is an image of Vardha carved on the inner wall of the vimana of the Vaitila
templé. He holds an axe in one hand and a pot in another. Long back R.D.Banerjee
came across images of Visnu at Gandharadi, but now the where abouté of these
images are not known.”

Reliefs illustrating the ten incarnations of Lord Visnu are found on the
wall of several temples of Orissa. In the ruined Manibhadresvara temple
(11“‘centui'y AD) at Bhubaneswar the figures of avataras such as Matsya, Kurma,
Narasimmha, Rama, and Kalki are still extant. The avatiras of Lord Visnu including
Buddha and Kalki can be identified in the famous Jagannatha temple (12" century
AD) and Madhavananda temple (13® century AD).* The sculptures illustrating
Trivikrama, Vardha and Narasirhha incarnations are wusually placed as
parsvadevatas in Visnu temples and outstanding examples of such images occur at

the Jagannatha temple of Puri.

The images of Lord Krsna are very rare in their occurrence in the earlier
temple sculptures of Orissa. Panels depicting the scene of Krsna killing Ka/iya
ndga are found in the Simhanatha and the Manike§vara temples. Identical reliefs
showing Krsna standing before his mother Yasoda who is engaged in churning the
curd are found in one of the corner shrines of the Brahmeévara temple and the
Lingaraja temple. K.C.Panigrahi gives much importance to these reliefs in order to
establish the contemporaneity of both the temples.” In the later period, the life
history of Lord Krsna has popularly been depicted in the different temples of
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Orissa. After the removal of plaster, various scenes of the life story of Krsna can be
identified in the sculptures of Jagannatha temple of Puri. In the Orissan temple art
the following themes seem to have been popular; 1. the story of Krsna's
Janmastami (Cande$vara); 2. Putandbadha (Sirnhanatha), Kesi and Vrusdsura
badha (Vaidyanatha, Simhanatha, Jagannatha temple), 4. Sakata bhariga
(Jagannatha temple),' S.Infant Krsna with Yasoda (Lingaraja and Cate§vara),6.
Subjugation of Kaliya niga (Sukle$var, Orissa State Museum and Jagannatha
temple), 7.Yamalarjuna bhariga (Gane$varapur and Mukhalingam),8. Vastraharana
(Visnupura panel in the Orissa State Museum), 9. Uplifting of the Govardhan
mountain (Viranchi Narayana temple at Palid, Jagannatha temple and Konarka
temple) and rasalila scene (detached sculptures at Visnupur, Jaya-Vijaya doorway

of the Jagannatha temple).

The cult of Krsna was quite popular in all parts of Orissa. Stray images
of Gopinatha of the Ganga period are known from different places. The well-
known outstanding specimens are from Balianta and Hirapur Gopinatha is
worshipped at Dai_xda~Mukundapur, Remuna, Sakhi Gopala and other places.
Among the images, a beautiful figure of Krsna-Visnu, in the Orissa State Museum,
is of particular interest. The group representation of Balarama, Ekanamsa and
Krsna-Vasudeva are known from Tirintura and Lingardja temple complex and

such figures have great significance in the context of Jagannatha ‘Trinity’.
Saivite Images:

S‘iva--

The forms of Siva, as represented in Orissan art, are varied. They fall
under two categories: one showing the god in the ugra (terrific) form and the other
'depicting the saumya (peaceful) aspect. These images can also be classified,
according to their postures, as sthanaka (standing), 4sina (seated), nrtya (dancing)

and devi sahita (with the consort).

The Mukhalinga aspect is illustrated in extent specimens from Sitabinji,
Jajpur and Daksina Sasana. An interesting relief from Sirhhanatha temple depicts

the Lirigodbhavamurti of Siva, while Mahesamurti forms are available at

Parasuramesvara and Sukle$vara temples. There is a fine specimen of standing -
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Candrasekhara figure of Siva at Khichingi. The Gangadhara aspect of the god is
shown at Simhhanatha. Siva in his bhiksatanamurti is represented on
Parasuramesvara temple and at Suklegvara. It is believed that the Pasupata sect of
Saivism found its way into Orissa during 6™-7" centuryAD.”® The organizier of
Pasupata sect was Likulisa, who was considered to be last incarnation of Lord
Siva.” With the growing of popularity of the Pasupata cult the image of Lakulisa
began to be carved on the Saiva temples of Orissa. He has been frequently depicted
in the earlier temples, but in later ones he has not been given so much importance.
In the earliest ones like, the Bharate§vara and the Par§urame$vara, Lakulisa has
been depicted without his disciples. In the subsequent temple, he has been
associated with either four or six of his disciples. Lakulisa is shown sitting in
Yogasana on double petalled lotus with eyes half-closed and hands in
dbarmacakra-pfavartana mudra. The beautiful Lakulisa figure from Suklesvara
temples depicts him in the characteristic dharmacakra-pravartana mudra. Lakulisa
images, holding Lakuta and shown in the seated pose, are quite frequent in the
sculptures of Orissa. Besides several representations from Bhubaneswar, images of

Saiva-Lakulisa also hail from Mukhalingam, Khiching, Sithhanatha and Balasore.

