CHRONOLOGY AND DEVELOPMENT OF THE CHALUKYA

CAVE TEMPLES'

INTRODUCTION

THE IMPORTANCE OF THE EARLY WESTERN
Chalukya rock-cut temples can hardly be
overestimated. Not only are they among
the best known and most often cited exam-
ples of Indian art, but they are among the
key surviving examples of the Hindu Tem-
ple from the period in which that form was
evolving out of dependence on Gupta
Buddhist forms. Understood in their cor-
rect chronological sequence, the Chalukya
temples are valuable examples of Indian
architectural and sculptural form in devel-
opment. Seen from broader perspective,
however, as a coherent unit in the architec-
tural development of the Northern Dec-
can, these works are a useful guide to the
understanding of related works in Maha-
rashtra and the Konkan. Basic similarities
exist between the forms of the Chalukya
monuments and those of the Kalachuris at
Ellora. When these are taken with the sim-
ilar relationship that both sets of monu-
ments bear to the earlier Buddhist rock-cut
shrines at Ajanta, there is a strong argu-
ment in support of the shortened chrono-
logy recently advanced for the Ajanta

* Assistant Professor of Art History, Uni-
versity of Massachusetts.

1 My work on this problem began with a
visit to the sites and subsequent seminars under
J. LeRoy Davidson, at the University of Cali-
fornia at Los Angeles in 1963 and 1964. This
article is in part adapted from my doctoral
dissertation, Architecture of the Early Western
Chalukyas, UCL.A., 1969,
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temples and also for the early dates at-
tached to the subsequent Hindu temples at
Elephanta and Joge$wari.?

Nine Chalukya rock-cut temples exist
at two sites, Badami and Aihole, At Ajhole
the caves are in two locations. To the north
of the site, outside of the village walls, is
the well-known Ravana Phadi and anoth-
er small Siva Cave. Around the Meguti Hill
in the center of the site are spaced three
Jaina monuments: a fully developed tem-
ple comparable to the Ravana Phadi in
both scope and decoration, a two-storied
cave with a structural fagcade and a small
shrine that consists of a single, hollowed-
out boulder. At Badami there are three
Hindu caves and one Jaina cave, all in the
wall of the south fort.

The rock-cut shrines of the Chalukyas
form a distinct stylistic unit. This is not to
deny their significant place within the more
elaborate and extensive development of the
Chalukya temple as a whole, since they are
also an important and integral part of that
development. Still, they do represent a sub-
set within the larger set and are distin-
guished both by their unique mode of crea-
tion and by stylistic details and organiza-
tions from their structural counterparts.
Within the development of Indian archi-
tecture they fall without question into the
development of Chalukyan architecture,
bearing equally intimate ties with no other
monuments. Within the Chalukya devel-

2 See Walter Spink, Ajanta to Ellora, Bom-
bay, 1967,
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opment, however, they form a related and
coherent unit of their own. Because of this
unity of conception that is shared among
the caves, it is convenient to treat them
separately.

In discussing the caves it must be re-
membered that they are excavations, cut
out of the living rock of the sites they oc-
cupy. They are not built as their structural
counterparts but are created by a technique
of subtraction; that is, for all their use of
an architectural grammar of forms and
their semi-architectural function, they are
basically sculptural. If one looks for any
extended length of time at both structural
and excavated temples, it becomes appar-
ent that, although the excavations mimic
the forms of their structural counterparts
and were certainly developed as more per-
manent versions of them, they are different
in more than technique alone. Many as-
pects of the Hindu cave-temple, and this is
particularly clear among the Chalukya
examples, have no equivalent among the
structural temples otherwise closely related
to them. The layouts of the caves under
consideration have only general resem-
blances to those of the structural temples of
the same period, while several similar pil-
lar types are found in both. In any case,
since the caves are excavated on architec-
tural models and serve architectural func-
tions, they are best discussed in those terms.

Though the cave-temples at Badami
and Aihole have been known to Western
scholarship for nearly a century, there has
been no critical discussion of their histori-
cal significance since James Burgess’s pio-
neering works of the 1870% and 80's. In
his original Report, after visiting the site,
Burgess found the caves relatively similar
in style and dated them all to the sixth

century.’ In his section on the Hindu caves
in The Cave Temples of India, six years
later, Burgess found the relative develop-
ment of Badami to run in the order that the
temples rise along the path leading from
the village below: I, 11, and then III, Cave
IV following within a century. He then
placed the Aihole Siva cavein the half cen-
tury just before all of these: about A.D.
soo—g50. As time went on however, he
changed his mind and after 30 years, in his
edition of Fergusson’s History of Indian
and Eastern Architecture, Burgess reversed
himself, placing the dated CaveIIl (A.D.
§78) first and the smaller caves later. He
still feels Cave IV to be the latest, and he
places it within twenty vears of A.D.
650.° It is this last view that has predomi-
nated in the literature since that time.* One
exception to this has been the study of Ba-
dami by R.D.Banerji, the second major
scholar to have studied this site. In his
monumental survey of the iconography of
the caves, he places Cave Il later than
CavesI and II. This same view has been

* James Burgess, “Report on the First Sea-
son’s Operations in the Belgam and Kaladgi Dis-
tricts,” Archaeological Survey of Western India,
vol. 1, London, 1874, p. 15.

+ James Fergusson and James Burgess, The
Cave Temples of India, London, 1880, p. 403.

5 James Fergusson, History of Indian and
Eastern Architecture, Revised Edition (Edited by
James Burgess), London, 1910, vol. 1, p. 121. There
is some confusion about the Jaina cave, which is
dated ca. A.D. 6oc (vol. 2, p. 73) and within
20 years of A.D. 650 (vol. 2, p. 18).

¢ Two typical examples are: Percy Brown,
Indian Architecture (Buddhist and Hindu Periods),
Bombay, 1959, p. §4, and K.R.Srinivasan, “Rock-
cut Monuments in Archaeological Remains, Mon-
uments and Museums,” Archaeological Survey of
India, 1964, vol. 1, p. 132.

7 R.D. Banerji, “Basrcliefs of Badami,” Ar-
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proposed by Walter Spink in his work on
the monuments of Maharashtra and the
Konkan.! However, neither of these schol-
ars has elaborated on the issue.

After extended and intimate study of
these cave-temples in the context of the
Chalukya temple tradition, and also in the
context of cave-temples in the Deccan and
beyond, I have found Burgess’s original
hypothesis most reasonable. It is clear from
a detailed study of the relative chronologi-
cal development of the Chalukya cave-
temples that the style begins with the ex-
cavations at Athole, in the middle of the
sixth century, and that it develops to its
culmination in Cave III at Badami, which
is finished in A.D. 578. Taking the four
Badami caves together, there is both a basic
homogeneity and a distinct division into
two pairs. CavesI and II stand together
exhibiting features and stylistic prefer-
ences that separate them from the equally
close relationships shared by Caves III and
IV. The Aihole caves begin earlier and then
continue on into the period of work at Ba-
dami. In formulating this position today,
we have the advantage of a great body of
historical and art historical material that
was unavailable to Burgess, and therefore
we can be more definite about our conclu-
sions.

BADAMI
The four caves at Badami are ranged
along a path that climbs from the level of
the village slowly higher along the face of

the boulders that compose the “fort” south
of the village. They are numbered from I,

chaeclogical Swrvey of Indiz, Memoirs, no. 25

(1928), p. 2.
¥ Spink, op. cit., pp. §-6.

the lowest and closest to the village, to IV.
There is a natural grotto between Caves I1
and III which contains a defaced Buddhist
sculpture and a small Ganapati. Both of
these sculptures are cut into the grotto with
no consideration of architectural embel-
lishment. Calling this the third cave, R.D.
Banerji has called the larger Vaishnava
cave number IV, but he was inconsistent
in this and all others have counted the
Vaishnava cave as III and the last cave, the
Jaina Cave, as IV. Each of the caves is
sunk into a discrete outcropping of stone,
just as each of the structural temples of
the site’s north fort stands on a separate
boulder.

In its formal arrangements, the Badami
cave-temple stands between the Buddhist

vibara of Ajanta and the Brahmanical
temples of Ellora. All four of the Badami
caves are similar in having some sort of
courtyard before them, on the side of the
cliff. And in each, the temple proper is
divided into veranda (mukba mandapa),
pillared hall (maba mandapa) and sanc-
tum (garbbagrba)—the last, sunk into the
back wall, without an ambulatory (figs.
3-6). Reminiscent of the Buddhist tradi-
tion, as opposed to the Brahmanical tradi-
tion of Ellora, is the stressed division be-
tween the veranda and the hall proper.
This is effected by retaining a blind bay
of stone between the pillars closest to the
wall, in the second rank of columns, and
the wall itself. This not only sets off the ve-
randa area from the hall proper but has
the same effect, on a lesser scale, as closing
off the whole front of a wibara by a wall;
it limits the amount of the light that is
allowed to penetrate to the shrine of the

* Banerji, op. cit., pp. 29 ff.



158 GARY TARR

temple. Another feature common to all
four caves is the slightly wider displace-
ment of the central pair of columns in each
rank: a feature common to Hindu temples
since the period of the Guptas,” which in-
troduces a longitudinal orientation into the
temple’s interior.

Caves I1I and IV, the great Vaishnava
cave and the Jaina cave, carry this con-
scious deviation from simple regularity of
spacing a step further than Caves I and II.
In III and IV the transverse aisle of the
veranda is larger than the succeeding ones
and exactly the width of the central lon-
gitudinal aisle. As the wider central axis
emphasizes the location of the garbbagrba
to which it leads, so the equally wide ve-
randa indicates the location of the major
sculptural panels that occupy its walls at
either end."

Cave II, the small Vaishnava cave (fig.
4), can be taken as the purest statement of
the Badami layout, as it displays the basic
form from which the others seem to devi-
ate. Like Cave I, it has a facade of five
bays opening into the veranda. The ve-
randa, through the device of the blind
bays at either end of the second rank, re-
duces to three the number of bays open-
ing into the mandapa. The mandapa is
filled with pillars in two ranks of four each
that echo the fagade. The garbbagrba is
raised above the level of the mandapa by
stairs and sunk in a wall which is decor-

12 The Temples of Udayagiri (Vidi$a), Eran,
erc.

" A similar distinctively marked arrange-
ment of pillars can be seen in the Das Avatir
Temple at Ellora. And this is one of the devices
that marks the plan of the Dhumar Lena at Ellora
as more consistently worked out and established

than the Elephanta Cave, the plan of which it was
adapting.

ated with pilasters to carry out the archi-
tecture of the mandapa.

In Cave I, the Siva cave (fig. 3), the
overall symmetry of the facade is broken
by the addition of a large shrine niche and
a sculptural panel outside the cave on the
west, at a right angle to the fagade. There
is no major deviation from symmetry in
the fagade of II except for a single gana
(dwarf), the only four-armed one of the
series, who is turned out at a right angle on
the west in sympathy, however mild, with
Cave I (figs. 8 and 34).

Cavelll is certainly the most signifi-
cant monument of the group. Burgess
called it by far the finest of the series, and
one of the most interesting Brahmanical
temples in India.”" It not only is the largest
and the most ornate of the set but contains
the one dated inscription that helps us place
the entire series chronologically. This in-
scription, marking the completion of Cave
ITI in the five hundredth year following the
coronation of the Saka king (A.D. 578),"
acts as an anchor that firmly holds in place
the otherwise relative chronology of the
caves. That only other secure date that we
have 1s the terminus post-guem of A.D. 543
for Ehe initial Chalukya occupation of the
site.™

Cave 11l is not only greater in size but
in the number of its parts. Its veranda (fig.
5) spans 7o feet compared to 36 feet for
Cave I and only 28 feet for Cave II. Its

12 Fergusson and Burgess, Cave Temples,
P. 406.

13 James F. Fleet (translator and editor),
Indian Antiquary, vol. 6 (1877), p. 364.

1+ “The Badami Inscription of Chalikya Vall-
abhesvara: AD. 543, R.S. Panchamukhi (ediror
and translator), Epigraphia India, vol. 27 (1947),

PP+ 4-9.
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front consists of six pillars and two pilas-
ters, which means that its veranda is open
to the outside through seven bays. The
opening of the mandapa is reduced to five
bays by the blind bays at the back of the
veranda. Proportionately, Cave III is shal-
lower in depth than either I or II.

