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          INTRODUCTION


                Dance is the rhythm of the universe. It is a cosmic creation that helps an individual to connect with the ultimate divine. Dance in Indian culture holds a very special place in people’s heart. According to Hindu mythology, it is worshipped because gods invented dance. It is a form of expression which depicts a variety of feelings and emotions. Dance as the highest order of spiritual discipline, the enactment of which is symbolic of a ritual sacrifice of one’s being to a transcendental order. The Natya Shastra, a treatise on drama and dance, also reveals the status of the performing arts as equal to prayer and sacrificial rites in the pursuit of moksha or release from cycles of rebirth.

 Ancient Hindu philosophy saw the art of dance as a vehicle for divine invocation mirrored in architectural surroundings. This was the core belief of the Dravidians of the Indian sub continent, who regarded dance and architecture as two physical models, co-existing in an intertwined system- rich with music, literature, and sculpture.

                   The Hindu philosophy of the cosmic man and its religious relationship with Dravidian architecture of Tamil Nadu is the starting point of the discussion of a so. The Hindu philosophy of creation is a complex and intertwining collection of symbols and details that are woven together as a comprehensive cultural fabric. The Vastu-Purusha mandala is a philosophical diagram that provides a foundation for Hindu aesthetics, linking physical distance, religious position and universal scale in both time and space. Used as an architectural diagram, it becomes a mediator between the human body and the cosmos. The temple, as a setting for dance performances, and constructed based on the mandala, shares this quality of immersing its participants into a multi-sensory spatial experience.

                            As a living embodiment of this philosophy, the dancer is an integral representation of the third aim of Hindu existence. The Natya Shastra describes the characteristics Bharathanatyam dance. The dancer’s identity is one that has been transformed over time and is integral to the understanding of the role of the performing arts for the south Indian community.
       
                             However, while the link between architecture and dance culture was explicit up to the 18th century, it is less compelling in the context of modern south Indian architecture. With an increasingly unstable political landscape during the 20th century, architectural growth in south India during this period is almost stagnant. Unfortunately, this creates a break in continuity and comparative evolution of dance and architecture, leading to the fragmentation and abstraction of the dance in its modern form.    
                  
                    Once a prominent part of the cultural fabric, architecture takes a backseat to a dynamic and adaptable performance art. The Nataraja Temple in Chidambaram is studied to understand the position of architecture as a mediator, tying together the various facets of Hindu philosophy and culture. The design of the complex and inner shrines maintain and integrate the architectural program and spiritual aims on both a personal and cosmic scale. Here, architecture functions as artistic ‘play,’ mirroring themes explored by dances performed within the temple walls. Various iconographic references aid worshippers in their journey of enlightenment by consistently activating a collective narrative.            

            Socio-economic changes in the state of TamilNadu have also been a key element in shaping and transforming both architecture and dance. Evolving during the Aryan invasion, British occupation, and the development of nationalism, the Indian political landscape has been pivotal in structuring the Indian identity based on gender, caste and religion. While fundamental elements of Bharathanatyam are rooted in pre-medieval symbolism, identifiable with Hindu, Buddhist and Jainism, changes in the dance during the medieval period begin to classify various styles and codify choreography according to particular schools of dance and their respective regional influences. Because of such influences, it is imperative to look at political and social structures in order to understand the current status, artistically and socially, of contemporary Bharathanatyam, both in India and internationally.

                   South Indian dance has since transformed into a prominent cultural symbol and various incarnations of the dancer have become an isolated yet important link, between tradition and modernity. As an evolving living embodiment of contemporary culture and identity, her transformation from Devadasi, to an icon of nationalism, to a choreographer of ‘high art’ provides the foundation for the reintegration of architecture in the cultural fabric. The research explored in the following chapters aims to reinstate the importance of architecture as a cultural nexus in order to restring a fragmented dance, community and cultural identity.














 



THE FOUNDATION OF ARCHITECTURE   
                       AND NATYAM



The Cosmic Man 

          From the four faces of Brahma, the various arts emerged. From the west face, the art of music and dance was born from the north face, the art of architecture. They were attributed to Shiva, the Lord of Dance and Vishwakarma, the architect of the universe respectively.

           The Vastu Vidya , a treatise on the science of construction, stipulates design and construction methods for small scale dwellings, to temple construction and city planning. The instructive manual finds its philosophy rooted in the Vastu Purusha mandala, a diagram in Hindu philosophy linking religion, building science, aesthetics and its community. Because of its application on multiple scales, the mandala becomes a vehicle through which other symbols are given meaning.
 Further still, this symbolism is deeply embedded in the artistic culture, ultimately revealing the human body, and Bharatanatyam dancer as a physical manifestation of architectural and religious philosophy.

            Before there was order, the cosmic man - Maha Purusha, was undefined. Stirred by desire, Maha Purusha became self-conscious and with Brahma’s coercion, was bound within the mandala’s grid, restoring order to the universe.           

      The form of the mandala is derived from a square contained within a circle. The circle, represents the movement and cyclical time of the terrestrial world. The perfect square ,representing the non-moving absolute form is attributed to the celestial world and is inscribed within the circle. Drawn within this geometry, Maha Purusha takes a yogic pose relating to his mortal likeness – man(See Fig. 2.0). With his spine acting as the vertical axis he divides earth and sky, binding the cyclical world of the cosmos to the physical world of man – allowing worshippers to comprehend man and the heavens simultaneously. The size, divisions and technical details of the Vastu Purusha mandala are set out in the Vedic Vastu Shastra.
 
[image: ]         Falling under a branch of the occult, this text on the science of building was passed down through an oral tradition from father to son, maintaining the integrity and secrecy behind this divine science.
       Fig 2.0
               ( Vastu Purusha mandala, containing a cosmic man, Purusha)


               The mandala is divided primarily into a nine square grid, beyond which there is a variety of geometric derivations that can be drawn upon depending on the structure (See Fig. 2.1). The sthapati (architect) is required to follow the guidelines set out in the texts in order to symbolically maintain both terrestrial and cosmic laws as it is in the very mathematical divisions that Purusha is contained. For example, a single square pada (part), is the grid used to design a hermit’s retreat. The Manduka mandala is divided further into 64 Padas, and the Paramasayika mandala into 81 Padas.
[image: ]           [image: ]Fig. 2.1.                                                                                        Fig . 2.2
 (Development of ancillary shrine ground plan,                          (City division according to Vastu Purusha Mandala)
    ( Brahmeshvara Temple, Bhuvaneshwar)


               Modelled on the macrocosmic scale of the universe, the city’s site is a smaller manifestation of cosmic order. The type of site is broadly divided into Jangala (desert), Anupam (attractive country) and Sadhana (average quality). The sound and slope of the land are also considered. A poor selection is a land sounding of jackals, dogs or donkeys. Land that slopes south, south-west, west and north-west are thought to result in death, suffering, poor harvests/poverty and war respectively. The design of the cities also vary from the perfect square reserved for Brahmins, a swastika – representing a cyclical universe and kheta, for Shudras – a plan with no proper city centre whose optical centre is buried in the town wall. Once the plan is determined, the city is further divided where the organization of the communities within the city’s walls are also determined using the Vastu-purusha mandala. (See Fig. 2.2)

              Finally, with astrological influences and lunar cycles considered, construction begins. The development of the site proceeds with the land being sown with grain. Cattle belonging to the would-be residents are brought to the site, and cleanse the land as they graze and consume the harvest. The site is thus sanctified by the saliva, breath, hoof marks and urine of the sacred cows. The undertaking of a city and temple both begin with this important ritual. Invested in the temple however is a complex set of design criteria and rituals, further developing the tenets set out by the Vastu Purusha mandala.