Orissan temple sculptures showing the samharamurti (deéstructive
form) of Siva such as Andhakasura badha murti and Gajasura badha murti hail
from Bhubaneswar. There is a large size image of Bhairava from Orissa in the
Indian Museum at Calcutta. The figures of Bhairava, associated with Sakti cult,
occur at Hirapur and Kundesvar. The standing Bhairava image from khiching,
though damaged, is one of the finest representations of its type in Indian art.
Equally magnificent are the four faced dancing Bhairava figures seen on the

Jjagamohana of Konarka Sun temple.

The multi-armed Nafaraja images in catu;'a pose dance are noticed on the
temple of Orissa. The early temples of Bhubanesvara such as Paraguriimesvara, Vaitiya,
Cisiregvara, Mérka&oegvara, etc contain Nadardja figures inside caitya arches.-Detached
sculptures showing Civa in dancing form are known from Asanpat, Cuklegvara,
Muktegvara compound, Amaigdi and Ré€ipur-Jharidl. The earliest image of Nafaraja (5"
6"centuryAD) is from Asanpat and this is now preserved in the Orissa State Museum. In all
Orissan temples, the Nadardja is depicted in liyita or ‘catura poses. The Nadardja images
of all the temples belong to one broad type, though there are minor variations in different

representations in the same temple. Therefore, the images bear no chronological
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significance.'” Normally the Natargja is eight or ten armed. His two upper most hands

hold a snake over the head. Of the main pair of hands, the left is turned horizontally
towards the right. In most of the cases he is shown in association with Ganega but in the

Bharategvara temple Kirtikeya takes the place of Ganega.

Siva is also depicted in company with his consort Parvati The
combined form is called Hara-Parvati or Uma-Mahegvara ;mu,réi. On the basis of
the sitting arrangement, the images can be grouped into two categories. In the first
category Siva and Parvati are seated close to each other on a common platform.
Parvati is on the left of Lord Siva. The image of Siva is four handed. Parvati’s left
hand firmly rests on the pedestal and the right on the shoulder of her husband
whom, she casts a sweet glance. Their respective mounts, bull and lion, are carved
on the pedestal. In the second category Parvati sits on the lap of Siva. In the left
hand she holds a mirror while the right hand encircles the neck of her husband.
Siva keeps his right hand round his consort. As usual their mounts are carved on
the pedestal. This category of Hara-Parvati images are noticed in later temples. The
Hara~Pérvaiti image of the first category is found in the early temples of Orissa. In
the Brahmesvara temple it is depicted on the lintel above the doorway. Here Siva
and Parvati are seated on the Kailasa flanked by their attendants and with their
mounts depicted below."The murtis of Siva showing his marriage with Parvati,
are noticed in sculptures of Bhubaneswara as well as in other Siva temples of
Orissa. A detached sculpture from Visnupur (Puri) belonging to late 13" century
depicts the scene in some details. The figuresl of Uma- Mahe§vara are very

common in Siva temples of Orissa as 4varana devata or parsvadevata.

The composite aspects of Siva, represented by the figures of Hari-Hara,
Siva-Surya, ardha-narisvara etc are known from the temple sculptures, especially
from Qatrughneévara, Vaitala, Lingardja and Konarka.Ekapada is one of the
manifestations of Lord Siva. This type of image is noticed in the southern side
balustraded window of the jagamohana of the Grame$vara temple at Vira-
Pratapapur village of Puri district. It is the best specimen of the Ekapa“da form of
Lord Siva.
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Ganesa:-

The extant reliefs and single sculptures of Ganesa give us an idea about the
iconography and the typical Orissan mode of representation. Gane$a usually
appears as a parsvadevats in a Saiva temple and his depiction without mouse
seems to be an earlier convention. The Ganesa images of Orissa generally fall
under four categories such as sthidnaka, 4sina, nritta and devi -sahita. Several
seated and standing forms of Gane$a are known from Bhubaneswara, which teems
with numerous Siva temples. Beautiful representations of the seated form are
available at Parasurame$vara, Sisire§vara and other temples. One of the finest

standing types of Ganeéa is seen in the southern niche of the Lingaraja temple.

Several dancing forms of Ganeda are known from Khiching, Champanatha,

Bhubaneswara, Parahat, Algum and other places.102 Ganeéa is shown along with
the deviin a specimen from Jagannatha temple compound. Images of five headed
Gane$a, one in the British Museum, and another fixed on the wall of Siddha
Mahavira temple of Puri illustrate altogether unique iconographic types. The four
handed image of Gane$a generally displays rosary, broken tusk, a pot of sweet
balls and a long handled kuthara in his hands.

Kartikeya:-

Most of the figures of Kartikeya in Orissa are shown in the role of
parsvadevata in Siva temples. Kartikeya is usually shown in standing (sthanaka
murti), seated (4sina murt) on his peacock mount and riding forms (Yanaka
murti). In the representation of this divinity is noticed on early temples such as
Parasuramesvara and Sisiresvara. The Image of Kartikeya is shown without the
kukuta (cock) but in later specimens beginning with Muktesvara, the cock becomes
his characteristic attribute. Kartikeya riding on his mount is known from
Vaidyanatha, Paschimeévara temple while another is stuck to a miniature temple
in the Yamesvara compound. The sthanaka murtis of Kartikeya are found in large
numbers. Kartikeya is sometimes shown as six-faced and specimens of this type
exist in the Vimala temple of Puri and Gate$vara temple at Algum. A fragmentary
relief, now in the collection of the Orissa State Museum, depicts the Mythology

connected with the birth of Kartikeya.
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Kartikeya generally has his coiffure arranged in the sikhandaka mode,
consisting of looped- meshes, characteristic of boyhood and is richly bejeweled
with the foremost ornament being the vydghranakha, necklace of tiger-claws and
tortoise pendants. He holds the $ak# in one of his hands and is accompanied by his
peacock-mount who frequently trods on a serpent. Towards the end of the 9"
century AD the kukuta (rooster cock) is added as an attribute, which he holds in
one of his hands. On later standing images, the kukufa is invariably held in the
major left hand near his hip while a small image of Devasena stands below holding
its feet with her uplifted right hand. In most of the early images of Kartikeya hold a
vija-puraka (ball of meal) in one of his hands while in several late examples the

Saktiis replaced by a trident.

