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FOREWORD

I have great pleasure in introducing this monograph of Dr, R. S. Gupte.  Dr. Gupte
has already done a piece of remarkably good iconographical work on the Buddhist sculp-
tures of Ellora. He is a careful and dependable scholar who takes infinite pains to
ensure the authenticity of his statements and findings. Besides, hie works on the basis
of close local knowledge and on-thespot examination of facts. This Jatest work of his
on the Chalukya temples of Aihole is one more evidence of his patient and painstaking
work in the field of Indian archaeology. Here is also one more example of what straight
descriptive archaeology can achieve in respect of a particular group of temples and their
sculptures, by way of elucidating the religious, iconographical and architectural complex
of a given time and space. This monograph is, therefore, very welcome indeed.

The plan of the monograph is a simple one. Starting with a short unvarnished
dynastic account of the Chalukyas the monograph divides itself into two well-defined
parts, one devoted to a description of all the important temple-structures of Aihole, one
by one, and another to an iconographic description and identification of all the important
sculptures, also temple by temple. Adequate notice is taken simultaneously to trace
also the stylistic evolution of the temple-forms and the iconographic evolution of the
sculptural ones. To any student of Indian temple-architecture and iconography this
monograph will provide a very useful and dependable guide in respect of a very impor-
tant and significant centre of Indian art and culture.

Dr, Gupte takes some pains to show how and why the temples of Ailole are impor-
tant and wherein lies their significance. To what extent his arguments are sustainable
would be for the readers to judge. But none would be able to contest, I .am sure, his
claim that in the body of his text, sketches and illustrations, he has provided all the
materials for enabling one to accept or reject what he says. Herein lies the integrity
of a work of this nature,

Director NmARRANJAN Ravy
Indian Institute of Advanced Study
Simla



PREFACE

This monograph on the Art and Architecture of Ailiole is the first of a projected
{hree-voliime history of the Art of the Chalukyas. [t was ondertaken as part of the
research project of the Department of History and Ancient Culture of the Marathwada
Universily.

At Aihole, Badami and Pattadkal, in the Bijapur District of Mysore, the Chalukyas
of Badami built structural and rock-cut temples of great beanty. The hundred and odd
temples of Aihole, the stmctural temples of Badami and Mahakutesvara, the rock-cut
sanctuaries of Badami and the temples of Pattadkal stand as glorious monuments to the
memory of the Western Chalukyas.

I am aware that [ am not treading an entirely new ground. Scholars like Henry
Cousens (The Chalukyan Architecture of the Kanarese Disiricts) and R. D, Banerjea (Bas-
reliefs of Badami) have worked on the subject. Counsens; however, was working on a
much larger canvas, whereas Banerjea concentrated his attention on the bas-reliefs of
the rock-cut temples of Badami. In a sense, therefore, the present wirk does break new
ground. It is the first exhaustive work which discusses the architecture and sculptures
of Aihole. [ am grateful to the Marathwada University for providing me this opportunity.

I owe a debt of gratitude to many people for many things. Dr. Nikarranjan Ray,
Director, Indian Institute of Advanced Study, Simla, very kindly agreed to write the
Foreword. My thanks are due to him. Dr. N, R. Tawde, Vice-Chancellor of the Univer-
sity, always gave encouragement by taking interest in my work. I can never thank
Mr. M. B. Chitnis, the Registrar of tle university enough. He has been u constant
source of encouragement.

Mr. N. A. Gore, the Librarian and Mr. R (. Jogdeo, Assistant Librarian of the univer-
sity have ulways been very helpful. My special thanks are due fo two persons in the
Department of History who have liboured muech for me. One is My P. L. Barwal,
steno-typist of the Department; and the other is Mr. S, K. Pande, photograplier-cum-
artist of the Department.

My colleagues and students from Winston-Salem have also rendered me much assistance,
My Wake Forest friends, Dr. Carl Harris and Prof. Lewis Aycock, helped me with the
proofs at a crucial stage. Dr. R. |, Mehta of D. B, Taraporevaly Sons & Co. Private
Ltd. is always very belpful in this matter. 1 must particularly thank three of my
students of the senior class at Salem Callege, Miss Linda Lundin, Miss Fay Jackson and
Miss Bannie Ayres for spending hours preparing the Tndex. My thanks are also due to
my wife Dr. Nalini Gupte who has always been a source of Inspiration to me,

Wake Forest College,
Winston-Salem,
North Caroling, U.S.A. R. 5. Gupte
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Part 1
HISTORICAL BACKGROUND

THE CHALUKYAS OF BADAMI

The Chalukyas of Badami, during whose reign were built temples at
Aihole, Badami and Pattadkal, ruled in the territory comprising parts
of the Kanarese and Maharashtra regions, from A.D, 535 to 757, when they
were superseded by the Rashtrakatas of Milkhed in the hegemony of
the Deccan,

In their earliest inscriptions, the Chalukyas call themselves Chalkya,
Chalikya or Chalukya. They were an indigenous Kanarese family,
with Kanarese as their mother-tongue. The theory which seeks to
identify them with the Sogdians is now discredited.

The dated Badami inscription (A.p. 578) of Mangalea refers to the
Chalukyas as ‘meditating at the feet of the sacred Svimi Mahisena,’
i, Karttikeya, the son of Siva, and as being Hardtiputras of the
Manavya golra, who had become purified by the performance of the
Agnishtoma, Agnichayana, Vajapeya, Paundarika, Abvamedha ceremonies,
etc. It may be noted that the Kadambas and Chutus also claimed to
be Haritiputras belonging to the Manavya gofra. In the Hyderabad
grant (A.D. 612) of Pulakedin II, the Chilukyas are said to have been
nourished by the Seven Mothers (the Sapta-Matrikas); as those who
attained continuous prosperity owing to the protection of Kirttikeya ;
and to whom all kings submit at the sight of their vardha-lanchhana
(boar-crest), acquired through the favour of Narfyana.

From the beginning, the Chalukyas offered worship both to Vaish-
navite and Saivite deities, as their early inscriptions indicate. While
their boar-crest indicated their Vaishnava affiliation, the worship offered
to Karttikeya, the son of Siva, and the Sapta-Matrikas indicated their
Saivite leanings. All their early temples, however, are dedicated to
Vishnu, They seem to have become Saivites later on.

The earliest kings of the Chalukya family are Jayasimha and his
son Ranaraga who ruled in the first half of the 6th century A.D. They

Early kings



Pulakesin
(A.D. 535-

Kirtivarman I
(A.D. 566-
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are first mentioned in the Mahakuta pillar inscription of 4.0. 602. - This
early record, however, does not credit them with any conguest. They
were probably still fendatories at that time. The later claim made in
the Kauthem grant of A.p. 1009, which credits Jayasimha with the defeat
of king Indra of the Rashtrakata dynasty, need not be taken seriously,
since no early record makes mention of this achievement,

The real founder of the dynasty seems to have been Pulakedin 1.
He en]ny&d the titles of Saty@éraya and Ranavikrama. He was also
known as Sri-Prithvi-Vallabha (the Lord of the Earth), He is identified
with the Chalukya-VallabheSvara of the Badami inscription of Saka
465 (A.D. 543-4). He conquered Vatapi, built a fort there and performed
the Afvamedhs. At Badami and Aihole, which may have been their
earlier capital, the early Chalukyas built a large number of temples.
The fort of Vatapi stands on a natural eminence, and is close to the
Malaprabhi (mud-shining) or Malapari (mud-rubbing) river which flows
into Badami. originating twenty-two miles south-west of Belgaum.
It enters Badami about three miles south of Mutkavi In a way, it
forms the southern boundary of the Biadami district. About ten miles
away from Badami is Pajtadkal on the bank of the same river. Further
away, eight miles down in Hungund, is Aihole. Here, since it is sand-
stone territory, the bed of the river is white sand and the water a
lovely blue. It is in this triangular area, formed by the three cities of
Aihole, Badami and Paftadkal, that all the early temples of the Chaln-
kyas were built in the sixth, seventh and eighth centuries. Pulakeéin 1
performed many sacrifices, such as, the Hiranyagarbha, the Agnishtoma,
Agnichayana, Vdajapeya, Bahuswvarna and Pawndarika. The Nerur
grant of Mangalesa praises him for his great wisdom, his knowledge of
the laws of Manu and of the epics the Ramdyana and the Makhabhdrata.
He married Durlabhadevi of the Batpura family. He had two sons
Kirtivarman and Mangalesa. Both of them ruled successively.

The Aihole inscription of his son Pulakedin IT refers to him as 'the
first maker of Vitipi,' and the ‘night of death to the Nalas, Mauryas and
Kadambas." The 'maker of Vatapi’ must have adomed that city with
many temples, His activities were not confined to Viatapi alone, A
number of temples were built at Aihole during his reign of thirty vears,
While the Aihole Pradasti of Ravikirti credits Kirtivarman, with the
conquest of only the Nalas, the Mauryas and the Kadambas, the Mahakuta
inscription. {A.D. 602) of his brother Mangaleda credits him with the
subjugation of the hostile rulers of Vaiga, Anga, Kalinga, Vattara (2),
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Magadha, Madraka, Kerala, Ganga. Miashaka, Pandya, Dramila, Coliya,
Kluka, Vaijayanti, etc. The Mahakita inscription further tells us that a
beautiful caye-temple dedicated to Vishnu was built by his younger
brother Mangalefa on his orders. Kirtivarman married a sister of
Réja Sri-Vallabha Sennanda of the Sendraka family, who were feuda-
tories of the Kadambas, Alter the defeat of the latter, this part of the
country came under the control of the Chalukyas. During the reign
of Kirtivarman, Chilukya hegemony spread over southern Maharashtra,
and to parts of Mysore and Madras.

Kirtivarman I was succeeded to the throne not by his son, but by
his brother Mangalefa. He is described as a ‘Paramabhigavata’ (a
devout worshipper of Vishgu), His greatest victories were those
against the Kalachuris and the Revatidvipa. The Mahakuta pillar
inscription refers to this event in very poetic terms. ‘The cavalry of
Mangalefa raised canopies of dust on the shores of the eastern and western
ocean.' The inscription tells us of the intention of Mangalesa to conquer
the northern quarter of the country. In pursuance of this aim, he
attacked the Kalatsuris and seized all their wealth, which was used for
the ‘idol-procession’ of the god Makutesvara. Here at Mahikuta, he
erected a pillar of religion to mark his victory over the Kalachuris, From
the inscription of Pulakedin [T, it is obvious that the Kalachuris were not
completely vanquished and that this part of the country had to be re
conquered by him, The Ailole Pradasti also refers to his conquest of
Revatidvipa in very eulogistic terms.

Mangale$a was a great builder. His inscription dated AD. 578,
inseribed in Cave No. 3 at Badami, is proof of this. The other temple
he built was the one at Mahakita, dedicated to Makutedvara, i.e., Siva.
This shows that he worshipped both Vishyu and Siva. It is obvions
that some of the temples at Aihole must have been built during his reign.

Mangaleéa had a short reign of thirteen years. The closing part of his
reign involved him in @ war with his nephew Pulakeéin II, the son of his
glder brother Kirtivarman, the rightful suceessor to the throne. Mangalesa
fried to secure the succession for his own son. In the civil war that
followed, Mangalesa was killed and Pulakeéin I1 succeeded to the throne,

Pulakeéin I1 was one of the ablest and most powerful kings of the
Chalukya dvnasty. He came to the throne only after a bloody eivil
war that brought in its wake a period of anarchy and confusion. “The
whole world was enveloped in the darkness that was the enemies,” says
the Aihole Prasasti., Pulakedin IT controlled just Vatapi and no other

Mangalesa
(A.D. 597-
610)

Pulakesin I1
(A.D. 610-
642)

3
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Persian

territory when he came to the throne. He was surrounded by enemies
on all sides and faced imminent danger from Appakiya and Govinda,
two kings who threatened the heart of his kingdom. He won over
Govinda and repulsed Appakiya. After making his home provinee
safe; e launched on a career of conquest, first capturing Vanavisi,
the Kadamba capital Then came the turn of the Gangas and the
Alapas of Mysore, He defeated the Mauryas of Konkan and occupied
Puri (Ghirapuri), He also subjugated the Latas, the Malavas and the
Gurjaras. A Chilukya viceroy was appointed to govern thie Gujarat
region. Pulakedin's greatest triumph was, however, over Harsha, the
renowned ‘Sekala-Ultaradhipati,’ the Lord of the North. This event
took place probably between a.n, 630 and 634. This event cannot be
dated earlier than A.n, 630, as even the Lohner grant of Pulakedin 11,
dated A.D. 630, makes no mention of this great achievement. All these
conquests made Pulakedin I1 ‘Lord of the three Mahirashirakas," com-
prising 99,000 villages. The Chalukyan kingdom was known to Yian
Chwang as Mahirdshtra, From the north, Pulakesin II turned his atten-
tion to the south, He first subjugated Dakshiga-Kosals and then cap-
tured Pightapuram in the Godavari District. At Pishtapuram he installed
his younger brother Yuvaraja Kubja Vishnuvardhana. The eastern
Chalukyan dynasty, which he established, ruled till the year A.D, 1070,
when it merged with the Chola royal family, Pulakesin IT now started awar
which was to bring him to utter ruin.  This was the war with the Pallavas
of Kadichipuram, a struggle which was to become a family feud carried on
with great vigour by both sides.  Pulakedin 11 attacked the Pallava King
Mahendravarman I and defeated him but he was to pay dearly for this,
He then went down further south and made friends with the Cholas,
Keralas and Pandayps. He then returned to Vitapi. The Lohner grant
rightly describes him as the ‘Lord of the Eastern and Western Waters.’

After his great "digvijaya,’ Pulakedin 1T sent an embassy to the
conrt of the Persian King Khusrau I1in A.p. 625-6. This fact is recorded
by the Persian historian Tabari. There is, however, no record of a reci-
procate embassy. A painting in Cave No. 1 of Ajanta is supposed to
represent this Persian embassy. Another painting in the same Cave is
presumed to represent Khusrau and his beautiful wife Shirin,

Pulakesin IT's first conflict with the Pallavas was not very satis.
fying. He had failed to take Kafichi. He was, therefore, keen on
waging another struggle with the Pallavas. In the Pallava country,
Mahendravarman I had been succeeded by Narasimhavarman I, a more
powerful and determined ruler, He was keen on avenging the defeat
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of his father. When, therefore; Pulakesin IT launched an attack on the
Pallava country, he was faced by a determined enemy. In successive
campaigns, at Parivala, Maymimangala and Stiramfra, Narasimhavarman
inflicted crushing defeats upon his powerful and renowned adversary and
humbled him. This great set-back crippled the mighty Chialukya king.
Pulakeéin 11 returned in humiliation to his dominions. It was at about
this time that the Chinese pilgrim Yuan Chwang entered the dominions
of the Chalukya king. The great Pulakefin I1, who was so well served
by his stout-hearted and brave soldiers as Yuan tells us, however, was
so much weakened by the time Narasimhavarman invaded his territory,
that he could not offer any effective resistance. The result was that
Vatapi fell to the Pallava king. Pulakeéin 11 losing his life in the ensuing
encounter. The Pallava inscription on the Mallikirjuna temple at
Badami attests to its occupation by the Pallava king.

Tlis great Pallava victory crippled the Chalukyas, The central
authority ceased to exist. In the absence of any central authority,
there was complete confusion and anarchy in the country. Badami
and the surrounding regions remained under Pallava occupation for
many years and for nearly thirteen to fourteen years after the death
of Pulakedin II, the Chalukya throne remained wnoccupied. In the
meanwhile several claimants sought to capturé the throne. Finally,
Vikramaditya I. with the assistance of the Ganga King Durvinita,
sucoeeded to the throne after driving out the Pallava from the capital
Vatdpi His attempts, however, to destroy the Pallava power were not
very successful. The claims made in the Hyderabad grant and the
Gadaval plates are somewhat exaggerated. The latter plates credit
Vikramaditya I with having ‘crushed the glory of Narasimha, caused the
dissolution of the valour of Mahendra and subdued Iévara.' Vikrama-
ditya seems to have won some notable successes against Narasimhavar-
man, who had a short and uneventful reign. His greatest victory was,
however, the defeat of Parmeévaravarman and the capture of Kafichi,
This victory, was, however, short-lived, for the Pallava king soon gathered
his forces, and defeated the Chalukya king in the battle of Peruvalanaliur,
and forced him to retreat to his own dominions.

Vikramaditya was ably assisted by his son Vinayaditya and his
grandson Vijayaditya. Son and grandson joined together to beat
back the Pallava army that had entered the Chilukya dominions and
Vinayaditya established peace and order in the dominions,

It was during Vikramaditya's reign that his younger brother
Dharigraya Jayasimhavarman was appointed Viceroy of the Gujarat

Vikramadi-

tya 1 (A.D.

655-81)
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Vinayaditya
(A.D. 681-96)

Vijayaditya 1
(A.D.
696-733)

Vikramadi-
tya II (A.D.
733-744).

region, with his capital at Navasarikd (Navasari), He established himself
firmly in the saddle by vanquishing King Vajjada, probably of the
Maitraka dynasty of Vallabhi. He also helped his brother against
the Pallavas.

In his own inscriptions as well as that of his son, Vinayaditya is
depicted as a great warrior and conqueror. He is said to have reduced
to servitude the Pallavas, Kalabhras, Keralas, Haillayas, Vilas, Malvas,
Cholas and the Papdyas, The claim ohviously seems exaggerated.
Similar claims are made in his Rayagad plates of A.p. 703 (EI, X, 14).
[n these plates, he is said to have collected tribute from Parasika (Persia)
and Simhala (Ceylon). This would only imply that some Ceylonese and
Persian refugees were givenasylum in hiscourt, The Ravagad plates, how-
ever, alsorefer to his successful northern expedition, in which his son Vijaya-
ditya played an imporfant part. [In this expedition, he fought ‘the Lord
of the entire Uttarapatha,’ defeated him, and seized the Ganga and
Yamina Palidhvaja, besides other emblems of sovereignty. This king
whom Vinaydditya and his son defeated may have been King Yasovarman,
the powerful ruler of Malwa, as suggested by some scholars,

Vijayaditya I enjoved the longest reign, a reign of peace and pros-
perity. The newly discovered Ulchala stone inscription (Awnciens India,
No. 5. p. 54) mentions the first expedition of his son Yuvardja Vikra-
miditya against Kafichi, in the 35th year of his reign, i.e, A, 730-31,
This was obviously the first of the three expeditions undertaken by
Vikramiditya. Vijayaditya was probably the first king ta build a temple
at Pattadkal. This was significantly dedicated to Siva and was named
Vijayesvara. It is now known as SangameSvara. Kirtivarman [I's
inscription on & pillar here praises the ‘Sangama’ (union) of Hara and
Gauri. After this the temple came to be known as Sangamedvara, An
interesting undated inscription of Vijayaditya's reign, from the temple
of Mahakita, records the 'Hirapyagarbhadana’ performed by Vinapotigal,
the ‘soul’s darling’ of Vijayaditya. ‘Two spurious grants (Keillhorn's
list Nos. 26, 37) represent a Jain teacher as the priest of the king's father,
suggesting that Vinayaditya was a follower of Jainism.' His younger
sister was probably a Jain since she is credited with the construction of
the Jain temple of Anesejjeva-basadi at Lakshmeswara.

Vikramiiditya II succeeded to the throne of his father in a.p, 733-34.
At the beginning of his reign, the northern part of the empire in Gujarat
was threatened by an invasion of the Tajikas or Arabs, But the viceroy
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of that region, Jayaéraya Mangalarija, proved himself a match for them.
When the invading Tajikas, after capturing ‘Saindhava, Kachehella,
Saurdishtra, Chavotaka, Maurya and Gurjara’ kings tried to seize the
Navasari district, they were forcibly repulsed by Mangalardja. For this
achievement, he was given such titles as ‘Anivartaka-nivartayitri' and
‘Dakshinapatha-svadharana.’

This great victory of his viceroy encouraged Vikramaditya to per-
form similar acts of valour. Whom could he attack but the 'matural
enemy’ of his House ! He suddenly invaded the Tupddaka, ie., the
Pallava country, attacked and defeated the Pallava king Nandipota-
varman and seized from him the martial musical instruments called
Katumukhavaditra and Samudra-ghosha as well as the Khatvanga bammer,
A reference to this is made in the Virtpaksha inscription of the same
king on one of the pillars of the Rijasimhesvara (Kailasanath) temple
at Kanchipuram, which confirms this victory. Vikramaditya also con-
quered the Pandya, Chola, Kerala, Kalabhra and other kings and erected
a Jayastambha on the Southern Ocean to mark his great victory.

This was followed by a second invasion of the Pallava country by
Kirtivarman 11, son of Vikramaditya. The Pallava monarch Nandi-
varman took to flight and sought refuge behind the walls of the fort.
Kirtivarman returned home with a rich hooty.

Vikramaditya married two sisters belonging to the Kalachuri house.
Both of them built beautiful temples dedicated to Siva at Pattadkal
This is not surprising since the Kalachuris were devout worshippers of
Siva. The magnificent temple of Lokeévara, now known as Viru-
piksha, was built by Queen Lokamahidevi. The inscription of the
temple tells us that the temple was built by the Pallava architect 81
Gupdan Anivantachirya, upon whom many titles were conferred.
He was named ‘Tribhuvanichirya.” The temple was richly
endowed by the queen. The younger sister of the chief queen, R&jii
Trailokyamahidevi constructed another temple dedicated to Siva,
called Trailokyesvara. K. A. Nilkanta Sastri says that the temple is
no longer in existence (See The Early History of the Deccan, Vols. 1-VI,
p. 229). Cousens not only idenfifies it with Mallikdrjuna (p. 66), but
further suggests that the male and female figures of Fig. 18 on p. 66
of his C'ﬁa!ukyan Architecture, represent the King and the Queen,

Kirtivarman was the last king of the early Chalukya dynasty of
Badami. He was defeated by the Rashtrakita Dantidurga, who, in
the Ellora grant of A.D. 742, is described merely as Mahasamantadhipati.
By A.D. 754, however, his position had changed for his Samangad

man IT (A.D.
T44-757)
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General

plates coming from the Kolhapur country refer to his acquiring complete
sovereignty over the Chalukya Vallabha. Dantidurga now called him-
self ‘Mahirdjadhirdja,” ‘Parameévara’ and ‘Paramabliattiraka’ He
is also referred to as the congueror of the mighty Kamataka army.
Dantidurga first subdued the Gurjaras, the Kosalas and the Kalingas.
He also overwhelmed the Pallavas of Kifichi and formed an alliance
with them. Having isolated Kirtivarman, he attacked and defeated
him.  The latter tried to retrieve the fallen fortunes of his House after
the death of Dantidurga; but the successor of Dantidurga proved very
formidable and he was overthrown by the Rashtmkidta Krishna [ who
‘forcibly carried away the fortune of the Chalukya family' and trans-
formed ‘the great boar (the Vardha-lafichhana of the Chalukyas) whicl
had been seized with an itching for battle, and attacked him, into a deer.’

Thus the great dynasty of the Chilukyas, which ruled from the
Tapti to the Godivar and the Krishpa and had financed o great architee-
tural movement disappeared from the pages of history for a period of
two centuries, when it again rose like a phoenix from the ashes of the
Rishtraknta empire in the tenth century A.n.

THE HISTORY OF AIHOLE

Aihiole, long. 75* 57' lat. 16° 50, is situated in the Badami taluka of
the Bijapur District of Mysore State. Known in old inscriptions as
Arvapura and Ayyavole, it was probably the earliest eapital of the
Chalukyas. Along with Badami (ancient Vatapi) and Pattadkal (an-
cient Patta-Kisuvolal), it was their earliest and most important city.
The capital was shifted to Vatapi only in the time of the great founder of
the dynasty, Pulakesin . The choice of Vatapi was dictated by strategic
considerations. It stood on 4 high eminence that made it suitable for
defence.  Just three miles away from Vatapi flows the river Malaprabha.
The fort of Vatapi looks down upon the picturesque countryside below
and the beautiful Bhatanatha tank. Among the hills to the east is the
famous shrine of Mahakutesvaranitha, made sacred by the sage Agastya
who lived there; five miles further down in the eastern direction and on
the same river Malaprabhii stands the temple town of Pattadkal, where
the later Chilukyas continued their art activities in the seventh and
eighth centuries. Forther down on the same river, some eight miles
away, is the village of Aihole that witnessed the parliest art activity of
the Western Chalukyas,
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THE HISTORY OF AIHOLE

It was here, below the 'craggy eminence' of the Meguti, and within
the old primitive looking cyclopean walls of the ancient city, and outside
it, that for a period of two centuries (the sixth and the seventh) and then
again in the twelfth and thirteenth centuries, art activity thrived with
great vigour, enthusiasm and exuberant vitality.

These more than hundred temples, most of them now in ruins, make a
very fascinating subject for study. For here within an area of just three
square miles or so is evidenced an art movement which is comparable
only to that at Ellora, thongh in a different medium. The Chalukya
effort is confined to this small area of Aihole and Badami, but mainly at
Aihole. Tt is possible to study the development of the Hindu temple
movement from its early beginnings to its more developed forms at Athole
as it epitomises the whole movement within its narrow confines.

There are a number of interesting legendary accounts concerning
Aihole, Biadami and other places, There is for instance the legend that
connects the celebrated Parafurama with Aihole. 1t is'said that after
destroying the race of the Kshatriyas, and having avenged the death
of his father Jamadagni, Parasurama came Lo the Malaprabha to wash
his bloody axe. At the sight of the river he cried *Ai as I Holif I'. ‘Al
the river {" Even now pious villagers show visitors an axe-shaped rock
on the river bank to the north of the village. Parafurima’s presumed
foat-prints are also pointed out on a rock in the river. Near his foot-
prints is situated the Ramalingam group of temples, venerated by the
Hamirrai Kshatriya family whose representatives perform the car
ceremony every year on the seventh of the bright half of Phalguna or
February-March (Bombay Gazetieer, Bijapur, Vol XXIII, Bombay,
1884, P. 545).

There are eight places in the Bijapur District which are connected
with sages and demons: Aivalli in Badami, Badami itself, Bagalkot,
Dhulkhed in Indi, Galgali in Kaladgi, Hippargi in Sindgi, and Mahakita
in Badami, These old stories probably record the memorics of the early
fichts between northern invaders and local chiels (See Indian Anti-
guary, X, 102), Local legends place a demon named Tlvala at Aivalli
and another called Vatapi at Badami, both of whose names are non-
Sanskrit, and who were a terrar to northern settlers in Dandakimanya
until they were destroved by the great seer Agastya at the holy Mahikiita,
three miles east of Badami, Bagalkot is said to have belonged to the
musician Ravana, the demon king of Cevlon, Dhulkhed on the Blima in
Indi is presumed to have been the seene of the great sacrifice offered by
Siva's father-in-law Daksha Prajapati, at which, becanse he had not

Legendary
accounts
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inyited her husband Siva, Daksha's daughter Sati killed herself by leaping
into the sacrificial flames. Galgali on the Krishpa in Kaldgi is named as
having been the residence of the seer Galava: and Hippargi in Sindgi
has a temple of Kalamedwara which is said to bave been originally built
by Parafurima’s father Jamadagni (Bombay Gazetleer, op, cit., p. 378).

The Egyptian geographer Ptolemy (A.n. 150) has mentioned five
places of consequence from this region. His Badiemaei though much
too far to the east, with the capital at Tathilla, may have been Badami;
Indi, though too far north, is perhaps the sub-divisional town of that
name thirty miles north-east of Bijapur ; Kallingeris in Ariaca may be
Kalkeri in Sindgi'; Modogulla on the Limyrica-Ariaca frontier is appa-
rently Mudgal, about thirty miles east of Hungund ; and Petirgala in
Ariaca is possibly Pattadkal ten miles north-east of Badami (Bombay
Gazelteer, pp. 378-79).



Part 11
ARCHITECTURE

THE TEMPLES

The temple complex at Aihole presents a very fascinating subject
of study for a student of the Hindu structural temple, For it was here
at Aihole, on the banks of the river Malaprabha (made sacred by Parasu-
rama), below the imposing eminence of the Meguti hill, that some of
the earliest structural temples of the Hindus were built from the sixth
century A.p. onwards

This temple movement besides was far more co-ordinate and much
more integrated than the Gupta architectural movement that partly
preceded it and was partly contemporanecus with it. It was besides
a movement that was indigenous and independent, owing little to the
Guptas.. It had its roots in the soil and was a movement which was
extremely vigorous and virile. In the course of over two centuries it pro-
duced forms which became basic to Hindu temple architecture. | The move-
ment {tsell preceded the ancient Silpadasira texts and probably influenced
them.‘] Here at Aihole; in the Deccan country, a new medium was being
used for temple construction. From the rock-cut architectural movement
that preceded it, this was a significant departure. Blocks of stone were
used for vertical construction. This was a new kind of architecture, and
it obvicusly posed new problems to the Hindu architect awho met them
by Ainding adequate solutions. In the course of time the Hindu structural
temple evolved. From the simple structure that could house a crudely
made cella in a veranda-like construction, to the mature temple with
a mukhamaniapa, an enclosed sabhamandapa, an antechamber and a
pradaksina patha ; thus did the temple-plan evolve, So also the dikhara
or spire. From the simple beginnings in the Konti-gudi group and the
Lad Khan to the more evolved forms at Durgd, Huchchimalli-gudi or
Galagnath, The curvilinear and the pyramid-type #ihhara developed
here in the Deccan country, not in the south or the north. [t is for this
reason that Aihole presents an absorbing subject of study for a student
of Indian temple architecture.

Temple
movement



12

THE ART ANTY ARCHITECTURE OF AIHOLE

Temple
(GP-1)

KONTI-GUDI GROUP

It is customary to regard the Lad Khan temple at Aihole as the
oldest there, and to regard those of the Konti-gudi group as being of a
little later date. The ground plans of the temples of the latter group,
as also their general architectural design, would, however, suggest for
them ap earlier date than that of Lad Khan,

The Konti-gudi group consists of three temples situated in the heart
of the village. Of these, two are attached to each other by means of a
pillared portico (PL. 1) and stand facing each other in the east-west direc-
tion. The third temple of this group is adjacent to the temple that
stands facing the east.

The earliest of this group is the one with the transverse plan
which stands facing the east (GP-1). It is 25" in length and 43" 8" in
breadth, which gives it the appearance of a veranda, with the shrine
clumsily set in the back wall, At the entrance there are six pillars,
three on each side of the central entrance,  The intercolumnation is not
uniform, varying between 5" and 5° 0", There are cight more pillars
inside supporting the ceiling, These are arranged in two rows ina
transverse fashion. In between the two back pillars, at the centre, is the
shrine (PL 2). Since it is set in the back wall, there is no praduksina
passage. The shrine is not square in shape, but is rectangular, 3' 4"
in length and 5° 6% in breadth. The absence of a protecting wall to
enclose the shrine indicates its early construction. This arrangement
also makes provision for lighting and ventilation. It is interesting to
note that there is no mukhamandapa, no sabhdmandapa, no antardla
and no pradaksina passage.

The pillars in the front are square in section, squat in height and
topped by three-sided capitals. Mythological beings and amorous
couples are carved on the pillars of the facade. The front corridor has
four pillars. Of these, the two at the centre are elaborately carved.
All the pillars are square in section, with square bases.  The lower middie
portions of the pillars show beaded designs that run upwards in vertical
stripes to the centre of the shaft. Above, there are beaded festoons
and floral bands running round the square box-like prism. Beautiful
lotius medallions are carved above that, strongly resembling those at
Amaravati.  However, the lotus medallions are sometimes replaced bv
circular designs in which are carved amorous couples, kirtimukias, etc.
The pillars at the two ends show the same composition. bui no carving.
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Ground-plan

Temple
(GP-2)

The mark of the chisel, however, is unmistakable upon them, suggesting
that they have been left unfinished. All the pillars rest on a slightly
raised platform. Of the four pillars at the back, those at the extreme
ends are similar to those described above, No carving has been done on
them. The pillars on the two sides of the shrine door show standing
images of Siva as dvdrapdla.

The shrine is at a slightly higher level. The walls of the shrine
are plain. There is no image or linge inside. The dedicatory. block
on the lintel of the shrine-door adorns a flving Garuda holding Nigas
in two hands. The shrine-door is comparatively low in height. The
door-frame shows vertical and horizontal tourses of floral and lozenge
motifs and miniature pilasters sandwiched between them on either side.
An overhanging canopy rests on the lintel. On either side of this are
carved Chaifya-archies that are yet in the process of evolution, The
ganopy is surmounted by horizontal courses of mouldings. The one at
the top has a gopuram-like design at the centre and squarish cupolas on
sither side. All these are adorned by Chaitva-arches set inside them.
The gopuram motif obviously seems popular here, since it is continued
all around the entablature of the three bays below the ceiling and over the
cross-beams, The gopuram pattern, which isseen here in its primitive be-
ginnings, evolved in a maturer form in the Dravidian country at a later
period. Inniches on the exterior side of the shrine walls are fixed images of
gods, Vishnu on the northern wall and a dancing Siva on the southern.

The ceiling of the mandapa, in front of the shrine entrance, forms
three bays in a transverse fashion. Here, three huge stone slabs rest on
cross-beams. On these ceiling slabs are carved beautiful sculptures of
Brahma, Uma-Maheéwara and Nardyana on Ananta.

The ground-plan of this temple, its designing and architecture,
the position of the shrine, the absence of the mukhamandapa, sabhaman-
dapa, antardla, etc., suggest that it is the earliest of the temples of the
Aihole group. A closer examination of the temple structure reveals
another notable feature. The plinth of the temple shows two cross-
beams of stone projecting in a forward direction. This arrangement is
repeated in the adjacent temple that stands facing the east, It gives
the temple structure a chariot-like effect, suggesting a movement forward.