As in Cavel, there i1s a slight L-shape
to the porch of Cave I1I outside the fagade
pillars, In this case, however, the unba-
lancing feature is not a separate shrine but
an extended sculpture panel on the porch’s
west (fig. 26) much greater in size than the
one facing it (fig. 28). It would have to be
agreed that the overall unity of the fagade
was in this case preserved, as it was not in
Cavel, by the manner in which the cave
has been set back from the overhang so as
to allow the horizontality of the fagade to
dominate the irregularity of the porch pa-
nels. This subordination of its parts to the
overall design of the fagade can be best
seen from outside the temples (figs. 7 and

9)-
Though the wall of the rock cliff ac-

tually curves outward above the panel, the
artists have still found it necessary to angle
the fagade deeper into the cliff in order to
create the space necessary for this panel
(figs. 5 and g). If they had wanted to keep
the fagade more regular, the architects
could have done so by cutting it 10 feet to
the east and by keeping it parallel to the
face of the cliff, as they did in Caves], 11
and IV, Here, as in the other two Hindu
caves, there has been the conscious will to
keep the fagade alive by avoiding too pre-
cise a symmetry.

The other major difference between
CaveIIl and the other two Brahmanical
caves, aside from the shallowness of depth,
15 the unique organization of pillars, within

the maha mandapa, into a double colon-
nade. Percy Brown suggests that this is an
adaptation from the system of pillars
found in the Lad Khan, which he believed
to be one of the earliest types of structural
temple at Aihole.” The Lad Khan’s ground
plan indicates an interior supported by
sixteen pillars, set in two concentric squares
—four pillars on the inner and twelve pil-
lars on the outer square. But this will
hardly explain the differences between
Cavelll and the other two caves as, in fact,
they approach the displacement within
the Lad Khan even closer than does Cave
IT]. It must be realized that the lines in-
dicated on the floor plan of the Lad Khan
represent no more than ridges, raised a few
inches from the floor as a running base for
the pillars. These ridges orient the person
who enters the mandapa, by acting as
thresholds; and furthermore they give, toa
slight degree, an indication of thetransverse
nature of one situation as opposed to the
longitudinal nature of another, But they do
not alter the equidistant spacing of the in-
terior pillars with the slightly wider cen-
tral aisle that can be found in nearly all
temples. Caves I and II are then the same
square hall—of equally spaced pillars with
a slightly wider axis down the central aisle
—as the Lad Khan, with the additional
complexity of the blind bays that divide
the mandapa into mukba and maha man-
dapa. The differing organizations of the
ridges connecting the pillars ar floor level
here are of little consequence.

Cave III is unique in having a large
open space before the entrance to its gar-
bhagrba. This has been compared to the
open area within a vibara. In reference to

15 Brown, op. cit., p. 52.

% Ibid., pl. XLIV.
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Ellora, it can be seen that a less pronounced
variation on this vahara plan is carried out
in the Ravana Ka Khai, Cave 14.” The
Ravana Ka Khai differs from its neighbors,
precisely as does Badami’s Cave IIl from I
and II, in having before its sanctum not a
forest of more or less equally spaced pillars
but rather a large open space enclosed by
systems of pillars. Unlike the arrangement
in Cave IIl, however, the open space in the
Ravana Ka Khai is separated from the
garbhagrba by the last rank of pillars be-
fore the chamber. This isolates the open
space as that in the vibara and makes it dis-
tinct from the chamber. In Cave III the
open area 1s before the entrance to the
garbhagrba and so works to unify the
space and stress the central focus on the
garbbagrba.

It is from the garbbagrha, looking out,
that this arrangement makes its most dra-
matic sense. From the half-light of the in-
terior the view across the open area defines
and organizes the ranks of the colonnades
disunctly so that their spatial interrela-
tionships are clearly understood. The outer
rows of pillars paralleling the sides within
the maha mandapa amplify this rich effect
of being surrounded by colonnades. It is by
this placing of the sanctum at the center of
radiating systems of pillars that an excep-
tional visual and spatial clarity is achieved
and that the great Vaishnava cave at Ba-
dami reaches a distinction nowhere else ap-
proached. Standing at the sanctum in the
great cave at Elephanta, or in the multi-
pillared halls of Ellora, or more aptly in
Caves I and IT at Badami, one is surround-
ed by a forest of pillars that grow in gener-
ally equidistant spacing right up to the en-

7 Fergusson and Burgess, Cave Temples, pl.
1xx, fig. 2.

trance to the garbbagrba. These then lack
the visual ceasura provided at Badami III
by the absence of the four pillars that per-
mits the individual to comprehend the or-
ganization of the space which he occupies.
They lack Badami III’s comprehendible
mterior clarity of organization and, for the
most part, they are comprehended in the
far less sophisticated terms of equal but un-
differentiated massing in ranks and files.

The Jaina cave has a plan directly
based on those of the three Brahmanical
caves, with one significant difference (fig.
6). The Jaina cave has no maha mandapa
at all but rather a pair of mukba mandapas
one behind the other, the second opening
directly into the sanctum. In the manner
of CavesI and I, the Jaina cave has a fa-
¢ade of four free-standing pillars and two
pilasters, and, like the others, it has the
outside pillars of the second rank attached
to the side wall by blind bays.

Compared to the three Brahmanical
caves, the Jaina cave most resembles Cave
III in its relative shallowness, the greatest
of the site, and in the spacing of its pillars.
As in CaveIII, but unlike Caves I and II,
the width of the aisle on the central axis of
the cave is not only larger than the flank-
ing aisles but exactly equal to the width of
the transverse aisle of the veranda.

If we look at the fagades of the caves
(figs. 7—10) the same (kinds of) relations
are apparent. Each of the fagades is divided
into three parts: basement, colonnade and
entablature.

In CavesI and I1 the basements feature
unbroken panels of ganas running their
full width, framed by simple moldings and
capped by a simple quarter-round cornice
(kapota). The dado panels of gamboling
dwarfs, that represent the unseen cate-
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gories of existence that underlie and sup-
port the temple, are a major hallmark of
the earliest style.” In both caves the motif
is used not only as a base for the temple as
a whole but as a dado for each of the ma-
jor sculptural panels as well (figs. 11, 21
and 25). In Cave I this conceptualization
reaches its peak in the attached shrine niche
of the facade. Here, above the gana dado
panel that supports the temple, a second
panel is used as a dado for the shrine, and a
third panel is used as a base for the sculp-
tures of the interior (fig. 22).

In Cave III the gana dado motif is sub-
ordinated to the architecture of the fagade
and to some extent superseded and dis-
carded; in Cave IV it is discarded alto-
gether. In Cave III the ganas are placed
within an architectural framework of pi-
lasters that break up and subordinate the
ganas to the facade design (fig. 9). Now
there are pairs of dwarfs occupying niches
in a basement tied coherently together by
pilasters that are coordinated with kadus
(miniature, round window ornaments) in
the basement kapota. In this way the base-
ment as a whole is shown as a fully
elaborated microcosm, i.e., it has its own
basement, colonnade (created in the pilas-
ters and inhabited by ganas) and entabla-
ture (in the kadu-kapota) which is now
pseudo-structurally linked to the base-
ment below by the pilasters.” The kadu-
kapota is further decorated by geese (ham-

18 It cannot be doubted that their function
here reflects the function of Yaksas in similar lo-
cations on earlier Buddhist temples.

1 This basement is structural and added to
the fagade of the cave. It could be argued that it
was added after the original conception of the
temple, but it is most likely that it was not. Its
presence 1s required by the design.

sas) that alternate with the kadus along its
full extent. This animal-kadu-kapota is the
basic form found in most of the developed
Chalukya temples from this time on, A
version of it can be seen in the narrative
friezes around the attic of Cave I's veranda
(fig. 3). Otherwise, in Caves I and II
kapotas without ksdus or animals are the
usual rule (figs. 7, 11 and 2%), these devices
being treated as a special decoration rather
than taken for granted as an integral part
of the kapota. Inside Cave III only two of
the six major sculptural panels make use of
gana dados for sculpture basements (the
Sesasana Vishnu and the Varaha in the
veranda's east end), and one of these, the
Sesasana (fig. 29), reduces the otherwise
standard proportion by half. The remain-
der of Cave III’s sculptures stand flush or
nearly flush with the floor of the temple
(fig. 27). In Cave IV the unfinished nature
of the fagade makes its intended state un-
knowable, but within the cave there is
again consonance with the direction seen
in ITI. The major sculptures of the cave all
stand flush or nearly flush with the tem-
ple’s floor (fig. 31). There is no hint of the
Cave I/I1 style dado panel.

In the Cave I/1I style, the entablature
isa broad lintel overhanging the colonnade.
In Cave III this lintel was never finished,
but it is clear, from the preliminary block-
ing out which was begun in the east, that it
was going to be an architecturally con-
ceived, fully articulated entablature of
three levels to reiterate its basement.® A
more fully worked-out version can be seen

2 Over the kapotas of all of these three fa-
¢ades there were Inscriptions done more or less on
the raw rock, Only fragments of these remain, and
these have not been published or noticed to my
knowledge.
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in the facade of the Ramesvara at Ellora
which is contemporary.”’ Cave IV is unfin-
ished in its facade, as shown by the large
ridges of stone still adhering to its base-
ment.

The simplest, and standard, pillar to be
seen among the caves is a square shafted,
bracket capitaled pillar of the Cavel fa-
¢ade (figs.7 and r13). This pillar is used
throughout the mandapas of all three Hin-
du caves and, with the addition of a simple
and relatively slight Vyala bracket, serves
as the facade pillar of Cave II (fig. 14).The
decoration of the pillar’s shaft is an early
form of a motif that continues throughout
the Chzalukya style. Eventually the roundel
in the cube above the necking i1s reduced
to a half round, and the necking itself is
reduced to a more subtly integrated octa-
gon. The box below, with its horizontal
band and pendant droops of pearl swags
coming from the mouths of kirtimukhas,
remains constant (fig. 26).

A second type of pillar found in all
three Hindu caves carries a “cushion™ cap-
ital between its shaft and its roll bracket.
In Cave I this form occurs in the rank of
two pillars and two pilasters that separate
the veranda from the hall (fig. r1). These
are round cushion capitals in some ways
analogous to those found among the Ka-
lachuri monuments around Bombay,”? and
in several of the temples at Ellora of the
mid-to-later sixth century.® The division
between the veranda and the hall of Cave
IT also is marked by pillars with cushion
capitals (fig. r5); in this case they are
square. Square cushion capitals are also
used in the attached shrine niche of Cave L.

2t K. R. Srinivasan, op. cit., pl. xl.
2 Spink, op. cit., figs. 14-17.
= Ibid., figs. 3, 18, 19, 24.

Cave III uses very elaborate versions of
these cushion capitaled pillars, both the
round and the square version, to separate
its veranda and hall (fig. r2). In this case
the cushion is multiplied into a more com-
plex cushion and a half. This complex and
more elaborate version was known to the
builders of the Cave I/II style but used
only in minor decorative details and less
distinctively. The facade of III features
the most unusual capital of the Chalukya
builder and one of the most admired crea-
tions of the Chalukya artist, the well-
known figure-bracket capital (fig. 35).
These figure-brackets again relate to the
creations of the Ellora sculptors responsi-
ble for the Ramesvara® In CavelIll they
are attached to cushion capitals of the com-
plex cushioned variety. In CavelV, as in
I11, both the inner and outer pillars of the
veranda are of the cushion-capitaled vari-
ety (figs. 7o and 33). In this aspect, as in
others, IV forms a bridge between the I/II
style and III: the cushion capitals are of
the simple type.

In the organization of its garbbagrba
door frame, Cavel is the simplest of the
series (fig. 17). As in the other three caves
the door, reached by a simple stairway, is
raised a few feet above the level of the
mandapa and surrounded by moldingsin a
pseudo-architectural framework of pilas-
ters and engaged lintels. It has a plain en-
tablature. The only iconic sculptures re-
lated to the composition are the images of
Padma and Sankha Nidhi that occupy the
bracket squares of the mandapa pilasters
flanking the doorway.”

