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PREFACE

In this project, the word Bhuleshwar is used &splace name so it is spelled
as “Bhuleshwar” for temple in whole thesis. Itsuattpronunciation is “Bhukvara”

as written with diacritics. Hergiva is known as Bhukwara Maldeva.

Bhuleshwar temple is hidden in a protecting wid. structure could not be

seen at one glance. So photos and sketches arewgnexever necessary.

In Bhuleshwar temple, most of the sculptures d@¢odt be seen easily in full
view as they are placed at a very high level neding. Further as there is not enough
light, the images cannot be seen clearly. Henceymantographs with special light
arrangement have been taken during this work. Maayptural panels have come to
light for the first time. Each and every sculptisemportant to know the function of
temple. Though the number of photographs seemage lamount, every photograph

attached is essential to know the importance ofl@&war temple.

The details of originafikhara of Bhuleshwar templare given in simplified
graphic form to get the basic idea of structuresoAh conjectural representation of
various phases in the life of the temple has betemated. Those phases are

suggested in a sketch form.
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I ntroduction




I ntroduction

Bhuleshwar temple is a famous and unique temple Reae. It is aSiva
temple and the deity here is known as Bkvdea Matadeva. The temple has religious
importance. The temple is one of the best modetsoafemporary experiments done

in temple architecture of Maharashtra.

It reflects the religious, philosophical and mythgital concepts, mainly of
early medieval peridd through its sculptures and decorative elemeriis. t€mple is
situated on a hill in Sahyadri mountain range. Tan Bhuleshwar temple is on a
plateau and its surroundings have architecturalamesn The whole structure raises
many questions and increases curiosity about theengporary purpose of temple and
the place. In all they show the periodical develepmfrom 1% century to 28
century AD. Recent experiments are done to consémee architecture without

disturbing its importance and architectural beauty.

This study of the Bhuleshwar temple and surrourglmgjorly deals with -
*2 the style of temple especially ékhara

* the plan and anatomy of temple

* the chronological order of stages of architeetur

* the study of development in surrounding areaulgh period

* the function of temple with respect to socioigglus and iconographic

conditions.

Today also it has its social importance as degltesieve it as th§ agruta
devastlna” (the divine place). But everyone is away from ttherough knowledge,
its actual purpose with historical and contextugiéicance. This study is an attempt

to understand the function and context of this temp

Significance of the subject

Bhuleshwar temple is a unique example displaying ttontemporary

experiments and expertise in the temple constnudittivity. The architectural and

! In this text medieval period is divided into twalVes. First half is the period durin§ 8entury to
13" century AD (early medieval) and second half i¥ ¢8ntury to 18 century AD (later medieval).
* Throughout this project the symbol “ * ” is usedaabullet point and as a starting of new point.

2



sculptural thematic style from early medieval périe an intense contribution in the
structural development of temple construction. Tplace is also known as
Mangalgad or Daulatmangal fort and was used as a residiagepin second half of
medieval period. Guru Brahmendraswami made a nwgotribution for restoration

of this temple.

The Bhuleshwar temple is contemporary to the mamples of Maharashtra

especially temples at Ambarnath, Khidrapur and &nn

The special and very unique feature of this padictemple is that it is one of
the few temples having marsizdhaka or yogi (meditator) sculptures with various
meditating poses. Its added value is its sculptpmdish and finishing in spite of
having rigid and strong basalt stone. It highligihts expertise of contemporary artists

and uniqueness of the temple.

Literary review shows us that the study of BhuleshWMaladev temple and

surroundings has been a neglected subject andesgtudy has been done till now.

Bhuleshwar Temple: Previouswork

1. Late Dr. A.V. Naik was the first person who tle primary valuable effort
to study and publish an article about Bhuleshwanle’ The article as a first report
has documented the location and plan of the tempie description. It mainly
contains the explanatory information about thecstme of the temple. The probable
identification of sculptures and images was brieflyade with discussion of
uniqueness of some sculptures. The author triedxfbain the purpose of those

sculptural scenes as to throw light on the socpeat of the contemporary life.

The article has not mentioned anything about theatee chronology,

contextual analysis and iconographic scheme whghnécessary. Also some

 Mangagadh is the right word as it is relatedgeghi which is the type of architecture developed in
the first half of medieval period. It means thersdmlace on top of the hill. The text ‘Sttapoth’ has
discussed about this.