The other temple which belongs to this group is the one joined to
it by a pillared pertico that stands facing the west (GP-2). This porch is
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supported by four pillars with a flat roof and eaves at the ends. The
brackets are adorned by beautifully carved Yalis with dwarfs at their
bellies. The Yalig rise from the pillars to support the ceiling, and these
with their dwarf figures are reminiscent of similar higures carved on the
brackets of the facade pillars of Cave No. 3 at Badami. The bracket
figures are certainly imposing, though they do not have the refined
quality and great dignity of later Chalukya examples, Yet, even in
this early form, they impress by their massiveness and brute vitality.
The powerful Yalis that rise to support the mighty beams above and the
dwarfs underneath make strange company (Pl 3). The temple itself
stands facing the west. It has a squarish plan and resembles the one
described above in one respect. It has no mukhamandapa (unless the
pillared portico in between the two temples is considered as such), no
sabhamandapa and no pradaksina patha. Tt has, however, one additional
feature that the former does not have. A squarish platform-like struc-
ture has been built on top of the sabkamandapa (PL 4). It may be the
rudimentary beginnings of the dikkara. The roof of the sabkamandapa
has been made flat to receive an additional structure and slopes all round
from here. The roof of the structure above the sabhamandapa is also
flat. Once there were long rounded beams of stone on the top in imita-
tion of wooden architecture, fixed to the joints of the slabs. Thegrooves
made in the latter can still be seen.

The very heavy #ikhara-like structure above is 5 in height. Be-
tween two heavy mouldings are carved miniature pilasters, false doors
indicating shrine doors, makara motils, etc. The lowest mouldings or
ovethanging canopies are roundish at the ends, while arches are seen
at regular intervals. The topmost moulding has heavy square cupolas
in the Dravidian style with a Chaitvg-arch motif issuing from the mouths
of kirtimukhas. This design is continued on all the four sides. In the
central portion of the middle band are carved Saiva and Vaishnavite
deities. The western side shows Varaha, the east has Vishigu's Vamana
incarnation (or Tripuri), the north side, Siva dancing, and the south,
Gajasura (7). Unfortunately, all the figures are badly mutilated. [t
is interesting to note that on the east and west sides Vaishpava deities
are earved, while on the north and seuth Saiva deities are sculptured.

The temple proper consists of a veranda-ike structure. Its roof
is supported by four facade pillars, the two front pillars of what may be
called the open sabhamandapa, the two pilasters on either side of the
shrine, one pillar on the south side, a pilaster behind this and another

Sikhara
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Temple
(GP-3)

pilaster on the north side. Latér inhabitants of the temple have added
masonry walls on the front and the north, On the latter side has
also been added a doorway with a Garuda on the lintel: On the exterior
wall here on the north a huge stone ladder rests leading to the upper roof
and the &khara-like structure.

The pillars on the facade and the side walls are heavy and lack
in height. Yet they are imposing. They have a square base. The
shaft above is fluted. Above is an inverse arch-type design. Above
this are floral bands all round. More carvings of floral motifs can be
seen above. Stll further up is another arch-type design without any
carving. The shaft above is fluted and square. The bracket capital
is sometimes two-sided and sometimes threesided. The pillars of the
open sabhamandapa are far more elaborate and very richly carved.
The base is square in section. Above this are bands of lotus-petal and
floral motifs. On top of these is an arch-like decoration with a Airfi-
mitkka above, Another Airtimukhae is also carved aboye with beaded
festoons issuing out of its mouth. Above all these are three bands
showing a lotus-petal design and lozenges. Above is a triangular
arch with floral motifs. The moulded neck is topped by an amalaka
without flutings and a heavy two-sided capital with moulded side-
brackets. '

The shrine doorway is very decorative (PL s5). It shows a man-
Garuda holding Naga tails in his two hands. On two sides below are
seen river-goddesses as also ghata-pallavas.

The third temple of this
group is smaller in dimension
and resembles the first one in
its ground-plan (GP-3). Ttis.
however, the latest of the
three as its design and cons-
truction reveals. ‘Here, for the
first time, the space within has
been enclosed by building a _ b Rt
transverse wall with perfora-
ted windows, and a central
entrance (Pl 6), This wall
causes a complete transforma-
tionin the plan of the temple.

Theshrine isnolonger exposed | - ' » Al_u,‘
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KONTI-GUDI GROUP

ples. It is enclosed, as it is in later Hindu temples, within a wall-space.
The shrine is thus separated from the veranda by a wall-enclosure. To
admit light within, the wall actually consists of large perforated windows
(plain in design with square blocks), which rest on a parapet wall.
The doorway of the sabhdamandapa is unfinished. The wall itself seems
to be a later addition as the stone grilles are fixed between the pillars
of the sabhdmandapa. This marks a definite evolution in the Hindu
temple, when the shrine becomes enshrined in an enclosed space. The
main mandapa is supported by four pillars arranged in transverse fashion,
The hall is rectangular in plan but the shrine enclosed within the two
central pillars is square in shape.

The shrine door shows a Garuda on the lintel. He is depicted holding
Niagas in his two hands (Pls. 7 and 8). The designing of the shrine door-
frame is different here from that in the earlier two examples, It involves
a later addition and a difterent style. On either side of the shrine door
are five vertical bands. The first shows the creeper motif.  The second
one, however, is more interesting with its erotic couples in Yal-Yam
postures. The thard band shows a pilaster with a plain vertical block
above, over which rest lotus and cup-like motifs and cushion-like capitals,
and a square abacus on the top, The fourth band depicts round beaded
pillars with lotus motifs at intervals. The fifth band has a lotus-petal
design, such asis common at Ajanta. On the door-jamb, on the left, is car-
ved Sankhanidhi. Padmanidhi has been sculptured on the extreme right,

Above the Garnda lintel are seen Dravidian style sikharas and gopuram
motifs. Above these are lions shown issuing forth from makaramukhas.

The temple has a slight elevation. The verandah is entered by
means of a flight of just three steps. The pillars were probably origi-
nally joined together by a parapet wall for a part of the wall is seen enclosing
the verandah on one side. The space between two pillars on the right
of the entrance steps is also similarly enclosed. At the front, at extreme
ends, are seen small beams projecting forward giving the temple a chariot-
like effect. The pillared mandapa has a huge overhanging canopy on
three sides, curved inside,

The pillars are square in section and heavy in their proportions,
This is not surprising since they have to bear the heavy weight of the roof
above, They swell out in the middle and show floral and other bands
on a box-like prism. The capital above is four-sided and heavy, curving
up at an angle of 45 degrees. The pillars in the mandape are bracketed,

Verandah

17
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Ceiling

Facade

The ceiling of the temple is flat and the temple bears some resem-
blance to the Gupta temple at Tigawa (Percy Brown, Indian Architecture.
Buddhist and Hindw, 1959, PL XLII). This temple, however, is larger
than the Tigawa example, being 36’ x 36 in size.

The six pillars of the facade show kakd@sanas with a vase and foliage
or ghata-pallava motif, which became important in Chalukya and
Rashtrakata architecture, On the right side entrance pillar, on the
south, are seen a bull and an elephant with a common head, reminis-
cent of a similar one carved on the left side facade of Cave No. 1 at
Badami. This looks like an after-thought, considering its low relief.

LAD KHAN

Of the earliest group of temples here, the Lad Khan seems to be
the latest (PL g). All earlier writers comsider this as the oldest temple
in the Aihole complex (See "The Chalukyan Architecture of the Kanarpse
Districts,” by Henry Cousens, Archacological Survey of India, Vol. XLI1,
Calcutta, 1626, p. 32; Percy
Brown, Indian Architecture,
Buddhist and Hindu, 1959,
Pp. 52-33). A comparison of the
ground-plans of the temples of
the Konti-gudi group and of the
Lad Khan temple, however,
would suggest a later date for
thelatter. Thefirst shrine of the
Konti-gudi group is placed in an
open veranda. The idea of the
central enclosed wmandapa had
not yet evolved. Its designing
has no place even for the muklia-
mandapa. The square temple of
the Konti-gudi group with two
shrines at the back is similar to
this temple in design. The sang-
tian sanctorum is still exposed and
is protected only by a veranda- 5
like structure. Even in the

P-4 Ground-plan of Lad Kkav tainiple
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third shrine of the Konti-gudi group, where the shrine is protected by
an enclosure, the latter gives the impression of being a later addition,
In this temple, the space between the veranda pillars has been closed by
building a parapet wall on which big perforated window-like structures rest,
The arrangement of the pillars also suggests a very primitive design. The
idea of the temple is yet to evolve. The Konti-gudi group is representative
of a period when the Sthapaka and Sthapati were endeavouring hard to
evolve a structural temple for worship. A new experiment in building
was being made and the priest-architect was still grappling in the dark
to find a temple design which would satisfy the needs of Hindu worship,

Lad Khan takes the Hindu priest-architect a step further forward
in the evolution of the templestructure (GP-4). Though the temple
is simple in design, it is certainly better conceived than those of the
Konti-gndi group, and has a mukhamandapa and a sabhamandapa.
This development is in itself a step forward in architectural evolution
and suggests for it a later dating,

The mukhamandapa of Lad Khan is 18° 73" in length and 33" 5°
in breadth and is supported by twelve pillars set in three rows in a trans-
verse fashion. The side pillars of the mukhamandapa are joined by a
low parapet wall with kakédsanas showing pirnakalasas on the exterior.
The latter was a device conceived in the Gupta period symbolizing the
bowl of plenty. In the period of the Guptas, the parnakalasa came to
be used as a capital design. It symbolized the* bowl of plenty,"" }?i!'}'in*
a renewed faith, the water nourishing the plant trailing from its brim.
The ghata-pallava capital became an accepted form of pillar capital in
the architectural scheme of the Chalukyas, who alsp nsed it as a decora-
tive design for the Aekiédsanas of the mukhamandapas. At Aihole,
this design is almost uniformly seen in all the temples..

The pillars of the temple are heavy and massive in proportion.
This is natural as here they have to perform the function of supporting
the heavy stone roof. The shafts of the pillars are single heavy blocks
of stone on which rest the separately cut out heavy bracket capitals.
The pillars of the mukhamandapa have beautiful images carved on them,
On the extreme south pillar of the facade is seen Yamuna standing on
her left foot vn a tortoise, accompanied by two female dwarfs on two
sides and two fiying figures. Gangd (?) stands on the extreme north
pillar on a makara. The river goddesses Gainga and Yamuna were wor-
shipped both in the North and the South. It is maintained that the

Plan (GP-4)

Mukha-
mandapa
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custom of portraying them on the two sides of the shrine door was started
in the Gupta period in North India. In the Gupta temple of Tigawa
(Jabalpur District of Madhya Pradesh), Gangi and Yamuna figures
are carved on the two sides of the shrine entrance (See Dr. Mirashi,
Viakataka Nripati ami tydicha kala, Nagpur, 1657, pp. 137-38). In
the beginuing, these were carved at the top of the door jambs. At
Aihole, and at other places like Badami and Ellora, they areé brought
down to the bottom of the door jambs. That the Chalukyas revered
these two sacred rivers is obvious since a number of their inseriptions
mention them. ‘Vijayadilya's inscription, for instance, says that he
conquered some great King of North India when he acquired the Pali-
dhvaja banner and also the insignia of the rivers Gangd and Yamuna'
(Cousens, Chalukyan Archilecture, P. 34). It is interesting to note that
this was also a Rashtrakota insignia (Bombay Gazeleer, Vol. 1, Part
IT, pp. 338, 308, 371, 387, 306 and 416). Actually, the Gangi-Yamuna
motif became popular even with the Buddhist and Jains as evidenced at
Ellora (Gupte and Mahajan, Ajonta, Ellora and Aurangabad Caves,
1962, pp, 41, 164, etc,, Pl. XCIV), It is possible that the Chalukyas
may have borrowed this motif from the Guptas. The Chalukya archi-
tectural movement, however, mns almost parallel to the Gupta movement
and does not seem to owe much to it. The Ganga-Yamuna motif is
common at Aihole since these fvers were revered in the Deccan as well
and in almost all the temples at Aihole, the Gangs-Yamuna figures are
carved on the door jambs of the mukhamandapa and the garbhagrika,
I

Entrance to the sabhimandapa is secured through the door which
faces the mukhamandapa entrance. The main mandapa is supported
by sixteen pillars arranged to form two squares, one within the other
and providing a donble aisle all round. A big stone Nandi is placed
in the space between the four central pillars, facing the shrine, with
the back of the Nandi towards the entrance to the mandapa. There
are more pillars, now converted into pilasters, that support the roof
on the sides—five on each side (north and south) of the main mandapa,
There are two more at the back of the temple, The sanctiom sanclorum
is placed in the back wall of the back corridor. Tt is set in between
the two back pillars and is rectangular in shape.

Light is admitted into the sabhdmandapa through stone grilles
fixed on either side walls (north and south), There are three grilles in
each wall (PI. 10). Of these, the central shows thick stone bars cutting
one another at vight angles, with tiny lotus designs carved at the inter-



LAD KHAN

sections, Those at the side have beautiful floral designs. In the west
or back wall and the east or front wall are fixed circular windows with
an attractive fish design in square frames (PL 11), The fish with their
mouths touching the lotus flower carved at the centre form the spokes
of a wheel. This fish design is sculptured in many other temples at Aihole.
Four windows of this type are fixed in the eastern wall and two in the
back or western wall. It is interesting to note that the same design is
to be found on the ceiling of Cave No. 2 at Badami.

The dedicatory block of the shrine has a man-Garuda carved on it,
suggesting its Vaishpavite affiliations. Dvdrapalas guard the shrine
door on either side. Inside is a linga. On the roof of the mandapa
is another shrine with images carved on its three exterior walls, On
the north can be seen a female under a tree. On the south is a four-
armed Vishpu holding a wheel and aksamdla in the two right hands,
conch in one left hand, with the other left hand resting on the hip ;
he is accompanied by a male companion who carries his mace. This is
very interesting. The female companion on his right is shown carrying
the male, who has a halo behind his head. On the west or the back wall
of the shrine is Surya. This sculpture is only half-finished.

At this early stage in the
development of temple archi-
tecture, the fikkara had not yet

K\ : ] evolved. Thisisnot surprising.
The structural temple in the

process of evolution was an

E imitation of the older wooden

= architecture. That is why the

1 Z i =E temples of the Konti-gudi group
N

resemble rock-cut  shrines.

o This is also why this early
' temple does not have a fikhara.
\ . Lad Khan, however, has a

3 small shrine built right on the
' mandapa ceiling. This shrine
7 faces the east and has a flat
*/ = roof but no #ikkara. Tt would
:/ | _ of course have been wrong to
i . .! - :. bﬂﬂﬂﬂ‘.ﬁ%’ﬂﬁﬂ%ﬁhﬂﬂe

mgmwmqidxmw as it is mot the main one,
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In the course of the evolution of the structural temple, the fikkara motif
came to be developed a little later, and when it did develop the Sikhara
was placed over the main shrine, Cousens’ contention that tlie carving
of Strya on the western wall suggests that this small shrine was probably
dedicated to him, ‘' being placed on the roof so that the rays of the rising
sun could shine straight into the cell and on the image within® (Cousen,
Chalukyan Architecture, p, 34) seems acceptable. The existence of these
two shrines, one dedicated to Vishnu and one to Siirya, would justify the
name ‘' Sorya-Nardyana temple’ given to it by S. R. Balasubramanyam
(Lalst Kala, Oct. 1061, pp. 41-44).

The Chalukya architectural movement that began with the opening
of the 6th century A.b. continued to evolve new forms and use new
techniques. The next stage in the evolution of the Chalukya art move-
ment is represented by the Tarabasappa and Narayan temples and the
main(?) temple of the Galagnath group. In this stage of development
the shrine is clearly marked out from thé main mandapa. It is not
an after-thought like the Lad Khan shrine, which looks more like a ¢lum-
sily constructed room rather than a well-planned shrine. | In Lad Khan,
even the walls of the sabhdmandapa seem to
have been later closed by the insertion of huge
latticed windows.(

In the next phase of evolution, the shrine F
became detached from the sabhamandapa. S

When this experiment was made for the first
time, it was naturally done with a sense of
diffidence, and on a modest scale, The first
example of this is the small temple (11* 5"
In breadth and 25' 10" in length) in the
Huchchimalli-gudi group (PI, 1 2). Itsexterior
resembles the Tigawa temple, but its ground
plan is different (GP-5). At Tigawa, the :
portico opens straight into the shrine (See

Percy Brown, Imdian Architecture, Buddhise

and Hindu, 1959, Fig. 1, PL XLIT). At Aihole,

the portico opens into & small sabhiamandapa

that seems more like an antardle. The shrine —t
is larger than the sabhamandapa. The impor- .
tant thing, however, is that the former is

detached from the latter, CP-s5.  Ground-plam of the tomapie
adioiming Hushehimaiii-gud)
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TARABASAFPPA TEMPLE

The portico is supported by two pillars and two pilasters. On the Portico and
exterior side of the kakiédsanas are carved waterpots with plants issuing porch

out of them. The porch is 11" 5" in breadth and 8’ 6%in length. An
entrance doorway leads to the main hall. The distinctive feature of the
sabdimandapa is a total absence of any pillar support, meaning that the
walls are load-bearing. Light is admitted to the sabhamandapa, which
15 just 6" 91" in breadth and 5’ 8}" in length, only through the porch
doorway. [t is obvious that a larger hall would not have been possible
without any pillar support.

The shrine door is 2" 3" in breadth. The shrine is not a square,
being 6' 10" in breadth and 7’ 5° in length and the four offsets at the
corners break its squarish shape,

The outer walls of the sebhdmandapa and shrine are plain. There
i8 no dikhara either above the sabhamandapa or the shrine. The ceiling
is flat.

Here at Huchchimalli, for the first time, the shrine is detached from
the sabhamandapa, to play an important part in Hindu ritual. This
first experiment is naturally hesitating. In Tarabasappd, Narayapy
and Huchchimalli temples, the experiment was carried out more success-
fully.

TARABASAPPA TEMPLE

The Tarabasappd temple (GP-6), which stands facing the east, has
a porch which is accessible through a small flight of steps (P . Four
plain pillars, square in section, support the flat roof of the portico, which
is 1o’ 8 by 12" 6°. The pillars have no base. They are just blocks of
solid masonry surmounted by four-sided (the two front pillars) and two-
sided (two back pillars) capitals. The entrance doorway which leads
to the sabhamandapa has a man-Gamda carved on its dedicatory block.
Light is admitted to the hall through two latticed windows fixed in the
two side walls, and these are set a little above the plinth, over a course of
masonry. They are small in dimension and simply conceived. Four
pillars set in a square in the centre and four pilasters—two in the front
wall and two in the back wall—support the ceiling of the sabhamandapa.
The pillars are square in section and without bases. Broad and flat
bands were made for friezes, and circular designs were also made for
carving lotus medallions, but the work on the pillars has been left

23
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Plan (GP-6)

incomplete. The capitals are huge and two-sided and their mouldings
give them a decorative appearance. The triforium above the pillars
depicts beautiful Chaitya-arches with floral motifs inside (P1. 14). Dwarfs
are shown bearing the weight of the highly decorative cross-beams.
These have a chain of Intus flowers carved upon them, with a large one
carved at the centre.

The sabhamandapa is square in shape, Itis 23 in breadth and 23’ 4
in length. Unlike Lad Khan, the walls here are not just made up of
screens fixed in between pillars. These walls are made of courses of
masonry blocks set up horizontally, one upon the other, without the
use of binding mortar, and are blind excepting the space wherein the
lattice stone windows are fixed.

The shrine entrance is 3’ in breadth. The dedicatory block shows
an incomplete man-Garuda (Pl. 15). The door-jambs are plain and
have not been worked upon. On the two sides of the shrine door, on
pilaster capitals, are shrine-like structures with figures carved inside
Chaitya-arches. These shrines have @malaka-capitals with falasa finials.
In the centre is another false shrine
Above this, false stone beams are seen
projecting out in imitation of wooden
architecture. The Chaslya-arch motif is
carved all round on the entablatures
(PL 16) and inside the arches are floral
motifs. Above two rows of Chartya-
arches are carved false doors inside tiny
niches.

The ground-plan of the Tarabasappi
temple is an improvement en Lad Khan.
In the latter temple, the shrine does not
really form a part of the overall architec-
tural scheme. It has more the appearance
of an after-thought, executed with crudity.
Its entire setting gives one the over
whelming impression of clumsiness. At
Tarabasappa, however, the shrine is well
conceived and is a part of the general
scheme, Here, too, for the first time the
shrine is placed outside the sabhamandapa

GRS, Grownd-plan of Tarabaiapps
tempie
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and detached from it. In the Konti-gudi and Lad Khan groups, the
cella forms part of the main hall itself. Even the sabhamandapa was
in imitation of the old santhagera and evolved out of it. At this time,
Hindu ritual was in the process of evolution. Image worship came into
Hinduism round about the fourth century A.D.  Rituals, therefore, were
not fixed, but were in the process of evolution. The structural temple
tried to satisfy the needs of ritualistic worship, and as long as these
rituals were simple, the temples were simply conceived. As these
became complicated, the early plan had to be modified ta satisfy the new
rituals, In the early 6th century a.p., when the Konti-gudi group and
the Lad Khan were conceived, an open sabhamandapa with a cella at the
centre satisfied the needs of Hindy worship, As this became more elabo-
rate, a separate cella had to be built, which was not placed within the
sabhamandapa proper, but outside it, as was done at Tarabasappi.

NARAYAN TEMPLE

The Nardyan temple, which stands
facing the east, is only a few yvards
away from Lad Khan, in the north-east
direction. Its ground-plan (GP-7) is
similar to the Tarabasappa temple,
with slight modifications here and there.
The entrance to the sabhamandapa is
through a pillared porch. The roof of
this portico is supported by four pillars.
Of these, the north pillar has a Kanarese
inscription of ten lines. The pillats of
the portico are square in section and
have four-sided capitals. The roof of the
porch is flat, with overhanging heavy
canopies on the east, north and south.
On the right of the entrance pillars is a
kakidsana. A similar one on the lsft
side is now missing.

The entrance doorway consists of
two small pilasters in between (he

GP-7. Ground-plaw of Niridyay temple door-jambs of a lotus-petal design,

- L - L4
L it : i

L]
—

Plan (GP-7)



26

THE ART AND ARCHITECTURE OF AIHOLE

Walls

Shrine

This doorway. however, may be a later addition. The sabhdmandapa
is in the shape of a square, 22" 81" in length and 22" 61" in breadth.
The ceiling of the main hall is flat, supported by four pillars of uneven
proportions and twelve pilasters on the four sides. The pillars near the
front entrance are g’ by ¢, while those nearer the shrine entrance are
1’ 11" by 1’ 11", The four central pillars rest on a slightly upraised
platform. Compared to the size of the temple, the ceiling seems very
low, The pillars also are squat, their height being only just 6’ 2%
Compared to their height, their capitals appear too big, as they are 5° or
6" in length. The pillars have no base and are square in section. Above
the middle of the shaft is a box-like kiosk. The shaft above this is
again square in section. On top is the huge two-sided capital. The
pillars are plain. Once the ceiling of the roof was covered with floral
motifs and divine figures, of which a few still remain.

The exterior walls of the sabhdmandapa are plain, These are built
of huge rectangnlar blocks of stone, piled up vertically, with heavy
mouldings near the top,

The shrine doorway is elaborately carved (Pl 17). Over the dedi-
catory block is a winged man-Garuda in a flying posture, holding in his
two hands the tails of Ndgas whose coils come down over the door-jambs.
On either side of the door-jambs, at the bottom, are carved male chawri-
bearers, Floral designs and lattice work are also sculptured on the door-
way. Above the lintel are three large Chaitya-archies. In the central
one 15 Strva in padmasana,

The shrine itself s entered throngh a doorway that is 2° 10" In
breadth. [t is not yet a square, being 8° 9" in breadth and 9 6" in length.
It is very important to note that most of the shrines at Aihole are not
square in shape, whereas all the shrines of the temples of the Gupta period,
like those at Tigawa, Nachna-Kuthra, Deogarh, ¢tc,, are square. The
idea that the shrine must be a square came later, ‘The shape of the
Vistu for gods and Brahmans is prescribed as square’ (Mayamata, 111, 1).
Square denotes the “dyan’ or heaven world. In the square sacrificial
pit burns the dhavaniya fire: At Aihole this idea did not prevail and
this would suggest that the Ailole temples were probably earlier than
those at Tigawa, Nachna-Kuthra and Deogarh.

A peculiar feature of the shrine are the four pillars that support its
ceiling. This is not séen anywhere in the earlier constrictions. Itis
also not repeated in later temple structures. Of these pillars, those at
the back are square in section, those in the front are square at the base
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and have octagonal shafts. In the shrine is a loose image of Stirya in
black polished stone, fixed in a linga pedestal. He is flanked on the
twa sides by Usha and Pratyusha. Three niches have been made on
the exterior wall of the shrine on the north, south and west. But no
deities are seen inside them today, Perhaps they were removed in a
later period. The curvilinear type of dikhara over the shrine shows
Chaitya-arch monldings and at the corners, amalakas sandwiched between
mouldings.

HUCHCHAPPAYYA-GUDI

4 Another temple which belongs to this group is the Huchchappayvi- Plan (GP-8)
gudi, which stands facing the east (PL 18), It has a plan (GP-8) similar
to Tarabasappa and Nariyan temples and is assignable to the same period.
It has a pillared portico, a main hall, and a detached shrine, The temple
stands on a moulded plinth and has an unassuming plain exterior that
gives one no idea of the rich sculptures and exquisite carving within.
The mukhamandapa is supported
by two pillars and two pilasters,
with an inscription in Kanarese
carved on the pilaster on the right.
On the two sides of the entrance
portico can be seen the Nidfus,
Padma Nidhi ontheleft and Sankia
Nidhr on the right, both seated in
the ardha-parvankisane. The
portico is 7' 10" in breadth and
8 3" in length. The fakdasanas
have elephants and lions carved
on them. The caves of the portico
roof show more lions and elephants
a little above. The roof of the
portico is flat, and so also is the
roof of the sabhimandapa. The
detached shrine has an imposing
fikhara of the curvilinear type,
The successive mouldings of the
sikhara have beautiful Chaitya-
GP3  Grousd-plas of Huchehappayyi-gudl arches carved upon them, with
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Sabha-
mandapa

Shrine door

amalaka-$ila corners after every two mouldings. The amalaka-dtla on
the top and the finial have now fallen, yet the fikhara retains its pris-
tine majesty.

The lintel of the door of the main hall has a beautiful man-Garuda
in a flving posture, holding two Niga tails in his two hands (Pl 1g).
The coils of the cobras make 2 decorative design for the door-jambs, with
the upturned Nagas shown below in the namaskira-mudra. The door-frame
has geometric and floral designs and two pilasters with a square base
on the sides. The shafts have lotus medallions at the base, then a ver-
tical floral band going up, followed by a decorative band, another vertical
ascending floral band, beaded festoons above, then lotus medallion again,
the moulded neck and the capital above this, On these pilasters and the
man-Gamda are Chailya-arches forming a trefoil design, the arches
above the pilasters being topped by @malakas. In between these Chaitya-
like arches are seen flying couples carrying offerings for the deity of the
temple.

The sabbamandapa is supported by six pillars and two pilasters.
These divide the main hall into a central nave leading to the detached
shrine, and two side aisles. The hall is almost a square, 24" 37 in breadth
and 24" in depth. A large number of sculptures, mainly Saivite, can be
seen inside but these might be later additions. The pillars in the hall
are plain, being square in section with huge two-sided capitals. What,
however, attracts attention are the elaborately carved entablatures
and cross-beams (Pl 20). The former shows dwarfs in every conceiv-
able posture and mood (Pl 21). The cross-beams are supported by Yalis,
Compared to the entrance door of the main hall, the shrine door is
very plain. 1t has, however, a flving man-Garuda on the lintel hold-
ing two Niga tails in his hands. The coils of the cobras have not
vet been worked upon. The door-frame is plain. It is obvious that
when the work on the temple commenced, this was on the orders of
somebody with Saivite affiliations, The shrine is now guarded by two
very imposing dvirapalas; in both cases Siva is acting as the door-
guardian.

The shrine is not vet a perfect square; it is 8 2° in breadth and
7" 7" in depth. Inside the shrine is a linga. There are thres niches in
the exterior wall of the shrine, The one in the western wall bears a
sculpture of Narasimha, the one in the northern wall that of Grejdsura-
vadha-mirti, while the niche in the southern wall is empty.



GALAGNATH GROUP

GALACGNATH GRrour

The latest in this group of temples is probably the main temple of
the Galagnath group (PL 22), which is situated about a mile from the
village of Aihole in the southerly direction, on a bank of the river
Malaprabha. About thirty temples were erected here, many of which
are in a ruined condition today. The main temple, dedicated to Galag-
nath, is curvilinear, has an entrance portico, a central hall, and a detached
shrine (GP-g). This temple stands on a low plinth, consisting of rectan-
gular stone blocks placed one on the other. The finial over the sikhara
is missing. A huge sculptured slab of Vishpu on Garuda with atten-
dants and devotees below and flying couples above, is in [ront on the
dikhara, over the roof of the sabhamandapa.

The temple stands facing the east and is entered through a pillared
portico (9" 7° % 9" 7°). On the left of this is a loose four-handed sculp-
ture of Siva as dvdrapdla. The doorway of the sabhdmandapa is 2" 5"
in breadth. The sabhimaendapa itself is in the shape of a rectangle,
18' 104" in breadth and 23" 3" in length. Its ceiling is supported by
eight pillars set in two rows which run
parallel, dividing the main hall into a
central mave and two side aisles. The
pillars are square in section and have no
decorations except for unfinished medal-
lions and two-sided capitals. The four
central pillars of the main hall, which
stand on a slightly elevated platform, form
a rectangle 11" 2}" in breadth and 9" 24°
in length. A heavy entablature with floral
motifs and mouldings rests on these
pillars. Two cross-beams, on which are
carved floral motifs, rest on the entabla-
ture. The ceiling in front of the shrine-
door contains a mutilated slab on which is
carved a three-faced Brahmi, mounted
on a goose (Hamsa), and seated in the
savvalalit@sana. In the main hall, at the
left, is a Mitrika slab,

- The shrine entrance is 2° 3" in breadth,
i Enhr-::: :,‘::P P ns The dedicatory block of the shrine door-

Temple
(GP-9)

Sabha-
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Plan (GP-10)

Main hall

way is adomed with a flying man-Garuda shown holding two Ndgas
in his hands. The door-jambs on each side contain beautiful Ganga
and Yamuna figures. Nine miniaturé #fikkara-motifs are carved in
three Tows above the dedicatory block, with fignres inside Chaifya-
windows. The shrine is not yet an exact square, being 7 2° in breadth
and 8" 3" in length. Besides, at two corners, there are offsets that break
its squarish shape. Inside is a finga. The exterior walls of the shrine
have three niches, about 3’ 16" in breadth, on the three sides,

The rectangular shape of the sabhdamandapa, with its arrangement of
pillars, is a departure from the earlier examples where the sabbdmandapas
are square. The rectangular shape would, therefore, indicate that
this temple of the Galagnath group is the latest of the temples just
described,

HUCHCHAPPAYYA MATHA

Another temple, similar in plan to the temple in the Galagnath group
described above, is the Huchchap-
payvi Matha (GP-10). Here, how-
ever, the mukhamandapa is absent;
but otherwise its plan greatly
resembles that of the temple just
described: Its general plan shows
i rectangular sabhamandapa and a
detached rectangular garbhagriha,
topped by a curvilinear fikhara.
The entrance-door of the main hall
has a floral design on the dedi-
catory block, which is rather
unusual, The main hall is divided
into a central nave and two side
aisles by two rows of pillars that
run parallel to each other, The
ceiling of the main hall is supporterd
by six pillars and two pilasters,
[n between the four central pillars
is placed 4 Nandi, seated facing the ' . ' - .
shrine. There is a Kanareze ins-
cription of twenty-two lines on the

rPao,  Ground-plan of Huchchappayyi
Matha



GAUDAR-GUDR TEMPLE 31

second pillar on the left, Another inscription of four lines is noticed
on the first pillar on the left. The rectangular hall is 20’ 2 in breadth
and 29" " in depth.

A number of sculptures are carved on the pilasters of the shrine door.
Amotous couples are found on the eastern faces of these pilasters. On
the left pilaster is a sculpture of Siva acting as dvérapdlae, accompanied
by a standing Ganesa. On the dedicatory block of the shrine is a man-
(Garuda. The shrine is rectangular in shape, being 6’ * in breadth and
8" 117 in depth.

GAUDAR-GUDI TEMPLE

In all the temples studied so far, an important feature of later Hindu
temple architecture ismissing. Thisis the circumambulatory passage. The
absence of this pradaksing patha is indicative of their early construction.

