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PREFACE

Kalpatharu Research Academy, Bangalore feels proud that it has been able
to keep upto its publication schedule. It has completed a. major project on
Encyclopaedia of Indian Iconography in six volumes; and another major project,
Agama-Kosha in twelve volumes has nearly been completed (with eight volumes
having been brought out and the ninth and tenth being in print). In addition
to these three Koshas (Lalitha-Kosha, Ganesha Kosha and Oshadhi Kosha) have
seen the light of the day. Several other publications have also been undertaken.

The academy feels happy to present now to the interested scholars and
students another important book: the second volume of Art and Architecture of
Indian Temples, which will be a sequel to the Encyclopaedia of Indian Iconography
and Agama-Kosha. The first volume dealt with the evolution of the Indian
Temples and their distinguishing features, as also stylistic variations. This volume
focusses attention on the religious and historical contexts of the Indian temples
and treats the subject in a new perspective.

We have received good views and reviews about our publications and it is
gratifying to note that they have made a mark, and brought prestige to the
Academy.

We are grateful to Vidylankara, Sastra-chudamani Vedanta-nidhi, Sangita-
Kalaratna Professor S.K. Ramachandra Rao, who has prepared the volumes of
the Art and Architecture of Indian Temples at our request, and to the Ministry
of Human Resources Development, Government of India for having provided
generous financial assistance for this publication.

We thank all the friends and well-wishers who have directly or indirectly
helped us in our publication venture. We also thank the Payonidhi Printers (P)
Ltd., for having printed this volume neatly and promptly.

Bangalore Daivajna K.N. Somayaji

14-01-1993 Director and Chief Editor
KALPATHARU RESEARCH ACADEMY



INTRODUCTION

This is the second volume of Art and Architecture of Indian temples, continuing
the story of the genesis and development of the temple-idea in India. Stylistic
variations have been discussed here with special reference to South India. Enough
has already been written and published on Indian temples in general. Sufficient
attention, however, has not been given to specific and regional temples. It should
now be the concern of archaeologists, historians and art-enthusiasts to prepare
illustrated and descriptive monographs relating to both major and minor temples
in each of the geographical and cultural divisions of the country, like Bengal,
Gujarat, Kashmir, Orissa, Assam, Andhra Pradesh, Tamil-Nadu, Karnataka, Kerala
and Maharashtra. Distinguishing historical and religious contexts of each province
need to be presented, for there is often a tendency of loosing sight of the
interesting and important individual trees in the wood.

An attempt has been made here in this directon. Temple-culture in Karnataka
is sought to be highlighted, as an instance. The forces at work in this region
are dealt with in so far as they relate to the building of temples. The volume
that follows will catalogue the temples in each of the districts of the state, with
descriptions wherever they are indicated and illustrations wherever available. This
may not be strictly of regional interest, because similar forces would be at work
in all the regions of the country which is a cultural mosaic.

It is hoped that the relevant particulars of even the minor shrines in each
of the states of our country would be made available in due course for students
and scholars of temple-art and temple-culture so that a proper and comprehensive
appreciation of the Indian temples is made possible. ‘

I am grateful to Daivajna K.N. Somayaiji, Director of Kalpatharu Research
Academy for having accepting my work on the art and architecture of our
temples for publication in the series of Kalpatharu Research Academy. | am
thankful to the Late Shri Kesar Singh who provided photographs for the earlier
volume, as well as for this volume. The Payonidhi printers have spared no pains
to make this book an elegant and impressive one.

S.K. RAMACHANDRA RAO
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CHAPTER ONE

TEMPLE CULTURE

Ours is a land of temples. And
temples in our country are not mérely
survivals from a bygone age, their
contemporary relevance is all too evi-
dent. Their hold on the masses has
been remarkably persistent, despite the
great passage of time and enormous
changes in our economic life, social
organisation and political fortunes
during these recent centuries. Technol-
ogy and sophistication, urbanisation
and altered needs have not taken
~away from the significance of temples
to most of us. '

There is no doubt that many of the
old temples are in ruins or disuse. But
far more numerous are the temples
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where worship has gone on for
hundreds of years without a break.
And many more temples have ap-
peared; and attendance in the temples
has also increased significantly. The
reason is not far to seek. The

- dominant note in Indian culture has -

always been religion, and the charac-
teristic expression of religion has been
worship in temples. And temple-culture
has been a major dimension of Indian
culture. §

It is true, however, that over years
the role and functions of temples have
changed. Untl the close of the
medieval period, temples in com-
munities, both rural and urban, were
focal institutions. They were linked
inextricably and intimately with all



human activities, social, economic,
educational, creative and recreational.
But this is now no longer the case,
at any rate in our towns and cities.
The temple has steadily and increas-
ingly been isolated from other institu-
tionalized activities in the community.
Nevertheless, the temple continues to
fulfil the religious needs of the people.
And the religious needs being universal
and almost imperative for the masses
in our country, the temple has retained
its relevance to this day.

Temples are by definition public
institutions, and they involve social
organisation, as distinguished  from
household shrines (grharcha). They are
built by collective effort, and sustained
by collective interest. Their size, com-
plexity and opulence are related to the
effort and economy of the supporting
community. There are temples which
are large and magnificent, aesthetically
conceived and elegantly executed,
filled with ornamental carvings, sculp-
tured, richly endowed and elaborately
administered. And there are temples
on the roadside or in remote villages,
which are plain, mean and humble in
appearance, rough and rude in con-
ception and execution, and with no
pretentions whatever to skill or af-
fluence of any sort. While the forms
are products of artistic endeavour, the
latter are simple and spontaneous,
natural and artless, typically folk and
altogether unpretentious.

The former category of temples is
built more to suit urban tastes and

sophisticated ~temperament than to
satisfy the simple religious urges. Not
only the structural forms and ap-
pearance, but also the functions (like
the worship rituals, assembly of devo-
tees, distribution of food-offerings and
so on) of these temples are formalized,
consciously and deliberately. This is in
sharp contrast to the second variety
of temples, which may be described
as informal and spontaneous, having
their role only in the typically folk
context. Our country has a large
number of formal temples. In Kar-
nataka alone, we have over 40,000 of
such temples. But the number of folk
shrines would be staggering, if indeed
the figures become available.

FOLK-SHRINES

The informal temples (viz. folk
shrines) date back to a very distant
past. They are everywhere to be seen;
and devotees have been gathering to
worship in them for hundreds of years.
They have no architecture to speak
of, nor any elegance in the structure,
or in the icon that it houses. As
conspicuous as the absence of formal-
ized appearance of these shrines is the
absence of canonical prescriptions in
the worship-rituals that are conducted
in them Long-standing usage has no
doubt a determining influence, but its
hold on the minds of the devotees is
unconscious and not in terms of
stylized prescriptions. Notwithstanding
this abs2nce of formalization in struc-
ture and function, there is no doubt
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in the minds of the devotees that
gather there about the sanctity or
anthenticity of these shrines.

Indeed, devotional fervour is al-
together unrelated to the magnificence
or meanness of the temple-structure,
to the wealth or poverty of its coffers,
or to the complexity or simplicity of
the worship-rituals, considerations of
architectural elegance, the splendour of
sculptural representations, the beauty
of the icon in the sanctum, and
elaborate details of worship-rituals do
not weigh in the minds of devotees.
In fact, it often happens that the
temples which attract tourists are not
the ones the devotees would care to
flock in. A splendid temple is more
likely to fall into disuse and remain a
monument, if not in ruins, than the

plain temples which serve the needs .

of common folk.

There is need, therefore, to distin-
guish the folk shrines which are simple
and plain religious institutions in a
typically rustic setting from their more
sophisticated (viz. formal, canonical
and monumental) counterparts in large
towns and cities. Whereas the former
emerged almost spontaneously from
collective religious feeling, in the latter
religious feelings and sentiments are
overpowered by a complex of art and
craft, economy and industry, societal
organisation and political motivation.
The folk shrines have not only had a
continuity from time immemorial till
our own day, but a recognisable
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stereotypy in the structure as well as
function while not being formal or
uniform.

It is impossible in most cases to
ascertain how exactly or when precise-
ly these humble shrines began their
career. Nor would it be possible to tell
who built them and what norms of
building they followed. The human and
historical background, which each one
of them must surely have had, is
readily and willingly forgotten, myths
and legends being allowed to take its
place. The shrines are actually crea-
tures of unconscious social processes;
the individual builders or donors were
not in any manner meant to be
commemmorated. The role of such
shrines in folk culture is at once direct,
intense and intimate.

FORMAL TEMPLES

On the other hand, we have the
formal temples which result from con-
scious, deliberate and calculated en-
deavour on the part of a section of
the population. The building of such
temples is an institutionalized activity
involving not only unskilled labour,
skiled workers, masons, sculptors,
wood-carvers and metal-workers but
those who provide patronage and incur
the expenditure. The temples so built
are designed to have a monumental
effect, and not infrequently are they
intended to satisfy the vanity of some
one who is opulent and powerful. Most
of the temples that belong to this



category have recorded evidence of
being commissioned piously and en-
dowed sumptuously by kings or their
chieftains, royal courtiers, heroes of
battles or merchants. Many of them
obviously did not consider it improper
or vulgar to record their own piety for
all posterity to know and admire.

Most of these temples were as-

sociated with royal dynasties (like
Pallava, Chola, Chalukya and
Hoysala); and although they were

meant to be gifts to the people, they
continued to have a private character
related to the royal dynasty. There
were also temples exclusively meant
for members of the royal family to
worship in. These temples have in-
variably a known beginning. They
entail considerable expenditure and
also anticipate considerable revenue.
They are usually located in capitals of
kingdoms, in flourishing townships,
amidst prosperous settlements or for-
tified areas. Most of these temples
were obviously alien to the folkways
and popular mores; and were destined,
therefore, to lose sooner or later their
social relevance and religious authen-
ticity. They contrive to endure more
as monuments than as sacred sites, if
indeed they do not in the meantime
achieve the status of ‘splendid ruins’!

However, there are in our country
numerous temples which are formal
and monumental, and which have also

retained their mass appeal through the i

ages. And it is not impossible to
discern in most of them folk origin

and continued folk involvement, al-
though they had the good fortune of
meriting royal = patronage and
munificent endowments. As illustra-
tions, one may think of the Jagannatha
temple at Pur (Orissa), the Venkates-
vara temple atop the Tirumalai-Tirupati
hills, (Andhra Pradesh), the Minakshi
Temple at Madurai and the Kamakshi
Temple at Kanchipuram (Tamilnadu),
the Kali Temple at Calcutta (West
Bengal), the Vi¢vanatha Temple at
Varanasi (Uttar Pradesh), the Krishna
Temple at Dvaraka (Saurashtra), the
Mahakala Temple at Ujjaini (Madhya
Pradesh), the Kamakhya Temple in
Assam, the Panduranga Temple at
Pandharpur (Maharashtra), the Krishna
Temple at Guruvayur (Kerala) and the
Mukambika Teruple at Kollur (Kar-
nataka). These temples had their origin
in folk cults, and had wide-spread
popular appeal even before royal
patronage transformed them into for-
mal and monumental temples with
elaborate structure and complicated
function. It is difficult for us now to
visualize what their appearance, nature
and function were when they -were
simple folk shrines. Local legends
(sthala-puranas) do help us in many
cases to ascertain the course of their
transformation from humble shrines to
magnificent temples.

It is/ important to recognise that a
large number of temples in our country
which ave retained their popularity
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over a long stretch of time were
originally informal folk-shrines in a
distant and forgotten past. Their his-
torical antiquity begins only from
records and evidences which can be
‘assigned to precise periods. But there
are also temples without a folk base.
They appeared only as deliberate,
formal, and monumental . structures
with assignable dates of construction,
of expansion and of the proliferation
of subshrines. These were mostly crea-
tures of royal patronage. More often
than not, they were conceived and
commissioned by some king or chief-

tain, who was motivated by a sectarian

zeal or by an urge to perpetuate his
name and valour, or satisfy his vanity.
And  professional architects and
sculptors of eminence were employed,
and were provided with money and
labour. Even when piety was the
motive for the roval patron, such
temples are now more of archaeologi-
cal and historical interest than of the
religious. They lack contemporary
relevance, unlike the temples which
were elaborated upon a humble folk
shrine.

CULTIC ORIGIN

The earliest of formal temples in
our country which also have left some
traces enabling us to gather the
threads, are assigned to the second
and first centuries before Christ. Well-
known is the Brahmi inscription of the
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second century B.C. found at Besnagar
(Vidisz in Madhya Pradesh), which
commemmorates the erection of a
reli?"Zus column in honour of the
revéred Vasudeva, ‘the god of gods’,
bv' the Indo-Greek Ambassador
Heliodorus. An inscription found at
Ghosundi (in Rajasthan), recording the
construction of a stone-enclosure for
the worship of the hero-gods Sam-
karshna and Vasudeva, by a chieftain
named Gajayana, is ascribed to the
first century B.C. While neither of the
inscriptions  specifically mentions ! the
construcion of a temple, the flag-
column (‘garuda-dhvaja’) mentioned in
the former inscription and the stone-
structure (‘puja-dila-prakara’) mentioned
in the second, strongly suggest the
presence of a shrine of some sort.
Interesting is the fact that both the
donors in these inscriptions describe
themselves as Bhagavata-enthusiasts,
and the monuments related to the
worship of Vishnu. It is probable that
the Bhagavata cult, with its emphasis
on the devotional approach to God-
head (bhakti) encouraged the ap-
pearance of formal and monumental
temples as public places of congrega-
tional worship.

But there is hardly any literary,
monumental or inscriptional evidence
to vouchsafe the presence of temples
of this sort (either rock-cut or struc-
tural) in the country till about the fifth
century A.D. The earliest structural
temple that has survived is the one at



Bhitargaon (near Kanpur in Ulttar
Pradesh), a remarkable brick deeds of
Vishnu and Durga. Assigned to the
structure with numerous terra-cotta pla-
ques depicting the forms and fifth
century, it is credited to the religious
zeal of the kings of the Gupta dynasty
(who ruled this region from the fourth
century to the sixth). Another temple
ascribed to the same' period and to
the kings of the same dynasty is the
stone temple (called Dasavatara
temple) at Deogarh (also in the same
region). This temple is now in ruins
(unlike the Bhitargaon temple which is
in a fair state of preservation consider-
ing its antiquity). While these two are
Vishnu shrines, the one of Ahicchatra
(in the same region, but belonging to
a slightly later period) is a Siva shrine,
now in ruins. It is brick temple (like
the Bhitargaon temple), with terra-cotta
plaques depicting the forms and deeds
of Siva.

Cults adoring Vishnu and Siva
appear to have provided the initial
impetus for the construction of formal
temples during the fifth and sixth
centuries A.D. The folk-shrines must
have been as they are even now,
devoted to the worship of the Mother-
goddes in her various forms, moods
and manifestations. The early formal
temples were rock-cut, preceded as
they did by natural rock-shrines. Rock-
shrines were mostly caves, and caves
were important centres of the cults of

the mother-goddess from prehistoric
times. The expression ‘Guhegvar’
(‘The lady of the cave’) is common
for the mother-goddess all over the
country. And numerous ancient shrines
of the mother-goddesses are just caves,
often empty caves (the later sanctum)
with no icon inside. In the wake of
iconic representation of the worshipful
divinities, Vishnu icons appear to have
been the first, followed by the iconic
(murti) as well as the aniconic (linga)
representations of Siva. When the icon
was installed in the rock shelter or
sanctum, the shelter or sanctum itself
symbolized the mother-goddess. Thus
the icon in the cella represents the
grafting of the formal temple idiom
upon the folk-shrine.

PREHISTORIC APPROACHES

Temples are not only ‘houses of
gods’ but were, until recently, focal
institutions for the communities that
lived around them. In fact, the temples
grow only amidst human habitation,
for they are meant to fulfil an intensely
human longing - the longing to relate
oneself reassuringly with forces which
are regarded as higher and more
potent. Religion, as the etymology of
the word suggests, is essentially a
matter of relating. Relating himself to
the world around him in terms of food,
shelter and safety was the early man’s
only preoccupation.
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But endowed as he was with a
high-brain, and thus capable of ap-
prehension and imagination, he felt the
need to secure help from the unseen
but ever-present and all-powerful
‘providence’. One of the expressions
of this need was to build a place of
worship and devise a method of
worship. The place of worship had to
be both definite and monumental,
accessible to the entire tribe.

Although the needs of man (food,
shelter and safety) were felt individual-
ly, the expression and satisfaction of
these needs, at any rate in the early
stages of human evolution, were col-
lective. The religious need was no
exception. The place of worship had
to be public, commonly owned and
collectively managed. In the Eastern
hemisphere, the age of metals is said
to have begun more than four
thousand years before Christ, and
alongside the use of metals, organised
human life in settlements also began.
Although the historical period is not
more than four or five thousands of
years old, prehistory affords clues to
the ways how the early man lived,
and among them are the places of
worship.

In Karnataka, for instance, ar-
chaeological evidences of human set-
tlements belonging to the stone age
(especially to the period dating back
to about ten thousand years age) are
abundant in several sites (like Kib-
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banahalli Sanganakallu, Brahmagir,
Siddapura, Maski, Sudasandra, Piklihal,
Tekkalkote, and on the banks of the
river Tungabhadra). It would not be
unreasonable to trace the early efforts
at some sort of temple-building in
Karnataka to this period. Significant in
the context are the neolithic icons of
burnt pottery unearthed in the sites in
the vicinity of Bellary (especially in
Sangankallu), in Tekkalkote, Maski and
Piklihal. The icons were obviously
meant for worship in some manner,
although it cannot be ascertained if
they were housed in shrines. It would
be unrealistic to expect the shrines of
those periods, if there were any, to
survive till our own day, or even to
leave their traces for us to see.

In any case, such shrines, if there
were any, must have been humble,
informal folk-shrines, and by no means
monumental. They must have been
makeshift structures of mud and
thatch, wood and leaves, or rings of
stone (like the Toda ‘azarums’). The
purpose was obviously to fulfil simple
and unsophisticated needs of small
groups of closely-knit people in a
community or tribe. They could, there-
fore, be nothing more than mean
shrines often in jungles, under the
trees, in rock-shelters, on the outskirts
of the settlements or in the centre of
tribal territory. They were mainly
enclosures facilitating periodical con-
gregations around a cult-object or icon,
for such is the case even today in
many prehistoric tribes in India.



Rituals during those days (and also
during these days) were more impor-
tant than the icons. We find in many
of the early rock-cut shrines (which,
however, belong to a later date), the
sanctum is empty, giving no evidence
of any icon being there at any time.
To this day, in many of folk-cults in
our country, the shrine is only a place
where the masks and weapons used
in ntual dances are placed and
preserved.

In the coastal regions of Karnataka,
there are

especially in Tulu-naduy,
numerous shrines (known as bhuta-
sthanas), still in use, which are either
entirely empty of any objects of
worship, or which contain nothing
more than a swingcot on which
sometimes a lamp or a small water-
vessel is placed for the use of the
spirit or bhuta). The equipment of the
professional ritual dancer (called in this
region ‘patri’), like the mask made of
wood, silver, or gold, an elaborately
prepared head-dress, jingling bangles
and anklets, sacred swords or hand-
daggers and ritual bells, are sometimes
kept in a comer of that shrine-room.
Indeed, these articles are called the
treasure of the spirit (‘bhutada
bhandara’), and during the ritual dance
the ‘patri’ impersonates the spirit by
using these articles.

Such shrines -were obviously little
more than thatched huts (or ‘sheds’,
called in Kannada ‘kottige’), more in
the nature of store-houses than spots

of worship. On occasions when the
tribal rituals were to take place, a
pandal (‘mandapa’) would be put up
in front of the shrine, for the ritual
participants as well as the audience.
Congregations of kinsmen or tribal
fellow-folk was called in Tulu-nadu
‘ayana’, which word come later to
acquire the connotation of ‘festival’.
The shrine and the pandal in front of
it were together the consecrated
ground, belonging to the tribe as a
whole and out of bounds for tribesmen
who were unclean owing to any
reason, and for those not belonging to
the tribe. We see here the beginnings
of the sanctum (cella, ‘garbha-grha’)
and the assembly-hall  (‘maha-
mandapa’ or dance-hall, ‘ranga-
mantapa’) of the later temple.

SURVIVALS IN TULU-NADU

Tribal rituals included a variety of
procedures such as the possessed
dance of the officiating wizard, oracular
consultations,  fire-walking, animal
sacrifices, community feast and tribal
entertainments. The wearing of ap-
propriate marks by the wizard is an
important detail, for it signifies the
presence of the spirit (‘bhutada mEm)
The masks are usually those of animals
with human and heroic attributes
ascribed to them. In Tulu-nadu, the
marks of the pig (‘pahjurli’). Tiger
(‘pili-bhuta), horse (‘jarandaye’), bull
(‘nandi-gona’) and buffalo (‘mahisanda
ye’) are well-known, and are wor-
shipped. It is probable that masks in
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Bhagavati Mask (Therayattam, Kerala)

The Art and Architecture £ ‘ 9



Mask from Tulu-nadu
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Narasimha Mask (Bhagavata-Mela)
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KU'[_TICHZTTAN (Kerala Folk-deity, also worshipped in some parts of Karnataka)
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wood or metal were later achieve-
ments. Earlier, they must have been
content with painting their faces ap-
propriately. Later still, the custom of
representing complete bhuta-animals in
wood or metal came into vogue.

The preservation of these cult-ob-
jects of worship necessitated a separate
shrine, viz. the future sanctum (‘mula-
sthana’). The shrine for the bhuta
(‘bhuta-sthana’) would usually be a
small plain room, without windows,
with a single door and thatched roof.
It must be noted that these animal-
masks and  animal-effigies  were
honoured in rituals only on occasions
(like ‘ayana’, ‘kola’ ‘nema’ and ‘bandi’)
and by congregations of people. Other-
wise, the shrine would only be a
store-room. It is the ritualistic occasion
that brings the temple into being.
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When the

there,
congregational worship too is not there.
However, a priest visits the shrine
often (sometimes everyday) and places
fresh water in a brass vessel, or lights
an oil-lamp placed on the swing-cot,
without further. ceremony.

occasion is not

The distinction between the daily
worship (which is more or less a
private proceeding and is extremely
simple) and occasional worship (which
is congregational, elaborate and colour-
ful) in these primitive shrines provides
the background for the different dimen-
sions of ‘archana’ (or ‘nityarchana’)
and ‘utsava’ (festival) in later formal
temples. Like the bhuta-sanctuaries,
there are also small shrines for the
naga (serpent-spirit), where stone im-
ages of the naga are housed in
enclosures (called ‘alede’, ‘naga-bana’

13



or ‘kavu” in Tulu). It is usual for almost
every house in Tulu-nadu and Kerala
to have an enclosure of this sort,
where simple worship is conducted
daily and elaborate worship on oc-
casion. The daily worship is carried
out by some member of the
household, but occasional worship
makes it obligatory for all members of
the household to participate, and also
to invite their friends and kinsfolk. The
most spectacular of these occasional
‘festivals’ is the ritual sequence known
as ‘naga-mandala’, where hundreds of
devotees gather. :

Further, during the occasional
(usually once a year) and congre-
gational worship in front of the bhuta
or naga sanctuary, when the ‘patr’
impersonates the spirit and dances
around in a state of possession, long

legends in the local dialect (viz. Tulu)
are recited by professional and
hereditary bards, recounting the advent
and extolling the prowess and exploits
of the particular bhuta. These recitals
are known as ‘paddana’, the original
meaning of which word is rather
obscure. They are heroic songs orally
communicated, and preserved in the
families of these bards. Each of the
bhutas has his own ‘paddana’ which
is recited during his impersonation and
propitiation. The purpose of these
exofic narratives appears to be to
achieve the audio-visual fixture of the
bhuta’s image in the minds of the
tribal participants.

On examination, the context and
style of these narratives belong to the
category of folklore. Such association
of folklore with ritual dances is com-

O et b
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Naga (Chalukya), Alampura
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mon among the ‘people in all the
regions of the country. These narra-
tives of tribal origin in the local dialects
provided the model for the later
‘puranas’ in simple Sanskrit, especially
the variety known as ‘sthala-puranas’
which focus attention on regional
shrines and the divinities worshipped
there. While the ancient narratives are
direct, vivid and forceful in their
imagery with a touch of spontaneity
and divine frenzy, the medieval
puranas are more formal and stylized,
and therefore long-drawn and some-
what dreary.

It is remarkable that in the coastal
region of Karnataka, Tulu-nadu, there
is a continuity of the bhuta-cult from
prehistoric days to our own day. The
cult which is undoubtedly very old, is
still very much in evidence in the
region. There are not only ancient
bhuta-shrines (bhuta-sthanas) all over
the region, but worship also is con-
ducted in them, almost in the ancient
manner. This is remarkable because
this area was never in geographical or
historical isolation from the surrounding
cultural zones, and was receptive to
the influences of sophistication.

CULTURAL CONFI.UENCE

Even Greek writers of the early

Christian era, like Pliny (23 A.D.) and -

Ptolemy (150 A.D.), were acquainted
with this region. The former mentions
‘Nitdas’ (Netravati), and ‘Barrace’
(Basure, the old name for the modern
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Basarur), while the latter writer refers
to ‘Maganur (for Mangalore) and
‘oloikhora’ (for Alva-kheda). The ear-
liest of the Kannada inscriptions, the
Halmidi inscription (dated about 450
A.D.) refers to a scion of the Alupa
dynasty (the earliest historical dynasty
to rule over this region), who was a
vassal” of the Kadamba King who
ruled over the larger region of Kar-
nataka. Thus, when the historical
period began, Tulu-nadu was under
the suzereignty of the powerful Kadarn-
bas of Banavasi who ruled over a vast
tract and were patrons of art and
letters. It is unlikely that the chiefains
of Tulu-nadu were not influenced by
the temple-building zeal of the Kadarh-
bas or by their interest in Saivism,
Vaishnavism and Jainism.

The  Mahakuta-pillar  inscription
dated 602 A.D. relates that the
Western Chalukyan King Kirtivarmar
(566-596 A.D.) had conquered the
temritory now known as Tulu-nadu.
When Aluvarasa | (650-680 A.D.) was
presiding over the destinies of this
region, the Chalukyan emperor was
not only having sway over this area,
but he had made this chieftain
(Aluvarasa) the overlord of the entire
Kadarmba-mandala (the area held
formerly by the Kadarnba monarchs).
But when Aluvarasa Il (730-765 A.D.),
his descendent, was the lord of the
region, the Pallava kings had acquired
authority over him.

The Art and Architecture



The Chalukyas of Badami and the
Pallavas of Kafichipuram were zealous
builders of temples (both rock-cut and
structural), and the Alupas of Tulu-
nadu could not have resisted this
impact. The early formal and structural
temples in this area must thus be
partly at least ascribed to the Kadam-
ba, Chalukya and Pallava influences.

By the time the Chalukya and
Pallava influences were felt in Tulu-
nadu, the phase of rock-cult temples
had " already passed, and structural
temples had come into vogue. No
rock-cut temples of significance has as
yet come to light in this region,
although interesting natural cave-
shrines are to be seen at Guddettu
(Ganapati, Kundapur Taluk), Gujjadi-
guhedvara, Nelli-titha and Siryaru.
The influence of the Pallavas, who
were keenly interested in rock-cut or
cave-temples, was felt in the northern
part of Kerala, known then as the
Chera country, which is contiguous
with Tulu-nadu in Karnataka. And we
have three rock-cut temples, all of
Saiva persuation, in Kerala one at
Trikur (Trichur district), another in
Irunilarhkode (same district), and the
third one at Bhrantapura (Palghat
district). They were built by the early
Chera kings, although the exact period
of their excavation is uncertain. It is
obvious that they preceded the struc-

tural temples in Kerala and that they.

borrowed heavily from the Pallava
idiom and style. The southern part of
Kerala has a much larger number of
rock-cut shrines, like those at Kaviyur
(Alleppey district), Tirunandikara
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(Kanyakumari ~ district), ~Bhuta-pandi
(same district), Kottukal- Vilahjam (Kol-
lam district) and Ayirurpura
(Trivandrum district). These, however,
show a strong Pandyan influence, as
this part of Kerala was contiguous with
the Pandi-mandalam of the old Tamil
country.

Tulu-nadu, influenced as it was by
the Chalukyan structural temples,
began building structural shrines earlier
than the neighbouring Kerala did. The
carliest temple of this sort-in Kerala
was the one built by Kulasdekhara-
perumal (800-820, identified often with
the Alwar of that name), a king of
the second Chera dynasty, for Krishna
in Tirukkulagekharapuram (near Tiru-
vafichikkulam in Trichur district). But
the earliest temple in Tulu-nadu was
probably the one dedicated to Prasan-
na-Somesvara at Sarmbhukallu
(Udyavara). This is now in ruins, with
only the basement remaining on a low
hillock. There is a mention in the
inscription of the Alupa ruler Aluvarasa
Il (730-765 A.D.) that this temple was
already existing when this king began
his rule.

This was an apsidal temple
(gajaprshthakara), like the well-known
and so called Durga temple in Aihole
(which we will - have occasion to
describe later), built by the early
Western Chalukyan kings of Badami.
This temple in Tulu-nadu probably
inspired several apsidal temples in the
region, like the Panchalingesvara
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temple at Barakuru, the Anantesvara
temple in Udipi, the Mahaliigesvara
temple at Aduru, the Mahatobhara-
mabhalinga temple at Brahmavara, the
Akhilesvara temple in Polali and the
big temple at Kota. Some of these
_early apsidal temples are conjectured
to have inspired the early apsidal
temples of Kerala, like the Siva temple
at Tiruvannur (Calicut), and Kala-
sarnhara-murti temple and the Ayyap-
pan shrine at Manjeri. (cf. H. Sarkar,
An Architectural Survey of Temples of
Kerala, Archaeological Survey of India,
New Delhi, 1978, p. 167).

It must be mentioned that before
structural temples in brick or stone
(laterite or granite) took shape in
Tulu-nadu, or Kerala, temples had
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timber superstructures on laterite base-
ment (adhishthana), or were plain
thatched mud-shrines. With such build-
ing material, the apsidal (gajaprshtha)
or even circular (mandala or wvrtta)
shapes could easily be handled. There
are numerous circular temples in both
Tulu-nadu  (like the Vishnumurt
temples at Palimaru and Yedappadavu,
the Narasirmha temple at Munnuru, the
Subrahmanya temple at Santuru, and
the Janardana temple at Karkada,
Kota) and Kerala (like the Vishnu
temple at Perumpaladur, the Siva
temples at Polpulli, Pulpatta, Tirunillai
and Kaviyur, the Subrahmanya temple
at Mafijeri, the Niramankara temple at
Nemam, and the Peruntirukkoil at
Udayarhperur).
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CHAPTER TWO

There is a strong and persistent
tradition, which can not lightly be
brushed aside, that the Mauryan king
Chandragupta (about 322-298 B.C.)
visited Sravanabelgola in Karnataka, in
the company of the Jaina saint
Bhadrabahu, and settled down on the
smaller of the two hills there. Although
the event is first recorded in an
inscription of the seventh century A.D.
the tradition itself must have been an
ancient one. There are two monuments
on the hill recalling this event: a rock
shelter known as Bhadrabahu-cave and
a structural shrine  known as
Chandragupta-basadi. The present state
in which the two monuments are is
of course, a much later achievement;
but there are evidences that ancient
monuments dating back to centuries
prior to Christ were renovated in
subsequent periods. And we gather
from the writings of the Tibetan
historian Taranatha (author of a histbry
of Indian Buddhism entitled Gos-’dod-
kun - ‘byung, prepared in 1608) that
Chandragupta Maurya’s successor Bin-
dusara (about 298-273 B.C.) ruled
over parts of Karnataka. It is well
known that Bindusara’s son, the
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celebrated Adoka (about 269-232 B.C.)
sent his envoys to Banavasi (the heart
of Karnataka), and that among his
rock-edicts ten are to be found in
different parts of Karnataka (like Maski,
Nittur, Brahmagiri, and Koppala).

Thus Karnataka was exposed, even
before the Christian era, not only to
the religious movements that began in
the northern regions of the country
(Jainism and Buddhism) but also to
the social and political influences of
the northern kingdoms. The geographi-
cal or historical isolation was precluded
for Karnataka right from the dawn of
recorded history.

The next royal dynasty that ruled
over the greater part of the present
Karnataka was that of the Satavahanas
(from the first to the third century
AD.), whose settlements at Vadagaon
- Madhavpura, Chandravalli, Banavasi,
Pattadakallu and Sannati have come
to light. While no monuments of this
period -have survived, the famous
Talagunda inscription of the Kadarnba
King, Santivarman (430-455 - A.D.)
refers to a temple to Siva (‘Satakar-
nyadibhih  sraddhayabhyarchite’) who

19



ruled about two hundred years earlier.
Santivarman’s predecessor Kakustha-
varman (405-430) is recorded in the
same inscription to have got a big tank
(‘tatakam mahat’) excavated within the
premises of this temple. The temple
must therefore have been a big one.
And the expression ‘siddhalaya’ used
in the inscription means an ancient
temple where - the icon has been
installed by a yogic adept of great
spiritual powers.

Following the decline of the
Satavahana power, the Kadambas of
Banavasi ruled over the northern
region of Karnataka and the Gangas
of Talakadu over the southern region.
That there were already Siva shrines
during the rule of the early Kadarnba
kings which received royal patronage
is evident from the Talagunda inscrip-
tion of Santivarman already mentioned.
Santi-varman’s grandson, Ravi-varman
(about 485-519) is recorded to have
built a Jaina shrine, called Kama-
jinalaya, in Banavasi, which place had
already become a great cultural centre.
Another Kadarnba king of the collateral
line (Triparvata) Krishna-varman (430-
460) had performed a grand Vedic
vitual, asvamedha. Thus during the two
hundred years of the Kadarnba rule in
Karnataka, during which period Kar-
nataka established itself as a great
political and cultural zone, Saivism and
Jainism as also the Vedic religion
found royal favour and became
popular. Many temples must have
sprung up, although it is impossible for
us to ascertain their form or nature.
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The rock-cut shrines at Arvalem (Goa)
are also ascribed to this period.

The Gangas of Talakadu who ruled
over the southern region of Karnataka
for a long stretch of time (from the
middle of the fourth century till about
the tenth century) were fervent patrons
of Jainism, but encouraged and
patronized Saiva and Vaishnava cults
also. The early monarchs of this dynsty
were blessed by a Jaina ascetic,
Simhanandi, and were protected by
the Yakshini Padmavati. Jaina shrines
and temples to Padmavati were built
in several places. Nanda-giri (the
present Nandi hills near Bangalore),
Kuvalalapura (the present Kolar),
Manne and Talakadu became impor-
tant cultural centres. The Ganga rulers
were  enlightened,  cultured, and
religious-minded. Their contribution to
temple-architecture and temple-culture
is immense. The so-called Dravida style
of temples found its crystallization
during their rule, as also the ‘basadi’-
architecture. The famous monolithic
statue of the Jaina saint, Gommata,
atop the bigger of the two hills, is an
achievement of the Gahga period.
Sculptural represention in temples and
basadis became an established practice.
There are bronze sculptures also dating
back to this period.

THE CHKL.U KYAN EXPERIMENTS

The Chalukyas of Badami (also
called the early Western Chalukyas)
ruled over Karnataka from about 500
AD. il 757 AD. and the period is
rightly described as the golden age of
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Kalyana-Sundara, from Ellora
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Gandharvas, Ellora
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Gandharvas, Aihole
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Gandharvas in Cave-temple. Eliora

temple-architecture. It was also the was probably a feudatory of the
period when Karnataka achieved politi-  Kadarmbas rose to eminence around
cal and cultural unity. Jayasimha, who 500 A.D. and his grandson Pulakesin
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Cave-Temple in Ellora

| tabout 540-566 A.D.) who assumed of Banavasi and became an inde-
the fifle ‘maharaja’ and ‘satyasraya-  pendent monarch. He is said to have
érvallabha’ overthrew the Kadarbas  performed numerous Vedic rituals like
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Cave-temple, Ellora (Sculptures)

agnishtoma, vajapeya, asvamedha, any temple built by him. The
paundarika, hiranyagarbha and ag-  Chalukyas of Badami were, however,
nichayana. But there is no record of devoted to the worship the warrior-god
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Kartikeya (Skanda-Subrahmanya) and
seven mother-goddesses  collectively
called Sapta-matrka. These were folk
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deities, and there must have been
numerous small and informal shrines
to them. There is no mention in any
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Bhairava, Ellora

inscription . of royal patronage being
extended to them.

When Pulakesin 1 died in 566, the

elder of his two sons, Kirtivarma
(katti-arasu) succeeded him on _the
throne (566-597). A great monarch

that he was, he consolidated the
Chalukyan Kingdom and performed
(like his father) many grand Vedic
rituals. He is recorded to have begun
in 578 A.D. the rock-cut shrine to
Vishnu (Vishnugrha) in Badami (Cave
IlI). It is one of the earliest of temples
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of this genre. During this period
Vaishpava and Saiva cults had ac-
quired popularity and royal patronage
not only in Karnataka but also in the
neighbouring Tamil country; and in-
cidental to these cults, temples had
appeared and the temple-culture was
slowly getting crystallized. This was the
period when the agama texts began
to be prepared. The Sangam age
(from 200 B.C. to about 2000 A.D.)
had seen in the Tamil Country dif-
ferent types of temples (like ilan-kovil,
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Kailasa Temple, Ellora

mada-k-koyil and alar-koyil) built for
Siva and Vishnu; the literature of the
period provides numerous technical

expressions pertaining to temple ar-.

chitecturue. But most of these temples
must have been of perishable material
(brick, mortar, mud, thatch or wood),
and none of the temples of that period
has survived. There is not a single
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temple in the Tamil country which can
be dated to a period earlier than sixth
century. The oldest ~monumental
temple in this region is ;the rock-cut
one at Mandagapattu, conceived and
executed by the Pallava monarch,
Mahendra-varma [ (580-630). This
must have appeared almost con-
temporaneously with Chalukya Kirti-
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Ganas in Festive Mood (from Kailasanatha temple, Kanchipuram)

varman’s Vishnu Temple (rock-cut) in
Badami (Cave lII).