# Heinrich Zimmer, The Art of Indian Asia,
New York, 1960, pls. 128—-31.

# The Nidhi pair occurs on the moldings of
the mandapa entrance as well,
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The door to Cave II is basically the
same and is flanked by an equivalent pair
of Nidhis. The moldings of Cave II’s door-
way have small male and female figures
inset at their bases. Significantly, II also
adds an elaborate entablature (prastara)
composed of three equal miniature shrines
separated by single kadus (fig. 18). The im-
portance of this addition should not be
overlooked, as this entablature of linked
pavilions is the standard overdoor decora-
tion in the succeeding development of the
Chalukya temple. That the three miniature
shrines (kitas) of the prastara are more or
less equal is important for establishing this
as an early attempt at the motif. Later ver-
sions are usually hierarchical and complex.
They take several differing types of kiita
in their organization. This is true of the
miniature shrines that decorate the lintels
of Caves Il and IV.

In III, there is a tentative step toward
what is eventually the standard overdoor
type found among the structural temples
(fig. rg): five kdtas are arranged symmet-
rically. The central one is a barrel vaulted
structure seen from the side (iala-kata),
and the flanking pairs are square pavilions
with domed towers analogous to the Drau-
padi Ratha at Mahabalipuram (karna-
kiitas). The outermost of these pairs is
further distinguished from the inner pair
by a second elaboration of its outer profile
indicating that the full prastara represents
a series of linked pavilions. These minia-
ture shrines are inhabited by Vishnu on

% 'This combination of E&ras is the form that
occurs in the later, structural temples in associa-
tion with the temples having Southern-styled
fikbaras. The prastara Eitas of Cave I1 (though
they lack the usual amalaka finials) are of a kind
found in association with Temple towers of the

Garuda in the central $ala-kita, female
figures in the flanking karna-katas, and
auspicious couples (maithunas) in the outer
karna-katas.* This doorway further con-
tinues the elaboration or Cave I1 by adding
figures of door guardians (dvarapalas)
flanking the stairs and maithunas in boxes
flanking the door base. The Nidhis here
are placed as those in the other caves, and
each is shown with a consort. Cave IV has
an overdoor of three pavilions separated
by indistinct figures, probably Nidhis (fig.
20). The outer pair carry seated Jinas; the
central one is filled by a large empty kadu.
Small dvarapalas, similar to those found in
ITI but in much lower relief, flank the
door’s base. Rather significantly, none of
these decorations carries the Garuda and
WNagaraja motif so common in later tem-
ples.

The major sculptures of Caves I and
IT occur in contained panels at either end
of their porches and at either end of their
verandas. In Cavel there is a large dvara-
pala on the east and the sculpture niche
with its dancing Siva on the south. Within
the temple are complex iconic representa-
tions of Harihara and Siva Ardhanari (figs.
rr and 2r). Each of these sculptures is
placed securely within a frame over a dado
panel. In every panel except the dvarapala
the dado panels contain frolicking ganas.
The dvarapala stands over a dado contain-
ing a buffalo and an elephant sharing a
single head, a vrsabba-kufijara.” In Cave
IT the format is the same but, as we would

Northern Style (composed of kiidus), which may
indicate that at this date the difference was al-
ready recognized, and that both temple styleswere
being used by the Chalukyas.

T See Banerji, op. cit., pl. I1, fig. c.
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expect in accordance with its overall more
regular form, the dvarapalas at either end
of the porch are a matched pair. In the ve-
randa are two major icons of Vishnu facing
each other, Varaha (fig. 44) on the east and
Trivikrama (fig. 25) on the west. Again the
figures stand within definite architectural
frames and over dado panels. In this case
all of the dados contain lively ganas.

In Cavelll the number and scope of
the large icons were expanded. Icons in II1
stand not only at either end of the porch
and of the veranda but also in the blind
bays that are left blank in the I/II style.
Only two of these icons are placed over
dado panels of ganas (figs. 29 and 45); the
others all stand flush or nearly flush with
the floor of the cave and with the worship-
per himself (figs. 26—28). Distinct frames
have disappeared, and the icons stand
within the architecture of the temple.

In IV it is difficult to discern the origi-
nal intention, but what remains is clearly
closer to III than to the other two caves.
The original work of the sixth century was
abandoned before the facade was finished,
though not before the inner architecture
was finished. The image of Mahavira in
the shrine and those of Gomate$vara and
Suparsvanatha (fig. 31) on the outer ve-
randa ends are all of the sixth century. On
the other hand the large Jina panels at
either end of the inner veranda and on the
blind bays of the veranda appear to be ad-
ditions of several centuries later. The porch
1s blank on the east and contains only in-
significant and unintegrated sculpture that

cannot be compared to the panels of the
other caves on the west.

There is one more important difference
between the Cave ITI/IV style and the I/11
style. In the ITI/IV style figures transcend

their architectural frames in several cases
and by a variety of means. As I have al-
ready mentioned, most of these icons are
not situated over decorative dado panels
but stand flush with the viewer’s space. The
clearest examples of how else they tran-
scend the enclosing frames of the surround-
ing architecture can be seen in the Trivi-
krama panel of Cave III (figs. 26 and 27),
where Vishnu’s attendants turn a curving
upper edge and move onto the ceiling of
the cave itself, and where the figure of
Rahu runs around the corner of the wall
and faces in toward the fagade at an angle
of eighty degrees. Another example can be
found in the two sculptures of the veran-
da’s east. The Sesasana Vishnu and the Va-
raha on the adjoining (blind) veranda bay
are linked by a nagini who sits in such a
way as to be in both panels at the same
time (fig. 29), obliterating the distinction
between the two areas. The distinction
would otherwise be implicit in the archi-
tectural column that forms a frame sepa-
rating each from the other and thus iso-
lating them from the space of the viewer.
In CavelV, also, the sculptures are placed
in a2 manner that breaks down the separa-
tion between them and the viewer; they
stand on the floor of the cave and are only
incompletely caught within the surround-
ing architecture (fig. 31).

If we compare the Trivikrama panels
that occur in both Vaishnava caves, we can
see how this device of breaking down en-
framement in the Cave ITI/TV style is only
part of an overall tendency to bring the
icon into closer psychological contact with
the worshipper. The triple stepping Vishpu
of the Vamana Avatara in Cavell (fig.
2§) stands within a square panel framed
by the pilasters of the veranda on the sides,
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a dado panel of six dancing ganas below
and a decorated kapota carrying a comple-
mentary image of Siva Nataraja above.
The composition of the scene emphasizes
both the square limits of the panel and the
flat ground from which the relief of the
figures project. The major motif of the
embarttled yet resplendent Trivikrama rises
in a cartwheel of limbs and weapons that
jostle the frame but still firmly anchor
him within it. The Vamana (Dwarf) Vish-
nu beneath his parasol lines up statically
with the assorted demons of the Asura king
Bali. The relief is characterized by forms
that rise from the basic flatness of the wall
and return to it. The flat, contained and
static qualities dominate.,

The Trivikrama of Cavelll (figs. 26
and 27) is quite another conception.Though
it is twice the height and over four times
the size of the panel in Cave 11, 1t contains
fewer figures. It is neither pIaccd above a
decorative dado panel nor caught within
an enclosing architectural frame. It stands
on the same floor as the worshipper and
reaches out from the pilaster, that marks
its connection with the porch, to overlap
both the overhanging lip of the eave and
the ceiling above. Perhaps its most remark-
able feature 1s that it cannot be seen easily
from any convenient location, but curving
across the side wall of the porch and up
into the ceiling it demands that the wor-
shipper approach it in order to fully com-
prehend it.

The composition in Cave II stresses
half and low relief, though several of its
parts are nearly three-quarters free of the
wall. In Cave III it is the three-quarters
relief and the deep undercut that are stress-
ed. Where the flat ground of the panel is
stressed in II, it is the curving, rather con-

cave movement of the figures that predom-
inate in III. The background of the panel
15 not stressed but rather obscured by the
curving paths of the figures raised from it.
It acts more like a neutral space from
which the action emerges. None of the fig-
ures in the Trivikrama panel of Cave III
are full front, with the single exception of
Brahma who measures the height of Vish-
nu’s stride as the God’s foot approaches the
severed head of Rahu. The effect is over-
whelming. This is analogous to the change
of position that takes the Buddha from his
frame on the face of the sti#pa in Ajanta’s
Cave XXVI and projects him 18 feet out
and onto the floor in front of the stipa in
the Visvakarma at Ellora. From his place
remotely visualized as a removed icon, the
God has been brought out palpably into
the actual space of the worshipper.

This comparison is an extreme yet val-
id one. Cave II’s sculpture is the most con-
servative at the site, as the Trivikrama
panel of CaveIII is the site’s most drama-
tic and advanced. The panels of Cavel
(figs. rr and 21) are deeper cut than IDs,
but their basically static and removed qual-
ity is primary. Cave IV is difficult to com-
pare in this respect; Jaina art is of its very
nature static and conservative.Yet in terms
of style, the work in Cave I'V is close to that
found in IIL. Study of the maga hooded
image of the Jina Suparévanatha (fig. 31)
in Cave IV makes this clear, Both in its full
blown forms and in its filling of the archi-
tectural setting with a plastic continuum
of form that runs from the figures back to
a concave surface without a flat back-
ground panel, the Suparivanatha ap-

proaches the style of Cave ITI.

Each of the caves has a rich and varied
encrustation of architectural or pseudo-
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architectural decorations. The Hindu caves
carry narrative panels around their veran-
da lintels and a full complement of pillar
and lintel decorations throughout. They
also carry a series of important decorations
on their veranda ceilings.

All but the central ceiling of Cavel
contain motifs isolated in the center of
large rectangular panels. There are lotuses
in the outer pair and Gandharva-apsara
couples flanking the central bay. The cen-
tral bay is fully filled by a coiling Naga-
raja with five segmented hoods. The ceil-
ings of the second cave are filled with
overall patterns in most cases, There is a
wheel of fishes (matsyacakra) in the cen-
tral bay and complex nandyavartta frets
of swastikas in the flanking bays. The out-
er ceilings have raised isolated images: a
Gandharva-apsara pair in the east and
Vishnu on Garuda (fig. 2 3) in the west. The
Vishnu-Garuda ceiling is divided up by a
painted overall design consisting of a cen-
tral circle with equal circles in each of the
four diagonal corners. From this we might
suppose that all of the ceilings once con-
tained overall designs in which the raised
central portion was surrounded by either
sculptured or painted decoration.”

The seven ceilings of Cavelll are di-
vided geometrically into overall patterns
with raised central panels featuring gods.
This 1s true in each case excepting that of
the western-most panel, which is blank ex-
cept for traces of paint in a similar design.
Of the remaining ceilings, that on the east
differs from the rest in containing an un-
identified god in the center of a design of
nine unequal rectangles formed by four in-

2 There are many fragments of painting left

on both the sculpture and on the decorative carv-
ings in all of the Chilukya caves.

tersecting tangents of the central medal-
lion.”

The five central ceilings are organized
on the basis of the Astadikpalas, the Eight
Regents. This is another example of the
more sophisticated and more complex type
of planning which characterizes CaveIll
and which stands in contrast with the
planning in the two smaller Hindu caves.
The difference is not one that should be
traced to the necessities of greater size or to
the benefit of richer patronage. It can best
be understood as the result of the archi-
tect’s more elaborate and evolved concep-
tion of this temple’s organization as com-
pared to the simpled nature of the other
Hindu caves.