The first temple that makes a departure from this early architectural

tradition is the Gandar-gudi
. (PL 23) which stands facing
| the east, south-east of Lad
Khan. A huge tank lies on
the right side of this temple,
whicly is now in a rmined
comdition as its general view
reveals. Its  ground-plan
(GP-11), however, is impor-
tant since it marks a signi-
ficant development in Hindu
architectural tradition. For
the first time a circomambu-
latory passage appears round
the garbhagriha, Inthe exam-
ples studied so far, thereisno
arrangement for the pradak-
mindg. At Gaudar-gudi, this
arrangement has been made.
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Another peculiar feature
GP-11. Growsd-plan of Gasdar-gudi of this temple is its pillar
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H

Chaitya-

support. Like the Lad Khan, the ceiling of this temple is supported
by heayy pillars all round. Sixteen pillars, squat in size, squarish in sec-
tion and heavy in construction, are built all round the temple to suppor. |
the sloping roof. All round, except the front entrance, are also built
low dsanas, In front of the entrance is a huge free sculpture of a Nidhi.
There are four more pillars in the sabh@mandapa with heavy capitals
that support the ceiling. These four pillars of the hall divide it into a
central nave and two side aisles, '

The entablature above the heavy and plain pillars is very decora-
tive. Huge floral motifs in the round are carved all along the former.
In another band above are carved more floral motifs interspersed with
fiuman and animal sculptures.  Still above, in another decorative band,
are depicted open-mouthed makaras inside decorative motifs. Above
this band, issuing out of the entablature false stone beams can be
seen. Still above this are carved Chaitya-arches with human heads
inside them,

The doorway of the shrine is beautifully decorated (Pls. 24, 25).
The door-jambs are all filled with beautiful and delicately done floral
catving. Up on the lintel is a charming figure of a Garuda in human form,
with wings spread out on the sides. The coils of the Nagas form part
of the door-jambs, while the Nd@ga human heads are seen near the bottom
of the shrine doorway, They are both three-headed and in an attitude of
adoration. On either side of the doorway are pilasters with decorative
motifs towardstheneck. Thelatteris formed by decorative piirnakaladas
above which are the capitals, both the capitals supporting Dravidian
type dikharas. These storeyed #ikhavas are topped by beautifully
carved dmalakas, topped by kaladas, The Dravidian type sikhara is seen
in such a developed form here that one gets the impression that it evolved
here in the Deccan itself, anil was not an importation from the southern
country, just as the northern style #éikhara was not an importation from
the north. The stareys or dhimis here are so perfectly carved that it is
difficult to accept the theory of a southern or northern importation of
architectural ideas, motifs and traditions. In front of these & kharas,
inside Chaitya-arches, are carved female figures standing gracefully
reclined on one leg, accompanied by female dwarfs on either side. In
between these two. dikharas is a huge trefoil type of Chatéya design in
which is carved a beautiful sculpture of Mahilakshmi, seated in pad-
masana on # lotus flower, and shown holding lotus flowers in her hands.
Two elephants are seen in the pond below. Two more are on the two
sides of Mahilakshmi, pouring water overher. Inbetweenthese Chaifya-
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CHIRKA-GUDL

arches are smaller ones, This profusion of Chastye-arches in these Hindu
temples emphasizes a deep Buddhist architectural influcnce, which
persisted in later centuries, both in the north and the south, and formed
an important decorative motif in Hindu temple architecture.

The doorway shows another decorative band filled with floral motifs,
Above the Chaitya-arches are seen false stone beams, Above this are still
more carved Chasfya-motifs. Another band further up depicts dwarfs
holding garlands. More false stone beams can be seen near the ceiling,

The shrine door is 2° 7* in breadth. The shrine itself is rectangular
in shape, being 5" 37 in length and 6" 93" in breadth. There is no sculp-
ture or liga insideit. The exterior walls of the shrine have three niches
on its three sides for the deposition of images. Over these nichesare carved
Chaitya-arch motifs that are worth noting. The ceiling of the shrine is
flat. Above the shrine, however, are three courses of masonry blocks,
some with Chaitva-motifs, and they give the impression of a bhimi-
type dikhara.

CHIKKA-GUDI

Another temple that belongs to the type represented by Gaudar-
gudi is Chikka-gudi (PL 26). The ground-plan of the temple (GP-12),
however, shows that it is a later example; and is much better conceived
than the former. It has a pillaved portico, 2 main hall and a sancium
surrounded by a circumambulatory passage. The portico is reached
through a flight of three steps. Four plain pillars, square In section,
support the ceiling, whiclh is flat. The main hall is entered through a
door. The four pillars and the two pilasters are beautifully carved. The
circumambulatory passage shows three beautiful niches made for receiv-
ing images. The passage is lighted by big latticed windows on three
sides of the walls of the temple. There are three stone grilles on each
side (Pl 27), separated by squat pillars with huge two-sided capitals.
The latticed windows in the middle are larger than those on the sides.
The jalis (lattices) are square in shape, with tiny lotus flowers carved
in between.

The pillars that support the main hall are square in section (PL 28).
At the middle of the shaft are carved beaded festoons issuing out of
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Doorway of

slabs

Firlintukhas, making a fascinating garland design. In beétween these
garlands are Yalis mounted by dwarfs. Up above, inside semi-circles,
are delicate floral motifs. Floral motifs are also seen at the angles,
balancing and harmonizing those descending from above. These plants
with flowers, creeping out towards each other make an attractive design
and create a beauntiful play of light and shade, The shaft above is octa-
gonal.  On this is a beautiful full-blown lotus that makes a very attrac-
tive decorative design. At the angles is foliage. The capital above is
highly decorative. The pilasters on the sides of the shrine show the
same design,

The doorway of the shrine has decorative door-jambs with floral
motifs. On the lintel is & flying figure of a man-Garnda with wings on
the sides, and Ndga tails in his two hands. Below on the door-jambs are
three-headed Nagas, their hands folded in an attitude of adoration.
On the two sides of the doorway are river goddesses standing gracefully
between the vertical door-frame designs. On two sides of the door-
frame are pilasters with vase and foliage necks and capitals. Another
vertical band is carved on the sides of the pilasters with round lotus-
motifs. The two side pilasters support
small bhiimi-type dikharas with trefoil
Chailya motifs carved in front. Inside
these arches are seen deities. In the
left arch, as one stands facing the shrine,
is a standing figure of Brahma holding a
kamandalu in the left hand. His three
heads are clearly shown, In the right
arch is a standing figure of Vishgu, In
between these two arches is another with
a standing figure of Vryishabhavahana
Siva. Above these arches are the usual
false stone beams.

The ceiling slabs are Dbeautifully
sculpted with figures. One ceiling slab
shows a big lotus carved in the centre
It is set inside a large square. On all the
four sides, at the angles, are carved flving
figures, Two of these are now missing.
On the two sides of this central square
slab are rectangular slabs, separated from  Gp.s Grosudsln of Chidka-gnat




HUCHCHIMALLI-GUTH

it by bands of lotus flowers. On one side is a sculpture of Vishou on
Ananta. Lakshmi is seated at his feet, pressing them. Sri is near his
head. Out of his navel springs Brahmi, seated on a double-petalled
lotus in padmasana, holding a lotus, kamandalu, etc., in his hands.
Flying figures appear on either side of him. On another side, inside a
rectangular slab, is the sculpture of Vishpu as Trivikrama, Vishpu
is shown herc as a Brahmin dwarf. King Bali can be recognized by
his royal dress. Above is the giant form of Vishnu as Trivikrama, who
covers the sky and the heaven world and buries Bali underneath the earth
with his third step. His left leg is lifted. He holds a sword, a wheel and
a cobra in the three right hands, and a conch, bow and shield in the
left three hands,

Another ceiling slab has a centrally spread lotus inside a square,
Here at the corners are carved makara motifs. On one rectangular
slab is Siva dancing the fandave. Parvati and Gapesa are shown
seated close by. A seated woman artist is seen playing upon drums.
The rectangular slab on the other side shows a soulpture of Siva killing
the demon Andhakdsura. His spear has entered the body of the latter,
who writhes in agony. Parvati is seated close by.

The ceiling slabs project outwards on all the sides. Above these
is the sloping roof. In the center is a moulding of a sikhara that is now
in ruins, This moulding has four perforations—two on the north and
two on the south—which light the sculptures of the ceiling slabs, making
possible a play of light and shade. The remnants of the sikfara suggest
that it may have once been curvilinear in shape,

HUCHCHIMALLI-GUDI

Huchchimalli-gudi stands facing the west, close to the new Travellers’
Bungalow (PL 2g), Its architecture marks a step forward from that of
Chikki-gudi. In all the temples studied so far, thé antargle or ante
chamber has not yet made its appearance, [t is at Huchehimalli temple
that this new architectural feature first appears. The temple has a
mukhanandapa, a sabhamandapa, an anterdla, and a garbhagyriha with a
pradakdind passage and stands on a high plinth, 7" in height. This has
one moulding at the base and another about 2" above, the moulding
shiowing Chaitva-motifs with human figures inside. A flight of eigit
steps leads (o the pillared portico. Four simple and plain pillars, without
bases or any carving, support the flat roof of the portico, the overhang-
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Door-frame

Ceiling slab
of portico

Main hall

ing canopies of which curve inwards. Above is a moulding with animals
carved at infervals. The offsets and recesses of the moulding also give
ita decorative appearance. Round the portico, on the two sides, are kak-
sasanas. The kakgasana slab on the two sides have beautiful ghata- paliava
carvings (Pl. 30). The portico is ¢’ 10" in breadth and 13" in length, with
an inscription of five lines on the facade, left of the entrance, and another
on the right, of oneline. The former records a grant of oil to the priest
of the temple by Vijayaditya in A.0. 708 (Indian Antiquary, VII1, 284),

A modern wooden door-frame is fixed to the entrance-door. The
original door-frame is highly decorative, with floral motifs carved on the
door-jambs.  Up on the lintel is a flying man-Garuda with wings spread
out, holding the tails of two Ndegas with their hands in the nemaskdra-
mudrd. Another outside frame has floral motifs, On either side of
this are pilasters with @malaka-capitals. On either side of the door-
frame are carved the river goddesses Ganga and Yamuna, with attendants.
Of these, Yamuna can be easily identified because of her yvehicle tortoise,
The makara of Ganga is damaged.

The eceiling slab of the portico hias a sculpture of Karttikeya, seated
on his peacock mount. He holds a sword in his right hand and a flower
in his left and has a smiling countenance. He is surrounded by flying
gandharvas, also with smiling faces, Above are two more carrying
garlands.

The main hall is entered through a doorway, 3° 2" in breadth. The
ceiling of the hall is supported by load-bearing walls and four pillars.
The latter are square in section and hayve no bases. Half way up, a
beginning seems to have been made to carve out the pillars, The out-
lines of half and full medallions can be seen, but the work has been
left unfinished. The capitals are two-sided.

The hall is separated from the antechamber by stone grilles (P 31)
placed in between the two back pillars of the main hall.  The door between
these jalisis plain, Theantechamber, however, is well conceived. It, along
with the cella, are built on an upraised platform, giving them an attractive
elevation. The antechamber is 10" 6% in breadth and 3" 7° in length,

The ceiling of the anfarale has a beautiful lotus carved on it while
the ceiling over the hall and the antechamber is divided into thres bays.
The first shows a lotus, the second, a ceiling slab with a big round lotus in
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the centre and four smaller lotuses at the corners, The ceiling slab of the
hall has sculptures of Siva on Nandi on the west, Indra on his elephant
mount on the east, Vishnm on an eagle on the south, and Brahma on a
goose on the north. These bays are divided by two decorative cross-
beams, supported by dwarfs on either side. The entablature shows
Chaitya designs and some interesting animals alternately.

The shrine door has decorative floral motifs. On the lintel is a Shrine
flying man-Garmda holding Néaga tails in his two hands, The coils of
the Nagas descend, where Niaga-humans are depicted with their hands in
the namaskdra mudrd. On either side of the door are Gangd-Yamuni
figures. Inside the shrineis a linga. An important feature of the shrine
is that it is almost a square, being 8’ }” in breadth and 8’ 43" in length.
This suggests the late construction of the temple itself,  As the rituals of
Hindu worship were gradually evolving, it was slowly being realized that
the garbhagriha should be a square, in imitation of the Ahavaniya or
Dyan fire, from which all other fires emanate. The exterior walls of
the shrine have a moulding at the base with Chaitya-arch motifs. On
the three sides of the circumambulatory
passage are fixed perforated windows, one
each in the north and south walls and two
on the eastern back wall. One of these has
the stone grille missing and this has been
replaced by a wire-netting.

The roof of the temple has a moulding Reof
going round the sides, with Audu motifs.
Above, the roof slopes to the sides but at
the centre, the roof is elevated by a deco-
rative screen and moulding. The sikhara
is over the garbhagrika and is curvilinear
in shape. The dmalaka-dila, which once
must have formed a part of the &ikkara, is
seen lying below, In the front, in a Chastya-
arch panel madein the fikhara, is a beautiful
sculpture of Siva dancing the Tandava,

A number of free sculptures are seen
in the temple. A Saptamatrika slab is kept
in the main hall, on the right of the entrance.
Another loose sculpture of Dancing Siva is
near the antardla, on the right.

Gl Grousd-plan of Huclchi-
mlfisgudh



38

THE ART AND ARCHITECTURE OF AIHOLE

The temple of Huchchimalli is the latest in this group of temples.

Its architecture fot the first time makes provision for an antechamber

before the cella, and this is a definite development in the temple archi-
tecture of the Hindus at Aihole. The ground-plan (GP-13) and architec-
ture of Huchchimalli has some resemblance to the Malegetti Sivalaya of
Badami.

DURGA TEMPLE

One of the finest temples at Aihole is the Durgia temple, which has
been built within an enclosure wall, and stands facing the cast. 1ts most
striking feature is its imitation of Buddhist Chaitve architecture, lending
it great charm and dignity (Pls. 32, 33,34), Ithasanapsidal plan (GP-14).

When at Aihole, under the patronage of the early Chialukya kings,
the structural temple began to evolve and discover its own form, it
was an imitation of rock-cut architecture in the beginning. The techmique
of masonry construction was new, Constructions of brick and mortar
were known, but the technique of piling stone npon stone in vertical
fashion was an innovation. When these early constructions were under-
taken, no cementing mortar was used.  Stones were fixed into each other
by making grooves and ofisets: The ceiling was supported by building
load-bearing walls and pillars.

The experiment at Aihole in building an apsidal-plan temple was in
no sense a new one. Close to Aihole, at a place called Chikka-Mahakiita
near Badami, the first experiment had already been made. Other
e.xamplms were also extant. One was the Trivikrama temple at Ter,
originally a Buddhist structural temple with the Chailya plan, later
appropriated for Hindu worship, Another was at Chezarla, in the Guntur
District of Andhra Pradesh. But the Ter temple was in brick. At
Chikka-Mahakata, however, a structural temple on the Chaifya plan was
built in stone masonry. Here, since the technique was new, the experiment
was made in a halting manner. The Chikka-Mahakita temple is small in
size, and unpretentions, [ts successful construction, however, gave a
new confidence to the Chalukya architect and he was emboldened to
undertake a more ambitious temple. It was natural that this experiment
should be made at Aihole, where Chilukya patronage was available,

The Durgd temple stands majestically tacing the east and as one
enters the village of Aihole, this is the most imposing structure that strikes
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the eye. The curvilinear dikhara on the garbhagrifa, the apsidal plan
of the temple and its high moulded adhisthdna are noticeable immediately.
The temple is entered througlt two flights of steps on the east, leading
to the imposing portico. It has a mukhamandapa, a sabhamandapa,
and a garbhagriha, with a pradaksing passage. Another feature of the
temple is a colonnaded corridor (PL. 35) that runs round the entire temple,
lending great charm and dignity toit. One feature seen at Huchchimalli
temple is absent here. That is the anfarala. But it has one feature that
the Huchehimalli does not have—the pillared corridor going all round
the temple.

The pillars of the portico are very imposing, standing on the
parapet wall that runs round the columned corridor. Those at the
entrance have ourved bracket supports, The pillars are square in section,
with two-sided or three-sided capitals. On the outside of all these columns
are earved beautiful sculptures of amorous couples,

The mukhamandapa proper is supported by four squat pillars resting
on the parapet wall of the portico. A flight of steps from the corridor
leads to this portico within a portico, The
supporting pillars have beautiful carvings
inside medallions and on bands going round
the pillars (Pls. 36, 37, 38). The frieze
work inside the bands, the amorous couples
inside the medallions, and the beaded
festoons issuing from makara-mouths are
all very fascinating. The capitals of these
pillars are four-sided and have mouldings.
The cross-beams also have sculptured
medallions with friezes inside,

The decorative slabs on the ceiling of
the mukhamandapa are worthy of note.
On one huge stone slab are carved two
circles, one inside the other, the inner circle
showing fishes forming the spokes of the

is carved a floral design. On another
ceiling slab, which is rectangular in shape,

. is carved a beautiful frieze of a seven-
e ""m':,'f" - i headed Naga, holding a beautiful garland
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Door of

in his right hand and a bouquet in hisleft (PL 30). On his right are two
Naginis, with oval faces and sharp features that are strikingly charming.

The entrance door of the mukhamandapa, which leads to the main
hall, is extremely decorative (Pls. 40, 41, 42). The dedicatory block
shows a well-carved man-Gamuda in a flying posture, with the wings
spread on the two sides of the door-jambs down below. At intervals are
upturned bodies of Ndgas in the namaskira attitude. The door-jamb
is carved with floral motifs and there are two fluted pilasters on either
side. These show the piarnakaladas (the bowls of plenty) and beaded
festoons at regular intervals, Next to these, on either side, are sculp-
tures of females in amorous postures. Next to these again are decora-
tive bands. Above the lintel are seen bhimi-type dikharas. Below,
on the door-jamb, are carved river-goddesses Ganga and Yamuna,
the former being on the right and the latter on the left.

The entrance doorway is 3" 11" wide . “The main hall is divided
into a central nave and two side aisles by two rows of colonnades, four
in each row, that run parallel to each other. The main hall is 20" 2}"
in breadth and 24" 10}" in length, with the pillars 8' apart. The cir-
cumambulatory passage is 20’ 117 in depth and is apsidal.

The pillars in the hall are square in section, are without bases, and
have two-sided capitals. The shrine-door is 3" wide. It has the usual
man-Garuda on the dedicatory block, holding Naga tails in his two hands.
The shrine itself is 10" 5" in depth and ¢' in breadth, and hasan apsidal
back.

There is a pillared corridor round the entire temple. The pillars,
squat in shape and squate in section, are thirty-three in number, includ-
ing those of the outside portico. They rest on the parapet wall that
runs round the temple. These pillars show broad bands round the
middle and outlines of medallions. No carving, however, has been done
on them. Their capitals are two-sided. The parapet wall has a number
of sculptures of dwarfs supporting the pillars, of valis standing upright,
and of figures in false shrines topped by Chaitya-arches.

A number of niches have been made in the pillared corridors. These

arein the exterior walls of the main hall and the circumambulatory passage.

These panels are separated by pilasters, with moulded bases, squire
shafts, offsets, necks and moulded abaci. Each niche has floral carving
on its base and the adiishthana below. The abaci above are topped by
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moulded capitals supporting three-tiered slabs,  Above this are storeyed
$ikharas showing stvlised lions, with Chaifya-arches in the middle. The
top moulding of the adhisthhdna also has Chaitya-arches with figures
carved inside. Below the former, on either side, are carved dwarls,
Slanting cross-beams support the sloping ceiling of the pillared corridor.

The roof of the temple is better conceived and executed than in
most of the examples studied so far. The roof is made up of four tiers,
oneupon the other. One tier consists of the eave that runsround the entire
temple; the second consists of the sloping roof of the columned corridor;
the third and fourth form the flat ceiling of the main hall and the
shrine.

On the top of the shrine is the curvilinear fikhara that is now par-
tially in tuins. Its top portion, along with the @malaka and the kalese
finial has fallen. The remaining portion, however, is enough fo give an
idea of the dikhara as it must have been once. It shows the various
tiers with Chailya-arch motifs, and @malaka-dilas at the angles.

OTHER TEMPLES OF THE GALAGNATH GROUP

A temple which carries the tradition of Huchchimalli-gudi further
is the temple from the Galagnath group that stands facing the east
(GP-15). In the examples examined so far, excepting the Huchchimalli
temple, the anfardla is conspicuous by its absence. At Huchchimalli,
an anfardla has been made in the hall itself. Here at Galagnath, for the
first time, a separate anfardla is provided. This Galagnath temple has a
sabhamandapa, anantardlg and agarbhagriha. The mubhamandapa and the
pradaksingd patha, however, are absent. The main hall is entered through
a doorway, just 2’ 3° in width, made in its eastern wall and is reached
through a flight of steps, There are two more doorways on the south
and the north. A flight of steps leads to the hall through the doorway
in the northern side. It has an open porch with no pillars and no ceiling.

The ceiling of the main hall is supported by four pillars set in a square.
There are more pillars in the walls of the hall, two in the eastern, two
each in the northern and southern and two in the wall leading to the
antechamber. The hall itself is almost in the shape of a square, 17’ 3"
in breadth and 18" in length. The doorway of the antechamber is

Sikhara

Temple
(GP-15)

4I
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Shrine
Another
temple
Ambiger-gudi

4 10" inwidth, The anfaralais 7° 4" in breadth and 7" 77 in length | but
its squarish shape is disturbed by four pillar ofisets in the four comners.

The shrine doorway is 2’ broad. On the lintel is a man-Garda
holding Ndga tails; The shrine itself, with a linge inside, is a perfect
square, 7° 8° by 7' 87, for the first time, as required by the later works on
Silpadastra. None of the shrines of Aiholé examined so far has a square
shape. It is important to remember in this connection that all Gupta
temples have shiines which are square. They, therefore, satisfy an im-
portant requirement of Vastudasira.. The works on Vistu-Vidya had not
vet been written when the architectural experiments at Aihole were being
made. Temple architecture was still in the process of evolution. The
priest-architects of the Chalukyas were, therefore, not bound by any set
traditions. In the Northern area, a tradition had been built up by the
time the temples ascribed to the Guptas were being built in various parts
of Madhya Pradeslh, The so-called Gupta temples are spread over a
wide area, whereas the Chalukyan effort is confined to a very small region.
The experiment at Aihole is, therefore, more integratéed. The fact,
however, that at Aihole the shrines are
not as a rule square, while in the Gupta
temples in Madbya Pradesh they are
always square, would indicate that the
Aihole temples were built earlier or that L
the Northern tradition had not yet
reached the Deccan. In the circums-
tances it would be difficult t6 say that
the Chialukyas borrowed any architec- 2

tural motifs from the Guptas.

Anothier temple similar to the one
referred to above is the one adjoining . ]
Chikki-gudi (PL 43). It has a hall
which is 13" 6" in breadth and 15' 9" in
length. The antardla is o' 6" in breadth |‘ C I
and 8' in length. The shrine is almost
a square, being 9" 67 in breadth and
)' 8% in length, with four pillar offsets =1
at the corners.

- . " ¥ -
[ i i &

Still another example of this type ik Bt .
is provided by the Ambiger-gudi that -4 ::;.Lg'i;; :{al:pmp ;



MEGUTI TEMPLE

stands facing the east (PL 44). It has a main hall supported by four
pillars and twelve pilasters; and is 14" 8" in breadth and 14" in length.
The antechamber is 8' 2° in breadth and 5" 9" in length. The shrine
inside is a perfect square, 6" 37 X 6" 3°. It has, however, four pillars
to support it at the four corners. A peculiar feature of the temple is
the pilaster support given to it from the inside, lending it a decorative
appearance. The roof of the hall is flat, The &i2hara over the shrine
is storeyed. At its base is a plinth-like moulding with squat pilaster
support. Outlines of medallions and Chaifya-arches can be seen.

The sabhamandapa of the temple is entered through a side door,
The eastern side is closed by awall. Theentrance dooris very decorative.
On the lintel is seen a flying man-Garuda,

MEGUTI TEMPLE

The final phase in the development of the temple structure is re-
presented by Meguti, which stands in graceful dignity on the imposing
eminence of the Meguti hill, about three fur-
longs east of Aihole village (PL 43). This
Jain temple was built in the time of Pulakedin
I, The famous Aihole Pradasti is fixed on
the eastern wall of the temple and the inscri-
bed slab gives the creation date of the temple
as Saka 656, i.e., A.D. 634-35. Incidentally,
this is the earliest inscriptional relerence to
the poets Kalidasa and Bharavi.

‘Meguti 15 a corruption of “meguti”
meaning ““the upper temple’ or *'the temple
that is above,” and has been so named on
account of its elevated position upon the hill,”
(Cousens, Chalukyan Arclitecture, p. 31}.

The Meguti temple stands on a high moul-
ded plinth, facing the north (GP-16). It is
entered by a flight of steps that leads to the
pillared mukhamandapa, and here this is well
developed. It is larger in size than seen
: anywhere else at Aihole, 1" 3" in length, and
L ';,;?",,f}f“” is supported by sixteen pillars, plain and

description
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Mukha-

unadorned, square in section, with three-sided plain capitals. On the
plinth below and on the parapet wall of the mukbamandapa are carved
friezes. Kudis adorn the moulding between the plinth and the parapet
wall. The antechamber is entered through the space between the two
back pillars of the pillared portico, and is divided into two compartments
by an intervening wall, A flight of steps leads to a small inside ante-
chamber that is 15" 8° in width and g’ 2" in depth. This is supported
by four pilasters. A door 37 27 in width leads to the circumambulatory
passage. [he shrine is set inside a large hall, 28" 8" in breadth and
28" 5° in length. A number of cross-walls and pilasters divide the
pradaksing passage into small chambers. Actually, in its present condi-
tion, it does not fulfil the function of a circumambulatory passage.
On the back has been built a cross wall closing the passage completely,
This wall is obviously a later addition. The shrine is 10" 101" in breadth
and 11’ 6% in depth, with four pilasters at the four corners. Close to the
back wall, on a rectangular slab, is the image of a Tirthankara, crudely
carved. A fine example of Chalukya art is the huge sculptured slab
of the Jaina Yakshi Siddhaikd seated in the vama-lalit@sana, with
attendant female deities on either side.. She can be recognized by her
lion mount seen carved below, This is a beautiful specimen of the skill
of the Chilukya senlptor and reveals his perfect knowledge of female
anatomy as exemplified by the fine figure of the Yakshi. Siddhaika,
being the attendant Yakshi of Mahdvira, is sculpted in all the Jaina
caves of Ellora: She is also portrayed in the Jain temples of North
Gujarat and Rajasthan.

The pillared mukhamandapa has a stone staircase leading to the roof
above, where, just above the main shrine of the ground floor, is another
shrine, This contains a4 Jaina image. From this eminence of the
Meguti one can look down wpon the picturesque village of Aihole, dotted
with the beautiful temples of the Western Chalukyas, spread over an
area of about three square miles,

The sikhara over the upper shring is now in ruins. It is long and
rectangnlar in shape and reveals a plain and smooth workmanship.
The art of dressing stones hiad now been perfected. The exterior walls
of the temple are plain.  The monotony of the plain surface is, however,;
relieved by the derakosthas made in them for receiving images of Jaina
deities, These are made up of pilasters with three sided capitals. The
cornice above shows Chaifya-arches. The mouldings of the roof also
show friezes, while the moulding of the temple has Chaifya-arches with
human heads inside. Below, inside tiny devakosthas, are carved deities,
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The plan of the temple (GP-16), with a highly developed pillared
porch (mukhamandapa), the antardla divided into two parts, the shrine
surrounded by a pradaksing patha is indicative of its late construction.
The inscribed slab on the eastern wall of the antardla gives its date as
Saka 556, i.e., AD. 634-635. Meguti represents the culmination of the
temple movement at Aihole, as its ground-plan suggests.

TEMPLE MOVEMENT AT AITHOLE

This movement started with the Konti-gudi group in the early 6th
century a.p. It would be difficult to date this gronp earlier than this.
Aihole was probably the first capital of the Chalukyas, when they were
still feudatories, Some early records of the Chalukyas mention Javasimha
and his son Rapariga. They are said to have flourished in the Badami
region in the first half of the 6th century a.n., but little is known of their
reigns. The fanciful account given in the Kauthem Grant need not be
taken seriously. This means that the first king of this dynasty was
Pulakesin I, the son of Ranardga, who really laid the foundations of
Chalukya power. He ruled from A.n. 535 to 566 and is credited with the
conguest of Badami, He is identified with the Chalukya Vallabheshvara,
mentioned in an inscription inscribed on the fort of Badami, Pulakedin I
was succeeded by lis sons Kirtivarman and Mangaleda. The former ruled
[rom A.p, 566-67 to 507-8.  He was a great conqueror and secured victory
over the Nalas, the Mauryas and the Kadambas. His brother Man-
galefa had a short reign of thirteen years (A.n, 397-610) and was killed
in the struggle with his nephew PulakeSin 11, the son of Kirtivarman
who ruled from A.n. 60g-10 to 642.

The entire temple movement at Aihole was confined to the reign-
periods of four kings of the Chialukyas, viz,, Pulakedin 1 (A.D. 553-367),
Kirtivarman (a.D. 567-597), Mangaleda (A:D. 5097-609) and Pulakedin IT
(A.D. 60g-642). The movement culminated with the temple of Meguti
built in the time of Pulakedin IT, which forms an important source of
information of the great exploits of that king, thanks to the Aihole
Pradastiinscribed onit. Itis possible to credit Jayasimha and Rapariga
with the building of the temples of the Konti-gudi group, for these are
definitely earlier than the Lad Khan temple.

In the evolution of the Chialukya architectural style, the following
clearly marked stages may be noted:

Plan

Evolutionary
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Konti-gudi

I. The veranda-shaped temple with the transverse plan and with
the cella built in the back wall.
2. The temple with a pillared portico, @ main hall with pillar sup-
port, and with the cella in the back wall,
3. The temple with a pillared portico, a main hall supported by
pillars, and with the cella detached from the main hall.
4 The temple with or without a portico, but with a main hall,
_ the cella in it and with a circumambulatory passage.
5. Thetemple with a pillared portico, 2 main hall, an antechamber
and cella, with or without a circumambulatory passage.

It was probably in this order that the temple architecture of the

group Chilukyas evolved at Aihole. The Konti-gudi group has a veranda-like

Lad Khan

Tarabasappa

structure with the garbhagrika set in the back corridor, but not as yet
enclosed by a wall. The temple opposite to this is joined to it by a pil-
lared portico, It has a squarish plan; however, it is still a veranda-like
structure, The shrine is set in the back wall. In the third temple of
this group, the veranda opening is enclosed by huge latticed walls in
the front. This is obviously a later temple. All these temples can be
assigned to the beginning of the 6th century A.D.

The Lad Khan temple marks an advance over the Konti-gudi
group. It as a regular pillared porch and a sabhamandapa with a shrine
built in it. One of its facade pillars show the Chilukya crest—the boar
with the conch, wheel and lamp—engraved on the western face of the
right entrance pillar of the pillared portico, The Variha-ladchhana
could not have been legitimately adopted by anyone before Pulakedin I,
Both Jayasimha and Rapardga were feudatories. The temple of Lad
Khan may, therefore, be assigned to about A.D.540 as suggested by Dr.
Balsubramanvan (Lalit Kala, No. 10, Oct. 1961, pp. 41-44).

A further advance in the Chalukya architectural movement was
signified by the construction of the temples of Tarabasappd, the main
temple of the Galagnath group, the Nariyan temple, and the temple
adjoining Huchchimalli-gudi. This advance was marked by detaching the
cella from the main hall. The temples of this group have pillared porti-
c0s and main halls with detached cellas.  These temples would, therefore,
date to round about the middle of the 6th century s.0.  This was the
period of the reign of Pulakeéin I, the first great king of the Chalukya
dynasty. It is not surprising, therefore, that these temples should have
been built during his eventful reign. It may be remembered that Pula-
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keéin I was a very devout Hindu. He had performed the Advamedha
and many other sacrifices. It was natural, therefore, that the temple
movement at Aihole should gather momentum during his reign.

In none of the examples cited so far has the pradaksing passage made
its appearance. It first appears in Gaudar-gudi, the Durga temple, the
Ambiger-gudi, the Chakra-gudi (PL 46) and a few other temples. 1t is
obvious that now the rituals connected with Hindu worship were gradually
being evolved. These' made a procession path necessary. It was not
that the idea of one was new for the Buddhist stupas of Amaravati and
Nagarjunakonda had procession paths, It meant, however, that Hindu
ritual had not yet considered the procession path as essential to worship.
This idea gradually developed in the latter half of the sixth century a.p.
Even then, its necessity was not universally accepted. Even in later
examples, the procession path would sometimes be omitted. The
temples of this period probably belong to the period after A.p. 560.
An important point to start with is the dated Badami Cave I11 inscription
of Mangalesa (A.D. 597-600), who succeeded his brother Kirtivarman
(A.n. 567-507) to the throne, This was obviously a period of great
artistic and religions activity, when the Chialukyas were engaged in
adoming their cities with temples.

The final stage in the evolution of the Chalukya temple movement
was reached when it developed another important feature—the andarila
or antechamber, In most of the rock-cut architecture of the fifth century
A.D., this feature was present. At Ajanta, Cave No. 16, which was
excavated by Vardhadeva, the Minister of the Vakataka King Harisena
(A.D. 475-500), has an aenlardla preceding the shrine. In the Rivana-
phadi cave also, which is excavated in a small hillock, an anferdla has
been provided. This cave has a verandah-porch, an anterila and a cella,
At Aihole, the beginning was made in the Huchchimalli-gudi. Here for
the first time, an amfardls is provided for. Its early construction is
signified by its place in the hall itself. The Huchchimalli-gudi is a large
rectangular hall that accommodates the sabhdmandapa, the antarila,
the garbhagriha and the pradaksing. The temple in the Galagnath group
with the antardla marks anadvance over Huchchimalli-gudi, as its antarala
is separate from the sabhdmandapa, The sanctuary cannot now be direct-
ly entered from the sabhdmandapa. It is protected by an antechamber
to the shrine. The last stage in the movement at Aihole was reached in
the reign of Pulakedin II, when the temple of Meguti was built on the
imposing heights of the Meguti hill. This temple, built by the Jainas,

Appearance
of pradaksina

The antarala
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End of first

phase of tem-
ple movement

Pattadkal

has a beautiful pillared portico in which is enclosed an antardla divided
irtta two parts, and a shrine surrounded by a processional path that was
later converted into small rooms by building pilasters and cross-walls:

The first phase of the Chilukya temple movement significantly ends
with the second Pulakeéin, The Chalukya dynasty reached great heights
during the time of this powerful king, The art movement that was
conducted with great vigour and enthusiasm from the beginning of the
6th century A.D. at Aihole, and then at Badimi, received a setback
in the years A.0, 60g-10, when the Chilukya dominions were rocked by
the civil war between Mangalesa and his nephew Pulakesin I1.  When
the latter succeeded to the throne, there was complete anarchy and
confusion in the Chalukya dominions. To put it in the words of the
Jaina poet Ravikirti who composed: the Meguti Inscription at Aihole,
‘the whole world was enveloped in the darkness that was the enemies.”