* Naik A.V., The Bhuleshwara Temple Near Yavat (RoBistrict), December 1942, Volume 1V,
Bulletin of the Deccan College Research Institufee article has mentioned vague peculiaritiehef t
temple are given by Mr. G.H. Khardo reference found iBombay Gazetteer and Medieval Temples
of the Deccan by Henry Cousens.



sculptures are not documented and re-identificadfasome of those is necessary. The

researcher concluded as the temple built by Ya#mgbelongs to 18 century AD.

2. Marathi book named atlavkalin Bhuleshwar by Dasharath Yadakas
discussed about the temple with few newer aspétis. is a popular book in that
region which very shortly has discussed about ¢ggon, history and festivals of the
temple. Oral traditions regarding the temple areudeented in this book.

3. The panels of epic scenes were discussed bKinud Kanitkar in her
paper® The author has focused mainly on narrative scemes their purpose.The

paper shortly discussed about the contemporanaadltits relation to the place.

4. Bhuleshwar Temple is mentioned in Bhaktiké Shankar Abhyank&rThe
basic information about the place, local festivaigl the structure of the temple is

given.

5. Stella Kramrisch, in The Hindu Temple, has nwewd only about

Camunda of Bhuleshwar Templ@.

Aims and Objectives

Those few and limited studies and documentatiaganding Bhuleshwar
temple are not enough to understand the templeedsoplhe study is necessary to
know the monument and its purpose. There are vaagpects that need to be studied
in detail, they are as follows:

* details and significance of this medieval temple

* the chronological development of the temple

* the style of temple with original plan and arelgiural drawings
* jconographic scheme

* the contemporary function of temple

5 Pub: 2007, Avishkar Prakashaan, Pune

® titled as “Narrative scenes in Indian Art” in tReoceedings of Indian Art history Congress XVIlith
Session, 2009, Varanasi

7 Abhyankar Shankar, Bhaktika, khanda5, Ch.BharatiyaTirthakshetre va Mandiesheim Bharat,
pp.1089,1090

8 Kramrisch Stella, The Hindu Temple, pp.341
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* analysis of architectural details, sculpturaed decorative elements
* exceptional features of Bhuleshwar temple conmggio other temples.

Resear ch M ethodology

The survey and exploration of the temple and usraginding region is
considered as main methods. The permission froniha&aclogical Survey of India,
Sion was an essential and important step followedfudy and document the temple.
The primary sources such as architectural evidersoesdptures and inscriptions were
collected during survey of the region near Bhulemhtemple. In numerous visits to
the temple and environs, the structure of the temyds documented in detail. The
architectural details, the sculptural and iconobregd schemes were placed on the
plan for further analysis. As there are many addgimade into the original structure,
the stages of these additions were studied in|ddtae current religious practices
were also documented and studied thoroughly. Ttexviiews of local people were
taken to trace the oral tradition of temple and siich as daily rituals, the festivals,
traditional text etc. Extensive explorations weaeried out in the surrounding region
and the slope of the hill to trace the archaeokdgiemains of the broken temple. An
area was explored to know exact locations, remainsurrounding region and its
relation to Bhuleshwar temple.

The mapping and understanding the place and regaandone with the help
of toposheet from Survey of India and maps from dbkection in Deccan College

Research Institute.

As secondary sources the reading and reviewintelated texts of temple
architecture, history, iconography, culture andgreh helped to format this research
work. The essential structural drawings showingettgyment of the temple, the style
of original sikhara, plans and details of architectural elements weagle to study.
The above mentioned methods and comparison withteogrorary monuments
resulted into analysis, systematic description aecific conclusions of the

Bhuleshwar temple and its region.



Scope and Limitations

Medieval period shows many experiments done in terapchitecture. Many
temples of dvaraSiva could be seen in Maharashtra also. Bhulesheraple is one
the best example of construction of medieval per&idl thorough study has not been
done on this temple. Though very less study has lbeae till now and the main
temple is partially destroyed; existing remains ¢etp and support to study the

temple and surroundings.

The actual place and surrounding area have beshfasvarious reasons and
purpose from prehistoric, medieval period till nd®onsidering this, to study and
analyze the incidences during this period is imgourt

* to study the inner and outer details.

* to study the changes occurred with respecte i

* to observe and study the remains of surroungiages.

* to study every detail of architectural and s¢utpl combination, stucco
mural panels and their relative meaning.

* to study the regional rituals and regular preesi of society.