The five central ceilings from west to
east run:

(W) VARUNA BRAHMA VISHNU SIVA INDRA (¢)

Indra, the guardian of the east, in the
east; Varuna, the guardian of the west, in
the west; between them the major trinity
centers on Vishnu, the god to whom the
temple 1s primarily dedicated. The use of
this system 1s neither accidental nor whim-
sical. This dikpala system is also taken to
organize both the Brahma and the Vishnu
ceilings within the veranda, and to organ-
1ze the nine-square mandala ceiling of the
mandapa (before the garbhbagrba) on the
interior,

The Brahma ceiling 15 composed of a
central Brahma, seated on his Hamsa va-
hana, surrounded by eight smaller medal-
lions containing Indra, Yama, Varuna and
a male figure seated on a lion, respectively
on the east, south, west and north. The

% Banerji calls the figure Varuna, op.cit.,
p. 56 and pl. XXVI, fig. b,
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intervening medallions contain maithunas.
Only the lion accompanied figure® appear-
ing here in place of Kubera {on the north)
distinguishes this from the usual Puranic
SE.':.H

The Vishnu ceiling, over the square
intersection of the veranda with the main
axis of the temple leading to the shrine, has
the only fully enumerated series at the site
(fig. 24). In the eight medallions surround-
ing the central rondel of Vishnu is a fully
worked-out set of the eight celestial re-
gents. 1his again is a device to elevate the
primary God of the temple and distinguish
the central axis of the temple by more elab-
orate and ornate designs than those given to
subsidiary parts. Around Vishnu are placed
Indra, Yama, Varuna and the figure seated
with a lion in the east, south, west and
north, and in between these Agni, Vayu,
Isana and Brahma define the intermediate
“quarters.” This 1s the earliest known set
of the Astadikpalas in a dated monument,
and though this is not the standard Asta-
dikpalas of Puranic tradition eventually
codified and regularized in the North,” it
is quite close.

The mandapa itself has a ceiling organ-
ized by the quarter guardians. It centers on
Brahma and is made up of Indra, Yama,
Varuna and in this case Karttikeya (the
special patron of the Chalukyas).

As these designs are on the ceilings of
the temples they can only be seen by look-
ing up, and so the following diagrams are
oriented on the patternof:  south

west  east
north

3 Banerji calls this figure “Budba,” ibid.,
pp. 56-57.
3 See J. N. Banerjea, The Development of

Hindu Iconography, Calcutta, 1956, pp. 519-29.

Vishnu panel Cave III:
YAMA
ISANA BRAHMA
VARUNA VISHNU INDRA
VAYU AGNI

?

The standard Astadikpalas:
YAMA

NIRRTI AGNI

VARUNA INDRA

VAYU ISANA

KUBERA

Maha mandapa CaveIll:

TAMA

VARUNA BRAHMA INDRA

KARTTIEKEYA

The Jaina cave has only a single ceiling
panel, a flying Gandharva-apsara couple
in the bay before its shrine. It also contains
a sculpture, on the overhanging eave above
its entrance, that relates to one in Cave I11,
a crouching pot-bellied figure that is cer-
tainly a wealth deity (fig. 33). In Cave III
this position (left undecorated in both
Caves I and II) is occupied by a pot-bellied
figure of Garuda accompanied by Gand-
harva-apsara couples (fig. 32). Elsewhere
in ITI this eave is used: at the west for the
Rahu that is part of the Trivikrama scene;
and on the east for a number of flying ce-
lestials who are apparently witnessing the
expansion of Vishnu to his full cosmic form
of Virata-Purusa.
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On the overhanging eave in Cave III
there are also located figure paintings,
which are the only ones to survive intact
within the Chalukya region. These exist in
two bay-width sections, with a few heads
next to thn: Garuda. In the bay west of the
Garuda is a scene of a raja being entertained
by dancers and musicians. In the next bay
there is a raja seated in his court.” These
paintings are in the same generalized, na-
turalistic style as seen at Ajanta and Sittan-
navasal. They are undoubtedly of the same
period as the cave’s creation, but beyond
this they cannot be said to add significant-
ly to our understanding of it. Fragments of
decorative painting are scattered through-
out the caves and the structural temples of
the Chalukyas as well.

A last element of the decorativeschemes
that might be considered is the use of nar-
rative panels found on the inner lintels of
the verandas in the Hindu caves. In Cave
I, seven of the twelve surrounding lintels
are decorated. The three over the entrance
to the mandapa have non-narrative minia-
ture temple prastaras, which include small
images of Ganesa on the west, Siva on the
south bay, and over the central bay-lead-
ing to the garbhagrha a simple linga. The
three bays facing these carry decorative
combinations of ganas and maithunas, and
the western panel adjoining these carries a
narrative panel of the marriage of Sivaand
Parvari.

In Cave I1, all five of the panels facing
out from the veranda’s interior side carry
narrative scenes of the Churning of the
Great Sea of Milk, a legend that centers

2 C.Sivaramamurti, discusses these paintings
at length in “Western Chilukya Paintings at Ba-
diami,” Lalit Kala, no. 5 (1959), pp. 49—58.

mainly on the role of Vishnu. The western
panel of the outer lintel, facing into the
veranda, carries miathuna couples; the re-
maining four inward facing lintels carry
narrative scenes of the Krishna Charitra.

Only Cave I1I makes full use of all the
lintels facing into its veranda. In this case
there are fourteen lintels. The inner seven
are devoted to the Churning of the Sea of
Milk, the outer seven to the Krishna Cha-
ritra. The end lintels also carry Vaishnava
scenes, including on the west the birth of
Brahma from a lotus emerging from Vish-
nu’s umbilical, a scene which occurs in
Cave II as well.” Cave IV has no similarly
located scenes.

Before moving to a discussion of the
rock-cut temples at Aihole, we can con-
clude that within the unity of the Badami
rock-cut tradition two distinct styles can
be distinguished. There is the Cave I/II
style that is relatively simple in its organ-
ization and tends toward decorative orna-
mentation, with an emphasis on gana pan-
els used as basements for major sculptural
and architectural elements. Here, sculp-
tures are static and tightly confined to their
architectural niches. The Cave III/IV style
tends generally to more complex organiza-
tions that emphasize the most significant
functions of the temple and include more
sophisticated organizational devices such
as the Astadikpala system of Cave III.
Sculpture is more dynamically and dra-
matically conceived and often broken from
the isolation and containment of wall and
frame. Greater advantage is taken of the
area available for decoration, and though

' This is the earliest version of the |egend in
which the lotus is seen growing distinctly from
Vishnu's umbilical,
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it could not be said to be more artistically
successful, in general this can be seen to be
a more regular, consistent and fully devel-
oped style. This is evident in the fagades
and the plans as well as in the sculptural
organizations. Several of the typical as-
pects of the I/II style are lacking in the
later ITI/IV style, such as the use of gana
panel basements and, to some extent, the
strict enframement for major icons. The
far greater sophistication of the III/IV
style and the likelihood that such a style
would presuppose the simpler style found
in I/II and follow rather than precede it
lead me to see the ITI/IV style as being de-
finitely the later one.

Other, less subjective, factors also lean
to the conclusion that the third, dated cave
and its Jaina cousin are later in conception
and execution than Caves I and II. The
inscription in Cave III states that the Cha-
lukya prince Mangaleéa “erected a temple,
an abode of Vishnu, surpassing everything
which is celestial or human.” This is a
typical attitude of the time. When we look
at the caves and see that the third cave is
not only twice as large but also far more
spectacularly located (higher up in the
cliff) than its two Hindu brothers, we can
see the concrete manifestation of Manga-
lesa’s glory (which he then made over to
his brother Kirtivarman I, the reigning
monarch). It would seem highly unlikely
that in light of such an attitude, Mangalesa
or his successors, who were each increasing-
ly more powerful and wealthy, would sup-
port the construction of smaller and less
ambitiously placed temples than those al-
ready existing at a site. In general the
movement throughout the period is from

M See note 13, above.

more modest toward larger and more or-
nate temples, ending with the Viropaksa
Temple at Pattadakal, the largest and rich-
est single temple in the Deccan. To go from
the spectacular and very ambitious Cave
III to the far more modest and more sim-
ply organized Caves I and II seems highly
unlikely.

In visiting the caves, these implications
of size and siting are augmented by the re-
lation in which the caves stand to the vil-
lage. The caves run as numbered along a
single path, from Cave I just above the
habitation level of the village, past Cave II
to the base of Cave III's platform. Caves I
and II have the most convenient locations
and those which required the least prepa-
rations. They lie on the path that rises from
the village to the top of the South Fort.
Though no inscription to date the use of
the South Fort has been found, it still seems
reasonable to suppose that the path’s exist-
ence, with its strategic defensive implica-
tions, would predate the construction of
the temples. The path turns south and
climbs the fort, just before the base of Cave
IIT’s platform. The platform of Cave III,
which was demanded by its design, is a
large stone faced earthwork that required a
great deal of labor to erect. To reach Cave
ITI one must pass by the sites of the two
smaller caves. Cave IV, which can now be
reached from Cave III, was originally
reached by a separate path that rose up
from the edge of the tank below. If the ex-
cavation of Cave IIT had not been under-
taken after the excavation of Caves I and
IT, it might reasonably be expected to have
had a similar path, rather than the one that
links it to I and II.

When we put this together with what
we know historically from the grants and
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inscriptions we can have a fairly clear idea
of the chronology of the monuments. The
Chalukyas are unknown before Pulakeéin
I’s Vallabeéhvara inscription of A.D. 543.
Kirtivarman I, the successor of Pulakesin,
is called “Vatapyah Prathama-Vidhata”—
the first maker of Vatapi (Badami),” which
is generally interpreted to mean that he
was the first to adorn the site with tem-
ples™ as it was his father who built the first
fortifications. It was probably Kirtivar-
man who was responsible for the first
caves. But even if they were not done un-
der his direct patronage, their closeness to
the second pair makes it most likely that
they immediately preceded them in time
and most reasonably in the preceding
decade. Cave III was dedicated in A.D.
578 and could have taken much of the 7os
to be accomplished. The two smaller caves
were probably of the 6os, the decade pre-
ceding Cave II1. Cave I'V was built mainly
in the style of III and still exhibits many
of the characteristics of the I/II style. To
think of it as being much later than the
rest, as many have done in the past, is not
acceptable.” Though some of its decora-
tions are definitely later, most of the work
in Cave IV takes rather directly the stand-
ard forms of the Cave I/1I style and devel-
ops them in precisely the same way seen in
Cave III, though more modestly. A com-
parison of their sculpture is particularly
relevant. Cave IV’s sculpture is very close
to that in I11. As Sankalia has pointed out,

% *“The Chiplun copper-plate grant,” James
F. Fleet (translator and editor), Epigraphia Indica,
vol. 3, pp. 50-53.

% K. A Nilakanta Sastri in The Early History

of the Deccan (G.Yazdani, editor), London, 1960,
p. 208,

¥ See note 6 above.

the Suparivanatha in Cave IV (fig. 31)
could be by the same hand as the Vishnu
Sesasana in Cavelll (fig.29).*® CavelV
was most likely cut out of the rock during
the same time as its stylistic complement
ITI, that 1s during the 7os.

ATHOLE

Aihole 1s 15 miles east and shightly
south of Badami, downstream on the banks
of the Malaprabha, which flows within a
mile of Badami. Though Aihole is often
considered to be the first capital of the
Chalukyas, there is no justification for this
view beyond the seemingly earlier state of
its architectural remains. I say seemingly
earlier remains, as my research into the
chronology of the Early Western Chalukya
structural temples of the site has shown
that the usually attributed dates of fifth
and sixth century for many of the temples
are unfounded.” The most celebrated ex-
ample, the Lad Khan, is attributed by
Percy Brown to the fifth century,” and has
recently been redated to the late sixth cen-
tury by S.R.Balasubrahmanyam.” In both
cases the criteria 1s the cave-like appear-
ance of the temple and supposed similar-
ities that it has with cave temples in gen-

 H.D.Sankalia, Jaina Yaksas and Yaksini,
Deccan College Post-Graduate and Research In-
stitute, Bulletin, vol. 1, no. 2—3 (1940), p. 162.

¥ After extended research on these temples I
have been able to find only a few structural tem-
ples 1o go along with the Meguti (A.D. 634/5) as
earlier than the eighth century. See dissertation
note I.

% Brown, op. cit., p. §2.

4 8. R. Balasubrahmanyam, “The Date of
the Lad Khan (Surya-Narayana) Temple at
Aihole,” Lalit Kala, no. 10 (1961), pp. 4 1—44.
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eral. These usually accepted early datings
have to be put aside since the recent inves-
tigations of the Jambunatha or Jambulinga
temple at Badami show that temple, which
is dated A.D. 699, to make use of precisely
the pillar types and other decorations that
occur in the Lad Khan.*” There is in fact no
hard evidence for any structural temple at
Atihole earlier than the well-known and
inscribed Meguti of A.D. 634. Aside from
the inscription in the Meguti, there is no
other in the site of Aihole that has been
securely dated before the eighth century.”