Sakta Images:-

The extant Sakta images in Orissa are also quite numerous. It will be
difficult even to give a short account of all these images and here only a brief
references can be made to the important forms of the devi. Parvati in a standing
pose is usually placed as the parsvadevata in a Saiva shrine and fine chlorite
images of the goddess are known from the Somavarsi times. As an example, we
may refer to the very beautiful image of Parvati in the northern niche of the
Lingaraja temple. Besides being worshipped as the presiding deity, Mahisamardini
is also known in the role of the parévadevata. Two armed figure of Mahisamardini
from the Viraja temple, assigned to the Gupta period shows the earliest form of the
goddess in Orissan art. Beginning with a two-armed image the form developed
into four armed image, eight armed and ten-armed ones with characteristic
attributes. Again Mahisamardini images can be divided into three distinct types
taking into account the changes in the form of the buffalo demon. In the early
images the demon appears in buffalo form, next he is shown with human body
and buffalo head; and finally the form crystallizes into human form issuing out
from the decapitated trunk of a buffalo. The important images of Mahisamardini
are known from Bhubaneswara (Vaitala, Sisire§vara and Lingaraja temple
compound), Khiching, Orasahi, Vate§vara (Bhagabati compound), Suklesvara,
Adaspur, Motia, Ambapada and other places.
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The worship of the Sapfamatrkas formed an important aspect of the
Sakta cult in Orissa. The images of the Saptamatrkas are found carved on the both
early as well as later temples of Orissa. According to the Saiva Agama téxfs, they
are Brahmani, Mahegvari, Kaumarij, Vaisr_lavi, Varahi, Indrani and Camunda. In
the temples, they are shown, seated with their respective mounts at the bottom.
The respective mounts are swan, bull, peacock, Garuda, buffalo, elephant and owl.
In the later temples deadbody eaten by jackel takes the place of owl for Camunda.
The matrkas sitting in a row is flanked by Virabhadra and Ganesa on either side.
Of the matrkas, Camunda is the most terrific in appearance. She has four arms,
emaciated body with shrunken belly. In the body the veins and ribs are
prominently displayed. With drooping breasts, sunken eyes having protruding
eye-balls, bals head. She wears a skull garland. In Camunda “the Orissan artists
have skillfully produced one of the most terror-striking image, not a lifeless fetish
of uncultured people, but a concrete representation of the esoteric symbolism
underlying one aspect of the Tantric faith”.!® An important development in the
iconography of the Saptamatrkas, as noticed for the first time in the Patale$var
temple at Paikapada, is the depiction of babies on their laps except Camunda. The
images of Saptamatrkas are also noticed in temples such as Parasuramesvara,
Vaitala, Simhanatha and Mukte$vara. Again such images are known from
Sheragarh, Garedipancan, 'Khiching, Sathalpur, and Belkhandi etc. The
outstanding large size images of Sapfamatrkas hail from Jajpur (at Dasasvamedha
&hat) and Puri (inside the Markandesvar temple complex). Equally massive are the
figures of Vaisnavi, Varahi, Indmani and Camunda from Dharmasald now
preserved in the Orissa State Museum. The images of Saptamatrkas discovered in
Orissa fall under two categories, the earlier and the later. The earlier matrkas do
not hold babies, but babies are invariably associated with the later types. The latter

convention was established from about the Somavarnsi period.

The matrka images of Varahi and Camunda are also wo’rshipped
indivisually in many places of Orissa. The cult of Varahi is known from images
discovered from Caurasi, Bayalisbati, Bhubaneswar (Lingardja compound),
Satabhaia, Narendrapur, Baricua and Domagandari. Varahi is the presiding deity
of the beautiful khakhara temple at Caurasi. Camunda is the presiding deity of the
Vaitala temple. She is also worshipped at Avana and Khiching,. '
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The cult of the ‘Sixty-four Yoginis’ also prevailed in Orissa. The two
famous Yogini pithas of Orissa are located at Hirapur and Ranipur Jharial.
Particularly the chlorite images of Yoginis from Hirapur are among the group can
be recognized the figures of Agneyi, Narasirhhi etc. The other images of devi, such
as Mangala at Kakatpur, Candi images at Bali Haracandi and Kenduli, detached
deviimages from Pedagadi, Carcika of Banki efc are of great iconographic interest.
The mother aspect of the devr is clearly emphasized in the images of the

Bhadrakali from Bhadrak and the Bata Mangala of Puri.