By following this methodology, a systematic studpd the construction
explaining various phases in the structure of Bstular temple has been attempted.
The study keeps forth the graph of importance eftémple and development through
the period of time. This study has tried to gatiteioriginal stage in early medieval
and changes occurred in later medieval period. tidlely efforts were made to

maintain the religious importance of the finely\ed monument.
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Geographical Background

Bhuleshwar temple is situated to the Eastern pafrtPune District. It is
located exactly on the border of Taluka Purandat @aluka Dauntion latitude
18.44 and longitude 74.Z4The temple is on the top of a barren hill of Sigad -
Bhuleshwar mountain range from spurs of Sahyadday's Western Ghat. It is in
between known villages Yavat and Malshiras. Todayostal location is considered

as in Malshiras from Purandar Taluka in Pune Dittri

The temple is around 45 kms away from Pune Citytsas two main approach
routes; one is via Yavat on Pune Solapur Highweyn{fYavat 10kms) and second is
via Saswad, Malshiras (from Malshiras 3.5kms). Tteete from Yavat goes from

ghat known as Bhuleshwar ghat.

The Bhuleshwar mountain range is sub-range of &hhwith undulations on
top. The hilltop is with slight undulated surfageuneven shape. The built area of
temple is approximately 60 x 40 meters. The arefinei® by the bastions
approximately measures 200 x 200 meters. The heaigtihe hill approximately
measures 700 meters from sea [&wid 150 meters from base land. The slanted
slope of hard rock covers the hill from all sideandforms on the hill are majorly of

Black Basalt rock or Deccan trap basalts.

The surrounding land is under the water shed adedt river Mula. Regional
climateis dry with tropical monsoon and light rains. Vegain of this dry forest area
depends upon uncertain monsoon rains and majaorragicovered by thorny trees.

But the underground water helps to take small cadg®wers and vegetables.

The region in Yadava period was known as fiside” °

The temple can be approached by two main routea outh. The old cart
track from East is closed today; but the road goes albogge Vasti, Kasurdi,

Hakewadi, Tamhanwadi, Pondhe, Naygaon, Rajewadieagby villages.

! Toposheet-47J/7/NW and maps from DCPRI

2 Naik A.V.,The Bhuleshwar temple near Yavat, Fiiiste the geographical location of Bhuleshwar
temple alongwith other details was given in thtick, p.95

® Pin code 412101

* Toposheet op.cit.

® p.33, Maharashtra: Land and People, S.N.RajgulPaB.Joshi Glimpses of Ancient Maharashtra
Through Archaeological Excavations, Deotare, Jd3aichure

® p.409, Sthnapothi-Ek Puitattviya Abhyas, Dr. Arunchandra Pathak
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Prehistory and Protohistory reported from Pune District

An archaeological study underlines the continumtibancient traditions in the
region. Though not on actual site of Bhuleshwarpiemexcavations by experts done
in nearby regions from Pune district define theteorporary progress of life which is

classified in Proto-History.

The following chart helps to know about excavagiaione by experts and

reported ancient traditions. (Chronology followeithwespect to culture).

* Excavation done at Bori, Morgaon Palaeolithic culture®
(Old Stone Age-before 10000 BCE)

* Excavations done at Inamgaon (1982) Chalcolithic culture’
(Copper age-1600 - 700BCE)

* Excavation done in Chandoli (1950 - Chalcolithic culture
and Inamgaon (1971, 1974, 1975, 1983) (Copper1600 - 700BCOE

* Excavations at Songaon (1965) Chalcolithic or Jorwe Culture.*®
near Baramati (Copper-2460 - 700BCE)
* Excavations at Walki (1987) Chalcolithic culture

(Copper age-1600 - 700BCE)

* Theur (1970) and Sastewadi (1972)  Chalcolithic culture
(Copper age-1600 - 700BCE)

* Excavations done at Pimpalsuti Megalithic culture
(Early Iron age-1500-1000 BCE)

The volcanic ash, stone tools, and artefactsdai Bori-Morgaon site near
Pune show existence of Lower Palaeolithic age.sHtéement of Chalcolithic culture
could be seen through excavations carried outaahgyaon, Chandoli, Walki, Theur

and Sastewadi. The found pottery, tools, terradattgps etc define Chalcolithic

" Described by Naik A.V., The Bhuleshwar temple néavat, p.95

8 Deotare B.C., Joshi, Parchure, List of excavaites ;1 Maharashtra, Glimpses of Ancient
Maharashtra Through Archaeological Excavations{$.3

®p.371, Ibid.