The Jain temple of Meguti was completed in about A.D. 634-35:
It is obvious that for some years after A.p. 6og, the temple activity at
Aihole must have come toastop. Many of the temples of Aihole show
half and full circles on pillar-faces, on entablatures and cross-beams left
incompléte, signifying a period of political disturbance and general
instability, Temple-building could be'undertaken only after the ene-
mies—both internal and external—had been defeated or won over.
Meguti symbolized that triumph ; however, this triumph was to prove
expensive as far as Pulakeéin I1 was concerned. He had attacked the
Paliava country and defeated the Pallava king Mahendravarman. This
humiliating défeat was avenged by his son Narasimhavarman I in A.D.
642, when hie attacked and reduced Vatipi and killed Pulakesin II.
This defeat crippled the Chalukyas for years. For thirteen years (A.D,
642-653) the Pallavas remained in Vitapl and the surrounding regions.
It was enly after thirteen long years that Vikrayamaditya I (A.p, 655-81)
sicepeded in establishing a Chalukya hegemony in Vatapi and the sur-
rounding Fegions, In many of the viceregal records, Vikramaditya 1
{s described as Paramamahes$vara (i¢., a devout worshipper of Siva).
This is rather interesting. From pow on, the temple activity of the
Chalukyas shifts from Alhole to Pattadkal. Here, close to Aihole,
the later Chilukvas built magnificent temples, dedicated not to Vishnu
45 at Aiho's, but to Siva. This may be one reason why they transferred
their activities from Aihole to nearby Pattadkal. This may also have
been the time when the Vaishnava shrines of Aihole were converted to
Saiva worship.
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56. Richi-gudi. General view.
57-  Richi-gudi. Close-up viow.
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si.  Rivana-phadi cave temple.  General view

fin. Rivana-phai cave temple.  Close-up view,
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TEMPLE ORIGINS AND RELATIONSHIPS

A study of the Chilukya temples would be incomplete withont con-
sidering the problem of their origin and relationships. Writing in 1926,
Henry Cousens sought to trace their origins to the Dravidian or Pallava
temples of the South (See his Chalukyan Archilecture, p. 17). To put
it in his own words, "the Chalukyan arcliitecture is but an outgrowth
of the earlier Dravidian style, so modified in its development by Western
temple builders as to have eventually attained a separate style in their
hands' In this connection, it would be interesting to guote another
scholar who writes, 'Anterior to the 7th century amn. Indian builders
and sculptors appear to have been engaged exclusively in erecting monu-
ments for the Buddhist and Jainas. If any Hindu temples were erected
before this period they must have been built of wood or some other
perishable material, because no trace of such buildings has hitherto
been discovered. With the beginning of the seventh century we enter
a period of Pallava history for which the records are more mumerous
and the chironology is not altogether a field of canjecture and doubt.
The earliest stone monuments of Southern India belong to this period
In fact, the history of Hindu architecture i Southern India may be
Said lo begin with the reign of the Pallava king Mahendravarman |
(A.p. 610-640)" (A. H. Longhurst, Pallava Architecture, Part 1, 1924, p. 3).
*No Pallava monument has been found anterior to the 7th century A.D.

in the Tamil country™ (Ibid., p. 4) Then again, it must also be noted

that the monuments built by Mahendravarman were all rock-cut temples
and Mamalla carried forward this tradition. It was only in the Raja-
simha period (A1, 674-800) that the Pallavas began the construction of
stryctural temples. To quote Longhurst again, ‘The structural monu-
ments of the later period were started by Rajasimha at the beginning
of the eighth centory and thus belong to the style of Rajasimha® (Ibid.,
P- ﬁ]'. Writing about the Hindu temple, Stella Kramrisch says, ‘One
of these schools had its centre in Dravidadesa—South India proper from
Madras to Seringapattam and Cape-Comorin, There the temples called
Dravida came to be built such as are preserved from the 7th century
and in the subsequent centuries when the texts referred to were com-
pleted. Not, however, only in the Dravidd country itsell but also in
the Kanarese part of the Deccan, where Aihole, Mahakotedvara, Badami
and Pattadkal, are situated were such temples built at an earlier date
even' [The Hindu Temple, Vol. 1, 1046, p. 288),

Though several copper-plate inscriptions make mention of gifts
made by the early Pallavakings to lemples (See M. Rama Rao, Early

Tth century
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Temples at
“Ter and
Chezarla

Chalukya Architecture, pp, 437-38 or Journal of Indian History, Silver
Jubilee Number, 1963), the temples themselves are not extant. The
inscriptions refer 10 gifts made to temples, but give us no idea of the form
of the early temple architecture, Any theory, therefore, that seeks to
trace the origins of the Clialukya temples of the sixth century A.p. at
Aihole to the Pallavas, is bound to prove untenable. The latter began
to construct stmctural temples only in the 8th century A.p,  The earlivst
temples of Aihole were constructed some 250 years before.  The ground-
plans of the temples of the Konti-gudi group would prove that the Chalu-
kyas owed nothing to the Pallavas. A study of all the temples would
lead to the same conclusion. In this conmection, it is important to re-
member that the movement of building structural temples started much
earlier in the Deccan and the Andhra country than in the Tamil country.
One of the parliest extant structural temples built in the Deccan is the
brick temple of Ter in the Osmanabad District of Maharashtra State.
Another of the same period is the one at Chezarla, situated in the Guntur
District of Andhra Pradesh. These temples may legitimately be assigned
toa period between A, 350 and 450,  The process of building freestyle
Chaityas started in the first century a.p. ‘The free-standing Chaityas
were built at a very early period and the foundations of such an apsidal
building of the 1st century A.p. have been found in Sirkap (Taxila)'
(Indian Archaeology, A Review, 1062-63). Twenty miles away from
Ailiole is the Chikka-Mahikata temple, built on the apsidal plan, a pre-
cursor of the Durgd temple at Ailole, Ter, situated in the Maharashir
part of the Decean and Chezarla in Andhra Pradesh, are closely telated
to the Chikka-Mahakiita temple buill in the Chilukya conntry in about
the 5th century aA.p. Chikka-Maliikiita is 7 Kms, in the south-east
direction a4 the crow flies from Badami, and 3} Kms. from Mahaknta,
The only difference is that here in the Chialukya country, stone has been
used instead of brick as in the earlier examples at Ter and Chezarla,
The temple of Chikka-Mahfkata is thus the first stone temple buiit on
the apsidal plan, and is complete with the pradaksing patha (See R. S.

Gupte, ‘An Apsidal Temple at Chikka-Mahakfita—Dist. Bijapur,” MU J

Vol IV, No. 2, February 1964, pp. 58-63). In the circumstances,
Cousens” theory of the Pallava origins of Chalukya temple architecturs
must be considered untenable.

There is no justification, then, for tracing the origin of Chalukya tem-
ple architecture to the Tamil country. On the contrary, there is reason

to believe that the Pallavas borrowed a number of motifs from the Chaly.

lyas.  The question, therefore, of the ‘builders from the south’ coming
to Aihole, h:mgmg with them architectural motifs from the south does
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not arise.  For a period of a century and a half this temple movement
of the Chidlukyas at Afhole continued with great vigour and at this time
temple architecture was in the process of evolution. Works on the
Vasiusisira were just being written. No definite tradition had yet
evolved. The experiments which were being made at Aihole must
have greatly influenced these early Vastwda@stra texts. It must be
remembered that it was for the first time that a new material, a greenish
or bluish-black stone, more tractable under the chisel, was being brought
into use. This was eminently suited for fine carving. The custom of
dressing stone by cutting it to size, and piling stone upon stone, was a
new one, This technigue had been tried at Chikka-Mahiakita in the
middle of the fifth century A.p. The Gupta temple at Deogarh, which
is assigned to the early sixth century A.D, (See Percy Brown, fudian
Architeciure, Buddhist and Hindu, 1959, p. 50.) and is a brick construction,
could obviously have not served as a model, Neither could the early
temples of Sinchi (No. 17) or the temple of Tigawd in the Jabalpur
District of Madhva Pradesh, both datable to the early fifth century A.n.
(Ibid., p. 48), have served as models for Chikka-Mahakita. The Saiichi
temple and the Tigawa temple have a pillared portico, opening into a
square shrine.  The Chikka-Mihaktta temple near Badami has an apsidal
plan, with an open porch, a rectangular Chadtya-like hall, and an apsidal-
sided shrine with a procession path of a similar shape. Obviously, the
two are not related. The Durga temple at Aihole, assignable to the
middle of the sixth century A.p., is in imitation of Chikka-Mahakita,
twenty miles away, and not of any Pallava model in the south or a Gupta
‘model in the north.

The theory of the Gupta origins of all art-forms anywhere in India
showing any excellence and artistic merit must be discarded. All that
was good did not originate with the Guptas. The art of Ajanta is
Vikataka, The magnificent rock-cut monuments of Ellora owe nothing
to the Guptas : most of them were excavated in the period of the early
Western Chalukyas, who built the structural temples of Aihole, Badami
and Pattadkal. The rock-cut shines of Elephanta, near Bombay, also
belong to the period of the Chalukyas, It is obvious, therefore, that the
Chilukyas did not have to borrow either architectural motifs orarchitects
and sculptors from the porth or the south. Their art was indigenous,
If the Chalukyas could excavate the magnificent temples of Ellora as
carly as the sixth century A.p., it is obyious that they did not require to
borrow anything from the Pallavas or the Guptas. The rock-cut rathas
of Mamallapuram belong to the period of Mamalla, A.D. 640-674 (See
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Longhurst, op, ¢it,, p. 8), They are thus later than the Meguti temple,
with which the temple movement at Ailole ends, The rathas of Mamal-
lapuram are not anterior to the Chilukya caves of Ellora or the temples
of Aihole, It seems, therefore, that it was this art movement at Allole
and Badami that influenced the art-forms of the Tamil country, It also
leads one to the conclusion that this temple movement had no relation
to and owed nothing to the examples at Tigawa, Safichi, Deogarh or
Blitargaon. The Chalukya movement was an independent and indi-
genous movement, encouraged by the great dvnasty of the Chalukyas,

NORTHERN AND SOUTHERN INFLUENCES

The effort to trace-a northern or southern influence leads sometimes
to conclusions that cannot be substantinted. For instance, some of
the temples of Aihole are said to be of the Nagara style and somé as
Dravida. The characteristics of the Nagama style are, 1) a square gar-
bhagriba with a curvilinear fikkara crowned by an @malaka-#ila, 2) gradua-
ted buttress-like projections in the middle of the exterior walls of the
garbhagriha, 3) a cruciform plan and, finally, 4) projections on the side
walls of the garbhugrifa carried up to the vimana,

The temples of the Konti-gudigroup, the Lad Khan, the Tarabasappi,
the Narayan or the Huchchimalli temples do not fit this description.
The temples of the Konti-gndi gronp are veranda-like structures with
rectangular garbhagrifkas. They do not have a cruciform plan. One
of the temples of this group has a shirine on the top of the main shrine
below, but no fikhara, either curvilinear or pyramidal. The walls of the
garbhagriha in all these temples are severely plain and have no projee-
tions of any kind. Some of these temples, however, have curvilinear
dikharas with @malaka-s$ilas. Huchchimalli, for instance, is a temple
with a pillared portico, a sabhamandupa and antarala, a rectangular shrine
with pradeksing and a curvilinear sikhara, The Tarabasappa temple
also has a pillared portico, a sabhamandapa, a garbhagrika detached from
the hall, but without a processional path, and a curvilinear 4khara witly
an dmalaka-sila: Dr. Rama Rao is correct when he maintaing that
temples of this kind cannot be ascribed to the Nagara arder.  The temple
plan of the Chialukyas differs from the Guptas also in another respect,
In the Gupta temple there is-a porch before the shrine, but the Chilukya
temples do not show this arrangement. The Guptas evolved a new type
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of pillar, the piirnakalada as in the Bhitargaon temple. The Chilukyas
developed an @malaka-type pillar at Baddmi and Aihole. The pillars
at Aihole are mosily square in section and have moulded two-sided or
three-sided capitals.

[ the Dravida style, the pradaksing is supposed to be an important
feature. The otherimportant characteristic is the &ikhara of the pyramidal
type. The Durgd temple at Aihole has a pradaksing and a curvilinear
#ikhara. The Huchchimalli-gudi also has & pradaksing and a cavvilinear
dtkhara. The temple in the Huchchimalli group with 2 main hall and
an anlarale has a shrine without the pradaksing, but with the sikfara of
the stepped pyramid variety. Tt seems, therefore, that when the temples
of Aihole were being built these styles had not yvet definitely crystallised.
The Chilukya Sthapaka was evolving a form of temple that would
satisfy the needs of an evolving Hindu ritual, Any effort, therefore,
to try to fix it into styles developed in a later period is bound to fail.

It i= also open to question whether the Gupta temples of Tigawd,
Sanchi, ete., could have influenced the Chalukya temple construction at
Aihole.  The relationship seems rather far-fetched. In the first place,
the only Gupta temples assignable to a period earlier than the Konti-
gudi group and the Lad Khan are the temples of Safichi and Tigawi. We
have seen, hiowever, that these have nothing in common with the Ailiole
temples. Deogarh is contemporaneoys with some of the temples of
Ailiole but these again have little in common. Even before Safichi and
Tigawd, the Chalukya temple movement had started at Chikka-Mahs-
kfita near Badami. Thiz movement then shifted to Aihole, gathering
momentum under Chialukyan patronage. Here it played with a variety
of forms in the course of its evolution.  This architectural movement was
far more integrated than that of the Guptas The Chilukya priest
architect was not required to cross the Vindhyas and go to the North
for his models. His models were right there, on the banks of the river
Malaprablia in the Chalukya dominions, within the confines of their
earliest capital, The Gupta movement was scattered over time and
space, Tigawa and Saiclii are separated by 150 miles. The temple
at Eran is north-sast of Bhilsa; Nachna-Kuthra is in Ajaigarh State,
Deogarh is in the Jhansi District, and Bhitargaon is in the Kanpur

Such Gupta influence as exists may be vonfined to (1) the river god-
desses Gangd and Yamund carved on the two sides of the entrance door-

Dravida style

Gupta and

temples



54  THE ART AND ARCHITECTURE OF AIHOLE

way of the shrine door, (2) the carving of Sankha and Padma nidhis on the
two sides of the temple as at Ravana-phadi, etc., and (3) the parna-
kalafa as an ornamental motif on the kaksdsanas of the temples. But
this is not to say that the Chalukya art-movement had Gupta origins
or was Gupta-inspired. The Guptas could not have inspired anything
much outside their dominions. Their political influence remained con-
fined to the prichi or eastern country and to the Madhya-desa. Tt had
certainly not spread much further beyond the Vindhyas, Then, again,
the Guptas were already in trouble towards the end of Kumargupta's
reign (A.D. 455), Skandagupta was the last great king of the dynasty
and had to face the Huna invasion twice, once as a crown-prince and then
again as king. He died in A.0. 467 and the imperial period of the Guptas
endéd with his death. Thus by the end of the fifth century A.n, the
Gupta Empire disintegrated. To contend that the Guptas confinued
to dominate all art movements that followed in the wake of their disinte-
gration, is to show an unjustified bias in favour of them. The Chalukya
art of Aihole, then, represents an indigenous movement that had its
roots largely planted in the native soil.  Its inspiration was local and the
forms it evolved were worked out by the genius of the local architects
and sculptors. Later it would be influenced by other art-forms, as at
Pattadkal. But thiswas after it came into contact with another southern
dynasty, the Pallavas, at a later date.

CHARACTERISTICS OF CHALUKYA TEMPLES

Al this stage, certain other characteristics of the Chidlukya temples of
Aihole may be noted.  Most of these temples run east to west, facing
the east in the majority of cases, But some face the nosth. At Aihole,
for instance, two temples of the Konti-gudi group face east, and one faces
the west, The Meguti faces the north.  Most Vaishpava temples face
east or west and some north. It is easy to know whether a temple is
dedicated to Vishnu or Siva as the vehicle or the cognizance of the deity
to whom: the temple is dedicated is carved on the dedicatory block, on
the lintel of the shrine door, TIn the Vaishnava caves, these may be Sri
or Lakshmi, Vishgu on Garuda or Garuda alone. TIn Saiva caves, Siva
in some form or other is carved on the lintel of the shirine, or a figure of
GapeSa. At Ajhole a man-Garuda holding Nage-tails is invariably
carved on the dedicatory block of the shrine entrance, In lates temples
af the gth and 10th centuries, the man-Gamda is replaced by Gajalakslmy,



CHARACTERISTICS OF CHALUKYA TEMPLES

Another important feature is the carving on the doorways. Like Doorways

the doorways of Gupta temples, those at Aihole are extremely decorative.
The vertical bands of frieze-work are very delicately chiselled. Pilasters
with decorative motifs and mouldings are seen on either side of the shrine
door. There are small figure-sculptures, floral motifs, ete.. on vertical
bands of the doorway. Chastya-arches are a very popular motif, these
being used #s a running motif on cross-heams, architraves, and entabla-
tures. Above the lintels are carved tiny &ikharas of the curvilinear and
stepped pyramid variety, with Chaitya-arches inside,

The pillars are mostly square in section, but they are sometimes
profusely carved, as in the portico of the Durgd temple and at other
sites, At many places, circles and half-circles are made for frieze-work.
The pillars give the impression of having been left incomplete.  Only the
outlines of & medallion may sometimes be seen..  The work was probably
interrupted by disturbed political conditions,

Sometimes ornamental gateways were erected to serve as genceral
entrances to groups of temples; One such gateway is seen at the ap-
proach to the Galagnath group of temples (Pl 47). It consists of two
freestanding upright pillars supporting a beam on the top, witll the
senlptures of Gajalakshmi and Ganefa on it.  On two sides of the archi-
trave are seen makaras with garlands issuing from their mouths, and
forming arches, In the two side arches can be scen tiny figures of Yalis,
In the two central arches are Gajalakshmi and Gane$a. The npright
pillars are siquare in section with square bases. The shaft above shows
the vase-and-foliage design at intervals, It also has bands of seroll-
work. The shaft narrows near the neck which is moulded. Inside the
arches are fignres. Above is the abacus, topped by a two-sided capital
supporting the beam above.

Another ornamental gateway is carved near the Veniyavar group of
temples (PL 48),  Here the pillars that support the architrave above are
different, They have a square base, but are round in section, and the
abacus is replaced by a round flat slab. The capital is two-sided and
moulded.  Two miakaras on the two sides form a makara-torana.  In the
three central arches are carved the figures of Brahma, Siva and Vishgu.
Such omamental gateways to courtyards around temples became common

in a later period.

Considering the fact that the material used for temple building was

new, the dimensions of the temples are impressive. Naravay-gudi  dimensions

Pillars
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Temple
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18 26" 2° broad and 40’ long, an aréa of nearly 1,000 5q, feet. The main
temple of the Galagnath group is23' 7" by 47°, i.e., about a thousand square
feet. The Durgd Temple is 40' o° hy 84’ 8%, L.e., nearly 3,200 sq. ft. The
Meguti i5 37" 37 by 86" 3". The Huchappayys Matha is 23" 2" by 436",
For stone masonry, these could be considered as large temples, especially
when it is remembered that no cementing mortar has been used for
binding the stones together. To build a solid structure by piling stone
upon stone in this manner is not easy. The way out was found by evaly-
ing the technique of first dressing the stones to predetermined sizes, and
then making grooves and ofisets in them of the required size, so that they
could fit into one another. Pillars and walls would naturally play an
important role in structures of this kind. The arrangement of the pillars
would be made according to requirements as decided by the priest-aschitect.
The Sthapaka would have to work out the exact Ibad of the roof,
The thickness of the walls and of the pillars and the depth of the founda-
tion would thus depend upon the load they would have to bear, All this
was carefuily worked out. Obviously, this required adequate knowledge
of engineering. Once the weight of the roof or the $ikhara had been
measured, the thickness of the walls and the number of pillars and their
thickness as well as the depth of the foundation could be calculated. Once
this was done, no additional work would be carried out that would in-
crease the weight of the roof, because such additional weight would upset
the calculations of the architect and the building might collapse. For
this reason, it is difficult to accept the contention that the fikharas, built
over the garblagrihas, were later additions. These must obviously have
been originally conceived along with the temple. In this initial stage of
stone construction, it is inconceivable that the walls could take so much
extra load without additional pillar or other support. While studying
the temples of Aihole, it must. therefore, be kept in mind that the sikharas
must be contemporancous with the temples and pot later additions.
This will help in a better understanding of this architectural movement,

. JYOTIRLINGA GROUP OF TEMPLES

There are a large number of temples at Aikole—nearly a hundred.
Of these, only the important ones have been noticed so far.  The others
may be mentioned in passing.  The biggest isthe Jyotirlinga group (Pl, 49)
coptaining sixteen temples, located about a furlong from Ravapa:Phadi
in the southern direction. Most of these temples are in & miined condition,



JYOTIRLINGA GROUP OF TEMPLES 57

The main temple of the Jyotirlinga group stands on a high plinth,
facing the east, and has a highly developed mukhamandapa, supported
by eight pillars;. The latter are square in section and have two-sided
capitals. Two middle pillars in both the rows are placed close to each
other. In between these four pillars is a huge Nandi, seated facing the
linga shrine. The portico is 12° in breadth and 20" 37 in depth and
has a flat roof. The temple is entered through a flight of four steps
on the south.

The door-frame of the main hall is plain. The sabhamandapa is
divided by two rows of pillars into a central nave and two side aisles.
The hiall is 17" 9" in breadth and 18" 8% in depth.  The pillars of the hall
are square in section and have two-sided capitals. The roof of the main
hall is flat, The entrance door of the shrine is plain. The dedicatory
block is blank. In tlie main hall are a number of Joose sculptures,  One
15 that of Gapesa ; another is of a stylised lion. In the left aisle is a
Matrika slab, Beginning from the left, the first is Brahmi. The second
may be Miahedvari. The third and the fourth cannot be identified, The
fifth is Varahi. The sixth is probably Indrigi. The seventh looks like
Chamunda. Ganesa and Virabhadra are absent.

Another important temple of this group stands facing the north.
Like the temple described above, it has a well developed portico. Az a
matter of fact, it is one of the most highly developed at Aihole, The
most striking feature of the mukhamandapa are the kaks@sanas built over
a squat plinth on all the four sides, and slanting outside. The asanas
have lotus motifs, ghata-pallava designs, deities, ete., carved upon them.
The portico is supported by sixteen pillars,  Twelve of these are boilt
inside the kakgdsanas. They all have a square base, a rounded member
that becomes eight-sided at the top and then turns inward to form a
moulded neck. The capitals are either two- or three-sided. There are
four more pillars, placed on a slightly upraised platform. They have a
base with mouldings and recesses, developing into a squarish section
further up. The shaft above is cight-sided with three bands in the middle.
Above this there is a box-like design. Then the pillars become rounded
to support a circular member with sharp edges. On this is the huge
abacus which supports the three-sided capital. The roof of the main
hall isflat. The portico can be entered from the north, east or the west.
It is 16’ by 16", and opens into an antechamber that is 6' 11° in depth
and 8" 7" in breadth.  The dedicatory block of the shrine has a sculpture
of Gajalakshmi.  On two sides of the door-frame are decorative pilasters.
The moof of the antechamber is now destroyed. The shrine is square

Main temple

Temple No. 2
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is 26 2" broad and 40' long, an area of nearly 1,000 5q. feet. The main
temple of the Galagnath groupis 23° 7” by 47°, L.e., about a thousand square
feet. The Durga Temple is 40" 9° by 84’ 8%, i.e., nearly 3,200 sq, ft. The
Meguti is 37" 37 by 86’ 3. The Huchappayya Matha is 25' 2" by 45’ 6"
For stone masonty, these could be considered as large temples, especially
when it is remembered that no cementing mortar has been used for
binding the stones together. To build a solid structire by piling stone
upon stone in this manner is not easy. The way out was found by evoly-
ing the technique of first dressing the stones to predetermined sizes, and
then making grooves and offsets in them of the required size, so that they
could fit into one another. Pillars and walls would naturally play an
impartant role in structures of this kind. The arrangement of the pillars
would be made according to reduirementsas decided by the priest-architect,
The Sthapaka wounld have to work out the exact load of the roof,
The thickness of the walls and of the pillars and the depth of the founda-
tion would thus depend upon the load they would have to bear. All this
was carefully worked out. Obviously, this required adequate knowledge
of engineering. Once the weight of the roof or the fikhara had been
measured, the thicknessof the walls and the mumber of pillars and their
thickness as well as the depth of the foundation could be calculated. Once
this was done, no additional work would be carried out that would in-
crease the weight of the roof, becanse such additional weight would upset
the calculations of the architect and the building might collapse, For
this reason, it is difficult to aceopt the contention that the #ikharaes, built
over the garbhagrikas, were later additions, These must obviously have
been originally conceived along with the temple. In this initial stage of
stone construchion, it 12 inconceivable that the walls could take so much
extra load without additional pillar or other support. While studying
the temples of Alhole, it must, therefore, be kept in mind that the sikharas
must be contemporaneous with the temples and not later additions.
This will help in a better understanding of this architectural movement.

- JYOTIRLINGA GROUP OF TEMPLES

There are a large number of temples at Aihole—nsarly a hundred,
Of these, only the important ones have been noticed so far.  The others
may be mentioned in passing.  The biggest is the Jvotirlinga group (PL 49)
containing sixteen temples, located about a furlong from Ravana-Phadi
in the southern direction. Most of these temples are in a mined condition,



JYOTIRLINGA GROUP OF TEMPLES 57

The main temple of the Jyotirlinga group stands on a high plinth,
facing the east, and has a highly developed mukhamandapa, supported
by eight pillars, The latter are square in section and have two-sided
capitals. Two middle pillars in both the rows are placed close to each
other. In between these four pillars is a huge Nandi, seated facing the
ltnga shrine. The portico is 12° in breadth and 20' 3" in depth and
has a flat roof. The temple is entered through a flight of four steps
on the south.

The door-frame of the main hall is plain, The sebhimandapa is
divided by two rows of pillars into a central nave and two side aisles.
The hall is 17" 97 in breadth and 18" 87 in depth.  The pillars of the hall
are square in section and have two-sided capitals.  The roof of the main
hall is flat. The entrance door of the shrine is plain, The dedicatory
block is blank., Tn the main hall are & number of loose sculptures.  One
is that of (Gapesa ; another is of a stylised lion. In the left aisle is a
Matrika slab. Beginning from the lpft, the first is Brahmi. The second
may be Maheivari. The third and the fourth cannot be identified. The
fifth is Varahi. The sixth is probably Indripi. The seventh looks like
Chiamunda, Ganéda and Virabhadra are absent,

Another important temple of this group stands facing the north.
Like the temple described gbove, it has a well developed portico. As a
matter of fact, it is one of the most highly developed at Ailwle, The
most striking feature of the mukhamandapa are the kaksdsanas built over
i squat plinth on all the four sides, and slanting outside, The asanas
have lotus motifs; ghata-pallava designs, deities, ete;, carved upon them.
The portico is supported by sixteen pillars. Twelve of these are built
inside the kaksdsanas. They all have a square base, a rounded member
that becomes eight-sided at the top and then turns inward o form a
moulded neck. The capitals are either two- or three-sided.  There are
four more pillars, placed on a slightly upraised platform.  They have a
base with mouldings and recesses, developing into a squarish section
furtherup. Theshaft above is eight-sided with three bandsin the middle,
Above this there is 2 box-like design. Then the pillars become rounded
to support a circular member with sharp edges. On this is the huge
abacus which supports the three-sided capital The roof of the main
hall is flat. The portico can be entered from the north, east or the west,
It i5 76" by 16/, wnd opens into an antechamber that is 6' 11° in depth
and 8 7% in breadth. The dedicatory block of the shrine has a seulpture
of Gajalakshmi. On two sides of the door-frame are decorative pilasters,
The roof of the antechamber is now destroyed. The shrine is square

Main temple

Temple No, 2



53 THE ART AND ARCHITECTURE OF AIHOLE.

Temple No. 3

Main temple

in shape, 6" 10" by 6’ 10", with a lifga inside. Unfortunately, all the
walls of the shrine along with the roof have been destroyed.

Another temple of this group stands facing the east, The portico
is now destroyed. The main hall is entered by a flight of two steps,
newly made. The entrance door, which is very decorative, also seems
to be a later addition. On the lintel is a beautiful sculpture of Gaja-
lakshmi flanked by the osual elephants on the sides, The roof of the
hall is supported by fonr central pillars, two pillars of the antechamber

and two pilasters of the entrance door. It is supported further by eight

pilasters on the sides, which are now destroyed. The four central pillars,
which are very decorative, are placed on an elevated platform. The
first pillar on the left has a Kanarese inscription of seven lines, The
pillars have mouldings and recesses at the base. Further up, the latter

takes a squarish shape; The shaft above is fluted and has three hori-

zontal flat bands in the middle. Above this the shaft again becomes
squarish, only to develop a kalada-like member, which in tury supports
the big ciroular member with sharp edges.  Above this is the huge abacus
supporting the three-sided capital.  The hallis 15" 8" in breadth and 14" 107
in depth. The depth of the antechamber is 7. The shrine entrance
has two partially carved pilasters on the sides.  On the lintel is a figure
of Gajalakshmi.  The shrine is 4 square, 6’ by 6', and has a $ikhara of the
stepped pyramid variety but this is now partly broken.

MALLIKARJUNA GROUP OF TEMPLES

There are five temples in the Mallikirjuna group, The main temple
faces the east. There are three more temples on its north and north-east
facing east and the fifth facing the north.

The main temple, which stands lacing the east, has a portico, a main
hall, and a shrine (PL 50}, but the antechamber and the circumambulatory
passage are absent. The porch is entered through a flight of four steps

and is supporied by four pillars; these are square in section and have

beaded festoons issuing out of makara-muklias, In some of the lotus
medallions on the pillars, human figures have been carved.

‘The door of the main fiall is very décorative. On two sides of the
door-jambs have been carved amorous couples and Ndgas standing in
an attitucde of adoration.  On two sides of the door are pilasters support-
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ing an overhanging canopy, on which Chastya-arches have been carved.
On the lintel is a man-Garuda and above this canopy, in the centre, is
the figure of Ganeda. On the two sides are stylised lions. The breadth
of the porticois 7' 2" and its depth ¢’ 4°. The main hall is divided into
a central nave and two side aisles by two rows of pillars and pilasters.
The pillars are four in number, square in section, and have beaded festoons
issuing out of makara-mukhas. In the medallions above are carved
dancing figures, gods like Narasimha, Siva and Padma Nidhi, mifhuna
figures, lotuses, etc, The capitals are two-sided and moulded, On the
entablatures miniature temples have been carved, In the central nave
is a seated figure of Nandi facing the shrine.

On the shrine door below can be seen Ganga standing on & makara on
the right and Yamunf standing on a tortoise on the left, Ndva males
are also seen standing in an attitude of adoration. On the lintel is a
man-Garuda holding Naga tails in his two hands. The shrine is 7/
both in breadth and in depth.

The mof of the central nave of the main hall is flat, while that of the
side aisles is slanting. The dikhara shows both curvilinear and pyramidal
tendencies and has a kalasa on top, but with the fininl missing. A similar
sikhara is seen in the main temple of the Galagnath group.

Outside the Mallikirjuna temple, on the open ground, is a Matrika
slab.  Some of the Matrikas here are four-handed. They are all shawn
seated on high pedestals, and from left to right are: 1) Bra@hmi. She can
be easily recognised by her three heads: Two of her four hands are placed
on her two laps.  But the objects in these dre now destroyed.  The ob-
jects held in the other two hands arve also destroved. 2) Mahesvari,
She is also four-handed. In one right hand she holds a fr1éuda.  1n one
left hiand she holds an ankuda.  The other two hands are destroyed below
the elbows. Her legs are also destroved. 3) Kawmari., She holds a
danda in one right hand.  The object in the other hand is destroyed. She
is two-handed, 4) Vaishuari. She is four-handed. 1n one right hand
she holds a Wheel, in one left hand a Conch. Two hands are on the two
laps. 3) Vardhi. She is two-handed. She holds some weapon in the
right hand. She can be recognised by her boar face, 6) Aindri. She
18 two-handed. The objects in her two hands are destroyed. 7) Cha-
mundd. She can be recognised by her ugly face. Virabhadra and
Ganeda are absent.

Kare-gudi greatly resembles temple No. 2 in the Jyotidinga group
mplan.  Itstandsat the edge of the tank at Aihole, ona very high plinth,

Main hall

Matrika slab

Kare-gudi
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a flight of seven steps leading to the portico, The porch is supported by
sixteen pillars and on all four sides it is enclosed by kaksasanas. The
four cenfral pillars of the portico are on a Slightly elevated platform,
but all the pillars are similar in design to those in temple No. 2 in the
Jyotirlinga group. The porch is 12" 77 in breadth and 13" 2° in depth,
and has an anfardla and a garbhagriha, The antechamber is 6' 67 in
breadth and 4' 7%in deptl.  The lintel of the shrine door has a sculpture
of Gajalakshmi. On both sides of the shrine, which is 5’ 6* in breadth
and 6' 6" in depth, are carved figures of Siva acting as dvdrapale. The
sikhara of the shrine is of the stepped pyramid variety,

This temple is close to the Kare-gudi, on its left (Pl 51), The
porch of the temple has disappeared. The main hall is supported by four
pilasters of the side walls. It has an antechamber and a shrine. The
entrance door of the antechamber and of the shrine are both squat.
There is no sculpture on the lintel of the shrine door. The pillars of the
hall are similar to those of the Kire temple and Jyotirlinga temple No. 2.
There is no dikhara over the shrine.