Piarsvadevatas:-

Another feature of the Orissan temples is that the three side
central niches of the bﬁda of vimdnas (main deu/as) contain images of
parsvadevatas, who are closely related to the presiding divinity. For exafnple, the
parsvadevatds in a Saiva temple are Ganesa, Kartikeya and Parvati or Hara-
Parvati. In place of Parvati, occasionally the image of Mahisamardini is found. In
a Vaisnava temple, the parsvadevatas are three ’incarnations of Lord Visnu i.e.
Varaha, Narasirhha and Trivikrama. In a Sun temple different forms of the Sun
god are found. While in a S3kta temple they are three forms of devz In the majority
of the temples, parsvadevatas were carved out of separate chlorite stones and then
inserted into the niches prepared for the purpose. This has resulted in the loss of
parsvadevatis in some of the temples, because they are liable to be removed easily.
But in temples like the Vaitala, the Bhrigesvara at Bajrakot, the Svapnes$vara at
Kualo, and the Manikeévara at Suklevara the parsvadevaftas are carved out of the
stones that form the outer walls of the temples. They are carved out of several
blocks of stone and the joints are clearly visible on the images. Because of this the
images have not been removed from the niches. K.C.Panigrahi finds this technique

of carving in the monastic ruins at Ratnagiri and assigns it to the Bhauma epoch.'™

We can notice certain variations in the iconography of the parsvadevata
images by which they can be assigned either to early or later period. For example,
Gane$a in the earlier temples does not have mouse as his mount but in late
temples, mouse is found with him. Similarly Kartikeya is shown with only peacock

in the early temples, but in later temples he is shown with both peacock and cock.
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The flower Ketaka shown in one of the hands of Parvati in the early temples but it

changed to lotus in the later templeés.

In the place of Parvati Mahisamardini appears as the parsvadevata in
some temples. Apart from appearing as pdrsvadevati, this image also occurs
separately on the walls of the temples. These images have chronological
significance so far as the treatment of the buffalo-demon is concerned. In the earlier
temples the goddess is shown killing the demon, which is a buffalo headed human
figure. In the later temples, the demon is depicted as issuing out of the decapitated
body of the buffalo. In the most cases the goddess has eight hands. The other

variations noticed in Mahisamardiniimages on the temples have no chronological

significance.
Surya Images:-

In Orissan art, Surya is shown in human form besides being
represented by means of lotus flower. The extant images of Surya can be divided
into three principal groups viz: (1) in standing or seated pose without a chariot,(2)
Surya is depicted without its lower part and (3) Seated or standing form with a

chariot.

One of the earliest reliefs of Surya is noticed on the ParSuramesvara
temple where the god is represented without the chariot. He holds lotus in his two
hands and is shown with the Northerner’ dress. The beautiful figure of Surya in
the lower caitya window of Vaitala temple is depicted with Usha and Pratyusa on
either side or Aruna as charioteer in the front. The lower portion of the god has not
been carved. The seated representations of Surya hail from Muktesvara, Khiching
and other places. The figure of Surya, placed as a parsvadevatd on the western

niche of the Varahi temple at Caurasi, with Danda and Pingala on either side, is a

remarkable specimen of the seated type. The extant standing varieties of Surya -

from Champanatha, several accessory figures are shown. The lotus carrying god
has a coat of mail on the chest but in still later representations, this feature
disappears and the composition becomes more elaborate with addition of
subsidiary figures. The large size images of the god Surya placed as parsvadevatas
in Konarka  Sun temple are remarkable for their iconography and superb

workmanship. Surya in the form of riding a horse, as seen in the northern niche of
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the temples, is unique in the realm of Indian art. The Sun god from Konarka , now
preserved in the National Museum, New Delhi is another masterpiece of Orissan

sculpture.
Navagrahas:

A row of either eight or nine grahas or planets are carved on the
architrave above the doorway Iintelv of the temples. The graha-slabs are found in
most of the temples except the Vaitila and Sisiresvara temples of Bhubaneswara.

| According to the Hindu Mythology, the propitiation of grahasleads to annihilation
of evils. It is perhaps because of this reason that the grahas have been associated
with the temples. In pre-Somavamsi temples of Orissa as for examples at
Paraéurémeélvara, only the eight grahds are found depicted on the panel. All the
grahas except Surya and Rahu hold rosary in right hand and water pot in the left.
These grahas are, Rabi (Sun), Soma (Moon), Mangala (Mar). Budha (Mercury),
Brhaspati (Jupiter), Sukra (Venus), Sani (Saturn) and Rahu (ascendjng’ node of
Moon). Beginning from the Somavamsi period, as at Muktesvara, all the nine
grahas are depicted. The number of grahas increases to nine with the addition of
Ketu (descending node of Moon). It is difficult to explain the occurrence of eight
grahas in the earlier temples even though the idea of navagrahas or nine planets
was . known to Varaha Mihira, the famous astronomer of the sixth ceni:ury AD.
Vidya Dehejia is of the view that the preference to asfottari system of Indian
astronomy was adopted by the Jainas even though they were aware of the

existence of nine grahas.'®

All the grahas are depicted as youthful figures except Rahu and Ketu.
Réhu is depicted half bust in terrific form. The lower part of Ketu is in the form of
a reptile. Except the last two, all are depicted in sitting position with rosary in their
right hands and water jars in the left. But Rabi or Sun holds a lotus flower. Soma or
Moon has a crescent behind his head. Brhaspati is shown bearded. Sometimes they
have haloes behind their heads. ,