              During the Chola period many temples were expanded as needed; after victories in warfare or for new coronations. A period of successful rule was thus expressed through the artistic embellishment of temples and courts. Functioning as an important cultural centre that provided employment and other community necessities, the prosperity of the community was also reflected in the architectural rendering of its religious public buildings. This also extended to investment in the other arts, with both palaces and temples employing women versed in the art of dance. While both were equally esteemed, they seldom shared dance artists. Following the Chola period, there were 3 important factors influencing cultural development:
1. the protection and support of Hindu culture development.                                                          
2.  representatives of rulers are established in south Indian states; Telugu is adopted as the court language        
3.  a strong bias towards Sanskrit and Brahmanic traditions
            

           With a desire to maintain a strong empire against invaders, what resulted was a self-awareness and strict adherence of a caste-conscious society. The dependency on the divine to protect the kingdom also led to a renewed interest in ritual and sacrifice, frequently equating the King with God. Thematically, there was also a shift from an initial identification on with fierce devotion - attributed to frequent warfare- to an exploration of eroticism in artistry. During the latter years of political stability, the arts were greatly influenced by legends pertaining to Rama and Krishna.

           The Vijayanagar Empire directly contributed to the vast expansion of temple grounds and addition of many outer prakaram (temple circuits). (See Fig. 2.3) And at every temple addition, so too would there be an extension of the city. However, while cities were built of perishable materials such as unbaked clay and wood, with its increasing status in the community, temples were renovated and expanded using stone and brick for permanence (masculine buildings), while brick and wood were used primarily for domestic structures (feminine buildings) . The baking of brick attached a spiritual aspect to the material and as such, it was inauspicious to reuse bricks of ruined temples. (The importance of the transformation process attributed to fired brick is reiterated in the discussion of the Nataraja idol, in Index no:- 4.) It is important to note that with any renovation specifically to the inner sanctum, there was great care taken not to disturb the original structure, maintaining the integrity of the original mandala. Thus, instead of initiating completely new construction, the maintenance of the original structure with additions and expansions of the temple grounds emphasized the continuity of design principles and an uncompromised sense of sanctity.

[image: ]
                                                   Fig 2.3
                                             (Annamalai Temple plan , Thiruvannamali)

              The temple was seen not only God’s dwelling but was also a physical manifestation of the divinity it housed, comparable to sacred counterparts in the natural world. Through the siting of the temple and the execution of its plans and elevations, the form of the temple was linked back with those of the universe, where mountains, rivers and caves aligned the built complex to its cosmic axis. Derived from the mandala, the temple represented the mythical Mount Meru; surrounded by continents, oceans and supporting heavenly bodies, it is considered by Hindus to be the ‘navel’ of the universe. The adorned gopura or mountain-like superstructure of a temple ends in a vimana or mountain peak, with the horizontal tiers of the roof with temple structure reminiscent of boomi or earth strata. The dimly lit, unadorned massive walled sanctuary represented an architectural expression of a cave. (See Fig. 2.4)
[image: ]                            
                                               Fig 2.4 ( Thyagarajaswami temple plan, Thiruvarur)
             Stemming from the grid of the mandala, mathematical calculations were used to determine the most harmonious proportion of space and auspicious time for the erection of the temple. The resultant from these calculations indicated the appropriate cast of the founder with the longevity of the temple structure dictated by the caste of the primary financial donor. It  was believed, that if the temple measurements were perfect then perfection would be established in the universe. Through religious ritual and artistic embellishment, the temple is transformed from a place of worship into an object of worship. As a physical structure, the purpose of the temple was to move man from Maya (illusion) to moksha (liberation from the cycles of reincarnation).

               The temple grounds acts as a tirtha or divine crossing place, representing the transition from temporal to the eternal. This is physically manifested in the movement of priests and worshippers around the structure and the temple water features. As devotees move through each prakaram of the temple complex, they take part in a symbolic gesture of traversing stages of enlightenment. This progression, in line with the deity, is both symbolic and visual, culminating in the vertical ascension of the gopura and finally in the finial of the superstructure. The finial itself beyond repetition, symbolizes the absolute ultimate goal, nirvana (absolute bliss). This journey takes visitors from a world of complexity to one of simplicity; a progression of sanctity as one nears the garbha-griha (inner sanctum). Once at the sanctum, pradakshina (circumambulation) of the idols and shrines re-emphasized this bodily participation.

       The geometry of the mandala and astronomical calculations considered in the construction of cities and temples emphasize the importance of establishing a numerological connection between God and man. Just as the temple is the abode for divinity, so too is art regarded as a temporary re-construction of celestial events. (See Fig. 2.5) Idols of the Gods and the statuary adorning the walls of the temple followed strict numerological ratios to achieve proportionally perfect sculptures. Not merely decorative, sculpture was seen an exploration in space, a representation of order succeeding chaos. Two ancient texts, the Brihat-Samhita and Mansara document the classification of statuary using the Tala-Mana, a system of sculptural measurement. This system is based on a Tala, the length of the human face or the span between the fully extended tips of the thumb and middle finger. (See : Natya-Shastra for more on measurement systems) The texts also specifies various proportions and sculptural details attributed to different creatures. For example, eyelashes should be 98 in number, with hair on the neck and face discretely sculpted. The palms of hands should be lined with the five marks like that of a lotus, trident etc. One (eka) tala is the proportion used for a particular class of rakshasa (demon) who is reduced to long arms with huge mouth in his belly. Five talas is reserved for Ganesha, a deity with a human body and elephant head. Eight and ten tala are used for man and superhuman beings respectively. It is also interesting to note that tala also means ‘beat,’ maintaining the tempo and rhythm of music and dance. Vocabulary thus reiterated the link between formal sculptural qualities and dance, as the concept of tala measured both static physical distance and dynamic spatial movement in intangible and cyclical time.
[image: ][image: ]
                                              Fig 2.5
            ( Apsara)                                         ( dancing shiva)

[image: ][image: ]
          Fig 2.6                                                        Fig 2.7

    Temple carvings:                                Goddess Rati, consort of Apsara playing the veena                               Kama , God of love 



Sculptural imagery decorated the entrances to temples and prakaram doorways with depictions of demons, Gods and erotic themes. Sensuality in sculptural detailing was expressed both as a spiritual exercise (yoga) and as an enjoyment and appreciation of physical pleasure (bhoga), both aspiring towards the same end. Architectural and sculptural detailing of columns, parapets and various other structural details thus became additional sites for divine invocation. The ornaments adorning temple walls reiterated the oscillation between physical and spiritual realms. With Gods and demons depicted on tapering gopura were called upon to protect the temple. Flanking entrance-ways, friezes and columns of various shrines, images of ritual sexual exhibitionism become expressions of life, propagating fertility and the survival of the community. (See Fig. 2.7) Not just an empty vessel for activity, the temple and idols became a receptacle animating deities in forms imagined by worshippers. Sculptures and idols were anointed with specific prayers and rituals in preparation for divine occupation. An ‘eye-opening ceremony’, kannatharakaradu, performed as the eyes were carved, signalled the ‘awakening’ of the statue and its possession by the divine spirit. Much like a king surveying his land, during periods of agricultural harvest and festivals, the idol was taken on a tour of the community, giving those not admitted into temple grounds a chance to pay homage and receive blessings.
 