VENIYAVAR GROUP OF TEMPLES

Another important group is the Venpivavar group of ten temples,
The main temple of this group stands with its entrance facing the south
(PL 52). Architecturally, the pasitioning of the main hall and the shrine
is in the east-west direction. The ardhamandupa, which leads to the
main hall, is supported by two pillars and two pilasters. The pillars
have a square base, then an octagonal member, (hen an inverted kalada-
kind form, above which is a square band and an inverted falafa form
and the foursided capital Opposite to this porch is a stombha in a
vety damaged condition

The entrance door to the main hall has a scalpture of Gajalakshmi
on the lintel. Sculptures are also found on the door-jambs.  On the two
sides are pilasters.  The roof of the main hall is supported by four central
pillars set in a square and ten pilasters on the fonr sides. The cﬁutral
pillars are all similar, Theé moilded base is square in section. The
upper part is squansh. Above is an octagonal member topped by
a sixteen-sided member. Further above, the pillar becomes more or
less round and has a crenlar band which narrows towards the neck
On this i= an @malaka-type member mlppﬂrliﬂg the four-sided capital.
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The hall is 13" in breadth and 6’ 5 in depth. The shrine door is
decorative with geometric patterns carved on the door-jambs. A number
of tiny sculptures are seen on the door-frame, with pilasters carved on
the two sides. On the lintel is a sculpture of Gajalakshmi flanked by
two elephants, and on the ceiling is 4 lotus. The shrine is 7" in breadth
and 8" 2" in deptlt and inside is a linga,

The moulded plinth of the temple is 2' 6" in height. On the
exterior of the temple walls are carved miniature temples separated
by pilasters. The &ikkara of the shrine is of the stepped pvramid

variety.

Another important temple in this group stands facing the east.
It has a portico, an antechamber and a shrine (PL' 53). The porch is
supported by [our céntral pillars all of one type. The base is square
i section and its lower part has monldings. The shaft above also has
a number of circular mouldings and narrows towards the neck. Above
is the usnal circular member with pointed edges.  Above this is the huge
square abacus supporting the four-sided capital. The sloping roof of
the porch is supported by eight pillars and two pilasters. These have
siuare bases, round shafts and two-sided capitals, The porch is 15° ¢°
in breadth and 15’ 11" in depth. The shrine door is decorative. On the
lintel is a figure of Gajalakshmi. The shrine is 2’ 3" in breadth and
in deptl. There is no linge or voui inside, The sikhara of the shrine is
now in ruins but from what remains it seems to have been of the stepped

pyramid variety,

MADDIN GROUP OF TEMPLES

This group is situated in the heart of the village, and consists of
four temples. The main temple, known locally as Maddin-gudi, stands
facing the north. Its general plan shows a mukhamandapa, a sabha-
mandapa opening into the antarilas of two subsidiary shrines on the east
and the west, an anfardle and the main shrine. Only one pillar of the
portico is now intact. The latter was originally supported by two pillars
and two pilasters. The extant pillar has a square base, arecess, a square
slab and then an octagonal member. The pillar then becomes roundish
and has another octagonal member with floral motifs carved on it.  Then
it again becomes roundish and supports an octagonal member above and
4 square slab. Again it becomes squarish, has another recess, then a

Temple No. 2
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Main hall

Subsidiary

thin square slab and a half-Ralada. Above the moulded neck is the
usual circular member with the edges blunted by 2 thin band. On top
af this is a thin abacus on which rests the three-sided capital,

On the lintel of the entrance door is the figure of Gajalakshmi flanked
by two elephants. The door-jamb is floral. On the two sides of the
door-frame are the usual pilasters.

The main hall is supported by four central pillars which are placed
on a slightly upraised platform. These pillars are obviously not made
of local stone.  The stone slabs used for these pillars have evidently come
from the Dharwar region. It is the green trap-rock of Dharwar, of the
polished variety (PL 54). The pillars have a monlded square base. The
shaft consists of a series of intricate mouldings right up to the neck.
Above is a roundish @malaka-type member. On top of this is the big
square abacus supporting the four-sided capital. The main hall is 16° 6*
m breadth and 16" 47 in depth, with a free standing sculpturdl slab in
it showing Siva dancing, holding a damarn in the right hand and a fridula
n the left.  Close by is a stylised lon. The main hall has two stone
grilles in the northern wall. The Nandi has been placed in the anferdl.
The antechamber is 6" in breadth and 4° 9" in depth. The entrance door
of the shrine is decorative and on the lintel is Gajalakshmi flanked by
two elephants. The shrine is 53° 10" in breadth and 6’ 10" in depth and
mside is a linga.

Subsidiary shrine on the east. The antardla of the shrine is 5" in
breadth and 6" in depth. The shrine door is decorative. On the lintel
is a erude sculpture of Gajalakshmi, as usual flanked by two elephants,
The shrine is 6" equare, There is no lifga inside.

Subsidiary shrine on the west. The antechamber of the shrine is
6’ 1% in breadth and 4' 11° in depth. The shrine entrance is decorative.
On the lintel is Gajalakshmi flanked by two elephants. The shrine
itzell 136" 1° square.

‘The &ikharas over all the three shrines are of the stepped pyramid
variety.

TRIAMBAKESVARA GROUP OF TEMPLES

There are five temples in this group (Pl. 55) situated in the heart of
the village. The main temple of this group stands on a very high plintlh,
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facing the south. It has a portico, a main hall, a shrine and two sub-
sidiary shrines on the east and the west. The portico is supported by
two pillars and two pilasters, The former are decorative, mainly square
n section. The lintel of the hall entrance has a figure of Gajalakshmi
The entrance door is decorative. The main hall is supported by four
central pillars arranged in a square and twelve pilasters set in the side
walls. The central pillars are of one type. The base, which is square in
section, is moulded. The shaft above is roundish and has a series of
mouldings, Below the neck is the usual circular member with sharp
edges. Above is the abacus supporting the four-sided capital.  The main
hall is 15' 6° by 15" 67, and has two tiny windows. The antechamber
is 6" 2% in breadth and 4" 6" in depth. The lintel of the shrine-door
has a sculpture of Gajalakshmi. The door itself is decarative, 4 Nandi
has been placed inside the shrine, which is #* 6" in breadth and 5° in
depth.

The dedicatory blocks of the two subsidiary shrines also have sculp-
tures of Gajalakshmi. There is nothing inside the shrines.

The sikharas over all the three shrinés are of the stepped pyramid
variety.

The Desayar temple is situated ina field owned by a Desai—that is
why it is known by this name—just a furlong to the west of the village,
The temple stands facing the east. At the entrance door is the figure of
Gajalakshmi flinked by the usual two elephants. The ground-plan
consists of a main hall, an antechamber and a shrine. The main hall is
supporied by four central pillars and these are similar in design to those
in the Rachi-gudi, Kare-gudi and temple No. 2 of the Jystitlinga group,
They are placed over an elaborately built and slightly raised platform.
The main hall is in the shape of a square. The entrance door of the
antechamber has a figure of Lakshmi carved on it, shown seated holding
a lotus in the right hand. The antechamber and the shrine are in
the shape of a square, Inside is a linge, There is a Nandi lying
in front of the main entrance. The dikkara over the shrine is of the

bhiimi-type,

Another important temple here is the Rachi-gudi (Pls. 56, 57).
It has a portico, a central hall opening into the main shrine, and two
subsidiary shrines on the cast and the west. The mukhamandapa is very
similar to that of temple No. 2 of the Jyotirlinga group and the Kire-
gudi. It has & moulded plinth about 40" in height. The portico is sup-
ported by four central pillars placed on a slightly raised platform. On

Main temple

Desayar
temple
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Main hall
and pillars

this platiorm, at thw centre, is placed a Nandi, seated facing the shrine.
The portico has high @Sunas on its three sides—the southern, eastern and
western.  On the outside, these kaksasanas, which slant outwards, have
Horal designs carved upon them. There is a sloping roof on the three
sides, namely, the southern, the eastern and the western, Tngress to the
portica is through three entrances on the south, the east and the west.

The pillars of the portico have a square base, which is moulded helow,
Theshaft uboveis first octagonal and then has roanded mouldings. Above,
it takes an inverted kaleda-form, with rounded mouldings on top. The
shaft narrows towards the neck and exhibits more rounded mouldings.
Aboye this is the usual circular member with the sharp edges stretching
out, topped by a big-abacus and the four-sided capital,

The pillars of the kaksdsanas are squat. There are eight of thess
pillars that support the beams of the portico.. There are eight more pik
lars, smaller in size, that also support the sloping roof. The pillars inside
the kaksdsanas have a base that is square in section. Above, {he shaft
is first octagonal in shape, and after a recess, again becomes octagonal.
Then there is another recess and it becomes octagonal again, Here it
shows floral motifs. Above are three more octagonal members, and
then an inverted kalada-like form. Further up.are a few more octagonal
members.  The shaft narrows towards the neck with two more octagonal
members aboye. Above this is the usnal circular membes, which here
takes an octagonal form and supports the three-sided capital. The pil-
lars that support the sloping roof have a base that is square in section,
The shaft is ronndish and has two-sided capitals. The portico is 17'
by 17’ in dimensions,

The entrance door of the hall is very decorative with a beantiful
scitlpture of Gajalakshmi on the lintel. On the door-jambs are carved
floral and geometric designs and on the two sides of the door are the usual
pilasters.  The main hall has two perforated windows with floral designs
on the southern wall

The main hall is small in dimensions. It is supported by four central
pillars, placed on a slightly raised platform, They have a square base
that is moulded below. The shaft above is first actagonal, then rounded,
with a circular band in the middle, Above is an dmalaka-like member.
On this is the abacus supporting the two-sided capital. The breadth
of the hall is 10" 4" and its depth 17° 7°. On the east and the west,
the hall leads to two antechambers of the subsidiary shrines. The en-
trance to the antechamber of the main shrine has latticed windows on the
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two sides. The door of the anfardla is very squat, being only 4" 2"
The antechamber is 6' 1° in breadth and 4’ 4" in depth. There is no
sculpture on the dedicatory block of the entrance door to the shrine but
inside the shrine is a Jiiga. Small openings have been made in the
eastern and western walls of the shrine, which is 6’ 6” in depth and 6" 3

in breadth. A lotus has been carved on the ceiling of the shrine. The
main shrine has a crude Sikhara of the stepped pyramid yariety. The
northern subsidiary shrine also has a fikhara of the sanie type. The
exterior walls of the shrines have carved miniature temples and niches
separated by pilasters.

CHARANTHI MATHA (JAIN GROUP OF TEMPLES)

The main temple of this group faces the north. It has a portico,
a main hall, an enfardla and a shrine and two subsidiary shrines on the
east and the west. The portico is supported by two pillars and two
pilasters, The former have a square base, a rounded shaft, the usual
circular member and the two-sided capital. The poreh is 7" 2" in breadth
and 16’ in depth. The entrance to the main hall has a sculpture of
Mahivira with two Yaksha attendants on the dedicatory block. The
two side pilasters of the door have ghata-pallava motifs carved upon them.
Huge flat stone slabs cover the roof of the portico,

The main hall is supported by four central pillars placed on a small
upraised platform and by twelve pilasters set inside the side walls.
A stone staircase is in the hall, and this leads to the rool above
The main hall is 17’ in breadth and 16° in depth. The central pillars
are set in a square. They have a moulded base that is square in section.
The shaft above shows a few rounded mouldings and then an inverted
kalada-like form. There are more rounded mouldings above and then
the usual circular member with the sharp edges. On top is the huge
abacus supporting the four-sided capital. The entrance door of the ante-
chamber shows a figure of Mahiivira seated on the lion-throne, accom-
panied by two chawri-bearer attendants. The door-jambs present
floral designs and a number of interesting tiny sculptures. On the two
sides are the nsual pilasters. The antechamber is 8' 3™ in breadth and
8 in depth. The shrine entrance also has a sculpture of Mahavira
seated on a lion-throne, accompanied by two attendants. Over his
head is a tripleumbrella and he is shown seated in the padmasana in
the dhydna-mudrd. The shrine is 7" in breadth and 4’ 5% in depth.

Shrines

Main temple
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There is a subsidiary shrine on the eastern side of the temple. It
consists of a partico supported by four pillars, an antechamber and a
shrine. On the dedicatory block of the antechamber is Mahfvira with
two chauri-bearer attendants, The other subsidiary shrine on the west
alse has a sculpture of Mahavira on the dedicatory block of the
antechamber, On the shrine entrance, on the lintel, is Mahavira, with a
triple-umbrella above his head. On his two sides are the chawri-bearer
attendants. The dikhara over the shrine is of the stepped pyramid
variety,

On the exterior walls of the shrine are earyed miniature temples
which are separated by pilasters.

These are actually two temples facing the south (PL 58) with a
common veranda, The veranda facade is supported by five very orna-
mental pillars and two pilasters. At the two ends of the veranda are
very decorative entrances leading to the sabhamandapas. Each of this
central mandapa is sapported by four central pillars set in a square.
The main hall leads to the shrine, The veranda is 36° it breadth and
6' 6" in depth

The temple on the left has a sculpture of Mahdvira carved
on the dedicatory block. This figure is placed inside an elabo-
rately carved temple, the roof of which is supported by six Yalis.
Above the lintel are a number of miniature Sikharas. Of these, five
are of the stepped pyramid variety and four of the curvilinear type.
On the top are carved a number of Jina figures flanked by a person
holding an &ikuda in one tight hand. a pa@de in the other
right hand, and another person holding a pdda in the left hand
and a chakra (?) in the nght. The door-jambs bhave floral
motifs and miniature human and animal figures carved npon
them. Yahis spring from the pilasters which decorate the door-
frame.

The main hall is 16 in breadth and 16" 67 in depth. 1t is supported
by four central pillars that are similar to those in the main temple of
this group. The shrine door has a figure of Mahavira on the dedicatory
biock, inside a miniature temple. Miniature dikkaras of the stepped
pyramid variety are also carved above the lintel, The door-jambs are
very decorative but there is no sculpture in the shrine itself which is
5" 7" in breadth and 5" in depth.

The adjoining temple is similar to this. The roof of the temple is
flat and is bullt up in a series of three courses,
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SOME TEMPLES ON THE MEGUTI HILL

One temple, situated on the Meguti hill, has a mukhamandapa, a
transverse anfardla and a squarish garbhagriha. The portico is supported
by four pillars which are square in section and are topped by four-
sided capitals. The entrance door that leads to the anfarala is plain,
The latter which is 20 in breadth has surprisingly no pillar support.
This has been made possible by the depth of the antarala which is only 7°.
The shrine door is ilso plain. There is an inscription in Kanarese of
one line on the door leading to the anfardla.

This tiny temple on the Meguti hill stands facing the west. It
has a pillared porch and a shrine. The former is entered through a flight
of four steps and is supported by two pillars and two pilasters, all of
which are square in section. The door leading to the shrine shows a
Chaifva-arch carved on the dedicatory block. Inside the shrine 1s a
tinga. The fikhara over the shrine is of the stepped pyramid variety,
In front of the porch, on a high pedestal, is a Nandi shrine,  [ts flat roof
is supported by four pillars that are square in section and have three-
sided capitals. '

Close to this temple is & small Jain cave temple with a tiny hall
and a shrine. The shrine door has some beautiful scroll-work, Inside
the shrine is a lon-throne.  The usual figure of Maliivira is now missing ;
however the triple-umbrella over his head is still intact. On two sides
are chauri-bearer attendants. ' :

This 15 an interesting Jain cave-temple on the hill of Meguti, facing
south-sast. Its general plan consists of a transverse yveranda, a central hall
opening into the main shrine in the back wall, and two side chambers, Its
huge transverse veranda measures 30 in breadth and 6° 4" in depth.
Ttx ceiling is supported by four pillars and two pilasters, all of which are
square in section, quite plain and with two-sided capitals, The veranda

ceiling is beautifully carved with Swastika designs, leaf motifs and lotuses,

Human figures are also seen issuing from makara-mukhas. On the extreme
right end is a beautiful sculpture of Gomatedvara, flanked by his sisters
Brihmi and Sundari. On the extreme left is Parévanatha, guarded by
his serpent friend Dharanendra.

The pillars of the side clhiambers and the shrine are similar, The
upper part of the base is squarish in section and has lotus medallions
and makaras carved upon it. The shaft above is fluted. [t narrows

temple

A Jain cave

Meena Basti
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Main hall

Main temple

as it ascends, Above i develops an octagonal section and then an
inverted kalasa-like form. On this is a square member topped by the
two-sided capital

The main hall has a huge central lotus, set inside a square, carved
on the ceiling. Four more lotuses are carved at the four corners of
the ceiling. The latter also has carved makaras, mermaids, fish, geese
etc. On the floor, in the centre, is a damaged lotus. On the back wall
of the hall are two dodrapales, guarding the main shrine. In the left
chamber are a number of interesting sculptures, with Mahivira in the
centre. On the back wall of the shrine, on a Hon-throne, is Mahavira
seated in the padmasana in the dhvana-mudrd.

RAMALINGAM GROUP OF TEMPLES

A few hundred yards away from the Galagnath group are the five
temples of the Ramalingam group, situated on the right bank of the river
Malaprabha. They are entered by a gate on the north side. They may
be assigned to the gth century A.D.

The main temple of the RAimalingam group shows a simple plan.
It has a central hall opening on the sides into two subsidiary shrines
on the south and the north, both with antechambers, The main hall
of the temple is supported by four central pillars placed on a slightly raised
platform, They are of one type only. The base is square in section,
The shaft is first a square, turns octagonal and then becomes rounded to
support the three-sided capital. The two pillars of the kaks@sanas have
a square base, an octagonal shaft and a two-sided capital. In the main

‘shrine is a linga. In the southern shrine is goddess Ashtabhuja and in the

northern oné is a linga, The dikhara is of the stepped pyramid variety.

YOGINARAYANA GROUP OF TEMPLES

The Yoginar&yana group of temples are four in number.  Two of {hpse
face the north, one faces the east and one the west. These Jain temples
are of later date and show Mahavira on their dedicatory blocks.  The pillars
are very decorative. The dikharas are of the stepped pyramid variety.
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re

In most of the later temples described above, Mahilakshmi is carved Mahalakshmi

on the dedicatory block of the hall entrance as also of the shrine entrance,
while in early Chalukya temples, it is the man-Garuda who is assigned this
place. This is indicative of the later construction of the former. These
temples were not carved during the time of the early Chilukyas of Badami,
but were most probably built in the time of the later Chalukyas of
Kalyani and of the Kalachuris who ruled for a short period in this terr-
tory. The presence of Mahalakshmi may be the result of the influence
of Basava and his disciple Channabasava. The chiel object of their
worship was the liga. The Lingdyats wore miniature /inges encased
in' small silver boxes round their necks. To them the Nandi was also
important, since Basava considered himself an incarnation of Nandi,
During the Kalachuri period, Sakta and Pasupata worship became popular
in the Kanarese country, as well as that of the feminine deities. The wor-
ship of Kollapur-Mahalakshmi had alsobecome very popular in the Karna-
taka country. ' Anample prasasti of Mahilakshmi is mentioned in a record
of A.p. 1040, in which she is said to have seventy tirthas consecrated to
her. (K. A. N. Sastri, The Early History of the Deccan, p. 441.) The
Vaikritika-Rahasya says: When you worship Mahilakshmi, then worship
Mahakali and Sarasvati, etc.' It is obyious, therefore, that the worship
of Mahalakshmi was associated with Sikta ritual. This would mean that
these later temples of Aihole were built in the 12th and 13th centuries.

All these later temples reveal a uniform pattern. The makhamandapa
is uniformly well-developed and most of these porticos are square in shape,
with the four central pillars placed on an upraised platform. The design-
ing of the mukhamandapas follows a stereotype principle. Many of these
have highly developed kaksdsanas where one can sit comfortably. The roofs
above these @sanas are always sloping, providing shelter for the porticoand
the devotees inside, The mukhamandapa usually leads toa sabhamandapa,
then an anfarala and a garbhagrika. The pradaksing is always absent,
Most of the spires of this period are of the stepped pyramid variety.
These temples are so different from those of the earlier period that they
ccan be easily marked out as belonging to a different period.

RAVANA-PHADI CAVE-TEMPLE

The Brahamanical cave-temple of Ravaya-Phadi (Pls. 59, 60)
is situated on a small hillock, close to the new Traveller’s Bungalow
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Date

and is a furlong away in the north-east direction from the Durga Temple.
A hoge monalithic fluted pillar with a square base is seen in front of
the cave. The amalaka-capital has now fallen but it is still lying close
by, This is a Suiva cave with a loose Nandi on a high platform outside
and a rock-cut linga inside the shirine. The ground-plan of the temple
(GP-17) shows a veranda-type hall, a side chamber, an antechamber of
rectangular shape and a rectangular shrine.

The Ravanpa-Phadi cave-temple is assignable to the latter hialf of the
seventh century A.D., when after an interval of thirteen years of Pallava
rule, the Chalukyas under Vikramaditya [ (a.p, 655-681) rallied to win
back Badami and the surrounding regions from the Pallava Narasiinha-
varman Mahamalla. Tn some viceregal grants, Vikramaditya T is
referred to as Parama-Mahe$vara.  The later Chalu kyas became Saivites
and shifted their activity to nearby Pattadkal, where they built temples
for Siva. The Saivite sculptures: of Ravana-Phadi would snggest
that it was excavated cither in the time of Vikramaditva 1 or a little
later. The veranda which opens into the antechamber has a big lotus
carved on ils Hoor right in the centre and it is 17" 5" in width and 13" 3"
in depth. The side chamber i5 2" 8" in depth and 7° 11* in width. In
this is carved a Dancing Siva with his consart Parvati and the Matrikas.
In the veranda-like sabhdmandapa are a number of sculptires—Ardhana-

risvara on the left of the entrance, Gangidhara-marti on the right, Siva
and Harhara on

the right side *

back wall and

Siva on the left E
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circles, are Vishgu on Garuda, a central lotus and Indra on Airdvata.
The antechamber leads to the rectangular shrine, 13° 11" in width and
10’ 8" in depth, containing a Linga.

Another rock-cut temple at Aibole is near the Meguti. . It is a two- Jain temple
storeyed Jain temple partly rock-cut and partly structural,






Part III
THE SCULPTURES OF AIHOLE

Sculpture is the national art of India. It hasa continuous tradition begin-
ning with Mohenjodaro in the third millennium s.c, At Aihole, the tradition
reaches a new height. Here again, the art of the sculptor is indigenous.
This does not mean that it is free of any outside influence. It does show
traces of the influence of the Deccan and the south and of the north, but it
is basically native. Its inspiration is local. It shows a beautiful blen-
ding of the earthly and the spiritual—it soars to great spinitual heights
without losing its earthly and sometimes sensuous qualities.

It is important to remember that here at Aihole, the sthapaka
has not lost his architectural perspective. The sculptures are not crowd-
ed, but are beautifully spaced, as they are beautifully carved. Some
of the earliest sculptures are {o be seen in the Konti-gudi group.

KONTI-GUDI GROUP

The temple facing east is the earliest of this group and is joined to the
one facing it by a pillared portico. Rectangular in plan, its facade is
supported by six pillars, all of which are square in section, squat in height
and have three-sided capitals. Divine and human personages adorn them
on the front. The north side pilaster, which is attached to the side wall,
has a couple carved on it. Though this is greatly damaged, it still retains
its grace and dignity. The male has his left hand on the shoulders
of his female companion, The woman responds by giving him a loving
caress. She has placed her right hand round him and entwines him.
Both of them are seen carrying some objects in their other hands, but
these have become indistinct with time, Both wear ornate mukufas
and kwndalas. Their lower garments have been damaged. Right in
the middle is a tree, with its foliage seen above. The front side pillar
is adomed with similar amorous couples on its east and north faces,
The one on the north side is damaged, but the couple on the east side

7
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Nrisimha

shows the male holding his consort’s right hand in his left. They are both
seen standing under a tree.  The second pillar from the right has a couple
in an extremely damaged condition. The third pillar probably shows
Siva as Tripurinataka. He is eight-handed. Tridila, chakra (?) and
dhanus are seen in the three surviving left hands. His right foot rests
on the ground while the left is upraised. He wears an omate mickula.
In spite of its damaged condition the sculpture has not lost its original
grace. The fourth pillar from the right has been newly built. The fifth
has the Npisimha panel carved om it. Nrisimha, the Man-Lion, is shown
in a standing pose with the demon Hiragyakagyapu on his thighs, The
former expresses great anger. He has pierced his lion-nails into the belly
of the demon whose head hangs in a helpless manner below. The two
right hands of Npsimha are broken. In one of his left hands is seen a
conch, while the other rests on the belly of the demon. He wears an
ornate mukula and necklace. The sixth pillar has a mutilated figure
of a Vaishpavite deity on its eastern side. Only one left hand holding
a conch can be seen. On its south side this pillar has a sculpture of Ardha-
nirisvara. This also is damaged, ArdhandriSvara wears a jalamukula

on the male side and a kirifa-mukufa on the female side.  The right top
hand holds a Naga, and the left top hand, a mirror.  The lower portion
is completely damaged. The pilaster attached to the south wall shows
a sculpture of Gajasuravadhamirti (7). The gajechdmara is seen held
at the top with the right and left hands. He wears a jald@-cum-kirita-
mukufa, and is in the atibhanga pose,

The pillars of the front corridor are four in number, the two in the
centre being elaborately carved. All the pillars are square in section
with square bases and semi-cirenlar bands above, There are vertical
bands above this. Further up is a box-like projection, then half medal-
Hons, and again vertical bands. These show lotus medallions, floral
mofifs and beaded festoons issuing from kirita-mukhas.

The pillars on the two sides of the shrine have dvdrapilas carved
on them. The dvidrapdla on the left pillar s four-handed, In the top
right hand he holds a paradu, the other right hand rests gracefully on
his right thigh; the top left hand holds a Ndza, the coils of which
can be seen entwining his arm. The elbow of the other left hand rests
on the mace. The dvarapala stands gracefully resting on the right foot,
with the left bent at the knee and placed behind the right. His head is

slightly inclined to the right, thus giving him an appearance of great
dignity. He is shown wearing an ornate mukula with the jalé hair
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falling onto his shoulders. He is adorned with sundalas, a pear] neckiace,
‘a pearl-yajnopaviia, armlets and wristlets. He is obvicusly Siva acting
a8 a dearapala. The dvarapala on the right pillar holds a fridila in his top
right hand ; the elbow of the other left hand rests very gracefully on top
of the mace, touching the pearl-vajnopavifa at the waist. In his top
1eft hand he holds a Né@eq, while the other rests on the waist.  He stands
with his weight on the left foot, the right bent and taken behind the left.
His entire posture is very dignified.

A seated figure of Gajalakshmi is carved in the centre of a beam,
flanked by two elephants on either side. They are shown pouring water
over her. Her lotus seat is carved below the beam. Here on either
side are lons issuing out of makera mouths, the hind legs of the lions
being in the months of the makaras. The former look ferocious and seem
eager to extricate themselves from the makara-mukhas.

The ceiling of the veranda-like mandapa forms three bays, in
transverse. fashion, in front of the shrine, Here in the second trans-
verse corridor, on three huge ceiling slabs resting on cross-beams,
are carved beantiful sculptures of Brahma, Umai-Mahedvara and
Narfiyana, Brahma on the left, Siva in the centre and Vishnu on the

right.

The three-headed Brahmd, with a beautiful smiling countenance,
is seated in the vama-lalitasana on a beautifully carved lotus seat (Pl 61),
The face is typically Chalukyan—oval-shaped, with bow-like eyebrows,
fish-like eyes, sharp but short nose, and full smiling lips. The two
profiles of Brahma are beautifully carved. They show the same smiling
countenance; the same handsome features. The three jafamukutas
of Brahma are carved with great care. He is very richly ornamented.
His phalaka-hira appears very rich and the pearl-yajnopavita and pearl-
kundalas look impressive. The figure is rather stocky. His four hands
are carved very naturally. Inone right hand he holds a pdsa, in the other
an aksamalé, One left hand has a kamandale, while the other is surpris-
ingly in the vara mudrd. Boon-giving was chbviously not considered the
function of the right hand alone. Even at Ellora, sometimes this lunc-
tion is performed by the left hand. His armiets are serpentine. His
lower garment is tied in a beautiful knot in the front. The two garland-
bearers standing on eitheér side are pow completely destroyed. The
figures of devotees seated below are also gone, leaving behind only their
hands to prove their original existence.

Gajalakshmi

Mandapa
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Uma-
Miahesvara

Narayana

The sculptured slab with the figure of Uma-Maheévara has been
fixed in the ceiling of the central bay (PL 6z.) Siva is seated with his
right foot pendant and resting on a smiling gana lying prostrate below..
Siva's head is inclined slightly to the right giving him a dignified
appearance: As a result of this inclination of the head, his jaf@mukufa
is also tilted to the right. In this is seen a simha-mukka. Siva is
four-handed. 1In the top right hand he holds a frifila-dhvaja, while
in the other he holds a serpent. Another serpent can be seen in his
top left hand; the other left hand is more fruitfully engaged. It
goes round Umé, who is seated on his left lap rather uncomlortably
and precariously, to rest on her left shoulder and arm. Her right hand
rests on Siva's lap, while the left foot is placed on a smiling gana lying
down in a prone (?) position, Both Siva and Parvati (Umi) wear mani-
yajnopavitas and are tichly omamented, Their faces are partially de-
faced, especially that of Parvati.  On two sides of Uma-Mahesvara are
dwarf Vidvadharas holding garlands., Below Siva is the skeletal figure
of Kala. A young boy is seen on the left in a standing position ; he may
be Kumara. The horns and ears of Napdi, the vehicle of Siva, are seen
on the right of Siva.  The rest of his figure is completely destroyed. Pro-
bably the mutilated part of the sculpture also contained a figure of
Ganesa who Is uspally represented in such panels,

The third bay has a sculpture of Nariyana on Ananta (PL 63).
This s rather awkwardly executed perhaps because the artist was in
two minds. He was obvionsly aiming at both horizontality and verti-
cality at the same time. The entire arrangement of the various figures
in the panel reveals this desire of the artist and in the process, Nardyaga
looks neither as if standing up nor lying down. Anyway, he is shown
reclining on Adisesha, who is obviously happy at carrying such a distin-
guished burden. Hﬁrﬁ,}'m's face is flat and oval, with sharp features and
a fleeting smile on the face. His head rests on one left hand, while the
other remains below,  One right hand is bent at the elbow and placed near
the hioods of Adisesha. The other is at the side. Nardyana is richly orna-
mented with a mani-vafmopavita, an ekdvali and a phalafahara. The udara-
bandha 1s of pearls. Of the four cognizances of Nariyana, the Wheel is
seen above near his head. next to which is a sword. The Sankha is
seen below, in between the hioods of Ananta and the head of a bearded
sage. An attendant is carved near the feet of Nardyana flourishing
mices in his two hands, but he has to be seen from a vertical position.
Sa also the man-Garuda, his vehicle, who is seated near his feet, with his
two hands in the namaskira muwdra. Above Gamda is a curly-haired
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dwarf carrving a lotus. Above him is a female figure holding flowers.
Below Narayaga is another female figure holding a lotus flower in her
left hand, and a male figure probably carrying flowers. Lakshmi js
surprisingly absent. Normally, in such a panel, she is shown either near
his feet, pressing them, or near his head.

On the exterior of the north wall of the shrine is fixed a sculpture
of Vishmi, standing erect. with attendant figures on either side
of iim. He wears a kirifa-mukuta (Pl 64) and in the upper right hand
carries a lotus. The object in the other right hand, near the waist, is
very indistinct. In the upper left hand is a conch, while the other left
hand is akimbo. The attendant figures are badly damaged.

On the south wall of the shrine, on the exterior side, is an eight-
handed image of Siva dancing in atibhanga (PL 65). The disfigured Twndu
below his feet suggests that he may be dancing the Tandava. The top
right hand carries a ghanfa (bell), the lower, some musical instrument,
the next is in some meedra that cannot be made out as the hand Is partially
broken. The next carries a tridila. Siva's left top hand holds a Niga,
next an indistinct object, the next is broken but shows some mudra,
while the bottom one rests on the thigh of the bent foot.  Siva’s favourite
vehicle Nandi is seen on the right of him but only the head can be seen.
In between the feet of Siva is the skeletal figure of Kila (7). Parvati
is seated at the extreme left corner, an interested spectator.

~ The sculptures on the pillar here are mostly in a damaged condition.
On the outside of the front pillar is carved a figure of Vishgu, He is
four-handed and has his personal attributes. The same piilar, on the
‘south face, has a seulpture of Uma-Mahesvara. They aré both seated
ina joyful mood. A dwarfis carved on the east face of the pillar, leaning
on an elongated jar. Another facade pillar has an unfinished image of
Siirya with lotuses in his two hands. Two unfinished figures are on
either side of him and they may be Ushi and Pratyusha, Onits north face,
this pillar has the sculpture of Nrisimha killing the demon Hirapya-
kadyapu, The formeér has torn open the abdomen of the demon with
his nails. His two upper hands hold his personal attributes.

The pilaster on the left of the shrine has mutilated figures on the
front and north sides, while on the south side, has an image of Mahishisur-
mardini killing the demon Mahisha. Mahish&'s head is in human form
while the rest of the body is that of a buffalo. The goddess has four

Siva

Temple No. 2

Pilaster
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Ceutral bay

Celling slab

hands. The upper right hand carries a chakra, while with the lower right
hand she pierces the body of the demon with the friéfilu. The upper
left hand carries a dankia, while the lower is placed on her lion vehicle.
The pilaster on the right of the shrine has on its north side a four-handed
sculpture of Ganefa, seated with the right leg pendant.

The ceiling of the central bay has an Ashtadikpdala-pata. The ceiling
slab is divided into nine square compartments, In the centre i5 a sculp-
ture of three-faced Brahma, seated in the padmdsana, on a lotus seat,
flanked by standing devotees. He holds an akshamdla in one right
hand and a Ramandalu in one left hand. The objects in the other two
hands are indistinct, On the right of Brahmd is Agni on a ram, holding
a lotus in the right hand. while the left one is upraised. On Brahma's
left is Yama on a bufialo, holding a lotus in the right hand, with the Ieft
hand upraised. Below Brahmil, in the central compartment, is Indra on
Airdvate. On his left is Knbera on a horse, [&@na is séen on the right
hand, the other right being in abhaye as required in the Sritattvanidhi
text. In one left hand he carries a cobra, while the other rests on the
back of a bull. The other three panels are badly damaged and no sculp-
tures can, therefore, be identified. It is obvious that this panel, showing
the Eight Guardians of the Quarters, was executed at a time when their
positions had not become fixed. According to the texts, Indra guards
{he Eastern Quarter, Varuna the Western, Kubera the Northern and
Yama the Southern. Agni guards the South-Eastern Quarter, Niruti
the Sonth-Western, while Viyu guards the North-Western and [éana
the North-Eastern Quarter. In the central panel shounld have been
carved a figure of Siva or Vishuu, but here, in the central panel, they
have been replaced by Brahma. Yama has lefi his position in the South
and occupies the Northern Quarter. Agni has left lus South-Eastern
Quarter and usurped Yama's place. Kubera has deserted his
Northern Quarter and gone to the North-Eastern Quarter of I4ana.
The latter has left his Quarter to occupy the Quarter of Agni. This
can only mean than whon these temples were built the Vastuddstre and
Silpasdstra traditions had not yet been set or crystallised.  This is indi-
cative of the early construction of these groups of temples at Aihole.