In 1924 RP.Chand, the then Superintendent of the Archaelogical
Section, Indian Museum, Calcutta first drew the notice of scholars to the names of
the planets inscribed on the door architrave of the sanctum of the Par§urameévara

temple of Bhubaneswara.'” K.C.Panigrahi discovered the second inscription of the
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graha slab of the Satrughneévara temple. He assigned the Par§uramegvara and
Satrughnesvara temples on the polaeographic grounds to the first quarter of the 7"
century AD.*” No other temple in Orissa bears such inscribed graha label. The
navagraha slabs of the Jagannatha and Konarka temples represent the typical
Orissan mode of depicting them in a row.
Dikpalas:- |

The eight dikpalas are usually carved in their respective directions on
the bada of Orissan temples. They are the guardian deities of the eight quarters.
The available evidence at Gane$varpur indicates that the;y make their appearance
in the temples of the Somavarhsi period. The Rajarani temple is distinguished by
its beautiful standing figures of asta-cﬂ]cpé!as. The seated dﬂ(péjas occur at
Brahmes$vara, Lingardja and Jagannatha temples. The consorts of the dikpilas
make their appearance in the temples of the 13" century AD.'*® The eight dikpalas
or cardinal deities have been prominently carved out according to their positions
as mentioned in the Lexicography of Amarakosa. From the survey, it appears that
no temple before 1000AD was adorned with dikpa/as. In the constructive order
from the eastern quarter are to be placed Indra, Agni, Yama, Nairrta, Varuna,
Vayu, Kuvera and I$ana. '

The Pratima-Laksana and Brhat Sarmhhita give the description of the
vehicles and weapons (dyucdhas) of the 8 dikpdlas. The quarters, vehicles and

weapons of the dikpalas of the Rajarani temple are noted below.

Name Quarter Vehicle Weapons
Indra East Elephant vajra and arikusa
Agni South-east Ram aksamala
Yama South Buffalo danda and khadga
Nairrta South-west human body khadga and dhala
Varuna West Makara sarikha and padma
Vayu North-west Deer cakra and ketana
Kavera North seven pitchers vara and abhaya
Isana North-east Bull trisula and kapala
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The images of the above dikpalas of the Rajarani temple of
Bhubaneswar are in a good state of preservation and that of the Varuna is a fine
specimen of image sculpture. All the images of the dikpalas are carved out in
standing postures. ' In the Rajarani temple there is finest representation of the
dikpalas. MMM. Ganguly remarks that the importance of dikpdlas in the temple
archietecture of Orissa, but he does not notice the female energies of the
dikpalas®® The image of dikpalas and their Saktis have been carved in various
ways by different sculptors in a period of 500 years from 1000 AD.

Other Deities:

Ganga and Yamuna —

The river goddesses, Ganga, Yamuna appear on the door jambs of the
vimdnas and the mukhasalas with their respective vehicles makara (crocodile) and
tortoise. They also appear on the walls of antara/a of the Sirnhanatha temple."! The
depiction of river goddesses on the doorjambs is a Gupta legacy. In the Iater
temples they are conspicuous by their absence.

- Gaja-Laksmi - 4

In many of the temples the image of Gaja-Laksmi is carved on the
centre of the doorway lintel. She is depicted seated gracefully on a lotus with two
elephants pouring water over her head from upturned jars on both sides. Two
types of representation of Laksmi are noticed. In one the goddess is shown sitting

cross legged and in the other she is seated in Ja/itasana

Semi-Divine Figures '

Among the semi-divine figures mention may be made of flying
vidyadharas, yaksas, yaksinis and suparnas (bird with human head). They have
been occasionally depicted on the walls of the temples and bear no chronological
significance. In the later temples, the Yaksas are represented with their hands
uplifted as if raising heavy structures. The knees are bent with the weight of the
raised structures. But ndga-ndgini figures have an important place in the temple
structures. Individual figures of n4ga are rare in the temple sculptures. Detached
stone blocks containing figures of ndga are noticed in the different parts of
Bhubaneswar of which two from the compound of the Muktesvara temple and one
from the Sigire§vara appear to have belonged to temples. The figures of naga,

serpent; fabulous creature with a human bust, serpent-tail and a canopy of serpent
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hoods and its female counter part is nagini. The naga figures of the Muktesvara
and the Sigire§vara compounds are represented as human figures with canopies of
snake hoods and holding foliated vases in their hands. i

The naga figures appear as dvdrapadlas flanking the doorway of the
Sigiresvara temple. These nigas are standing figures, each with a canopy of snake
hoods over the head and holding a foliated vase. Afer the Sidiresvara temple, the
nagas do not appear in purely human form. In the later temples, they are found
entwined with the pillars. Such naga pillars appear for the first time in the twin
temples of Gandharadi and the Varahi temple at Caurasi. These massive pillars,
entwined with the nagas and niginis flank the doorway and the windows of the
mukhasala. Here the nagas and the ndginis are represented combining both their
human and reptile forms. The upper portion is in human form with a canopy of
hoods over the head and the lower portion is the form of reptile. They are twisted
round the pillars in such a way that both the faces with hoods and the tails remain
on the fornt side. Such pillars are also found in the entrance to the Panca-Pandava
temple at Gane$varpur and the Rajarani temple at Bhubaneswar.