“God is everywhere, but just as we feel that an idol can be the focus for a God’s power, so there are certain days when your prayers are more readily heart and fulfilled.’ It was, I thought, a lovely idea: that just as there were sacred images and sacred places there were also pools of sacred time.”

During daily rituals, the deity is awakened each morning through prayer. Priests perform rituals using prescribed mudras (hand gestures), movements and mantras (verses).11 Worshippers follow the priest’s actions during these rituals at sunrise, noon, sunset and midnight, symbolically performing the rituals themselves. A pilgrim’s visit to the temple also includes a period of rest within the temple grounds, allowing for participation in community entertainment. This was typically a public performance of sacred songs, dance or the recital of ancient texts. With various shrines surrounding the main sanctum, the most important were the mandapa, free standing pavilions erected solely for the community’s engagement with the arts. These gatherings aimed to impart knowledge of virtues, behaviour, ethics, morals, courage and love, aiding participants on their path to enlightenment. Performances based on religious texts were revered as texts themselves; important in a culture where religion provided much of the underlying context for dramatic performances. Secular and religious content however often overlapped, allowing macro-cosmic themes to influence terrestrial reality. Theatre thus was another microcosm of ultimate reality, as plays and dance initiated and sustained multiple realities more experientially than its written counterparts.

The performers themselves became a physical representation of religious context and embodied the potential of movement and spiritual progression simultaneously. Through movements and gestures, they transformed pillared halls into sacred spaces, manifesting an infinite number of characters, transporting the community to a world of divine imagination. It is this conceptual realm of play or lila that embraced both physical sensuality and spiritual connection. This idea of ‘play’ also tied the community back to a universal scale, as the four major Hindu epochs were named after four throws in a traditional Indian game of dice: Satya-Yuga, Treta-Yuga, Dwapara-Yuga and Kali-Yuga. While the illusion in itself was not the ultimate end, it provided the community a visual link between humanity and divinity. Understanding the divine spirit within one’s self and its representations in art and architecture, allowed worshippers to participate in the divine cycles of creation, preservation and destruction.








                    The Natya Shastra


          The origin of theatre is attributed to the time of the Vedas: the Rigveda – for dramatic recitation, Samaveda – for singing, Yajurveda - mimetic ritual enactment, and Atharvaveda - for rasa. The first three are determined from ample literary evidence. However, it is believed rasa is grouped with the final Veda under general esoteric qualities and magical formulae. (See : A Brief overview of bharathanatyam for a detailed description of Rasa)

            Considered the 5th Veda, the Natya Shastra structure to the Puranas, outlining human experience (activities, thoughts and feelings) through a mythical world view, theatre. This treatise is one of the first attempts to codify the tradition of performing arts; alongside a variety of sciences such as literature, medicine and music.

              Beginning with Lord Indra’s request for entertainment during a time of pleasure and suffering, it is the instinct to ‘play’ that brought about the art of theatre. Beyond entertainment, this ‘play’ offers a moment of rest for those in sorrow. It is an arena of teaching and examination of the phenomenology of the mind. It is a presentation of human nature, addressing the passing of the four stages of life. Not merely a mirror of everyday life, it is both presentational and representational of human existence and thus is meant to be enjoyed in the ‘real’ world. As such, the text fluctuates between descriptions of an ideal performer/spectator  and the real performer/spectator.

           Between the 2nd and 9th century there was a strict consistency to the prescriptions of the Natya-Shastra. The conventions in stage presentation enabled a clear comprehension of the performance similar to clarity provided by a literary structure.  The evolution of the document suggests of a codifying text documenting existing practices, rather than a instructional generator of dance culture. While the treatise is regarded as the compilation of several authors, its current form is attributed to Sage Bharata. While there is no direct evidence to clarify the identity of this Sage, ‘Bharata’ is upheld as the author because of a secondary meaning: actor’. Whether divine truth or a repository of historical thought, the authority and authenticity of the document remains undiminished.

          In the 37 chapters of the treatise, the first half deals with Rasa and the second with prose. The latter includes the chapter on architecture - the most ambiguous of all the chapters. Confusing the text further, the document reads as instructions for construction as oppose to an overall description of the buildings themselves, illustrated by the title Mandaparidhanam, ‘Making of playhouses’ as opposed to ‘Description of playhouses’. In his book “The Theatrics Universe” Pramod Kale attributes this to the limitations of an oral tradition. It is also interesting to note that the description of the theatre and its architecture are from the point of view of the performer and not the spectator, insinuating instruction to a specific group of individuals and not the general public. This emphasizes the status of theatre as much higher than public entertainment and is consistent with similar oral traditions employed by teachers of architecture, dance, music and other artistic faculties.

         The content of the performances differed from those of other ancient cultures. While European tragedies evoked a questioning attitude of a search for meaning in life’s burdens, the Natya-Shastra describes theatre as a celebration of life and a testament to the joy of divine worship.

        As such, the spectators are not seen as merely citizens of the town but determinedly, devotees. That being said, there were selected restrictions pertaining to the performances. For example, content was dictated by the time during which the plays were performed. Musical plays were enacted in both temples and royal courts with a clear hierarchy of venues – common even in contemporary performances. Recitals at weddings and parties are often more respectable than those at restaurants or hotels, where audience members might be eating and drinking. Even lower on the list are venues where there is consumption of alcohol.

     The Natya-Shastra also outlined the various characteristics of dancers portrayed in theatre:

· Courtesan - Obeys her master; quiet with poise;  skilled in the 64 arts; devoid of all female  blemishes; skilled in dance, sweet conversation  and gentle attention
· Heroine - A young girl of high family and character;  sweet, soft spoken; knowledge of musical rhythm
· Dancing girl - A condemned beautiful youth with no virtues; uncouth, arrogant and ill-mannered;  full of blemishes

   As a form of public theatre where families gathered, moderation was employed to preserve familial sanctity. With no outward kissing, embracing or lovemaking, even suggestive behaviour, biting, scratching, loosening garments, pressing of breasts, eating, sleeping and swimming were expressed without direct depiction, necessitating a coded method of representation. Scene and location changes were enacted by circumambulating the stage and via hybrid scenic devices. A versed spectator, skilful acting and a richness of beauty and form were required to merit performances as an ornament of theatrical art .