Though the usual dating of the earliest
monuments at Aihole to the fifth century
is not supportable, it is still likely in the
case of several of the rock-cut shrines that
the earliest remaining temples of the Cha-
lukya area are located here.

There are five important rock-cut tem-
ples at the site. The best known of these is
the Ravana Phadi, the Siva cave which is
located, along with a second, smaller Siva
shrine, about 150 yards northeast of the
Durga Temple, north of the village. The
other excavations are Jaina and located in
the sides of Meguti Hill, to the east and
overlooking the village.

The Ravana Phadi is located in a very
low boulder,” only a few feet above the
level of the surrounding fields. It is set be-
low a natural seam in the stone that runs
horizontally across the full length of the
boulder (fig. 36). In these and several other

42 Tarr, op. cit., Chapter 4.

** This is a highly controversial matter and I
can only refer again to the lengthy discussion in
my dissertation, Chapters ITI-VII,

* This temple is also called the Ravel Phadi.
For a plan of the site see Henry Cousens, Cha-
lukyan Architecture of the Kanarese Districts,
Calcurtta, 1926, pl. 1.

ways, the excavation bears striking if su-
perficial resemblance to the earlier Hindu
excavations at Udayagiri Vidisa.” In each
case the excavators were careful to choose
conservative sites (only a few steps above
the ground) in low boulders that rise only
slightly above the caves—far less impres-
sive than the sites chosen consistently by
the Buddhists. In both instances a more
finely grained and harder stone than that
which attracted the Buddhists was chosen.
At Vidisa as well, boulders were chosen in
which a natural seam in the stone gave
either a convenient ceiling break, or at least
a psychologically safer and perhaps sym-
bolically distinguished ceiling.

The Ravana Phadi is smaller than any
of the Badami Hindu caves; it is only 13
feet wide at its entrance and only 18 feet
wide in its central mandapa (fig. 1). Its
facade (fig. 37) is not full temple width but
1s covered by sculptural decoration, a fea-
ture again closer to the earlier excavations
at Vidi$a than to those in its immediate
neighborhood. The fagade here is not so
distinctly separate from the rock as at Ba-
dami. Around its entrance there is a defi-
nite basement and an irregular if distinct
elevation. But on the sides and above, the
temple is blended into the rock rather than
clearly separated from it. It has no cornice
or veranda.*

The fagade here, unlike that at Badami,
contains important sculptures. On either

** I am not here trying to directly link the
dates of these two sites, but merely calling atten-
tion to their shared technical and possibly psycho-
logical conception. For the Udayagiri Vidisa
material, see R. D Banerji, The Age of the Imperial
Guptas, Calcutta, 1931, pls. XIII-XIV.

% The possibility that there may have been a
structural fagade cannot be ruled out.
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side are large dwarfish representations of
Sankha and Padma Nidhi, the two wealth
figures that occur in miniature at Badamu.
These are placed within relief niche en-
framements, each with a paneled basement
containing a single gana and each with a
domical roof. Flanking the door stand a
pair of dvarapalas partially on the fagade
and partially in the entrance, in three-
quarter relief. Surprisingly both are in
Scythian dress.” The entrance itself is
formed by a broad horizontal opening con-
taining a pair of supporting pillars. The
pillars are severely simple with a very nar-
row curving bracket above and only a
simplified and austere octagonal necking
to distinguish its otherwise undecorated
square shaft. These pillars (fig. 37) are the
simplest examples of a type not seen at
Badami. It is composed of a square shaft
with an octagonal necking hedged on all
four sides by half and quarter rounds. It s,
however, the simplest form of the pillar
type that is most common among the later
structural temples here and at Mahakuta.
It is used here in combination with match-
ing pilasters in a three-bay mandapa en-
trance. (Only the central bay, approached
by the stairs, 1s actually broad enough for
use.) This is the most simple version of the
standard mandapa entrance form, which
we have already seen in the Badami caves
and which continued to be used among
some later structural temples as well.

In the cave’s layout, two factors are
most important: first is the basic difference
from the standard Badami layout; second
1s the irregularity in which it is worked out.
The plan of the Ravana Phadi (fig. 1)

* These are the latest examples that I know
in the Deccan.

shows it to be related to a series of Hindu
monuments found in Maharashtra and the
Konkan in the early and middle decades
of the sixth century.” The type seems to
develop out of the interior spaces found in
the Buddhist excavations of the Vakatakas,
where enclosed spaces lead through pil-
lared openings to shrines, niches and cells.
It appears in a primitive form at Manda-
peswar* and is developed toward the mid-
dle of the sixth century in the east wing of
Elephanta® and in the Rame$vara at El-
lora.” Here at Aihole it takes a rather un-
iquely concentric aspect with a central hall
opening on all four sides through horizon-
tal frames containing a pair of columns. The
same form as the entrance, repeated in the
rear of the mandapa, serves as a prelimi-
nary entrance to the shrine (fig. 39), and
repetitions of it to either side serve as
screens for sculpture niches (fig. 38). The
second factor, the cave’s basic irregularity
of form in spite of this very regular con-
ception, can be seen easily from the ground
plan. Though the cave was very carefully
conceived and executed, it still contains a
number of features that indicate a definite
lack of assurance as to exactly what its
final form should be and how its parts
should be laid out. There is a lack of right
angles in the mandapa itself and an at-
tempt, apparently reconsidered, to expand
the “sculpture” niche on the right into
something else. Just what this might have
been is hard to say. There are no parallels

* This 15 discussed at length in my article,
“The Siva Temple at Dhokeévara and the Devel-
opment of the Nidhi Image,” Oriental Art,vol. 15,
no. 4 (1969), pp. 269-80.

¥ Spink, op.cit., p. 21.

% Ibid., p. 21.

 Ibid., p. 22,
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with which to compare, and it is only very
irregularly worked.*

Within the cave, the pillars (fig. 38)
are of the type found in the entrances to
the mandapas of the Badami caves and the
sculpture niche of Cavel. They are three
different types of the simple cushion capi-
taled pillar. All have very narrow curving
or stepped brackets. Those at the rear (fig.
39), leading to the shrine, are narrow
square cushion capitaled pillars. Those to
either side are sixteen-sided pillars with
slightly concave faces that spring from
square bases and carry cubical shapes just
below their neckings (fig. 38). In several
ways these are reminiscent of the forms
seen at the entrance to the mandapa of
Cave I at Badami (fig. r1). One striking
similarity can be seen in the decoration of
the shaft cube on the pillars fronting the
niche containing the Nataraja and Marri-
ka panels (fig. 16). Here is the simplest
form of the kirtimukhbas and swag motif
that is a standard form of pillar decoration
in the Badami caves and throughout the
early Western Chalukya period. In short,
what we see in the derails of the Ravana
Phadi is a collection of motifs that are to
become standard in later Chalukya tem-
ples. They are seen here in their simplest
and possibly their earliest usages.

Another significant aspect of the cave’s
design, and one that has not previously
been noticed, is the use within the cave of
structural forms. Burgess’s plan indicates a
large garbhagrba containing a Vedi and
Linga at the back of a2 compartment front-
ed by the broad entrance just mentioned
and containing two large sculptural panels.

52 Burgess guessed this o be later than original
work, Report, p. 38.

The original garbbagrba was not so un-
orthodoxly finished. Originally the sanc-
tum was screened from the mandapa by a
structural wall that contained only the
usual, single doorway. This was preceded
by an antarala (forechamber) containing
the two icons of Varaha and Mahisasura
that have no place in the shrine proper. The
proportions of this antarala are marked
above by three medallions in the ceiling (a
lotus, Vishnu on Garuda, and Indra moun-
ted on Airavata and surrounded by his
host) and a ridge for the walls’ setting. Be-
low, in line with the short extensions on
the inner sides of the icon panels (fig. 19),
is the half lotus threshold that stood before
the doorway.

Though this wall is no longer standing,
its richly decorated left jamb (fig. 41) and
its lintel (fig. 40) can still be found lying in
the garbhagrha (fig. 39). The bases that
supported the jambs are now lying in the
temple’s unused south shrine. Measure-
ments show that these bases and the jamb
added to the lintel would have filled the
height of the rear shrine and the space left
by the short extensions at the end of the
antardla, leaving an entrance space the
width of the lotus threshold (fig. 39). This
use of structurally added parts in a rock-
cut temple is another link with the tradi-
tion seen at Udayagiri, Vidisa.”

This shrine door was simpler than any
at Badami. It was composed of simple
moldings, with a small framed dvarapala
at each base and a single vertical row of
male figures joined by a row of flying gar-
land bearers focusing on the center of the
lintel, where two ascetics worship the linga.

3} This can be seen both in Temple I and in
the temple at the north of the site.
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The lack of architectural detail, not only of
entablature but of supporting pilasters as
well, is quite conservative. The inner deco-
rative band of rosettes linked by ribbed
bands and the forms in the other courses
are all derived from forms that can be seen
earlier at Ajanta and Ellora. This first mo-
tif, though common in Maharashtra, does
not occur elsewhere among the temples of
the Chalukyas.

The sculptural decorations of the tem-
ple are placed at the corners of the manda-
pa, in the sculpture shrine (figs. 38 and 42)
and in the antarala (fig. 46). The sculpture
shrine here bears close ties with several oth-
er monuments whose form it shares. It con-
tains images of Siva as Nataraja with Par-
vati, Ganésa, Kartukeya and Bhrngi, sur-
rounded by the Saptamatrkas: Brahmi,
Maheévari and Kaumari on the side wall
(fig. 42), Vaisnavi on the back wall to the
God’s right, and Varahi, Indrani and Ca-
mundi on the side wall to the God’s left.™
The style here is closest to Badami’s Cave
I/11 style. The figures are isolated from the
worshipper and lined up in simplified re-
lief, silhouetted against the wall. Spatial
complexities are not approached, as the ar-
tist confines himself to superb linear styl-
1zations of the dance. In the frozen grace
of their poses and in the patterned textures
of their costumes these figures approach
the style of the Karttikeya (fig. 22) in the
sculpture niche outside of Badami’s Cave L.

A comparison of the Variha panel
within the Ravana Phadi to other exam-

ples in the Chalukya tradition (figs. 444 ;,f)
sh-:-uld make the situation of the cave’s

¥ In all of the temples that use this layout
the predominant subject matter is the same, though
the arrangement is different in each case.

sculpture clear. The Varzhas in Caves 11
and I1I at Badami show the same basic dif-
ferences seen in the Trivikrama panels of
the two caves. The Varaha in Cave Il (fig.
44) stands enframed on the veranda wall.
Its controlled relief has caught, within a
simplified silhouerte, the two-dimensional
outlines predominating over the projection
of the forms. The boar, in the pratyalidha
(archer’s) pose, faces one side with his left
leg raised on to a lotus that rests on the
coiling Nagaraja representing the seas be-
low. The Earth, Prthivi, stands on another
lotus held 1n the God’s natural left hand
and leans against his snout. The God’s na-
tural right hand rests on His hip. His sec-
ond right hand holds the cakra (wheel) and
his second left hand holds the fankha
(conch), besides passing behind and sup-
porting the body of Prthivi. Each element
is clearly shown in profile or full front.
The Varzha in Cave I1I’s veranda (fig.
45), though it is the most conservative pa-
nel in the cave, makes a complex use of
space. Its frame 1s the architecture of the
cave (except for the dado panel of ganas),
and it is linked to the Sesasana panel by a
figure that leans across from one panel to
the next (fig. 29). It is not so consistently
a work of silhouette as the work in CaveII
but is conceived in terms of a swelling mass
that undulates particularly across the bot-
tom of the panel where the demon Hiran-
vakasipu is caught in the flowing wash of
the Nagarajas and garlands, The pose of
the Varaha is close to that in Cave II, with
the exception of the left arms. Here the na-
tural arm curves visibly behind the God-
dess to hold the conch shell more explicitly
than in the Cave Il panel. The second left
arm is not shown at all, but rather it is in-
dicated by the hand that appears out of the
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neutral space of the panel to support the
Goddess’s lotus pedestal. The foreshorten-
ing implied here and the plastic use of
space are both typical of the great sophisti-
cation seen in the Cave I1I style.