Kirti-varma was succeeded by his
step-brother Mangalisa (596- 610), who
was a powerful king and hero of many
battles. But he was also a devout
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‘bhagavata’, and zealously devoted to
Mahakutesvara-matha of Mahakuta
(near Badami). This temple must have
existed before Mangali$a became king,
for he caused, soon after he assumed
authority over the realm and won

33




Dancing Ganas (from Kailasanatha temple, Kanchipuram)

some Dbattles, a ‘devotional pillar’
(dharma-stambha) to be erected in the
Mahakuta temple. He also made over
to the temple, at the instance of his
elder brother’'s wife Durlabha-devi of
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the Bappura family, the riches he had
won from his military expeditions and
conqguests, and also granted the revenue
of ten villages to the temple (cf.
Mahakuta inscription dated 602 A.D.).
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Kailasa Temple, Ellora

More importantly, he was responsible
for the completion of rock-cut Vishnu
shrine in Badami (cave III) begun by
his elder brother Kirti—varma I

The Art and Architecture

It was this temple that provided the
inspiration for the most celebrated of
the Pallava monarch, Mamalla
Narasirhha-varman (625-645), to plan




Ganas (from Kailasanatha tempie. Kanchipuiam)

the famous rock-cut temples at Mamal-
lapuram in the Tamil country. This
Pallava hero who was a contemporary
of the Chalukyan king Pulakesin II
(610-642), conquered Badami; he had
occasion thus to wvisit the rock-cut
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man

temples in this Chalukyan capital Vik-
ramaditya 1 (655-681, son of Pulakesin
) fought with Pallava kings and
regained Badami from Narasimha-
varman’s successor, Paramesvara-var-
(655-690), and conquered the
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Kailasnnatha Temple, Kanchipuram
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Vaikuntha-Perumal, Temple, Kanchipuram
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Matangesvara Temple, Kanchipuram
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A form of Siva (Kailascnctho Temple, Kanchipuram)
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Siva playing on a percussion instrument (from Kailasanatha temple, Kanchipuram)
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A form of Siva playing on a bow-instrument (from Kailasanatha temple, Kanchipuram)
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playing on lute (from Kailasanatha Iehple, KaﬁCthurar;i]
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A form of Siva (from Kailasanatha Temple)
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Sculptured entrance to a shrine (in Kailasanatha temple, Kanchipuram)
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Musician
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Flute-player
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Pallava capital, Kanchipuram. Although
“the formal, structural shrines at Kuram
(near Chinglepet) and Tirukkulikunram
(both apsidal in shape) were built
during his days, the famous Pallava
monument in Kanchipuram,
Kailasanatha temple, had not been
built by then. It was. built only next
year by Rajasimha-varman, son and
successor of Paramesvara-varman, who
freed Kanchipuram from the
Chalukyan hold and built this shrine
in stone to commemmorate his victory.
Its earlier name in fact was Rajasim-
hesvara temple. A descendent of this
Chalukyan King, Vikramaditya II (733-
745). who once again defeated the
Pallavas and occupied Kanchipuram,
visited this temple and made grants of

temperament. Vikramaditya 1 was a
sealous devotee of Siva and his
grandson Vijayaditya (696-733) built
many temples in Badami and Pat-
tadakallu. The Vijayesvara temple (now
called Sangamesvara Temple) in Pat-
tadakallu was a monument to the
military achievements of this king. He
was devoted equally to the three
divinities, Brahma, Vishnu and Siva,
and built the Shrine in Badami named
“Traipurusha’ (now known as Jam-
bukesvara) for the merit of his mother
Vinayavati. Vikramaditya II, mentioned
earlier, was Vijayaditya’s son and suc-
cessor. His two queens Loka-mahadevi
and Trailokya-mahadevi, built temples
on their own initiative. The former built
the Lokesvara temple (now called

Tirkutesvara temple built by Rashtrakutas at Gadag

gold and jewellery to the deity en-
shrined there.

The Chalukyan kings had a fascina-
tion for temples and were devout in
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Virupaksha temple), and the latter, the
Trailokyesvara temple (now in ruins),
in Pattadakallu, around 740 A.D. Both
these shrines have three cella, like the
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‘Traipurusha’ temple built by their
husband. Loka-mahadevi, the elder
queen, is recorded to have honoured
the architect and sculptor of the temple
she sponsored, Ruvari-Anivartachari-
gunda, and bestowed costly gifts on
him.

The Chalukyan monuments include
both rock-cut and structural varieties.
They are seen to adopt freely the two
classical architectural styles known the
northern or Nagara and the Southern
or Dravida, and to experiment with
new forms, layouts, elevations, and
visual effects. They illustrate not only
harmonious blending of several idioms,
but the emergence of a new style,
Vesara, which may be described as
from the

central, to distinguish it

northern and the southern styles.

THE RISE OF THE RASHTRAKUTAS

The curtain on the two hundred
and fifty years of Chalukyan rule,
which helped Karnataka acquire a
personality of its own and provided a
glorious period for the region, was
drawn in 753 AD. when the
Rashtrakuta king Dantidurga (753-756)
conquered the kingdom. The
Rashtrakutas of Manyakheta (Malkhed)
were from Karnataka; they spoke
Kannada. If the Chalukyans crystallized
the Karnataka style of temple-architec-
ture, the Rashtrakutas encouraged
Kannada literature and  provided
another dimension for Karnataka cul-
ture. They ruled over the whole of
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Deccan, and their empire was
described by a contemporary Arab

‘traveller Sulaiman (around 851) as one

of the four great empires of the world.
Literature, religion, education and art
flourished under them; the kingdom
was also ably administered.

In the field of temple architecture,
on which the Chalukyans had already
focussed creative attention, and in
which the neighbouring Pallavas had
made significant contributions, the
Rashtrakutas achieved celebrity for all
time by the magnificent Elura rock-
cut shrines at Ellora (the former Elura,
Verula or Velapura, now in Auran-
gabad area of Maharashtra). The
renowned Kailasa temple here is
ascribed to Krishna 1 (Akalavarsha
Kannesvara, about 756-774), although
the inscription there insists that the
shrine is the work of divine architects
and not of human beings. Although
the temple is now outside the political
confines of the presentday Karnataka,
it should justly be regarded as an
achievement  of  architects  and
craftsmen from Karnataka.

The Rashtrakuta power declined
after 950 A.D. and was drawn to a
close by the victory achieved by the
Chalukyan feudatory, Tailapa, over the
Rashtrakuta king Karka Il in 973 A.D.
Tailapa, who belonged to a branch of
the Badami Chalukya family, (in Bidar)
marked the beginning of a new royal
dynasty, the Chalukyas of Kalyana in
Bidar who ruled from 973 AD. ftill
about 1198. The earlier kings of this
dynasty were constantly at war with
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the Cholas and therefore in contact
with the culture of the Tamil country.
The Saiva and Vaishnava cults which
had already entered Karnataka now
took deep roots owing to the impact
of the itinerant saintly poets of the
Tamil country, the Vaishnava Alwars
and the Saiva Nayanmars. It was
during this period that the new move-
ment, Virasaiva, spearheaded by
Basava (who was treasurer to Bijjala
I 1130-1167, who began his career
as a subordinate of the Chalukyas of
Kalyana and became king in 1162
killing the Chalukyan king Taila III)
gathered momentum.

The most illustrious among the kings
of this line was Vikramaditya VI
(1076-1127). He built many temples,
among which the most excellent was
the one at Jalasangavi in Bidar district
(1110). Other notable temples built
during the rule of this dynasty are the
Navalinga and Kallesvara Temples at
Kukkunur, the Jaina basadi and the
Kaéi-Visvesvara temple at Lakkundi,
the Mallikarjuna temple at Kuruvatti,

the Mahadeva temple at Itagi, the

Virabhadra temple at Humnabad,
Mahabhairava-mailara-mallemma
temple at Khanapura and Muktesvara
temple at Haveri.

The northern part of Karnataka
during this period was ruled by the
Yadava-Sevunas of Devagiri who were
subordinates of the Rashtrakutas and
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" king,

later of the Chalukyas of Kalyana.
Sihghana (1200-1247) of this dynasty
was a powerful ruler of a vast empire
which included almost of the whole of
Deccan. During his days the Vaishnava
cult, especially the Vitthala worship,

and when his
(1247-1261) was
the well-known, Mahanubhava
with Chakradhara as its
principal spokesman, was launched in
Lonar (1256). The forms of Vishnu,
known as Krishna and Dattatreya,
began to be widely worshipped in this
region, owing to the impact of this

became widespread,
grandson Krishna

Movement,

movement. And the Sevunas themsel-
ves encouraged this movement, be-
cause they claimed descent from
Krishna of the Yadava clan.

THE HOYSALA STYLE

Another royal family to claim de-
scent from the Yadava-god and rule
over parts of Karnataka was that of
the Hoysalas (who styled themselves
‘Yadava-narayana’ and ‘lords of the
town of Dvaravati or Dvaraka). Their
power became considerable when
Vinayaditya (1045-1098) occupied the
major part of the Ganga Kingdom
(Gangavadi) and made common cause
with  Trailokya-malla Somesvara 1
(1044-1068), the Chalukya king of the
Kalyana line, who was engaged in
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Dvara-pala (Chalukyan)

63



repulsing the advance of the Cholas
from the Tamil country into Karnataka.
Vinayaditya made Belur (Beluhuru,
Velapura, now in Hassan District) his
capital and began to rule a fairly
extensive dominion. But it was his
_grandson, Ballala 1 (1100-1018) who

64

sought to shake off the authority of
the Chalukya king Vikramaditya VI and
become independent, and who gained
control over parts of Mysore district
the coastal region of Karnataka (Alvak-
heda) and extended his empire till the
Tungabhadra river.
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Narasimha from Badami Cave-temple
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He was succeeded by his brother
Vishnuvardhana (1108-1152), the most
famous among the Hoysala monarchs.
A great warrior, an able administrator
and a statesman, Vish-
nuvardhana not only extended the
limits of the Hoysala empire but
brought peace and prosperity to the
land. He had three queens, Santala-
devi, Bammala-devi and Lakshmi-devi,

shrewd
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all of whom, and especially the first,
were great patrons of art and architec-
ture. The royal household appears to
have been Jaina in religious system,
but they encouraged Saiva and Vaish-
nava cults as zealously as they did
Jainism. There is a popular, but quite
unfounded, legend that the king was
converted from Jainism to Vaishnavism
by the great teacher from the Tamil
country, Ramanuja; there is no
evidence for this. It is a fact however
that the doctrine, practices, and shrines
of Sri-Vaishnava sect become popular
in this region during Vishnuvardhan’s
days. ‘ »

‘Religious renaissance and tolerance
were the principal features of this
period. The Hoysala kings, their
queens, chieftains and wealthy mer-
chants were responsible for a very
large number of temples that sprang
up all over Karnataka, and especially
in the central region. The Vaishnava
and Saiva cults as also the Digarnbara
Jaina religion became popular and
found wide patronage in the realm;
and as a result numerous temples and
basadis were built. Architects and
sculptors also found encouragement
and patronage, so that a new school
of architecture and sculpture named
after the ruling dynasty evolved.

Among the principal temples that
were. constructed during this period
and that exemplify the Hoysala style
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are the Kirti- narayana temple at
Talakadu, the Chenna-kesava temple
at Belur. The Vijayanagar temple at
Tondanur, the temples at Nagaman-
gala, Dodda-gaddavalli, Kambadahalli
and Belgola during Vishnuvardhana’s
reign, (1108-1152), the Hoysalesvara
temple in Halebidu and the Trikuta-
basadi in Cholasandra during the reign
of Narasimha 1 (1153-1173); the
Kedaregvara temple in Halebidu, Isvara
temple at Arasikere, Santinatha-basadi
in Jinanathapura and the Amrtesvara
temple at Amrtapura during the reign
of Viraballala II (1173- 1220); the
Harihare¢vara temple at Harihara, the
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Mahakuta, Badami

Somesvara temple at Hamahalli and
the Mallikarjuna temple at Basaralu
during the reign of Narasimha II
(1220-1235); ,the Lakshmi-narasirnha
temple in Nuggihalli, the Narasimha
temple - at Javagally, the
Lakshminarayana temple at
Hosaholalu, and the Pafichalinga
temple at Govindanahally during the
reign of Someévara (1235-1253) and
the Kesava Temple at Aralaguppe and
the Prasanna -Keéava temple at
Somanathpur during the reign of
Narasimha II (1253-1292).
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VIJAYANAGAR AND AFTERMATH

After the Hoysalas, the Vijayanagar
kingdom (founded in 1346) rose to
prominence and flourished for over two
and a half centuries (from 1356 till
1630). The period was a glorious one,
not only for Karnataka but for the
whole of South India as the authority
of these kings extended from river
Krishna to Kanyakumari in the extreme
South. The founders of the Kingdom,
Harihara and Bukka, began their
career as subordinates of the Hoysala
ruler Ballala III (1291-1342) and later
carved out an empire of their own
with Hampi, called also Virupak-
shapura, Pampa-tirtha, Parhpeya Has-

tinavati or Anegondi), as capital. The

earlier kings of the line were not
remarkable as patrons of art or ar-
chitecture. But the great Krish-
nadevaraya (1509-1529) who was a
Tuluva and thus a Kannada scion
although a poet in Telugu, was by all
standards unusual one. An excellent
king, it was during his days that art
“and architecture received unprece-
dented encouragement. The day he
was officially proclaimed emperor saw
a magnificent tower over the main
entrance of the Virupaksha temple in
Hampi; Virupaksha was the tutellary
deity of the Vijayanagar kings. When
he returned to Hampi after conquering
.Udayagiri, he built the splendid Krish-
nasvami temple to commemmorate his
victory. The charming Hazara-Ramas-

76

vami temple was built as a shrine for
the royal household. Another excellent
specimen of Vijayanagar architecture in
Hampi was the Vijaya-Vitthala temple
with its numerous mandapas.

The Vijayanagar empire was notable
as a confluence of cultural strands. The
architectural style that evolved as a
distinct contribution of this period was
a happy blend of several styles, idioms
and ideologies. It is rather strange that
this style  developed  altogether
uninfluenced by the Hoysala idiom,
although the Vijayanagar empire began
as a part of the Hoysala kingdom.
The style that evolved in Hampi was
more in accord with the Dravida genre
than either Chalukya or Hoysala.
Numerous temples to Siva and Vishnu
were built in different parts of the
extensive Vijayanagar kingdom on the
model of the temples at Hampi. The

'Vijayanagar style is distinguished by

the tall, multi-storeyed tower over the
main entrance (dvara-gopura), multiple
mandapas, the long corridors with a
thousand pillars (sahasra-starnbha-man-
dapa) within the temple enclosure and
numerous sub-shrines. The gate-towers
are peculiar to the South Indian
temples; and because Krishnadevaraya
had a fancy for them, they came to
be known as ‘Raya-gopuras’. This king
had commissioned such towers to be
built for several temples in the present
day Karnataka, Andhra-pradesh and
Tamil-nadu. The temple-style which
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was finalized during the Vijayanagar
period has prevailed to this day in
Karnataka, Tamil-nadu and Andhra-
pradesh.

The temples and other architectural
monuments in and around Hampi were
ruined when the four Deccan Muslim
rulers united and attacked the
Vijayanagar capital in 1565 A.D. (when
Sadasiva-raya was king). The battle
that was then fought on the 23rd at
January in that year in Rakshasa-tan-
gadi (or Talikota according to Sewell)
dealt a death-blow to the glorious
Hindu empire, although the royal
family survived in attenuated cir-
~ cumstances first in Penukonda, then in

Chandragiri, Vellore and finally-
Srirangapattana.
The legacy of the ideals and

achievements of the Vijayanagar em-
pire became evident in the Odeyar
kingdom in Karnataka and the Nayak
rule in Tanjavur. Raja-Odeyar (1578-
1617) began as a viceroy of the
surviving Vijayanagar King at Sriran-
gapattana, near Mysore, and became
in due course an independent
monarch. But he and his successors
claimed to be successors of the
Vijayanagar empire, and strove to
continue the patronage to culture in
all its aspects that the Vijayanagar
emperors, especially Krishnadevaraya,
had extended. Raja-Odeyar not only
gave munificent grants to the temples
that were already existing, but built
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several new temples in the Vijayanagar
style: one of such temple is the
Venkataramana-svami temple in Ban-
galore (in the former Fort area).

Among his successors, Chikka-
devaraja-odeyar (1672-1704), Kanthi-
rava-narasa-raja-odeyar  (1704-1732)
and Krishna-raja-odeyar Il (1799-1831)
were religiously inclined and built
several temples in the old Mysore
kingdom. The last named king was
deprived of his administrative hold over
the state by the British overlords in
1831, but till his death in 1868 he
continued to be a patron of art and
letters and encouraged temple-culture.
Among the temples that he built is
the one at Chamarajanagar in memory
of his father.

The course of historical changes not
only involved Karnataka in the cultural
mainstream of South India from the
early centuries of the Christian era, but
facilitated  cross-cultural  influences.
Even before the Kadambas, the earliest
of the royal dynasties to rule over this
region, the Pallavas who made a mark
in the Tamil country in all spheres of
public life, had control over parts of
Karnataka. The Chalukya Kingdom of
Badami was the first to bring the entire
stretch of the present day Karnataka
under one administration, and also
bring this area into cultural contact
with the neighbouring regions like the
presentday =~ Maharashtra. ~ Andhra-
pradesh and Tamil-nadu which were
also within their power-zone. This
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situation  continued  during  the
Rashtrakuta rule and also during the
rule of the Chalukyas of Kalyana.
During this period, the Chola emperors
of the Tamil country made frequent
inroads into Karnataka, and along with
the political stresses, cultural diffusion
inevitably took place. The Hoysala
kingdom which extended southward,
was in greater contact with the Cholas
Indeed the Hoysala king Ballala II
conquered parts of the Chola territory,
and made Srirangam and Kannanur-
Kuppam his administrative centres.

Under the Vijayanagar emperors,
the political limits of their empire
excluded only the northern tip of the
present day Karnataka (Bijapur, Kal-
burgi, Bidar and Kalyana) but included
the whole of South India. The princely
state of Mysore under the Odeyars
was of course a fragment of the
Vijayanagar kingdom and also of the
present day Karnataka, comprising only
of the Southern districts, excluding the
coastal ' areas and Kodagu, but in-

herited the Vijayanagar mantle of

cultural consolidation.

In the circumstances, the early
temples of Karnataka have provided
models for the temples that appeared
in the neighbouring areas (Tamil-nadu,
Andhra-pradesh and Kerala), while the
later temples reveal elements that were
adapted from styles peculiar to the
neighbouring regions, especially the
Chola style from the Tamil country.
But the structural modes that evolved
here through the ages illustrate the
principles of relevant borrowals, har-
monious blending and unitary effect.

Most of the early temples, especially
those belonging to the period of the
Chalukyans of Badami, are now only
monuments and of archaeological in-
terest. The formal temples that have
continued to be in use in our day
date mostly from the Hoysala period.
And these are few, when compared
with the very large number of temples
that have sprung up during and after
the Vijayanagar period. ‘ ‘
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CHAPTER THREE

THE RELIGIOUS CONTEXT

RELIGIOUS TOLERANCE

Karnataka is well known for its spirit
of religious tolerance, and this has
been the case since the dawn of
recorded history. The kings who have
ruled this land as well as the people
who have lived here have always
exemplified the principle of peaceful
co-existence of religious ideologies and
practices. The state today presents a
happy mosaic of all the religions and
cults that are prevalent in the country
and elsewhere. Strife on account of
bigotry, fanaticism and discrimination
in the name of religion has been rare
and unusual. Accommodation with a
respect for the view-points of others
has always been held out as a virtue,
especially in social and religious matters.

The history of the land has partly
been responsible for this desirable
detail in the inclinations of the people.
The royal dynasties that have held
sway over the fortunes of this region
have, without an exception, taken care
not to espouse the cause of any one
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religion at the expense of others; and
they have never been guilty of sup-
pressing a religious doctrine or custom,
however inimical to their own. While
expressing devotion to their own faith
either by making endowments on a
shrine already existing or by sponsoring
a new shrine, they encouraged and
supported at the same time other
faiths. And it often happened in royal
households that the king’s personal
preference was for one faith while the
queen’s was for another, without how-
ever disturbing domestic peace and
harmony. It was quite common for the
son to follow one religion in his private
life while his father did another, and
this would not be taken amiss either
by the parties themselves or by the
people.

It is difficult, therefore, to ascertain
the personal religious inclinations or
convictions of a ruler or chieftain by
the shrines that he sponsored or
supported. The Satavahana kings (first

85



three centuries A.D.) were Saivites, but
they built many Buddhist shrines (like
the Tara-bhagavati temple in Bal-
ligame) and monuments (like the
stupas near Kothapur). Likewise, the
Kadambas, who were by preference
devotees of Siva, adored also Vishnu
and Jina, and their capital Banavasi
was a great centre of Buddhism. The
Kadarmba rulers were avid followers of
the Vedic religion.,, but Kakutstha-
varma (425-445) bestowed land-grants
on the Jaina ascetic Sruta-kirti. Mrgesa-
varma (470-488) gave grants for Jaina-
- shrines and Ravi-varma (500-538) built
a dJinalaya at Palasika (Halasi) in
Belgaum district. The Gangas of
Talakadu were Jainas, but many
temples of Siva and Vishnu were built
by them. Badami Chalukyan ruler
Mangalisa is renowned for the excellent
rock-cut shrine for Vishnu (‘Vishnu-
grha) which he got made in 578 A.D.,
but he was a zealous devotee of Siva
(Maha-kutesvara).

The Alupa rulers of Tulu-nadu
(about 660) were mainly Saivas, and
a few of them were Jainas; but they
built shrines for Vishnu and Sakti also,
and encouraged the Natha-siddha cult.
The Hoysala monarch Bittiga-Vish-
nuvardhana (1108-1152), who built the
famous Kesava temple at Belur, was
in personal life a Jaina (the story of
his conversion to Srivaishnpava faith by
Ramanuja is without foundation), and
built many basadis also. The Kalyana
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Chalukyan ruler Vikramaditya VI
(1076-1127) was a zealous devotee of
Siva, but endowed municificently the
Buddhist Vihara at Darbala and the
temple to Tara-bhagavati. The splendid
temple to Siva at Jalasangavi (in ruins
now) built by him contains most
impressive sculptural representation of
Vishnu. The celebrated Vijayanagar
monarch Krishnadevaraya (1509-1530)
was a Vaishnava in his personal
predilections but has made rich endow-
ments on the Siva temples at Kalahas-
ti, Kanchipuram and other places.

This policy of not only religious
tolerance but active encouragement of
all religions was followed by all the
ruling dynasties and their feudatories
in Karnataka. This was in view of the
fact that the population was divided
among many religious affiliations, but
lived amicably. Religious beliefs and
practices were relevant in households
and sectarian communities, but the
social and economic life of the people
overflowed these confines. People had
the wisdom to recognize that all
religions were different approaches to
the Godhead who is one and undivid-
ed, and to treat religions other than
their own with as much respect as
they bestowed on their own. The rulers
and other administrators realized that
their subjects would be happy if all
religions were uniformly encouraged
and supported. But then, it was not
merely as a calculated expedient that
this was done; the spirit of religious
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tolerance permeated the entire social
fabric among all classes of people and
at all levels. There are numerous
inscriptions and other literary records
that eloquently pronounce the oneness
of Godhead and the equal merit of
all religions that approach this one
God. As an example is this verse
found in a poem assigned to 642 A.D.

A1 fore Agaw S areesan
grataaifaes g s ad|
d A= "I HTAUACY A
geifes=|
& a1 TUATH AqeATTAT av Hare ay e
qril

The verse makes obesience to that
principle, free from all defects, full of
all merit and whose doctrine is incom-
parably pure and elevating, whether it
be Buddha, Vardhamana (Jina), Brah-
ma, Vishnu or Siva.

Another example is from an inscrip-
tion of the Hoysala period in Belur;

g qar: FaTE for st sy iR
sitar & 3 s sty Jarfe
e RAmmaaT SRy ST
Wﬁﬁzm@m%ﬁwﬁrﬁgﬂ

“May he, the all powerful God,
bestow on all of you the fulfilment
of all desires, that one God whom the
Saivites worship as Siva, the Vedantins
regard as Brahman, the Buddhists
adore as the Buddha, the Naiyayikas

conceptualize as the Maker, the Jainas .

worship as Jina (arhat) and the
Mimamsakas speak of as Karma”
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Still another example is form an
inscription dated 1151 A.D.
Kaidala (Tumkur district).

from

STty georgerar for syt
frqaatedsar fr afe (7)
e g gerary fosra

A a9 geherTe T 79|

Here also obscience is paid to the
one principle, which is all-comprehend-
ing and which manifests itself as Siva,
Brahma, Sugata (Buddha), Vishnu and
Jina

THE FOUR RELIGIONS

Broadly however, in Karnataka have
flourished four religious observances
and doctrines (samaya): Jainism, Bud-
dhism, Saivism and Vaishnavism. And
many kings of the dynasties that have
ruled over the region have proudly
in their

claimed inscriptions to be

‘suporters of four observances and

doctrines’ ( ‘chatus-samaya- devata-
nilaya’), as an incription dated 929
A.D. informs us (E1, 13, 329). Some-
times, Brahma, the creator, is also
provided a shrine for himself, as in
inscription dated 1129
‘Hari-Hara-Kamalasana-Vitaraga-Baudha
that the

Balligame inscription speaks of these

Balligame (cf.

layangal’) It is interesting
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five doctrines as the ‘five streams
irrigating the earth’ (‘vasundharegeseva
pafncha-saradantire’) and  describes
them as ‘five mathas’ (‘pancha-
mathangal’) or socio-religious organisa-
tions or communities. An earlier
inscription (dated 1022 found at Belur,
Jayasimha), refers to a temple for
three divinities (tri-purusha, viz. Brah-
ma, Vishnu and Siva) built by Akka-
devi, but the inscription mentions that
she practiced the rituals of Jina,
Buddha, Ananta (viz. Vishnu) and
Rudra (vizz Siva). The Shikaripura
inscription of 1048 mentions that an
officer Nagavarma built four shrines,
one each to Jina, Vishnu, Siva and
Muni (Sakya-muni or Buddha).

Of these doctrines, Jainism and
Buddhism were movements that
originated in northern India and arrived
in Karnataka during the centuries prior
to the Christian era, as a result of
some adventitious historical circumstan-
ces and occurrences. The cults of Siva
and Vishnu were not movements like
Jainism and Buddhism, but were more
or less indigenous to the population
here. Whatever their origin, they
spread ‘among the people imperceptibly
and widely along with the folk ideology
in times more ancient than recorded
history. The worship of Siva and
Vishnu, sometimes with Brahma, by
people at large is as old as the folklore
and myths that provided material for
the puranas (which were compiled
later).

Brahma as self-born (Svayam-bhu)
and creator of the world, Vishnu as

88

the preserver of the world and Siva
as the destroyer (at the time of
universal dissolution or pralaya) con-
stituted the ‘trinity’ or three aspects of
Godhead, that appear to have been
adored in Karnataka during the early
historic period. Later, the worship of
Brahma became obsolete, and the
other two divinities came to have their
own wide-spread cults, which have
continued to our own day. But Brah-
ma appears have continued to receive
worship till about the 9th century. We
have an inscription dated 866 which
begins with a verse adoring all three
deities (El1, 6, p102)

g <l
During the period of the early

Chalukyas of Badami, it was usual for
the temple to have three cella (tri-
kutachala) to accommodate the three
divinities, Pitamaha, Vishnu and Siva,
collectively called ‘tri-purusha’ (‘trai-
purusha’ or ‘trayi-purusha’).  The
famous rock-cut shrine dedicated to
Vishnu (‘Vishnu-grha’) at Badami (cave
3), constructed by the Chalukyan ruler
Mangaliéa in 578 A.D. is actually a
shrine for all three divinities; Vishnu is
the central deity and he is flanked by
Brahma on the right and Siva on the
left. The Vijayesvara temple (now
known as Jambulinga temple), built by
the king of the same dynasty,
Vijayaditya (696- 733) in memory of
his mother Vinayavati, in Badami was
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a ‘traipurusha’ shrine; the pillar inscrip-
tion in the temple mentions that all
the three deities were installed there.
The Konti-gudi and the Hacchappayya-
matha (gudi) in Aihole are Siva
Shrines, but Siva as the central deity
is flanked by Vishnu on the right and
Brahma on the left. The Trikutesvara
temple at Gadag, built during the days
of the Chalukyas of Kalyana, has three
lingas representing Brahma, Siva and
Vishnu. The Tryambakesvara temple
complex at Aihole, and the
Banasankari temple at Annigeri ™ are
likewise shrines for all three deities.

The practice of building ‘trai-
purusha’ temples seems to have died
out after the eighth century, Brahma
having ceased to receive adoration
from the people. Siva and Vishnu
shrines were separately constructed,
although the composite icon of Hari-
Hara (or Sankara-Narayana) came into
vogue, and a separate shrine to this
composite deity was built in 1223 by
Polalva, (a minister of the Hoysala king
Narasimha II) in Harihara (Chitradurga
district) and there is another shrine in
Kodagi-Shankara-narayana (in  Tulu-
nadu) built in the thirteenth century
(where worship is offered to a pair of
lingas instead of to a composite deity).
There are several other shrines in
Tulu-nadu to this composite deity, like
those at Pandesvara  Barkuru,
Kodavuru and Nandavara. They are
structures of the period later than the
fifteenth century. But it is more usual
for Siva and Vishnu shrines to be
occur independently. The reason is the
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branching out of the Saiva and Vaish-
nava creeds as exclusive and distinct
cults, with their own customs and
practices, philosophies and orientations.

The crystallization of the cults was
facilitated by the emergence and
prevalence of agamas in South India
around the seventh and eighth cen-
turies. The ‘agamas’ are definitive and
prescriptive texts in Sanskrit, dealing
mainly with worship in temples, but
dealing also with worship at home and
general conduct. When temples came
into being, and became popular among
the people the need was felt for priests
to discharge the role of worshippers
on behalf of the people. There was
now also a class of professional
temple-priests who sought to fill this
role, and it is for their benefit and

- guidance that the agamas caine to be

prepared. It is probably that the bulk
of the agamas were composed during
the Pallava and early Chola periods in
the Tamil. country.

The division of the agamas was
mainly according to the divinity in-
stalled and worshipped in the temple.
Thus we have different sets of agamas
relating to Siva (Saivagamas) and to
Vishnu (Vaishnavagamas). There were
also agama texts, belonging to earlier
periods, dealing with the worship of
Jina and Buddha. They later became
important when the Mahayana sects
arose and flourshed. The Jaina-agamas
were meant not only to prescribe
worship rituals for the tirthankaras
(Jinas), but for their attendant Yakshas
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and Yakshinis. The Bauddha-agamas
(forming part of the Vajrayana-tantras)
concerned  themselves  with  the
methods and details of worship of the
bodhisattvas (like Avalokitesvara) and
folk deities (like Hariti).

It is curious that the early references
to temples and temple-worship in
Karnataka do not include the worship
of Sakti or mother goddess. But there
can hardly be any doubt that this was
prevalent among the people from time
immemorial. There must have been
folk-shrines to the village goddesses,
but they could not have compared
favourably with the rock-cut or struc-
tural temples that came to be con-
structed because of royal patronage.
Among the deities worshipped in for-
mal temples, goddesses came to be
included at a later stage. The

Satavahana inscriptions (for instance,
the Nanaghat inscription of Naganika,
queen of Satakarni II, 184-125 B.C.)
mentions only male deities (in the
above inscription, Indra, Sankarshana,
Vasudeva, the quardians of quarters,
the god of death, the god of wealth
etc). But Hala’'s Gatha-saptasati,
belonging to a slightly later date but
composed during the reign of the
Satavahanas, begins with an invocation
to Siva (Pasupati), husband of Gauri.

The earliest shrine to a goddess was
also erected during the Satavahana
period: the shrine to Tara-bhagavati at
Balligame. The recognition in Kar-
nataka of mother-goddesses as worthy
of formal and structural temples and
formal and elaborate worship, was
probably due to the influence of the
Mahayana variety of Buddhism, which

Sittannavasal temple
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conceptualized the power of the Bud-
dha, the enlightenment and the mission
of the bodhisatvas in terms of female

divinities. The Jaina ideology of Yak-
shinis also helped.

THE JAINA IMPETUS

An inscription in Kannada of the
fifteenth century (Sasanapadya -manjari
p 250) describes Karnataka (‘karnata-
desam’) as the home of the Jaina
religion  (jina-dharmavasam’), ~ which
took its birth in northern India. This
is verily the case. The history of
Jainism in South India is really the
history of Jainism in Karnataka. There
is a traditon that Jainism entered
South India during the days of the
twelfth tirthankara, Vasupujya, (very
much anterior to the twenty-fourth

firthankara, Mahavira, who was a
historical figure) wviz. in prehistoric
times. When the Mauryan emperor

$amkha-jinalaya
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decided to

Chandragupta come
Kakrnataka and settle down here
(during 323-298 B.C.), the place must
already have been favourable to the
new movement,

The Jaina shrines and monuments
are usually known as ‘basadis’ (from
the  Sanskrit ‘vasati’, meaning
‘residence’) which comprehended
temples to one, three, four, five or all
twenty-four tirthankaras (jinalaya), and
quarters for monks ascetics to live and
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practise their austerities during the four
months of the rainy season when they
were forbidden to travel. In Tamil they
are called ‘koyil-basadi’, which expres-
sion spells out the two-fold function of
this structure. They are also known as
‘Chaityalaya’ or ‘Chediya’ (Chaitya).
They were places where the devotees
gathered for worshipping the images
of ftirthankaras and their attendant
vakshas and yakshinis, and for listening
to the discourses of learned monks.
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The basadis were also educational
centres, for the monks taught
youngsters not only the religious texts
but also other branches of knowledge.
Usually they were plain structures, but
sometimes had an impressive exterior.
During the Ganga and Hoysala
periods, they became ornate and
elegant structures, remarkable for their
architecture and sculpture.

If the basadi houses three tir-
thankaras, it is called ‘trikuta’, or
sometimes ‘ratna-traya’. If the basadi
opens on all four directions, revealing
a firthankara in each of them, it is
called ‘Chaturmukha-basadi’. If five
fithankaras are installed, the basadi is
‘paficha-basadi’. When, however, all
the twenty-four tirthankaras are wor-
shipped in a basadi, it is ‘chaturvimsati-
jinalaya’. Sometimes the basadis were
named after the devotees who got
them built (e.g. Chamundaraya-basadi,
Boppana-basadi, Vikrama-setti-basadi,
Bogara-basadi, Majiganna  basadi,
Paliyakka basadi etc), but it was more
usual to call the basadi after the
tirthankara that was mainly worshipped
in it. At times, the expression ‘Jaina-
brahmalaya’ was also in vogue.

Besides the firthankaras (especially
Parévanatha, Neminatha, Chandraprab-
ha, Mallinatha,
Mabhavira), Gommata (Bahubali)
receives worship in this region, as also
the yakshas Dharanendra and Brahma
and  Yakshinis Padmavati  and
Jvalamalini.
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Santinatha and .

The early settlement of the Jaina
immigrants were Sravanabelogola (Has-
san District) Koppala (Raichur district)
and Halasi (Belgaum district). Sravan-
abelogola has, of course, been the
principal centre of Jainism in Karnataka
from the dawn of the Christian era to
our own day. The monks and mis-
sionaries . who accompanied the
emperor Chandragupta and his mentor
the sage Bhadrabhahu, made the new
religion take deep root here by their
own exemplary spiritual conduct and
by their teaching. Even before the
royal family of the Gangas espoused
the cause ‘of Jainism and built basadis
here, there must have been natural
rock shelters and rock-cut shrines for
the use of monks and ascetics. It is
interesting that inscriptions in Srava-
nabelagola describe Koppala as ‘the
first holy place’ (‘adi- tirtha’), although
the Jaina religion appears to have
flourished in this place only from the
ninth century till about the fourteenth.
And of the 772 shrines this place is
said in legend to have had, the earliest
Jaina shrines to be seen now is
Parsvanatha-basadi, built in the tenth
century. This is said to have been the
centre of the mula-sangha, balatkara-
gana (balagara-gana) of Jaina ascetics
around 1100 A.D. The memory of an
carlier Jaina settlement here has been
wiped out by the passage of time.
Likewise Halasi (Old Palasika) is said
to have received Jaina monks as-early
as 225 B.C. Although there are now
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about fifteen basadis there, the place
does not throw much light on the early
spread of Jainism in Karnataka.

We do not have clear monumental
evidence for the spread of Jaina
religion before the days of the early
Chalukyas of Badami (about 500-757
A.D.). But we know that the Kadarmba
king Mrgesa-varma (about 450-480)
buit a Jaina shrine (jinalaya) in
Palasika (the modern Halasi in Bel-
gaum district) in memory of his father.
We must remember that the Kadamba
kings were adherents of the Vedic
religion, but that it did not prevent
their encouraging the Jaina faith.