   There are 3 main types of buildings described in the Natya-Shastra. These are multiplied by 3 sizes, for a total of 9 types of theatres.(See Fig. 2.8) The largest theatre, designed for the Gods is given the most description in the treatise, with only differences in the smaller halls described. Three types of temple architecture - Layana, Guhadhra and Guharaja - are also derived from the descriptions outlined in the Natya-Shastra, referencing the rock-cut temples of Ellora and Ajanta among others.
[image: ]
                                    Fig 2.8
     ( Three sizes of theatres outlined in Natya-Shastra)

“Just as the holy Gods’ frosty mountain Meru can shake and tremble so shall you, creation of man, unshaking support!” “That which is built for man to walk in should be built according to man’s measurements.”

Similar to western traditions, architectural measurement was based on the human form. (See Fig. 2.9) This system invoked Purusha bound in the Vastu-purusha mandala and the Tala-Mana. In multiples of 8, indivisible particles - paramanu, measure angulas. (See : Nataraja Temple for details on paramanu) One angula measures a finger breath , a basis of architecture and sculptural proportion and measurement. 



· 4 angulas =    tala          

· 10 angulas =  saya-tala                

· 24 angulas =  hasta     

· 84 angulas =  purusha (height of a man)

· 106 angulas=  danda

[image: ]
[image: ]                        b)  corbusier's modular man
[image: ][image: ]                                 
                           
                             d)    Tala-Mana, sculpture measurement system as     described in manasara          
                                        Fig 2.9
       Comparative measurement systems based on the human form
As discussed earlier in Chapter 2, the inclusion and allusions to the human form are much of the focus of sculptural ornamentation. Included with theatre, sculptural and architectural instruction, Natya-Shastra also outlined the art of dance. 108 Karanas, or fundamental units of dance movement are described in Sanskrit couplets. Taken directly from this textual description, they are depicted through iconic single postures along temple walls. (See Fig. 2.10) Although seemingly ‘frozen’ in stone, the kāranās represent a dynamic gesture, brought to light through extensive study by Dr. Padma Subrahmanyam in the mid 20th century. These high relief sculptures are consistently presented as a collection of figures posed within boxed panels, emphasizing their importance within the dance repertoire while differentiating them from other performance art imagery. The square panels are bound by a pavilion style roof supported on unadorned pillars. The various scenes depict vigorous and energetic characteristics attributed to the masculine (tāndava) style of dance. Specifically included in the carvings on the east gopura of the Nataraja Temple in Chidambaram are verses taken directly from the Natya-Shastra. The inclusion of the sculptural panels specifically in south Indian temples indicate a popularity of the tāndava style and its influence on dance in this region. However, while modern south-Indian dance par takes of mudras and hastas (hand gestures) outlined in the text, Karanas, as described in the Nātya-Shāstra are notice ably absent in popular dance repertoire. In her dissertation analyzing the 108 kāranās, Bindu Shankar also comments on the evolution of formal qualities of sculptures in various temples, a trend that would eventually be mirrored in the re-structuring and formalizing of the dance itself.
[image: ]                                            Fig 2.10
          (Karanas carving, Nataraja Temple Chidambaram)

The rigorous carvings at this temple and the specificity of the Natya-Shastra text reveals the deep knowledge and integration of literature, art, dance and architectonics. The following chapters explore these areas as branches stemming from a common philosophical root. The emphasis on a consistent framework ultimately aims to cultivate and guide the progress of architecture as one such branch.



    A brief overview of bharathanatyam


“The highest place among all the fine arts has been given to Dance. Vishnudharmottara, the ancient treatise, says that art conduces to fulfilling the aims of life, whose ultimate aim is Release (Moksha)… the king desires to learn the whole meaning of Art, but is told that he must first know the theory of Dancing… [the king] shall begin by studying music and song, for without knowledge of all the arts, their effect in space and time cannot fully be understood, nor their purpose be achieved.”


In her book “Bharatanatyam: From temple to theatre”, Anne Mari Gaston describes 18 different Banis, documented during the 1980’s. These groups were defined by their geographic location and predominant styles. She divides them into four categories according to shared characteristic and student-teacher relationship (guru-shishya parambara).
The four categories are as follows:
1. Tanjore Quartet/ (no Devadasi lineage)
2. Banis with Devadasis in lineage
3. Devadasis of the 21st century
4. Recent innovations/ Revival of lost techniques
The proliferation of dance and music emerging from the Tanjore courts (15th -18th century) would eventually become pivotal to the evolution of the dance. 

“Where Gods are praised, where the action is graceful, where men and women are indulging in courtship and sweet talk born of desire, in all such graceful and erotic phases, dance composition should be employed”

The dancer not only affects life but calls it into being though the exploration of spatial orientation and rhythm. She manifests the external order and structure of the universe as an animated three dimensional representation of the Vastu-purusha mandala. Because of her dynamic nature and unlike static positioning in a Cartesian grid, a dancer is able to assign qualitative characteristics to numerous directions, charging them with her movements and gestures thereby establishing a hierarchy of space. It is in the manipulation of technical elements and the expression of rasa that the dancer is able to define her metaphysical identity.

The facets of dance expression and performance are described through physical prowess and dramatic interpretation (See Fig 2.11). The drama of dance is abhinaya, the artists projection of this drama is bhava, the audience experiences various rasa as the resulting sentiment. Rasa is not personal sentiment, but individual expression may be employed as a vehicle of communication. 49 Bhava’s influence the following 9 Rasa’s explored through dance.                                                                1. Romance (Sringara)
2. Contempt (Hasya)
3. Disgust (Bibhatsa)
4. Sorrow (shoka)
5. Fear (Bhayanaka)
6. Anger (Raudra)
7. Bravery (Vira)
8. Wonder (Adbhuta)
9. Tranquillity (Santa)
[image: ]
                                                     Fig 2.11
                Dance components as described in the Natya-Shastra

Major limbs (anga) and minor limbs (upanga) are associated with specific nritta and nritya movements, with other limbs such as hands, have both types of movements. The 9 rasas are used to portray 8 idealized heroes (nayaka) and heroines (nayika). One such personage, illustrates a joyous love, and seven others explore the anxiety and/or anticipation of separation. Viraha or longing of love in separation, was seen as analogous of the soul’s search for the divine. Erotic sentiment was commonly used as a vehicle of extreme emotion separate from the context of sexual arousal, reinforcing the need for an informed audience.

“Because there are several conventions and symbols in Indian classical dance that are found in the plastic arts, in particular painting and sculpture, an introduction to one facilitates appreciation of the other. To fully appreciate this integration one must be familiar with the conventions and the symbols common to them and recorded in Sanskrit texts.“

Typically, the dancer traversed space along lines or in triangular formations, creating a symmetrical pattern where one half of the body was usually static. Each step was grounded and reinforced in the sound of her anklets as her feet danced through various rhythmic iterations only to return to the balanced samabhanga pose. (See Fig. 2.1) As such, she did not make use of ‘gliding’ footwork and was seldom completely off the ground, common to other dance styles such as ballet. However, the exact use of stage space and how much of it was traversed through foot work and gestural movement varied from teacher to teacher.