Apart from the above pillars, naga pilasters are noticed in the recesses
formed by the pagas on the vimana of the Varahi temple at Caurasi and the
Tirthesvara, the Gauri temple at Bhubaneswar and on both vimana and mukhasala
of the Muktegvara temple at Bhubaneswar. These ndga pilasters also appear in the
outer walls of the bhogamandapa of the Jagannatha temple at Puri. At the base of
these pilasters two small lions are carved crouching on two elephants. The objects
in the hands of the nggas vary from temple to temple. A difference is also noticed
in the manner how they are shown on the pillars. At Gandharadi and Caurasi,
nagas are shown ascending the pillars with their tails at the bottom, whereas in the
some of the temples they are shown descending the pillars with their tails at the
top. The treatment of nigas in the ndga pilasters of the mukhasala of the
Kosalesvara temple at Baidyanatha is different from the others. Here the nigas are
purely in reptile form.

Mythological Stories:

The tendency for story telling is a feature of the art of the early as well
as later Orissan temples. The theme always remained the Hindu mythology. In the
Para§uramesvara temple the story of Siva curbing the pride of Ravana has been

depicted in a panel on the front r2h4 of the vimana. The same panel has been
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repeated in the same position of the Satrughneévara temple; the rahdpaga of the
vimdna on the southern side bears the panel depicting Siva begging food from his
consort. The recessed kanthi of the Svarnajalesvara temple is relieved with scenes
from the Ramayana and the Mahabharata such as, the meeting between Rama and
Surgriba, Rama killing the golden deer, Rama killing Bali and the fight between
Arjuna and Siva in the guise of Kirata. Mythological scenes have also been carved
in the recessed kanthi of the Satrughnesvara temple. The edges of the lower eaves
of the mukhasald roof of the Sisire§vara temple are relieved with reliefs from the

epics. We can also notice scenes from the Ramdyana on the lower most eaves of the

mukhasila of the Sirmhanatha temple. Some of the episodes can be recognized in -

the reliefs of the Svarnajale§vara, Varahi temple at Caurasi, Gauri temple at
Bhubaneswar, Sun temple at Konarka (detached sculpture in the Orissa State
Museum), Anantavasudeva temple at Bhubaneswar, Somanatha temple at
Visnupur and the bhogamandapa of Jagannatha temple at Puri. Some of the loose
slabs found near the Manike§vara temple at Suklesvara are relieved with scenes
from the Rama lyana.

The sculptures of the temple give us some indication about the mode of
their carving. Some of the Orissan temple sculptures were lime washed, plastered
or painted with red and taces of these are still visible. “The sculgtures of
Parauramesvara and Mukte§vara temples at Bhubaneswar and of the Konarka
temples were lime-washed at different intervals of time, and fhose of the Lingaraja
coated with fine plaster consisting of 3 parts of lime and 1 part of sand”."* The
brick red paint applied on the Mukte$vara temple at Bhubaneswar was prepared
by the mixture of clay with local red ochre or haematite."®The sculptures engraved
in the bhogamandapa of the Lord Jagannatha temple, are made of yellowish sand
stone rendered red-ochre.

The brief survey of the various aspects of sculpture given above shows
not only the achievements of Orissan art but also gives us fair insight into their
characterstic features. As in other parts of India, stone is the material par excellence
for sculptures in Orissa and besides Khondalite, the sculptors made use of hard
chlorite in which an almost metallic finish was possible. The Orissan scuptors have
shown their calibre by mastering over technique. They could care both large and
tiny figures with astoniskﬁng skill and precision. In the Indian art, as a whole, the

sculptures of Orissa occupy an honoured positon and even if palced side by side
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with other Indian sculptures they can be easily identified as hailing from Orissa.
For example, the wheels of Konarka are different from those found in South
India. In the cult images some significant divergence can be noticd. The Sun
images of Orissa are different from the Surya figures of South India where the feet
of the god are left bare. The artistic movement found its fullest expression in the

13* century AD.
6. Paintings of Orissan Temples:

Orissa, the land of the artistic Utkalas, occupies a proud place in India

in respect of her ancient monuments, many of which are still in an almost perfect

stage of preservation. But, the traditional painting in Orissa has not yet been highly |

placed. From the anciet time, pamtmg in Orissa was prevalent and it had its own
peculiarity with the regional paintings. From the ancient Purdnas, Kavyas, Wbrk of
art, inscriptions and the Madalapanyi of Lord Jagannatha temple, we find the vivid
evidences of it. Pantings cannot be as durable as sculpture. So there is no clear
proof of the ancient paintings from the pre-historic period except rock paintings of
Sundargarh, Kalahandi and Sambalpur districts.
a. Types of Paintings:

Materialwise the traditional paintings of Orissa can be divided into four
main branches i.e.l.Murz;ls (paintings on wall), 2. Patfacitra (paintings on cloth), 3.
Pothicitra (paintings and engravings on palm leaf) and 4.Paper paintings.This
chronology is overlapping and not linear because all these four branches have been
executed simultaneously. Professionwise, it is the art of the citrakaras, the
traditional painters and novices as well as free lancers. The Murals and Patta
paintings are the work of the citrakaras, whereas the palmleaf and paper are
ascribed to the other group. Consdering the formats, the Orissan paintings are
vertically divided into two groups, the Murals and miniatures comprising
palmleaf patta and paper paintings.
b. Subject Matters of Paintings: |