The Gangas of Talakadu (about 300
to 974) were Jainas by affiliation, and
built numerous Jaina shrines. The
brothers Dadiga (Konguni-varma) and
Madhava founded the royal dynasty
with the blessings of the Jaina sage
Simha-nandi, who bestowed on them
the ceremonial sword gifted by the
goddess Padmavati, the Yakshini of the
twenty-third tirthankara Parsva-natha.
The brothers are said to have built in
chaityalaya on the Mandali-hill a
Shimoga. Under the Gangas, the
religion spread all over Karnataka. The
Chandraprabha-basadi on the smaller
hill at Sravana-belgola was built by the
Ganga king Sivamara (788-816);
- Chavunda-raya-basadi was built in
982 A.D. by Chavunda-raya, minister
of the Ganga ruler, Raja-malla IV. In
and around Sravanabelgola there are
as many as twenty-seven basadis, most
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of which date back to the period of
the Gangas. The celebrated granite
monolith image of Gommatesvara on
top of the bigger of the two hills in
Sravanabelgola was got sculpted by
Chamundaraya in 983 A.D.

' The Chalukyas of Badami, although
devotees of Siva and Vishnu, en-
couraged Jainism. The stone basadi
called Jinendralaya- Megudi in Aihole
is the earliest of the Jaina shrines in
that region. It was built by Ravikirti,
the court poet of Pulikesin II in 634
A.D. Another early basadi was probab-
ly the Samkha-basadi (dedicated to the
twenty-second tirthankara, Neminatha)
in Lakshmisvara (in Dharwad District),
for we have an inscription mentioning
the land-grant made to this shrine by
Sendraka-durga-$akti a feudatory of

Pulakesin II (610-642). Around 707
AD. a lady, Kumaradevi, built a
Jaina-vihara at Puligere; Dharma-

gamunda built a Jinalaya in 750 in
Aduri (Hanagal taluk). During the days
of Kirtivarma 11 (745-757), some
Kaliyammarasa built a chaityalaya in
Annigeri.

The Rashtrakuta rulers (from about
735 to 973) also ‘extended encourage-
ment to this faith. Three Jaina rock-
cut shrines in Ellora (Chhota-kailas,
Indra-sabha and Jagannatha-sabha)
probably belong to the period of
Amoghavarsha (814-878). The Indra-
sabha shrine honours Parévanatha and
Santinatha, who were tirthankaras, and
Gommata, the ascetic son of the first
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tirthankara. Rshabha; the Jagannatha-
sabha honours the twenty-fourth tir-
thankara, Mahavira. The
commander-inchief of the same king,
Bankera of Kolanur, got constructed a
basadi in 860 AD. in Konnur
(Naragunda taluk in Dharwad district)
on the banks of river Malaprabha. This
is now known as Paramesvara temple.

The Chalukyas of Kalyana en-
couraged Jainism during the early
period of their suzereignty, but not
after the twelfth century. The Jaina
shrines at Alanda, Banhkura, Teradala,
Lakkundi and so on appeared during
this period. But the Hoysala kings were
zealous supporters of Jainism. The
founding of the empire itself was due
to the blessings of a dJaina saint,
Sudatta of the Nandi-sangha of Kunda-
kunda lineage. The Hoysala kings, who
were themselves Jainas by faith
honoured Jaina ascetics and built
basadis, but they also honoured and

encouraged Saiva and Vaishnava cults,

and built numerous temples to Siva
and Vishpu. The most celebrated
among them, Vishnuvardhana (1108-
1152), was by conviction a Jaina,
although he built many Vishnu shrines,
as was his accomplished queen San-
tala-devi He was a devotee of the
Jaina saint Sripala-Traividyadeva and
built many basadis. That he made a
grant for repairing the Malli-Jinalaya in
1129, and bestowed the revenues of
a village to the Pard§vanatha shrine in
1133 in Dorasamudra are recorded in
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inscriptions. His queen Santaladevi
built in Sravanabelgola the Savati-
gandhavarana- basadi.
Vishnuvardhana’s minister Gangaraja
built many basadis in Sravanabelgola
and Jinanathapura. The next Hoysala
king Narasirnha 1 (1152-1173) was also
an enthusiast of Jainism. He made
generous endowments when  his
treasurer (bhandari) Hulla built the
basadi for the twenty-four tirtharikaras-
and the king honoured his pious
treasurer with the ftitle ‘samyaktva-
chudamani’. Dorasamudra, the capital
of the Hoysalas became an important
seat of Jainism.

The Jaina monuments in the coastal
areas of Karnataka were mostly due
to the piety and patronage of the
rulers of the Santara family (also called
Bhairarasas). The: twenty-four basadis
in Mudabidare, the twenty-four basadis
in Venur, the twenty-one basadis in
Karkala-Hiriyangadi, and the five
basadis in Gerusoppe reveal the
popularity Jainism enjoyed during this
period. The founder of this dynasty
was Jinadattaraya of Uraga clan, who
was blessed by Padmavati, the yakshini
of Parévanatha. He built a temple to
her in Pombuccha (Humcha, Shimoga
district). The capital of these rulers was
at first Kalada, and later shifted to
Karkala. The rulers of this family called
themselves Virapandyas at a later date,
and were responsible for the monolith
statues of Gommata in Karkala (1432)
and Venur (1603). The other important
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shrines in the coastal region are to be
found at Bhatkal (Chandranatha-
basadi, dedicated to Chandranatha tir-
thankara flanked on the sides by two
other tirthankaras Rshabha and Malli-
natha), Bilagi (Ratnatraya-basadi, with
icons of three tirthankaras, Neminatha,
Parsvanatha and Mahavira), Gerusoppe
(Chaturmukha-basadi), 15th century
and Varanga (Chaturmukha-basadi and
Neminatha-basadi).

Jainism continued to receive royal
patronage in the subsequent period,
and its popularity also increased. Al-
though the Jains today constitute no
more than 0.75 per cent of the total
population of the state of Karnataka,
it is estimated that at one time (during
the Rashtrakuta period) it was more
than 30 per cent of the population
(A.S. Attekar, Rashtrakutas.and Their
Times, 1934). '

The heaviest concentration of the
Jaina population today is said to be
in the Belgaum district. The Jains are
in large numbers also in the Hassan
district and the coastal district of
Dakshina Kannada. The indigenous
Jaina population in Karnataka belongs
largely to the Digambara division; and
in the northern parts of the state the
‘vapaniya’ sect is prevalent. In recent
years, there is a considerable. flow of
the Jainas of the Svetambara division
into the state, mostly from Gujarat and
" Rajasthan.
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The indigenous Jaina population
have made rich contribution to the
history and culture of Karnataka in all
fields, and are in their religious and
social practices practically indistinguish-
able from the rest of the population.
Worship rituals in basadis and other
shrines have much in common with
their counterparts in Saiva and Vaish-
nava shrines. The Jaina ideology has
undoubtedly moulded the temparament
and outlook of the people living here.
Having entered into the life of Kar-
nataka in the dawn of recorded
history, it has continued to be a vital
force till our own day.

BUDDHISM

Buddhism entered Karnataka a little
later than Jainism did, but it never
became a prevalent religion like
dJainism. It cannot with precision be
said when this northern religion entered
Karnataka. That the region was in
political contact with the Mauryan
Kingdom, where Buddhism first
emerged as a missionary religion, has
been suggested by numerous refer-
ences. Chandragupta Maurya’s succes-
sor was Bindusara (about 298-273
B.C.); and Bindusara’s son, Asgoka
(about 269-232 B.C.), caused some of
his edicts to be put up here. The
presence of the rock-edicts of Asoka
in different parts of Karnataka does
not prove the advent of Buddhism in
Karnataka; it only suggests that the
area was probably within the jurisdic-
tion of the Mauryan kings.
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The Chandra-valli inscriptions, how-
ever, strongly suggest that the followers
of the Buddhist doctrine were here
during the early centuries of the
Christian era. The leaden coins of the
Satavahana kings  unearthed in
Chandravalli in 1888 bear the figure
of a humped bull round which is
engraved the legend ‘Sadakana
kalalaya maharathisa’ referring to some
Satakarni ruler; on the other side of

the coins are the unmistakable
emblems of the bodhi tree and the
caim (chaitya). This is evidence

enough that the Satavahanas (who
ruled this region during the first three
centuries of the Christian era) were
favourable to Buddhism. Nagarjuna-
konda in Andhra-pradesh has an in-
scripion that Buddhism was made
popular by Sinhalese monks in
Banavasi among other places by the
third century A.D. If we can place
trust in the Sinhalese chronicles
Mahavamsa and Dipavarmsa, Mog-
galiputta-tissa, a contemporary of
Adoka and reputed to be his teacher
and mentor sent missionaries to
Mahishaka (southern region of Kar-
nataka) under Mahadeva, and to
Banavasi (the heart of Karnataka)
under Rakkhita to preach the Buddha's
gospal. If this is true, we have little
knowledge of how the new religion
fared until the Satavahanas took up
its cause.

That the Satavahanas who were
successors to the Mauryas ruled in the
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Banavasi is evident from tne Nasik
inscription of Gautami-putra Satakarni
and the copper-plates from Hire-
hadagali. There is a Prakrit inscription
belonging to the second century on
the stone Naga-effigy found in (within
the precincts of Madhukesvara temple).
It refers to the fact that Siva-skanda-

naga-¢i, daughter of Satakarni of
Chutukula  (Vihnukada-Chutukulanan-
da- satakarni) who was king of

Vaijayantipura or Banavasi was respon-
sible for the installation of that naga-
effigy, the excavation of a tank nearby,
and for the construction of a Buddhist
Vihara. A copper plate inscription of
338 A.D. likens a Bana king to a
bodhisattva in his great compassion
towards all living beings (‘praninam
parama-karunikataya bodhisattvo
pamanasya’). Tadangala-madhava
(about 440-470), a Ganga ruler, issued
a copper-plate inscription making land-
grants to a Buddhist Vihara (‘ganga-
rajyje  madhava-sarmanah  $asana
buddha-sattvaya dattam’).

It is clear that Buddhism had taken
roots in Banavasi during the first few
centuries of the Christian era, receiving
active encouragement  from  the
Satavahana rulers. When the Chinese
pilgrim, Hieun-tsang visited Banavasi
around 640 AD. he found here
numerous ‘sangharamas’ or Viharas for
Buddhist monks and nuns with places
of worship for lay devotees belonging
to both the Hinayana (of Sinhalese
origin) and the Mahayana (of Indian
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origin) divisions of Buddhism. He also
saw here a splendid statue of Maitreya,
the future Buddha, carved out of
sandal-wood by a monk named Sruta-
virhéati-koti. Banavasi was undoubtedly
a great centre of cultural diffusion, and
there are numerous Buddhist antig-
uities in this area. Sannati (in Gulbarga
district) was another place where Bud-
dhism spread during the same period.
We have here, on the banks of the
river Bhima, a large number of ruins
reminding us of stupas and Chaityas.

Karnataka was the place where the
worship of the Buddhist divinity Tara

gained ground. Tara became
celebrated in Mahayana Buddhism

(especially Mantrayana) and acquired
popularity as the mother of the Bud-
dhas and bodhisattvas, as the power
of enlightenment and as the consort
of the bodhisattva Avalokitesvara, the
patron-divinity of the Mantrayana sect
in Nepal, Tibet, Mongolia and China,
during the early centuries of the
Christian era. It is probable that the
cult of Tara began in Eastern Tur-
kisthan or Ladakh, and hence the
description that this divinity is of
Northern origin (uttaramnaya). Sad-
hana-mala, a compilation of esoteric
and magical spells and rituals of the
Tantrik Buddhism, states that the cult
of Ekajata (a form of Tara) was
recovered by Nagarjuna from Tibet
(‘bhoteshuddhrtam’). The earliest refer-
ence to this cult is to be found in
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Nagari inscription of 978 A.D. from
Java. She is the Buddhist version of
Durga. In Mahabharata, Tara and
Tarini are names of Kali or Chandi.
In the Tantrik lore, she is the second
of the ten great ritualistic forms of the
mother-goddess (Mahavidya), the first
being Kali. The Bhairava-Padmavati-
Kalpa equates her with Gaur (or
Parvati) of the Saiva sect, Vajra of the
Kaula rites, Padmavati (Yakshini) of
the Jaina canon, Gayatri of the Vedic
religon and Prakrti of the Samkhyans:

AT & GIAQUEH FE! At ders|

oI i feraraman foraa amrardt fasga

st fofert sepfafererd
qieATA|

ATaAiRfe o wqawftrdeats qae @Al

When we realise that Tara’s consort,
Avalokite$vara-bodhisattva, is the Siva
of the Saiva cult, the correspondance
of Tara with Durga becomes more
evident. The association between Tara
and Avalokita (Lokesvara) is em-
phasized in Karnataka.

In Balligame, on the banks of the
river Varada, a Buddhist Vihara known
as ‘Jayanti-pra-bauddha-vihara’ was
built in 1065 by Rupa-bhattaya, the
minister of the Chalukyan king
Ahavamalla, and the deities that were
worshipped there were Tara-bhagavati,
Kesava, Lokesvara and Buddha. Bap-
pure Nagiyakka, wife of Harnpa-chatti
who was chief (nada-pergade) of
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Banavasi, installed the icons of Kesava,
Lokesvara and Buddha. The image of
Tara that she got made was discovered
by Lewis Rice in 1830. In Darmnbala
(Gadag Taluk, Dharwad district), Arya-
Tara (a form of Tara of the green
variety, Khadiravani) was enshrined. A
‘Vihara’ of Arya-Tara was got con-
structed by Sangavayya-setti at Lok-
kigundi. The Darnbala inscription of
1095-6 begins with the customary
invocation ‘Namo Buddhaya’ and
goes on to describe at length the
greatness of Tara-bhagavati, who is
invoked to allay the fear of lions (hari),

elephants (kari), fire (sikhi), reptiles
(phani), thieves (taskara), fetters
(nigala), deep waters (jala), ocean

(arnava) and goblins (pisacha). She is
the wisdom (prajna) and the bestower
of the Buddha's prowesses (‘bud-
dhasya vibhutida’); she abides in the
heart of Tathagata and is of the nature
of enlightenment (bodhi).

In Kolivada (Hubballi taluk, Dhar-
wad district), an icon of Tara has been
discovered, belonging to about the
thirteenth century and inscribed on the
pedestal of this icon are the words
‘Siddham Om namo bhagavatyai Arya-
tarayai’ followed by the usual state-
ment of the Buddha’s teaching in brief
‘ye dharma hetu- prabhava’ etc. There
were several shrines to Tara in this
region, but most of them changed their
original Mantrayana nature to more
conventional agama appearance. The
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famous Mukambika shrine in Kollur is
surmised to have been once a Tara
shrine; and so also the Mangala-devi
temple in Mangalore.

The Vihara on the Kadari hill
(known as ‘Kadarika-maha-vihara’) in
Mangalore (Dakshina Kannada) was an
important site for Mahayana Buddhism.
There are three exquisite bronze
statues, now in the Mafjunatha temple
there. One of them is of the Mahayana
deity Avalokitesvara-bodhi-sattva (con-
sort of Tara) called Lokesvara, which
according to the grantha inscription on
the pedestal of the image was set up
by the Alupa king Kundavarma Il in
968 A.D. (‘lokesvarasya devasya
pratishtham akarot, ¢rimat kadarika-
namni vihare sumanohare’). This fine
piece of sculpture (now identified as
Brahma) is of a seated figure with
three (tri-mukham) heads and six arms
(shadbhujam) (but what the hands held
cannot be known), with three eyes

(trinetra) on the face front, and with

matted hair shaped like crown (jata-
makuta); and the normal right hand is
in the gesture of boon-bestowal
(varadam dakshine panau); There is a
small effigy of the seated dhyani-bud-
dha on the crown. This figure cor-
responds in most details to the
Halahala variety of Lokesvara, given
in Sadhana-mala (without, however,
the Sakti on his lap, cf B. Bhat-
tacharya, Indian Buddhist Iconography,
1968 p.132).
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This iconic form is also to be found
as No.3 among the one hundred and
eight forms of Lokegvara, painted on
the wooden panels surrounding the
shrine Macchandar-vahal in Nepal.
When we consider the facts that the
Natha-Siddha cult has prevailed in the
Kadari Vihara, and that the Natha-sid-
dha cult originated in Nepal some light
is thrown on the presence of this
unusual form of Avalokitesvara in
Kadari. There is a similar icon of
Avalokitesvara (but standing and in
stone) in Nepal, but of much inferior
craftsmanship. The smaller icon of
Lokesvara in the Kadari temple, now
used as bali-devata of Manjunatha,
corresponds to the form of Avalokites-
vara known as Sarva- soka-tamo-nir-
ghata-lokesvara (with one head and
four hands, showing the gesture of
abhaya or protection in the two normal
hands and carrying rosary and lotus
in the two upper hands), which is
no.39 in the Nepal iconographs men-
tioned above (but in standing posture
in Kadari).

The other two bronzes in the Kadari
temple are those of seated Buddha in
contemplation and seated Manjunatha
(with an effigy of the dhyani-buddha
on the crown), which is now identified
as Narayana. There is reference to
another Lokesvara temple in an in-
scription dated 1293 at Mundukuru
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(Karkala taluk) in the same area. Thus,
Buddhism  which became
prevalent in Tulu-nadu continued to
survive till the thirteenth century. It got
fused with Saivite ideology and prac-
tices here, as elsewhere (e.g. in Nepal
and Bengal). Indeed, Kundavarma, the
Alupa king, who installed the bronze
icon of Lokesvara in the Kadari-vihara
(mentioned earlier) describes himself
(in the inscription on the lotus-seat of
the icon) as ‘the bee at the lotus-feet
of the god who wears the crescent
moon as his crest-jewel (viz. Siva)’

never

(‘padaravinda-bhramaro  bala-chandra-
sikhamanih’). The king was a zealous
Saivite (as most Alupa kings were),
who took upon himself to encourage
the Mahayana Buddhist faith as it had
much in common with his own faith.
When it became hard for Buddhism
to survive, it naturally lost its specific
identity and got merged with Saivism.

SAIVISM

If Jainism and Buddhism were
religions that came to Karnataka from
outside,Saivism was indigenous to the
land, and must have been prevalent
among the people, even before Jainism
entered amidst them. One of the oldest
faiths in the world, the material
manifestations of it go as far back as
the period of the Indus Valley civiliza-
tion, more than three thousand years
before the Christian era. But the
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formation of sects and cults of Saivism
was a later event. The earliest of sects
that we have some evidence of during
the historical period in Karnataka is
the one identified as Pasupata (or
Kalamukha or Mahesvara) and ascribed
to the genius of Lakula (or Lakulisa)
who hailed from Saurashtra. Like
Jainism or Buddhism, this sect must
have entered Karnataka at some point
of time and influenced the Saiva

thought and practices here. Lakula is
said to have been a historical figure,
but an incarnation of Rudra; the period

of his life is given as the first century
of the Christian era and the composi-
tion of the Pasupata-sutras, the defini-
tive text of this sect, is ascribed to
him and to this period. He is regarded
as one of = the  twenty-eight
yogacharyas, and on his Pasupata-
sutras, Kaundinya prepared a gloss
probably in the third century A.D.
Based on this gloss Haradatta wrote
his Gana-karika, on which Bha-sarvaj-
na commented. These books are the
fain sources for the Pasupata (or
Kalamukha) sect, and appears to have
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Kailasa temple - main vimana, Ellora
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been prepared in the Telugu country.
It is conjectured that the sect originally
had its stronghold in Sr-gaila in
Andhra Pradesh’ and entered Karnataka
in the fourth or the fifth century. It is
to be noted that this' sect is confined
to South India (mostly Tamil-nadu and
Karnataka and Andhra Pradesh and
does not have its counterpart in the
north.

Two major divisions of this sect
(called ‘parshe’ or assembly) are recog-
nised: ‘Sakti-parshe’ and ‘Sirhha-
parshe’. The former had two
sub-divisions, one owing direct al-
legiance to Sr-daila (‘Parvatavali’ or
‘Parvatamnaya’) and the other calling
itself ‘bhujangavali’ (line founded by
Bhujanga-deva). The former appears to
have prevailed in Karnataka. There is

=

Mukambika Temple, Kollur
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sankaranarayana temple, Malur

a Kannada inscription of 1057 from
Karnul (in Andhra - Pradesh), which
refers to one Suresvara-pandita-deva,
“the royal swan in the pond of the
Kalamukha sect”, (‘kElEmukha-sama\ya-
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sarovara-rajaharhsar’), ‘‘veritably the
sun for the waterlily of the Lakula
doctrines and arguments” (‘lakula-sid-
dhanta-naiyayika-nalini-divakarar’), “the
/" ~n~rative arch for the western gate
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of Sri-saila”(‘sri- saila-paschima-dvara-
toranar’) and ‘“‘the person instrumental
for the sight of god Mallikarjuna”
(‘Mallikarjuna-deva-darsana-karana -
purushar’). This  inscription not only
identifies the Kalamukha sect with the
sect founded by Lakula; but suggsts
that the sect spread in the western
direction (viz. towards Karnataka) from
Sri-aila.

That the cult named after Lakulisa
was popular in Karnataka by 600 A.D.
is evident from the sculpture of
Lakulisa carved in the Mahakuta-
temple, to which temple Durlabha-devi
made land-grants as mentoned in the
inscription of the Chalukyan king Man-
galisa (596-610). There was a separate

shrine to Lakulisa in Badami about the -

same time. And by 640, Nandi near
Bangalore appears to have been an
important centre of this sect, for an
inscription dated 640 A.D.refers to a
matha of the Kalamukhas, whose head
was one Kalasakti (to whose disciple,
Isvaradeva, Ratnavali mother of a
Bana king, made a grant). The famous
temple at Nandi was built by the
Nolammba kings, who being staunch
Saivites patronized the Lakula sect.
They claimed to be pillars of the
Lakula doctrine and practice (‘Lakula-
samaya-stambha’). These kings, who
were scions of the Pallava family, and
ruled over parts of Karnataka from the
eighth to the eleventh century with
Hefjeru (Hemavati,” now in Anantapur
district of Andhra Pradesh) as their
capital. It was during their rule that
Nandi rose to prominence, as also
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Avani (in Kolar district where they built
the  well-known  Lakshmanesvara
temple), not to mention Henjeru
(where they built the Doddesvara or
Nolarhbesvara temple and Siddhesvara,
Virupaksha and Mallesvara temples)
The great warrior-king Mahendra (870-
897) who styled himself a ‘parama-
mahegdvara’, dedicated his own palace
to Mahadeva (viz. Siva), and installed
Mahendresvara therein, granting
generous gifts to the shrine.

The Lakula-saivas who prevailed till
the fifteenth century made a profound
impact on the religious life of Kar-
nataka. In particular, they were respon-
sible for building temples in almost
every village in the area, and providing
a new dimension to the temple culture.
The teachers of this faith were very
well organised into ‘mathas’, and en-

A
couraged Sanskrit learning (especially
Vedic lore, because they called them-
selves ‘Sruti-mukhya’ or adorers of the

Vedas) and ethical living. These
mathas were invaribly attached to
temples, and the expression ‘deva-

sthana’ for the temple became popular
under their influence. The temple was
where the god’s icon was installed and
worshipped (deva), and also where the
Lakula-teachers resided along with their
celibate  disciples- (sthana). As ad-
ministrators of the temples and prin-
cipals of the schools attached to these
temples, they were called ‘sthana-
patis’ or ‘sthanikas’. Henjeru, the
Nolarhba capital, had a large university

kN
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(‘édmatu-hefjeru-pattanada, maha-
ghatika-sthana’) attached to the Nolam-
besvara temple, over which
Ananta-siva-deva presided as ‘acharya-
raja-guru’.

The Kedaresvara temple at Bal-
ligame in (Shimoga district) founded
by the Kalamukha teacher Kedara-
sakti, on the banks of a pond called
Tavare-kere, had a ‘matha’ (cloister
and college) attached to it This was
called Kodiya-matha, or ‘Kedara-
sthana’. It flourished at any rate from
1078 till 1215, if inscriptions are any
clue. There is an inscription dated
1162 which describes the functions of
this ‘matha’: it provided teaching in
the four Vedas, Sanskrit grammar
different branches of philosophy, the
puranas, poetry, drama and other
aspects of literature; it provided free
food for the poor the destitute and
the physically handicapped, for the
professional ~musicians, dancers and
actors, and for mendicants and
strangers to the town; and medical
treatment and nursing were offered
free for- the sick who were poor, and
had none to look after; and it was ‘“‘a
place of assurance of safety for all
living creatures” (EC VIl Sk 102, tr
by Fleet El, 5, 222, cited in David
N.Lorenzen. The  Kapalikas and
Kalamukhas, pp. 103- 104).

There were several temples also in
Belgaum, (like Andhasura temple at
Huli, Jagadigvara temple at Munavalli,
Malleévara temple of Belgaum, Mal-
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likarjuna temple at Saundatti), Bellary
(ike Dakshina Somesvara temple at
Turhbula,  Svayarnbhu temple at
Kuragodu and Mallesvara terpple at
Sindigeri), Bijapur (like Svayarnbhu-
Siddhesvara temple and the Siva-linga-
deva temple at Muttagi), Dharwad (like
Brahmegvara temple, now called
Basavedvara temple at Ablur) and
temples at Hassan (like the Kalamukha
temples at Halebidu, Gojesvara temple
at Arasikere, Kalledeva temple at Jajur,
Jagatesvara temple at Kanikatte) dis-
tricts in Karnataka. Most of these
temples were built under the patronage
of the Kalyana-Chalukya kings, espe-
cially of ‘Bhuvanaika-malla’ Somesvara
I (1068-1076), who was 2 zealous
Saiva, and of his successor “Trib-
huvana-malla’ Permadi Vikramaditya \!
(1076-1127), who  notwithstanding
being a Jaina by personal conviction
extended patronage to the Kalamukha
shrines. '

Although the 'Kalamukhas were fer-
vent Saivas, they were not fanatical
They not only tolerated but actively
encouraged other faiths and sects.
They supported the learning of the
four Vedas, and were themselves
Vaidika in general inclination. They
also imparted in their ‘schools instruc-
ton in such varied disciplines as
Nyaya, Samkhya, Buddhism, Mimamsa
and Yoga. One of the Kalamukha
teachers, Somesvara, who administered
the Nagaresvara temple and college at
Sudi (Dharwad district) is described in
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an inscription of 1075, as a Buddha
to the Buddhists, a Jina to the Jainas
an Akshapada (Gotama) to the
Naiyayikas, a Kanpada to the
Vaiseshikas, a Jaimini to the Mimam-
sakas and a Brhaspati to the gram-
marians. Kesiraja-dandadhisa
(Kedimayya), who was minister to
Bijjala II (1130-1167) and had great
Kalamukha master and ‘rajaguru’,
Vamasakti-deva as his . ‘aradhya’
(revered family priest and mentor) built
a temple to Kesava in the southern
quarter of Balligame and provided a
‘brahmapura’ (residential quarters for
learned brahmins) attached to the
temple. A branch of the Kalamukha
ascetics were devotees of Mahalakshmi
of Kolhapur. Because of the receptivity
of the Kalamukhas, 'thg Pasupata cult
from Kashmir could not only enter
Karnataka but make an impact upon
the indigenous Saiva ideology, and the
Natha-siddha votaries from Nepal could
settle down in Karnataka and con-
tribute to the merger of Buddhism in
Saivism.

The advent and influence of the
Natha-Siddha cult and its fusion with
Saivism of the Kalamukha system. are
best illustrated in the coastal region of
Karnataka. Besides the well-known
Kadari hill in Mangalore (where a
vihara was built as early as 968 A.D.),
there were several centres of this cult;
important among them being
Chandrapuri (Chandavara, Honnavar
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taluk, 11th century), Barakuru (1140),
Basaruru (12th Century) Mundukuru
(Karkala taluk, around 1293), Kotes-
(around 1372) and \Vittla
(Bantvala taluk) "as late as 1531).
Settlements of the Jogis belonging to
this cult as well as to the Kalamukha
sect (-an inscription of 1372 records
charity for feeding ‘ubhaya-jahgamas’
in the temple of Kotedvara-) were
found in several places as Kotesvara,
Vittala, Arhburu, Mangalapadi Kasar-
godu taluk), Barakuru, and Adduru
(Mangalore). The worship of Bhairava,
Virabhadra, Mafijunatha, Gorakhnath,
Hingula-devi, Nakharesvara and several
Jogi-purushas (like Jugadikundala-jogi-
purusha and Sadananda-jogi) in this
region is ascribable to the confluence
of the Natha-siddha and Kalamukha
ideologies and practices.

The Kalamukha administration of
temples in Karnataka made the temple
in the town or village a.socio-economic
organisation in addition to being a
religious and educational institution.
Popular entertainment (music, dance
and drama) was included in the ritual
sequences of temples. We have an
inscription of uncertain date mentioning
a land-donation to a dancing girl (sule)
of the Tripurantaka temple at Bal-
ligame made by the Kalamukha priest
of the temple, Trlochana-munindra of
Bhujangavali lineage, which suggests
that temple prostitution (devadasi) was
a featurz of the temples administered
by the Kalamukhas (cf. David N.
Lorenzen, op.cit, p. 139-140).
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The mention of temple-prostitutes in
Karnataka occurs not earlier than 778
A.D. In an inscription of that date in
the Virupaksha temple at Pattadakallu
is the first mention; in subsequent
years inscriptions do occasionally men-
tion actors (patra) and prostitutes
(‘degulada sule’) attached to temples
to discharge the duties of ‘nrtta’
(dance), ‘gita’ (songs) and ‘vadya’
(instrumental music). The custom ap-
pears to have gathered strength from
the tenth century onwards. In 1058,
Nagadevayya, who got the Nagesvara
temple built in Saundi, also got a
township built for the temple prostitutes
in the vicinity of that temple (EI 15,
p.18).

The sect seems to have lost its
importance during the period 1160-
1200, although it continued to figure
in inscriptions as late as 1410. The
Rajaguru of Harihara 1 (1336-1356)
and Bukka (1356-1377) was the
Kalamukha teacher Kasivilasa-kriyasakti
by name. The Virupaksha temple at
Hampi was probably administered by
this teacher. The shrine to Vidya-sarn-
kara at Sringgri was built, according
to an inscription of 1390, in memory
of (or ‘with the permission’ of as
another reading of the words in the
inscription would have it) this teacher.
But after this period, the influence of
these Kalamukha teachers appears to
have waned.

But the major factor which pushed
the Kalamukha impact to the back-
ground was the rise of the Viradaiva
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movement spearheaded by Basava
(1131- 1167) who was treasurer to the
Kalachuri-Bijjala ~ of Kalyana. (1130-
1167). But it was the Kalamukha sect
that provided the backdrop for the
Viragaiva creed, and it has been
suggested that the latter was only a
‘reformist schism’ from the former (cf
Lorenzen,op.cit, p.167). But the two

creeds had different social and
philosophical orientations. The
Kalamukhas, however, lost their

ground in Karnataka after Basava, and
were gradually absorbed within the
Virasaiva fold. Many of the Kalamukha
shrines in later years came under the
control of the Viradaivas like the
Kedaresvara temple at Balligave, the
Trikutesvara temple at Gadag (in Dhar-
wad district), the Brahmesvara temple
at Ablur (in Dharwad district, now
called Basavedvara temple) and the
Kalamukha ‘matha’ at Huli (in Bel-
gaum district).

VAISHNAVISM

It has been mentioned earlier that
worship of Vishnu in public shrines (of
which we have some epigraphical or
other evidence) dates back to a couple
of centuries before the Christian era,
and that the earliest monumental
temples in India, (of which there has
been some archeological, evidence)
were dedicated Vishnu (viz. the
Bhitargaon and the Deogarh temples
in the north, built by the Gupta rules
during the fourth or fifth century A.D.).
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It has also been mentioned that the

cult of devotion (bhakti), which is
prevalent to this day, and which
occasioned temple-culture in the

country, was the consequence of the
Bhagavata movement (with its em-
phasis on the worship of Vishnu). But
hardly anything can be said with any
semblance of precision about when or
how the cult of Vishnu-worship spread
in Karnataka. All available evidence
suggests that it was later than Saivism,
but how much later cannot be ascer-
tained.

The earliest inscriptional reference
to Vishnu as a god worthy of worship
in South India is to be found in the
Nanaghat inscripion of Naganika,
queen of the Satavahana king Satakar-
ni I (about 184-125 B.C.) who ruled
over the region including the present

Karnataka. It contains an eulogy of
Samkarshana and Vasudeva, among
other divinities like Indra, the

Lokapalas, Yama, Varuna and Kubera.
It is well known that according to the
Bhagavata ideology, Sarnkarshana and
Vasudeva are the adorable Vyuha-
forms of the great god who is hailed
as ‘bhagavat’, representing the two
hero-brothers of the Vrshni family,
Balarama and Krishna. The inscription,
therefore, strongly suggests that the
Bhagavata “ ideology had already
entered South India by the first or
second century A.D. We cannot, how-
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ever, be sure if it had gained ground
by then. There are no epigraphical or
literary references to shed more light
on this detail.

That the Vishnu-worship had be-
come popular by the time the Gangas
began to rule is suggested by the
names of the early kings, Madhava
(died 380), Harivarma (Madhava’s suc-
cessor), Vishnugopa and Tadangala-
Madhava (or Madhava I, 440-469).
And the early kings are described as
“devoted to the feet of Narayana”
(‘Narayana-charananudhyata’ ~ .How
ever, the successor of Madhava I,
Avinita (469-529), is styled as ‘‘one
who bows at the lotus-feet of Siva”
‘hara-charanaravinda-pranipata’). It ‘is
also known that his teacher and
mgentor was a Jaina ascetic Vijaya-kirti
by name. The Ganga rulers, and
indeed all the subsequent royal dynas-
ties in Karnataka, encouraged all three
religions: Jainism, Saivism and Vaish-
navism.

The Halmidi inscription (of about
450 A.D.), which is the oldest of
Kannada inscriptions known to us,
contains an invocatory wverse in
Sanskrit in praise of Vishnu, and
Vishnu alone:

stafer sfrafters argAfaLT
SrAaTEMT: Rrert  gaet|
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The verse names Vishnu as
Achyuta, and describes the god as
embraced by Lakshmi (Sri) as weilding
the bow named Sarnga and as
appearing to the eyes of the wicked
like the fire of destruction at the end
of the aeon, while his aspect is
benevolent to the pious. We find here
a full-fledged conception of Vishnu as
the consort of Lakshmi enemy of the
demons, and benefactor of the good
folk.

The early Chalukyan kings of
Badami also appear to have been
Vaishnavas in personal religion, al-
though they supported Jainism and
Saivism also. The most celebrated of
the monarchs of this dynasty, Man-

galisa (596-610) was himself a
‘parama-bhagavata’,  notwithstanding

the fact that he was a devotee of
Mahakutesvara. He is celebrated as
one who was responsible for the
magnificent rock-qut shrine to Vishnu
(‘Vishnu-grha’) in Badami, which is the
carliest of the three caves in the
locality and which was completed in
578 A.D. This was undertaken by
Mangalisa for the merit of his deceased
elder brother and predecessor on the
throne, Kirtivarma I, who in fact had
conceived and planned this ‘shrine. But
characteristically, this shrine, although
named after Vishnu, also contained
Brahma to the right and Siva to the
left of Vishnu. It is a ‘trai-purusha’
shrine, but Vishnu is the major divinity.
Such a shrine was built also by the
queen of Vinayaditya (691-696),
Vinayavati, in Badami.
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The example set by Mangalisa was
followed by the Pallava king
Mahendra-varma (580-630) who was
responsible for the Mandagapattu rock-
cut shrine (‘Brahmegvara- Vishnu-
lakshitayatana’). This king also got nine
other rock-cut shrines made, which
include  Mahendra-Vishnu-grha  at
Mahendravadi and the Vishnu-cave
temple at Mamandur. Immediately fol-
lowing this period, we have the
Narasirhha-cave  temple at  Sin-
gaperumal-koyil and the Ranganatha
temple at Sihgavaram, the Adi-varaha,
Maha-varaha and Ramanuja temples at
Mamallapuram, showing the growing
poularity of Vaishnavism

It was during the rule of
Rashtrakuta kings of Manyakheta
(Malkhed) (about 753 till 973) that
Vaishnavism spread with Duntidurga
was the king in this dynasty (753-756),
and his uncle and successor Krishna I
(756-774), whose fame abides as the
builder of the world-renowned Kailas
temple at Ellora, also built at enormous

‘cost Krishnesvara (Kamesvara) temple,

cut out of a hill-slope and made costly
endowments on it. The most famous
of the kings of this dynasty, Amogha-
varsha-Nrpatunga (814-878), was a
devout Jaina, but he was also a
worshipper of Mahalakshmi.

Vaishnavism received a great im-
petus in South India, especially in the
Tamil country and Kerala, by the life
and work of the twelve ‘alvars’ (‘saints
who had dived deep into divine
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experience’), the first of whom is said
to belong to the second century and
the lastto the eighth or the ninth
century. These saints who wandered
about the country visiting Vishnu
shrines and singing devotional hymns
in Tamil (later collected into four
thousand pasurams or Prabhandha).
Their impact on the religious life of
the people was great, and it was in
this context that Vishnu-worship took
deep root in the Tamil country, and
considering the social and political
situation of South India during those
days, it was most unlikely that
Karnataka was uninfluenced by the
‘alvars’.

Imperceptibly, the Vaishpava ideol-
ogy must have spread here, long
before the alleged advent of Ramanuja
(1017-1137) into Karnataka. The in-
heritors of the great movement started
by the alvars were the three
‘acharyas’, (Natha-muni, Yamuna and
Ramanuja) who crystallized the Sri-
Vaishpava cult and the Visishtadvaita
philosophy in the Tamil country, with
Kanchipuram and Srirangam as the
centres of their activity.