The ceiling slab of Huchehimalli-gudi confirms the belief that icono-
graphic tradition was yet in a process of evolution. In this temple,
the ceiling slab of the antechamber is divided into nine square compart-
ments. At the four comers are lotuses. The central square also has
a lotus.  On the south is Vishon on Garuda in place of Yama on a buffalo.
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On the north, Brahma on a goose replaces Kubera on a horse. Varuna
is displaced by Siva on Nandi in the Western Quarter, Only Indra on
Airiivata keeps his place, the Eastern Quarter.

LAD KHAN

The pillars of the Lad Khan portico have some interesting sculptures
carved on them, many of them being amorous couples, The eastern
face of the pillar on the left of the entrance has one such couple engaged
in love-play under a shady tree. The posture of the female is striking,
as she stands resting on her left foot, while the right is bent at the knee
and thrown back behind the left foot. From the waist upwards she reclines
heavily on her spouse. She has balanced herself by resting her left
hand on her own lower garment, while the right hand is placed on the
chest and waist of her lover. The leftward bend of the body is balan-
ced by the slight inclination of the head to the right, and this lends
great charm to her figure. Her face shows traces of a beautiful
fleeting smile. Her spouse stands ecrect. Considering her weight
this must be considered a creditable performance! With the left
hand he has drawn her close to him, while with the right he lends
support by holding her right hand. His face reveals his great pleasure
(Pls. 66, 67).

The left side pillar has a sculpture of Yamuna standing on a tor-
toise (PL 68). She appears stocky as she stands with her weight on her
left foot, giving the impression of heaviness. She has two dwarf female
attendants on either side of her and on two sides above are flying male
figures. The pillar on the right of the entrance has an amorous couple,
but the female figure is now completely obliterated.

On another pillar is séen a couple in a loving embrace. Both the
partners are apparently in a very amorous mood. The female has en-
twined her spouse with both her arms, resting her head happily on his
shoulder. Naturally, the spouse beams happily at her,

The female partner on another pillar obvionsly has less initiative.
She has, however, made a promising start, and has placed her right hand
on the shoulder of her spouse, making him happy in the process. His
left hand is on her shoulder. They both stand under the protective
shade of a tree (Pl 6q).

Pillars

Yamuna

couples
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Single figures

The female partner on another pillar is more gober. She stands
resting on her right foot, with the left bent and taken behind. Her
spouse looks happy and has placed his left hand on her shoulder, holding
her right hand in the process [Pl 70). :

An interesting sculpturc here is that of a Brahmachérin in the
company of a young female, carved on the southern face of the pillar
at the extreme left (PL 71). There is nothing wrong with the young
woman, excepting her donkey-face! The Brahmachiirin has his left hand
upraised, in which he holds a kamandalu, as if to strike the young
woman, The young lady seems to be trying to repulse his attack by
holding his upraised left hand. Above them can be fesn a banana tree.

A beautiful amorous couple is carved inside a half medallion (PL 72).
This time, the male is seen taking the initiative. The lady is seated
leaning backwards on her left hand. The male partner approaches her
from behind and has beat down to caress his spouse. He has placed his
left hand on her left shonlder, her right is on her right shoulder. He has
brought his face elose to hers, and the lady responds willingly by lifting
up hier face and holding her spouse close to her face by his hair.

In ancther medallion can be seen a young lady in a very amorous
mood. She has bent her body at three places in the tribhanga mode.
Her amorous posture has attracted the attention of a female dwarf who
looks up in surprise, Unfortunately, the young lady has no one to
make love fo, except a monkey on her left (Pl 73).

In another medallion is carved a vigorous young male, playing
with a Jong cobra, Aunother young man, seated in an awkward position,
holding two eobras is seen in another medallion.  Another half-medallion
depicts a couple accompinied by two dwarfs on either side.

One of the portico pillars has an unusual scalpture of Brahma.
It is carved on the southern face of the third pillar of the extreme right
row of pillars. He has only one face, In two of his four hands, how-
ever, he holds a lotus and a kamandals and in the second right hand an
akshamala. Thisconfirms his identification. Another striking peculiarity
about this Brahma is his lower garment which looks like an @irdhvalinga
{PL 74). Brahma is accompanied by two ladies, probably his consorts
Sarasvafi and Savitri. The one on the right is perhaps Sarasvati. She
is seated rather awkwardly, with the left foot pendant and the right
folded. The elbow of her upraised arm right rests on the knee of her
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TARABASAPPA TEMPLE

right leg. Her face is turned upwards. Her left hand is on the nght
thigh of Brahma, Bralima's consort on the left is also seated awkwardly,
holding what looks like a ghee-pot for her Lord and looking up towards
him. This erude sculpture of Brahma, with one face, and his two indis-
tinguishable female companions, would indicate the fact that icono-
graphic tradition had not yet properly evolved. This will be seen
repeatedly at Aihole, supporting ifs carly dating.

The Varaha-lanchhana of the Chilukyas is beauntifully carved in
a medallion on & pillar, [f shows a boar, a lamp, a wheel, and a conch.
This is carved on the pillar on the right of the entrance to the portico,
on its western face.

The dvaragalas of the shrine are not good enough to attract much
notice.

TARABASAPPA TEMPLE

The Chalukyas of Badami worshipped the Saptamatrikas, all their
inscriptions making reference to them. For instance, Pufranam sapta
10(10) Ra-malribhis-Sapla-malribhik abhivarddhitanam abhivarddlitanam
Karttikeyapari-rakshana-prapata.. . . (Copper-plate Grant of Pulakein I,
dated Saka 411 (A-D. 48¢-90). It is not surprising, therefore, that in
their temples at Aihaole, the Mitrikas should play an important role in
the sculptural themes. The best example is provided by Ravana-
Phadi where they are seen standing in the left chamber of the mandapa.
Timbasappﬁ has a loose slab on which the Matrika panel is carved
(Pl 73). A similar slab is found in the Huchchimalli temple. The seven
Mitrikas are flanked by Siva on the right and Ganeéa on the left, their
vehicles carved below on the pedestal. Beginning from the right, Siva
is seen first, seated in the ardha-paryankasana, with his left hand resting
on his left lap and his right hand holding a roughly hewn paresn. His
vehicle Nandi is carved below on his left. Next to him is Briahmi, who
can be recognized by her three roughly carved faces. Mahefvari who
is'seated next to her has her right foot pendant. She is easily recognized
by her bull vehicle, which is seen on the left of her. She is also seated
with the right foot pendant. The face of the next Miatrika is damaged,
but from the visible ontlines, she may be Varahi. Below her is carved
& tough figure of a boar. Aindsd, seated next to her in the sapya-lali-
lasang, can be easily recognized by the elepbant carved below her,

Varaha-
lanchhana

B1
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Suarva

Chamundi is also seated in the sgvya-lelif@sana next to her. She is
flanked by Ganesa on her Ieft who is seated in the ardhaparynfd:ana-

Inside the sabhamandupa is a loose sculpture of Mahishdsurmardini
carved on a stone slab (Pl 70), The goddess is shown using only two
of her four hands for destroving the buffalo-demon: Her posture gives
the impression of great dynamism and force. However, she seems
to be exerting all her strength without any visible effort, standing with
hier left foot bent and resting on the back of the buffalo-demon, pressing
him down with great force. The entire weight of her lithe body seems
to weigh the demon down into the earth.  With her lower left hand she
holds the month of the demon, turning it up towards her and exposing
his meck fully. With the upraised righl hand, she drives her long
trigila into his exposed neck.  While the demon is held mercilessly, hey
lower right hand, holding a big sword, is getting ready to cut off the
head of the buffalo-demon. The upper left hand is folded and upraised
only to give balanca to the figure- In this hand the goddess holds a
ghantd. Her entire posture is full of grace and serenity and her face
reveals a charming smile, The violent act in which she is engaged has
obviously not disturbed her, Evil has to be destroyed and the world
made safe for Good. She is performing a sacred duty and is obviously
happy that she is doing it. The entire sculpture is full of great force,
dynamic energy and graceful dignity, The slightly inclined head of the
goddess and the beautiful smile on her face imparts to her majesty and
serenity. The Chalukya artist is seen at his best here, this in spite of
the fact that the sculpture is now partiaily defaced.

NARAYAN TEMPLE

In the shrine of the Nariyan temple is a finely carved sculpture of
Strya (PL 77). This temple may, therefore, be legitimately termed
Strya-Nirdvan temple. Sculptures of the Sun-god are rare but the
one in this temple is one of the finest of its kind. Surya stands erect in
graceful dignity on a pedestal on which is carved a tiny chariot, driven
by seven horses and his charioteer Arupa, holding lotuses in his two
hands. The wheels of the chariot and the horses can be clearly seen.
Strya here does not wear shoes. It is obvious that this sculpture was
carved at a period when the Silpaddsira tradition and the Puranic legend
regarding him had not yet fully erystallised. Later works declared that
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if Stirya were portrayed without his shoes; the sculptor carving him thus
would confract leprosy. Sirya here is very nchly ormmamented. His
strikingly rich necklace along with the pearl kanfha, the many-stringed
pearl-yajnopavita, and the pearl-2emarapatfa, the pearl anklets and the
very decorative Faranda-mukuta attract attention. The face is typically
Chalukvan. The black polished stone used for this sculpture was specially
chosen for its very pliant quality. The chisel of the sculptor has created
& beautifully modulated and well-proportioned figure, so that in spite
of the heavy omamentation, Surya still retains his spirituality, On
his two sides he is flanked by Usha and Pratytshi. It must not be for-
gotten that in the Hindu tradition, Siirya is one of the Navagrakas.
He must, therefore, be accompanied by the other eight Grafas. Of
course, the iconographic tradition as it developed did not require this.
But the Chilukya artist knew this Vedic tradition and therefore sculpted
the Ashlagrahas Soma, Guru, Sukra, Budha, Mangala, Rahu, Ketu and
Sani on the decorative slab behind him.

HUCHCHAPPAYYA-GUDI

On the parapet wall of the entrance to the temple are carved the
two Nidhss. The pot-bellied Padma Nidhi is on the left of the entrance,
seated in ardhaparyenkisana (Pl 98). His face is defaced. In his
right hand he holds a lotus while the left rests on his left lap. He wears
a rich necklace and a pearl-yajnopavita, as well as the other usual orna-
ments. The pot-bellied figure of Saikha Nidhi is seated on the right
of the entrance, also in erdhapervankdsana (Pl 79). His face 1s defaced
and the conch in the right hand has disappeared along with the hand.
The right foot is also destroyed, but the left hand still rests on his
left lap.

There is an interesting couple on the pillar left of the entrance.

It shows an elderly person with a long flowing beard and flowing mous-

tache in the company of a young girl with a donkey face (Plate 8a),
The man has curly hair and looks like a Chinese mandarin.  His beard
and curled moustache are both carefully trimmed and shaped. He is
obviously fond of the young woman for he has placed his left arm around
her waist and she responds by placing her right hand round his neck and
shoulders. I is difficult to make out what the artist or the sthapaka
had in mind when he created this couple. Probably he wanted to say

83
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Siva as
dvarapala

couple

Siva dancing

that at that age any young woman looks good to a man! The diieti of the
male fignre falls into horizontal folds and shows a long kacchha in front.

A similar sculpture is carved on the right of the éntrance. Here the
donkey-faced young lady is on the left and the bearded man on the right
as one faces the panel. The face of the man is partially defaced, giving
him, with his flowing beard and moustaches, the appearance of a donkey
The lady has her left arm around his neck and on his shoulders, while
he has placed his right hand on her waist:

On the pilaster, right of the entrance, is Siva, acting as dvdrapala
{PL 81). He stands resting on his left foot, with the right entwined
round his mace that rests on the ground below, One of his two right
hands lie on the mace. The uppér right hand is seen above, but the
object in it is now destroyed. One left hand rests gracefully on the waist,
while the other left hand holds a tiny parasu on two fingers.  Siva is very
richly ornamented. The most interesting thing, however, Is his yejio-
pavita. It is made of flowers, that is, it is a puspa-vajnopavita. One
important characteristic of Chalukya sculpture seems to be the yajne-
pavita. This was normally made of cotton or silk thread. The Chalukya
sthapaka, however, preferred to use pearls or flowers. This probably
reflects a practice current at the time, indicating an era of economic pros-
perity, brought in by Chalukya conquests under Kirtivarman and Mari-
galesa. Siva here wears a rich phalaka-hira, decorative armlets, a rich
belly-band and other ornaments. The other very striking ornament s
thearmlet. [t hasa kirtimukia carved on it and this is rather mteresting.
This dvdrapdla is impressive in many respects, giving an impression of
strength and creating an atmosphere of security.

The pilaster on the left of the entrance door has another figure of
Siva as dvdrapila. He stands gracefully balanced on the right foot,
while the left leg 15 bent at the knee and thrown behind the right leg.
In one right hand he holds a fridila, while the other rests on his waist.
He holds a cobra in one left hand, the other resting on his mace and on
the waist. He also wears a pugpa-yajnopaviia, similar to the one worn
by the other dvdrapala, described above, as well as a Airfimukha armliet.

The south side of this pilaster has a badly carved amorous couple.
On the northern side of this pilaster is a Kanarese inscription of four
lines.

The ceiling of the portico has a beautiful sculpture of Siva dancing
with great verve (PL 82). He is in afibhaiga. His right leg is bent at
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the knee and lifted as for a dance step. His left is also bent at the knee.
This is a very graceful stance. The disposition of his eight hands has
been done with great skill, The lowest right hand is turned with con-
siderable grace to theright. Thismovement of theright handis balanced
by the movement of one left hand that curves in the opposite direction
torest on the waist. Theupper right hand bends at the elbow and swerves
back towards the face, dangling a bell. A left hand, which is partly
destroyed, provides the necessary balance. One right hand moves
gracefully to the right and makes a mudrd. A left hand is thrown in
the opposite direction, holding an ankuda-dikvaja. One right hand
bends at the elbow and swerves below, holding a cobra. Even the
latter fits into the general scheme. A left hand makes a balanced move-
ment downwards to hold a pdafe. It is a great credit to the Chalukya
artist that he has combined balance and poise with a suggestion of move-
ment. The body of Siva is perfectly proportioned ; the multiple hands
fit into his system so naturally. His handsome face, which is thrown
back with graceful dignity, lends great charm to the figure. Siva's
body pulsates with life and exudes an atmosphere of spinituality. It
has rhythm and grace. This is truly a masterpiece of Chilukya art. Such
wonderful balance and harmony is not easily achieved. The figure of Pir-
vatl, who stands on his left, has grace and dignity, in keeping with the
general atmosphere. She is an entranced spectator. She stands reclin-
ing on the left foot, with the right slightly bent. Her oval face with
sharp features, her full breasts and small waist, lend her great physical
charm. On her waist is a child, probably Kumira. Her right hand
rests on a female dwarf who seerns to find the weight unsupportable. A
dwarf is also seen near the feet of Parvati. Bhringi or Kala (?) is near
the foet of Siva, while a musician, beating a mridanga, is on the right of
Iim. Above is Gapesa in a standing posture.

A number of interesting sculptures, small in size, are carved on the
eritablatures of the hall. On the left. as one enters, is seen a richly carved
entablature, with geometric designs and dwarfs in extremely funny poses
and playful moods. Above, in the centre, is a small-sized Vardha.
His stance is very forceful, standing as he is in the dlidhasana.. One of
his right hands is placed on his posteriors, while the other holds a Chakra,
Prithvi is seated on his left hand. On the right, on the entablature
opposite, is a sculpture of Nrisimha (PL 83). The dwarfs below are
beautifully carved and are shown in a variety of playful moods. Nri-
simha has two of his hands upraised. Hiranvakasyapu is shown trying
to flee in terror.

Entablatures
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On another beam of the hall entablature is a sculpture of Maha-
lakshmi, seated in the paryaikdsana. On two sides of her are beauti-
fully carved elephants holding water-pots in their tranks and pouring
water over her head. On two sides of Mahilakshmi are Yalis mounted
by dwarfs. Just above is a large full-blown lotas in a square panel.

On the beam that rests on the two pillars of the hall is carved a
beautiful dancing Siva. On this beam, from inside, are carved the fol-
lowing Dikpalas * 1) north-east corner, I$dna on Nandi ; 2) east, Indra
on Atrdvata ; 3) Kubera on borse (7).

On another beam are seen the following Dikpdlas : 1) north, Agni
on ram; 2) south, Yama on buffalo; 3) north-west comer, Viyu on
stag. Half of the beam on which Vayn is carved is now destroyed. It
may have carried the eighth Dikpala, Varuga.

Here Kubera has changed his place  His posititat in the north has
been taken by Agni who has left his south-west corner. In this panel,
again, Siva appears as a Dikpala, near the shrine entrance.  [n one right
hand he holds a fridila, while the other rests on the right Tap and the mace.
He holds a cobra in the left upper hand, the other resting on his left lap.
He wears a pearl-yapnopavita.

On either side of the shrine doorway, on the north and south walls, are
fixed the sculptured slabs of Ganesa and Mahishisurmardini, over which are
miniature Chaitya-arch decorations. Inside these arches are smiling human
faces looking out.  Ganesa with four hands is en left of the shrine entrance,

seated with the leftleg pendant. The object in one right hand is indistinct,

while the other lies on the right lap.  One left hand holds a parasu, while
in the other he holds his favourite dish of Juddus in a drona-patre. His
trunk is turned to the left. This sculpture is very crudely executed.

Opposite to him, on the right of the shrine entrance is the sculptured
slab of Mahishfsurmardini with four hands (Pl 84). She is partially
defaced. The buffalo-demon here appears big and forbidding. The
goddess is of course not afraid.  With one left hand, whicl is now broken,
she lifts his face upward to expose his neck. With one foreeful move-
ment of another right hand, she plants the long brifile into his neck.
While tne left hand holds a conch, the object in one right hand cannot
be identified as it has become indistinct with age.

The shrine entrance is guarded by two dvdrapales. On the left
of the entrance is seep Siva acting as a drdrapale, His peculiar pose
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gives him moyement and grace. While his body above the waist faces
the visitor and is static, the part below the waist shows movement
as he turns himself to the-right, lifting his right leg to rest on the mace
on his left, holding this turned leg in position with his left hand. The
object in his right upper hand is broken, while the other is in the kalaka-
sithakarna mudr@.  In one left hand he is shown carrying flowers, which
is rather unusual.  Probably the flowers are for the deity of the shrine.
He wears a highly decorative mukufa, a pearl-yajnopavita, Rirti mukha
armlets, and the other usual ornaments.

Tlie other dvdrapala stands majestically on the right of the entrance,
With such a forbidding guardian, one need be afraid of no one! He
stands in quiet dignity, balanced on the left foot, with the right bent
and turned to cross the left (P1, 85). One right and one left hand rest on
the waist. One right hand carries a frifile lightly on two fingers,
swhile the other left hand holds a cobra. His figure is well proportioned
and the multiple hands look natural. His face is calm and serene, the
entire stance and posture being dignified. Siva here wears a high jafa-
miekuta, which considering his imposing height, seems of the right size.
The big mace on his right is used for support. He also wears a pearl-
vapnopavita and kirtimukha armlets.  The lower garment is shown hanging
below om the sides.

Close by is @ sculptured slab also showing Siva as dvarapala (PL 86).
He has a very graceful stance as he stands resting on the right foot that
heavily rests on his bigmace forsupport,  His dvibhaiga posture heightens
his charm. One right hand holds a cobra, which has entwined the forearm
of Siva. The other right hand rests on the mace. One left hand holds
cither a frigila or a parasu, while the other left hand is broken. Though the
face of Siva is partly defaced, the sculpture has not lost its origimal charm.

In the back wall of the shrine, on the exterior and inside a niche,
is a sculptured slab of Nrisimha destroying HirapyakaSyapu (PL 87).
Npisimha is shown neither seated nor standing. - In one right hand he
carries 2 Wheel and in one left hand, a conch,  With one right and one left
hand, he has torn open the belly of Hiranyakafyapu who is seen lying
helplessly on his lap, his hands hanging below. In the left hand Nipsimha
holds @ shield and in the right a mace. This is very peculiar because
traditionally he should carry a sword in one hand. Probably this was
becanse iconographic tradition had not yet become set.

Nrisimha

87

On the exteriorsouthwall of the shrine, inside.a niche, is a badly dam- Gajasurava-
aged six-handed figure of Gajasuravadhamurti, trampling upon Apsaméra.  dhamarti
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HUCHCHAPPAYYA MATHA

This temple stands facing the east and is a simple structure with
a plain roof without any #ikhara. The central hall is suppoerted by six
pillars and two pilasters, the four central pillars making a rectangle,
11" 3" in breadth and 10" 8" in depth. In this rectangle is a Nandi,
seated facing the shrine, which is 7° 2" in breadth and ¢ in depth. The
entrance door of the latter has a man-Garuda carved on the lintel. In-
side the shrine is a lings. From the ground-plan of the temple it may
be assigned to the third or fourth decade of the Gth century A.p.

A number of sculptures are carved on the facade of the temple. On
either side of the entrance door are seen female figures standing under
trees. The one on the right stands resting on the right foot, with the
upper part of her body slightly inclined to the right (Pl 858). The head
also is tilted in the same direction. She is rather heavily proportioned.
Her right forearm s broken, while the left rests on the head of a female
dwarf standing on the left of her. In her crown can be seen a large
flower. A similar figure is carved on the left of the entrance (Pl, 8q),
She is also rather heavy in build and stands with her right hand on the
head of a dwarf on her right.  She is, however, a little more elegant than
the other. A monkey is seen on her left.  Her left hand holds a flower
and her crown is decorative.

On the facade of the temple is carved a familiar couple. It is a
young lady with a donkey-face making love to a willing Sramachdrin
(PL go). She holds him firmly, her left hand going round the neck and
resting on his shoulder. With her right hand she is holding his right
hand firmly. The Bramachdrin looks willing enough. His right hand
rests on the thigh, wihile the left hand, which is on his chest, holds a
nasary

Another couple here appears to be very much in love (PL g1). This
sculpture is carved on the pillar at the extreme right end of the facade,
on itd northern face. The young woman is obviously bold, She has
placed her right hand round her lover's shoulder and has pressed herself
close to him. Her right breast is against his chest. The Jeft hand
travels in between her breasts to untie the knot of his lower garment.
The young man has drawn her close to him with his 16t hand, while his
right hand is on his chest, close to Lier breast.

The couple carved on the facade right of the entrance is very inte-
resting (PL g2}, The male has a bangle in his right hand, which he is
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placing on his bride's hand, his left hand holding her right hand. The
young lady here seems to be in a very sober mood. She stands almost
erect, with her left hand hanging loosely by her side, the right placed in
the hand of her spouse. She has a good figure. The male has great
dignity, grace and poize, He stands with his weight on the right foot,
with the left slightly bent. The head is slightly tilted to the right as
he gets ready to put on the bangle.

A very happy young couple is carved on the facade, at the extreme
right end (Pl 93). The male stands balanced on the right foot, with
the left leg slightly bent. He has his left hand on the shoulder of his
spouse, while with the right he holds her right hand, which touches lus
thigh. The lower garment shows horizontal folds. His smiling coun-
tenance tells of his happiness. The female partner shows more move-
ment ; she is obviously moving towards him. Her left foot touches the
left foot of her spouse, while the left, which is seen behind, is poised
for a forward step. Her left hand rests gracefully on her waist. Her
well-proportioned body and handsome smiling face lend her great charm
and vivacity.

A very amorous couple (Pl g4} is carved on the eastern face of a pillar
of the facade. The most striking feature of the sculpture is the extremely
awkward position of the head of the male. It looks as if it has come off
its joint. The lady here is very willing. She has placed both her hands
on the crown of lier spouse. Probably she is trying to fix his dislocated
head! In spite of the awkward position of the head, he has taken her
close to himself with his left hand, which is seen on her back. With
the right he has lifted her left leg right up to his waist, making her support
her body on her right leg. Her breast, which is larger than life-size is
pressed against his chest.  Her face is slightly damaged.

A ceiling slab in the hall has a sculpture of Brahma, accompanied by
rishis. The three-faced Brahma is seated on an ugly goose (hamsa)
which is on a double-petalled lotus.  In the lower right hand Brahmi
carries an akshamald, in the lower left hand, a kamandalu. In the upper
right and left hands, he probably carries sruk and sruv (sacrificial spoons).
His face is slightly defaced, but the profiles of Brahmai, however, are intact,
shawing very sharply sculptured features, On the right of Brahma is a
sage in the mamaskara mudri. He seems to have brought with him a
bucketful of ghee. Another person behind him is seen mushing in with
offerings for Brahma. A skeletal sage, accompanied by another who looks
well-fed, are seen above, running in with offerings:  Four more sages are
on Brahmi's left, either carrving offerings or in the namaskdra mudra.

Brahma and
rishis
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Siva on Nandi

Narayana on

On another ceiling slab is a fine sculpture of Siva on Nandi. In the
apper right and left hands he holds cobras.  One right hand seems to be
in the vifarka mudra, while the other left hand rests on the lap near the
hump of the Nandi. Tn spite of his defaced face, Siva looks handsome
and dignified, with a perfectly propartioned body. On his right is an
exquisitely earved figure of Pirvati, seated on the back of Nandi, close
to her lord,  She holds a flower in the right hand, while her left is on the
lap of her Lord, She has a perfect figure and her smiling countenance
lends her great charm. A female attendant holds an umbrella over the
head of Parvati. Near Nandi is a skeletal figure of Bhyingi. Another
male figure is seen next to him. Above Bhringi is a chauri-bearer atten-
dant of Siva. Next to him is probably a gana (dwarf) standing with his
two hands on the waist.

On another ceiling slab is Narivana on Ananta (Pl 96) seated com-
fortably with his left leg folded and resting on Adisesha and the right leg
also folded but kept upright resting on the right foot: One of his two
right bands rests on the kneo of the right leg.  One left hand is on the
left lap. Theupper right hand carries a chakri, while the upper left carries
a faikha (comch), Behind the head of Niriyana can be seen the five
hoods of Adidesha.  On two sides of him are female flying figures carrying

offerings. Below are two male flying figures also carrying food-ofterings,

Nardyana is obviously in a happy mood ascan be judged by his-smiling
conntenance. His body is well modnlated, The slight tilt of the head
to the right lends much charm to the figure. The two flying female
figures are also beautifully proportioned and graceful, with attractive
postures. The other flying figures are full of verve and vivacity. The
entire panel is well conceived, The artist has obviously not forgotten
the locale, because on the background can be seen the foaming watery

WIAVES

HUCHCHIMALLI-GUDI

On the ceiling slab of the portico of this temple is a sculpture of
Karttikeya (Pl 05), mounted on lis peacock vehicle. The artist has
made even the Mayira (peacock) mount look happy. Kirttikeya has
his right leg pendant, His left leg is folded, and he seems to be getting
ready to dismount, His right leg is taken back and raised as if preparing
tostrikewith hisstafl  His left hand rests on the knee of the folded left leg,
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In this hand he holds an wpala (lotus). Karttikeya's head is slightly
inclined to the right. As his head tilts to the right, it also bends down to
break into a beautiful smile. His entire posture is indicative of happi-
ness. Though the artist has taken care to give balance to the sculpture,
the body below the waist looks rather awkward and lacks relief. How-
ever, the flying male figures on the two sides of his mount are beautiful
and utterly charming specimens of their type. The flying male on
Karttikeva's left has gusto. He has his left hand on the posteriors
while the right hand is gracefully lifted yp. The head is tilted beauti-
fully to the right. His stance and posture are very attractive, and the
whole figure exhibits balance and a beautiful rhythmic movement.
The charming smile on the face and the grace of movement make this
sculpture one of the best at Aihole.

A charming flying male is carved on the right of Karttikeya. He
has his hands folded in the namaskira mudra. In between these two
is another flying male, in a swimming posture.  On the two sides above
are two more flying males bearing garlands for Karttikeya. The entire
panel reveals the fondness of the artist for rhythm and movement.

The Saptamatrikd slab lying inside the temple is of great iconogra-
phic interest [PL g7). As a piece of sculpture it has no importance. Tts
iconographic significance, however, must be noted. Iconographic
texts require that the Mdairikas should be flanked by Virabhadra and
Ganpeda on the two sides. Here, both of them are seated together on one
side, next to Chamunda. The order of the Matrikas has also been
changed. They are normally carved in this order: Brahmi, Maheévari,
Kaumiri, Vaishpavi, Varahi, Aindri and Chimunda.  In this sculpture,
the first Matrikia shown is Kaumiri, Her vehicle normally is Mayira,
but here, the Kikkuta or cock, which she is supposed to held in one of lier
hands, becomes her vehicle. Next to her is MiheSvar. Her vehicle
Nandi is seen below her. The goddess seated next to her may be
Brahmi, the vehicle carved below her not being very distinct. Tt does
not look like a goose as it ought to be. Actually, it is more like a cock.
But she does hold an wipala in her right hand, It is possible, therefore,
that she may be Brahmi, Tlie MAtrika next to her may be either Vaish-
gavi or Kaumari. The vehicle carved below is not very distinct but
may be a Maynra or a Garuda. Nextis Varahi. Her mount the boar is
clearly earved. Next is Aindri with an elephant below her seat. The
vehicle of Chamunda looks like a boar. She can, however, be recog-
nized by her skeletal and ugly face. Next to her is Virabliadra, with his
vehicle Nandi below. Nextis Gangeda, with his vehicle the rat underneath.

Flying figures

Saptamatrika
slab
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These departures from iconographic requirements would suggest that this
Matrika slab was carved before iconographic traditions had become
crystallised.

DURGA TEMPLE

The Durga temple of Aihole has some of the best sculptures of the
early Chalukya perind.  Its whole frontage is artistically adomed with
beautiful pieces, most of which are amorous couples.

Pillar on Exireme Left of Facade

Seudpture Jucing enst.  Anamorous couple is seen standing in a provoca-
tive posture (PL 08). The male and the female are closed inan embrace, the
two hands of the lady encircling the neck of her spouse. Her right
breast naturally rests on his chest.  Themale has responded by enclosing
her with his left hand which goes round her body and is pressed against
her back. Their legs are Interlocked in a provocative mantier. The
lady i3 evidently very bold.  She has thrust her right leg in between the
legs of her spouse. The figures do not wear any omaments, possibly
becanse these would be a hindrance rather than a help.

Sculpture facing south. It is partially defaced. The lady of this
panel has the face of a donkey (PL o). She is, however, well-formed.
In spite of her donkey face, the male is infatuated with her, which reminds
one of the verse ' Praptesu Shodashe varshe, gardabli api apsara bhavet"
(A girl of sixteen; even if she has a donkey face, looks beautiful like a
oelestial nymph).

Second Pillar from Lefi, Left of Entrance

Sculpture fucing east. Theré is an interesting couple carved here.
Obviously, the lady is taking the initiative, acting the Temptress
(Pl. 100). One look at her would convince one that she is qualified to act
the part,  She has a full bloaming figure with all the right curves. She
stanils resting on the left foot, with the body bent to the nght in the
middle, showing her body to the best advantage, The thin waist and the
large posteriars form a beautiful curve. She looks a very deter-
mined person. With the right hand she holds the thick tuft of hair
of the Bralmachirin who is seatéd kneeling on his left leg before her.
Her right foot is folded and rests on the ground. His right hand shoots
up, to save his tuft of hair from being cut off as the lady seems poised
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to do this with the sword in her left hand. She apparently means busi-
ness.  The Brahmacharin holds an akshamald in the right hand, probably
praying to God to save him since he cannot save himself.

Sculpture facing north. Here is a strange couple. A handsome young
male is accompanied by a kinnara female, his entire body reclining on the
latter for support. His right leg is destroyed below the knee.  His left
leg, which is lifted above the ground, is folded beautifully and rests
on the female kinnari on his left. His right hand is broken a little below
the elbow. [t probably rested on the head of the kinnari. The left-
wird movement of the male is very attractive. The kinnari is obviously
strong since she successfully bears his weight, The horsedegs of the
kinnari are clearly shown. The male wears a beautiful mukule, a pearl
yajnopavita and the other usual ornaments.

Third Pillar from Left, Right Side of Entrance

Seulpture facing sowth. 1t shows a very atiractive figure of a male,
who stands resting on a mace with his weight on the right foot and the
left bent at the knee and taken behind the right leg (PL 101). The bend
of the left leg and the swerving of the torso to the left makes support
on the left absolutely necessary. This is proyided by the mace on his
left. This rests on the floor and sustains the weight of the figure. The
vatious contours of the body easily melt into one another.  The tribliaiiga
position of the figure gives it a natural balance and poise. The slight
inclination of the head to the right is enough to balance the leftward
movemnent of the entire body. This gives it balance, dignity and grace.

In this sculpture, Chalukya plastic art is seen al its best. The figure
is well-conceived and deftly executed. The various limbs of the body
are finely shaped. The hands, the torso, the legs, look soft, the plastic
planes meiting beautifully and easily into one another. Chalukya ari
45 seen in the Durg temple is already well developed. It gives promise
of greater things to come, and fulfils that promise. The handsome Cha-
lukya face, the soft modelling of the body, the rich pearl-vajnopavita
and the graceful movements of the limbs make this sculpture extremely
attractive, and one of the best here.

Sculpture facing east. Here is a standing amorous couple. The
male partner is obviously contented. He has placed his left hand on the
shoulder of his spouse. His right hand and leg are broken. The right
hand of the lady holds her tresses; herleft hand is broken. Her right leg
is erect while the left is bent at the knee and turned behind the right leg.