In the Varaha panel of the Ravana
Phadi (fig. 46) we can see the motif in a
simpler state. The image is framed within
a rectangular panel set into the antarala
wall, a foot above the floor. Filling the
frame and in no way relating to the archi-
tecture around it, the Aihole Varzha is
closest to the version seen in Cave IL. It is
an essay in silhouetted forms and simpli-
fied volumes. In an unorthodox manner it
stands on the floor of its frame while the
Nagaraja and his consort are pushed into
the lower corner. There is also a problem
here, which we have already recognized in
the Badami panels, of how the artist is to
show the left arms that must simultaneous-
ly support the Earth Goddess and the
conch, Here, as in Cave II, one arm ex-
tends parallel to the panel to support the
Goddess’s feet. Here, with far less satisfy-
ing effect, the natural arm is bent back at
the elbow giving the Goddess a perch to sit
on but leaving no support for the conch
shell which floats in the panel’s upper cor-
ner. Of the three panels this is certainly the
most timid and the least impressive. A look
ahead in time to the Varaha on the Airi-
kesvara Temple at Mahakota (fig. 47)
shows the problem as Chalukya artists of
nearly two hundred years later were to
solve it.*

In general, the decorations of the tem-
ple are close to the Badami I/11 style. There

% A less “satisfactory™ solution 1s seen on the
Durga Temple, Pierre Rambach, and Vitold De
Golish, The Golden Age of Indian Art, London,

195§, pl. 9.

are no instances of kadu-kapotas in the
temple; all of the kapotas are left plain.
There is a consistent use throughout the
mandapa of gana dado panels. And though
there is an elaborate wealth of ceiling dec-
oration (fig. 38), Astadikpila organization
is lacking. Though the sculptures within the
mandapa lack architectural enframement,
they are raised away from the viewer by
means of these dado panels. There are no
narrative panels. Finally, the conception of
sculpture within a pillar screened niche is
seen only in Cave I at Badami, here, and in
the Aihole Jain cave. Therefore, if we are
to place the Ravana Phadi in relation to
the monuments at Badami, we must see it
as separated from the Cave ITI/IV style by
the I/1I style that it most closely approxi-
mates.

The Ravana Phadi is probably the ear-
liest fully developed temple of the series,
and it is probably the oldest surviving ma-
jor temple of both the Chalukya dynasty
and of the Chalukya region. A date of the
§50’s seems most suitable. Certainly with
the dynasty establishing itself in about
A.D. 543 it could not be much earlier than
5 50.°* No surviving monuments have been
convincingly attributed to the Kadambas
who preceded the Chalukyas, and no im-
portant political force is known to have
occupied the Chalukya heartland before
their time.” The work is securely datable
to the middle of the sixth century, and no
power other than the Chalukyas could
have been responsible for its creation, in
this location.

The smaller Siva shrine next to the Ra-
vana Phadi is the simplest rock-cut temple

% See note 14, above.

* For the Kadambas, see George Moreas,
Kadamba Kula, Bombay, 1931.
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in the area and one of the simplest in India
(fig. 43). It is an undecorated cell, about a
vard and a half square and a yard tall, cut
into the same low boulder as the Ravana
Phadi. Its form, though simple, is perti-
nent. It, too, is cut into the rock near
ground level, at a place where a seam in
the rock forms a natural ceilingbreak. It has
a linga and yoni that are not rock-cut but
added. The linga reaches to within a few
inches of the ceiling. Both the local stone it
was cut from and the simplicity of its form
would seem to indicate that it is original
and of the Early Chalukya period. It seems
reasonable, though not certain, that this
was a preliminary to the larger and ex-
tremely ornate Ravana Phadi.

It has been suggested, largely on the
basis of the tall crowns worn by many of
its figures, that the Ravana Phadi was the
work of the Pallavas who conquered Ba-
dami in A.D. 642.%® This idea, however,
carries with it many implicit misconcep-
tions of the basic nature of both the monu-
ments and the kinds of political institu-
tions with which we are dealing. To begin
with, there is the assumption of a Pallava
occupation of Badami; this is based on the
Pallava’s known conquest of the site and
the subsequent lack of a certain Chalukya
monarch for the following thirteen years
(642—654/5 A.D.). The earliest version of
this hypothesis (that the Pallava presence
was more than a punitive raid) was ad-
vanced by J.F.Fleet, in 1880, to explain
the existence of an early Tamil inscription
at Badami. At a time when only a few of
the relevant records were known, Fleet
proposed that Badami had been originally
occupied by the Pallavas who were then

%8 Herman Goetz, India, Five Thousand ¥ears
of Indian Art, Baden-Baden, 1960, p. 125,

succeeded by the Chalukyas, when they
rose to power in the early sixth century.”
This was accepted as late as 1926 by Henry
Cousens in his Chalukyan Architecture of
the Kanarese Districts.* Today, however,
and since the discovery of the Vallabesvara
inscription of A.D. 543 that proclaims the
beginning of Chalukya history and the
history of the Badami area,” this Pallava
inscription is taken as a record of Nara-
sithhavarman I, who conquered Badami in
A.D. 642. It 15 a short and now much
erased record on the side of a boulder at the
northeast corner of the Badami tank. Little
more of it can be read than the phrase that
refers to the “Pallavas, the foremost of
kings.”®

When this hypothesis is then updated,
and the single record is considered to indi-
cate a major and extended occupation of
the entire area, after the Pallava conquest
and probable pillaging of Badami in 642,
the basic military and economic nature of
these times is misunderstood. That Nara-
sithhavarman’s raid was a punitive one
should be quite clear. He was more likely
seeking to protect his own interests in Ta-
milnad from the Chalukyas (and to acquire
a large amount of booty in the bargain)
than attempting any territorial acquisition.
An exchange of raids and reprisals between
the Chalukyas and the Pallavas continued
throughout the seventh and eighth cen-
turies. At least one time after 642, the Pal-
lavas claimed a victory at Badami,” while

9 James F.Fleet, “Sanskrit and Old Kana-
rese Inscriptions”™ LXXIII, Indian Antiguary,
vol. 9 (188¢), pp. 99-100.

% Cousens, op.cit., p. §3.

61 See note 14, above,

82 See note 59, above.

5 Ernest Hultzsch (ed.), South Indian In-
scriptions, vol. 1 Madras, 1890, pp. 12—13.
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the Chalukyas for their part claimed sev-
eral conquests of the Pallava capital at
Kaiichi. These raids were climaxed in the
reign of the Chalukya Emperor Vijaya-
ditya who claimed to have conquered
Kafichi three times.* Yet nowhere, in the
many records of these triumphs on both
sides, is there any suggestion of territorial
acquisition, occupation or extended rule.
These were, after all, not monarchs of
modern centralized states but highly suc-
cessful military leaders in a feudal world
to which imperialism had quite a different
meaning than it might to a 19th-century
Englishman.

Other than the single opaque reference
to the Pallavas in this fragmentary inscrip-
tion, no definite trace of the Pallavas is to
be found anywhere in Chalukya region. I
see no reason, then, to suppose that the Pal-
lavas remained in the area long enough to
have created any monuments of this scope.
The fact that Vikramaditya I (who re-
established the Chalukya dynasty after the
defeat at Badami) was never credited in
the records of the dynasty with a recon-
quest of the dynasty’s heartland from the
Pallavas must show that such a conquest
was unnecessary. Furthermore, when the
temple itself is studied, the only reference
to the art of the Pallavas that can be found
is seen in the tall peaked crowns worn by
several of the figures. These crowns have
only their height to relate them to the Pal-
lava style and nothing to relate them to the
Pallavas.

The cave certainly bears no relation to
Pallava rock-cut architecture in either its

¢ Pillar Inscription from the VirGpiksha
Temple at Pattadakal, James F. Fleet (translator
and editor), in James Burgess, Archacological Sur-
vey of Western India, vol. 3 (1878), p. 125.

plan, its architectural details or its sculp-
ture. These all seem to relate easily to sixth-
century works in Western India and Maha-
rashtra, specifically to the Hindu caves at
Elephanta, Dhoke and Ellora.® There is no
Pallava tradition of rock-cut cave temples
before the reign of Mahendravarman I (ca.
A.D. §80—630), and the style of the works
of his era in no way relates to the work
found at Aihole.” There is, therefore, no
reason to suppose an existing Pallava style
in stone that could influence or create
monuments in the Deccan at this time. To
suppose the temple to be later, of the mid-
dle seventh century, would thus divorce
the temple from its apparent architectural
context. On the contrary, so many of the
Ravana Phadi’s features relate it securely
to the developing tradition of Chalukya
monuments that to suppose it to be a for-
eign work is out of the question. To say
that any parts of the temples’ sculptural
decoration are of a later period is to miss
the thorough integration of the sculpture
and its setting.”

Both the Varzaha (fig. 46) and the Ma-
hisasuramardini Durga®® are distinctly
Chalukya types. The dancing Matrikas
(fig. 42) and the Natariaja of the sculpture
niche and other figures with the tall “Pal-
lava” crowns are not of a style that is
clearly Pallava or sufficient to put aside the
fact of their connection to a distinctly
Western Indian Deccan temple plan. Their

5 See above in text and notes 48-1.

% See K. R. Srinivasan, The Cave-temples of
the Pallavas, Madras, 1964, pp. 37—43.

% It might be added that the tall hats well-
known to Pallava sculptors are not used by them
before the reign of Rajasithha, which is to say not
before the eighth century.

“ See Louis Frederic, Indian Temples and
Scuﬂpturf', Lﬂnrlun, 1959 P: 143,
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forms are cut in a strong relief that projects
plastically from the wall in a way common
in Chalukya art, but not seen among the
temples at Mahabalipuram. The figures
are all frontal, and there are none of the
usual Pallava tableau devices of corner
figures standing in profile or figures seen
from behind. The Pallava artist’s tendency
toward softly inflated forms is not present
either. Rather, one is struck by the robust
almost folk quality of the strongly pro-
jecting forms and their angular rhythms.

This question of Pallava alteration of
Chalukya monuments has also been
brought up in connection with the caves
at Badami.*” In these discussions it has been
assumed that major portions of Cavelll
were altered by the Pallavas in an attempt
to demonstrate their triumph over the
Chalukyas, in A.D. 642. This proposition,
too, seems to assume an extended occupa-
tion of the area by the Pallavas. Further
more it assumes that the Pallavas would
have produced carved images insulting to
the Chalukyas and that the Chalukyas
would have allowed these images to re-
main in their own capital. Finally, it ig-
nores the very opposite implication of the
Chalukya sovereign Vijayaditya’s inscrip-
tion in the Rajasimhesvara (now the Kaila-
sanatha) temple in the Pallava capital of
Kafichi. There he states that the beauty of
the temple was so wonderful that he had
returned to it the spoils he had taken.™

% Aschwin Lippe, Unusual Icons at Badami,
Summaries of Papers of the Twenty-sixth Inter-
national Congress of Orientalists, New Delhi,

1964, p. 151; “Some Sculptural Motifs on Early
Calukya Temples,” Artibus Asiae, vol. 29 (1967),
PP- §—24.

7% E. Hultzsch (translator and editor), *The
Kanchi Inscription of Vikramaditiya,” Epigra-
phia Indica, vol. 3, pp. 359-60.

The idea that the ruler of one Indian
dynasty would have had the temple of an-
other ruler re-cut in order to insult him is
without precedent. The implicit correlative
of this idea, that the insulted dynasty
would allow the pictorial insult to stand in
the center of its capital, seems on the face
of 1t improbable.

The recutting hypothesis attempts to
explain the Cave III sculpture style by at-
tributing the figures, that stand flush with
the cave’s floor, to the Pallavas. Thus the
Vishnu Sesasana and the Varzha are left to
the Chalukyas, while the Trivikrama, the
Virata Purusa, the Harihara, and the Na-
rasithha are given to the Pallavas. The full
standing Narasirhha (supposed in the re-
cutting hypothesis to stand for Narasirh-
havarman the triumphant Pallava king) is
of a type unknown to Pallava sculpture,
though it is seen several times in the Cha-
lukya area. The Trivikrama and the Virata
Purusa are apparently the two most im-
portant forms of Vishnu to the Early
Western Chalukyas and occur in specially
stressed locations on the Virtipaksa at Pat-
tadakal, the great eighth-century monu-
ment of the dynasty, In fact, the Virata
Purusa of Cave III (fig. 28) occurs in the
most important position of any Vaishnava
sculpture on the Viriipaksha (fig. 30). To
say, then, that this eight-armed Vishnu is
an Astabhujaswami (Eight-Armed Lord)
belonging peculiarly to the Pallavas™ seems
out of the question.