There is no doubt that when the
Hoysala kings were ruling the southern
regions of Karnataka, (1000-1300), the
Vishnu-worship in temples got unprece-
dented encouragement, and the
Srivaishnava influence among the
people was widely felt. There is a
persistent and popular legend that
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Bittiga-Vishnuvardhana (1108-1152)
was converted from Jainism to Vaish-
navism, under the influence of
Ramanuja who is said to have resided
for fourteen years in Karnataka. But
the legend can hardly be substantiated
by any historical documents or
epigraphical evidence. While it is true
that the king and the sairit were
contemporaries, there is little truth in
the story that the saint sought refuge
in Karnataka, fleeing from the Tamil
country when persecuted by the Chola
King. The Chola persecution and
Ramanuja’s flight are equally uncon-
firmed; and there are epigraphs to tell
us that Vishnuvardhana had this name,
and had built Vishnu temples, even
before the time he is said to have
met Ramanuja, and that he continued
to be a.Jaina enthusiast till his last
days. It was he who got built the
celebrated Kesava temple at Belur
(1117) and Kirti-narayana temple at
Talakadu.

It is not, however, impossible or
unlikely that Ramanuja visited Kar-
nataka during Vishnuvardhana’s rule,
for there is evidence of wide-spread
Sri-vaishnava communities here since
those days, and numerous shrines to
Vishnu, where worship was organised
on Pancharatra lines came sub-
sequently- into being in the areas ruled
by the Hoysalas. It was during the
same period that the Kadamba queen
Kamala devi, wife of Sivachitta-per-
madi (1147- 1180) built in Degamve
(Belgaum  district) the  Kamala-
Narayana temple.
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Vishnu shrines in the coastal
regions, especially Dakshina Kannada,
appear to have come into existence
and prominence as a result of the
missionary zeal of the Kerala monarch
Kulagekhara (1170- 1215). The
Varaha-svami temple at Maravante
(Kundapura taluk), with shrines also to
Janardana and Narasimha, is one of
the earliest Vishnu shrines of this
period in this region. Ananta-deva
. temple at Perduru (Udipi-taluk),
Gopalakrishna temple at Kurbale
(Kanvapura), Janardana temples at
Simantur, Arhbalapadi and Yarmala,
Chakrapani temple at Attavara (Man-
galore) and other temples appeared in
the subsequent period. The famous
Krishna temple at Udipi is associated
with the name of the saint and
reformer, Madhva (1197-1276), al-
though it is likely to have been there
earlier. The Vaishnava movement ac-
" quired strength and popular appeal
after the work of Madhva and his
immediate disciples, not only in the
coastal a reas but in the whole of
Karnataka its influence was felt in
Maharashtra, Andhra Pradesh and
Tamil nadu also.

- The Vijayanagar kings (especially
Tuluvas and of the Aravidu line), the
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-Vaishnava faith,

Vijayanagar kings and the Mysore
Odeyars too were supporters of the
although many of
them had Saivite leanings. The
rajagurus’ of the later Vijayanagar
(1500 onwards) were zealous Sri-vaish-
nawas, and the Pancharatra cult spread
during their days as also Vishnu
temples even in small villages and
towns. Among the Odeyas, who in-
herited the mantle of the Vijayanagar
kingdom, Raja- odeyar (1578-1617)
was a Vaishnava in his personal life,
and began supporting many Vishnu .
temples in and around Mysore and
Sriranga-pattana. Later, Chik-
kadevaraya (1672-1704) was a fervent
Sr-vaishnava and encouraged poets
and scholars owing  allegiance
patronage from him. Among the Vish-
nu to this faith. Vishnu temples of

. Shi-vaishnava leanings received temples

in Karnataka now, the largest number
are those where -worship is done -
according to the Pafcharatra procedure
(which was encouraged by Ramanuja);
andShi-Vaishnava temples of the Vaik-
h3nasa pursuation, which prevailed
before the days of Ramanuja, are
fewer. Fewer still are the temples of
Vishnu where worship has been in the

Madhva-Tantrasara procedure.
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CHAPTER FOUR

ARCHITECTURAL UNFOLDMENT '

THE BEGINNINGS

Religious buildings of historical and
archaelogical interest and importance
in our country date back to the days
of Asoka, within whose political or
moral authority Karnataka was. He was
responsible for the earliest Stupas,
Chaityas and Viharas that we are
acquainted with. The stupas were
_either actual burial mounds or they
were architectural devices to contain
body-relics (daririka), or personal
belongings (paribhogika) of the great
saints worthy of worship, or to mark
some sacred occasion. There were also
votive stupas in stone for adoration,
kept within a ‘chaitya’ or hall of
worship, where the devotees regularly
gathered.

The Asokan chaitya is the nearest
prototype of the temple of later days.
While the stupa was an independent
building, the chaitya incorporated an
votive stupa as an object of worship.
There is room to think that while the
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stupa was a pre-Adokan structure, the
chaitya took shape during the days of
Asoka. The vihara was a sanctuary
with residential quarters for the mem-
bers of the monastic community, who
were required to stay at some place
during the rainy season and not travel
(as they had to do for the rest of
year).

The vihara was associated with the
chaitya, but was different from it. The
vihara was a place where the monks
lived and delivered sermons, and
where the lay-devotees gathered to

“honour the monks and listen to their

discourses. The chaitya on the other
hand was the place of worship, where
the votive stupa or an image of the
Buddha was kept. The chaitya was
relevant to the people all through the
year, while the vihara bustled with
activity only during the rainy months
when monks were in residence. Asoka
built- eight rock-cut halls, hewn .out of
hard quartzose gneisss rock in - the
Barabar and Nagarjuni hills and one
near Rajgir for the ajivika asceties.
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Yorana

Chatravali 4
)

Sanchi Stupa

They were more in the nature of
viharas than chaityas. The chaitya
proper as an architectural device
developed in~ Bhaja, Kondane,
Pitalkhor, Ajanta, Junnar, Nasik,
Bedsa, Karle and Kanheri.

The early chaityas were distin-
guished by their apsidal character and
compactness in plan, while the vihara
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was more squarish or rectangular and
diffuse with several cells arranged
along the sides. In Bhaja, we have an
instance of a rock-cut chaitya and
vihara in close proximity but altogether
separated from each other. But in
Dhammer (on the border of Rajasthan
and Madhya pradesh) we have an
apsidal chaitya incorporated into the
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Amaravati-Stupa

nda stupa

-

Nagarjuna- ko
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Apsidal Temple at Ché]‘arlo (elevation and plan)
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Rock-cut Chaitya of Bhaja (with stupa inside

rectangular vihara. This provided the
model and inspiration for the Jaina
basadis (which were at once places of
worship and residence for monks),
which appeared on the smaller of the
two hills in Sravanabelgola in days
before or after the beginning of the
Christian era.
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It was natural for the chaityas and
viharas as well as the basadis, even
when rock-cut, to be rmade to
resemble wooden buildings. In fact, the
early cave-chaityas were not only in
imitation of wooden structures, but
made actual use of timber for parts
like facade (as for instance in Bhaja),
but soon enough stone replaced wood

The Art and A(chitecture
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Vihara ot Bedsa (Plan and Section)

without however giving up the ap-
pearance or technique of wood-work
(as in Pitalkhora and Nasik). This was
true of the structural temples also.

Even during the days, of Asoka
there were structural chaityas contem-
poraneously with the rock-cut ones (as
for instance, the structural chaitya on
the hill known as Bijak-ki-pahadi in
Bairat, Rajasthan); and these were
usually brick structures with stone
pillars. Occasionally a natural or rock-
cut cave was combined with structural
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extensions. The earliest monument in
Sravanabelgola, Bhadrabahu-cave,
belongs to this variety, although the
structural part of the shrine as it stands
today is clearly of later date. Likewise,
the original form of the Chandragup-
ta-basadi (which it is now almost
impossible to visualize) must have been
of the same date as the Bhadrabahu-
cave, as it was meant to be the
residence of the Mauryan monarch
Chandragupta, who came here along
with his teacher Bhadrabahu and died
here twelve years after his teacher did.

The Art and Architecture
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It may be mentioned here that
Marijesvara Govinda Pai has suggested
that the Chandragupta of the Maurya
dyansty, who according to tradition
came to Sravanabelgola, was Asoka's
grandson, Sarhprati- Chandragupta and
not Asoka’s grandfather. That would
bring down the antiquity of the earliest
shrines in Sravanabelgola by a few
decades. Whatever the truth about the
identity of Chandragupta, it is indis-
putable that the dawn of architecture
in Karnataka goes back to the days
before the birth of Christ.

The next significant architectural
achievement in this region is to be
found in Shimoga district. In Talagunda
(Shikaripur taluk) is an ancient temple
now in ruins, to Siva (called here
Pranavegvara, the ‘Mahadeva residing
in Talagunda’, in the inscriptions ‘namo
bhagavate sthana-kundura-vasine
mahadevaya’), which was built in the
second century A.D. A valuable in-
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scription in Sanskrit found here (the
famous Talagunda pillar inscription of
the Kadarmba king Santivarman, 430-
455 A.D. discovered by Lewis Rice in
1894) is dated about 450 A.D.,; and
it refers to the temple as having
received the attention of the
Satavahanas and other benevolent
rulers intent on their emanéipation
(‘sukrtibhir-avanisvarair-atma-nissreyasa
-prepsubhih atakarnyadibhih
sraddhayabhayarchita’).

This temple-town is hailed in the
inscriptions as ‘the residential quarters
of the pious brahmins from time
immemorial’ (‘anadi-agrahara’), and an
inscription of the twelfth century relates
that in this temple-town were forty-
eight students studying the Vedic lore
under six teachers, apparently attached
to the temple. The temple is one of
the oldest datable structural temples in
South India. The original structure
consisted of a square sanctum (garbha-
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grha), and a vestibule (antarala) and
the entire building was small and plain,
both inside and outside. The sanctum
housed a linga about six feet tall with
a pedestal (two feet and a half
pedestal; and linga measuring three
feet above the pedestal), and five feet
in circumference at the bottom.

The fact that the Kadarnba king
Kakustha-varman (405-430) excavated
a tank attached to the temple (as
related in the Talagunda pillar inscrip-
tion of his son Santivarman) shows
that a regular temple-complex, charac-
teristic of South Indian temples till our
own day, had already got formed in
Karnataka in the early centuries of the
Christian era.

We must remember that Talagunda
is in the neighbourhood of Banavasi,
which was a celebrated township since
the days of Asoka, and a site of
cultural confluences. While Banavasi
was doubtless a centre of Buddhism,
no clear evidence of a stupa or a
chaitya in this place has so far been
found (notwithstanding the mention
made by Hieun-tsang of a stupa built
by Asoka here). But the place is full
of temples, and among the ar-
chaeological finds are remnants of
buildings apsidal in plan, reminding us
of the early chaityas.

This region too was under the

authority of the Kadarnba kings, and

Kamala-narayana temple, Degamve
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Mrgesa-Varma's inscription in Banavasi

we have in Banavasi a Prakrit inscrip-
tion in Brahmi characters on the
Naga-effigy (now within the enclosure
of the Madhukesvara temple), dated
the second century A.D. as has already.
been mentioned). This inscription
records the making of the Naga-effigy
and the excavation of a tank nearby
by Siva-skanda-naga-¢ri, daughter of
Vinhu-kada Chutukulananda Satakarni
(who is said to have been ruler at
Banavasi). The Madhukesvara temple
itself is probably a work of the late
eighth or early ninth century. It is likely
that the Naga-effigy was housed in an
independent temple, which has now
disappeared.

There is an inscription which records
that another Kadarhba king Mrgesa-
varman (455-480 A.D.) made provision
for worship in a ‘chaityalaya’ (a Jaina
shrine) probably in Banavasi in the
third year of his reign (viz. 458-9

The Art and Architecture

AD.);, the ‘chaityalaya’ must have
been there already. The same king is
recorded (in a copper-plate inscription)
to have built a Jaina basadi (jinalaya)
in Halasi in memory of his father (viz,
Santivarman 430-455). Now in ruins,
this is a simple structure of “huge
boulders of granite roughly hewn and
piled in a vertical position” with only
the sanctum and an open vestibule-hall
(sukanasa), which is wider than the
sanctum, and with no ‘mandapas’.
George Moraes who has made a
careful study of the Kadarhba monu-
ments (cf. Kadambakula, Bombay, B-X
Furtado & Sons, 1931) describes this
shrine as the earliest of structural
temples in this region. The next stage,
according to him, is illustrated in the
Siva temple at Talagunda, the walls
of which are built of stone, smoothly
cut (“no longer heavy cyclopean
blocks”), and the pillars of which are

127



#

¢
B4
n
|
A
3,
&
4 |

0P

<k

-
¥

._,\‘_.’

™ S o
% ?re\-’r_‘?maot)?&&exﬁ

SN, REe

Naga-$ila from Bavasi

square or cylindrial monoliths, having
no base, corbel or abacus.

The Kadaroli group of temples,
similar to the Siva temple at Talagun-
da, are square buildings, simple in plan
but surmounted by plain towers which
are“‘perfect pyramids marked with
horizontal stages, having the ap-
pearance of steps’. The tower being
marked with horizontal stages is a
contribution of the Kadambas to South
Indian temple-architecture, which was
crystallized ~ during  the Badami
Chalukyan period. Not only did the
Chalukyan structural temples experi-
ment with the north Indian curvilinear
tower but with the pyramidal Kadamba
towers also. We find that even the
Hoysala architects adopted the Kadam-
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ba idiom when they built the
Mahalakshmi temple at Dodda-gad-
davalli (in Hassan district) in 1114,
four years before the Kesava temple
at Belur was built. often mistaken for
a temple of the Hoysala style, this is
actually heavily oriented to the Kadarn-
ba style with its towers which are
shaped like perfect pyramids, marked
by horizontal stages in bold outline;
and the temple is not raised on a
platform, as the Hoysala temples usual-
ly are (George Moraes, ibid., p.
313-314). And later Kadarnba temples
adopted freely the Hoysala idiom, as
for instance the Kamala-Narayana
temple at Degamve (cf George
Moraes), built by Kamala-devi, queen
of the Goa-Kadarmba ruler Permadi-
Siva-chitta (1147-1181).

The Kadarmba influence on South
Indian temple architecture has been
profound, and the several branches of
the Kadamba family (like the Kadam-
bas of Hanagal, Goa, Veechangi,
Bankapura and Belur) have en-
couraged distinct regional styles. It was
the Kadamba-background that
facilitated the Badami Chalukyan
experiments in several styles of temple-
building so that a recognizable South
Indian idiom could in due course be
crystallized.

CHALUKYAN DEFINITIONS

The Western Chalukyas of Badami
(who ruled this region from about 500
il 750 A.D.) were known for their
great interest in temple- building. The

The Art and Architecture




early kings of this dyansty not only
got prepared rock-cut (or cave) shrines
but built numerous structural temples
in stone. Not that structural temples
were unknown to the rulers who
commissioned rock-cut shrines. But the
structural temples of those days were
being built in perishable material (like
timber, mud and brick), and therefore
could not be expected to endure for
long. The rock-cut chaityas and viharas
of the Buddhist and Jaina religions
were there since the days of Asoka in
the northern regions (like the Sudama)
and Lomasa-rshi caves in the Barabar
hills, the Pandu-lena in Nasik and the
chaityas and viharas Ajanta). This
idiom was adopted to the Saiva and
Vaishnava shrines by the Chalukyan
builders.

And concurrently, they experi-
mented with building temples in stone
instead of in wood and brick so that
a greater measure of permanence
could be ensured. The temples built
by the Chalukyas of Badami cluster in
and around their capital cities, Badami
and Aihole. On the banks of the river
Malaprabha are Badami and Aihole
(separated from each other by about
sixteen miles), and Pattadakallu (which
was never at any time a township of
any importance, but a place where the
kings were officially coronated and
hence held sacred), about fourteen
miles away from Badami; and about
three miles removed from Badami is
Mahakuta.
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There are twenty temples in
Badami, ten in Mahakuta, twelve in
Pattadakallu and about one hundred
and twenty in Aihole. There are also
nine temples in Alampura (Mehbub-
nagar district, Andhra Pradesh) and
one in Satyavolu (Karnool district in
Andhra Pradesh) belonging to the
same genre.

This is doubtless an interesting
temple-complex, unique in the country,
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Stone inscription recording the greatness of

the Chalukyan architect sculptor. Anivarita-
gunda (‘Tribhuvanachari’)
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where diverse: temple-styles were
evolved and crystallized during the
period beginning with the sixth century
AD. and ending in the eighth. Bold
and innovative experiments in the plan,
design, elevation and decoration of the
temple were conducted in this region,
especially in Aihole. Considering that
in a small village, more than a hundred
temples of variegated style and com-
plexity, jostle about in close proximity,
the only purpose of these temples
appears to have been to provide an
opportunity for the architects and
sculptors to try their hands at new
forms and modes. They were obviously
neither products of religious fervour nor
meant to fulfil a social need.

There were no stylized temple-
varieties in the country by then, and
the distinction between the northern
tradition (the so-called ‘nagara’) and
the southern (the so-called ‘dravida’)
had not yet been emphasized. And the
canonical texts of temple-architecture
were probably still in the making, and
their prescriptins had to wait for a
couple of centuries to guide the hands
and mind of the architect and sculptor.
There must have been local styles of
building in brick and mortar, bamboo
and thatch; and the Chalukyan experi-
menters adopted details from them and
evolved definitive styles in stone. It is
unlikely that the sanctum of many of
these temples contained any object of
worship, or indeed that any worship
was at any time conducted in them.

The Badami Chalukyan empire
during its heyday covered not only the
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whole of the presentday Karnataka and
Maharashtra upto the river Narmada,
but the region around the rivers
Krishna and Godavari (viz. parts of
Andhra Pradesh). The anceint rock-cut
shrines (chaityas and viharas) at Bhaja,
Karle, Kanheri, Kondane, Bedsa,
Pitalkhor, NasikAjanta and Elora were
within this empire. And it was within
this region (which comprehended most
of South India) that the canonical texts
in Sanskrit bearing on temple architec-
ture and sculpture were composed and
given currency. The earliest of these
texts were prepared only in the eighth
or ninth centuries of the Christian era,
and the prescriptions contained in them
must have necessarily presupposed the
presence of actual temples.

It is not, therefore, unreasonable to
suppose that the temple-models
provided by the Chalukyan architects
and sculptors (who had occasion to

Badami-cave (ground-plan)
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Ravala-Phadi (ground-plan)

acquaint themselves with a variety of
local idioms and regional styles) con-
tributed significantly to the crystal-
lization of the canonical texts in South
India. The supposition gains ground
when we consider that the author of
Manasollasa  (also  known as Ab-
hilashitartha-chintamani), which con-
tains details of architectural,
iconographic and iconometric interest,
Somedvara IlI (bearing the ftitle
‘Sarvajfia’, 1127-1138, was a
Chalukyan king of the Eastern or
Kalyana branch.

The rock-cut shrines of Badami
(Vatapi) and Aihole (Ayyavole) may be
taken as the first phase of the
Chalukyan experiments in temple-build-
ing, of whcih we have evidence. It
does not, however, mean that struc-
tural temples were not there. The
Chalukyan experiments on structural
temples waited till this phase was over.
Mangalisa, (597-610) for instance, was
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not only responsible for the Vishnu
cave (cave no. 3) in Badami and the
Raval-phadi cave-shrine at Aihole, but
also for at least two structural temples,
Bananti-gudi and Hire-makutesvara
shrine near Mahakuta (on the outskirts
of Badami).

There are in Badami four rock-hewn
shrines in a line along the vertical
scrap of a hillrange that dominates
the town. The first of these cave-
shrines in the ascending order of levels
is dedicated to Siva, the next two to
Vishnu, and the last to Jina. The third
cave is the. largest and most elaborate,
while the fourth is the smallest in the
series. The date of construction of the
third cave (‘Vishpu-grha’) is known in
inscription; it was begun by the
Chalukyan king, Kirti-varman 1 (566-
596) and was completed and dedicated
by his younger brother Mangalisa in
578, even before the latter succeeded
the former on the throne. The dates
of the other cave-shrines are uncertain,
and they are so similar in plan and
execution that it is hard stylistically to
date them.

The Jaina cave-shrine (no.4), which
is at one farther end of the series,
and which is not only the smallest of
all but also simplest in plan, may
indeed be the earliest. Indeed, it may
be pre-Chalukyan, and may have
provided the model for the others.
Caves numbered 1 and 2 are similar
in size and plan. They have a pillared
(four pillars) wveranda or portico
(mukha-mandapa), a hall (mandapa)
with two rows of four columns in each

131



Durgi-gudi, Aihole

row, and beyond it a small square
sanctum (cella, garbha-grha), cut deep
into the rock at the back. The sanctum
is separated from the hall, and is
approached by a flight of two steps
in the first cave and three steps in
the second. The front of the caves is
plain and unpretentious, while the
interior reveals sculptural work of great
skill and excellence. The caves are
approached from the outside by flights
of steps, suggesting a high and well-
moulded basement (adhishthana) along
the length of which runs the gana-
friezes.

The third cave is similar to these
two caves in all details excepting the
size, the number of pillars in the
portico (six), and the plan of the hall
(which is supported by a different
arrangement of columns, for rows with
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- its shorter

four columns in the first row (as we
enter from the portico), six in the
second rwo, and four each in the third
and fourth rows leaving an open,
uncolumned and square court-yard in
front of the sanctum.

We see that in the third cave there
is an enlargement of the temple-area,
a more artistic arrangement of the
interior space, and a greater variety in
the columns. The decorative element
has entered more prominently. In the
Raval-phadi cave-shrine in Aihole, built
probably comtemporaneously with the
third Badami cave, we have a recta-
ngular hall (mandapa with rooms at
sides)) a small square
vestibule (antarala) separated from the
hall by two columns and grarded by
two door-keepers (dvara-palas), and
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Durga, Aihole
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beyond it the sanctum, which is wider
at the back than in the front. The
idea of a vestibule was an innovation,
which was followed extensively in the
later structural temples.

In all these rock-hewn shrines, the
sanctum is isolated from the hall, and
there are no ambulatory passages
(pradakshina-patha) around the
sanctum or the hall Among the
structural temples in Aihole, the first
temple in the Konta-gudi group ap-
pears closest to the cave-shrine. It is
a simple, rectangular structure on a
low plinth (adhishthana) containing
only a hall, which is enclosed by a
wall except in front. The hall has two
rows of four pillars each, thus forming
an open rectangular enclosure within
the hall in front of a rectangular
sanctum, centred on the back wall
There are four pillars in a row (as we

enter the temple) which support the

roof, which is flat and devoid of any
superstructure. There is no ambulatory
passage around the sanctum.

The same is the case with the
sanctum in the so-called Lad-khan
temple. The massiveness of the whole
structure of this temple (which was
probably originally dedicated to Vishnu
and later to Siva but which is now
named after a Muslim mendicant that
lived in this abandoned shrine), the
heavy pillars and the simplicity of its
plan make it close to rock-cut architec-
ture raised on a high but plain
basement, the columned and rectan-
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gular porch (mukha-mandapa) and the
walled square hall (mandapa). The
rectuangular sanctum is built within the
hall, against the hall’s rear in front of
the sanctum.

It is interesting to note that while
the hall is enclosed by a wall on all
sides except the part leading to the
open porch, four rows of four columns
in each row are placed in the central
portion of the hall, thus forming an
unwalled but columned enclosure,
round which one can ambulate. This
is an abstract ambulatory passage
(pradakshina-patha), which does not
however encompass the sanctum.

This is also the case with the
Sarangi-gudi  (also called  Sarangi-
matha) in the Konta-gudi group, which
is a rectangular shrine consisting only
of a hall and the sanctum at the rear
wall within the hall, so that there is
no ambulatory passage round the
sanctum, but there is the semblance
of an ‘antarala’ and the suggestion of
an open ‘‘sukanasa’ supported on four
pillars. The roof imitates the timber
model, and there is a low parapet-like
superstructure, flat in form.

The ambulatory passage around the
sanctum is achieved in the ‘Gaudara-
gudi’, located not far from the Lad-
khan temple in Aihole. Also raised on
a high and well-moulded plinth, it is
a rectangular structure, an open hall
(mandapa) supported on sixteen thick
and square-shaped columns, four at
the four corners, two in front and the
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rear, and four on either side. Inside
the hall, towards the rear portion is
built a sanctum (rectangular in shape),
thus allowing the devotee to walk
round the sanctum. The roof in the
case of this temple, as in that of the
Lad-khan temple or the Sarangi-gudi
is flat; but there is a sanctum and the
six pillars that are in front of the
sanctum (forming an open inner man-
dapa).

This is obviously the beginning of

the ‘sikhara’, which became in later
temples a prominent feature. In the

case of the Lad-khan temple, the
superstructure assumes the form of a
flat-roofed shrine-room, but it does not
cover the sanctum below. it is built
on top of the four-pillared enclosure
containing the Nandi in the middle of
the hall and in front of the sanctum.
And it appears oddly perched on the
roof, neither imposing nor artistic.

The temple to the south-west of the
Ravala-phadi cave-shrine in Aihole and
the Bananti-gudi in Mahakuta contain
the earliest well-formed superstructures.
The former has a plain square super-

Lad-Khan Temple
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structure resting on a plain platform,
tending towards pyramidal form al-
though the top portion is still flat. The
superstructure is devoid of the distinc-
tive features that evolved in due
course. The temple itself has a simple
plan, consisting of a sanctum, over
which the superstructure rests, and a
flat-roofed open porch resting on four
square and plain pillars (called mukha-
chatushki).

The latter temple (Bananti-gudi) is
similar in plan, but has a more
imposing and more artistic superstruc-
ture, with fairly well-defined superstruc-
ture recalling the Kadarhba idiom of
horizontal stages with emphasis on the
outline.

It is difficult to fix the chronology
of the early Chalukyan temples where
inscriptional evidence is not available,
and where stylistic differentiation is not
all too evident. It cannot even be said
with certainty that the rock-cut shrines
are earlier than structural ones. But
some temples (like the Gaudara-gudi,
the Lad-khan temple and the Saran-
gi-gudi in the Konta-gudi group in
Aihole, and the Bananti-gudi in
Mahakuta) appear definitely to belong
to an earlier phase of temple-building
than, for instance, the Hucchamalli-
gudi in Aihole or the Malegitti-sivalaya
in Badami or the Sangamesvara
temple at Pattadakallu. It is often
claimed, not without justification, that
most of the temples in Aihole belong
to an earlier phase of temple-architec-
ture than the larger, more elaborate,
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and more impressive temples in Pat-
tadakallu.

The Virupaksha temple in Pat-
tadakallu (built in 740 A.D.) represents
the final form which the early
Chalukyan experiments of temple-
architecture took. It is a full-fledged
temple (224 feet long and 105 feet
wide, on a raised basement) containing
the sanctum (garbha-mandapa), the
portico (mukha-mandapa), a separate
pavilion for Nandi (Nandi-mandapa), a
typical South-Indian (dravida) vimana
on top of the sanctum with a
‘6ukanasa’ projection covering the ves-
tibule (‘antarala), and a surrounding
wall (prakara) encompassing a large
courtyard. It is one of the most
impressive temples not only in Kar-
nataka but in the whole country.

The most intersting temple that took

shape during the early Chalukyan
experiments is the so-called Durga
temple’ built in reddish brown

sandstone in Aihole. It was originally
called ‘durgada-gudi’, (or “the temple
of the fort”), because the temple was
located at the gates of the fort. The
interest consists not merely in the
unusual apsidal plan of the shrine (the
whole temple, the two basements
adhishthanas, one above the other, the
ambulatory passages as well as the
sanctum), but also in the provision for
two ambulatory passages corresponding
to the two basements, the arrangement
of opposed flights of steps for
entrance, open and pillared veranda
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virupaksha Temple, Pattadakallu

alround the temple instead of the
enclosing walls, the distinction between
the central nave and side aisles, the
open porch on four pillars, and the
short linear ‘northern’ (rekha-nagara)
type of superstructure built on top of
the sanctum.

The temple, raised on high and
well-moulded basement, is large in
dimensions and neat in finish for the
early period of its construction, and
the decorative element (sculptures and
the carvings on the ceiling and door-
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way) is striking. There is an unmistak-
able aesthetic appeal.

While the shrine is unique in the
area for its apsidal plan, the plan itself
is not peculiar, nor was it necessarily
a borrowal from the Buddhist chaitya
model. There must have been other
temples of this plan built by the
Chalukyan architects, like the one at
old Mahakuta (Chikkigudi, basement of
which is extant), and others at Chajar-
la, Satyavolu, Chitamkaru  and
Papanasi (now in Andhra Pradesh).
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That the temples of this type were
more ancient and are numerous in the
coastal region of Karnataka (Tulu-
nadu) and Kerala has already been
mentioned.

The Prasanna-somesvara temple on
the Sambhukallu hillock in Udyavara
(near Udipi), existing prior to about
730 A.D. as suggested by an inscrip-
tion of Aluvarasa Il (730-765), was
apsidal in plan, but the outer form of
the sanctum is rectangular while inside
it is apsidal. It was wusual for the
apsidal temples to have rectangular or
square sanctums.

The Durga temple, however, has an
apsidal sanctum, both inside and out-
side. What is peculiar in the Aihole
temple is the absence of the apsidal
superstructure above the sanctum. The
dwarf linear ‘northern’ superstructure
that we now find is probably an
after-thought. It might even be a later
structure. The entrance for the shrine
is in the southern direction, which is
not usually the practice. The arrange-
ment of niches for deities (deva-kosh-
tha) along the outer ambulatory
passage has already made a beginning
here. The idea of enclosing the temple
and the surrounding area within a
running wall (prakara) has also taken
shape.

A significant outcome of the early
Chalukyan experiments is the contribu-
tion they made towards the crystal-
lization of the South Indian idiom,
- especially at Pattadakallu. The Durga-
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gudi mentioned above and the Megudi
(a Jaina shrine of 634 A.D.) at Aihole
were followed by the Upper Sivalaya
(which existed in 642 A.D.) the
Malegitti-sivalaya (between 655 and
681 A.D. having no ambulatory pas-
sage) and the Jambulingesvara-temple
(699 A.D.) at Badami, and they in
turn by the Vijayesvara (now called
Sangamesvara) temple (about 733
A.D.), the Lokesvara (now called
Virupaksha) temple (740 A.D.) and the
Trailokyesvara (now called Mallikar-
juna) temple (755 A.D.).

Experiments with the northern idiom
of the superstructure resulted in
temples like Hucchappayya and Tara-
basappa temples at Aihole, and
Papanatha (680 A.D.) Galaganatha,
Jambulinga and  Kada-siddhegvara
temples at Pattadakallu. The impact of
these experiments was felt in the
northern regions and led in the eighth
and ninth centuries to the emergence
of what came to be known as the
‘nagara’ temple-style  (characterized
principally by the vertical stages and
curvilinear aspect of the superstruc-
ture).

But the direct consequence of the
early Chalukyan temple-building ac-
tivity was the definition and crystal-
lization of what came to be known as
the ‘dravida’ temple-style (with its
horizontal stages of the superstructure
inherited from the Kadarmba period).

The outstanding achievement of the
early Chalukyas was of course the
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Virupaksha temple at Pattadakallu,
which was inspired by what the Pallava
king Narasimha-varman Il ‘Rajasirhha’
had built in Kanchipuram the well-
known Kailasa-natha temple, (Rajasirn-
hesvara temple) an all-stone structural

temple, around 725 AD. in turn
inspired and the Rashfprakuta king
Krishpa 1 to construct the famous

Kailasa temple in Ellora, a copy of the
structural temple in rock-hewn medium
in 775 A.D.

The ‘Chalukya-vesara’ idiom

The intensive and variegated
temple-building activity of the early
Chalukyan architects during the period
ranging from the sixth century to the
eighth encouraged the canonization of
temple-architecture in the South. While
there was a general distinction between
the temples to the north of the
Vindhya ranges (as illustrated by the
Gupta structural temples) and the
temples to the South (as illustrated by
the Kadamba and Ganga temples) in
their form, plan and elevation, the
distinction had not become sharp or
clear.

We do not know if there were any
texts bearing on temple-architecture
(vastu-$astra or sthapatya) when these
temples were built. The earliest avail-
able texts bearing on this subject
(including the puranas like Agni, Mat-
sya, Vishnu- dharmottara and Brahma-
vaivarta which treat this subject) are
not earlier than the tenth century,
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barring Brhat-samhita (which is as-
signed to the latter half of the sixth
century) where the building of the
houses (including those of the ‘devas’)
is dealt with cursorily more for the
‘pleasure of the learned astrologer’ (ch.
53 verse 1) than for the benefit of
the architect.

The definitive texts in use now in
the northern regions and in the
southern are Samarangana-sutra-dhara
of Bhoja of MElavE (1035-1055) and

Isana-$iva-guru-deva-paddhati  (about
the same period), Manasollasa of
Chalukya-Somesvara (1127-1138),

Kamikagama (about the same period),
Apargjita pariprechchha of Bhuvana-
deva (towards the close of the twelfth
century), Lakshana-samuchchaya of
Vairochani (in the thirteen century),
Vastu-mandana of Mandana-sutradhara
of Malava, and Tantra-samucchaya of
Narayana-narmbudiri (in the fifteenth
century), and Silpa-ratna of Sri-kumara
(in the sixteenth century). While texts
like Maya-vastu, Maya-mata  and
Manasara are claimed to be more
ancient, the present state of the texts
indicate a later redaction. The architec-
tural prescriptions contained in the
Pancha-ratra manuals (which, accord-
ing to Schrader, belong to the eighth
century) and the Vaikhanasa texts
(which may be slightly older) became
influential only after the eleventh cen-

tury.

Thus when the Badami Chalukyas
temples were built, the architects do
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not seem to have been under textual
and academic pressures. They probably
built temples guided solely by their
fancy and aesthetic sense, within of
course the broad framework of an oral
and unwritten tradition that must have
been handed down at least from the
Kadamba days. It is likely that this
tradition had made some distinction
between the temples of the northern
regions and the temples of the
southern regions.

The classification of temples
into two major varieties, ‘nagara’
and ‘dravida’, with a third, styled
as ‘vesara’ in the South Indian
texts, is not to be found in the
manuals earlier than the ninth
century. Brhatsarnhita, Visvakar-
ma-prakasa and the ‘puranas’
like Matsya and Agni do not
seem to be aware of these
nomenclatures for temple-types,
although they describe twenty
different varieties of temples.

The earliest among the extant
texts that make the distinction
between ‘nagara’ and ‘dravida’
viz., Samarangana-sutradhara
and  I¢ana-siva-guru-deva-pad-
dhati, appears long after the
early Chalukyan experiments
were completed, and many of
their temple-types became well-
known. It is, therefore, not likely
that the Chalukyan architects
were conscious that they were
experimenting with the ‘nagara’
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and ‘dravida’ idioms. They were ex-
perimenting  with  the geometrical
shapes of the temples, square, oblong,
eliptical, octagonal, apsidal and so on,
in different parts of the temple, and
not with combining details of the two
idioms.

Further, the terms ‘nagara’ and

‘dravida’, even when the texts began
to use them, had different connotations
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the southern

to the northern and
architects. And quite some confusion
has been occasioned on this account.
Generally, however, the temple-style
that is in vogue in the northern regions
is described as ‘nagara’, while the style
in the South is ‘dravida’. The
nomenclature  ‘dravida’ is  under-
standable, but the precise meaning of
‘nagara’ is uncertain. The explanation
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that the expression 'nagara’ refers to
the style developed initially at
Pataliputra city which was called Sri-
nagara, is not wvery convincing.
Apardjita-pariprichchha  and Kamika-
gama are the earliest texts that contain
architectural distinctions between the
two styles, and the distinction largely
relates to the superstructure above the
sanctum. If the temple is square in
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Kailasanatha, Temple,Ellora (plan)
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form from the base to the pinnacle
(stupi), it is described as ‘nagara’.
The ‘dravida’ variety was based on
the division of the temple into six
limbs, (shadvarga), basement or
stylobate (adhishthana), pilastered wall
(pada or bhitti), entablature (prastara),
neck of the superstructure (griva),
cupola (sikhara) and the pinnacle
(stupi). The last three limbs constitute
the superstructure, and if it is octagonal
(ashtasra), square (chaturasra), oblong
(ayata) or hexagonal (shadasra) it is
described as ‘dravida’. Whatever the
textual descriptions, the more important
point of distinction is the prevalence
of the horizontal stages in the ‘dravida’
superstructure, which was achieved first
by the Kadamban architects and was
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Chalukyan

the early
period, whereas the ‘nagara’ temples
are distinguished by the curvilinear
spire topped by the myrobalan motif
(amalaka-sara).

developed in

There is a third variety, vesara,
which is unknown to the northern texts
of temple-architecture, but figures
rather prominently in the southern
texts. The expression ‘vesara’ is, like
‘nagara’, obscure, although there has
been an attempt to explain it as hybrid
or mixed (from ‘vesara’, ‘mule’). A
more reasonable explanation is that it
corrupt form of ‘dvyasra’
(‘apsidal’). The texts like Kamikagama,
Kasyapa-sarhita, Marichi-samhita and

is a
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Ajitagama emphasise that the ‘vesara’
style involves the circular form of
superstructure. Maya-mata and Dip-
fagama indicate that the ‘vesara’ form
could be circular (vrtta), elliptical
(vrttayata)  or apsidal  (dvyasra).
Marichi-sarnhita spells out that till the
entablature (prastara) the form should
be square, and above that limb cir-
cular.

But there is an interesting inscription
at Holalu (Bellary district) dated 1231
AD. in the Amrtesvara temple which
refers to an architect (sutradhari), Bam-
moja by name (son of Bokoja and
disciple of Padoja of Soge), who is
described as ‘the Visvakarma of the
Kali age’, ‘skilled in constructing sixty-
four kinds of mansions or temples
(prasada)’ and as the architect who
was responsible for four varieties of
mansions or temples  (chaturjati-
prasada).
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The interest of the inscription con-
sists in spelling out the four varieties:
‘nagara’, ‘kalinga’, ‘dravida’ and
‘vesara’® (EC. Vol. 8 Soraba, 275). It
is not clear in the inscription as to
what the terms connote, but the
mention that the same architect was
a master of all the four varieties (which
includes Kalinga, the present day Oris-
sa, as a regional style) of temple
construction is significant. And the )
architect who is eulogized here was a
Chalukyan, patronized by the Sevuna
king Singhana II (1200-1247).