[image: ]
                                                Fig 2.12
a) abhanga b/c) samabhanga d) atibhanga e) tribhanga



While much of the lyrical content of compositions was based on religious texts, there was also a strong testament to poetry of the Sangam period (3rd century B.C.E). Having a secular slant compared to its akam (sensuality/ love) and puram (heroism/ warfare) counterparts, there was an explosion of poetry countering the two genres.  The duality explored in such works further inspired other balanced opposites, in dance and in the philosophy behind it. While dance in south India was linked to religious content of a Saivite (followers of Shiva) heritage, modern compositions such as Gita Govinda by Jayadev initiated a tradition of dance content based on the worship of Vishnu in his incarnation as Krishna. This shift from Saivite content to themes of Krishna’s love would ultimately unite northern and southern Indian schools of Bharatanatyam developing a national artistic continuity.

“The arts are not for our instruction, but for our delight, and this delight is something more than pleasure, it is the godlike ecstasy of liberation from the restless activity of the mind and the senses, which are the veils of all reality, transparent only when we are at peace with ourselves”
Evolving alongside content was the structure of the performance. A typical concert repertoire follows:

· Alaripp: devotion to Nataraja, God of dance
· Ranga puja (worship of stage)
· Pushpanjali (offering of flowers)
· Jatisvaram: rhythmic pattern exploration
· Shabdam: literal miming of lyrical musical content
· Varnam: evoking abhinaya Sthayibhava (dominant state) Sancharibhava (transitory state)
· Padam: interpretive of lyrical passage set to music - content usually that of a woman in a state of  expectancy of separation/union with a lover - allegorical content of union with divinity/ lover 
· Thillana: introduction of technical floor choreography - movement along lines, triangles, diagonals, circles
· Sloka: invocation of God in a peaceful mood


Other compositions such as Kirtana, Svarajati, Javali (Telugu tradition) and Kurathi (gypsy dance) were included as they came in/out of fashion.11 Thus, dancers modified concert repertoire, catering to the public interest, maintaining their popularity and income. During the 18th and 19th century especially, tradition and ritual content were gradually replaced with more artistic tasks.
[image: ]
                                          Fig 2.13
                       THE DANCERS


Apsaras
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                                               Fig 3.0
                            ( Temple carvings : Apsaras )
“The hide of the black buck as garment worn, the little bells on the feet resonating with the tinkling sound, the consuming fire in the hand, held by long and sturdy arms swaying in rhythm, the charming Uma beholds the Lord tenderly. And the adoring celestials standing witness the graceful and blissful dance, the Lord performs at Perumbarrappuliyur, the sacred place renowned, to sing his glories, or not to be born”

        The status and longevity of dance as one of India’s most prized art forms is seen in the variety of divine dancers included in the Hindu pantheon and in their inclusion as literary and sculptural ornamentation.

“When the time came to fashion the Apsaras he found that all the solid elements were exhausted. So he took the roundness of the moon, the curves of the creepers, the clinging of the tendrils, the trembling of the grass, the tenderness of the reed, tapering of the elephant’s trunks, the velvet of the flower, the lightness of the leaf, the quick glance o the fawn, the clustering of the hews of bees, the joyous gaiety of the sun’s rays, the tears of the mist, the inconsistency of the wind, the timidity of the hare, the vanity of the peacock, the softness of the down and of the parrot’s bosom, the harness of the diamond, the sweetness of the honey, the cruelty of the tiger, the warmth of fire, the chill of snow, the chatter of joy, the moving of the turtle dove, the cooing of the Kokila, the hypocrisy of the crow, the fidelity of the Chakravakes, and the poison of the snake. All those were combined and Apsara was created”
[image: ]                                               Fig 3.1
      Urvasi Pururavas, painting by Raja Ravi Varma (1848-1906)


The creation of Apsaras is commonly attributed to Brahma (the Creator) and in some scriptures, to the son of Brahma, Vishwakarma, the supreme architect. The name ‘Apsara’ is derived from apah (water) and sarasah (reservoir); together, becoming a reservoir of water, a cloud. These celestial beings link heaven and earth, as various myths speak of their descent to earth to disrupt the spiritual exercises of sages as a test of their virtue. They are symbols of exemplary beings of womanly virtue and most importantly as expressions of artistic faculty .Thus, Apsaras are divided into two groups, worldly (logika) and divine (daivika).

The three incarnations of Apsaras can be aligned to their Devadasi descendants. The first most illustrious position held by celestial dancers as consorts of the divine is held by the Devadasi temple dancer, who danced for the sole enjoyment of her Lord. The second incarnation, where Apsaras descended to earth for short periods of time forming relationships with mortals, can be likened to the Devadasi forming sexual bonds with the patrons and priests of the community. The third class of Apsaras, were dragged to earth only to give birth to the mortal men who could no longer ascend to the heavens. As a lover for the common man providing lewd entertainment, the modern Devadasi encapsulates this fall from grace.

“The actions of the Apsaras are imbued with sentiment. In order to appreciate this, therefore, the reader must be a man of taste. Those whose life has led them barren of impression and emotions are incapable of relishing the accounts. In that sense the stories may well be called an aristocratic art; because none but the cultured can appreciate it to the full”

Apsaras were revered for their mastery of five traits; Beauty (Rupa), Sentiment (Rasa), Sound of Anklet (Shabda), Touch (Sparsha) and Aroma (Gandha). These qualities are almost identically revered in performances by Devadasis and Bharatanatyam dancers, with both performers using various faculties to invoke, rasa.

As the original personification of fertility and the ultimate symbol of femininity, Apsaras were a clear predecessor to the Devadasi, upholding their claims of inheriting this dance art directly from the heavenly nymphs.


[image: ]                                          Fig 3.2


Devadasi


A descendent of mythical Apsaras, Devadasis became a mortal representation of the celestial, participating in religious rituals and community celebrations. As early as 6th century C.E. young girls were dedicated in temples for signing during rituals and festivals and as the wealth of the temple and kingdom grew, the number of girls that were ‘married’ to their temple deity grew rapidly. Under Rajendra Chola, the 12th century ruler of the Cholan Empire, 400 temple dancers were brought from the Bhrihadeeshvara Temple to court.

One of the few prominent female professions, dancers held an important position in both the temple and royal court setting. Yet there was still a distinction when describing a dancer in a temple setting, Devadasi or Vishnu-dasi and a dancer in a royal court, Raja-dasi. Kalidasa’s literary works describe court dancing as early as the 5th century, at the Saivite Mahakala Temple in Madhya Pradhesh. A distinction between classical and folk performances was also made based on factors such as, the mode/duration of training, the occasion/ location of performance and the identity of the audience. Although not the primary focus of this discussion, there are countless images, pages of literature and vast sculptural evidence to illustrate the popularity of dance in both courtly and village settings.