The other major cave at Aihole is the
less well-known Jaina cave on the south-
east of Meguti Hill. Though this is not so

1 K.V.Soundara Rajan, “A Vishnu Sculp-
ture from the Virupaksha Shrine at Pattadakal,”
The Jowrnal of Indian Museumns, vol. 14-16, pp.
26-31.
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exciting a temple as the Ravana Phadi or
any of the Hindu caves at Badami, it is
finely wrought and represents a connec-
tion between the Aihole form seen in the
Ravana Phadi and the later Badami form.
In date it probably begins just before in the
period of Badami I/II, the features of
which it combines with those of the Aihole
Siva cave.

In its plan (fig. 2) the fullest extent of
this combining of forms can be seen. The
Aihole Jaina cave is basically the Aihole
form of a central mandapa with broad pil-
lar screened openings in each of its sides
(fig. 1), now fronted with a veranda and a
colonnade in the Badami manner (fig. 3).
The fagade (fig. 48) of the cave is today
fully closed off by a wall of dressed but
undecorated stones, Originally, as can be
seen on the inside of the veranda (fig. 49),
it was composed of five bays separated by
simple, undecorated square pillars bearing
narrow curving brackets much like those
seen in the Ravana Phadi. There was ap-
parently neither basement nor cornice, and
there was no fagade sculpture. The veranda
has an icon at either end as at Badami, with
Suparivanatha on the right (fig. 49) and
GomateSvara on the left (the opposite
placement of that seen in the Badami Jaina
cave). As in the antarala ceiling of the Ra-
vana Phadi but unlike those at Badami, the
bays of the ceiling are distinguished, but
not separated, by very elegant decorative
reliefs. The interior wall of the veranda is
blank and undivided, providing only the
small three bay entrance equivalent to that
in the Ravana Phadi, opposite the veranda
entrance.

The mandapa of the Jaina cave is quite
similar to the Ravana Phadi’s. This is seen
in both the basic architectural form and in

such details as the decoration of the ceil-
ing.* As in the Siva cave, only the left
sculpture niche is filled, and the design runs
around all three walls of the niche. These re-
liefs show royal or celestial figures includ-
ing Indra in attendance on the Jina, Maha-
vira (fig. 51). The layout overall is far more
accurate and regular than that of the Siva
cave. The shrine at the rear (fig. 50) 15 quite
small and screened only by the pair of pil-
lars (the Jina not requiring the secrecy of
his Hindu counterparts).” The seated re-
presentation here too is Mahavira. Outside
the shrine, flanking its entrance on each
side, are standing lotus-carrying guardians.
Each occupies a large frame and with an
attendant dwarf. All the sculptures within
the cave are raised off the ground, but
there are no ganas or other sculptured dado
panels.

This cave is far less-known than the
Riavana Phadi; only its ground plan and a
detail from the ceiling have been publish-
ed.” It 1s, however, the monument that
comes closest to the Pallava traditions that
have unfruitfully been sought elsewhere.
This closeness is apparent in the guardians
of the rear wall (fig. 50). That this most
“Pallava” looking of all Chalukya designs
has not been mentioned elsewhere is an in-
dication of the limited familiarity with the
site that has hampered previous studies.”

7 See Stella Kramrisch, The Art of India,
London, 1959, pls. 59 and 6o.

73 Mahavira, here as 15 common at the site,
wears a robe,

7+ Besides Burgess, it has been mentioned by
Kramrisch, note 72, above, and by 5. K. Saraswan
in the section on Architecture in The Classical Age,
vol. 3 of the History and Culture of the Indian
People, Bombay, 1962, p. 498.

7% This is, of course, the focal problem with
all approaches that have been made up to this
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The cave is not, however, any more likely
to be closely related to the Pallavas than
those already discussed. Both the placing
of the figures and their general proportions
can be easily understood within the frame-
work of Chalukya art. The dvarapala’s
dwarf attendants and the rest of the cave’s
design can be explained in no other way.

There is no trace here (except for the
stone slabs added to the fagade) of any in-
tended structural addition. Though the fa-
¢ade was wider and had the additional ele-
ment of the large veranda, there is hardly
more interior here than in the Ravana
Phadi. The date of the temple is probably
later than the Ravana Phadi to contempo-
rary with the Badami Cave I/II style of
the §&os.

The two-storied Jaina Cave (fig. 56)
in the north side of Meguti Hill is hardly
an excavation at all. It is only partially cut
into the hill, and much of its interior is reg-
ularized by panels of cut stone. Only its
shrines, which are cut into the cliff, take
advantage of natural overhang. All of its
fagade is structural.

The lower story, which is the oldest, has
an interior consisting of three cells (side by
side) each lined with dressed stone, though
standing beneath an overhang and cut back
into the hill (fig. 54).” The door to the cen-
tral of these cells, just opposite the entrance
(fig. 52), is decorated with moldings and
simple narrative reliefs. At its base is con-

date in the area of Chalukya Architecture. Studies
have been made of less than the full number of
monuments available for study.

76 There are several other early western Cha-
lukya Temples that make use of this format. They
are all structural temples of the early eighth
century. In each, as here, the stress is on the central
shrine with the others subordinated.

tained a series of figures, including Nidhis.
These are, however, too worn or eroded to
read with certainty. Its lintel paneling is
now missing.

The outer door carries similar decora-
tions and does have an articulated lintel
prastara which is composed of five kitas
running $ala-karna-sala-karna-sala, in low
relief (fig. 5 3). At its base were several fig-
ures, but here, too, little is now readable.
The measurements of these doorway parts
show them to be more or less equal to those
now only pardally preserved in the Ra-
vana Phadi. The fagade of the lower story
(fig. 56) is composed of four pillars and
two pilasters that do not match well with
the pilasters of the veranda wall (see fig.
54). These pillars are simple and carry a
type of bracket and lintel that is typical of
a style seen in the later part of Vijayadi-
tya’s reign, in the second quarter of the
eighth century.

The upper story contains a single rock-
cut cell and a veranda that is related to the
one below. The door to the shrine (fig. 55)
15 undecorated in courses, but contains a
more complex prastara than we have met
to this point. It is made up of a sala-katas,
karna-katas and panjara-katas (sala-katas
seen end-on).” All of these are linked by a
continuous corridor that separates them
with lower relief pafijaras and 1s itself ar-
ticulated into basement, wall and cornice.
The relief of the whole is low. There is a
Jina beneath the triple umbrella on the ceil-
ing above this door. The pillars of the ve-
randa do not match the pilasters of the in-
ner veranda wall (fig. 54), nor are they the
same sort, though they are as simple as those
below. It seems likely that the veranda and

77 Essentially this is a k#du with more than
the usual architectural analogy explicit.
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pillars below were added at a later date,
probably when the upper shrine was being
added in the second-quarter of the eighth
century. The lower triple-shrined interior
and its two decorated doors are of the sixth
century and probably some time after the
Ravana Phadi, during the period of the
Badami caves. The doors here use some of
the features of the Ravana Phadi and some
of those found in Badami II and Badami
IT1.

The last rock-cut monument worth
mentioning at Aihole is the very small cave
hollowed out of a single boulder on the
west side of Meguti Hill, behind Temple
47 (fig. 57). This is set in a boulder with a
natural seam running horizontally across.
It is a two-roomed shrine facing west, with
a simply molded outer door leading to a
room that is plain except for another sim-
ply molded and decorated doorway (fig.
58) that leads to the cell. This cell, once
held a2 Jina beneath the triple umbrella
flanked by two chauri-bearing attendants
(fiz. 59). The lion throne remains as do the
attendants and the umbrellas, but the Jina
himself has been removed.”* The decoration
of the door is meager, but it includes
enough elements to show that it is simpler
yet related to the two-storied Jaina Cave.
This doorway has no prastara and less dec-
oration than any of the others that we have
considered. The course decorated with a
pattern of squares alternating with circles
is not the usual one seen elsewhere of dia-
mond and bean shapes. The square rosette
at the base occurs prominently in the door
frame of the two-storied cave (fig. 52).

7¢ It was probably a movable icon of wood,
metal or some other substance. A similar figure of
Lakulifa was cut away at Mandapeéwar, how-
ever.

This temple’s hollowed-out-boulder
construction makes it another example of
a type that seems related to the earlier Hin-
du excavations at Udayagiri Vidisa.” Its
date is probably the same as that of the
Ravana Phadi, ca. A.D. 550.

CONCLUSION

As we have seen, the general tendency
within the development of the caves at Ba-
dami has been from simple toward com-
plex and in general from simply joined to-
ward more highly organized and thorough-
ly integrated forms. Looking at the devel-
opment from the monuments at Aihole to
these we can notice another trend. In the
first works at Aihole we see a style draw-
ing on a variety of earlier traditions. The
Ravana Phadi, the small rock-cut shrine
attached to it and the Jaina cave hollowed
out of a single boulder relate to structural
tradition prominent at Udayagiri Vidisa
which is definitely earlier, though how
much earlier is certainly a question. The
Ravana Phadi also makes use of decora-
tions that reflect earlier post-Vikiataka
traditions in Maharashtra to a far greater
extent than any other Chalukya monu-
ment.

When we pass from this first Aihole
style to the first Badami monuments, we
see a number of elements develop into their
mature and distinctive Chalukya forms.
Both pillar decorations and sculptural en-
framements are a good example of this.
The large Jaina Cave at Aihole is a graphic
example of the movement away from the
Kalachuri layout of the Ravana Phadi to-

™ Examples of this can be seen in the Tawa
cave and those near by it. See Banerji, Imperial

Guptas, pl. XIII,
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ward the peculiarly Chalukya plan seen at
Badami.

This evolution of a peculiarly Chalu-
kya style of rock-cut architecture reaches
its climax in the triumph of Cave III. Here
the earliest Chalukya tradition, the tradi-
tion of the Chialukya cave-temple, is seen
in its most unique and its least derivative
form. This is not to say that there is not a
good deal in Cave III that relates to the
contemporary Kalachuri art of Maharash-
tra. On the contrary, Cave I1I makes use
of a number of features that are just com-
ing into use at Ellora, e.g., the large figure
bracket capital and the carefully disun-
guished focal aisle. Yet the great success of
Cave 111 is the fully integrated and unique-
ly Chalukya character of the temple that
bases so much of its form on the coherent
evolution of forms that are found among
the other Chalukya rock-cut monuments.
Cave III is a monumental conception car-
ried out on a scale that dwarfs the more
modest monuments that neighbor it just as
these “modest monuments® considerably
surpass the timid works at Aihole. Yet, sig-
nificantly the uniqueness of Cave III lies
in its magnification and in its sophistica-
tion of the tradition that began at Aihole
and came to fruition at Badami.

The evolution of the Cave III sculp-
tural ideal played little part in the stone
icons of the later structural temples. The
shift from inside to out and from gigantic
to miniature may be responsible for this,
(The post-Chalukya cave temples at Ellora
continue to develop similar devices for
sculptural transcendence of architectural
bounds.) On the other hand, the architec-
tural decorations developed in the cave-
temples were the basis for much of the
later temple decorations. The plain kapota

moldings of the Ravana Phadi that devel-
op eventually into the animal-kadu-kapo-
tas of Cave III (developments already ac-
complished in many areas outside of the
Deccan) are the established form in the
structural temples. The door frame of Cave
III 1s a model for those that follow, as are
its pillar decorations and the ceiling deco-
rations.

It has been suggested by many scholars
that the Chalukyas be credited with the
creations of monuments at both Ajanta and
Ellora. To support either of these proposi-
tions, however, I have found no evidence.
In fact I think that the majority of evi-
dence leads to quite the opposite conclu-
sion. Significant Chalukya influence is not
to be found at either site before the post-
Chalukya work of the Kailasa, at Ellora,
in the second half of the eighth century.