By the time the Chalukyas (of the
Badami as well as Kalyana lines)
finished their temple-building activity,
the ‘vesara’ had come to stay as a
distinct style, which is really the
Chalukyan idiom characterised by
details such as tiered pyramidal super-
structure on a usually square sanctum,
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subdued neck (griva) in the super-
structure and square or octagonal
cupola (sikhara), the square (ruchaka)
heavy and monolithic pillars in the
halls, high and well-moulded basement
(adhishthana), profusely  decorated
door-frames and division of halls into
naves and lateral aisles.

This idiom became
pronounced in the temples built by the
later Chalukyans (viz. of the Kalyana
line), when soft soap-stone (greenish
gray chlorite schist) came to be used,
espeically for pillars, instead of hard
sandstone that the earlier Chalukyans
used, and when lathes were employed
to turn the pillars into rounded shapes
and provide fine polish to the surface.
Sculptural embellishment, ornamenta-
tion and decorations received greater
attention. Most of the temples built
during this period were rectangular in
plan, and the use of perforated and

more

elaborately carved screens to serve as

windows (jalandhra) fitted to the walls,
so as to admit some light and air to
the otherwise closed and dark interior,
became widespread. The decorations
on the door-frames became more
intricate, minute and artistic.

We can see that this furnished a
suitable background for the Hoysala
style to emerge. The temples that were
built by the Chalukyans which gave
the impetus to the Hoysala architects
and sculptors include the Jaina basadi
and Kaéi-Visvesvara temple at Lakkun-
di, the Muktesvara temple at
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Chandradanapura, the Trikutedvara
temple at Gadag, the Siddaramara
temple at Haveri, the Somegvara

temple at Harala-halli and the Mallikar-
juna temple at Kuruvatti (all in Dhar-
wad district), the Navalihnga and
Kalesvara temples in Kukkanur and the
Mahadeva temple at ltagi (in Raichur
district). The last named temple, built
in 1112 and described as the ‘emperor
among temples’ in the inscription, is
as much Chalukya as Hoysala in
features.

THE HOYSALA EMBELLISHMENT

It is reasonable to describe the
Hoysala style of architecture as
evolved from the Chalukyan idiom
with emphasis on certain features. For
instance, the Dodda-basava temple at
Darhbala (in Dharwad district) is a
Chalukyan building, but has a stellar
basement, for the sanctum (six-sided
and 24<angled) as well as the hall in
front of it (eight-sided and 32-angled).
The Hoysala temples however usually
confine the stellar plan to the sanctum,
and the plan for the hall will be square
or rectangular. The superstructure of
the Mahadeva temple at Itagi an-
ticipates the Hoysala type.

The Kasi-Visvesvara temple at Lak-
kundi has two sanctums (dvi-kuta), and
the Somesvara temple at Harala-halli
has three sanctums (tri-kuta). The
multiple sanctums like these became
the distinguishing feature of the tk_
Hoysala temples. An example of the
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Hoysala adoption of an earlier Kadarn-
ba style is the Kamala-Narayana
temple at Degamve (in Belgaum dis-
trict). Built by Kamala-devi, queen of
the Kadarhba monarch, Permadi Siva-
chitta (1147-1181 A.D.), it exhibits the
mature Kadarnba characteristics, but
has an obvious early Hoysala ap-
pearance, with its three sanctums,
presence of vestibule (antarala), pillared
halls and superbly carved niches
adorning the walls.

During the early period of the rulers
of the Hoysala dynasty (about 1000
AD.), there was not much of temple-
building activity. And what little there
was continued the Kalyana-Chalukya
style. Examples are the Adinatha-
basadi at Hanasoge (Mysore district)
(in the 11th century) the Parsvanatha-
basadi at Kurnbutur (Shimoga district
1017), the Makara-inalaya at Angadi
(pror to 1054 A.D.), the Basave$vara
temple at Hallur (Bijapur district) 1070
A.D.), the Mallikarjuna temple at Hon-
nali (Shimoga district 1055 A.D.) the
Pafichakuta-basadi ~ at ~ Hornbuccha
(Shimoga district) (1077 A.D). the
Kotisvara temple at Kotipura 'Shirnoga
district) (about 1078), the harihares-
vara temple at Harihara (Chitradurga
district) and the Narayana temple at
Ane-Kannarnbadi (both about 1100).

The Adinatha basadi at Hanasoge,
for instance, was built as ‘Rajendra-
chola-jinalaya’ by Nanniya-Chengalva,
dedicated to  three ftirthankaras
(Adinatha, Santinatha and Neminatha)
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in granite, although the icons and
doorways are carved in soapstone
(chlorite schist); the door-frames recall
those of the Tripurantaka temple at
Balligame  (Shimoga district).  The
Hoysala features here are minimal.

The most celebrated of the Hoysala
rulers, Bitiga-Vishnuvardhana  (1108-
1152 A.D.) and his talented queen
Santala-devi may be said to have
provided the inspiration for a new
breakthrough in the architectural style
that was inherited from the Chalukya
period. It was during the period
following 1108 A.D. that the truly
Hoysala temples came to be built: the
Mahalakshmi temple at Dodda-gad-
davalli (113 A.D., incorporating the
Kadamba elements markedly), the
Channake$ava temple at Belur (1117
AD.), the Kiri-narayana temple at
Talakadu (1117 A.D.), the beginning
of the Hoysaledvara temple at
Halebidu (1121 A.D.), the Kesava and
the Siddhesvara temples at Marale
(1130 A.D.), the ‘suttalaya’ around the
Gommata monolith on the bigger hill
at Sravanabelgola and the
Parévanatha-basadi at Halebidu (1133
A.D.), the Santiévara-basadi in Kam-
badahalli, the Sankara-narayana temple
at Nagamangala, the Trikuta-basadi at
Chola-samudra (1145 A.D.) and the
Varada-Ke¢ava temple at Honnavara
(1149 A.D.), among others.

It has already been mentioned that
there is little truth in the legend of
Vishnuvardhana’s conversion to the
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Vishnu-vardhanag, the Hoysala monarch
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Sr-vaishnava faith. The Hoysala
shrines built or endowed by him were
largely Siva shrines, although he him-
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self was a devout Jaina. Dr. S
Srikantha Sastry, the eminent historian
who has made a careful study of the
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inscriptions of this ruler, has estimated
that among the temples that he
patronized, sixty per cent are Siva
shrines, twenty per cent Vishnu
shrines, and another twenty per cent
Jaina-basadis (cf. Hoysala-vastu-Silpa,
Prasaranga, Mysore University, 1965,
p.3).
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Vishnuvardhana’s, successors, prin-
cipally Narasirmha I, (1142-1173 A.D.),
Narasimha I (1220-1235 A.D.) and
Somedvara, (1235-1253) followed the
same policy of encouraging the
religious monuments of all religions,
whatever their own, personal predilec-
tions. Among the important Hoysala
structures that appeared during their

The Art and Architecture




rule are, additions to the Hoysalesvara
temple at Halebidu, the Trikuta-basadi

at Cholasamudra (1145 A.D.), the
Varada-kesava temple at Honnavara
(1149 AD.) and the Brahmesvara
temple at Kikkeri (1171 A.D.). The
‘Akkana-basadi, the Amrtesvara temple
at Amrtapura (1196 A.D.), the Singes-
vara temple at Hebbalalu (1200 A.D.),
the Kirti-narayana temple at Heragu
(1218 AD.), the Mula-sangesvara
temple at Belluru (1224 AD.), the
Kesava temple at Harana-halli (1234
A.D.) the Mule-sankesvara temple at
Turuvekere (1260 A.D.) the Prasanna-
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kesava temple at Somanathapura
(1268 A.D.), the Mallikafjuna temple

at Basaralu, the Lakshmi-narasirhha
temple at Bhadravati, the Kesava
temple at Arala-guppe, the I¢vara

temple at Budanuru, the Paficha-linga
temple at Govindanahalli and the
Kesava temple at Nagalapura were also
of this period.

Hundreds of temples, big and small,
were built in the style that could
readily be recognised as Hoysala,
mostly in the southern part of Kar-
nataka, especially in the present-day
Hassan district and the surrounding
areas. There were also temples built
in this style in the distant Tamil
country (during the reign of Somesvara
1235-1253), like the Hoysalesvara
temple in Kannanore and the Ballales-
vara temple at Tiruvinaikovil. But after
about 1260 A.D., the prevalence of
this style declined, partly because the
Tahjavuru Chola and the Madurai
Pandya styles of temples were becom-
ing more popular and impressive. The
rise of the Vijayanagar empire en-
couraged a mixed style in temple-build-
ing, in which the Kadarmba the
Chalukya, the Hoysala, the Chola and
the Kakatiya elements blended har-
moniously.

The material used by the Hoysala
architects and sculptors (viz. chlorite
schist), unlike granite or sand-stone,
was favourable for delicate carving and
precision of details; it could also take
fine polish and admit of subtle modula-
tions. This was really what facilitated
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the emergence of the regional sub-style
known as Hoysala (although the
nomenclatures  like Chalukya and
Hoysala are dynastic and do not
denote the stylistic and functional
peculiarities).

Stylistic differences are not to a little
extent caused by the variety of stone
that is available plentifully, whether it
is hard and crystalline or soft and
sedimentary. The differences in ar-
chitecture and sculpture that is observ-
able among different styles such as the
Kakatiya idiom (which prevailed in the
area where cohesive slatey rocks
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abound), the Chalukyan idiom (which
took shape in the region where basalt
or sandstone was available), the Nagar-
juna-konda style (which originated in
the area where limestone was avail-
able), the Chola style (which worked
with brilliant granite) and the Hoysala
style (which used mainly chlorite schist)
are partly at least due to the material
that was handled.

The outstanding features of the
Hoysala temple are: the star-shaped
plan (with four, six, eight, twelve or
sixteen sides) for the sanctum, projec-
tions masking the outer profile and
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Natya-sarasvati

projections also on the superstructure;
the high platform following the stellate
plan (jagati or plinth about five feet
high) with a number of horizontal
bands carrying delicate carvings like
caparisoned elephants, mounted hor-
ses, ornamental mythical animals,
graceful swans, and intricate floral
designs (usually in order, from base to
the top); the location of the temple in
the central portion of this platform; the
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provision of a flight of steps (sopana)
on the side of the platform that faces
the sanctum directly; the provision for
an open ambulatory passage (pradak-
shina-patha) on the platform around
the temple, and not around the
sanctum alone inside the temple; the
provision for a vestibule (or half-hall
(‘ardhamandapa, also called $ukanasa)
between the sanctum and the hall
(called here ranga-mandapa), so as to
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house the processional images; the
superstructure (sikhara) with a fluting
effect and following the stellate plan
from base to the pot on top (kalasa),
with marked  horizontal  stages;
elaborately carved and finely polished
pillars, lathe-turned and with horizontal
rings and grooves; exquisite bracket-
figures, damsels in several enchanting
poses (madanika or dalabhafiika); the
division of the ceiling of the hall into
a number of zones (ankana) by the
pillars, the central zone (called
bhuvanegvari) being most superbly
carved; and ornate and perforated
screens (jalandhra) on the walls of the
hall.

It is usual for the Hoysala temples
to have multiple sanctums, often three
(when it is called trikutachala) like the
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Prasanna- Kesava temple at
Somanathapur, the Lakshmi-narayana
temple at Hosaholaly, the Sankara-
narayana temple at Nagamangala, and
the Kedava temple at Haranahalli. But
the most celebrated. among the
Hoysala temples, the Channa-kesava
temple at Belur, has only one sanctum;
and so are the temples at Amrtapura
(Amrtesvara temple), Arasikere (Isvara
temple) and Koravangala (Buchesvara

temple).

The Hoysaledvara temple at
Halebidu has two sanctums, and so
has the Hariharesvara temple at
Harihara. Well known among the
four-celled temples (chatushkuta) is the
Mahalakshmi temple at Dodda-gad-
davalli. The Pafichalinga temple at
Govindanahalli has five sanctums
(paficha-kuta). :

There are many basadis with mul-
tiple sanctums, accommodating two
three, four or five tirthankaras. When
the shrine is two-celled or three-celled,
the cells (viz. sanctums) are in a line.
When, however, there are four cells,
they are arranged in the four cardinal
directions; and in the five-celled
temples there is also a central sanctum.

The stress in the Hoysala temples
is not height or magnitude but on
delicate and intricate sculpture. The
superstructure above the sanctum is
usually short and described as belong-
ing to the Vesara type, most ornately
treated, and the temples do not have
the characteristically Chola and Pandya
gopuras at the entrance. The central

166

hall (nava-ranga) receives the greatest
attention from the sculptors, and the
columns and the ceiling zones there
are very skillfully and elaborately
treated. The figure-sculptures in the
Hoysala temples illustrate episodes
from epics (Ramayana and Mahab-
harata) and the puranas (mainly
Bhagavata).

An interesting feature of the
Hoysala temples is that many of the
sculptured panels carry the names of
the sculptors (called in old Kannada
‘ruvari’ for the Sanskrit expression
‘rtupakarin’) Mayina, Keficha-malliyan-
na, Malloja and Malanna (whose works
are seen in the Belur temple), Dasoja
(who worked in the Tripurantaka and
Kedaresvara temples of Balligame)
Nagoja (who worked in the Trikutes-
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vara temple at Gadag), Kalidasi
Devoja, Maba, Ketana and Mallanna
(who worked in the Hoysalesvara
temple at Halebidu), Malli-tamma (who
worked in several temples including
those at Somanathapura, Amrtapura,
Haranahalli and Govindanahalli), Jak-
kana (whose work can be seen in the
Mule-sanke$vara temple at Turuve-
kere) and others.

THE
TION

The last Hoysala king Virupaksha-
Ballala IV (1343-1346) was a contem-

VIJAYANAGAR  STYLIZA-

porary of the founder of the Sangama
dynasty of the Vijayanagar empire,
Harihara  (1336-1356). And  the
Vijayanagar kings started from where
the Hoysalas left. If the Hoysalas ruled
over a part of Karnataka, the
Vijayanagar empire included not only
the entire Karnataka but most of South
India. Naturally, the architectural style
that developed under the patronage of
the Vijayanagar kings comprehended
several regional styles that were
prevalent in South India like the
Hoysala, the Pallava, the Chola and
the Pandya and the Chera.

Lakshmi temple (Doggc—goddovqlli (ground-plan)
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Temple at Somanathapura (ground-pian)
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Brihadiswara temple, Tanjavur (ground-plan)

170 The Art and Architecture




Two of the monolithic Rathas, Mamallapuram
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Durga Mandapa

Mamallapuram
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The Shore Temple, Mamallapuram
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Vimana of the Brihadeeswara Temple
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Pampapati Temple, Hampi
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Vidyasankara temple, Sringeri

built during the reign of Paramesvara-
varman (655-690 A.D.) had neither the
surrounding wall (prakara) nor the
tower (gopura). One of the temples
built by Narasirhha-varman Il (Rajasim-
ha), Tala-giridvara temple at Panamalai,
was not enclosed by a prakara, but
the Kailasanatha temple built by the
same king had a prakara, and so had
the shore temple at Mamallapuram.

The idea of a gopura was not
unknown to the early Chalukyas; the
Virupaksha temple at Pattadakallu had
one. But the detail was not important
for them. The Chola architects, how-

180

ever, were specially interested in the
high and imposing walls surrounding
the temple (prakara), large and impres-
sive gateways (maha-dvara) and soar-
ing towers above the gateway
(gopura). The Pandya rulers of
Madurai (1150- 1350 A.D.) were even
more interested in the gopura detail.
The early Pandyan temple at
Tiruvinaikkaval (near Srirahgam) may
be cited as an example. Among the
Pandyan gopuras may be cited the
eastern gopura at the famous Chidarn-
baram temple (1250 A.D. ascribed to
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Sundara-Pandya), the eastern gateway
of the inner enclosure at Tirumalai
(1300 A.D.) and the gopuram at the
Kurhbhakonam temple (1350 A.D.).

The Chola temple at Gangaikonda-
chola-puram also marked the beginning
of what is known as the thousand-pil-
lared assembly halls (sahasra-starhbha-
mandapa) in South Indian temples.
And the Pandyans also attended to
this detail. The Cholas and Pandyas
had built thousands of temples in the
Tamil country, which came under the
Vijayanagar rule after 1350 A.D.

Such was the heritage that the
Vijayanagar architects had, and natural-
ly the regional Hoysala style, which
was already moribund by about 1250

A.D., was given up. The characteristic
features of the ‘dravida’ temples, as
defined and illustrated in the Chola
and Pandya temples (which were too
numerous to ignore) became the focus
of their attention. And during the
Chola and Pandya periods, religious
life in south India had become more
ritualistic than ever, and temple-rituals
had proliferated. The Saiva and Vaish-
nava agamas had come into vogue;
elaborate and grand ceremonials were
prescribed to be performed in the
temple, following the models set by
royalty and wealthy households. The
temples were also becoming wealthy,
owing mainly to royal patronage.
During the reign of the Chola kings,
temples emerged not only as religious

Hariharesvara temple
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Temple in Chitradurga

edifices but as social, political and
economic forces. In accordance with
these developments, the area and
structure of the temple had to be

elaborated, to accommodate several
functions which were strictly not
religious.

Numerous pavilions were peri-

odically added and new halls were
constructed from time to time, so that
there was a vast temple-complex in-
stead of a small shrine. And to protect
the wealth of the temple, fortress-like
prakaras, at once aesthetic and impreg-
nable, had to be built. Often the
prakaras were multiplied and settle-
ments of people, even townships, were
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comprehended within these prakaras.
The temple was now the hub of
activities of the people who mattered.

There were shrines in and around
Hampi, even before the Vijayanagar
empire came into being. And some
more shrines were probably built by
the early kings of the Sangama and
Saluva dynasties. It is difficult now
to identify the period of these early
temples, like the ones on the
Hemakuta hill, or those in the Chak-
ra-tirtha. The Parnpapati temple must
have been there when Harihara 1
founded the empire, but its original
architecture which is reminiscent of the
Hoysala style has been masked by
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Keregodu Temple

later additions like the ‘assembly hall
(ranga-mandapa) which Krish-
nadevaraya got built in 1509 to
commemmorate his coronation.

We have a record when the
Ganapati temple was built (1385 A.D.)
and by whom (Irugappa, the Hoysala
general). But about other temples in
the area, we are not sure. We are
not even sure if the temples that are
definitely ~ associated  with  Krish-
nadevaraya (1509-1529) like the Vit-
thala temple and the Hazara-Rama
temple, were not actually earlier struc-
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tures to which Krishnadevaraya only
added. It seems probable that many
of the earlier shrines in Hampi were
of Kadamba architecture. But later
temples have a strong affinity to what
is described as the ‘dravida’ style.

The temple-building activity in the
Vijayanagar period may be said to
begin with the reign of Krish-
nadevaraya (1509-1529) and continue
during the reign of his successor
Achyutaraya (1529- 1547). It has
already been mentioned that his
coronation coincided with the embel-
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lishment of the Pampapati temple. He
is also credited to have erected the
lofty tower (gopura) over the gateway
at the same time.

This was probably the beginning of
the Vijayanagar fascination for lofty
and massive gopuras. Numerous
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temples in South India have these
towers, and they are usually called
‘raya-gopuras’ after Krishnadevaraya.
The Vijayanagar gopuras were not as
picturesque as the Pandyan gopuras,
but are more ornate and better or-
ganized, if somewhat more massive.
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They also rose sometimes to great
heights (to about 200 feet). There
were large temples, where the gopuras
rose on all the four cardinal directions,
and there were gopuras in each of the
multiple circuits (prakara). During the
Vijayanagar period, the gopuras be-
came essential features of the temple-
complex, as also the large rectangular
gateways  (through  which  even
caparisoned elephants could enter).
Greater attention was now. paid to
external appearance of the temple and
the outlying elements.

Another feature that asswmed im-
portance during this period was the
more elaborate organisation of the
interior space into a number of halls
and pavilions, closed as well as open,
and supported by monolithic composite
pillars which again characteristically
reflected Vijayanagar style. Pillars were
more dexterously carved than ever
before, with figures sculpted in bold
relief or often entirely in the round.

The themes of pillar sculpture were
various: realistic, and imaginary gods
and goddesses, muythical . characters
riders, animals, birds, human devotees
and heroes. Their favourite subject-
matter was the rearing horses, snarling
and violent but graceful; there were
also hippogryphs and caparisoned
swans. Frequently several miniature
columns slender and elegant were

sculpted around a central shaft, so that -

the pillar acquired an artistic aspect.
The Vijayanagar pillars were made not
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to look like pillars but as gorgeous
sculptural pieces. They are remarkable
for the exuberance of artistic skill.

As said earlier, ornate halls with a
hundred or a thousand pillars became
popular, as also ornamental pavilions
known as ‘kalyana-mandapa’, tastefully
decorated for occasional festivals in the
temple. The area of the temple proper
was enlarged, and the surrounding wall
(prakara) enclosed not only spacious
courtyards, numerous subsidiary
shrines, stores, strong rooms for keep-
ing temple-jewels and costly garments
of the gods, kitchens, dining halls,
administrative offices, isolated pavilions
outside the main shrine, but also fine
and large tanks. Accommodation for
the resident priests, administering per-
sonnel and guards was also provided
within the temple-complex or in close
proximity to it.

Among the important temples within
Harnpi, the capital city of the empire,
were the Krishnasvami temple (which
was built by Krishnadevaraya to com-
memmorate his conquest of Udayagiri),
the Vitthala temple (the construction
of which is said to have begun in
1513 by Krishnadevaraya and work on
which continued till the city was
attacked and looted in 1565) and
Hazara-Ramasvami  temple  (which
seems to have reached its present form

by 1513), besides the celebrated
Parpapati temple.
The Vijaya-Vitthala temple is a

marvellous piece of art. With six
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separate structures in the complex, it
has achieved remarkable unity. The
Kalyana-mandapa of this temple with
multi-columned and composite pillars,
exquisitely carved, is probably unpa-
ralleled for its beauty. The Krishnas-
vami temple is a typical ‘dravida’
structure, and its Kalyana-mandapa
appears to be modelled after that of
the Vijaya-Vitthala temple. The Hazara-
Ramasvami temple with its modest
dimensions but graceful aspect, was
meant as a private temple for the royal
household. Notable is the narrative of
the Ramayana story in low relief
stone-panels alround the temple; and
the soap-stone columns inside the hall
are charming. The Vishnu temple in
Panukonda appears to have been
modelled after this temple in Harhpi.

Another temple of considerable in-
terest in Harnpi is the Achyuta-raya
temple (1539), which has a splendid
gateway. During Achyuta-raya’s reign
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were built the well-known Viresvara
temple in Lepakshi (1535) and the
Chintalaraya (Siva) temple at Tadapatri
(about the same time). Other notable
temples of the Vijayanagar period are
in Vellore, Sri-rangam Kurhbhakonam
and Virinchipuram. Structures (like the
pavilions, halls and towers) added to
the earlier shrines this period are too
numerous in South India to enumerate.

The temple-style that was defined
in the Vijayanagar period become the
standard in South India in the sub-
sequent years. The minor royal dynas-
ties that ruled parts of the present-day
Karnataka (like Odeyars of Mysore the
Nayakas of lkkeri and Keladi, and the
Pallegars) adopted this style, and did
not introduce significant architectural
innovations. But there was a decline
in the size and grandeur of the
temple-structures, as also the quality
of art and craft in them.
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CHAPTER FIVE

THE AGAMA PRESCRIPTIONS:

There is in our country a temple-
lore, at once elaborate and en-
cyclopaedic, which is called ‘agama’
relating to the construction of, and
worship in ,a temple. This literature
consists of hundreds of texts, big and
small, in classical Sanskrit, which are
heavily sectarian in orientation. The
texts are broadly grouped into Saiva,
Vaishnava and Sakta divisions, dealing
with the worshp of Siva (and also
Ganesha, Skanda, Virabhdra and
Nandi), Vishnu (and also Lakshmi and
Hanuman), and Devi respectively.
While many of these texts are ascribed
to seers and sages of a bygone age,
it is obvious that few of them can
really be assigned to a period prior to
the ninth century A.D. There were
already temples in the country by then,
and worship was also conducted in
them, porobably according to long-
standing custom. The agama texts set
out to codify the temple-construction
and formalize the worship-procedure
that were already in vogue. The texts,
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therefore, rely not only on the architec-
tural styles and religious sanctions that
had evolved by the time the ‘agama’
was considered necesaary, but also on
regional customs and practices.

The temple culture was incidental
to image-worship. While it was con-
ceded that representation of Godhead
in an image was impossible, the use
of images facilitated contemplation. We
read in Vishnu-samhita, (29,55)

‘It is not possible for any one to
meditate (on Godhead) without a
form’.

God was looked upon as having
two aspects: one that was trascenden-
tal and beyond human inderstanding
or approach (para), and the other
which was empirical and worthy of
worship by a devotee (apara). The
former is devoid of form (nirakara),
while the latter has form (sakara). It
is only the aspect with a form (viz.
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an image made in stone, metal, wood
or clay) that can be worshipped and
contemplated upon. This image is
techincally called ‘archa’ (worship-wor-
thy). As mentioned earlier, images
privately worshipped at home are
‘household-icons’ (grharcha), and im-
ages installed in temples for public
worship are ‘temple-icons’ (alayarcha’).
A temple is described in the agama
texts as the body (deha) of Godhead,
and the image in the sanctum the
‘soul’ (jiva). The temple as a structure
houses the image, and as an institution
provides for worshipping it. The agama
texts deal with both dimensions of the
temple.

Temples are classified in texts (like
Padma-purana, 39, 14-20 and
Paramesvara-sarnhita, 89, 62) into five
types: (1)the temples where the image
is a self-manifestaton of Godhead
(svyam-vyakta); (2) the temples
brought into being by the gods in very
ancient times (daivika) .in places of
exceeding purity or on mountain-tops;
(3)the temples built by the sages of
yore in forest-retreats by the power of
their penance (arsha); (4) the temples
which are acclaimed in the puranas
(paurana); and (5) the temples built
by human beings in comparatively
recent times (manusha). The ‘human’
temples are located in villages or
towns, and built in stone or bricks
(Sr-prasna, 5). These are meant ot
contribute to the well-being of the
vilage or town (‘gramadi-sthiti-
hetukam’, “Padma-sarnhita’, ‘kriya’,
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21, 12-14). The texts also prescribe
that the temple in a village or town
must be built only after obtaining
permission from the ruler of the realm.

The temple may be built in stone
(slamaya) when it is considered as the
best, or in bricks (ishtaka), when it is
regarded as of midling merit, or in
wood (daru) when it is considered
inferior.  (Vishnu-tilaka-sarnhita,  176;
KapiRjala-sarhita, 10, 3-4). When the
entire temple is built of one meterial
only (stone, bricks or wood), it is
‘pure’ (suddha); when two materials
are used, it is ‘mixed’ (midra); and
when all the materials are used, it is
complex (sarmkirna). (Manasara, 18,
99-100).

The pure type of temple has only
one material from the foundation to
the finial, while the ‘mixed’ type has
stone for the main structure (alaya)
and brick for the superstructure (sik-
hara), and the complex has stone for
the foundation, brick and wood for the
main structure and brick for the
super-structure. Temples built of brick
and wood, viz. without using stone,
are considered inferior and not recom-
mended. Temples built entirely of mud
are prohibited. (Isana-siva-guru-deva- '
paddhati, 86, 89; Vishvaksena-sarnhita
34).

The temples in South India” usually
belong to the variety known as ‘six-
membered; (shad-varga) in the eleva-
ton or the wvertical projection
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(Kamikagama, 35, 21). The component
members are

(1) the lowest part of the temple,
basement or plinth (adhishthana, ad-
hara), of which the texts speak of
more than one hundred and fifty kinds
and prescribe different types of mould-
ings, and parts like the plinth (upana),
fillet (pattika), dado (kandhara), torus
(kumuda), projection (keshepana), drip
(nimna) and so on;

(2) stone walls with embedded and
projecting columns (kudya-starnbha, or
starnbha-varga, called in texts ‘pada’);

(3)entablature and roof (prastara)
above the columns, which is of several
types, and which is made up of parts
like beam (gopana), filler (vajana),
carona (kapota) and drip (nimna);

(4) the quadrangular moulding
(usually square) called ‘neck’ (kantha
or gala);

(5) the spherical top in the shape
of a small tower raised over the
moulding (sikhara, also called sirah,
mundaka), which covers the area of
the sanctum (as the expansion of the
word signifies, ‘garbhagrha-sthita-man-
tapa-sikhara’ and thus is said to project
it) and the upper part of which is
called ‘dikha’ (‘sikharordhva-sikha’)
which in turn is surmounted by a
‘crest-jewel’ (§ikha-mani) or the apex;

and (6) the pinnacle (stupi), con-
sisting sometimes of gilt copper-pots
(called stupi-koda) and the spire (called
‘stupi-kila’).
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The last three members together
constitute the super-structure which
rises above the sanctum, sometimes
referred to as ‘vimana’ and sometimes
as ‘sikhara’. However, the expression
‘vimana’ has been used in the texts
in the sense of the entire sanctum
(vimana- grha), from the basement to
the pinnacle, and also in the sense of
the shrine-tower which is raised over
the sanctum (‘tad urdhve cha
vimanam’, Mayamata, 22, 57).

The word ‘sikhara’ which is com-
monly used to identify the superstruc-
ture over the sanctum (as distinguished
from the superstructure over the
entrance of the surrounding  wall,
‘prakara-gopura’) is in texts restricted
to a part of the superstructure, above
the entablature and below the pin-
nacle. ‘Suka-nasa’ (lit, ‘parrot‘'s beak’)
is the projection of the sikhara at its
lower half, covering below the
‘antarala’ or antechamber in front of
the sanctum (while the dikhara covers
only the sanctum). The antechamber
also is sometimes spoken of as ‘suka-
nasa’.

The horizontal projection of the
temple (ground-plan) consists of the
sanctum (or shrine, garbha-grha), the
vestibule or porch (ardha-mandapa,
sometimes called antarala) connecting
the sanctum with the pavilion in front
of the shrine (mukha-mandapa) and
other halls or pavilions. The word
‘mandapa’ (in Kannada, mantapa)
means any roofed but enclosed or
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open pavilion resting on pillars, stand-
ing independently (within the temple
enclosure or on river-banks or road-
sides) or attached to the sanctum of

a temple.

As limbs of the temple, the man-
dapas are of various types, and they
are named according to the function
they are mainly intended to serve:
ardha-mandapa (porch, next to the
sanctum, where the processional icons
are kept), maha-mandapa (the central-
hall, where the devotees assemble),
nityarchana-mandapa (where the daily
worship to the moveable repre:
sentatives of the sanctum-deity is con-
ducted, utsava-mandapa (used on
festive occasions), kalyana-mandapa
(where the ritual-marriage is per-
formed), asthana-mandapa (where the
processional deity holds court), ranga-
mandapa (which is usually a large hall
with elegantly carved pillars, where
drama and other entertainments are
presented to the deity), nrttya-mandapa
(for dance- recitals), alankara-mandapa
(where the processional deities are
dressed before they are taken out),
vahana-mandapa (where the proces-
sional vehicles are kept), Nandi-man-
dapa (in Siva-temples, housing the
Nandi in front of the sanctum), vasan-
ta-mandapa (the open hall in the
middle of the temple-tank, for use in
Vasantotsava) and pradakshina-man-
dapa (enclosed corridor or .open yard
facilitating  circumambulation of  the
sanctum).
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The horizontal projection will also
include a ceremonial pillar (usually in
stone but sometimes in wood) known
as the ‘flag-post’ (dhvaja-starnbha),
facing the sanctum, and a stone-seat
or platform for ritualistic food-offering
(bali-pitha), also facing the sanctum
and next to the ‘flag-post’ on the
outside. The Siva temples may have
detached Nandi-mandapa, in the
temple-yard;, it should face the
sanctum, and must be located between
the sanctum and the flag-post. It is
usual for temples dedicated to Siva or
Vishnu to have separate shrines for
their consorts (Parvati or Lakshmi),
called ‘Ammanavary’ in Kannada.

These shrines may be detached
from the main temple, or attached to
it. In any case, they would have their
own sanctum (garbha-grha), and am-
bulatory pathway (pradkshina-patha).
In bigger temples, they would have
their own halls and pavilions. Other
deities who constitute the retinue or
family of the main deity in the sanctum
(parivara-devata) ~may be accom-
modated in separate shrines in the
courtyard of the temple.

It is prescribed in the agamas that
the temple must have a surrounding
wall (prakara) in stone with an opening
facing the sanctum (called the principal
gateway or maha-dvara), and someti-
ems the gateways will be in all four '
directions. ‘Manasara’ 31.1- 134) men-
tions that the prakara gives strength
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(bala) to the temple, accommodates
subsidiary  deities (parivara), adds
charm to the structure ($obha), and
provides defence (rakshana).

Multiple prakaras are also permitted
in the texts, depending on the need
for fortification. The main gateway of
the prakara is surmounted by a gate-
tower called ‘gopura’ (more properly
‘dvara-gopura’), with their own mem-
bers like ornamented and moulded
storeys (bhumi), halls (mandapa) courts
(¢ala), narrow wvestibules (kshudra-
nasa), domes (gala-kuta), cupolas (sik-
hara) and spires ($ikha).

The maximum number of storeys
prescribed in the texts is sixteen
(Manasara, 33), but it is usual to have
five or seven storeys. According to
Artha-sastra (24), the front of the
gate-tower should be a turret resem-
bling an alligator’s head with its mouth
open (‘godha-mukha’). Tall and gigan-
tic towers (vipulottuhga) became a
characteristic feature of the South
Indian temples during the Chola, Pan-
dya and Vijiyanagar periods.

THE TEMPLE AS AN INSTITUTION

DIVERSE FUNCTIONS

The temple, as a public place of
‘worship, tends to become an institution
with social, economic and political
dimensions.  Collective practice of
religion naturally involves professionals
of various categories. A temple, for
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instance, not only employs priests and
their  attendants, but  architects,
sculptors, carpenters, smiths, musicians
(pipers and drummers) and suppliers
of several articles. The temple is a
means of gainful employment for
numerous people in the coranrmunity.

The temple is also a big consumer
in the locality; it buys not only the
articles necessary for daily’ worship (like
flowers, fruits, sandalwood, oil, milk,
kumkum and turmeric, camphor, fuel,
plantain leaves, betel-leaves and nut)
but also the provision for the kitchen
to supply the daily food-offerings as
part of the worship ritual. If the temple
is affluent, it must then have a
well-furnished kitchen with an adequate
staff of cooks and servers, for tradi-
tionally the temple is expected to feed
the devotees, pilgrims, ascetics and
poor people once a day.

A temple would usually have a
kitchen (paka-$ala) and store-room
(ugrana) attached to it, and often a
dining hall (Siva-kuta in the Saiva
temples and Ramanuja-kuta in the
Vaishnava temples), outside the temple
proper but within the enclosure. On
occasions of festivals, it is customary
that the whole village or the com-
munity around, to dine in the temple;
food provided here is regarded as
blessed by divine grace (prasada) for
it has first been offered to the presiding
deity of the temple (as naivedya).
Food in a temple is of course free,
although the devotees may make some
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offering to the temple-funds, but not
as payment for food received. The
temple must have provision for such
mass-feeding on occasions, which
would involve hired services as well as
voluntary service. This would call for
elaborate econimic organisation.

It is also a machanism of social
service in asmuchas the strangers and
visitors to the village or town would
have ready and free access to food
for a limited number of days (usually
three days). This was expedient and
welcome, especially for those who had
no friends or relatives in the village or
town they visit for whatever reason.
In olden days there were no hotels or
restuarants. This  arrangement is
prevalent in many temples even now.

And it was usual for many temples
to finance or assist free lodging
facilittes in the nature of choultries
(chhatra) in close proximity to the
temple. The priests in the temple often
catered to the boarding and lodging
needs of the pilgrims and visitors, but
in return to some small payment. They
also functioned as guides (kshetra-
purohita) for pilgrims who had special
vows to discharge. The practice is
current to this day in all important
pilgrim-centres.

It was customary in the village or
town to celebrate religio-social func-
tions like marriage in the premises of
the temple. The temple would in this
event not only make available to the
parties a hall (mandapa) or courtyard,
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but also other services necessary for
the solemnization of the marriage, at
minimal expenses. This was a great
help for the poor folk.

Many of the temples in Karnataka
were well-known centres of learning,
some of them universites (maha-
ghatika-sthana), imparting education in
the traditional or scriptural lore. Espe-
cially so were the temples managed
by the Kalamukhas, such as those at
Balligame, Hefjeru (Hemavati,now in
Andhra Pradesh),' Dharmapuri, Nandi
and Avani. The Kodiya-matha attached
to the Kedaregvara temple at Balligame
was a centre for all branches of
learning, with free boarding and lodg-
ing faciliies for students. The
renowned head of the centre, Vama-
dakti has been described as going
about accompanied by a large number
of his students (inscription 1162 A.D.).

Among the subjects taught at this
centre were the four Vedas, the six
philosophical systems (darana), Bud-
dhism, Purana and Sanskrit literature.
In the Pranavesvara temple at Talagun-
da, there were six scholars teaching
the Vedas, the Vedangas like Kalpa
and Vyakarana, Nyaya, Mimamsa.
(Prabhakara) and Vedanta (1158
A.D.). In the Hariharesvara temple at
Harihara too, six scholars were
employed to impart elementary educa-
tion to the children of the locality.
Kesava-deva, the governor  of
Banavasi, is recorded to have built a
splendid temple to KeSava in Bal-
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ligame, and made provision for thirty-
eight scholars to reside around the
temple, endowing on them a piece of
fertile land. Such colonies of teachers
attached to temples were known as
‘brahma-pura’s.