19'p.370, Ibid.
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habitation in Pune region. Black and Red ware fduooh Songaon (Baramati) shows

habitation of Jorwe culture.

Inamgaon' (Ta. Shirur-89kms from Pune) on the right bankrivér Ghod
from Bhima Valley was one of the most developedssirom Chalcolithic peridd
(Copper age - 1600-700BCE). The culture is usuddliined with the type of tools,
pottery and ornaments and skeletal remains foumhglexcavations. Pottery found
is made up of fine clay mixed with fine sand andvger of lime and shell as a
tempering material. Pottery has appearance with cadcolate, light brown with
occasional painting in blacdk. Antiquities and skeletal remains at Pimpalsutirnea

Pune define the existence of Megalithic culture.

The period during 600BC - 600AD is defined as yednistorical period in
which Buddhism and Jainism influenced the sodiétyunnar, in 100 BC to 300 AD,
was the important place of trade and the capit@lefcan'’ Inscriptions from Junnar,
Pune reveal the influence and spread of BuddhfsRule of Satavahana dynasty
lasted till about % century ADY’ Vakataka (300-600 AD) spread their values in Pune.
Copperplate inscription (415 AD in Sanskiiym Pune by Vakataka king Rudrasena
Il and Prabhavati Gupta, tells about the donatibland at Hinganghat, Vani to the
Acarya with Gupta Kings? Till 5™ century, Pune region was important particularly

for trade rather than art and architecture.
Historical Background

Pune region has historical importance as it wpsrae place of some bigger

state such as Satavahana, Chalukya, Rashtrakut¥adava empire§’ The

11 Deotare B.C., Joshi, Parchure, Inamgaon by Shifadant, Glimpses of Ancient Maharashtra
Through Archaeological Excavations, Deotare, Jd3aichure p118

12 putta Anwita Ancient Asia Journal.com-A criticabRew of the Economy of the Chalcolithic
People of Inamgaon, pp.123-137 DCPRI (stone-boals,tblades microliths, round-circular mud huts,
cattles, black on red painted pottery, fine fatrinc-copper-gold-ivory craft, lime makers, monsoon
crops :black-green gram,beans, winter crops:witealey, lentil, peas)

13 asi.nic.in, Daimabad, Ahmadnagar, Maharashtra veits discovered by B.P.Bopardikar, excavated
in 1958-59); pl 7 from S#napothi-Ek Puatattviya Abhyas, Dr. Aruncandra Bthak has explained with
pottery images.

14 Deotare B.C., Joshi, ParchuRecin Eitihasik Kalaci Sanskrtz, Glimpses of Ancient Maharashtra
Through Archaeological Excavations, p.195

15 Pune District Gazetteer. In table 5, historicdivities are given in a chart form, ch.ll, p.42

8 Deo S.B., inscri.349-355, Shilalekh-Tamrapat Suphil59-161,

" Pune District Gazetteer, ch.Il, p.43

18 Deo S.B., inscri.518, Shilalekh-Tamrapat Suchi4p.

9 Pune District Gazetteer, ch.ll, p.41,
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geographical situation, physical attributes of plaad peculiarities of regional people
were the main reasons for its importance to vardymasties. Several monuments and

inscriptions from region give idea of historicatigities through the period.

The study of inscriptions explaining powers of Reskuta, Badami- Kalyani
Chalukya and Yadava Kings"7 15" century AD) in Pune and nearby region are
explained in & chapter- Inscription for comparative analysis withind inscriptions

at Bhuleshwar temple.

Pune, in first half of medieval period"{&o 13" century AD) was under
influence of Badami Chalukya, Rashtrakuta, Kaly@hialukya and Yadava Kings.
Pune Gazetteer explains the changes of rulersrén fialf of medieval periotf,
During 550 AD to 760 AD, Badami Chalukya powers ver rule. Rashtrakuta held
Pune till 973AD. In subsequent period, Kalyani Cikgh held Pune District up to
1184 AD. The contemporary Yadava rulers were atsegpful till 1300 AD in Pune
District.

During 6" — 13" century AD, Pune started to experience new prestic art

and architecture and became the place for tradekhgs of religious importance.