The distinct break in the evolution of
the temple form (filled by the early sixth-
century excavations at Jogefwari, Manda-
peshwar and Elephanta) that separates the
Kalachuri Hindu temples of Ellora from
the Vakataka Buddhist works at Ajanta
and Aurangabad (Caves I and ITI) is seen
even more clearly between the Chalukya
monuments and those at Ajanta and Au-
rangabad. Where distinct relations exist be-
tween motifs seen at Aihole or Badami and
those at Ajanta, the distinct characteristic
is always that the Chalukya example has
evolved from the form seen in Maharash-
tra. No essentially Chalukya device ap-
pears in a more developed or even parallel
or equivalent state at Ajanta.

When it is suggested that the Chalu-
kyas were responsible for some of the Hin-
du works at Ellora, and many of the Bud-
dhist ones, there are several problems. The
first of these and the most important is,
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again, the lack of any particularly Chalu-
kya forms, such as the Badami plan type,
to be seen at Ellora. Another is the lack of
any inscription to link the dynasty to the
site. With particular reference to the Hin-
du cave-temples, I see a phase that is con-
temporaneous with the Chalukya work in
the Deccan, at Aihole and Badami.”® This
work, which can be attributed to the Ka-
lachuri dynasty, was most likely accom-
plished before the Chalukyas, under Man-
galesa, came to control Maharashtra in the
first years of the seventh century. The later
and definitely separate phase of Hindu
excavations at Ellora coincides with the
rise of the Rashtrakotas to predominance
in the Deccan, and with the triumph of the
Rashgrakutas over the Chalukyas. This is
the phase seen in the Kailasa and the Das
Avatara.

Finally, in considering the Buddhist
monuments of Ellora, it must be remember-
ed that the Chalukyas in none of their in-
scriptions mention Buddhism. This is im-
portant as their support of the major Hin-
du sects and even the heterodox Jainism
was a major subject of most of their in-
scriptions. Within the Chalukya heartland
itself, there are only two notices of the Bud-
dhist faith. One is the distinctly anamalous
Padmapani Litany, in Badami’s natu-
ral grotto,” which was ruinously defaced
soon after its creation.® The other is the

80 This corresponds to Spink’s Kalachuri
phase, though I would add the Ravana Ka Khai,
Ellora Cave 14, to his List (Spink, op. cit.).

¥1 Banerji, Basreliefs of Badami, pl. XIV,
fig. a.

81 No other piece at the site has been so ac-
cidentally located or so efficiently destroyed. As
both of these characteristics suggest that it was the
Buddhist nature of the work that was involved,
we have to remember that the later in time we

distinct reference to the heterodox faiths
that casts Sukracharya, the Brahman pre-
ceptor of the Asura king Bali, in the form
of a Buddha or Bodhisattva in the Trivi-
krama panels of Badami Caves IT and I1II
(figs. 25~-27)." As Jainism was clearly ac-
cepted by the Chalukyas, certainly a refer-
ence to the role of misleading, which the
Vaisnavas conventionally attributed to the
Buddha, can be seen here. If any monu-
ments were created at Ellora during the
period in which the Chalukyas controlled
that area, they should certainly be assumed
to be the work of a local feudatory dynasty
and not of the same house responsible for
the creation of the Hindu monuments of
Aihole and Badami of the third-quarter of
the sixth century.

In a recent article D. S. Settar of the
Karnatak University has made a likely
case for seeing Aihole’s “Two-storied Jaina
Cave” to be a Buddhist vihara.” Evidence
for this lies in the robe covering the left
shoulder and in the vyakhyana mudra of
the right hand of the figure on the ceiling
of its upper veranda.® No examples of
a Jina in vyakbyana mudra is known,

look (after the early ChaJukya contact with
Buddhists) the less likely anyone in the area would
be to recognize the work as Buddbist and the more
likely that its worship would have been taken up
by individuals who might not have recognized its
Buddhist meaning,.

3 Though the figure shown pouring water on
the Vamana’'s hands has been identified as Bali
himself (in strict accordance with the versions of
the story that have come down to us), the antelope
skin robe as well as the simple dhoti should serve
to indicate that this is the Brabman Sukricharya.
Bali is the figure behind, who assists and who is
accompanied by a female, his queen.

# 5, Settar, “A Buddhist Vihara at Aihole,”
East and West, vol. 19 (19649), pp. 126—138.

% Ihid., fig. 4.
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though this is a common mudra for Buddha
images in the south. The problem of the
robe is more difficult. Though no example
has previously been known to scholars, the
unquestionable Tirthankara in the Jaina
Cave at the other end of Meguu Hill (fig.
50) does seem to be wearing a robe in this
fashion.” Though this would be a deviation
from the standard Jaina iconography, it is

hardly less a deviation than would be the
image’s triple umbrella, if the image is to be

% My observations differ from Dr. Settar’s
in a number of places. Neither at the site nor in
the clear pictures I have, was I able to detect an
wrna on the ceiling image. Though the upper “cell”
does have a roughed out bench-like projection on
its south, none of the other “cells” does; the cen-
tral lower one is fitted out with the base for an
image. There are no seated images in the archi-
trave of the upper door frame; this I also checked
at the site.

considered a Buddha.” In any case, the un-
orthodox and ambiguous portrayal of the
deiry intended would seem to support the
conclusions reached above. If a Buddhist
vihdra did exist in the Chalukya heartland,
it did so by accentuating its resemblance to
the equally heterodox (if less rejected)
Jaina establishments, both in its location
and in the portrayal of its images.” If we
are to accept this as a Buddhist vibara, and
as I indicate it is not altogether certain that
we should, we must reconsider the dedica-
tion of the “Single Boulder Jaina Cave”
(figs. s7—59) in this light as well.

¥ The only example that Dr. Settar has been
able to find is definitely questionable.

® The decorations that can be read as jatakas,
are not unequivocally Buddhist. On the contrary
they can only be inferred to be Buddhist if the
shrine as a whole is accepted as such,

CHART

The following chart is intended as a graphic illustration of the relative sequence and likely
chronological location of the Early Western Chalukya’s rock-cut shrines. It si not an indi-
cation of the spans of time during which excavation took place, but of the likely periods
during which that excavation probably occurred.

A.D. 540

Saka 462
Aihole

Rivana Phadi Temple
Rivana Phadi Linga Shrine
Single Boulder Jaina Temple
Jaina Temple

Two Story Jaina Temple
Badami

Cavel

Cave I1

Cave III
Cave IV

560 s70 580 §90 600
482 492 §02  §I2 §22
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Scale b—— 10 feet
Fic. 1.—Aihole. Ravana Phadi Cave. Plan (from James Burgess,
“Report on the First Season’s Operations in the Belgaum and
Kaladgi Districts.” Archacological Survey of Western India,
vol. 1, pl. XLVIII).

Scale 1 10 feet

Fic. 2.—Aihole. Jaina Cave. Plan (from Burgess, as above,
pL. XLVIII).
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Scale 1 10 feet

Fig. 5.—Badami. Cave I11. Plan (Burgess, pl. XX V).
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Scale |y 10 feat
Fig. 6.—Badami. Cave I'V. Plan (Burgess, pl. XXXVI).

Fic. 7.—Badami. Cave 1. Fagade (photo, Tarr C3).
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Scale |y 10 feat
Fig. 6.—Badami. Cave I'V. Plan (Burgess, pl. XXXVI).

Fic. 7.—Badami. Cave 1. Fagade (photo, Tarr C3).
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Fic. 10.—Badami, Cave IV, Fagade (Tarr 101, 37).
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Fig. 12.—Badami. Cave III. Veranda, interior (Tarr 115, 14),
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Fiz. 13, —Badami. Cave L Pillar Fig. 14.—Badami. Cave I1. Pillar
{Tarr113,29). {TarrI12,12).
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Fis. 15.—Badami. Cave I1. Pillar Fig, 16,—Aihole. Ravana Phadi Cave. Pillar
(Tarr 44, 29). {Tarr 54, 19).
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FiG. 17.—Badami. Cave I. Garbhagrha doorway FiG. 18.—Badami. Cave I1.
(Tarr 37, 31). Garbhagrha doorway (Tarr 44, 17).

Fiz. 19.—Badami. Cave II1. Fic. 20.—Badami. Cave [V,
Garbhagrha doorway [Tarr 45, 6). Garbhagrha doorway (Tarr I 14, 15).
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Fic. 22, —Badami. Cave I. Kirttkeya,
from atrached shrine (Tarr 94,13).

FiG. 23.—Badami. Cave II. Vishnu ceiling at F1G. 24,—Badami. Cave III. Vishnu ceiling in veranda center
veranda west (Tarr 96, 24). (Tarr 102, 2).
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Fic. 25.—Biadami. Cave II. Vishnu Trivikrama Fic. 27.—Badami. Cave I11. Vishou Trivikrama
{Tarr 185, 32). (Tarr I 14, 6).

Fic. 26.—Badami. Cave I1L Vishnu Trivikrama (Tarr I 15, 8).
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Fic. 28.—Badami. Cave III. Fic. 29.—Badami. Cave III.
Vishnu Virata Purusa Vishnu Sesana (Tarr 99, 22).
Archaeological Survey of India.

Fig. 30—TPatradakal. Viripiksa Temple. Fig. 31.—Badami. Cave IV.
Vishnu Virata Purusa (Tarr 83, 25). Suparévianatha (Tarr 97, 9).
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Fic. 32.—Badami. Cave III. Garuda from overhanging eave of fagade
(Tarr 100, 38).

Fic. 34.—Badami. Cave II. Four-armed gana of fagade (Tarr 95, 28).

&

Fic. 36.—Aihole. Rivana Phadi Cave. Full Ravana Phadi complex (Tarr CS).
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Fic. 33.—Badami. Cave IV. Fic. 35.—Badami, Cave 111,
Wealth figure overhanging eave of fagade Siva Ardhanari bracket capital (Tarr 100, 34).
(Tarr 44, 23).
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Fic. 37.—Aihole. Rivana Phadi Cave. Fagade (Tarr 130, 25).



Tanr PraTte 14

Fic. 39.—Aihole. Ravana Phadi Cave. Interior, toward garbhagrba (Tarr 129, 20).
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Fic. 40.—Aithole. Ravana Phadi Cave.
Lintel from original garbhagrha door frame

{Tarr 130,1).

Fic. 42.—Aihole. Ravana Phadi Cave.
Brahmi, Maheévari, Kaumiri, Bhringi and Valspavi,
from the Natarija shrine (Tarr 129, 26).

FiG. 41.—Aihole. Ravana Phadi Cave. Fic. 43.—Aihole. Small Cave in Ravana Phadi Boulder
Jamb from original garbbhagrba door frame (Tarr 130, 28).
(Tarr 129, 36).
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Fic. 44.—Bidami. Cave IL. Fic. 45.—Badami. Cave III.
Vishou Varaha (Tarr 95, 31). Vishnu Varaha (Tarr 99, 25).

Fia. 46.—Aihole, Ravana Phadi Cave. Fic. 47.—Mahakita. Airikesvara Temple.
Vishou Varaha of antarala (Tarr 53, 30). Vishou Varaha (Tarr 53, 30).
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Fic. 48.—Aihole. Jaina Cave, Fagade (Tarr171,11). Fic. 49.—Aihole. Jaina Cave. Veranda
(Tarr 171,17).

Fic. 50.—Aihole. Jaina Cave, Interior toward garbbagrha (Tarr 172, 4).
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FiG. 51.—Aihole. Jaina Cave. Figures attendant on Mahavira in sculpture shrine (Tarr 172, 28).

Fic. 52.—Aihole. Two-storied Jaina Cave, Fig, 53.—Aihole. Two-storied Jaina Cave,
Inner door frame of lower story (Tarr 170, 31). Outer door frame of lower story (Tarr 170, 20).
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Fic. 54.— Aihole. Two-storied Jaina Cave. Fic. 55.—Aihole. Two-storied Jaina Cave.
Plan (courtesy, Archaecological Survey of India). Door frame of upper story (Tarr 55, 26).
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FiG. 56.—Aihole. Two-storied Jaina Cave. Fagade (Tarr 55, 15).
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Fic. 58.—Aihole, Single Boulder Jaina Cave. Fig. 59.— Aihole. Single Boulder Jaina Cave.
Interior door frame (Tarr 56, 25) Interior (Tarr 56, 27).
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