The Saiva temples made arrange-
ments for teaching the ‘tevaram’
hymns (the Tamil compositions of the
saints Appar, Sambander and Sundara-
murti)  to whoever was interested to
learn them; and like-wise the Vaish-
nava shrines made a provision for
teaching the ‘prabandham’ hymnology
(the Tamil compositions of the alvars).

Music and dance were specially
encouraged by some temples, and
almost any temple of some standing
had a dance-hall (known as Ranga-
mantapa) and possessed several musi-
cal instruments. Musical recitals and
presentation of dance-items were in-

cluded in the daily and occasional .

worship ritual, after the main sequence
was completed. On occasions of fes-
tival, these became more important
than ever, and attracted crowds to the
temple. While the ‘deva-dasi’ system
and the institution of professional dan-
cers and musicians in the service of
the temple were not universal or
widesprad in Karnataka, it was cus-
tomary to hire them occasionally.
However, the temple had on its
pay-roll pipers and drummers (nagas-
vara-mela) as their services were re-
quired in several sequences of daily
worship. Many temples in the coastal
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region (especially Tulu-nadu) en-
couraged and supported Yaksha-gana
artistes and actors. Even to this day,
the well-known Yakshagana troops
(mandalis) are known by the temples
to which they are attached.

It was not unusual for monastic
organisations to be associated with
temples, although their functions and
role in society were different from
worship in temples. The practice
probably began with the mathas of
Kalamukha sect around the eleventh
century, like the ‘Kodiya-matha’ at-
tached to the Kedaresvara temple at
Balligame (the temple itself being
called ‘Kedara-matha’ or ‘Kedara-
sthana’), the minor matha attached to
the Nakharedvara temple at Tavarekere
(within the jurisdiction of the Kodiya-
matha), the ‘Bhujanga-devara matha’
at Dorhbala, the Somedvara-matha’ at
the Brahmesvara temple at Ablur and
the  ‘Krivya-gakti-matha’  which s
recorded to have as many as seven-
ty-seven temples attached to it (about
1070 A.D., EC 8, Sorab 276).

Among the important temples today
which have close association with local
monastic organizations are those at
Sringeri (the Sarada temple and the
Smarta Sringeri-matha), Udupi (the
Krishpa temple and the eight Madhva
mathas), Melukote (the Tiru-narayana
temple and Sr-vaishnava Yatiraja-
matha), Sravana-belgola (the basadis
and the Jaina matha), Hurhcha (Horhn-
buccha, the Padmavati temple and the
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Jaina matha), Adi-chufichanagiri (the
Bhairava temple and the matha of the
Natha- siddha tradition), Sidda-ganga
(the Siddagangesvara temple and the
Vira-¢aiva matha) and Belavadi (Hooli,
the Virabhadra temple and the Brhan-
'matha). '

During the annual ratha-festival of
a temple, which continues for more
than nine days, the whole village or
town assumes a festive aspect. It is
usual for vendors from neighbouring
areas to gather here and ply their
trade. It is an occasion for brisk
business, for there will be a large
concourse of people drawn from differ-
ent places. Known as fatre’ in Kan-
nada (from the Sanskit = fatra),
pilgrimage), this is a social and
economic arrangement for trade and
commerce, centering round a temple,
and is a source of revenue for the
temple as well as the local administra-
tion (vilage panchayat or town
municipality)e The occasion has enter-
tainment of several kinds to regale the
assembly of pilgrims, and has musical
performances and dramatic shows too.

TEMPLE CONTROL AND
ADMINISTRATION

A temple, even a minor one, has
" two distinct functions: religious and
administrative. The temple as a
religious institution is the place where
worship is conducted for the benefit
and well-being of the entire com-
munity. And worship is the respon-
sibility of the priests and their

attandants who discharge it according.
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to custom and usage. The temple is
also a public institution owned by the
community and managed by the elders
of the community insofar as its social,
economic and educational functions are
concerned. This is clearly a non-priestly
preoccupation. The temple overstepped
its religious role when its importance
increased in the community.

Many temples were richly endowed
by royal patrons and wealthy devotees.
The endowments by kings and chief-
tains were normally made in terms of
land gifts and revenue-grants (deva-
bhoga, devadaya). An entire village, or
a cluster of lands in a village was
made over to the temple; the entire
revenue of the village or a substantial
part thereof, was to be paid to the
temple-coffers. Thus it came to pass
that temples were land-lords, not infre-
quently the biggest landlords in the
region.

s

The maintenance of lands, collection
of the revenue, control over farmers,
action against illegal occupation of the
temple lands and against misap-
propriation  of  temple-funds, and
employment of personnel to look after
these details necessiated an administra-
tive set-up and elaborate organisation
of functionaries. The more generously
endowed the temple, the greater and
more complex its administrative
machinery. And not infrequently, such
a temple would be involved in litiga-
tions and legal wrangles.

The wealth of a temple was not
only in its landed property. Sometimes,
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devotees would make over their build-
ings, gardens and groves to the
temple, in which case the temple
would have to let them out and collect
the rent. Quite often, gifts to the
deities of the temple would be costly
jewels and ornaments of diverse
description meant for daily or oc-
casional wear, and silken and brocaded
garments of greater value. They had
to be preserved and protected in the
temple-treasury; guarding these articles
from the greedy hands of the burglars
or of the temple-functionaries themsel-
ves, becomes an additional respon-
sibility of the administrative machinery.

The devotees would make cash
offerings, meant to be utilized for
specific sequences of worship in the
temple, daily or on festive occasions.
Donations would also be made to feed
the pilgrims free of charge in the
temple. The temple-treasury should
receive these donations, and arrange-
ments must be made for the proper
utilization of the funds. Accounting,
auditing and financial control become
necessary aspects of temple administra-
tion.

The maintenance of the temple-
premises and the temple-property and
the administration of the several non-
religious details of the temple neces-
sitate a large number of functionaries,
whose calling is secular. The ad-
ministrative machinery of the temple
would have to operate within the
framework of the social and legal
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sanctions prevalent in the region or
the country. In olden days, kings
would be the supreme authorities of
all the temples within their domain;
and officers designated and deputed
by him would generally supervise and
control the temple-administration. But
in actuality each temple would have
its own elected or nominated ad-
ministrative council (sabha) consisting
of the local dignitaries, to look after
the temple-administration in all its
details. Priests and their attendants
were in most cases subordinate and
responsible to this council.

An inscription of 1148 A.D. tells us
that when a temple came into exist-
ence in a village or town, several
prominent citizens volunteered to share
the administration of the temple. These
administrators were known as ‘dharma-
darsis’. This practice has survived to
this day. But another inscription dated
earlier (viz. 1026 A.D.) mentions that
the land-gifts and the revenue-grants
to a temple were managed by the
king of the area and the headman of
the village (gavunda). Still another
inscription (of the same period)
describes that the maintenance of the
temple-property was the collective
responsibility of the villagers or
townsmen. The nomination of the few
temple-administrators ~ (dharma-darsis)
was therefore a later event. The
temple came to have its own ‘sabha’,
on the model of the village council,
as an administrative set-up. '
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Some temples, however, had
hereditary administrators, who styled
themselves ‘sthanikas’ (who functioned
independently). The expression
‘sthanika’, however, is derived from
‘sthana-pati’, meaning the head of the
temple (sthana) or the monastic or
educational institution (ghatika-sthana)
attached to the temple, or rather to
which a temple was attached. We have
seen that the Kalamukha teachers, who
were heads of the ‘mathas’ . also
administered temples under their
charge. Most of these teachers were
also ‘advisers to the king’' (raja-guru),
and therefore had royal sanction for
their control over temples and their
revenue. :

While the sthanika was the highest
authority in all the matters relating to
the temple, he was answerable to the
ruler of the realm (desadhipati) and
could be removed by an order of the
ruler. If the temple was located in a
place far removed from the capital,
then the sthanika was answerable to
the village council (sabha). He was
thus a manager of the temple-afairs,
and did not have absolute powers. It
was his responsibility to see that the
customary rites of worship were con-
ducted every day by the priest, that
the temple was in good repair, and
that the orders of the ruler of the
realm or the village council were
properly executed. The charities for,
which monetary or land endowments
were made by the devotees were a
special responsibility of his. He was
also the custodian of temple jewels
and manager of the temple-property.
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This arrangement was especially
prevalent in the temples in the coastal
region, where inscriptions frequently
speak of the sthanikas of temples. The
expression ‘sthanapati’ (viz. ‘resident
head of the temple’) and ‘sthanada
karta’ (the manager of the temple’)
are used in inscriptions prior to about
1300 A.D.: and subsequently the word
‘sthanika’ is used. We have references
to the sthana-pati of the Lokesvara
temple (Kundukur), of the Siva temple
at Palimaru, and to multiple sthanikas
at the Subramanya and temple, Kukke,
the temple at Barakuru(which had a
group of them, ‘sthanika-parivara’), the
Mafijunatha temple at Kadari (four
sthanikas), the Mani-deva temple at
Gundmi, and the Chaturmukha- basadi
at Karkala (fourteen families of
sthanikas).

The main task of the temple-com-
mittee and the manger was to look
after the temple-properties (lands, vil-
lages, buildings, jewels, garments, ves-
sels, utensils, icons) and to collect the
revenue due to the temple (from the
lands gifted, rents of buildings owned
by the temple and the taxes on certain
articles made over to the temple), and
to make proper arrangements for the
daily worship as well as the customary
festivals in the temple.

The manager and the committee
were in charge of the temple treasury
and had to keep accounts of all the
assets. Once the gifts were made to
the temple, the temple authorities (viz.
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the committee and the manager) had
powers to retain or sell them, lands
could be leased out to private parties;
temple functionaries could be ap-
pointed or dismissed; structural addi-
tions could be made to the temple or
some of the outying structures altered
or demolished.

But they had no power to interfere
with the worship procedures, which
were guided by scriptural prescriptions,
custom and usage. It was natural,
therefore, that a struggle to gain
control over the temple and its proper-
ties was frequently in evidence be-
tween the priests on the one hand
and the management on the other.

In the erstwhile state of Mysore, the-

year 1788 marked a change in temple-
administration. Tippu-Sultan, the then
ruler of the State, issued an order
“resuming the lands endowed to the
temples except those which were sup-
ported by huzur sanads”, and two
years later placed “the management
of the temples under the Amildars and
other taluk officials under the super-
vision of Fouzdars”. The committee
(sabha) and the manager (sthanika)
had no say in temple-management
from that time onwards.

The rules that were framed at this
time insisted that (1) the offerings
made to the temple were to be
distributed among the poor and not
appropriated by the priests; (2) care
was to be taken tn prevent the money
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and provisions belonging to the temple
from being stolen, and (3) all the
jewels belonging to the temple must
be recorded and listed, and placed in
charge of the temple-administrator
(parupattegar), a new posiion now
created to manage the affiars of the
temple on behalf of the amiidar.

The rules were probably made
necessary because of the conditions
that were prevailing in the temples.
After the death of Tippu-Sultan in
1799, the British who controlled the
administration of the State, included
the temple-management (called official-
ly Muzarai) as one of the respon-
sibiliies of the Government. The
nominal head of the state, Krishnaraja
Odeyar Il (1799-1868) took personal
interest in the affairs of the temples
in the state, and himself appointed the
temple-administrators (parupattegars) to
important temples like those at Nan-
janagud and Melukote. But the British
Commissioner, who was the real ruler
of the State, appointed in 1847 a
committee of citizens, called
‘pafichayatdars’ to manage the affairs
of the temples, and this committee was
to be responsible for the superinten-
dents of the divisions.

The arrangement does not appear
to have worked out satisfactorily, and
in 1852 the commissioner took over
the administration of temples under his
own direct supervision, and issued a
new set of rules for the guidance of
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the amildars who were again entrusted
with the task of managing the temple-
affairs. In the year 1861, when Sir
Mark Cubbon was the commissioner,
the management of the temples was
taken out of the Commissioner’s office
and was placed under the direct
charge of the Superintendents of the
Divisions.

And six years later (viz. in 1867),
the temples coming under the jurisdic-
tion of the Muzarai departement were
entrusted to the supervision of a Native
(viz. Hindu) Assistant in each district.
The native assistants began by appoint-
ing separate committees of manage-
ment for the more important temples,
but finding that this arrangement only
encouraged rivalries, feuds and discon-
tent among members of the commit-
tees without achieving any
improvement in the management of
the temple, the committees were
abolished in 1874, and the manage-
ment of the funds of the temples was
entrusted to the Muzarai officers who
were responsible to the Deputy Com-
missioners of the districts.

In 1891, when Sir K. Sheshadri lyer
was the Dewan of the State (after
rendition), he found that the ad-
ministration of the temples by the
Deputy Commissioners of districts was
neither effective nor beneficial to the
temples, and transferred the manage-
ment of temple funds to the Huzur
Office; a separate officer designated as
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the Muzarai Superintendent and
Secretary to the Government was
appointed and the management of the
temples was placed under his charge.
But in 1901, this post was abolished,
and the responsibility of managing
Muzarai institutions was transferred to
the Deputy Secretary to the Govern-
ment in the General and Revenue
departments, under which arrangement
the Deputy Commissioners of districts
were again directly in charge of the
temples.

In 1904, however, this arrangement
was modified and a separate and
independent Muzarai department came
into existence, with an officer of the
rank of a Secretary as its head. But
the new officer could only advise the
Government, but had no executive
functions. Four years later, this post
was amalgamated with that of the
General and Revenue Secretary, and
a Muzarai Superintendent with the rank
of an Under-Secretary, was appointed.

In 1913, the Muzarai Regulation (VI
of 1913) was passed, bringing all the
places of worship in the State in the
sole charge of the Government (defin-
ing at the same time the duties and
functions of the Muzarai officers in the
districts), and empowering the Gov-
ernment to appoint non-governmental
supervisors known as ‘dharma-darsis’
or a committee of citizens ot manage
the affairs of a temple.

In 1917, the work of the Muzarai
department was decentralized and the
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Deputy Commissioners of the districts
were again entrusted with the manage-
ment of temples in their jurisdiction.
In 1922, the office of the Muzarai
Commissioner was created and this
office was amalgamated with the office
of the Revenue Commissioner.

In 1927, the Mysore Religious and
Charitable Institutions Act (VII of 1927)
was passed, and under this act, the
chief controlling authority of temples
was the Government, who could
delegate its functions to the Muzarai
Commissioner, directly manage the
institutions through the district or taluk
officers, or transfer the management to
the ‘dharma-darsis’, to the committee,
or to the local authorities.

Under this arrangement, the imme-
diate administrative functionaries in the
temple were: (1) the ‘peshkar’, the
principal executive officer who repre-
sented the interests of the government
on the spot and who controlled the
affairs of the temple, religious as well
as socio-economic, and the accounts,
under orders from the Government;

(2) ‘the parupattegara’ who was to
supervise personally all the routine
activiies of the temple within the
temple premises, was answerable to
the ‘peshkar’;

(3) the ‘nagadi-gumasta’ (called also
‘inam-gramada $yanubhaga’ in some
temples), who was responsible for the
accounts of the temple, both receipt
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and expenditure, who also looked after
the financial aspects of the lands
endowed upon the temple, and kept
records concerning the temple-property
and temple-treasury;

(4) the Sinasi-gumasta’ or (jinasi-
$yanubhaga) who was in charge of
provisions, the store-room (ugrana),
supply of the articles necessary for
routine and occasional worship, as well
as the temple-kitchen, and the special
worship-sequences for which endow-
ments have been made by the
devotees or by the Government;

and (5) the ‘manegara’ (usually two
of them), who was directly in charge
of the several - services conducted
within the temple-premises and who
was answerable to the above officers.

There would also be a ‘golla’ who
assists the routine activities in the
temple, especially working under the
‘jinasi-gumasta’ in the store-room. In
some temples, there would be an
assistant, called ‘bokkasa’, to the
‘nagadi-gumasta’.

The Temple Functionaries:

The real purpose of a temple is to
provide an opportunity for public wor-
ship of a deity. Therefore, the ad-
ministration of a temple is secondary,
in comparision with the worship that
is conducted there. The worship is the
responsibility of priests (archaka) and
their assistants (paiicharaka), who visit
the temple twice or thrice during the
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day and perform the prescribed rituals
of worship. The priesthood in a temple
is mostly a hereditary calling, and there
is a professional priestly class in South
India who are specially trained to do
this job.

The priest performs worship in his
own household before he comes to
the temple. Worship in a temple is
not so much for the priest as for the
public. The agama prescribes two kinds
of worship, private worship at home
for ones own sake (atmartha), and
public worship in a temple for the
good of the community (parartha). The
latter is rewarded monetarily or
materially, while the former is its own
reward. The professional priests are
therefore hired by the temple-
authorities, and do not normally have
a voice in the administration, for which
there is another set of officials. In the
administrative set-up of a temple, the
priests occupy a secondary position,
albeit the temple becomes popular and
prosperous only by the mode of
worship that is conducted there.

The temple houses the main deity
in the sanctum, and entrance into the
sanctum is the privilege of the priest
who worships in it. None of the
administrative  staff, including the
highest, can enter the sanctum; even
rulers of the realm had to stand
outside the sanctum, regardless of their
munificent gifts and grants to the
temple. And among the priests
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employed in the temple, not all of
them had the freedom to enter the
sanctum. It is only the chief priest (viz.
worshipping the presiding deity, ‘san-
nidhi- archaka’) that could not only
enter the sanctum at will but touch
the deity that is worshipped. A few of
the assistant-priests could also enter the
sanctum, but they were not allowed
to touch the image in the sanctum.
The nature of worship in the sanctum
would not allow the chief priest to
move out of the sanctum untl the
worship is over. He would, therefore,
require some attendants and helpers
(paricharakas), who were also drawn
from the priestly class. Thus a temple
would have several functionaries assist-
ing the routine worship.

It is usual for a temple of some
standing and antiquity to have a
number of priests on its pay-roll. There
will be the chief priest who worships
in the sanctum and directs all other
priests. He is called ‘sannidhi-archaka’
(viz. the sanctum-priest) or ‘adigalu’ in
and around the coastal region. The
priest who helps him inside the
sanctum is called ‘sannidhi paricharaka’
(viz. the sanctum-attendant).

In many temples, especially in the
coastal regions, the general worship
conducted inside the sanctum is known
as ‘danti’, and the chief priest is called
‘melu-danti’, and his attendant in the
sanctum ‘kilu-éanti’. The job of the
sanctum-attadant is to clean the
sanctum, (for no one else can enter
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the sanctum), trim the lamps (nanda-
dipa), attend to the preliminaries of
the worship (like arranging the water-
vessels, utensils, flowers, fruits, sandal-
paste and other requisites), and help
the chief-priest during worship by
handing over to him what he needs
in various sequences of the worship.

He is sometimes also required to
prepare the food-offerings to be
presented to the deity during the
main-worship (naivedya). If, however,
there is a cook, the sanctum-attendant
will bring the food-offering from the
kitchen into the sanctum. This atten-
dant has to white-wash the inside of
the sanctum, whenever it is needed
(as on festive occasions like
‘rathotsava’ or on occasions of

sanctum-purification,  for = whatever
reason).
Priests whose work is scheuled

outside the sanctum, but not outside
the main premises of the temple, are
generally known as ‘devakaris’. Clean-
ing the vestibule that is immediately
in front of the sanctum and the cells
where the processional icons are kept,
cleaning the temple-kitchen (paka-sala)
and cleaning the wvessels used in
worship is the responsibility of one
priest. He also carries the bali-image
in his hands, when the chief priest or
his sanctum-attendant sets out to offer
‘bali’ (food-offerings) to the secondary
deities in the enclosure of the temple.
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Another priest is entrusted with the
task of bringing water from the river
or pond every morning for worship
(technically called ‘ganga’), preparing
the sandal-paste needed in worship
(‘gandha’) daily, offering brief worship
to the enclosure deities (‘suttina-
devaru’), the door-guardians (dvara-
pala) and the Nandi (in Siva- temples).

In some temples, this priest is called
‘agni’ and the other priest mentioned
above is called ‘danti’. It is prescribed
that during the bali-offering, the ‘agni’
should pour water and wash the feet
of the ‘éanti’ who carries the bali-image
around.

There are also priests engaged in
the room where fire-sacrifice is daily
offered according to Vedic rites (yaga-
dala), and those engaged in the kitchen
(paka-€ala), which prepares food for
offering to the deity during worship.
There will be priests whose services
are required whenever the processional
images are taken out for ceremonial
worship outside the sanctum.

Some priests are detailed for specific
recitations like Veda, Prabhandha
(Tamil hymns), Sahasra-nama and
stotra while the worship is being
conducted inside the sanctum. An
astrologer’s services are also required,
to read the relevant details of the
almanac every day during a worship
sequence (pafichanga-§ravana), to fix
the auspicious moments for festivals
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(muhtrtha-nischaya), and to recite the
hymns of benediction (agirvada) to the
king, to the devotees who have
arranged special worship, to the
country and to all the people at the
end of the worship ritual. This priest
is known as ‘purohita’.

Some priests are required to read
the ‘puranas’ in the premises of the
temple during specific hours. Priests
who are also musicians have a role
to play. After the main worship is over,
several formal presentations are made
to the deity, like ashtavadhana-seva
and among them is music, vocal or
instrumental. Many temples had profes-
sional vina-players as their employees.
These priests, whose services are thus
~only casual and specific, are known as
‘upadhi-vantas’.

Besides the priestly functions, the
maintenance of the temple and the
daily routine of worship-rituals have
necessitated another class of
functionaries, whose duties are neither
religious nor administrative. Among
them are the guards inside the temple
(sannidhi-kavalu), guards outside the
temple (bagilu-kavalu), the palanquin
bearers (pallakiyavaru), the torch-
bearers (divatigeyavaru’), night-watch
(pahare), the man in charge of the
locking arrangement of the temple at
night (golla), the suppliers of flowers
and garlands, who were also in charge
of the floor-decoration in the temple
(rangoliyavaru), cleaners of the temple
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premises, the kitchen-vessesl and the
grains for cooking (jhadamali), keepers
of the temple garden (totada mali),
those who were entrusted with the job
of keeping all the lamps in the temple
in good shape (dipada mali), suppliers
of fuel to the kitchen and washerman.

The services of pipers and drum-
mers (vadyadavaru) were also requisi-
tioned, especially on festive occasions.:
Among the instruments ordinarily used
in a temple are wind-instruments, like
mohari, sruti and sammela (pipes) and
percussion instruments  like  bheri,
nagar, halage, jagate, $amkha, chin-
narngale, davape, and kai-tala. There :
would thus be a group of musicians
attached to a temple.

In Tulu-nadu temples, there will be
a priest known as ‘tantri’, an expert
in agama. He supervises all routine
worship, but he will himself conduct
worship on special occasions. He
sanctifies the temple-premises, the
materials of worship, vessels, and the
priests who conduct the worship rituals.

The priests called ‘adigalu’, who
worship in the sanctum, are next in
importance to the ‘tantri’. The temples
of this region have functionaries like
‘patal’, who assist the sthanikas
(managers of temples) and make
necessary preparations for the diverse '
activiies that go on in the. temple,
‘kothari’ or store-keeper and supplier
of the materals needed for worship
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under the manager’s orders, ‘senabova’
or accountant, ‘devadiga’, or assistant
to the priest, ‘padart’ who beats the
drum while worship is going on,
‘pada-muli’ or guards, and
‘adipinavaru’ or sweepers.

The Worship Rituals:

As mentioned earlier agama which
guides not only the architects but
priests in the temple, comprises of
numerous books dealing with all mat-
ters pertaining to temples. While most
of them are ascribed to seers and
sages of hoary antiquity, few of them
as said earlier, really belong to a
period earlier than probably the ninth
or tenth century. A.D. The temples,
however, were there and worship of
some sort (of which we have no clue
today) was being conducted in them.

But the temple-culture had not as
yet taken hold of the imagination of
the people. The Bhagavata cult, which
made its impact on the masses since
the begining of the Christian era was
principally responsible for image-wor-
ship as well as temple-culture in the
country. The two details were sig-
nificant aspects of the Bhakti-move-
ment, which gathered momentum
around the fifth and sixth centuries in
the northern and the southern regions.
In the South, the work of the Vaish-
nava alvars and the Saiva nayanars
made a profound impact upon the
masses; and they made temples
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popular. It is only after this that the
need for a comprehensive temple-lore
was felt, and the need was met by

~ the Agama texts.

In Karnataka, the temples are most-
ly to Siva, or Vishnu or Devi, and
accordingly the Agama followed is
either Saiva or Vaishnava, for the
Saktagama is for all practical purposes
included in the Saiva framework. The
earliest temples in Karnataka were for
all three major divinities of the tradi-
tional lore together (traipurusha-alayas),
and we do not know what agama was
being followed in these temples.

When, however, the sects were
crystallised into Saiva, Vaishnava and
Jaina, the modes of worship were
determined by the leaders of the sects.
We have the Siva temples where
Saivagama texts (like Kamika, Karana,
Suprabheda and Makuta) are followed;
and in some of the later Siva temples,
the specific Virasaivagama (like Sid-
dhanta-sikhamani) was followed along
with the Saivagama texts.

The Vishnu temples follow the
Vaishpavagama texts of the Pancha-
ratra or the Vaikhanasa traditions.
Since the advent of Ramanuja (1017-
1137), the pancharatra mode of wor-
ship, mostly according to texts like
Padma-sambhita, Jayakhya-sambhita,
Paramesvara-sarhhita and Sri-prasna,
prevails in most of the temples of the
Sri-vaishnava orientation, with a notice-
able affiliation to the Tamil tradition of
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Madhvacharya (stone image in Kynjaru, Udup
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Prabhandhas. The more ancient Vaik-
hanasa mode of temple-worship has
greater kinship with the Vedic tradition,
and continues to be in use (according
to texts like the manuals of Kasyapa,

Atri, Marichi and Bhrgu) in some
temples. The temples where the
Pancharatra mode of worship is

prevalent., the shrines of the alvars,
-of Ramanuja and of Vedanta-desika
are generally to be found, and the
Tamil prabhandhas are recited as part
of the daily worship ritual. This is not
so in the Vaikhanasa temples.

There are temples to Vishnu in
Karnataka, where neither of the above
two agama-traditions is followed. They
have adopted the Pancharatra
framework to evolve a distrinct agama
tradition, known as ‘Tantra-sara’. This
tradition became popular after Madhva
(1197- 1276) worte his work ‘Tantra-
sara-sangraha’ and prescribed the
mode of worship for the Vishnu
temples, especially in Tulu-nadu. This
tradition has close affinity with the
Tantrik outlook and with the ritualistic
procedures current in the neighbouring
Kerala. It is important to note that the
Tantra-sara mode of worship is ap-
plicable to Siva and Devi temples also
in this region.

While there are many points of
correspondence in practice between
these different  worship-procedures,
there are certain philosophical presup-
positions which figure importantly in
each of them. All the Agamas have a
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‘dualistic’ (dvaita) philosophical position
(viz. making a distinction between the
devotee and the Godhead), and recog-
nise one supreme form of Godhead
to which all other forms are subsidiary.
Further the agamas recognise the
conjoint adoration of four ‘seats’ of
worship  (chatuh-sthanarchana); - icon
(bimba), sacred pot of water (kurnbha),
mystical diagram (yantra or mandala)
and sacrificial fire (agni). The worship
procedures in any temple involve these
four aspects.

The icon is permanently installed in
the sanctum. A portion of the water
freshly brought into the sanctum each
day, is worshipped as representing the
deity. The mystical diagram, ap-
propriate to the deity in the sanctum,
may be a permanent metallic one, or
may be inscribed on the pedestal of
one of the moveable icons representing
the main deity, or yet drawn afresh
each day by the priest. It is usual in
the Devi temples to have aniconic
moveable mandalas like Durga-yantra
and Sri-chakra ( in the ‘meru’ form),
in addition to the human representation
of Devi in stone or metal and to give
the daily ceremonial bath (abhisheka)
to the yantras and not to the installed
icon (which is bathed only on Fridays
and Tuesdays). The temple will nor-
mally have a a separate ‘yaga-sala’,
where customary oblations are offered
to the sacred fire everyday, during the
morning worship.
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Public worship in a temple (alayar-
cha) is characteristically different from
the private worship at home (grhar-
cha): it is more elaborate and more
ocular, and involves a number of
people. Worship at home is done for
ones own benefit, or at best for the
welfare of ones own family (atmartha),
while the priest worship is in a temple
not for his own sake but for others
(parartha). That is why the agama
prescribes that the priest must finish
his household worship before he comes
to the temple. He is hired to worship,
which is strictly not very commendable.

Although he takes up worship as a
means of his livelihood, the worship
that he conducts at the temple is
expected to confer benefit on the
entire community or country. At the
end of worship every day, blessings
are invoked on the ruler of the land,
on all devotees, and on all human
beings by a priest who is specially
appointed to make the customary
recitaiton of blessing (asirvada).

Worship at the temple is largely
guided by the agama prescriptions, but
custom and usage also play an impor-
tant role. We must note that very few
temples of any antiquity were really
built according to agama prescriptions,
and that when worship began in most
of the temples, it was not agama that
determined the procedure. The ruler
or the wealthy devotee who built the
temple had his own predilections and
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preferences, and so had the priest who
was detailed to conduct worship there.
And there were regional influences,
local customs and situational pressures.

When the priests or the ad-
ministrators of a temple decided at
some point of time to choose an
agama for the worship, the agama
prescriptions had necessarily to accom-
modate these factors. That is the
reason why there is considerable dif-
ference in the worship-procedures
among many of the well-known
temples, even when they all claim to
follow the same agama. This is espe-
cially so with regard to the occasional
festivals that are conducted in the
temple (naimittikotsava, or in Kannada
hecchu-kattle) The main sequences of
the daily worship (nitya or in Kannada
nitya-kattle) are, however, common to
a large extent.

These are the two types of services
that are conducted within the temple
by the priests: daily routine(nitya-kattle)
and occasional festivals (hecchu-kattle).
The latter, which are more spectacular
include festivals of community or
popular interest, like Yugadi, Sankranti,
Dipavali, Nava-ratd, Rama-navami,
Krishnasthami, Sivaratd, Vinayaka-
chaturthi, Chitra-purnima, and Kartika-
laksha-dipa.

Besides these, there are special
worship sequences on occasions like
eclipse (grahana), annual observance
of the day of the installation of the
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main deity (usually celebrated as
rathotsava stretching to several days),
ceremonial purification of the temple
premises (pavitrotsava), observance of
the days connected wtih great saints
(like Sankara, Ramanuja and Madhva)
or of the birthdays of the rulers of
the land (vardhanti) or of the supposed
appearance-asterik of the main deity
(called in Tamil ‘tirunakshatra’), and
the ceremonial and symbolic celebra-
tion of events like re-enacting the
imagined marriage of the main deity
(kalyanotsava), legendary victory over
a demon (like ‘andhkasura-sarnhara in
Siva temples), or blessing a devotee
(like ‘gajendra-moksha’ in  Vishnu
temples).

But these occasional festivals entail
considerable expenditure, careful plan-
ning, organization of services and
mobilisation of human and other
resources. The more opulent temples
have a long list of these festivals, but
a majority of temples are content with
two or three of them in a year, the
unavoidable being the ‘rathotsava’.

The really important aspect of wor-
ship. conducted in a temple, however,
is the daily one (nityarchana), which
is the routine that cannot be missed
even on occasional festivals. In many
temples of antiquity, the main deity in
the sanctum gets only the daily wor-
ship, which is not disturbed on any
account; the occasional festivals center
round the processional images, and are
conducted outside the sanctum.
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The daily worship consists of several
customary offerings and presentations
(called upachara). The agamas suggest
five to sixty-four of these sequences,
depending on the time and resources
available. More common, however, are
sixteen upacharas, when the temple is
fairly well-to-do:

(1) offering seat (asana) for the
moveable icon representing the main
deity; (2) welcome (svagata); (3) offer-
ing water for the feet (padya); (4)
ceremonial water-offering (arghya); (5)
water for sipping (achamana); (6)
giving a bath (snana); (7) presentation
of garments and ornaments (vasana-
bhushane); (8) presenting sandal-paste
(gandha); (9) offering flowers (pushpa);
(10) burning incense (dhupa); (11)
waving lights (dipa); (12) presentation
of consecrated food (naivedya); (13)
offering water for rinsing the mouth
(punar-achamaniya); (14) presentation
of post-prandial tambula; (15) recitation
of laudatory hymns (stotra) and (16)
making prostrations (namaskriya). The
puja proper consists of the presentation
of water for the feet, sandal-paste,
flowers, incense, light and food.

While these details are common for
worship at home and worship in a
temple, there are additional details in
a temple such as formally waking the
deity early in the morning (suprab-
hata), purification of the premises
(punyaha), presentation of mirror, foot-
wear, fly-whisk etc., some sequences
behind the curtain (antaranga-arad-
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hana), recitation of Vedic passages and
sahasra-nama, instrumental music
(vadya), waving of several kinds of
ornamental lights (the aratis), ritualistic
distribution of food-offerings at the
subsidiary shrines (bali-dana), variety of
food prepared for offering (like
payasanna, gudanna, dadhyodana,
pongal, appam, dose etc.) and the
performance of fire-oblation (homa) as
a part of worship-ritual.

While worship (puja) is normally
performed only once during the day
in the household, worship in the
temple is repeated several times during
twenty-four hours. The pancharatra
texts prescribe twelve pujas, but more
commonly seven sessions are men-
tioned in agama texts: (1) dawn (at
about 5 a.m. ‘ushah-kala’), (2) early
morning (at about 6 am.) ‘kala-
sandhi’), (3) late morning (at about 9
a.m. -‘upa-sandhi’). (4) noontime (at
12 noon, ‘madhyahna’), (5) eventide
(at about 6 p.m. ‘sayankala’), (6) early
night (at about 8 p.m. ‘pradosha’) and
(7) late night (at about 10 p.m.
‘ardha-yama’).

It is usual, however, to speak of
six sessions of worship (shat-kala-puja)
combining the dawn session with early
morning one. The texts also concede
that five, four or three sessions of
worship would be admissible, depend-
ing on the time available and con-
veniences at hand, but insist that less
than three sessions (tri-kala-puja; morn-
ing, noon and evening) would be
improper (Naradiya-sarnhita, 2, 156).
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In practice, the first two sessions
merge in many temples, and in effect
there are but two sessions. The
agamas prescribe only the morning
puja in temples built on hill-tops, in
forests and within fortresses. Even
when the worship is done in three
sessions, the first session will be the
main and elaborate one, and the other
two will be brief and supplementary.
The ceremonial bath (abhisheka) and
customary decorations (alankara) to the
main deity are given only during the
morning puja. The food offering at the
bali-pitha is required to be given three
times, but in practice it is given only
once, at the noontime worship. The
fire-oblations in the yaga-sala are also
offered in the same session.

In addition to the worship sequence
mentioned above, worship in a temple
begins with the chanting of the
‘suprabhata’ hymns which are intended
to wake up the deity, even before the
first session of puja starts, and closes
with a ritual known as ‘putting the
diety to sleep’ ($ayanotsava), when a
metallic replica-icon of the main deity
is used, after the last session of the
puja is completed. Water for the

‘worship sequences (called agrodaka) is

collected every morning before the first
session starts, from a river, pond or
well and the priestly assistants along
with a few administrative officials of
the temple start out to collect water
and return to the temple in a proces-
sion, to the accompaniment of music
(pipe and drum).
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When the temple is opulent, this

procession includes an elephant, on the
back of which the priest camrying the
water sits. When the procession returns
to the temple, the manegara will lead
the procession carrying a silver staff
(belli-kolu) and the sthanika will wave
the fly-whisk for the water-pots and
recite selected hymns in Sanskrit. An
attendant will hold the ceremonial
umbrella above the water-pots. The
main water-pot will be covered by a
cloth and decorated with flower-gar-
lands. The distribution of bali at the
subsidiary shrines in the temple-
premises also takes the form of a
procession of priests and attendants
(bali-yatra), when the drum (especially
dudduka) is the main musical instru-
ment. And in this procession, the
bali-icon is carried in a palanquin, or
by a priest in his hands or on his
head. And the bell is sounded by an
attendent-priest continuously.

The administration of the bath
(called ‘abhisheka’ or in Tamil tiruman-
jana) to the main deity or to a metallic
image specially meant for the purpose
(known as snapana-bera) everyday is
an elaborate ritual. If it is the metallic
icon, that is used, it is brought out
from its original seat which normally
is in close proximity to the main deity,
after an in-camera service (known as
antaranga-aradhana), and seated on a
platform (called in the Vishnu temples
‘snanasana’). Milk, curds, ghee, sugar,
honey (the five ingredients known as
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‘pafichamrta’), coconut-water and pure
water (suddhodaka, mixed with saffron,
kumkuma-kesari and camphor paccha-
karpura) are employed for giving the
bath one after the other in the same
order.

During this ritual, the priest standing
outside will recite selected Vedic hymns
(like purusha-sukta). Sometimes a gold-
en plate with a thousand holes will be
held on top of the icon, and water
poured into it will give the icon a
shower-bath (known as ‘sahasra-
dharabhisheka).

After the bath, the icon will be
removed to the seat (known as
‘alafikarasana’) and decorated with
flowers and ornaments, and draped
with fresh garments. Various presenta-
tions (like mirror, fly-whisk, fan,
umbrella, tambula and diverse recita-
tions) are made.