Strange
couple

Male figure

Amorous
couples
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Pillir on the Extreme Right

Seuipture facing east. Carved on the eastern fice of the extreme left
pillar of the facade, this amorous coupls is in a sober posture.  Un-
fortunately, the males companion & much damhged. He stands inclined
on the left leg ; the right leg is broken. He has placed his left hand on
the right shoulder of his spouse. 1t is not taken behind the neck but
is folded 10 rest on berright shoulder.  Hisright hand is held on his chest.
His faceis badly damaged. The lady stands very close to him, gracefully
reclining on the right leg while the left leg is beautifully bent. Her right
hand is placed on the left hand of her spouse while the left hand hangs
down to rest on the lower garment.

Sculptiere facing north. It shows a happy amorouscouple. The lady
has placed her two hunds round the neck of her spouse..  As she looks up
to him with love-filled eyes, she presses her body against his. The
gentleman looks very happy and looks st her in a caressing manner. His
rght hand is placed on the head of a dwarf standing on his right, as if
to retain his precarious balance: _

Most sculptures are carved on the exterior side of the pillars of the
porch and of the surrounding corridors.

Sculpturs on Pillar, Left Side of the Porch { from the Visitor's Side)

Second pillar of the porch from the lzft side. This couple is more sober,
but well carved. Unfortunately, the faces have become defaced. The
mile stands on the right, holding his spouse close to him. His left
hand travels behind her back to reach her left shoulder. With this hand
he has drawn lier to him.  She is obyiously not unwilling as she reclines
on Him lightly by placing her right hand on his lower garment. The
left hand is on the lup, holding a kemandahe. She stands gracefully
with ber right leg bent at the knee and token behind her left leg.

Sculpture on the Third Pillar, Lefi Side of Porch

Senlplure facing east. This pillar shows a standing amorous couple
onitseastern face.  The female partner here is partially defaced {Pl. 102).
She has placed her left hand round the shoulder of her spouse and
i looking up al his face. Unfortunately, her face is defaced Her
right hand, which is partially damaged, is placed on his lower garment.
Her spouse, who looks tall and imposing, has enclosed her with his
nght arm.  He, however, seems to be a very restrained person. His left
hand has come near her breasts, but does not touch them. His head is
inclined to the right as he looks down with love-filled eyes at her. His



DURGA

ornate mukufa, pearl-yajnopavita and short lower garment are worthy
of notice. The lower garment of the lady is close-fitting and reaches
a little above her knees,

Sculpture fucing south. Here is seen a married couple with a child
(Pl 203). The female stands resting on the right foot, with the left leg
bent at the knee and turned to the right.  She with her face turned to the
lefi holds hier child at her waist with the right hand, while her left supports
the tiny right foot of the child. Thelatter ishappily perched on the waist
and hias placed his tiny hand on lis mother’s breast. Themale is looking
at her in a caressing manner. His spouse looks up at him lovingly.
The lady looks matronly. She is heavily built, has large fim breasts
and sharp pretty features. Her lower garment resembles a half-pant.

Pillar on left (from where the corridor round the main hall and
cella begins),

A damaged figare of Siva is seen on this pillar, on its eastern face
(PL 104). It is in a standing posture and is four-handed. Siva stands
‘on the prostrate figure of Apsamira and though he stands erect; he yet
retains dignity and grace.

Seulpiure facing sowth, This sculpture shows an amarous couple
standing under a tree. [t is very much defaced.

Second Pillar of the Corridor

Sculpture facing south. Here is seen an amorous couple under a tree
The female stands with lier weight on theright foot, resting her left hand on
the head of a dwarf—standing on the left. The sculpture is much defaced.

Second Outside Pillar of Porch on the Right Side

Sculplure facing north. 1t depicts an amorous couple standing under
atree. On the left is a dwark

Third pillar

An amorous couple is carved on this pillar, facing east. Unfortu-
nately, it is very badly damaged. The male has his right hand upraised
and in this he holds a shield. The left hand, which is thrown behind the
back of his spouse, probably holds a sword. His right leg is lifted and
bent at the knee in the pratydlidha posture.  His spouse has entwined
him wi h her right hand. Her left hand is broken. Both her legs are
bent at the knee, the right being behind the left leg.

TEMPLE

couple
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More
Amoromns

couples

mandapa

Sculpture facing north. Here is an amorous couple standing under
a tree. The female figure rests on her right foot with her left leg bent
and her left hand resting on the head of a dwarf on her left.

There are a few other seulptures on this pillar but they are badly
damaged.

Sculphire on First Pillar on the Right Side of Corridor

Sculpivre on east. This shows an amorous conple standing close
to each other under a tree.  The male leans on the trunk of a trée.  Both
his legs are slightly bent. He is handsome and of good proportions.
Unfortunately, his right hand is completely destroyed. His left hand,
however, is fruitfully engaged in embracing his charming beloved, who
stands very gracefully reclining on a dwarf standing on her left. Her
right leg is erect, while the left leg is bent at the knee and taken behind
the other. Heér right hand rests gracefully on her waist and the left
on the head of the dwarf. Her head is beautifully inclined to the right,
She also is well proportioned.

Sculpiure facing worth. This depicts an amorous couple standing
under a banana tree. This sculpture is much damaged, but shows a tall
male standing very gracefully leaning on the left leg while the right
leg is beautifully thrust forward. His right hand is destroyed below
the elbow, but the left Is on the back of his spouse. His face is
unfortunately damaged. Close to him stands his very graceful spouse,
with her weight on the left leg. Her right hand is placed on the left leg
of her spouse, which unfortunately is broken below the elbow, Her left
hand is also broken below the elbow and her face is damaged. But in

spite of its damaged condition the soulpture retains its inherent elegance.

Sculpture on the Second Pillar on the Right Side of Corridor

Sculplure facing north. This sculpture is damaged. The male
stands leaning on the left leg with the right gracefully bent at the knee.
His face and right hand are destroyed. His left hand is probably behind
hiis spouse. His female companion is almost in a dancing posture, Her
whole body is bent, as she bends at both the knees. Her right hand

rests on the right lap ; the left hand is destroyed below the elbow. They
both stand under the shade of a free.

Sculptires on the Pillars of the Mukhamandapa

The mukhamandapa is entered through a flight of four steps. Ih*‘-
roal of this mandapa is supported by four huge pillars which are square
in section and have two or four-sided capitals,
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Seulptures on Pillar on Left of Entrance lo Porch

Sculpiure of Nrisiniha on the east. Nrisimha stands on a pedestal, Nrisimha

ripping open the belly of Hiranyakafyapu with his two hands. Thisis a
very striking and vigorous sculpture (Pl 105). In one right hand he
holds a chakra. The Sankha in his left hand is now destroyed. Hiran-
yakaéyapu lies helplessly on the left lap of the Man-Lion form of Vishmu,
He holds a shield in the left hand. The right hand along with the sword
is now missing. His hands are thrown backwards helplessly, Nrisimha
shows great strength and vigour.

Sculpture facing south. On the southern face of this pillar is carved
a very fascinating celestial couple, probably Siva and Parvati. The
lady is obviously drunk and, therefore, not able to support herself on
her own two legs. Only the part of lier body above the busts is intact
(Pl 106). But that little bit is enough to reveal the great artistic merit
of this sculpture. Here the stone melts completely in the hands of the
takshaka and becomes very pliable and expressive. It begins to speak
as it were. Every limb of the body becomes. charged with an emotion,
expressive of a mood, Even the hand of the lady becomes expressive,
looking absolutely helpless, The young gallant is obviously engaged in
carrying lis spouse back home. Her utter lack of control is expressed
by the peculiar helpless position of her right hand and her extremely
pretty face suggestive of her helplessness. As the ear-ring of the left
ear rolls down on her beautiful face, one gets the feeling that her ornate
mukufa might fall off any moment. The charming {face shows a drunken
smile. Her entire posture is utterly captivating. Drunkenness has
obviously made her heavy. Though the handsome smiling face of her
spouse does not show the amount of effort required to lift her up, the bent
position of his two legs reveal the effort he has to make to support and
carry her. He obviously seems happy to be carrying such an excitingly
beautiful burden, as the charming smile on his handsome face reveals.
In this sculpture, the Chalukya artist is seen at his best.

Pillar on Right of Entrance of Mukhamandapa

Soulpitere: facing east (Ardhandrisvara). This sculpture of Ardha-
niriévara (PL 107) is in the best tradition of Chilukya art and can be
compared to the Mahakatedvara Ardhanfrisvara and the Ardhanan-
¢vara of Elephanta. It i$ classic in mould and utterly charming, Tt is
three-dimensional, being almost in full refief. It has, therefore, a greater
impact than the Mahakitesvara Ardhanar. Ardhanirihere is beautifully
conceived and executed with caressing hands, Both the male (right half)

Celestial

Ardha-
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and female (left half) parts of Ardlanatf are concelved in classic propor-
tions. The rightward inclination of the body with its fridfanpe posture is
extremely atractive.  Theright leg is lifted and placed on a pedestal in the
pratydlidha position. ‘The dhati of &ivn as the Male Principle is seen
flawing doven below from the mls fap. In the upper right hand is held a
purasu. In the lower right hand, which rests on lis right lap, is held a
round flat ¢bject.  This is also held by & gurta, who stands on the right.
The female part of Ardhanari has typical femininie charm.  Parvati
who symbalises the Female Principle. looks fascinating. Every move-
ment she niakes is fall of grace. Slie bas placed one of her hands very

gracefully on the left shouldar The fingers of this hand are caressingly

passed through tho tresses of er lair, whick fall beautifully on her own

female dwarf standing on the side. Her charming smiling countenance,
the firm provocative breast, the beattiful contour of her body, lend great
beauty to this sculpture, the various planes of the body melting casily
into one another. Thé ornate muksetn, the ear-omament, the bangles,
and the sari, emphasize the fact that the artist has not forgotten even
these small details. Tt is obvious that the Chilukya artist had not much

tolearn. This seulpture is a triumph of Chalukya art and as far as figure
sculpture was concerned, this art Had now reached its zenith,

Sculfture facing worth. Anotlier vigorous seulpture fs carved
on this pillar, on its southern face. 1t shows a conple probably engaged
in a dance (PL 1o8), The male ftands with his legs parted and bent at
the knees, holding the mut-stretched right hand of his young partner.
His left hand closes round her neck and rests on her left shoulder. The
fingers of this hand show delicate movement, As his logs part, the

dholi flows down in Between the thighs. His postare gives the impres-

sion of his being engaged in a dance with his parter, his smiling counte-
nance expressing his enjoyment, Fis mudula is florul, being a lotus crown.
e female of the cotple is very interesting.  She has her right leg bent
at the knee as she moves forward, The luft leg moves forward too to
support the movement of the other leg: I the process of making this
movement, she makes A very interesting angle.  The linear movement
of the body is fascinating. The kackha ot the back makes another inte:
resting cutve. Her forward movement is supparted by her hand which
travels down below to rest on her left leg. The fingers of this hand are
carved with great delicacy of foeling. The entire stance and posture of
the lady is of fascinating interest. Her curvacious body seems full of
graceful movements, Tlis js a scalpture of great artistic merit.
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Friezes on weslern face of the pillar. A number of interesting {riezes
are carved on this side of the pillar. Below is a band showing ganas
in various postures. One of them has his hand upraised while some are
shown dancing. Above this, inside a full medallion, is carved an amorous
group (PL 10g). Here the male is seen in the company of two females.
He is in a flying posture. A lady is seated on his right leg with her left
hand placed around his shoulder, while in the right she holds some objects.
Her spouse is obviously in & very amorous mood. He has placed his
right hand on her right shoulder, while his left is on her left breast. The
other female, not wanting to be ignored, has seated herself on his left
lap and placed her left hand on his chest in an effort to draw him to her-
self. Above this is carved a band showing beaded festoons issuing out
of simha-mukhas. Above this again is another band showing ganas in
various postures. Still above, inside a circle, is a male in the company
of two young females. They are all beautifully carved. The young man
stands gracefully in dvibhanga, with his right had in some mudrd.  The
left hand hangs loosely below to rest on his lower garment. The lady
on his left stands in a beautiful dancing posture. The other lady on the
right has partially reclined on the male (PL 110).

Friezes carved on the south face of the pillar. Below on the shaftis a
band of ganas in various dancing postures. A little distance above is
carved a full circle with an amorous couple inside, the figures in a flying
posture (Pl. 111). On the left is a male attendant. A little distance
above, beaded festoons issue out of simha-mukias. Above these is 2
beautiful band of ganas carrying musical instruments like a trumpet,
cymbals, dholaka; a stringed instrument, etc. In a medallion above this
is a standing amorous couple. They have obviously been drinking. The
two cornucopias carved on the two sides above and the drunken condi-
tion of the lady are indicative of this. Attendants on the left of the lady
and the right of the male hold wine-jars.

Second Pillar of Mukhamandapa on Right Side

Friezes facing east, Below on the shaft is a band of garas, most of
whom seem to be in a fighting mood. Above, inside a circle, is a flying
couple. Higher up are festoons issuing out of simha-mukhas. Above
this is another band of ganas in various postures, Two of them are seen
beating a dholaka, while a central figure is dancing to the accompaniment
of the music. On the right of this dancing figure is a gana holding a pot
in his left hand. A litile distance above, inside a medallion, is a male
standing in the company of two females, under a tree. The male stands

Friezes

Gamas znd
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gracefully with his weight on the right leg and with the right hand in the
abhaya mudrd. The lady on bis right also stands resting on her right
teg. with her left hand resting on her left lap and lier right hand held in a
mudrd, The female on the left isina dancing posture withh both her legs
bent at the knees. Her right hand, which is near her right leg, makes
@ dance madrd, while her loft hand is bent at the elbow, resting gracefully
on her left shoulder,

Friezes facing south, Below, on the shaft is a frieze showing ganas.
Two of them carry swords and shields and are apparently engaged in a
fight. One carries a kalasa, one is blowing a conch, while some are
dancing, A little distance above, inside a medallion, is a fiying couple
(PL 113). A little further up are festoons issuing out of simka-mukhas.
Above this is another band of gantas. Two of them have already come to
blows. Another gana holds an arrow. Throe hold sticks jn their hands,
A short distance above this, inside & medalliot, is an amorons group
consisting of one male and two females, The male stands gracefully
balanced on his left leg. With his laft hand he hkas drawn his sponse
close to himself, while his right hand rests on his waist. The lady has
pliced her right hand under his left hand to rest pn his right shoulder.
Her body is beautifully incliried, her lait leg is straight, while the right is
gracefully bent at the knee. She holds lier left hand in some mudrd.
The lady on the right stands in a dancing posture with her two hands
upraised. The left hands makes a niiedra, while the right probably holds
adarpana (mirror),

Sculplure facing north, The north face of the pillar shows a beautiful
amorous couple in a kind of a dance pose (Pls. 112, r14) as indicated by
their postures. The male has his legs parted, with the right bent and
lifted in the praty@idha position, while the left leg is straight. His left
hand is on the back of his spouse, pressing her close to him while his
right upraised hand carries a garlind, which is obviously meant for
her. His handsome face, with a flesting emile, is turned to her and looks
ather lovingly. His spouse has entwined him completely in a creeper-like

» with both her arms round him, her breasts pressed hard against
him.  Bath her legs entwine his left leg. Her left leg is thrust straight
forward, their thighs pressing against each other. Her right leg is bent
at the knee and also thrust forward, the Jeft leg of the male interlocked
between her two thighs. Ae she entwines her spouse thus, she happily
reclines her beautiful head on his shoulder, near the neck. The kachha
of her lower garment, which is seen at the back, curves up in a serpentine
fashion. Her hair-dress is striking. Their faces have been chiselled
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with care. The long pointed eyebrows, the sharp faces and full lips
have all been modelled perfectly,

Second Pillar on Left Side of the Mukhamandapa

Sculpture facing south. This amorous couple appears very sober.
It is unfortunate that the head of the lady is now completely destroyed,
as also her right leg. She seems rather heavily built and stands resting
on her right foot. The left leg is bent at the knee and taken behind the
right leg.  Her full breasts and the prominent nipples attract immediate
attention. Her spouse stands on her left almost erect. His right hand is
behind ler back, while the left holds the hand of his spouse in the front
very delicately. His handsome smiling countenance reveals his happi-
ness. He wears an orate crown, a pearl-yajnopaviia and the other
usial ornaments, His lower garment is tied in a beautiful knot on the
left. His left leg is now destroyed.

Frigzes facing east. On the shaft below is a frieze of ganas in various
postures (PL 115), A little distance aboye, inside 2 medallion, is a flying
couple. The male holds a sword in his right hand and a shield in his
left. A little distance above are seen beaded festoons issuing out of
lion-mouths. The frieze of ganas above these depict them shouting,
dancing, fighting. In a medallion; a little distance above is an amerous
group consisting of one male and two females. The male here seems to be
standing in a dancing posture, Both his legsare bent at the knees, With
the left arm he embraces the lady on his left. She has her right hand
upraised, while the left is seen resting on some object on the left. The
Jady on his right does not seem to be happy about this. Her left leg
is meaningfully bent at the ankle to show her displeasure. Her right
hand rests on her lower garment, while the left is bent at the elbow and
reaches up to touch her left earring.

Frieses facing north. Below on the shaft can be seen a band of ganas.
Above, inside a medallion, is a flying couple in an amorous: posture.

Friezes facing west. On the shaft below is.a gana-frieze, Some of
these are shown fighting. In @ medallion above is an amorous couple,
in a very close and intimate embrace (Pl 116).

Decorative Ceiling Slabs of the Mukhamandapa

On one huge stone ceiling slab of the mukhamandapa are carved
two circles, one inside the other. The inner circle shows fishes forming
the spokes of the central wheel. In between the two circles is a floral

design.

Friezes of
ganas and
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Sculptures
in niches

Vrishabha-

In a rectangular slab on the ceiling is carved a beautiful sculpture of
a seven-hooded Ndga in the company of four Naginis; but the two on
his left are now destroyed. All the three of them are delicately carved,
The Ndga carries a garland in the right hand and a bonquet in the left.

Sculptures of Corridor

Some of the noblest examples of Chalukya sculptures, however,
are those which are placed in beautifully carved niches in the corridor
that runs round the entire temple. Some of thése niches have no seulp-
tures. This would mean either that the sculptures were never placed
in these niches or that they have since been removed from there.

In these sculptures at Durga, Chalukya plastic idiom reaches its
highest pinnacle. The sculpture of Vrishabhavihana-Siva is classic in
conception and reveals a technical perfection in execution (PL 117),
The slender and sensitive treatment of the body, its stance and grace,
is endowed with an inner spiritual experience. Siva stands gracefully
reclined on his-vehicle Bull, with his weight on the right foot, and the left
bent at the knee,  The right leg swerves beautifully to the right from the
waist. This rightward movement of the body is balanced by a leftward
movement made as lie rests the elbow of one left hand on the back of the
standing Nandi. One right hand is raised gracefully upward. It is
balanced by one left hand which descends to caress the left ear of the
Bull. The disposition of the eight hands is strikingly graceful and
harmenious.  The body beads beautifully in the dvibhanga as theright leg
is moved delicately to the right, to be balanced by the upper part of the
body that leans to the left, The left leg, which lightly rests on the
ground (it is unfortunately broken below the knee) gives balance to the
body. The dvibhaiiga position of Siva breaks the line of the body on its
own axis, resulting in a graceful and relaxed attitude, and lends the
form litheness and movement. As the contours of the body melt into
one another, the sculpture acquires an easy and reposeful attitude born
of an inner spiritual experience. The handsome face of Siva expresses
his inward bliss.  The beautiful fleeting smile on the slightly bent face
expresses utter peace and contentment. The long and sharp bow-like
eyebrows, the fish-shaped eyes, which seem to look inward in contem-
plation, the small but sharp niose, the sensuous lips and the roundish face,
all reveal calm contemplation and repose.  Other minor details may be
noticed.  The jafdmickula is extremely decorative and shows the Moon.
The mani-yajnopavita is longish and is extremely well carved. The
mani-mekhald looks very rich and has a central diamond clasp, A
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Vydghra-chamara covers his right thigh. One left hand of Siva rests on
the hump of Nandi. A gana of Siva is seen on the right playing with the
tail of the Bull.

Another striking sculpture hiere is that of Vishyu seated on the man-
Garuda (Pls. 118, 11g). It has obviously been executed by the same
artist as the one who carved the sculpture just described. This Vishnu
looks like Siva described above, but in another posture, It shows the
same delicacy and refinement of form and the same relaxed attitude in
respect of stance.  The smiling face is expressive of great spiritual joy ;
the expression on the face is utterly sweet and captivating. The smooth
and luminotus body seems to be weightless, breathing the enjoyment of
supreme bliss. The legs of Vishyu are parted as he gets ready to sit on
the man-Eagle. His right leg is bent at the knee slightly ; his left leg
is bent more sharply, Unfortunately, this leg is broken from the knee
down. His upper right hand, which is broken fram tlie elbow, carries
a Wheel, while the lower right hand is very gracefully held in the boon-
giving attitude. His upper left hand, which is broken above the elbow,
holds a conch, while the lower left hand travels below to rest on the left
thigh, He wears an ornate crown, a mani-yajuepavita and the other
usual ornaments, Below him is seen the man-Eogle with the wings
spread. On the right side is a small figure of Lakshmi, standing grace-
fully resting on the right foot, Her great beauty lies in the shapely
proportions of her figure, the beautiful fleeting smile on her face attracting
immediate attention. She wears an ornate floral mukufa, rich earrings
and the usual ornaments,

In a niche in between Siva and Vishnu i a senlpture of Npsimha,
the man-lion (Pl. 120), but this sculpture is not such as can inspire much
admiration. Here, the artist has succeeded in giving dignity to the per-
son of Nrisimha, who is shown standing majestically with his weight on
his Jeft foot. The torso of the man-lion makes a beautiful rightward
swerve, the movement to the right being bulanced very delicately by the
leftward movement of the left hand resting gracefnlly a little below the
waist, ‘One right hand was probably held in a mwudré. Tt is now des-
troyed. The other right hand is also partially destroyed along with the
object in that hand, The upper left hand holds a conch. The lion

countenance of Nrisimha is forbidding in appearance.

In another niche is carved Vishnu as Variha, the man-boar, standing  Vishnu as

Vishnu on

Nrisimha

in the alidhdsena (Pl 121). Along with the forward movement of the Varaha
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lower body, the torso moves in the same direction. The upper right hand
is flung forward to support Vasundhurd (the goddess Earth), who is com-
fortably seated on it. The boar face also is thrust upward and touches the
left hand of the goddess. The forward movement of the body is balanced
by the movement of the right hands in the opposite direction. The lower
right hand is bent at the elbow and then rests on the right thigh, the other
right hand holding a Wheel which touches the crown. The left leg is placed
on the coils of a three-hooded Ndga, who is obviously supplicating him,
lying down meekly below in an attitude of adoration, A three-hooded
Nagini is scen next to him. The figure of Vasundhard, who is shown
seated on the upper left hand, is beautifully carved, She has an attrac-
tive figure. In the same hand Varila also carries a conch.

Harihara The sculpture of Harihara in the same corridor obviously belongs
to another tradition. It has little artistic merit (Pl 122), Harihara
is shortish and stocky. His face shows no expression.  Though his eight
hands look natural, the disposition of the hands is unattractive. The
erect position in which he is made to stand is not likely to lend it any
charm. The entire composition is very earthly and heavy, reminiscent
of Rashfrakuta art. But that art is at least very expressive. Here,
even that cannot be said. The right side is Siva. All the bands of
Siva are broken, along with the objects held in them. The juf@mukula of
Siva is on the right while the left side shows a kirifa-mukuta, Inthe upper
left hand is shown a Wheel, The next holds a bow. With one left
hand Vishmu caresses Lakshmi, who is standing on the left. The fourth
left hand rests a little below the waist holding a conch. On two sides
above are seen beautiful female flying figures. On the right side of
Harihara is the graceful figure of a gana holding a cornucopia in front.
On the left is a beautiful sculpture of Lakshmi, standing inclined on the
right leg.

Mahishasur- The sculpture of Mahishasurmardini, which is almost in full relief,
mardini has been executed in the classic tradition. (Pl 123). Despite the eight
hands, Durgd retains her grace. The struggle with the demon Mahisha

has not disturbed her stance and poise, which remains statuesque in its

own inherent dignity. Durgi stands with her legs parted. Her right leg

is thrust to the right, while the left is lifted to rest on the back of the
Buffalo-demon, pressing him down into a sitting position, as she sffort-

lessly drives her javelin into his back. The task of destruction is accomp-

lished with ease. The face does not show any anger or hatred, but only

great peace and contentment, The relaxed attitude of the body, the
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easy disposition of the hands, and the beautiful face with the downcast
eyes are all expressive of supreme bliss. Durga looks the personification
of confidence as she attacks the demon. She is confident of her own
power, which is the power of Virtue, Divinity and Goodness.  In the
struggle between Good and Evil, Good always triumphs {as we
innocently like to believe). She is aware of this. Durgd is shown as
a young lady blooming with youth. As-a matter of fact, it was this
great beauty of Parvati which had made Mahishasura cast evil eves
upon her. The artist has succeeded in giving Parvati a most bewitching
form, Her limbs are well formed, her breasts are full, round and firm,
The waist is small; the curve from here becomes expansive as it
travels downward, growing in size towards the posteriors. Her legs are
finely shaped.

RAVANA-PHADI

On the facade of the Hindu rock-cut temple of Ravana-Phadi are
carved the two Nidhis, Sankha and Padma. Both of them are scated
inside niches which have adhisthana. Sankha Nidhiis on the right of the
entrance, seated with both feet bent at the knees, his huge belly weighing
down upon them. In his night hand he holds a conch, while the leit
rests on his spacious abdomen, holding an object that is not recognizable.
He is reclined happily on a big cushion. Padma Nidhi is seated more
comfortably with the feet crossed. His spacious belly also weighs down
upon his legs. He holds a lotus in his left hand, while the right rests

Inside the veranda-like hall, on the left of the entrance, is the sculp-
ture of Ardhanariévara, standing on a lion-pedestal (PL 124, As in
all such sculptures, the right half is male and the left half female, Ardha-
nhridvara is two-handed, the right hand near the knee of the bent right
leg holding the fridilla and the left engaged in caressing the tresses that
flow down through the muknta. The tribhanga posture of the figure
gives it great charm. The right leg is lifted to rest on the toe. The
stance and posture of Ardhanfrisvara are very attractive, showing a

rhythmic movement that attracts immediate attention and reminds one

.of the Ardhanariévara of Mahakuteévara. The left foot is adorned with
a very decorative anklet. The lower garment of Siva as Sakti or Niri
is more elaborate than the lower garment of Siva as the passive Male

The Nidhis

risvara
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Gangadhara-
Siva-Murti

Principle. The oval face with the sharp bow-shaped eycbrows and
elongated eyes is attractive, The figure is well proportioned, the
legs are finely shaped, the breast is life-size and not exaggerated. The
mukula, however, is very high. A pguana is seen near the right of
Ardhanirifvara,

Siva stands erect, with a smiling countenance (Pl 125), but this
erect posture does not give the sculpture life and vitality, This is a
posture more of Kdyetsarpa than of anything else, creating an atmos-
pliere of immobility that even the smiling countenance cannot destroy.
His night hand is folded and reaches up to his shoulder, where it makes a
mudr@. The left hand comes down helow to rest a little below the waist,
on the left thigh, Three-eyed Gangadhara-Siva has a full oval face,
with sharp eyebrows. His hair flows down from inside the jafd@mukufa.
He wears a phalaka-hara and a very rich multiple-stringed pearl-yajno-
favifa as well as the other usnal omaments.  His lower garment reaches
ta the knees, lield in position by a three-stringed pear] kamarepalii with
aknot at the centre. The folds of his lower garment can be seen below
on the two sides.  On the lelt of Gangadhara-Siva is a standing figure
of Parvatl. She stands gracefully resting on her right foot, her right
hand lifted up and placed lightly on her rich necklace. The left hangs
loosely by the side, lightly holding the mani-mekhald that falls on her
left thigh. She has full breasts, a small waist with three folds, and
expansive posterivrs.  Heér sard, which reaches to a little above her knees,
shows slanting folds, In her high mukufa can be seen a Chandra, Her
two arms are covered with bangles and she weirs broad winding anklets.
On the right of Gagpgidhara-Siva. can be seen either Bliringi-Rishi or
more probably Bhagiratha practising penance. His body is skeletal.
He stands on his loft leg, with the right upraised. His two hands are
also npraised. He bas a long beard and wears a high jafamukita. Right
on top of Siva's high mukufa can be seen three river goddesses, all in the
namaskira mudra, This is surprising from the pom! of view of icono-
graphy, It is obvious that at this time the iconography of Gangidhara-
Giva had not been standardised, The Chalukya sculptor, in a generous
mood, carved the three sacred river goddesses Gangd, Yamuna and Saras-
vati River-goddesses Gangi and Yamuna were already popnlar with the
Chalukya artists of Aihole and they commonly appear on shrine dmm.
and entrance gateways [P’L 126, Hahbasappa tf!l'l'lple. Mhﬂlﬁ]

‘Chalukya sculptor must have got the brilliant idea of carving a]l the

ﬁvcrgoddesas of Aryavarts instead of showing just one. If all the
river-goddesses were sacred, why should they not be received by Siva,
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who so willingly agreed to receive Ganga in his jafd@ at the behest of
Bhagiratha ? In this respect, therefore, thisis a unique panel.

Below the pedestal of Gangidhara-Siva is the sage Bliringi, seated
kneeling in the samaskira mudrd and holding an akshamala in the right
hand. Next to him is a pot-bellied gana holding & long cobra in his two
hands. Next to him is a figure holding a #ridiila in the rglit hand and
a bell (ghani@) in the left. He seems to recline heavily on the frifila.
A smiling gana is seen seated happily on a stool.

On the leit back wall of the hall is a standing figure of Siva resting
on the right foot, and holding a huge long tridiila in the right hand, with a
long ankuda near the leit (Pl. 127). The left hand is bent gracefully to
rest a little below the waist. Siva stands in graceful dignity, guarding
the shrine. He is adorped with a many-stringed  peatl-yapneparita,
a rich necklace, ear-rings, etc.  His lower garment hangs in slanting folds
and is held in pesition by a pearl Ramarapajta. A very long mani-
mekkiala hangs below from the waist, caressingly touching his two feet
and curling up from his right foot.

On the right back wall of the hall are Siva and Harihara (Pl 128),
The former is on the right, standing slightly balanced on the right leg.  The
right handholds an ankide or a tridiila, which rests on the floor below. The
object in the left hand is not very clear, but reveals a fly-whisk and a cobra.
The hand itself rests on the waist. The lower garment recches to a little
above the knees and shows slanting folds.  His pearl-yajiofavita looks very
rich. He is very heavily omamented, wearing a long chain-necklace that
reaches from the shoulders to the feet,  His omamental mukufa shows a
Thuman skull. Though Siva here expresses no movement, he has dignity.

Next to him is Harihara, standing quite ercet, The right half
of him is Hara or Siva, and the left is Hari or Vishpu. This is in
accordunce with iconographic requirements. In the upper right hand

]le Tholds a cobra, while in the lower right hand he holds an akshamdld
near hiis chest-  In the upper left hand he carries a conch, while the lower

left rests on the waist, The right side kit is a jatamukela, while

the left side muckufd is a hiritamukufa. His pearl-yajnofaviia 15 rich

as also are his other ornaments.  The lower garment has slanting folds.
The disposition of the four hands is natural an¢l Harfhara has a dignified

 Below these sculptures on the pedestal are. four pana-
musicians, One blows a conch, another plays upon i dholaka (a kind
of drum), and two upon stringed instruments.

Bhringi and

Siva

Siva and
Harihara
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Dancing Siva
with the
Saptama-
trikas and
Parvati

Vaishnavi

In the left side chamber of the hall, on the back, left and right walls,
is carved a-panel of dancing Siva nccompanied by Parvafi and the Sapta-
matrikis. They are all shown standing. Three matrikis are carved
on the left wall (PL 126), The one on the extreme left is Brahmi. She
15 easily recognised by her three leads, the famardalu she holds in the
left hand, which rests on the right thigh, and the akshamdla she has in
the right hand, which crosses the left near the waist and hangs below.
The right hand separates the two breasts in a rather awkward manner,
The nipples of the breast are very prominently carved, probably to em-
phasise her Motherhood. She wears o kanfhid, two rich necklaces, arm-
lets and many bangles.  Her sari has slanting folds, and reveals the shape
of her legs. The folds of the kackchha are vertical, the latter making the
garment close-fitting.  No upper garment can be seen..  She wears a very
high kirifamukufa, The body is fairly well-preportioned, and seems
weightless. It is, however, weighed down by the huge elongated mukufa.
Her vehicle is not shown. Next to her is Mahesvari. She can be recog-
nised by the moon in her elongated mukuta and by the third eye which
is just above the bridge of the nose. Her left hand is in some mudrd,
while the right is taken to the left and rests there to support the elbow
of the left hand. She wears a rich pearl-necklace and a sfanakdra with
the pendant hanging a little below her two breasts, Her sari shows
horizontal but slanting folds. It reaches down to the ankles and is close-
fitting and has a kackelhia at the centre.  The figure lacks grace or poise.
The elongated mukula appears too heavy.

Vaishnpavi, who is seen next to her, stands more relaxed. She is
heavily inclined to the left, her entire body swerving leftwards. The
left leg is bent at the knee and rests on the wall nearby. The torso above
also swerves to the left and is supported on the left hand, which is bent
at the elbow torest on the wall to its left. The left hand rests on the left
thigh. Theleftward swerve of the body is thus counter-balanced by the left
leg and the left hand.  Her right hand is raised a little above the breast,
the palm of this hand resting on the rich necklace. The stanahdra descends
from the neck, travels in between the breasts and has a pendant below.
Two strings of the breast-necklace travels to the back of Vaishnavi to go
up to the neck at the back. The high Airifamukufa she wears suggests
her identity, Her sasé differs from those of the first two Matrikas as it
reaches only upto the knees. It shows horizontally slanting folds.