Every composition of the Orissan painting is divided into two major
parts such as the subject matter of the painting and decorative pattern. Generally,
the subject matters belong to representative categories. Again the representative
class is sub-divided into natural and conventional form. The flora and fauna have
been copied from nature as well as the traditional symbolic representations. The

human figures were mostly drawn from memory and this explains the artistic
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pattern of the faces with long eyes, straight noses and rounded chains. Each artist
followed the traditional formula for the ground drawing and almost all the figures
are drawn in profile. The paintings generally represent both the social story of
malu-baidya (patient and doctor), ke/a-keluni Né&garjuna; bull-fighting and
mythological story of Mahisamardini, stories of gods and goddesses, Ananta
Sayee-Visnu, Krspalila and Ramalili scenes. The decorative parts are purely
ornamental patterns. These types of regular and irregular decorative patterns
consist of various scrolls, birds, creepers, tassels and geometrical designs. Among
other designs inspired by vegetable life, but combined with other elements, may be
mentioned the well-known flower and vase motif like patta kumbha. It is the
natural aesthetic pattern of Orissa. Inspite of different divisions and sub-divisions
the lotus motif has also been used with greater skill and variety. Of the entire
ornamental pattern that has been closely borrowed from vegetables, the lotus motif
is most common and prominént in Indian art. The depiction of the ndgabandha of
two or four serpents was also an artistic pattern of Orissan decoration.
) In Orissa, temples are generally decorated with paintiﬁgs in the
innerside of jagamohana, natamandapa and bhogamandapa respectively. The
paintings in temples are found from the inner sidewalls, pillars, ceilings,
doorframes etc. The interiors of the temples in the Puri Jagannatha temple complex
are the best example to assess the decoration of the style. On the other hand, it is
really amazing to see so much of vitality and fressness that still remains in the
tradition of mural paitings. The Jagannatha temple of Dharakota painted in the
early twentith century is the glaring sample, which upholds the glory of Orissan
painting tradition.
¢. Mural Painting:

The Mural painting of Orissa has been brought to the light at Sitabl*ﬁnji
in the district of Keonjhar, in the 2™ half of the 20" century. It is well-known that a

glorious and brilliant horizon has been presented to the cultural History of Orissa -

by the temple of supreme Lord Jagannatha at Puri. There are some paintings on
relief sculptures and walls inside the Jagannatha temple complex. From these
paintings we know the garments, social customs and ornaments prevailing at that
time. Apart from the wall paintings the cifrakaras of Puri paint the apasardpatis,
yatripatis, rathas, candan mandapa, Jagati and capa of Lord Jagannatha.
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The technique and process of wall paintings in the temple of Jagannatha
of Puri were in different sfyle. Their compositon, colours and finishing were
influenced by the later South Indian School to a certain extent.'* Oriya artists
began with the same faith in the realness of the paintings that was shared by the
South Indian painters. The traditional painters were appointed by the court of
Narasihha Deva with a view to decorating the Jagannatha temple for. the first
time. Again it is found from the Madalaparyi that Pitamber Pattanaik also painted
the jagamohana of Maha Laksmi temple and Gundicha temple of Puri. This
painting belonged to the period of Gajapati Kapilendra Deva.'”® The oldest Indian
painting has two major branches such as vidhacitra and avidha citra. The vidha
citra is based on the studies of life in general and the avidha citra is revealed in a
special effort to produce faithful portraits. There are several instances of portrait
paintings in Oriya literature. The “Candra Kala Kavya”by Kavi Surya Baladeva of
the 18" century has an interesting stanza on portrait work. Apart from the literary
evidence on the préctice of Mural painting in Orissa, a startling discovery has been
made in much later temples of southern parts of Orissa. |

The temples of Orissa are the shining instances of the Orissan sculpture
and architecture. The painting in Orissa is as old as sculpture and architecture. The
traditional painting, which was prevalent upto this period, had been influnced by
the Rajput technique and South Indian techniqﬁe. The Orissan School of painting
very closely follows the great traditions of sculpture of.Puri, Bhubaneswar and
Konarka. 511 Jagannatha temple at Puri is the centre of the theosophical activities in
Orissa. Like the K&/ighat painting of Bengal and Brhedesvara painting of Tanjavar,
the traditional ‘Patta painting’ of the ]agaﬁnﬁtha temple is connected with the holy
place. The painters are engaged on hereditary basis by the temple and are known
as sevakas of Sri Jagannatha. Pilgrims from the whole of India come to Puri. By
their regional art consciousness, a relation is established with the artists of Puri.
The kings of Orissa while embarking on a conquest, conquered many kingdoms as
the symbol of their victory. Hece there is the influence of Rajastani paintings, Jain
manuscript paintings, Kalighat paintings and South Indian paintings on traditional
paintings of Orissa. Orissan paintings has not only absorbed that influence, but has
digested them. However there is marked peculiarity in Patta paintings in Orissa.
We can divide the traditional painting into three main schools. The first school is

found in Puri and its adjacent areas like Raghurajpur, Vira Pratapapur, Itamati and
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others. The second school is known as Daksni and it prevails in the district of
Ganjam, Digapahandi, Cikiti, Paralakhemundi, Dharakote, Ghumusara etc. are the
areas of this style. The third school prevails in the Sonepur, Balangir, Sambalpur
areas and is known as Campamala School.

The traditional paintings in Orissa have been patronized by the kings
and the Zamindars of the state. The kings in Orissa have not only nurtured the

’sculpture by establishing the temples and gods and goddesses in them but also
have encouraged the artists by employing them in decorating the temples and
courts. .