Then the icon gets transferred to
‘bhojyasana’, where food-offerings
(naivedya) are made. Finally, lights
(arati) are waved in front of the deities,
which sequence marks the climax of
the whole proceeding. All the while,
instrumetal music (pipes and drums)
will be going on. During the food-of-
fering and the waving of lights, the
big bell of the temple hung in the
main hall will be sounded (by the
temple-functionary called ‘golla’).

This is the principal and the most
colourful part of the worship-ritual
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occuring around noon, and usually a
concourse of devotees would watch
the proceeding from the main-hall
(maha-mandapa). Sacred water (tirtha),
sanctified food-offering (prasada) and
flowers taken from the decoration of
the main deity are distributed among
the people who have gathered on the
occasion.

Among the festivals in a temple,
the annual ‘rathotsava’ is the most
important one and also the most
spectacular. The event attracts large
crowds of devotees, and is more
socio-economic than religious in nature.
Every temple has its own fixed date
for this festival, which goes on for
several (usually ten) days. And much
in advance, the needed repairs to the
temple will be attended to, the temple-
cart (ratha) will be put in order and
built up elaborately and elegantly, the
vehicles of the deity (vahana) will be
got ready, provisions for the festival
as well as for the mass-feeding will be
collected, and invitations will be sent
out.

Also called Brahmotsva (for Brah-
ma, the creator is supposed to be the
chief participant in this festival), it is
classed under ‘necessary’ festivals
(nityotsava) to be gone through on
fixed days and on no account to be
missed or deferred. The festival that
continues for nine days is said to be
the best (daivika), as it makes for the
well-being of the country and the
people. It could, however, be a festival
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of seven (manusha), five (aindra) or
three (faiva) days; or it could be the
affair of a single day (brahma),
depending on the resources available
to the temple.

The festival formally begins by a
htual of sowing (ahkurarpana), the
erection of the ceremonial flag
(dhvajarohana), and the beating of the
big drum (bheri-tadana). The important
sequences are fire-sacrifice (homa, or
yagadhivasa), installation of festival-
divinities  (sthapana), distribution  of
food-offerings (bali- dana), several spe-
cial worship details (mahotsava) includ-
ing the decorated deity going round

the township or village on wvebhicle

(vahana) each day of the festival,
going in a procession on the last day
to a river or pond for ceremonial bath
(firtha-snana, snapana), and flower-
oblations (pushpa-yaga) on the return
to the temple, followed by the taking
down of the flag (dvajava-rohana).

The agama texts prescribe the ap-
propriate vehicles (vahanas) that must
carry wth processional deity on the
different days of the festivals. Tastefully
decorated vehicles (in wood or hollow
metal) employed in the temples of
some standing include ‘solar orb’ (ravi-
mandala), ‘lunar-orb’ (chandra-prabha),
lion (simha), peacock (mayura),
Hanuman (in Vishnu temples), Nandi
(in Siva temples), the wish-fulfilling
celestial tree (kalpa-vrksha), the sacred
mountain Meru, the flower-pavilion
(pushpa-mandapa), the chief of the
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serpants (Ananta or Sesha), palanquin
(siblkka or andolika) and the great
temple-cart (ratha or Brahma-ratha)
which is invariabaly the last in the
series, marking the climax of the
festival.

During this festival, the temple-cart,
attractively got-up, receives worship in
its own right, when the processional
image is seated in the central
enclosure; it is dragged along the
streets of the village or township by
a large number of devotees, who
consider it an act of merit to do so.
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On all the days of the festival, all the

devotees (pilgrims as well as the
residents) will be fed free in the
temple, irrespective of caste, creed,

social status and other considerations.

It is an occasion for all classes of
priests (the tantris, agamikas, purohitas,
archakas, sthanikas and paricharakas)
and all the administrative functinaries
(from Peshkar down to the cleaner) in
the temple to act in perfect under-
standing and unanimity,. It is also an
occasion when the community interacts
with the temple as an institution.
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Vaikkuntha-purumal temple, Kanchipuram
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Kailasa (cave No.16), Eliora
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Kailasa (cave No.16) South-porch, Ellora
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APPENDIX I

Sravana-Belgola

Sravana-belgola in Karnataka is a
popular tourist spot, especially for Jains
from all over India. Few places in the
country are so replete with romantic

memories of devout monarchs and -

valiant ascetics, pious generals and
heroic women. Nowhere else in the
world are to be found as many as
573 inscriptions in a single site, all
important and interesting. The present
celebrity of the place is no doubt due
to the magnificient monolith of the
early Jaina saint, Gommata, to be
found there. The statue is reputed to
be the tallest in the world. Even if the
claim is disputed, it is undoubtedly
unrivalled in the excellence of its
execution. Its artistic merit is obviously
supreme. However, the place was
celebrated even before this statue
appeared in 981 A.D.

The devout general, Chamunda-
raya, who was responsible for the
appearance of this statue there, came
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to that spot as a pilgrim. It was even
then celebrated as a sacred spot. Its
sanctity was recognized as early as the
third century before Christ. It was then
that the great monarch of Ujjaini,
Chandragupta, visited this place along
with a large entourage of ascetics and
pilgrims. The inscription that records
his visit also mentions that the party
travelled along an ‘ancient’ route
(arsha) from Ujjaini in the North to
Katavapra (or, in Kannada, Kalbappu),
as this place was called, in the South.
There must then have been a steady
flow of pilgim-population from the
northern regions to this town, even
before the third century B.C.

Sravana—be!gola (in Hassan district
in Karnataka) is now a complex of
three distinct units: a small town (or
rather a village) sandwiched between
two rocky hills. The town is the seat
of an old Jaina pontificate, and is
otherwise unimportant. Of the two hills,
the bigger one (3,250 feet a2bove sea
level) is topped by the monolith that
has now become world-renowned. But
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it is the smaller hill (lower than the
other by about 200 feet) that is not
only more interesting but historically
more important. It abounds in exquisite
monuments, twelve basadis (monastic
temples), the oldest of which is dated
750 A.D. It is this lower hill that was
regarded as the sacred spot during the
third century before Christ; it was here
that the visitng monarch of Ujjaini
resolved to reside and end his days.

This lower hill was known as
‘kata-vapra’ in Sanskrit, which may
have meant ‘the hill-slope, that is
suitable for passing away’. The Jaina
scriptures recommend voluntary death
of the aged or ill devotee by giving
up not only the normal pleasures of
life but even the necessities such as
food, shelter and clothing. This mode
of valiant death was styled as ‘“the
perfect abandonment of life” (sam-
nyasana) or as ‘‘the steady scraping
away of the edges of life” (sallekhana).
It was death by peaceful means, and
the attainment of unshakable peace by
death (samadhi). The suitability of this
hill for this mode of pious, peaceful
and perfect death must have been well
known in the community of Jaina
monks and laymen even in the north-
ern regions. It must have reached the
ears of the monarch of Ujjaini and
inspired his imagination. In an inscrip-
tion of 900 A.D., We are told that no
less than seven hundred ascetics had
shaken off their mortal coils on this
hill. There are ninety inscriptions here
that record such deaths as religious
acts of merit.

216

The monarch of Ujjaini (probably
Chandraputa II, son of Samudragupta
of the Gupta lineage who was the
grandfather of the great Asoka) be-
came an ascetic in his declining years,
having installed his son Simhasena on
the throne. Accompanied by the en-
lightened saint, ‘Smta—kevalin’
Bhadrabahu (probably Bhandrabahu Il
in the lineage from Mahavira) and
12,000 of his ascetic-disciples, he left
Ujjaini and arrived in Katavapra (or
Kalbappu in old Kannada), which was
within the confines of the kingdom of
Kakutstha-varma, his father-in-law. The
exact year of his amival cannot be
ascertained, but his death on this hill,
twelve years later, has been assigned
to 298 B.C.

Besides an inscription that narrates
the details of this event, there are
literary works that reflect folk-memory
enshrined in myths that tell us about
the circumstances of the monarch’s
journey to  this place (like
Chidananada’s Munivarn$abhyudaya). It
would appear that the monarch once
dreamt sixteen dreams of enigmatic
import. The last of these dreams
projected a dragon with twelve heads
of temifying aspect. The holy sage
Bhadrabahu interpreted these dreams
as predictive of the extreme conditions
of famine that would devastate the
northern regions for twelve years.
Aghast at the prospect, and recognizing-
that peity would be damaged under
such conditions, the monarch resolved
to leave the kingdom and move on
to the South, beyond the reaches of
this impending calamity. The Jaina
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ascetics who feared that it would be
impossible to persevere in their devo-
tions during the days of the famine,
decided to accompany the monarch
who had now become an ascetic
himself. The head of the religious
community those days was
Bhadrabahu, and he offered to lead
the party of pilgrims in their long and
arduous journey.

The party arrived on the lower hill
in due course. Bhadrabahu was at-
tracted by the peace that reigned in
the place, and was charmed by the
great beauty of nature that abounded
there. He resolved to settle down there
for a quiet contemplative life. The
monarch too decided to stay there,
serving the holy man. They sent the
motley crowd of pilgrim-devotees fur-
ther south, to more prosperous regions.
Eventually Bhadrabahu died in the
cave in which he resided (the cave is
shown even today),and the monarch
continued to live there worshipping
the imprint of feet of the holy sage
(which also are shown even now). A
temple was later built right on top of
the hill, to commemmorate the devo-
tions of this monarch; the shrine is
now known as Chandragupta-basadi.

This is one of the oldest monuments -

in the area.

This is how the lower hill, already
celebrated, achieved a greater celebrity.
The hill is now known as ‘Chandra-
gir’, after the monarch, but inscriptions
prefer to refer to the hill as Kalbappu,
Tirtha-giri(“‘the sacred hill’’), Rishigiri
(“the hill of the ascetics’’) and Samad-
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hi-gudda (‘“The hillock of death leading
to peace”’). The first mention of the
hill as Chandra-giri is to be found in
a literary work, Chindananda’s
Munivamsabhyudaya, composed
around 1680 A.D.

The other hill,. on which the colus-
sus stands, is known as Vindhya-giri.
The origin of the name is uncertain,
but it may refer to its magnitude. It
is also called Jina-giri, because of the
monolithic statue of the saintly-victor
(Jina), Gommata. The township be-
tween the hills is dominated by a large
pond, which in fact has given the
name for the place. Belgola in Kan-
nada means ‘white lake’, and we find
this name mentioned as early as 995
A.D. in an inscription. White symbolizes
purity, and the pond serving the needs
of the pious population on the lower
hil. was naturally regarded as
meritorious. Another inscription of 1123
AD. refers to it more respectully as
“Sﬁ-Be!go_la”, and the enhancement in
popular adoration is reflected in an
inscription dated. 1195 A.D. which
chooses to style it ‘Srimad-belgola-
firtha’. Because of the residence of
ascetics (Sramanas) around it, the pond
and the town on its banks came to
be known around 1600 as ‘Sramar}a—
Belgola’. ‘Sravana’ is the later change
that was occasioned by usage. The
name now covers not only the town
and the tank, but the two hills also.

The Monolith

The larger hill “Vindhya-giri”’, is
more open, more rocky and more
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prominent. There are about six
hundred steps rudely carved on the
rocky surface to take us upto a height
of 470 feet. There is an elegant but
simple archway under which we should
pass and commence our ascent of the
hill. The steps stop the sixteen- foot,
equisitely carved, stone pillar, known
as ‘Tvagada-Brahma, Brahma of
abandonment’; the expression ‘tyaga’,
which literally means ‘giving up’ is
usually taken to signify gifts, and
traditionally gifts were offered here to
the needy) Chamundaraya is said to
have sat here and distributed gifts.

A stairway, built around 1130 A.D.,
leads the pilgrim to the monolithic
doorway (carved in a single boulder),
said to be the work carried out under
instructions from Chamunda-raya him-
self, who was responsible for the
Gommata colossus. This doorway,
called ‘Akhanda-bagilu’ (describling its
monolithic nature) is adorned by a
Lakshmi panel on its lintel. On entering
through this doowway, one arrives at
the large granite pavilion. The mag-
nificent enclosing wall (called in Kan-
nada ‘Suttalaya’) which was built by
Ganga-raja, the Hoysala general, in
1117 A.D., admits the devotee into

the inner courtyard to gaze with
astonishment at the  marvellous
monolith.

It is impossible to describe this
grand statue in words, to photograph
it correctly and in full, without distor-
tions, or to measure its height accurate-
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ly. Several attempts have been made
to measure precisely the height and
proportions of this monolith. The ear-
liest in recent years was the one
commissioned by the Duke of Wel-
lington as Col. A. Wellesley in 1800.
The height of the colossus was then
estimated to be 60 feet and three
inches. But Dr. Buchanan, who had
the statue measured independently
about the same time found it to be
70 feet and three inches tall. Mr. J.D.
Legge fo the Public Works Department
of the Government arranged for its
measurement a little later, and dis-
covered the. height to be seventy-one
feet!

On the New Year Day of 1865,
the Amildar of the area (Chan-
narayapatna) got the statue measured,
under instructions from the Commis-
sioner in Mysore, Bowring: his figure
was fifty-seven feet. According to the
estimate of the historian and ar-
chaeologist, Lewis Rice, the height of
the colossus is fifty-eight feet. One fails
to understand how there could be such
a wide variance in the measurement.

The pedestal on which the colossus
stands is shaped like an open lotus.
The sculptor has provided a clue to
the height of the image by engraving
on the pedestal near the left foot a
scale measuring three feet and four
inches. Probably this was the conven-
tional length of the bow (dhanus)
employed by architects and sculptors
during those days, aithough the bow-
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length altered slightly later. Multiplied
by eighteen, the total height of the
figure would be sixty feet. And this
may be the correct estimate.

Parts of the colossus have also been
subjected to some measurement:

From the top of the head to the
lower tip of the ears:6’6”

Height of the neck: 2’
From the lower tip of the ears to
~arm-pits: 7’
From the lower tip of the ears to
the waist: 21’
Breadth of the waist: 10’
Breadth of the shoulders: 26’
Breadth of the lower abdomen: 13’

Half the circumference of the thigh:
10°

Breadth of the foot: 4'6”

Length of the big toe: 2’9"

Length of the fore-finger: 3’6"

Length of the middle-finger: 5’3"

Length of the ring-finger: 47"

Length of the little-finger:2’8”

There are some Samskrit verses, like
Sﬁntara_ja-par_ldit’s sixteen verses com-
posed in 1820, which orovide us with
measurements in local units such as
cubit nola, 18 to 22 inches): From
head to foot 36 1/2 c. from the navel
ot te feet 20 c, length of the ear 2

c., from ezr to ear 8 c., height of the
neck 13/4 c., circumference of the
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neck 103/4 c, spread of the shoulders
16 c., around the waist 20 c., The
total height of the statue is given as
thirteen ‘man-lengths’.

The colossus has been carved out
of an immense boulder that stood on
top of the hill. The stone is granite,
finely grained and light-grey in colour.
The colossus can be compared only
with the stone statues of Rameses in
the vicinity of the pyramids in Egypt.
But our colossus is undoubtedly larger
than any of them. And the standing
colossus leaves on the mind of the
onlooker an impression that is impos-
sible for the crouching Rameses to
evoke. The Gommata colossus stand-
ing upright on the eminece of the hill
is majestic and awe-inspiring, especially
as the surrounding stretch of land is
wide and plain . The figure can be
seen above the waist for miles around.

The monolith, facing north, is
carved in the round above the thighs.
The thighs and legs are carved in bold
relief against the mass of the support-
ing rock, skillfully shaped as ant-hills
with serpents emerging from their
orifices here and there. As Fergusson
remarks: “He is the ideal ascetic who
stood in meditation ftill the anthills
arose at his feet and creeping plants
around his limbs”’. Entwining his thighs
and arms are the madhavi creepers
(Gaertnara racemosa, Kadugulagafiji in
Kannada) with berries or flowers rep-
resented with consummate skill and
realism.
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The statue of the ascetic standing
in the conventional Kayotsarga
(pratima-yoga) posture, erect, unbend-
ing and dignified, is dominated by the
serene face, which is a grand work of
art in itelf, on which a slight simle is
dexterously introduced. The saint is
utterly nude, the arms are at the sides
hanging down straight but without a
suggestion of stiffnes.. The shoulders
are broad and massive, and the head
that rises above these squarish
shoulders assumes a remarkable gran-
deur. The finely carved head is sur-
mounted by a flat crown of hair in
short conventional ringlets, ornately
and delicately worked.

The anatomical delineation of the
statue is perfect, and even the quality
of the flesh can be seen through the
stone medium. Standing in the open
for a thousand years, exposed to all
the vagaries of the treacherous
weather, and altogether uncovered, the
freshness of the monolith is remark-
able; it looks like a work just com-
pleted. The chiselled surface of the
rock has not been darkened or dis-

coloured by continuous and complete

- exposure to the climate. The secret of
this freshness is intriguing; what treat-
ment was probably given to the statue
after the sculptor completed it, we are
unable to guess.

“So still the sky-clad figure stands;
as indifferent to the passing of cen-
turies and of dynasties; to the adora-
tion and the pleadings of the millions
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upon millions who have worshipped at
his feet”

The Poet’s Praise

The first poet who attempted to
capture the grandeur of the statue in
well-chosen words was Boppana-pan-
dita, who lived around 1180 A.D. in
the close vicinity of the monolith. His
poem, known as ‘Gommata-stuti
(‘Praise of Gommata’), has been in-
scribed on a stone-slab near the main
door-way; it is listed among inscriptions
(No. 234). The poem has 32 stanzas,
of which 27 relate to the main
subject-matter; hence it belongs to a
class of poems styled ‘The garland of
stars’ (nakshatra-malika). Another of his
poems belongs to the same class,
although the theme here is entirely
philosophical and didactic  (Nirvana-
Lakshmipati).

Not much is known about this poet,
apart from the ftitles that he had;
‘Sujanottarnsa’,  ‘Sukavi-samaja-nuta’,
‘Vidya-jita-vijina’ and ‘Viada-kirt’- all
of which suggest the great esteem in
which he was held in literary circles.
The poem in praise of Gommata
narrates briefly the life-story of Gom-
mata and the meritorious undertaking
of Chamunda-raya, who got this statue
carved, and whose name was Gom-
mata. . The poet also describes an
anointment- ceremony (mastaka-ab-
hisheka) of this monolith, as he wit-
nessed it.
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The best part of the poem, how-
ever, is devoted to a description of
the colossus. Two stanzas, in par-
ticular, illustrate fine poetic imagination;
one of them is a master-piece:

easaong) S03RBATNRTTT AT
ﬂodoﬁrd@gsﬁsm 3 PoTode
ToIRR TZSBede mmﬁ@a&éﬁmo
T3 TPOWOBERN DR ISTOT00
3ZY RTereo X ézo@az:sa’m
mmascgc &a@cmwm&fagﬁmo

A translation of this stanza made
by Constance E. Parsons in 1931 is
as follows:

“When an image is lofty it may not
have beauty; when possessed of
beauty it may not have supernatural
power. Loftiness, real beauty, and
mighty supernatural power being all
united here, how worthy of worship in
the glorious form, comparable only to
itself, of Gomatesvara!”

The poet highlights the artistic ex-
cellence of the sculptural work. “The
celestial craftsman, Maya, attempts to
draw a likeness of this colossus and
fails, the thousand-eyed chieftain of the
gods; Indra, attempts to have a full
view of this colossus, and fails. The
earth-supporting dragon, Sesha, tries to
sing the praise of this splendid image,
with its two thousand tongues, and
fails!”

“The birds do not fly over this
colossus even inadvertantly: such is the
reverence in which Gommata is held
even by the winged ones!”
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“The house of this colossus is
unique. The foundation is the world
of dragons, the floor is the wide
expanse of this earth; the heavenly
firmament is the roof over his head,
and the stars are the chandeliers hung
from its ceiling; the four quarters are
the four walls!”

The great colossus is worthy of the
mighty Gommata. He is no ordinary
mortal. “In  beauty, he is imcom-
parable, cupid himself. In valour, he
is peerless; he conquered the emperor
of the realm, the possessor of the
invincible magical discus (chakra). As
for his generosity, he gifted away the
entire earth that was his. And his
asceticism is remarkable: he got as gift
only the land covered by his feet as
he stood still in comtemplative posture.
And he offered to accommodate others
in this small space that was his; He
is the hero that cut asunder the snares
of Karma and stood utterly free”

BRTICATH DR Zr3us,
330008 BBRRWIRDS AR
VI[N 3WFS  BoT[e
22,0008 903A0ZrPdowsnAs Wil
DBWBERF LTI
LRTRVESITIERTIZR AL

The poet paints here a splendid
portrait of Gommata, whose vision
inspired the sculptor who carved this
colossus as well as Chamunda-raya
who caused it to be carved. The poet
is charmed by the guileless ‘smile that
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dances around the lips of this royal
ascetic. He smiles at the arrogance of
man who does not recognize the
impermanence of all things, and the
anxiety of monarchs to rule and
conquer the kingdoms that are fleeting.
Did he not have a wvast kingdom,
which he willingly relinquished? He is
now tranquil and free! This is the
secret of his superior smile. It is not
a smile of derision; it is the smile of
compassion for the suffering humanity.
The colossus is a living message of
virtuous living and spiritual eminence.

The poet is a scholar, a devotee,
a master of expression and a man of
fine feelings. The poem, despite its
brevity, is in the nature of an epic, at
once romantic and didactic. It is the
earliest extant poem in praise of
Bahubali who is referred to as Gommata.

The exact significance of the expres-
sion ‘Gommata’ has remained some-
thing of a mystery. Boppana’s poem
provides the first literary usage of this
name which has stuck to the colossus,
and indeed to all the monolith statues
in imitation of it. It would appear from -
this poem that ‘Gommata’ means
‘handsome, like cupid’, and that this
was another name of Chamunda-raya
who acommissioned this colossus. It
may also be noted that a later poet
Ananta-kavi (around 1780 A.D.)
describes Chamunda-raya as hand-
some like cupid (Belgolada-Gommates-
wara-charite, 1.44 ¥3= ZITAT
LRDTVOTZTICIS.
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The conjecture is reinforced by the
tittle of the work (Gommata-sara) that
the teacher Nemichandra Siddhanta-
chakravarti prepared for his disciple,
Chamunda-raya. This work is in the
nature ‘of a summary of the Dhavala
corpus of the Digambara sect, and is
alternately called Pancha-Sangraha.

The Patron’s Personality

While we do not know the name
of the sculptor who carved this colos-
sus, we know for certain the patron
who commissioned it. That Chamun-
da-raya caused it to be carved has
been inscribed on the rock near the
right foot of the colossus in Marathi,
Tamil and Kannada. The identity of
this Chamunda-raya is ascertained by
another inscription dated 1180 (Inscrip-
tion No. 234). He is described here
as the minister of king Rachamalla,
“the moon of the Ganga race”, and
also as matchless in valour and splen-
dour.

@m@@a@a&a
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We gather from other inscriptions
(Nos. 235, 281, etc.) that Chamunda-
raya belonged to the ‘Brahma-Kshatra’
sect, that his parents were
Mahabalayya andf Kalala-devi and that
he served as the general and minister
of the three Ganga kings, Mara-simha
I (961-974 A.D.) and his son Racha-
malla IV (Satya-vakya, 974-977 A.D.),
and his son Rakkasa-ganga (977-984
A.D.). He fought many battles for his
masters and distinguished himself as a
valiant conqueror. He bore the titles
‘Vira-martanda’, ‘Ranaranga-simha’ and
‘Samara-Parasurama’.

He was also deeply religious and
learned in the Jaina lore: he had the
scholarly title ‘Sarhyaktva-chintamani’.
He was a student of the renowned
Jaina saints, Ajita-Sena Bhattaraka and
Nemichandra  Siddhanta-Chakravarti.
He was the author of a hagiological
work, entilted  Tri-shashti-lakshana-
purana, in Kannada (978 A.D.), and
another work in Sanskrit called
Charitra-sara. He was a patron of great
poets like Ranna and Nagavarma; he
was known as ‘Kavi-jana-$ekhara’.

The Ganga kings, whom Chamun-
da-raya served, were Jains by persua-
tion, the dynasty having been founded

by Konguni-varma (Madhava, Jaya-
bhushana) in the second or third

century AD. at the instance of his
religious mentor Simha-nandi. Among
the titles that the kings of this dynasty
bore was ‘Lord of the hill Kalbappu’
(‘Kalbappu-girigaladhipati’). But the first
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Ganga monarch who came into contact
with Sravana-belgola was Siva-mara II,
son of Sri-purusha, as we learn from
an inscription dated 810 A.D. Sravana-
belgola rose into celebrity about this
time, and we learn that during 904
A.D. there was in this place a Jaina
ascetic of some renown, Varamati-
sagara-pandita-bhattaraka by name.

It is not known how Chamunda-
raya became involved with Sravana-
belgola, for his headquarters appears
to have been southern Madhurai.
There is, of course, a legend to explain
this. His mother, Kalala Devi, who was
a great devotee of Jaina-puranas learnt
during one of the purana-reading ses-
sions about the image of Bahubali that
his brother Bharata had got set up in
Paudanapura (where Bahubali ruled
before he became an ascetic). She
longed to visit this sacred place and
have a look at Bahubali’s statue which
was reputed to be 525 bow-lengths
tal. Chamunda-raya set out with his
mother, teachers and a small retinue
to discover Paudanapura, which had
by then become lost in jungles. On
their way, they came to Kalbappu
(Sravana-belgola), which was even
then a renowned pilgrim-spot, and
made a halt on the lower hill, hallowed
by the memory of Bhadrabahu and
Chandragupta.

There were then no buildings on
this hill. There was only the cave in
which the saint Bhadrabahu had lived
and died, and there were the sage's
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foot-prints that Chadragupta had wor-
shipped. The party of pilgrims settled
down in the vicinity of the cave for
the night. Chamunda-raya had a
dream that night, in which his guar-
dian-spirit Padmavati-yakshini appeared
and dissuaded him from proceeding to
Paudanapura, which was difficult of
access. She revealed to him that there
was an image of Bahubali on the other
hill across, set up in very ancient times
by Rama himself as an exact replica
of the Paudanapura colossus. The
guardian-goddess suggested to
Chamunda-raya that he should stand
on a rock near Bhadrabahu’s cave and
shoot an arrow in the southern direc-
tion at the tall boulder on top of the
other hill. A similar dream occured to
his mother also.

Chamunda-raya and the party of
pilgrims were camping on what is now
known as Chandragiri. The boulder at
which he was directed to shoot was
on the hill now known as Vindhyagiri.
It was a dense jungle, impenetrable
and temifying, Kushmanda-aranya by
name. The rock on the lower hill on
which Chamunda-raya stood and took
aim is called ‘Chamunda-raya’s rock’,
on which there came to be in later
days a few relief sculptures and some
inscriptions. When Chamunda-raya’s
golden arrow struck the boulder on the
other hill, Bahubali’'s image was at
once revealed.

Chamunda-raya and the party got
‘the jungle cleared and made their way
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to the colossus, which they worshipped
with sentiments mixed with
astonishment. The dream of Chamun-
da-raya was realized, and the desire
of his mother was thus fulfilled.
Another version of the legend,
preserved in Pafichabana’s Bhujabali-
charite (about 1614 A.D.) makes a
wandering Jaina ascetic Jinasena by
name the source of information about
the Paudanapura colossus to Chamun-
da- raya’s mother. According to this
poem, it was only the head of
Bahubali that was uncovered when
Chamunda-raya’s arrow struck it; when
the party reached the spot, the precep-
tor of Chamunda-raya struck the
boulder alround with a golden ham-
mer, and the perfectly carved statue
manifested itself.

Pafichabana’s poem gives another
interesting account which  speaks
volumes about Chamunda-raya’s per-
sonality. When the stone statue was
thus uncovered and sighted, Chamun-
da-raya ordered arrangements for
anointment ceremony (mastakab-
hisheka) for the colossus as part of
the procedure of formal installation.
Hundreds of pots filled with milk were
poured over the head of the colossus
at the bidding of Chamunda-raya, but
the milk would not touch the holy feet
of the colossus. There was a general
consternation and despair, for unless
the feet are washed the ceremony of
installation would not be complete.

They discovered an old woman in
the crowd of devotees that had
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thronged to witness the celebration.
She was carrying in her hands a little
milk in the cup of an egg-gruit
(aubergine, of the brinjal variety, gulla-
kayi in Kannada) to be poured over
the head of the colossus. But who
would bother about this tiny drop of
milk when several hundreds of large
pots of mik were got ready by
Chamunda-raya? When, however, they
found that the anointment could not
be completed éven after repeated
attempts, they thought of the old
woman with her egg-fruit shell filled
with milk. When this little milk was
.poured over the head of the colossus,
the milk at once streamed down and
swept the feet!

Chamunda-raya realized that his
devotion was marred by pride and
arrogance; he had been so supremely
confident of his high status and un-
bounded wealth to win the grace of
Bahubali, that his piety was not as
sincere and as intense as that of the
poor old woman. He learnt his lesson
and became humble, and bowed
before her in gratitude. He caused an
image of her to be carved in stone
and erected in the immediate neigh-
bourhood of the colossus.

We find in the interior enclosure
this splendid statue, measuring five feet
in height, of the woman with the
egg-fruit shell (known as Gullakayi) in
her hand, gazing at the feet of the
colossus. And nowhere on the hill do
we find an image of Chamunda-raya
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himself, whose zeal it was that un-
covered the colossus. The eligibility for
such lasting association with the world-
honoured Bahubali rests not on glory
in the battle-field nor on splendour in
life, but upon innocent devotion. The
poor old woman had it, while the great
general and minister had to learn from
her this lesson.

We are also told that the precise
spot on which this old woman stood
and watched the anointment was also
commemmorated. -To the left as you
enter the present door-way to the
interior enclosure is shown a small
(about a foot high) rudely carved figure
of a woman(“dumpy litle old
woman”) which is identified as Gulla-
kayi-ajji. Indeed the door-way too is
always covered by turmeric powder
and flowers by the devotees that come
to see the colossus.

‘The Story of the Mighty Ascetic

Bahubali, who became celebrated as
Gommata, was the second son of the
first emperor of the world, Puru-deva,
who in later years turned an ascetic
and became the first tirthankara (the
saint who shows for the suffering
mortals the ford across the terrible river
of worldly life). Bahubali’s story is told
in  Kavi-parameshthi’'s - Maha-purana,
Jinasena’s Purva-purana, (9th century
AD.), Pampa’s Adi-purana and Rat-
nakara-varni’s Bharatesha-vaibhava.
Chamunda-raya’s own work Tri-shasti-
lakshana-mahapurana), which  deals
with the legendary lives of the sixty-
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three eminent personages (tirthankaras,
chakravartis, baladeva-vasudeva-
prativasudevas), also contains an ac-
count of Bahubali's career.

Purudeva (otherwise called Rshab-
ha-deva), the first emperor of India,
was ruling from his capital at Ayodhya.
He was the mightiest, wealthiest and
most glorious monarch. He had two
sons, Bharata from his senior queen
Sumangala, Bahubali from the junior
queen, §unand5.

Both of them were well educated
and trained in administration. The
monarch, while high on the tide of
worldly enjoyment, witnessed the sud-
den death of his favourite court-dancer,
Nilaftjana, and developed a disguest
for worldly life. He divided his empire
between his two sons and became an
ascetic. He was later hailed as a jina,
victor over the snares of mundane life;
he was the first of the twenty-four
irthankaras (‘ford-makers’) in this
phase of time. '

Purudeva was monarch over the
entire subcontinent. When the territory
was divided between Bharata and
Bahubali, the northern division with
Ayodhya (now in Uttar Pradesh) as
capaital became Bharata’s while the
southern  region with Paudanapura
(now Bodan in Andhra Pradesh) as
capital became Bahubali’s. Another
version of the legend says that the
entire kingdom of Purudeva went to
Bharata who was the elder son, and
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that Bahubali remained in Ayodhya as
prince.

Bharata, when he became the
emperor of Ayodhya, came into pos-
session of a strange and powerful
weapon, chakra-ratna, a discus that
kept on whirling by itself in the
presence of the emperor, making him
invincible. Wherever he went, the
discus went ahead of him, guarding
him and attacking his opponents. But
it would stop whenever there was the
likelihood of a successful challenge to
Bharata’s claims. The possession of this
mighty weapon made Bharata not only
arrogant and haughty but greedy and
capricious. He set out to conquer the
entire continent and assert his suzerain-
ty over all the rulers in the land.
During his expedition, all the rulers at
once submitted to him, for fear of the
terrible discus that arrived ahead of
him.

He came down South during his
grand march and reached Paudanapu-
ra. The speed of the discus slowed
dowrt. A wicked desire to subjugate
his own brother entered his heart, and
he sent words to Bahubali that he
should meet the emperor like a sub-
ordinate ruler. Bahubali, who loved his
brother, nevertheless refused to meet
his brother like a vassal. The indignant
Bharata directed his retinue to attack
his brother's palace, and rode to the
gates fo the palace along with the
awful discus.

Curiously, however, the discus
stopped whiring as it neared the
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palace and refused to forge ahead.
Thereupon, Bharata challenged
Bahubali for a confrontation on the
battle-field. No less valiant, Bahubali
accepted and fought. The armies strug-
gled, and the army of the emperor
Bharata was worsted. In utter indigna-
tion Bharata invited Bahubali for a
duel. Bharata’s weapons were broken
and blunted. They wrestled, and
Bahubali emerged victorious. Bharata
was completely defeated and was
covered with shame. Bahubali thus
became the lord of the entire continent
and Bharata was at his mercy.

But the episode disgusted Bahubali.
Should fond brothers fight with each
other for a handful of dust that the
empire really is? Of what avail is all
the splendour of royalty if affection is
destroyed under the weight of passion
and avarice? Smitten by deep remorse,
Bahubali regarded his victory as a
sinful deed. Is it not an act of
impropriety to fight with an elder
brother? He resolved to renounce the
world then and there, retire to the
solitude of the jungle, and engage
himself in extreme austerities to expiate
this error. His words in Pampa’s
Adi-purana were:

OTFOAR IR Lo-

TOROBT0 éﬁg BacEzme 3TZHAY
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“Elder brother, 1 have behaved with
you outlandishly; great is my transgres-
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sion ! [ shall undo. this sin by

penance!”

He at once restores the sovereignty-
of the realm to his brother, gives him
also his own kingdom, renounces the
world, throws away his garments and
repairs to the jungle. He begs of his
brother who is now the lord of the
entire continent, enough land for him
to stand in the conventional meditative
posture (known as kayotsaraga or
pratima-yoga), suitable for the ultimate
penance. He eventually accomplished
his objective and becomes a Jina.

In the meantime, there is a change
of heart in Bharata too. He is im-
pressed by the spiritual maturity of his
brother, and while ruling the realm that
was entrusted to him, he becomes a
devotee of Bahubali When Bahubali
attained the status of Kevalin, he got
an image of his made in gold, and
installed it on the spot where he
performed his austerities. The spot was
in the jungle in the vicinity of
Paudanapura. The jungle was infested
with a species of snakes that had
bodies of fowls (kukkuta- sarpa), and
they moved freely over the body of
Bahubali who stood still in meditation.

. The ascetic came to be known as the

‘master of these fowl-serpents’ (Kuk-
kutesvara).

The statue that Bharata erected in
memory of Bahubali was 525 bow-
lengths; it was a remarkable colossus,
a wonder of the world, and people
from all over the continent thronged
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to see it But in due course,
Paudanapura fell on evil days; it was
deserted and the spot where the
golden colossus stood was covered by
a thick jungle. Wild animals made the
jungle their haunt, and the presence
of the statue was forgotten by the
people, who could no longer approach
it The golden statue of Bahubali
became merely legendary.

Chamunda-raya’s mother  heard
about it from an exponent of Purana.
Another version makes the preceptor
of Chamunda-raya, Ajita-sena, the
source of this information. In any case,
she was bent on visiting Paudanapura,
which had even then become inacces-
sible. Her desire was fulfilled by the
image of the same saint that her son
got carved on Vindhya-giri, as already
narrated.

Consecration of the Colossus

The date on which Chamunda-raya
got Gommata’s image installed and
consecrated has been a matter of some
controversy. There is a Sanskrit verse
(Epigraphica Camatika, Vol. 2, 2, 3)
which gives some nparticulars of the
~ time of consecration
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The Kannada version of this refer-
ence is to be found in Ananta-kavi's
Belgola-Gommatesvara-charite (about
1780 A.D.). According to this reckon-
ing, the Gommata image was installed
on Sunday the fifth day of the bright
half of the Chaitra month during the
Vibhava year corresponding to Kali
600; the precise moment was the
Saubhagya-yoga, when there was the
constellation of Mrigasira and the lagna
was Kumbha. The year in this verse
would correspond to 968 A.D. But the
work ascribed to Chamunda- raya,
Trishasti-lakshana-mahapurana, which
was composed in the year 978 A.D.,
does not mention the Gommata colos-
sus at all, although there are many
particulars given about the author. 1t
is obvious then that the colossus had
not taken shape by 978 A.D. How-
ever, the poet Ranna, whom Chamun-
da-raya patronized, wrote around 998
AD. Ajita-tithankara-purana for the

generous Attimabbe who had seen the

Gommata colossus. The poet has
inscribed his own name on a rock near
the colossus, which by then had
obviously taken shape.

%

The celebrated scholar, Manjeswara
Govinda Pai has calculated the exact
date of the consecration of the colos-
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sus: the thirteenth day of March 981
A.D. However, there are other dates
suggested by scholars. Dr. S. Srikantha
Sastri pushes the date back to 907
A.D,, while C. Hayavadana Rao brings
it forward to 983 AD. Dr. R. Sama
Sastri has worked out the date to
correspond to the third day of March
1028! The date suggested by Govinda
Pai appears to be most reliable. The
last king whom Chamunda-raya served
was Rakkasa-ganga whose reign closed
in 984 AD. And it is recorded that
the Ganga king who was pleased with
the achievement of his minister and
general in getting the colossus installed,
honoured him with the title Raya.