[image: ]The Devadasi culture was socially divided as a professional ethic (vritti murai) but did not have a separate caste (jadi). Entry into this profession was typically hereditary, but musical and dramatic qualifications were the determining factor of a dancer’s eligibility to perform. A female child was also to possess beauty, keen-insight, intelligence and a conduct of her own. Finally, her entry into the profession needed the sanction of temple authorities. While seemingly unorthodox, the social organization of this community was a clear example of an active female community within a patriarchal society, expressing a greater duality of male-female drives, fundamental to Hindu philosophy. 
[image: ]                    Fig 3.3 (Devadasis of the middle ages)

First born female children of non-Devadasi families were also promised into dedication, upon overcome illnesses, family misfortune or infertility. The Devadasi community was divided as follows:
· Periamelam (big drum): Considered the ‘pure’ section of the community; male dominated instrumentalists  - nadhaswaram, tavil, ottu, cymbals
· Chinnamelam (small drum): Consisted of a ‘mixed’ community of female Devadasis dancers and male Nattuvanar and gurus, instrumentalists  - mukha-vina, mridangam, cymbals

Following the division of the communities, domestic organization was also specified:
· Devadasi household:
A matriarchal household with residential authority, proprietary conjugal and celibate codes, usually consisting of 30 or more residents with a higher female to male ratio
· Guru/ Nattuvanar’s household:
A patriarchal household with professional authority, consistent with the greater Hindu community’s political and ethical structure, usually a significantly smaller household with an equal number of male and female residents
Devadasi initiation rituals were to be commenced at the age of 7 and completed after first menstrual cycle: (Past the age of 14 girls would no longer be considered for dedication as their virginity may be called into question)

1. Marriage ceremony (Kalyanam)
2. Dedication (Muttirai)
3. First dance lesson
4. Presentation of ankle bells at mastery of first dance, Alarippu        
     (Gajjai puja)
   (Inclusion of this ritual meant additional fees (guru dakshina)     but was sometimes included in an arangetram , negating additional costs/fees.
5. Debut recital (arangetram)
6. Selection of Patron


In addition to her divine ‘marriage’ to the deity, a Devadasi also formed relationships with prominent men in the community, linking the divine and mortal realms. A Devadasis patron was selected by her mother and grandmother (thāikizhavi) with only the eldest married son in a family being eligible as a patron. A high class family was desired, avoiding patrons of Muslims, Christians and men of a low caste. Of course, a significant amount of money could overcome such hurdles. Her intimate
connection with temple, and public acknowledgement of the liaison between dancer and patron institutionalized and de-eroticized the relationship, differentiating it from other sexual cults. A patron’s contact with the Devadasi and physical proximity to the temple - Devadasi dwellings were on the north side of temples10 - gave him a religious purity and enhanced professional career opportunities while sanctioning the unusual lifestyle in conservative Hindu communities. A clear separation of domestic and artistic duties also upheld her status and respectability. Her high status was seen in strict public etiquette. The madisaru or 9-yard sari, worn as bridal attire (even today) was based on the costume worn by the Devadasi as a visual link to a nityasumangali (ever auspicious wife). As such, she was welcomed at wedding festivities and beads from her own mangalsutra or thali (thread necklace worn by married women) were worn by brides desiring a long marriage. Ill-treatment of a Devadasi was equivalent to spitting in a temple, turning ones back to shrines and looking greedily at temple property, offenses punishable by panchayat (an assembly of respected community members).1Her funereal rites were also given high priority. Financed by the temple, deities observed absolution and processions paused in front of a Devadasis dwelling as a sign of respect.

While the ability to maintain a Devadasi was seen as prestigious for a patron, offspring resulting from this non-domestic contract were not eligible for hereditary property from their father. They were however, also not considered illegitimate. As such, the Devadasi enjoyed a significantly advantageous financial position 


as part of the Chinnamelam community. In a seemingly backwards system for a pre-dominantly patriarchal south Indian community, it was the matriarchal lineage that bestowed property and wealth to their children. Again, atypical to the greater Indian community, female children were prized for their ability to bring in revenue through temple service and patronage, while male offspring in a Devadasi household would often leave the matriarchal household after marriage or significant artistic success. Her position within the community and greater religious context meant her wealth was worthy of being used in the construction of various religious and cultural institutions. Under the patronage of Queen Dowager Sembiyan Mahadevi, various existing wooden temples were rebuilt in stone(See Fig. 3.4) and dancer’s in the court of Raja raja III (1298-1322) financed the addition of temple walls at the Vellaimurti Alvar Temple. Devadasis were also the only women allowed to adopt children, again usually adopting female children to continue in the Devadasi tradition. Interestingly, the irony of this powerful female driven community was their frequent portrayal of ‘the helpless woman’ in love; although perhaps this character was most accessible to the general public who knew no other alternative.



[image: ]                                         Fig 3.4
     ( Temples built by Queen Dowager Sembiyan Mahadevi)


These important financial and social advantages however began to unravel as men began to take on leading roles during the revival. The decline of courtly entertainment at the end of the 18th century left the courts of Mysore with composers and musicians in the civic heart of cities. Compositions began to describe intimate relationships, possibly taken from the courtly subject matter explored by courtesans. Similar in structure to padams, poetry and music describing Krishna and his gopis (cowherd girls), embraced the idea of a romantic and sensual relationship as an allegory to union with the divine. The content of Javalis, a telugu tradition, would soon run directly opposite to the nationalist ideals of the 20th century revival artists. The late 20th century saw a strong influence from Parsi theatre, pattugal (songs) and mettu (rhythm). The introduction of the gramophone during this time also enabled the inclusion of music of the Devadasi without direct contact with the musicians. This would eventually be a crucial link between concert artists and film. Film in particular brought about a direct eye contact with the performer and his/her audience that was closer to original intimate dance settings compared with a contemporary dancer’s gaze that rests above the audience in a darkened theatre.

     “The distance between the audience and the actor was never more than 32 hastas, according to the prescribed instructions.”

Through the late 17th and 18th century the end of empirical rule and overall political instability demoted these dancers from a position worthy of royal patronage, to secular entertainment finally reduced to a poverty ridden community. The medieval Devadāsi identity as a respectable, prized and even divine performer of the arts had been relegated to a distant past.


NATARAJA TEMPLE, CHIDAMBARAM:
                    A CASE STUDY

Dancing in the heart of Universe

CHIDAMBARAM:-
· Chid - the heart or consciousness
· Ambaram - universe, ether or hall


         Fig [image: ]4.0
Located in the Cuddalore district in Tamil Nadu, Chidambaram is home to the famous Nataraja Temple. The temple houses one of India’s most iconic sculptures and represents the seat of one of Hinduism’s sacred philosophies, finding bliss within the heart of man. The physical edifice of this temple and the mythology surrounding the sculptural iconography link the human body, architecture and dance. Together, they present cycles of life, death and the creation of the universe.
      