Next to her, on the back wall, is probably Kaumari, standing in
a beautiful dancing pose (PL 130). This is not surprising since she is
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shown standing close to the dancing Siva. She is obviously trying to
imitate him. She has moved her right leg gracefully to the right to take
a dancing step, the leg bent at the knee to rest on the toe. The right
hand above makes a4 balanced rightward movement and comes down to
rest on her right thigh. In the process of this rightward movement,
the body swerves to the right from the waist downwards. The left
leg is bent at the knee to support this movement of the body, This
rightward movement of the body is further balanced by the tilting of
the head to the left. This gives the figure poise and stability and makes
the entire posture attractive. The mudrd made by the left hand is in
keeping with her dancing posture. It looks like the kafaka-simhakarie
miudrd ; the thumb and the folded index finger touch each other, while
the middle and the ring finger are folded to touch the palm of the hand.
The little finger is now broken. She wears two necklaces, a stanalira,
ete. In between Vaishpavi and Kaumiri is the skeletal figure of Bhringi
or Kila dancing in mid-air.

Next to Kaumari is a two-handed standing figure of Gapesa
(Pl 131). His right hand rests on the belly holding a purse-like object.
His Jeft hand also rests near his belly holding a drona-paira containing
laddus. His trunk is thrust to the left and is actively engaged in picking
up laddus from the drova-patra. He wears a necklace, a mani-yajno-
paviia, eic,

In the centre of the back wall is a magnificent sculpture of Siva in a
dancing pose (PL 132) but he does not answer to any of the known
descriptions of Nrityamiriis as he is ten-handed. Tn his upper nght
and left hands he holds a cobra, where he normally should hold a
gaja-chamara. The second right hand holds a ghanta, the third a parasu |
the fourth is partially broken the fifth is in what looks like the teaching
attitude. In this mudrd, the index finger is folded to touch the tip
of the thumb, the other three fingers being kept open. A left hand
is also in the same mudrd. In one left hand he holds a pair of rims
(chipalya), the fourth left hand is again in some mudra, while the fifth
left hand rests on the thigh of the left leg. A cobra glides down from
Giva’s left shoulder to curve round his right arm and then proudly
opens his cobra-hiood. The jafdmukuta of Siva is very ornate and has a
moon carved on it. His lower garment reaches to his knees and shows
horizontal folds. This is a beautiful sculpture full of force and movement,
the various limbs of the body moving with a fluid grace. The disposition
of the hands looks natural.
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Skanda

Parvati

Varahi

Next to the dandog Siva i a small standing figure of Skanda. His
nght hand rests near the waist holding a cobra. The left hand also
rests on the waist.  His head is unfortunately destroyed,

Next to Skanda is a standing figure of Parvati (PL 133). She
does not seem to be present liere ds ane of the Matrikas, That position
is already occupied by Mahedvari. The artist has, however, taken care
to distinguish ler from the Matpikas in a very subtle manner. This has
been done by clothing Parvatl in a distinguishable sasi, differing from
the saris worn by the other Matrikis. Whereas the saris of the latter
are very close-fitting and redch only upto the knees, that of Pirvai
descends to her ankles and s far more attractive, falling into beautiful
slanting folds, However, the kachohha, which Sows in befween her
legs, shows vertical folds. She stands balanced on her right foot, with
the left leg bent at the knee and moved slightly backward, This move-
ment leuds charm to her figure, slightly inclining her torso to the left.
The left hand also makes a dight detour to the left. This movement of
the body is balanced by the delicate slant of the right hand that rests
caressingly on theright shoulder. Parvati israther heavily but charmingly
built, Tn her mukute is o Chandra, She wears necklaces, a stanakdra,
and the other usual ornaments.

Next, on the right wall, are three more Matrikas (PL r34). The first
of these is Viirdli, who can be easily recognized by her boar face. She
has an ugly form and looks emaciated. Her sari reaches down to her
knees, and shows designs in vertical lines. Her waist-band has a diamond
clasp, and she wears many hanzles and ather ormaments,

Next to her is probubly Kaumard, This identity is suggested by the
peacock-feather in her elongated crown. If she is Kaumari, she is ob-
viously occupying a position that was later on assigned to Aindri. This,
however, need cause no surprise.  Because even Chimunda who accom-
panies her here is carved in the most unconventional manner, Kaumari
stands resting on her right foot, witls the laft log bent. Her right hand
is folded and placed on the right shoulder, while the left is on her
left thigh. Her sari falls into horizontally slanting folds, while the
kachehha shows vertical folds. The stance of Kaumari is full of grace.
The slight bend of the two legs and the movement of her torso a
litthe to the nght, plus the slight tilt of the head also to the right,
lend charm to the figure. She wears a high crown and the other
usual ornaments; '
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Chiamundid who stands next to Kaumiri is portrayed here in the
most unconventional manner, In other Matrikd slabs at Aihole, as in
the Huchchimalli temple, she is given a skeletal appearance. Here she
can hardly be distinguished from the other Matrikias. Her only distin-
guishing mark is the skull in her muknfa. Chamunds is shown m a
standing posture, with an npraised right hand, the left arm running in
between her breasts to cross over to the knee of the right leg. The left
breast is almost crushed by this pressure of the left arm.  Her legs are
parted as if for a dance, bent at the knees with the two heels almost tonch-
ing each other. Her sari falls in vertical folds, Her smiling countenance
is surprising, for Chamunda should frown, She wears a high meikereia,
many bangles and the other usual omaments.

In the antechamber to the shrine, on the right wall (from the visitors’
side), is a beautiful sculpture of Mahishasurmardini (PL 135). She
continues the tradition of the Durga temple, though not to the same extent.
Her stance is extremely graceful, her alidhdsana making her entire pos-
ture very attractive. The goddess stands heavily reclined on Mahisha,
Her left leg is folded and pressed hard on the buffalo-demon, and under
the weight of her leg, the buffalo appears crushed and helpless. With
one left hand she holds the upraised head of the buffalo. She obviously
seems to be in no hurry to kill the demon, For the #ridida and sword
which she has in her two right hands are held downwards.  In one night
hand, which seems to be in the larjani mudrd, she carries a Chakra.  One
right hand makes a detour to the right to hold a parrot ever so delicately.
All the right hands have been moved to the right to give balance to the
body which is inclined leftward, The left hands move with natural
grace. One left hand carries a conch and seems to be in the kafaka-
simhakarni mudrd, another holds a shield, another a bow, while yet
another is placed on the mouth of the demon. The buffalo locks strong
and powerful, but against the power of Divinity, he is utterly helpless.
The Goddess has a smiling face, which exudes her great confidence. She
knows she can destroy the buffalo-demon with effortless ease.  Her face
shows her perfect composure. Her youthful body is strong and vigorous.
The mukuta is not heavy and does not weigh her down, like the elongated
mukulas that top the Matrikas in this cave. On the left of the Goddess
is hier lion vehicle, Besides the mukufa she wears the usual ornaments.

On the left wall of the antechamber Vardha is shown standing in the
alidhasana, with his left leg bent at the knee and thrust forward to rest
on his toe (Pl 136), This forward thrust of the leg has given an inclina-

Chamunda

Varaha



112 THE ART AND ARCHITECTURE OF AIHOLE

on the ceiling
of the

tion to his whaole body. Even the right leg and his torso both show a
forward movement. The lower left hand has moyed forward to sup-
port the feet of Vasundhard, who is seated with great comfort on his
folded upper left hand. His boar fate touches the right hand and breast
of Vasundhari. On the left of thelatter is & conch, In the upper right
hand, Varaha carries n Whee! while the left rests a little below the waist.
The various limbs of Variha are well-formed. His Airifamukufa, neck-
laces and pearl-yajmopavita are very rich. The figure of Vasundhari
is well carved.  She is scated on the left hand of Vardha, with her right
hand resting on it, while her left hand rests on the right lap. Her torso
ie turned towards Variba, probably expressing gratitude. Near the feet
of Varaha is seen a five-hooded Nidga with his consort. Both of them
are in the attitude of adoration.

Three large circles are carved on the ceiling of the antechamber.
The one on the right shows a winged Vishou on Garuda (PL 137). Vishgu
has four hands. In one right hand he holds a Wheel, while the other
rests on lis lap, 1In one left hand is carries a lotus, but the object in
the other left hand is not clear. On two sides of Vishgn are flying
gandharvas carrying food-offerings.  In the central ¢irele is earved a big
lotus medallion.

The circle on the left shows Indra on Airdvata flying through the
clouds, carrying his royal burden (Pl 238). On two sides of him are
lis chauri-bearer attendants, On his left is probably Indrigi. A male
figure is seen next to her and the halo behind his heéad is suggestive of
his divinity.

On the plinth of the side chamber of the veranda-type hall are
ganas carved in varions funny postures.
. The ceiling of the main hall is beantifully carved, the carvings greatly
resembling those of Meena Basti, the Jain cave of Aihole (Pls. 139, 140).

MEENA BASTI

This is an interesting rock-cut Jain cave temple situated on the
Meguti hill. Standing facing the south-west, it has a huge transverse
veranda, 30° in breadth and 6’ 4"mdepth supported by four pillars
and two pilasters that are square in section, are plain and have two-sided
capitals. The ceiling of the veranda is beautifully carved with swastika
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and leaf designs and lotuses. Human figures are seen emerging from
makara-mukhas.

On the extreme right end is a beautiful sculpture of Gommateévara,
standing erect in the Kavofsarga pose, with creepers entwining his body,
Two cobra heads are seen close to his legs and he is flanked on the sides
by his sisters Brahmi and Sundari. The one on his right stands reclined
on her left leg. Her right leg is bent at the knee. Her left hand
holds the creeper which entwines Gommatedvara, while her right hand
crosses across her abdomen to hold another creeper seen growing round
his arm. She has a slim body but is well-built, wearing a decora-
tive mukuta, a necklace, stanahdre, bangles, anklets, etc. Her nose is
slightly damaged.

The sister on the left stands reclined on the right leg, with the left
bent at the knee, and moved a little backwards. In ler right band
she holds one of the creepers that goes round Gommatesvara’s arm, while
the left hand hangs freely by her side. She stands very gracefully with
her handsome face slightly inclined to the right. She wears an elegant
mukuta from which her beautiful hair seems to escape, and also the
usual omaments. Flying figures are seen above her.

At the left end of the veranda is a fgure of Dharanendra, the five-
hooded serpent-friend of Parsvandtha, There is a female figure on his
right who stands holding an umbrella over his head, gracefully balanced
on the left leg. From the Ndage-hood aver her head it is obvious that
she is a Nagéni, probably the spouse of the Nags who gives shelter to
Parsvanitha, Another Nagni is seen on the right, holding a lotus in the
right hand. On the left of Pirévanatha is the figure of & person adomed
with princely ormaments, and seated in the ardhaparyankasana in an
attitnde of adoration. He wears a mukula. Another figure with his
hands npraised is seen on the left above PirSvanitha, He also wears
rich otnaments,

The veranda leads to the central hall. There are two side chambers
opening onto the two sides of the hall.  The shrine is in the back wall,
‘The pillars of the chambers and the shrine are of a uniform pattern.  The
base is squarish and shows lotus petals below. The base farther up
is square with lotus medallions and makaras. The shaft isfluted. It

narrows:as it travels upwards. Here it has an octagonal section, topped

by an inverted kalafa-form. Above is a squarish member topped by
two-sided capitals,

Gommntes-
vara

Pillars
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Main hall

Rajas and

The main hall has a huge central lotus-set mside a square. There
are four more lotuses carved on the four sides of the ceiling, which also
shows miakaras, mermaids, fishes, ete, In the centre of the floor is a
damaged lotus.

On the back wall of the hall are sculptures on the two sides of the
shrine. ‘The one on the left shows a male who stands resting on the right
leg, with lds left hand on the left lap and the right hand holding a lotus.
He wears a mukuta, a necklace, and other ornaments and has a halo
behind his head. On his left is a female dwarf holding offerings.

The male on the right stands majestically, inclined on the right leg,
holding a beautiful lotus in the right hand, with his left resting on the
feft lap. He also has a halo. He wears a mukule a pearl-yajnopavita
and the wsual ornaments.  On his right is a male dwarf holding in his
right hand what may be a kamandaln. <

On the left side of the chamber on the back wall are carved a large
number of sculptures, In the centre is a figure of Mahavira seated
in padmasana in dhy@na mudrd on 2 lion-throne.  On his two sides below
are seen Nagarajas in attitudes of adoration. There are a pumber of
figures carved on the right and left of Mahayira. There are also some
interesting seulptures on the left wall of this chamber. There seems to be
a procession of a Rajd and a Rani, who are seated onan elephant. They
are obviously going to offer worship to Mahdvira. The elephant proces-
sion is preceded by two attendants of the king. one of whom is carrying a
casket, Others are seen holding chanrfs or are in attitudes of adoration.

One female figute is seen standing resting on her left leg, with the night

leg bent at the knee. She has n Ndga armlet, and wears a mukula antl
the other uswal ormaments,

On the right side wull of this chamber is a king and queen, the former
seated in the ardhaparyankasona.  His left leg rests on the right lap of his
queen.  His right hand is placed on the crown while the left hand is on his
lap, The Rini s also seated in the ardhaparyankdsana with her left hand
in & mudrd.  On two sides of the Rajd and Rani are chatri-bearer attend-
ants, holding caskets in their hands. A female figure is seen standing
reclined on the left leg, with her night kand hanging by the side and hold-
ing same object in the left, She wears w mukufi and other oraments,

The shrine is entered through a flight of three steps. On the back
wall on a lion-thrope is Mahfvira seated in the padmasana in the dhyana
mudrd, Above bim is a triple umbrella. On his two sides are chuauri-
bearer attendants,
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THE SCULPTURE OF AIHOLE

The art of Ailiole is obviously indigenons. The inspiration is prima-
rily local. This is not to say that it was not influenced in any way at
all by any earlier tradition. Art does not exist in a vacuum. The
artist, as a social being, inherits a tradition.

The art of making images in stone was not new. In early Indian
sculpture represented by the Parkham statute in the Patna Museum, and
the Besnagar Yakshi, art had not yet realised the immense possibilities
of the curved line and what it could do to mass. So these early figures
were very angular and frontal. When, however, the Didarganj Yakshi
was conceived and executed, the meaning and potentialities of the con-
tour seemed much better understood. The use of the black polished
stone made possible the rendering of a luminous plastic surface, and
through it a more sensitive rendering of the living flesh. More than
this, the way in which use of the contour was made was very striking.
The curved line used with imagination can very effectively give life and
{orm to the beautiful female form, The Didarganj Yakshi is very curva-
cious. Though she is conceived more than lifessize and is massive of
proportion, this is offset by the great beauty of her form. The planes
of her curvacious body melt into each other gracefully, The big,
well-rounded and firm breasts, the attenuated waist, the broad hips
and the shapely legs are all beautifully rendered, making the Yakshi
look very sensuous and sensual.

The tradition represented by the Didarganj Yakshi obviously did
not become general. At Bharhut, the human figures which appear
in a general scheme of vegetation, illfit a scheme of curves and linear
rhythm represented by the 'plant or creeper style.' For one, they are
very angular and frontal. The Sanchi gateways show a number of tree-
goddesses or dryads in various kinds of postures and attitudes. They
are seim holding the trunk of some tree and swinging their bodies in
playful attitudes. They are embodiment of Energy, which they impart
to the trees and make them blossom. The Sanchi artist had obviously
mastered the nse of the contour, and was therefore successful in giving
their form an elegant grace in movement. These dryads are very much
of this earth and have great earthly charm.

In the-early art of Mathurs, when the concept of the Eternal wis for the
first time conceived in anthropomorphic form, and became the chief
theme of art, new problems appeared. To these the artist had no solu-
tion. Apart from the Jack of techmical skill, it was also the result of an
inability to understand the concept of Divinity, Without such an

Didarganj
Yakshi

Bharhut

Mathura
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understanding; the problem of giving it plastic form could not be solved.
The early images of Buddha fail completely to convey the idea of Divi-
nity. It was a failuré hoth of technique and imagination, Later on,
under the pervasive mfluence of Samnath, the art of Mathura began to
get transformed. Though Mathura sculpture retained its heaviness,
A4 great transformation was effected in the entire composition of the
unage. It became integrated and held together by a disciplined energy
that came from within, The transformation in the face was striking.
The drooping eyes focussed on the tip of the nose, the sensitive rendering
of the face which seamed so introspective effected a change that was
very remarkable. It succeeded in expressing in plastic terms the idea
of the Eternal, the Absolute.

It was the Sarnath school, however, which created the perfect
Buddha image, The Gupta artist of Sarnath was in every sense a creative
artist, No copyist could have created the kind of Buddha image such
as he created. He had understood the idea of Divinity. He had the
intellect and the imagination required for the comprehension of the
abstract idea of Gol.  He was conscious of the fact thiat he was trying
to give form to the formless Infinite. And yet this formless could be
given form only through the use of the form familiar to the human
devotee, He used the human form s a tool of his art. This was only
the material he was using to render in visible form the concept of the
invisible Infinite, Isvara, Since he was using the human form as an
instrument of lis art, he had the liberty to change and modify it to suit
his purpose. He was using the human body merely as a vehicle to
convey the abstract idea of Isvara. His purpose then was not to create
the physical likeness of u male figure, He was conceiving God not in
physical terms, but in terms of the idea of the One Eternal. The form,
thercfore, had to bé changed to suit his purpose. He did this by giving
the body a smooth, sensitive and luminous surface, To some, this form
might seem effeminate, but since the form served the purpose by malking
the body glow with spiritual energy, the criticism becomes irrelevant.
The Samath Buddha, with Ids luminous and slightly conceived sensitive
body and a very thoughtful face very sensitively renderved, most effec-
tively conveyed the idea of Isvara, the One Eternal. This is what
mikes the Gupta artist creative, He had the intellect, the imagination
and the technical skill required for giving plastic form to the idea of
Divinity. This is what makes Gupta art intellectual, The abstract idea
of the Infinite is comprehended and beautifully expressed in plastic form.

L L] w "
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“The art of Aihole is mostly contemporaneous with the classical
period of Gupta art of the 5th and 6th centuries A.p. But it is largely
indigenous. In the best of circumstances, influences on art forms can
only be in the nature of conjectures. Since the art of Aihole is native
to the soil, it is bound to be different than art elsewhere. The plastic
tradition here was different. It i< not really a case of a ' feebly expressed
Gupta classicism' as Prof. Saraswati puts it (4 Swrvey of Indian Sculp-
turg). It is just that the tradition owes little to the Guptas. It was
iust another tradition, with its roots in the native soil It suggests
some relationship with the sculptures of the gateways of Sanchi, with the
voluptuous forms of Vengi and Amaravati, and also with some of the
sensuous forms of the Mathura school. But this is not a direct relation-
ship. The linearism of Aihole sculptures is all its own, Here the con-
tour is used with imagination and dramatic effect. Under the sensi-
tive touch of the Aihole artist, the surface becomes extremely pliant.
The various planes of the body melt very gracefully and naturally into
one another. The modelling of the body is very sensitive. It has a
thythm which comes from the lyrical rendering of the entire organism.
The slender and elongated body has striking grace and elegance. The
movements that the body makes are very chythmic, The form is very
dignified. The sculptures have hearing, poise and balance. Sometimes
as in the Durga temple (Siva reclining on his vehicle Bull and Vishnu
on the Man-Eagle) the imaginative plastic rendering of the physical
form i1s matched by an extremely sensitive face that shows introspection.
The energy of the lithe moving body seems to come from within and
lend the entire figure a sense of intérnal calm. In other cases, il lacks
this spirituality, and the rendering becames mare physical as in the sculp-
tures of the erotic couples which crowd the pillars of Durga and most
other temples. Here the purpose of art is different, The artist is not
trying to convey the idea of Divinity. He is merely trying to reader
the female form in all its inherent charm. Indian sculpture reveals two
traditions—one religions, the other sécular. As Prof. Basham puts
it (The Wonder that was I ndia), one tradition came from the Brahmins,
the monks and the philosophers. The other came from the body of
secular craftsmen. While the former were interested in the life hereafter,
the latter were very much interested in this mundane world, to which
they were very much attached. The artist liked this world of form,
and in this material universe, it was the form of the woman that fasci-
nated him most.  And so when he delineated the female figure, he be-
came very much engrossed in his subject and treated ¢very nuance of the
beautiful female form very delicately and very caressingly. He knew

Aihole

Traditions

Female form
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the female form and was very familiar with it, and so when he rendered
this form i terms of volume and contour, he rendered it with great love
and treated every graceful curve of the naturally curvacious female
anatomy with great sensitiveness, This-was how he liked his woman to
be and so0 he gave the female form a lyrical thythin which belongs to the
plant and the creeper.  His woman moves with grace, poise and dignity.
He likes to see her in various attitudes and postures. From whatever
angle he looks at her, her natoral curves hold him spell-bound., He
likes is woman to have full, well-rounded and firm breasts, a slender
waist, broad hips and shapely legs. In the process of creating the woman
of his dreams, he forgets himself and creates an idealised female form of
great swaying curves (standing, sitting or reclining o in playful gestures)
in its native dignity and poise. It is this tradition which is represented
at Aihole. : A |

Aihole then represents huth the traditions of Indian art, the religions
and the secular, Art here does not soar to the spiritual heights of Samath,
but it has a lyrical charm all its own.



GLOSSARY OF TECHNICAL WORDS

Abluya : The gesturn af protection.  In this hand:pose, thy pilm of the fand is fully open and the fingers
print upwands,  The palm fices the onlooker.

Adinesha = God Vishnw.

Ahavaniya fire . The Vedic Fire Altar hos three firsaltars,  Of thess, the one ob the east-west line on the
eastern side is the Ahavaniya Fire and is squaro in shape. [t dondtes the leavenoworld Al other
Fires are lighted from this celestial fire.

tiravata : The name of Indra's elephant. Hels the vehicle of Indra; the king of the Gods,

Akhssmala - Rosary of beads, which is of 1wo types, (2} Rudraksha. and (2) Kamalaksha, The yusary is usiully
founsd tn the hands of Brahma, Sarasvati and Siva.  Sometimes it is found with other divinities ilso

Alidkasana = A particular asana, or attitude of legs. in all respects stmilar 1o the attitide adopted in drawing
the bow, The right leg Is sutstretched while the Jeft is slightly bent.  The atritude shonld be distin-
gaished from the Pratynlidha attitude in which cise the left leg is autstretched while the right is
stightly bont and placed behind.

Ainalaks and Amalaka-sila © Flat-fluted meloneshapod member wsuilly at the summit of o pillar or the spire
of the temple.

Amnkisa-dhvaje - Flag hoisted on an plephant-gowl.

Anlarala - Antechamber leading to the shrine.

Ardha-mandapa ; Half-pavilion.

Ardha-paryankasana . Also called Maharajalila, is 4 sitting pose. Botls the legs are on the same pedestul ;
one of the knees is raised while the: ather s bent in the usnal position of the Buddha. This attitude
shold be distingaished from the Lalitasana in which cass one of the legs is pendant, while the other is
bent in the nsnal position of & Buddhz. When both legs sre pendant, ihe attitude is called Bhadrasana.

Asama > The word in Sanskrit may mean & anat or un attituds exhibited in the lower limbs. The word
Padinasana means the seat of iotus. Similarly, Simhasang means any e2sy attitude of sitting. It may be
the Parvankasana, the Lalitasana o the Ardhs-paryankasana. [n fact, it the Sadhanamaly, the word
Sukhasana |s not used in A technical smse.  Whan used in a technicel sense assna is of varions kinds,
such as the Paryankasana Vajraparyankasana, Lulitasamx, Ardha-paryankasana, Bhadrasana, Alidhasans,
Pratviilidhasana otc.

Asta-dikpala-pate ; The Asta-dikpalas are the Gitardians of the Directions, Theseare : Indra—East, Agni—
Soutth-Eust, Yama—South; Nirti—South-West; Varum—West] Viayu—North-West: Kubern—XNorth,
and Isana—North-East. The Asta-tlikpala-pata is a panel showing these eight Guardians of the Quarters.

Asvamedha - Horse-sacrifice.

Atibhangs 1 Body bent at-many plices.

Ehumi . The storey of the Southam or Deavida pyramidal spite.  The spiro is bullt over the dirine.  Each
mh'ntmjﬁhgnmndﬂbynrmpaufﬂr enclosure composed of chapels.
Brakmacharia : Bachelor, the first stage in the Jife of & male,

{Th;l_rn ; Swpa.
Chakra : Whee!l or Dise. Itisthe eharacteristic symbol of the Hindu God Vishnit or his incarnation Krishma.

Chandra © Moon,
Chasei-loarer : Fly-whisk beares.

Damars : Swall dimim such as is carried by the Hindu Godl Siva.

ol
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Danda : Stafl or mace.

Deyakosthas : Paned for the reception of sculpture,

Dlarant : Meaningless conglomeration of syllables.

Dharmachakes wiulra : The gesture of teaching the Doctrine of Law, This was the hand-pose used by the
Budilha while greaching the Law. In this, the two hands are raised bofore the chest,

Dyl ssedra ; The position of hands while in meditation. The hands with palns npwiards lie one upon the
other on the lap with 4l fmgers streccled. _ _

Dhilaka © A large drum, secessary’ s accompaniment for classical and folk dances.

Dhoti ;A garment nsed by males. 1 §s worn around the waist, s passed under and tucked behind

Digoijayn : Universal comquest undortaken usnatly with o view to perform the horsesacrifice: coremomy,
which 15 indicative of Universal Supremacy.

Dikpala @ A vegent of u Quarter. These are eight in pumber,

Dirona-padra © A biwed madh of leaces

Disbhanga ; Body bent 4t two places,

Digrapals : Door-guardian.

ERavali = A simple snestringed pear] macklace,

Gava - A fdwarf follower of Siva.  The chisf of the gahas is Gafess.

Gandharsas . They are angels or demi-gods.  They live in the sky.

Grarbhagrika © The sanotum smetormm, the shroe.

Garnda - Eagle.  Supposed to be the destroyer of all serpents.  Vehicle of Vishnu:

Ghanta : Bell:

Ghata-paliava : Vasecum-foliage. Tt is the bowl ol plenty and Is symbslic of prospovity.

Gopurant = The ontrancs gatewiy of o South Indian temple, Like the spire of o temple, Ib s o brod hass
‘mnil beeomis pointed es it rses (o its pinnacle, which is pointed.  Ttis Alled with seulptures of giuls and
goslilesses, apsaras, and mythical animals,

Humga ¢ The goose. The vehicle of Brithna,
Hiranydgarbha-mahadana @ A sacrifice performed by kings.

Jaki: Grilln

Jatesmkada - Tt b5 e up of matied Haie dome b the form ol 4 tall eap.  Five jatas or braids are faken
and tied into o knot 37 in height by coifimg them into one or three lnops, the remaining bradds being bound
and taken Yirough to be left hanging on both sides.

Kackichha = Sari with plajts tisekes belind ot the walst.

Kalshasama © Balustrade wall with seats provided. This Js usually in e entrance hall which s opes o
three sides,

Kualusa s Water-pitcher.  Generally iisad by Brahu,

Kamandalu - A vessel to hold water,  Generally usod by ascelics..

Kamatapatls - waist-belt.

Kantha © Nocklnce. _ _

Karwnda-avakita - Crown mads in the shupe of a Karands. 1t ie short in height and small in size. 1t is
worn by subordinate gods and goddesses.

Kataha-simbakarna mwlra ; fu this hand-pose, e tips: of all the fingers touch the tip of the thumb to form
ncirles

Kimnara, Kiwward : Male and fomale celmitial musicinns.  Their uppor half is human, male o Semnle. and
thie lower linkl is hoess o hind

Eirdlusadata = X eonber] cap sometinees eniding in an omamenial top earrying o central pabinted kngh, 1t
Li poveres] with jewpllod-dives in front or on all sides, anid Jas jewelled Dands round the Lop as well as the
bottom. 1B worn exclusively by Vishau,
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Kirti-makka ; Tho Face of Gloty, s manifestation of the terzible aspect of god.
Keidar meokifs - Chaity decoration with human heads carved inside. This is nseil as & decorative motii in

Zatddu = A favourite food of Ganess, [+ 15 round in shape and sweet.

Limga = Thy phallus symbol of Siva. According to some, the hemispherical tap. of Siva finga consists in
reality ul thousands of heads, each of the size of 3 point.  The sides of the evhindrical figure are equally

true represantations of the thousamds of eyes, hands and faces, The circular bottom 1s similarly rejrisen-

tative of 3 thowdand Iret | the somi-circular top, resembling the visihle Norizon, 15 traly svmbolical of

this Universe which ssrrounds the umverse on all sides.,  Thus the Siva linga is the clissst possible appro-

ximation to the cosmic Purusha.

Maharajadbiraje : Emperor, Great King or King of Kings.
Makurs ;A mythical animal with = crocodile face.

Mukara-forana > A decorative arch with the makara used lor docoration.

Mandapa > A pavilion or a hiall.

Mar-garuda = Man-Eagle. Sometimes the eagle, which is the vehiclo of the God Vishou, is shown in: hman
form with wings.

Afani-mekhala * A waist-hand of pearis.

Afawmi-yagnopaviba . Sacred threwd of pearls worn round the mieck, 1 yests on the right shoulder and the neck
and passes through the Jeft wrmpit.

Muvura : Peacock. The peacock is the vehicle of the Saivite god Karttikeys. Ttis also associated with
Sarasvati

Mithma fignres - Amorous couples.  Used as decorative motif to adom door-jambs

Mridangs - A kind of drum usetl a= sccompaniment for dancing.

Mulksta ' Crowit.

Mukhamandapa © Eutrance Ll leading to the main hall.

Niga : Serpent.
Nagini - Female serpent.
Namaskars mudra ; Hands folded before the chest to show respect of 16 pay uheizance,

Naravana - Vishnu.

Padmasana * Lotusseat. It is round m shape.

Pabidheaga - The flug of the (hahukyss A symbol of sapremacy’

Parasw ;| Battla-axe. Tt consists of & steel blade fitted to a wooden handle.

Pavamabhaitaraks | Devotee of Vishou. Title used by Vaishnavite kings.

Paramasvara - Devotee of Siva.  Title s by Saivite kings.

Pasd + Anoose of mopes emplayed in Binding the hieds and legs of the enemies. 1t {s ropresentail In seulpture
6 cansisting of two or thres ropes mude inth & single or double loop.

Parvankasana Dhyanasana.  Sitting cross-legazel in a maditative pose.

Phalabakara * A nockluce with a phalaka of 4 rectangular diamond at the centro.

Pradaksing ; Cleumambulatory passage

Pradaksima patha ; Same as nhove.

Prasasti ; Panegyric..

Pratvalidha asana : Ser undes Ascnt.

Purnakalasa + A faff piteher, the symbal of plenty and prosperity.

Pushpa-yajnapavila ;- Sacred thread of flowers worn round the neck.

Sabhamandaga ; Maii hall ol the temphe:
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Samatrhanga ¢ Stansting eeech,

Saskha - Conch.

Sunthagara > An asembly hall  Tn the ancient Indisn republiss, the Sabha vz Assembly met in the
Santlingara. _ -

Sart 7 The Indian costume, which 1 worn roumit the waist and tucked up thero :

Sapramatrikas 1 The Seven [Hvine Mothers. These were worshipped by the Chalukyas as protectors of their
dvmsty.  They eluimed to have been noutished by them.  Thoy are sand to have been created by Siva.
Their wopship becime vory popular,

Sacyalaittasans ¢ The sitting position in which the Jeft Leg ls Jeft hanging below.

Sikhara  The spire of the wemple.. 11 s usually ballt sbove the shrine.

Y Srmba-wsitkha - The liop-mouth.  Used a5 & desorutive matif on smmlets and waist-hand.

Stlpasastra ;. Sciemce of smipture.

Srak ;A spoon used for taking out ghee from & ghee-pot amd for pouring it dnto the sacrificial foe. 11 s
mund Inshape.

Spuip - Aspoon, ovil i shage Tt s alse nsed for wsacrificial purpose.

Stambid . Pillar,

Stanalara - Broast-necklacs 1t i worn ronid the nock, bub passes betwesn Uy breasts, o rest on the navel.

Sthapaka @ The Priest-Architet, :

Swastika - A sacred Hindi, Buddhist and Jain symbol.

Taksaka ; Sculptor.

Tanadava ;. Stva's cosmic dance. .

Tarjuni wtudra © The hand-pose wsed to frighten & person or to keep him quiet.  The forefinger is kopt pointing
wpwards us also the thamb  The other three fingers ure closed.

TFribhungs - Body bent at three places

Urivwla - The trident of Siva.

Urissdadiiaja - Flag hoisted on & trident.

Urdhvalings : Erect phalhas.
| ipala : Bhne lotus,

Vama-lalilesana - A sitting pesition In which the night 16g is (olded and kept on the seat and the left leg 1=

 Jnft hanging below., _ ‘

Varaka-lancchana © The hoat-crest.  This wies used a8 thelr symbol by the Chulukyas of Budami, m{lmn;
thiit even s the God Vishim in the form of Varaha (boar) lifted the Eurth Goddess Iram the Darkness
of the Primaval Witers, and brought it ont, 20 the Chalukyas brooght to the earth prosperity sud glenty.

Vara mudra ;' The hand-poze of bomm-giving.

Vastusastra © The science of architecture.

Vasiuridya = Thas scionee of architectine.

Vidyadharas © Angels whose sbode ks the sky- _ _

Vitarks madea © 18 I the Dhirmachokrs mudra.  Tn this hand-pose; the thumb amd the imdex fmger are
joined to form a ring, while the rest of the fingers are kopt open along with the palm.

Vyaghrachamara * Tiger-kin

Vrishalh-sahkasa | Tha vehicle Bull,

Yali : A mythicnl animal, half-hoyse, half-ton. o I

Yabaymn © A Tibetan word eansisting of two purticles, Yaheynm, The word Yab in Tibetent means tho
‘honaurable father,” and Yum means the Tonourable mother.! The combined word thervlore means
the father In the company of (he mother up in her embrace.

Yoni : The female sex-argan, '
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