An important and interesting ritual
in connection with the consecration of
the colossus was the ‘head-anointment’
(mastaka- abhisheka). Chamunda-raya
got it performed, and an account of
it has already been given. Bathing the
entire colossus is obviously a difficult
undertaking requiring an elaborate ar-
rangement and entailing great expense,
and could not be gone through fre-
quently. What is done daily as part of
the worship ritual is only to wash the
feet of the colossus. Therefore, the
occasion of this  head-anointing
ceremony has been regarded as
memorable and most meritorious.

It is said to be performed once in
twelve years. But since the installation,
there have been only about twenty
such occasions on record! The first
mention of this ceremony occurs in an
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inscription of 1398 A.D. (No. 254). It
is said here that some Panditarya
(probably the head of the Jaina pon-
tificate in Sravana-belgola) got the
ritual conducted seven times.

The next inscription (No. 231) that
mentions the ‘great bath’ (mahab-
hisheka) is dated 1500 A.D. There are
also details about the materials required
for the ‘great bath’ and the expenses
the ceremony ‘entails. That the
ceremonial bath was given to the
colossus in 1612 A.D. (or 1614, but
the date actually given is Monday
when there was full moon in the
Chaitra month of the Paridhavi year,
Saka 1540) at the instance of some
guru Santa-varni, has been mentioned
in Panhchabana-kavi's Bhujabali-charite
(23, 106). This work refers to the ritual
as ‘worship of the head’, (‘mastaka-
puje’) of ‘Aruha-Gommata- Jinesvara’.

We are told that during the reign
of Dodda-Devaraja-Wodeyar in Mysore
there was an anointment ritual to the
Gommata colossus in 1659 A.D.
prompted by the pontiffs of Kolhapura,
Jina-kanchi and Penugonde Jaina
monastic centres. - The king also got
the shrines renovated for the occasion,
and donated the Madane village with
an annual income of one thousand
pagodas to meet the expenses of daily
worship of the colossus.

Ananta-kavi's  ‘Belgola-Gommates-

wara-charite’ (about 1780 A.D.) men-
tions two of such occasions; one in
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1677 at the instance of the minister
Vidalaksha-Pandita in the court of the
Mysore ruler Chikka-Devaraja-Wodeyar
(Phalguna month of the Nala vyear,
Saka 1600), and another in 1767 A.D.
at the instance of one Santayya
(Phalguna month of the Durmukhi
year, Saka 1701). lt appears that
Krishnaraja Wodeyar 1II got the ritual
performed at a great expense in
1825. So we learn from Santaraja
Pandita’s Sarasa-jana-chintamani.

The strange incident of the donor
of the ‘great bath’ dying on the very
day the ritual was scheduled to take
place, occured in 1827. An inscription
(No. 223) mentions that the donor who
died was a descendent of Chamunda-
raya and an officer in the ‘Kandachara-
savari division of the Mysore court,
Bhakshi Deva-raje Arasu by name. A
trust of a hundred Varahas was created
to offer special worship to the feet of
the colossus in his memory.

~N

There are references to the ritual
having taken place in the years 1800,
1871, 1887, 1900, 1910, 1925, 1940,
1953 and 1967 March.

An interesting account of the ritual
that was conducted in the year 1887
appeared in the Harvest Field for May
1887. It is reported that the ceremony
costed Rs. 30,000 to the Svami of the
Kolhapur Jain matha, Lakshmi-sena
Bhattaraka, at whose instance it was
performed. The account as extracted
by the Mysore Gazetteer, (Vol. V, pp.
1052-1053) is:
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“The 14th March last was the day
of anointing for the statue of Gom-
mateswara. It was a great day, in
anticipation of which 20,000 pilgrims
gathered there from all parts of India.
There were Bengalis there, Gujaratis
also, and Tamil people in great num-
bers. Some arrived a full month before
the time and the stream continued to
flow until the afternoon of the day of
the great festival. For a whole month
there was daily worship in all the
temples and Pada-puja or worship of
the feet of the great idol besides.

On the great day, the 14th, the
people began to ascend the hill even
before dawn in the hope of securing
good places from which to see every-
thing. Among them were large num-
bers of women and girs in very bright
attire, carrying with them brass or
carthern pots. By 10 O clock all
available space in the temple enclosure
was filled.

Opposite the idol an area of 40
square feet was strewed with bright
yellow paddy, on which were placed,
1,000 gaily painted earthern pots, filled
with sacred water, covered with
cocoanuts and adorned with mango
leaves. Above the image was scaffold-
ing, on which stood several priests,
each having at hand pots filled with
ghee, milk and such like things.

At a signal from the Kolhapaur
Svami, the master of ceremonies, the
contents of these vessels were poured
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simultaneously over the head of the
idol. There was a sort of preliminary
bath, but the grand bath took place
at- 2 O clock. Amid the horrible
dissonance of many instruments the
thousand pots already mentioned were
lifted as if by magic from the reserved
area to the scaffolding and all their
contents poured over the image, the
priests meanwhile chanting texts from
the sacred books.

Evidently the people were much
impressed. There were mingled cries
of ‘Jai Jai Maharaja’ and ‘Ahaha,
ahaha’, the distinctive exclamations of
Northern and Southern Indians to mark
their wonder and approval.

In the final anointing, fifteen dif-
ferent substances were used, namely
water, cocoa-nut meal, plantains, jag-
gery, ghee, sugar, almonds, dates,
poppy seeds, milk, curds, sandal, gold
flowers, silver flowers, and silver coin.
With the gold and silver flowers there
were mixed nine varieties of precious
gems; and silver coin to the amount
of Rs. 500/- completed the offering”

Inspired by this Colossus

There have been several other
colossi in the country, inspired by the
Sravana-belgola model. Gommata is
especially a southern image, probably
because the seat of Bahubali's rule
was Paudanapura in the South. He is
a favourite divinity for the Jains of
Karnataka, although his celebrity has
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spread all over the country. And it is
usual for the Bahubali images to be
of gigantic proportions, probably after
the legendary Paudanapura statue
caused to be erected by Bharata. We
find even in the Badami sculptures
statues of Bahubali tending to be
colossi. The size is symbolic of the
spiritual height to which Bahubali grew.

Inspired by Chamunda-raya’s ac-
complishment, - Vira-pandya, the
Bhairava king, got a colossus of
Gommata erected on the hill in
Karkala (West coast) in 1431-32 A.D.
The king belonged to the Santara
family which is said to have been
founded by Jinadatta-raya of Porhbuc-
cha, a great Jaina center, and ruled
over a small kingdom with Kerevase
near Karkala as his capital. The colos-
sus that he got carved measures 41
feet and five inches in height, and is
a monolith in blackened stone. Impres-
sive, though not as magnificent as the
Sravana-belgola image, the Karkala
colossus stands relaxed and serene, on
a high platform gazing at the Rama-
samundra stretch. in front of him.
Unlike its model at Sravana-belgola
which was carved in situ on top of
the hill, the Karkala image was
sculpted on the plains below the hillock
on which it now stands and was
transported up the hill for installation.
The transportation of the monolith to
the top of the 300 foot high mount
must have been a romantic episode.
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The sculptor’'s - name is given as

Sarnbhu-ilpi.

There is another Gommata colossus
in the same region, at Venur (or
Enuru). This was installed in the year
1604 A.D., and is 35 feet tall The
ruler who got this made, Timma-raya
(1550- '1610) of the Ajila family is said
to have been a descendant of
Chamunda-raya. '

Near Mysore, four miles away from
Yelavala, is a hillock known as
Sravana-gudda (or Gommata-  giri).
The name owes its origin to a
Gommata statue standing on it,
measuring twenty feet in height. It is
not known when exactly this image
was carved, or at whose instance.
Punisamayya, the general of the
Hoysala monarch Vishnuvardhana, is
credited with having got installed a
Gommata statue in Basti-halli (in Krish-
narajanagar taluk in Mysore).

In recent years, the chief of the
Dharmasthala religious complex has got
a 39 foot-tal Gommata colossus in-
stalled in Dharmasthala (in the coastal
region of Karnataka). The sculptor who
carved this image is Ranjala Gopalak-
rishna Shenoy of Karkala

All the Gommata images are con-
ventionally' stylized: the erect- standing
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posture (pratima-yoga) with arms hang-
ing at the sides, the eyes being open
and gaze directed at the far horizon,
short and spiral ringlets of hair crown-
ing the head, broad and massive
shoulders, the madhavi creepers
entwining the arms and thighs, ant-hills
around the feet, and the body entirely
naked. The image symbolizes the
resolve for extreme austerity and com-
plete freedom from worldly ills. It is
an ideal that has for centuries inspired
millions of our most gifted countrymen.

The Gommata colossus at Sravana-
belgola has stood for a thousand years
as a silent but watchful witness to all
that has happened in this country, to
the dynasties of kings and chieftains
that have hurried and tumbled, to the
fortunes of monarchs and ministers that
have been all too fleeting, to the rise
and fall of cults and ideologies, and
to the simple and peaceful lives of the
unsophisticated masses. Gommata’s
posture is rigid, his aspect is stern, but
there is an uncanny smile on the face.
The smile suggests satisfaction with
himself and compassion for the world.

Gommata is the symbol of our
spiritual aspiration and an assurance of
its fulfilment.
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APPENDIX II

BELUR
A Peep into Early History

The antiquity of this area (Hassan

district in Karnataka State) in which

Belur is situated goes back to the early
centuries of the modern era. A per-
sistent account pushes it back to a
more distant past. It is said that the
great Mauryan King of Magadha,
Chandragupta, visted this region as
early as 298 B.C., coming all the way
from Ujjayini in the North. The Jaina
community that came with him, along
with his teacher Bhadrabahu, settled
down on a hillock in this region
(Sravana-belagola), and the prevalence
of Jainism in Karnataka dates back to
this visit and settlement.

The recorded history of the area,
described in a book Kavi-kantha-hara
by Suryanka about 650 as ‘‘the
hand-mirror to Kashmir ,. commences
with the Eastern branch of the Kadarn-
ba Kings who ruled over this region
from their capital at Banavasi. This was
in the early centuries of the Christian
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era. Later the Gangas, with their
capital at Talakadu, occupied this area
and ruled it for over five hundred years
(from the fifth century to the eleventh).
They were patrons of Jainism, and
were builders of temples and monu-
ments. The next hundred and odd
years saw the sovereignty of the
Kongalvas (feudatories of the Chola
Kings) over the region bounded on -
one side by the river Kaveri and on
the other by Hemavati.

The most important rulers who
contributed to the greatness of this
area were the Hoysalas, who rose to
power in the tenth century and con-
tinued ftill the fourteenth. Unlike the
previous rulers, the Hoysalas had their
twin capitals in the very heart of their
Kingdom, Belur and Dvarasamudra
(the present-day Halebidu, about 11
miles from Belur). The early kings of
this dynasty were Jains by persuation,
but were tolerant in their poliucy. The
later kings, however, became devotees
of Vishnu and Siva. Of these kings,
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the most celebrated was Bittideva, also
called Vishnu-vardhana (1113-1 141
AD.): a bold warrior, an able ad-
ministrator and above all a great
builder. His father was Ereyanga who
bore the title “Right Arm of the
Chalukyan Monarch”.

There is a persistent legend (the
historicity of which is however uncer-
tain) that he was converted to Vaish-
navism by the great reformer saint
- Ramanuja who, when persecuted by
the fanatic Saiva ruler of Tamil Nadu,
had to seek refuge in this king's
territory for several years. The king
and the saint are said to have met in
Tonnur (Tondanur) near Melkote in the
represent-day Mandya district in Kar-
nataka. It is said that it was Ramanuja
who prompted him to build five Vishnu
shrines (paficha-Narayana) in the
~region over which he ruled. Among
these five shrines, the Kirti-narayana
temple at Talakadu, the Vijaya-
narayana temple at Belur and the Vira-
narayana temple of Gadag are well
known. And among them, the Belur
shrine has justly been celebrated all
over the world as an exquisite work
of art. '

We do not know what the exact
nature of the inspiration was that made
him build temples. The accounts of
Ramanuja converting him to Vish-
navism are, as said earlier, quite
unfounded. The King was a builder of
temples, and the Hoysala style of
temple-architecture found its maturity
and perfection during his days. Perhaps
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the Mahalakshmi temple at Dodda-gad-
davalli (in Hassan district) provided him
the inspiration to build the Belur
shrine. This temple was built in the
year 1113 AD., the year Bittideva
(Vishnu-vardhana) ascended the
Hoysala throne. -

This is a fine example of the early
phase of Hoysala architecture, which
was an adaptation of the Chalukyan
model with an emphasis on sculptural
profusion. This temple, where architec-
tue still overshadowed sculpture, has
four cells (garbha-grhas) contained in
a rectangular plan. But three of these
cells (in the Southern portion) have
been structurally -integrated = with a
common hall (navaranga).

We have another temple in the
same region which was evidently built
on the model of the Dodda-gaddavalli
shrine. This temple in the village
Hariharapura has only three cells. The
characteristic feature of the Hoysala
style is the coalescence of three cells
integrated with the main hall (navaran-
ga), leading to a porch (mukha-man-
dapa), the entire structure being raised
on a high plinth (Jagati). This is known
as the ‘triad of cells constituting a hill”
(trikutachala). ‘

It is probable, therefore, that it was
the Mahalakshmi temple at Dodda-gad-
davalli that gave the impetus to the
Hoysala temples. We have an inscrip-
tional record of the name of the
architect who built this temple:

The Art and Architecture




Mahalakshmi temple, Doddagaddavalli (plan)
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Muniyoja, whose skill is likened to that
of the divine architect Visvakarma. And
it is interesting to note that this temple
was built not by a king, but by a
merchant and his wife.

Bittideva, the Hoysala king, got the
Vishnu temple built in the capital city
about four years later. In subsequent
years, as many as eighty temples were
constructed in the region, all answering
to the description of Hoysala style,
during the reigns of eight kings. This
temple-building  activity covered a
period of over two centuries, between
1111 and 1343 A.D.

The Hoysala power broke down,
when Mohammedans overran this terri-
tory in 1326 and destroyed the capital,
Dvavarasamudra. Ballala 11 (1291-
1342), who was the Hoysala King at
that time, left the region and lived the
rest of his life in different places like
Tondanur (in  Mandya  district),
Hosavidu (in Kolar district), and Tiru-
vannamalai (in South Arcot district).

The Vijayanagar empire, which was
founded in 1336, extended its sway
and impact over this region, a portion
of which (known as Balam or the tract
around Belur, the present-day Man-
jarabad) was entrusted to the care of
the Nayak chieftains, Singappa (1397-
1404) and his descendents. Belur was
now looked upon as a kingdom in its
own right. The ‘lords of Belur' were
vassals ‘of the Vijayanagar kings; the
first ‘lord’, Ere-Krishnappa, was origi-
nally a carer of the silver box
containing the betel leaves, waiting
constantly on the king (hadapa). These
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lords continued their hold over the
town and its suburbs for a considerable
length of time.

In 1645, Sivappa-nayaka the power-
ful chieftain of Bedanuru (Nagar) at-
tacked Belur and held it for nearly
forty years. By then the Vijayanagar
kings had fallen on evil days, and one
of the kings, Sriranga- raya, had to
seek refuge under Sivappa-nayaka, his
erstwhile wvassal. Sivappa bestowed
Belur on this monarch. Belur thus had
the dubious distinction of becoming the
capital of the Vijayanagar kings in their
decadent days.

At the instance of the fugitive
Vijayanagar monarch, the Bedanuru
chieftain invaded Mysore around 1654.
The entire territory barring Balam (the
tract around Belur) was ceded to the
Mysore rulers. In 1762, the Mysore
army under Hyder-ali subjugated
Balam (around Belur) also. When
Hyder's son Tipu- Sultan fell in the
Srirangapatna battle in 1799, there was
an unsuccessful attempt on the part of
the Belur chieftains to recover their
independence. The region came under
the Ashtagrama division. In 1882 it
was included in a subdivision under
Kadur district; four years later, how-
ever, Hassan was made into an ad-
ministrative district with Belur as one
of the chief towns.

Belur the Tmeple Town

Belur, which is celebrated in legends
as Velapura and as Southern Banaras,
is at present a town 24 miles north-
west of Hassan. It lies in a highland
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area, 3,150 feet above sea level,
adjoining the north-west of Coorg.
There are hillocks alround, and the
river Yagachi flows in the neighbour-
hood.

It would appear that the old name
for the town was Beluvur, Sanskritized
as Velapura. That it was a well-known
town as early as 1103 is suggested by
an inscription that relates the marriage
of the Hoysala King Ballala I, elder
brother of Bittideva-Vishnuvardhana, in
this town. But the town’s subsequent
celebrity rests chiefly upon the Kesava
temple that his successor Bettideva got
constructed in 1117 A.D. There are
two inscriptions, one on the temple-
wall (Belur 58) and another a copper-
plate preserved in the temple (Belur
71), which record this event. The
legend inscribed on the pedestal of the
principal image, Kesava, also suggests
that Vishnu-vardhana it was that got
the deity installed. The name of the
deity given in this legend is Vijaya-
narayana.

One of the ten sculptured screens
(perforated) in the Belur temple depicts
the court-scene of this king. It is the
first screen to the right of the eastern
entrance the assembly hall (navaranga).
This screen is in three panels and the
middle panel contains the court-scene.
The king, holding a sword in one hand
and a flower in the other, is seated
with his queen to his left, and two
teachers to his right. The queen is
seen with a lady-in-waiting; and each
of the two teachers has an attandant
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disciple. The monarch’s retinue is also
there. The sword and the flower in
the hands of the king suggest that he
was a great warrior as well as a patron
of arts. In the top panel of the screen
is seen the icon of Kedava, the main
deity of the temple built by the king.
There are also representations of
Hanuman and Garuda in this panel.
The bottom panel contains some fine
depictions of the lion-motif.

The king is also depicted in another
stone panel, found in front of the
Kappe-Chenniga temple. Here he is
standing in an attitude of great devo-
tion, along wtih his queen Santale,
who was responsible for this shrine.

The Turkish embassador, Abdur
Razaak, visited the Belur temple in
1433 AD. and he wrote that he
‘“dared not attempt any description of
the wonder and beauty of the temple
lest he should be accused of exaggera-
tion.” And over four hundred years
later there was another visitor, who-
attempted to describe the temple. Mrs.
Bowring has recorded - in a letter
written on the 15th December, 1868
her impression of this temple-town:

“l shall never forget the view on
entering Belur. It was most lovely.
Green rice-crops, sloping down to the
edge of the tank, a fine sheet of blue
water, surrounded by large trees,
above which appeared the grey walls
of the fortress, and the white dome
and towers of the famous temple;
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beyond, the Baba-budan mountains
looking purple and blue; in the
foreground, it was, altogether, as

beautiful a sight as anything 1 have
seen’’,

Quoted in Lewin Bowring’s Eastem
Experiences: this passage has been
preserved in Mysore Gazetteer, Vol. V,
p. 965 (Ed. by C. Hayavadana Rao,
1930).

The sight of the present-day Belur
is unfortunately not as impressive as it
was during the days of Mrs. Bowring,
a century ago. It is now a straggling
" little town, the only tourist attraction
of which is the temple. Unlike in
Halebid and Somnathpur, where wor-
ship has altogether been abandoned,
the temple in Belur continues to be
in popular currency; worship within the
temple has gone on since its consecra-
tion except for brief spells. During April
every year there will be a five-day
festival in the temple, for which several
thousands of devotees gather.

The Main Deity Kesava

The temple for which Belur has
become celebrated is dedicated to a
form of Vishnu, known popularly as
Kesava. On account of the exceedingly
beautiful form of this icon, it usually
goes by the name of Chenna-kesava,
the Kannada prefix meaning ‘lovely’.
This image, which represents Vishnu
in a standing posture, is undoubtedly
very charming; the sculptor has poured
out all his skil and devotion on this
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image. The original name of the image,
however, was Vijaya-narayana, which
perhaps was one of the titles of
Bittideva (Vishnu-vardhana), the
Hoysala monarch. Although it is an
image of Vishnu, the face is full of
feminine grace, and the legend explains
this anamoly by describing the deity
as Mohini, a form that Vishnu assumed
in order to confound the demons on
the occasion of the distribution of
ambrosia.

The icon, sculpted splendidly out of
black stone, stands six foot tall on a
pedestal which is three foot high. It
bears the usual insignia of Vishnu, the
conch, discus, mace and lotus. The
Kesava form bears the conch and
discus in the two upper hands (right
and left respectively), and lotus and
mace in the two normal hands (right
and left respectively). The lotus in the
normal right hand is accompanied by
the charactersitc abhaya (‘Fear not’)
pose. There is an elaborate, intricate
auriole (prabhavali) around the head,
illustrating a conventional pattern artis-
tically stylized. On the body of the
deity are carved different ornaments
exquisitely shaped.

The legs of the deity are flanked
by two consorts, the goddesses of
wealth (Sri-devi) and earth (Bhu-devi),
modelled in tiny proportions. The figure
of Garuda (the conventional vehicle of
Vishnu) is carved on the pedestal,
which also bears the inscripton that
“Vishnu-(vardhana), the protector of
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the world, caused this image of Vijaya-
narayana, the god of gods, to be
erected”’.

It is said that this grand icon was
originally on the Baba-budan Hills,
along with that of his consort Lakshmi.
It was brought to Belur to be installed
_in the temple that Vishnuvardhana
built. But, owing to some reason, the
Vishnu image alone was brought at
the time of consecration. The legends
narrate that the later attempts to bring
also the image of Lakshmi proved
futile: the lady was offended and would
not relent! It is further said that
Vijaya-narayana himself chivalrously
makes a periodical visit to the Baba-
budan Hills to look up his consort!

To help him make this long and
arduous journey from Belur to the
Baba-budan Hills, a pair of large
leather slippers were fashioned by the
cobbler-devotees! This story explains
the unusual presence of a pair of
oversize leather slippers in front of the
Kegava image. It is said that when the
slippers get worn out by the journey,
the cobbler-devotees of Belur residing
in Chenna-gii and Basava-pattana in
Shimoga district get the message in a
" dream to set about preparing a new
pair. The cobblers are on this occasion
allowed to enter the temple and
present the slippers. They know the
Belur deity as ‘Chennappa’, and regard
him as their tutellary god.

Whatever the import of the story,
the main image appears to have been
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meant to be the sole deity in the Belur
shrine, consorts being structurally
provided. But the temple now has a
separate shrine for Soma-nayaki (also
called Saumya-nayaki), reputed to be
a form of Lakshmi, to the south-west
of the Vijayanarayana cell.

The Temple Sculptors
and Maidens

The temple, which probably was
meant to be a work of art, stands .as
a perfect monument in a spacious
courtyard, 443 feet long and 396 feet
wide. The temple proper, 178 feet long
and 156 feet wide, is perched on a
plinth which is three feet high and
ninety feet wide. The courtyard is
surrounded by a high wall, the main
entrance to which has a gopura as a
superstructure with five storeys, in the
typical South Indian style.

The temple, which was consecrated
in 1117 AD., is said to have suffered
considerably during the Muhammedan
invasion of 1310. During the early
years of the rule of Harhara I, )
Vijayanagar emperor (1336-1350), the
temple had been closed. But he
ordered repairs to be camied out at
the temple, and the endowments were
restored; the shrine was reconstructed.
It would appear that around 1381, the
roof of the shrine had begun to sink,
and the then Vijayanagar king Harihara
Il got the roof propped up by four
main pillars through his prime minister
Karmnpana. A
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The tower over the main entrance
which was probably built by Ballala III
is said to have been dismantled and
burnt by Ganga Salar of Gulbarga.
The main entrance was repaired and
the tower over it rebuilt by the general
(dandadhipa) of the Vijayanagar army,
Gunda, in 1397. The shrine has been
in continuous service since those days.

It is unfortunate that we do not
know who the chief architect of this
splendid temple ‘was. This is also
remarkable, for we do have inscription-
al mention of the architects of some
of the other Hoysala temples in the
same region (as, for instance, of the
Mahalakshmi temple at Dodda-gad-
davalli). The regional legends concern-
ing the chief architect of the Belur
temple being Jakanachari are little
more than myths. It is unlikely that
any architect or sculptor with this name
ever really existed: the espression may
signify nothing more than ‘the southern

style’.

The custom of inscribing the
sculptor's name on the pedestal of the
sculpture-piece that he was responsible
for, was already in wvogue among
Hoysala artists. We find in the Belur
temple as many as eighteen pieces
with such inscriptions, giving invariably
the sculptor's name, sometimes also
mentioning his hometown, parentage
and titles. - ‘

Among the names preserved are:
Dasoja of Balligame (in Kuntala
country), bearing the title ‘Ruvari-
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gondala-badiva’ (“‘the suppressor of the
contending claims of sculptors™); his
son Chavana, Malliyanna; Machari,
who was in the court of the Hoysala
monarch; Mayana, who bore the title
‘Ruvari-giri- vajradanda’ (‘“the thunder-
bolt to the mountain of sculptors’);
Keichi-Malliyanna; Chikka-harmpa, son
of Inoja, who was also in Bittideva’s
court; and Nagoja, son of Dasoja of
Gadag, who was known as ‘Sujana-
janamano-rafijana’ (‘‘the delighter of
minds of excellent folk”) and ‘Saras-
vati- padambhoja’ (‘‘the feet-lotus of
the goddess of art”). Of these
sculptors;, who must have been
celebrities during those days, Dasoja of
Balligame and his son Chavana appear

in these inscriptions frequently.

These sculpture-pieces intended to
support the eaves, standing upon the
capitals answered the description of
‘bracket-figures’ ($alabhafijika, Kannada
salabandike). The inscriptions call them
so, and they also use another expres-
sion, ‘doll- figure’ (putthali). The
nomenclature that has of late come
into vogue is ‘madanike’, which means
a lovely maiden erofically active. These
pieces are without doubt exquisite
dance-postures and in diverse situation-
al moods. They are all of them,
without an exception, full of lyrical
grace, passionate charm and idyllic
power.

Of the forty such ‘bracket-figures’
that are installed along the outer walls

of the temple (two are missing), only
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three depict men; the rest are feminine
representations. Inside the main hall
(navaranga) are four more, nestling
atop the four main pillars. These four,
which probably were especially com-
missioned, are the work of Dasoja and
his son Chavana. And they are master-
pieces by any standard. One of these
is said to prortray the Hoysala queeen
Santala, who herself was a great
exponent of dance and music.

The Madanike figures have justly
become celebrated. Indeed, they steal
the show in Belur. They have almost
been uniquely associated with Belur,
although we do find similar figures in
many other temples. Two of these are
exquisite representations of the Mother-
goddess, Durga, in her usual posture
of slaying the Buffalo-demon. There
are, among these figures three
protrayals of huntresses, a rather un-
usual theme. One of these delightful
damsels holds a bow, and two others
are caught in the act of letting the
arrow go. Other figures illustrate lovely
maidens engaged in typical feminine
occupations; dressing up, playing on
musical instruments, and dancing.
These sculptures are remarkable for the
fine display of moods and sentiments.

Of equally great interest are the
twenty perforated screens of excellent
workmanship that we find in this
temple. Ten of them are sculptured,
and are arranged on either side of the
eastern entrance to the assembly hall
(navaranga), five to the right and five
to the left. The screen representing
King Bittideva Vishnuvardhana has al-
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ready been mentioned. The screens to
the right include Puranic themes such
as the story of Bali and Trivikrama,
the lenged of the wvanquishing of
Hiranyakasipu by Narasimha, and the
episode of Kamsa’'s death at the
hands of Krishna.

One of the screens to the left is
said to depict the court-scene of
Narasirhha I, son of the great Bittideva-
Vishnuvardhana. This  panel is
srumounted by an icon of Yoga-
narasimha, accompanied by Hanuman
and Garuda. The other panels on this
side include the depiction of the story
of the churning of the ocean of milk
by gods and demons, of the exploits
of Krishna (such as the slaying of
Karhsa, fight with the wreslter Chanura,
and the subduing of the wild elephant
Kuvalayapida), and the combat be-
tween Hanuman and Garuda. There
are also scenes from Mahabharata and
Ramayana. The Mahabharata story has
been narrated with remarkable skill and
brevity, but stops at Salyaparvan.
These epic narrative-sculptures are to
be found in the railing to the right of
the same entrance.

Other Shrines in the Complex

Although the main deity is Vijaya-
narayana, there are several other
shrines within the temple complex. The
most important among them is the one
dedicated to Kappe-Chenniga- raya
(Chenna-Kesava with a frog inside),
seen to the left of the central shrine.
It is a two-celled shrine measuring
124'x105’, one of the cells (facing
east) housing the Kappe- Chenniga-
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Plan of the temple
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raya and the other (facing north)
Venugopala (Krishna as cowherd, play-
ing on flute). Kappe-Chenniga-raya in
the main cell is so called because a
legend - relates that a frog was found
in the cavity of this stone-image after
it was completed. The legend insists
that this was the original icon, meant
to occupy the central shrine. Because
the stone employed was defective (as
it contained sand and water inside a
cavity in it, explaining the presence of
a frog), it was abondoned; and the

main deity was brought from Baba-

buden Hills.

There is an inscription on the
pedestal of this image which relates
the queen of the Hoysala monarch
Bittideva, Santale, got this icon made
and installed. Santale was the senior
queen (piriyarasi) and crown- consort
(patta-maha-devi). = She was ac-
complished in all arts, and was learned.
Although she was personally inclined
towards Jaina religion, she honoured
Vishnu, who was the State God. She
herself records in another inscription:
““Vishpu is the God, but 1 am fond
of Lord Jina (Mahavira) also” (‘Vishnu
daivam, Jina-natham tanagendu
aptam’). She had studied Jainism
under the celebrated master Prabha-
chandra Siddhanta-deva of the Pus-
taka-gaccha sect of the Deéi-gana
branch of Sri-mula-Sarngha. She died
in Sivaganga (near Bangalore) in 1131.

Alongside this shrine, got built by -

Santale around 1117 AD., is the
shrine dedicated to Soma-nayaki (or
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Saumya-nayaki). This shrine is distin-
guished by a tower (vimana) over it.
The front portion of the shrine was
built by dalavayi from Mysore. To the
west of the central shrine is another,
dedicated to another form of Vishnu,
Vira- narayana. This is a smaller shrine
than the other two, but there is here
a sculptural profusion on the outer
wall, with rows of large images, about
sixty in number. The divinities repre-
sented here include Vishnu, Siva,
Brahma, Bhairava, Sarasvati, and Par-
vati. :

There are shrines in this temple-
complex which reveal a strong Sn-
vaishnava influence. There are shrines
dedicated not only to Ramanuja but
to the Tamil Vaishnava poet-saints
anterior to him, viz., the Andal (also
called Goda-devi or Sudi-kudutta-nac-
chiyar), the lady-devotee who was
spiritually wedded to the god Ran-
ganatha of Srirangam, the holiest of
places for a Sri-vaishnava. There are
two more minor shrines, one dedicated
to the memory of Vedanta-desika,
greatest of Sri-vaishnava teachers after
Ramanuja, and another to Manavala-
ma-muni, another celebrated Sri-vaish-
nava saint.

There are three main entrances to
the Vijaya-narayana (Kesava) temple:
on the east, south and north. Original-
ly, they were plain doorways. Later,
the grandson of Bittideva-Vish-
nuvardhana, Ballala II, got the door-
frames and lintels fixed; the perforated
screens facilitating better ventilation
were also his idea. ‘
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The jambs of the doorways were
adormmed with pairs of images: the
eastern doorway with Eros, the god of
love (Madana) and his consort, Delight
(Rati); the southern doorway with
Hanuman and Garuda, two model-
deities of devotion; and the northern
doorway with two women bearing
conventional fly-whisks (chauri). The
southern entrance is locally called ‘the
Friday-doorway’ ($ukravarada bagilu),
and the nothern entrance ‘the doorway
to heaven’ (svargada bagilu). The
Hoysala crest (the youth Sala fighting
with a leogriff, $arabha) is to be found
in the proximity of these doorways.
The eastern entrance directly faces the
main gateway to the enclosure. It is
when we enter through this doorway
that we find the lovely bracket-figures
in the side-pillars. We also find here
the pierced stone- windows, ten on
each side, depicting scenes from two
Indian epics, Ramayana and Mahab-
haratha.

Alround the temple runs a railed
parapet (called jagati) composed of
eight sculptured friezes, arranged one
above the other. The bottom-most row
consists of elephants. Above it is the
cornice with bead-work associated with
leogriff motif or lion's head (simha-
lalata) at intervals. The row above it
is composed of scroll work with images
in every convolution. The fourth frieze
is again a cornice with bead-work,
above which is a row of ornamental
niches with little images of in nymphs
and heavenly musicians carved in bold
relief. The row above this is a pilaster
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series, presenting the protrayal of
feminine postures inbetween. The
seventh frieze comprises of eaves with
bead-work, continuous creeper ftreat-
ment, delicate human and animal
figurines and miniature turrets. The
top-most frieze (the eighth) is a rail,
accommodating panels of tiny sculpted
images within enclosures made by
double-columns, surmounted by an
ornamental band.

Above this splendid railed parapet
are to be seen artistically perforated
screens (jalandra) with eaves on top.
On the. walls are portrayed wvarious
divinities of the Hindu pantheon, in
finely carved sculpture-work, of consid-
erably large proportions. There are
about eighty of them, and they include
the incamations of Vishnu (like Varaha,
Narasimha, Vamana and Balarama),
the modal wvariations of Vishnu (like
Lakshmi-narayana and Ranganatha),
sportive forms of Siva (like Harihara,
Gajasura-sarnhara,  Andhakasura-sarn-
hara and Bhairava), forms of the
mother goddess (like Parvati Durga,
Sarasvati and Mahishasura-mardini),
minor divinities (like Ganesa, Madana
and Rati, Garuda and Brahma) and
epic heroes (like Arjuna, Daksha, Bali,
Sukra and Ravana).

It is commonly said, and justifiably
too, that the interior of the Belur
temple is better executed than the
exterior, while the exterior of the
Halebid temple is better than its
interior. The pillars of the main hall
would amply bear this out, especially
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the pillar known as the Narasimha-pil-
lar.

The pillars are splendid works of
art. Designed differently they reveal a
clever plan to enhance the aesthetic
effect of the entire structure. One of
the most beautiful pillars in the country
is to be found here: the so-called
Mohini pillar. Located in front of the
southern door-guard (dvara- pala), it
contains a lovely damsel, charming like
the celestial Mohini (who was an
aspect of Vishnu himself, and whose
presence is to be found in the main
deity in the sanctum). It is a remark-
able piece of excellent filligree work in
stone. 5

Another pillar, known as the
Narasimha pillar, was originally
designed to rotate. The entire face of
the piller in every direction is filled
from top to bottom with miniature
sculptures of exceeding beauty. One
of these tiny sculptured details is the
bull which is no bigger than a seed
of Bengal-gram (kadale- kalu-basava).
The artists who worked on this pillar
were so full of confidence in the
excellence of their accomplishment that
they have thrown a challenge for all
artists in the ensuing generations: a
tiny area has been deliberately left
unfilled, thus invitng any artist who
may dare to fill up this space with
work that can be in keeping with the
standard of their own work.

The central ceiling panel (bhuvanes-
vari) in the main-hall is another mar-
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vellous conception of unsurpassed
beauty. The inspired skill of the
sculptor has made this square block of
1919 a rich gallery of Indian iconog-
raphy.

It is interesting that this beautiful
and otherwise complete shrine does
not possess the conventional vimana
(domical tower) over the principal
sanctum (or the cell housing
Vijayanarayana). We do not know if
this superstructure was constructed
when Bittideva got the image con-
secrated in 1117 AD. It is sometimes
claimed that it was only his grandson
Ballala 1I got it built around 1180. We
are told that by about 1298 the
wood-work of the vimana was in very
bad shape and the superstructure was
about to collapse. It was in 1736 that
Venkatadri-nayaka IV not only got the
vimana constructed but mounted also
a kalaga (finial) on top of it. In 1774,
the vimana was again crumbling, and
Nafijayarya got it re-built; that was
when Haider-Ali was ruling over the
Mysore state. It is recorded that the
Vimana finally disappeared about 83
years ago, and no attempt has sub-
sequently been made to set it up
again.

The altar-pavilion (bali-mandapa) lo-
cated opposite the main cell housing
the image of Vijaya-narayana was built
by a local chieftain Naga-nayaka. It is
now known after him as ‘“Naga-
nayaka-mandapa”. We do not know
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more about him. The ‘marriage-
pavilion’ (kalyana-mandapa, also called
here Suvarna-mandapa or ‘Golden
pavilion’) was got constructed by the
Mysore ruler Kanthirava-narasaraja-
Wodeyar about 1650.

To the north-east of the shrine is
the customary tank, here known as
Vasudeva-saras. The entrance to this
delightful spot is flanked by beautifully
carved elephants. There are also two
pavilions here which add considerably
to the charm of the tank.

There are two entrances to the
temple-enclosure:  the chief one
(mahadvara) over which stands a lofty
gopura in five storeys, and another
called ‘the elephant entrance’ (ane-
bagilu), probably meant for proces-
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sional elephants to enter on festive
occasions.

The Belur temple has become a
by-word in Indian art for decorative
sculpture. The entire temple is planned
as a composition, in which sculptural
profusion plays a predominant role.
The figures, human and divine, enter
into this composition only to intensify
the total effect; no individual piece has
been designed to stand out as an
independent item. The decorative art
that has been deliberately employed
here will not tire the eye nor jar the
mind, because it occurs in a minor
key. Elaborate ornamentation, fanciful
filigree work, and rich jewellery do not
distract our attention. What the master-
architect aimed at and achieved here
is monumental grace.
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