“In the forest of Taragam dwelt multitudes of heretical rishis, following of the Mimamsa. Thither proceeded Shiva to confute them, accompanied by Vishnu disguised as a beautiful woman, and Ati-Sheshan. The rishis were at first led to violent dispute amongst themselves, but their anger was soon directed against Shiva, and they endeavoured to destroy him by means of incantations. A fierce tiger was created in sacrificial fires, and rushed upon Him; but smiling gently, He seized it and, with the nail of His little finger, stripped off its skin, and wrapped it about Himself like a silken cloth. Undiscouraged by failure, the sages renewed their offerings, and produced a monstrous serpent, which however, Shiva seized and wreathed about His neck like a garland. Then He began to dance; but there rushed upon Him a last monster in the shape of a malignant dwarf, Muyalaka. Upon him the God pressed the tip of His foot, and broke the creature‘s back, so that it writhed upon the ground; and so, His last foe prostrate, Shiva resumed the dance, witnessed by gods and rishis. Then Ati Sheshan worshipped Shiva, and prayed above all things for the boon, once more to behold this mystic dance; Shiva promised that he should behold the dance again in sacred Tillai, the centre of the Universe.”
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                                      Fig 4.1
                        Nataraja temple key plan
                                             Fig 4.2[image: ]
                        Nataraja temple : inner prakara plan
              
Key plan

a . principle shrine
b . Shivaganga thirtha (tank); Thiruvanaikaval linga visible 
     during periods of low water levels
c . Temple of the 9 linga
d.  Raja Sabha (1000 pillared hall)

e. Nandi statue (Sacred Bull; Shiva’s vehicle)
f.  Mukkuruni Vinayaka shrine (Ganesh Temple)
g. 100 Pillared hall
h. Shivakamasundari shrine (Amman Temple)
I.  Pandya Nayakan shrine (Murugan Temple)
j.  Gopura gates
k. Yaga Sala (Hall for sacrificial fires)
l.  Deva Sabha (Hall for festival deities; for public worship)
m. Navagraha shrine (Temple of 9 planetary Gods)
n. Chandikeshvara shrine (Brahma Temple)
o. kitchen
p. flag mast
q. Nritta Sabha (Chariot-style Hall)
r. Govindaraja shrine (Vishnu Temple)
s. Kanaka Sabha (Golden Hall)
t. Chit Sabha (Hall of consciousness)
u. Mulasthana shrine (Lingam shrine)
v. gallery dedicated to 63 Nayanmars (saints)
w. Kalyana Mandapam (Marriage hall)


Believed to be established since the 2nd century B.C.E and developed through a succession of regimes, the current form of the Nataraja temple is commonly attributed to the reign of the Cholas, with expansions to the prakara being part of a post- Chola period (1178-1218).The temple complex spans over 13 hectares, with 4 gopura facing the cardinal directions. With granite bases and a superstructure of brick and lime-work, these gopura rise 7 stories and taper into the heavens. The gateways are offset anti-clockwise from the main axis of the sanctum and are embellished with sculptural representations of the 108 Karanas - particular to only four other temples in India and appearing for the first time on all four gopura. The east gopura alone is embedded with smaller shrines, whereas the north, south and west gopura depict deities in various mythological scenes.

The importance of this temple can be seen in its inclusion as part of at least 3 mythological temple sets: anga stalangal, pancha butha stala, and pancha sabhai. The anga stalangal are composed of 8 temple towns corresponding to parts of the human body, Chidambaram embodying the heart. The Pancha butha stala, refer to temples representing the five elements, Chidambaram symbolizing Akasa stalam, space or ether. Pancha sabhai, refers to the temples representing five dance halls - Chidambaram is home to the Kanaga Sabhai (Gold hall), where Nataraja performed the Ananda Tāndava. The temple is also special in its inclusion of shrines for both Vishnu and Brahma, making it one of the few Hindu temples that have shrines for the divine trinity. This temple is also the only place where the three states of being are represented together. Other architectural intrigues pertaining to this temple will be discussed by examining selected shrines further.
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                                 Fig 4.3    Rajasabha

The Raja Sabha or 1000 pillared hall is the architectural representation of the Sahasradhara or Crown chakra, the 7th spiritual energy point in the astral body. (See Fig. 4.4) From it’s position at the head of the body, this energy center known as the ‘thousand petaled lotus’, is sometimes compared with the pituitary gland, regulating various bodily functions.

[image: ]                                        Fig 4.4
  Temple aligned with both human and astral body, according     
                        to the Vastu Purusha Mandala


The Nritta Sabha, constructed in the shape of a ratha(chariot) drawn by horses, is not surprisingly also based on the Vastu-purusha mandala. With the Vedas as inspiration for horses and the sun and moon for wheels, the chariot shape commemorates Shiva’s victory over 3 demon cities. This structure is also known as edir ambalam (opposite hall) in reference to its position relative to the Chit Sabha. Nataraja and Kali are also said to have had a dance competition here. As Vishnu kept talam, Nataraja danced the Urdhava Tandava, lifting his right leg straight up. Seeing this, the fierce Kali declines performing the provocative pose and remembers her peaceful incarnation as Parvathi, Shiva’s consort, and resumes her calm nature. Carvings on this shrine depict this legend among details of dancers, musicians and mythological figures.
[image: ][image: ]                                       
                                      Fig 4.5
   Govinda Raja mandapa (top); Vinayaka shrine (bottom)
The Kanaga Sabha, just south of the Chit Sabha, consists of a granite base, wooden doors and granite pillars that support a copper covered wooden roof. This ‘golden hall’ is said to be ‘gold’ of a spiritual nature, allowing worshippers a glimpse of the cosmic dancer from a close proximity. This is where daily public worship of the Nataraja icon is held. This temple, and the statuary within it represent a sublime culmination of centuries of technical, artistic and cultural development.

As the primary actor in the masculine tāndava or fierce dance, Nataraja is said to have performed 7 different tāndava dances. The name tāndava is a derivative of Tāndu, who instructed Bharata on Karanas and Angaharas (specific combinations of Karanas) to be used in performance art. The name also alludes to the sound “tando” made by accompanying percussion instruments. This multiplicity in meaning, reiterates a layered illustration of sound and space. (Similar to terms discussed earlier, such as: pada, tala, and Bharata) Among the 7 tandava dances, Shiva takes on various forms corresponding to the sites described in the legends. For example, in the Sandhya Tandava, Shiva is two-handed and dances during twilight at his heavenly abode of Mount Kailash of the Himalayas. Performing for his consort Parvathi as Gouri - the mother of three worlds, He is surrounded by a chorus of divinities with audiences from the heavens, earth and the underworld. A much more vigorous dance is attributed to Shiva’s incarnation as Virabhadra. He performs Uma Tandava. Depicted with ten arms, he performs a wild and ecstatic dance in cremation grounds at midnight, often accompanied by Devi or spirits. Through this fearful dance, and on the ashes of the dead, Shiva releases souls from the cycles of reincarnation.