Usually, the subject matters of these traditional paintings are based on
the stories of gods and goddesses of the Purdnas. This is the greatest pride of the
traditional Indian paintings. Orissan Patta-painting is the visual expression of a
cultural movement with roots in a great spiritual upsurge. Orissan patta-painting

is not a sudden development unrelated to the life of Utkala, but is the culmination

of a spiritual, social and literary revival of the ‘Sr1 Jagannatha Cult’. In order to

enrich the theme of the Purana stories, animals, birds, flowers, leaves, trees,
creepers are introduced in the paintings. However, these are of minor importance.
Elephant, horse, deer, parrot, peacock, lion, tiger, Kadamba tree, Asoka tree,
mango leaves, green coconuts poseess major importance in the Orissan paintings.
At times the human qualities are expressed in these animals, birds, trees and
creepers. Sometimes the pictures of yaksas, other gods and goddesses are painted
following the limbs of birds and animals. For example, the paintings of Narasirnha,
gajanana hayagriha and naga kanya are important. Among these the combination
of the head of an elephant with a human body is imagined to be gajanana, of the
head of a lion with a human body is Narasirnha, of the head of the horse with the
human body is known as hAayagriha and of the human body with a serpent is
described as nigakanya. Besides, the pictures of Durga Madhava, Kandarpa ratha,
Kamakunjar, Kama kusuma and Navagunjara have also been painted.

In the painting of Navagunjara, limbs of parrot, cock, bull, lion, horse,
tiger, peacock, serpent and man have been blended to make a beautiful form. This
description is also found in the Oriya Mahabharata of foremost poet Sarala Das,
during the period of Gajapati rule in Orissa. A painting of Navagunjara is depicted
in the ceiling of the jagamohana of the Gundica temple at Puri and it has been
depicted that Lord f(rsr_na appeared before Arjuna in the shape of Navagunjara.
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Among other designs inspired by vegitable life, but combined with other elements,
may be mentioned the well-known flower and vase motif like patfa kumbha. 1t is
the national aesthetic pattern of Orissa. This motif is generally depicted on the base
of the doorjamb of the vimana and the jagamohana. Of the entire ornamental
patterns that have been closely borrowed from vegetables, the lotus motif is most
common and prominent in Orissa.

d. Paintings and Sculptures in Relation:

In the pictorial tradition, painting is closely related to sculpture. In the
Orissan Silpa tradition, paintings were termed Jekha, as in Silpaprakasa, which
when referring to paintings goes on to say that “it is done on stone and on walls
inside doorways (interior walls)” and that the beautiful art of painting
(lekhavidya) has a variety of flavours.

In India, as also in Orissa, sculptures are painted. The stone carvings on
the ceiling of the jagamohana of Mukte$vara temple at Bhubaneswar seerh to have
been painted as these reveal the traces of pigments. Traces of red pigments are also
noticed on the stone sculpture of Ganesa in the southern niche of the Lingaraja
temple, Bhubaneswar. It is customary to paint all the sculptures, which are kept in
the shrines for worship because sculptures without painting are considered
unsuitably for worship. The opening of the eyeballs or paintings of the:eyeballs,
which is known as Netrotsava is the highlight of the painting ritual. This is an
annual event in temples, mathas and even in house shrines. It is an important
ritual in the Jagannatha temple at Puri and elsewhere. This is a clear indication that
painting supplements a sculpture and makes its presentation more effective and
expressive.

The sculptural motif of Navagunjara is found in the Siva temple at
Chhanameri in Ganjam district and western side outer enclosure of the Jagannatha
temple of Puri. The Navagunjara in the Mural painting at Dharakote Jagannatha
temple with possible elaborations in the thematic renderings is of course rare in
sculptural art.

We have also to take into account of the pictorial traditions of
composite ﬁgures of Navagunjara, Kandarpa-ratha, Kama Kunjara of Deccani,
Mughal and Rajsthani paintings, which have influenced the painters and
sculptures in Orissa. There are two samples of motifs, which have been painted

and sculptured almost alike. This one is a sculpture of Laksmi-Narasithha of the
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17*/18™ century inserted in to the wall of small temple at Janla in Puri district. The
most remarkable feature of this sculpture is the concept to identify Narasimha with
]agannétha. The other is the relief panel on Ravana chatravariga inserted in the
dolavedrin Puri town.

The modern temple art is the best example of traditional and modern
motifs. While the lion which the goddess Durga rides represent the crude version
of British lions, the one standing solitary as vahana figure outside the temple is a
replica of Orissan sculpture. The painted cement works, which emerge from the
renovated schemes of old temples seem to engulf and eventually replace the age
old Orissan pictorial tradition. This has happened at Puri, Jajpur, Baripada,
Berhampur and Bhubaneswar.

e. Paintings and Architecture in Relation:

The architectural structures and features, which appear in Orissan
painting, offer a very interesting study. These figures, which are painted to
substantiate the thematic narration and the background motifs and decorations,
have been mostly derived from Orissan classical- temple architecture as well as
from vernacular traditions. Except in Silpasdstras, architecture as a separate them
has not been depicted but certain properties of the architectural tradition appear
- very often in paintings. These are the mandapa (porch) and the temples, Besides,
architectural features like bedha (decorative frames), forana or arch and pillars also
appear in the Orissan paintings. The graphical representation of the pilgrim town
of Puri in Mural, Patta as well as in palmleaf is a very popular theme related to
architecture.

It is known from the above discussion that the temples of Orissa are

finely designed with seprate style of architecture and excellently decorated with

sculptures and its traditional paintings.
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