The Chit Sabha is the principle shrine of the Chidambaram Temple complex. Known as the ‘hall of consciousness’ and ‘the heart of man’, it represents ether and ‘the lotus of transcendence’. It is here, within the heart of man, that Shiva as the Lord of Dance, Nataraja, is believed to have performed the Ananda Tandava - the dance of bliss. As the dance is one of transformation and regeneration, it embodies the dual nature of ferocity and nirvana. Nataraja is the fiery agent of change, dancing the benign ether into cycles of creation and destruction. The cyclical order of universal nature directs the ruling geometry of the dance to be a dynamic clockwise spiral. The shrine is a physical manifestation of this dance with the momentum of energy encompassing the five activities of the universe:
· Creation and evolution, Srishti
· Preservation, Sthiti
· Destruction and Involution, Samhara
· Illusion and Veiling, Tirobhava
· Deliverance and Salvation, Anugraha


The shrine itself is a wooden structure on a granite base. This granite plinth or parvadam, is symbolic of the dutiful Mount Kailash as it supports Shiva in the Himalayas. The south facing sanctum does not culminate in a gopuram. Instead, it is crowned by a hipped curved roof covered in gold tiles, supports not one but 9 gold finials. (See Fig. 4.6)
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                                           Fig 4.6
                 Nataraja Temple: Chit Sabha from above


Mirroring the flow of life-giving blood to the heart through a network of veins and arteries, architectural passages and circuits direct worshippers to enter the sanctum. Represented in 5 steps linking the Kanaga Sabha to the garbha griha, devotees dissolve space between themselves and the divine through worship and prayer. Capped in silver, each step represents a syllable of the mantra “Shi-va-ya-na-ma” meaning ‘Hail to Shiva’.

“If this beautiful Five-Letters be meditated upon, the soul will reach the land where there is neither light nor darkness, and there Shakti will make it One with Shivam.”

[image: ]Unlike other shrines, the Chit Sabha is not cubic but instead is based on a double square plan representing two chambers of the heart. (See fig. 4.8) The eastern half of the sanctum symbolizes visible light and unlike other Hindu sanctums is not dark but is consistently lit by ghee (clarified butter) and camphor lamps. On this level is also a crystal lingam (a phallic symbol with it’s female, yoni, counterpart), representing Shiva as Chandramaulishvara, supposedly formed from the crescent moon tangled in Nataraja’s matted locks. The lingam, is divinity in it’s ‘formless-form’ symbolizing fertility and propagation of life. This half of the sanctum also represents fire and houses a large statue of Nataraja.
               Fig 4.8   Nataraja Temple: Chit Sabha Plan

The statue itself is made of bronze, a composite metal made of five elements (tin, copper, zinc, silver and gold) that are transformed by fire. The Lord ‘borne’ of fire, glows in the sanctum with his jewellery glittering in the candle light as if ablaze. The multi-armed Shiva “conveys a spellbinding sense of continuous motion.” The iconic pose, attributed to the 8th century Pallava period, is a very literally manifestation of divinity having a ‘form’. The image of Nataraja represents a meeting point of religion, mythology, human physiology and cosmic order. This culmination in spiritual and physical aesthetic is precisely what is attempted and embodied in the art of dance. The various items held in his arms maps out the density of these intentions. (See Fig. 4.9)

The western half of the sanctum represents ether and sound. A hidden chamber, pranava prakara, is given life by the sound ‘Om’ as chanted by priests and worshippers. With each breath, they breathe life into the ritual, becoming performers, activating and participating in a spiritual exchange. The chanting and ritual prayers are akin to the beating of the heart which sustaining the human body.

The significance of the spatial design of the sanctum is seen in the parallel analysis of the principle of creation.


[image: ]                                              Fig 4.9
                                            NATARAJA
Both passive (Purusha) and active (Prakriti) forces are required to unite at the initiation of the creative process.  Visually abstracted, fundamental particles of space - Paramanu, are concentrated in a cubic form called Moolam. Because of the energy inherent in each particle, there is inherent energy within the cube of the Moolam and it is self-illuminated. This potential of light energy is vibrant and pulsates, standing on the cusp of action and at the beginning of time and creation. This concentration of energy finally bursts in a clockwise spinning motion propelling and replicating itself. Similar to the inherent awareness in a living cell, the Moolam is self-conscious desiring to express its inherent beauty. Stemming from this inherent attraction to itself, the chaotic explosions are brought to order or seelam, giving the Moolam definition. The succession of these steps spawns all creation, giving life to both the universe (Viswa) and the forces that perpetuate its existence, cause (Karya) and effect (Karana).

The highest plinth in this shrine is dedicated to the supreme being himself, referred to as ‘Rahasiyam’ or secret. Obscuring the view, is a black (outside) and red (inside) curtain that is perforated by square shaped holes radiating light to the rest of the sanctum, a symbolic representation of the bursting Moolam. Beyond this curtain, the supreme being is signified by a black wall - the absolute, being ‘formless’.

The inclusion of divinity in its three forms is important as it reiterates the multi-sensory experiences in the various levels of transcendence. The ‘formed’ God provides a tactile connection to divinity through its physical presence and visually sensual nature. It also acts as a stepping stone for the worshipper, revealing a physiological link between man and God. It also emphasizes the corporeal nature of the building through various architectural symbols as explained in previous chapters. The ‘formless’ divinity is a reminder of the intangible or perceived nature of the creative and destructive process. Finally, the ‘formless-form’ emphasizing an intermediary zone charged with potential energy awaiting transformation.

“The Supreme Intelligence, dance in the soul... for the purpose of removing our sins. By these means, our Father scatters the darkness of illusion (Maya), burns the thread of causality (karma), stamps down evil (mal, anava, avidya), showers Grace, and lovingly plunges the soul in the ocean of Bliss (Ananda). They never see rebirths, who behold this mystic dance... [This] perpetual dance is His play.”

My argument is that the dance of bliss is not only a mythological description of progression through spiritual enlightenment but reflects the fundamental physics underlying all creation. Moving not only through spiritual realms of transcendence but also through physical planes of existence, the dance is the dynamic connector between the soul’s transmigration and the physical movement experienced by the human body in the earthly plane. The body participates in a basic progression of spirituality as worshippers enter the temple grounds and proceed to the inner sanctum.

Architectural cues, ornamental sculpture and the design criteria of the shrines, reiterate this rhythmic momentum. Far from a static edifice, the building itself is constantly participating in this movement, the culmination of which is visualized in the iconic Nataraja, representing a multi-sensorial transformation. This ‘final’ manifestation of dynamism cycles back to the fundamental movement of energy, both spiritually and physically. Just as networks and bodily organs are necessary for a healthy physiology, so too are the interdependent components of south Indian culture needed for a strong community backbone.











                                CONCLUSION


            This study was conducted by discover and understands  the technical, artistic and spiritual complexity of ancient south Indian temple architecture and dance. My analysis are illustrated the connection between structure, symbolism and performance space. The evolution of  Bharatanatyam, a south Indian dance form, in parallel with a transforming south Indian and architectural identity.
 The Natya-Shastra, Bharatanatyam, the Chidambaram Temple, Devadasi culture and the evolving political and religious landscapes will explore these cultural cornerstones in order to reinvigorate the discussion of contemporary south Indian architecture and aesthetic. The identity of the dancer was rooted in prefixes and in the specificity of their respective architectural settings. Both dance and dancer function as a vehicle for divine invocation and are mirrored in her architectural surroundings. The two physical models, dancer and architecture coexist as an intertwined system of Hindu philosophy. The Hindu philosophy of the cosmic man and its religious relationship with the Dravidian architecture of Tamil Nadu is the starting point of the discussion of a south Indian aesthetic. The temple, as a setting for dance performances, and constructed based on the mandala, shares this quality of immersing its participants into a multi-sensory spatial experience
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