The first impact of Islamic (Muhammadan) invad&mn north took place in
1294 AD*

The second half of medieval (18entury AD onwards), was the period when
Muhammad was trying to establish their powers imePalso. During 13 century
concepts of Islam (Muhammadanism) started to spidatiammadaravalia or fakir
(persons with divine powers) influenced the regiopaople. As a result, new
thoughts of religion and style of architecture lidarga, started to influence the
society. Muhammad Tughlag (1340 AD) of Tughlag dma Muhammad Shah
Bahmani (1358AD), Mulik-ut-Tujar (1443 AD- of Baham dynasty), Malik Ahmad
(1486 AD) who later founded Nizamshahi dyanastyQt4636) were powerful in

Pune and they influence the region and sodfety.

20 pune District Gazetteer (Supplementary), Table 5
21 pune District Gazetteer, ch.ll, p.43
22 |bid
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In 1595 AD, Maloji Bhosale was conferred by Punm&agagir.?® The birth
of Shivaji on Shivneri fort (1627 AD) in Pune washistory of Pune. He established
his empire against Nizam, Mughals and ruled fro@®6LAD to 1680 AD. Pune region

was important administrative place for Shivaiji.

In subsequent Peshwa period, Pune was transfegr8alaji Vishwanath in
1714 and Pune became capital of Maratha Empirg&718AD, Pune, Supe, Baramati,
Indapur and Junnar were conferred on SHatajirao became Peshwa in 1721 AD.
Pune had to face invasions. Nizam invaded Pun@&3 AD. Maratha Empire could
retain its power till 1817 AD. Forts like Sinhagdlirandar, Chakan, Lohagad were
captured by British rulers. Pune was under Britighs till 1947 AD.

Junnar was premier place in Maratha rule and Muslile?

Pune, its society and culture had to face the gdamth respect to changing
dynasties. It also experienced the blend of valedigjious thoughts as well as art and
architecture. Bhuleshwar Madfeva temple with its architecture and sculpturahtb

is one fine example of this blend.

During 700 AD-900 AD where ever Rashtrakuta werewegrful, the
brahmanical caves were built in the regi&ﬁ.Pune was one of the centres of
Rashtrakuta powefé.Pataleshwasaiva cave was during Rashtrakuta KiAQ&rick
built temples were found in Hag and Parinche in Pune DistrfétContemporary
Jain caves (10 century-1%¥' century AD) show sculptural influence of Gujarat-
Rajasthari® Henry Cousins has mentioned about Jain caves amBthandra
Mahadeva hill (Ta.Maval, Dist.Puné}. It shows Buddhism, Jainism, Saivism were
powerful and the type of religious architecture wawves. The practice of giving

donations for religious purpose was popular.

Some inscriptions from nearby places explain thers and their influence on

the society and religion as well as on art anditecture. Copperplate inscription'(5

3 pune District Gazetteer, ch.ll, p.47,

24 pune District Gazetteer, ch.ll, p.52,

25 pune District Gazetteer, ch.ll, p.42,

%6 Kala-Sthapatya Gazetteer pdf, file 47, p.1,

27 Kala- Sthapatya Gazetteer pdf , file 46,p.7,

2 mentioned in Kala- Sthapatya Gazetteer analysist ghf, file 42
29 Kala- Sthapatya Gazetteer pdf , file 63, p.1

%0 Kala- Sthapatya Gazetteer file 52, p.1

31 Kala Sthapatya Gazetteer , file 53, p.1,
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and 8" century) fromthe banks of Bhima river, Hingani Berdi, Ta.DauBist.Pune

is made by Rashtrakuta King Vibhurajtélls about donation of village for religious
deeds” Rashtrakuta and Chalukyas both were contempotéeysrin Pune and they
continued the tradition of donations. Copperplatsciiption (690 AD in Sanskrit)
from Pune shows the rule of Chalukya Vinayadityhe Tnscription tells about the

donation of land in Mancoh (todays Manchar) dudagghter's weddind’

Very few evidences like temple, sculptures andripsions of this period from

Pune district show their existence.

Badami Chalukya King Vijayaditya's copperplate drigtion (718 AD in
sanskt) from Bopgaon, Pune, tells about the donationviliage Nigurdi near
Davilgrama near Purandar kaisyapa gotr7 brahmana ** Copperplate inscription (758
AD in Sanskrit) from Pune by Rashtrakuta Krishnayrdglls about the donation of

villages Bopkhal, Kalas, Dapodi, Bhosari near Ptine.

Copperplate inscription (780 AD in Sanskrit) weittfrom the banks of river
Nira; Bhor, Dist. Pune by Rashtrakuta King Dharahartells about donation of

village Laghuwing tdorahmana of Karhad®®

10" -13" century was the period in which the blend of cane temple could
be seen. The tradition of cave architecture wasstommed into built temples from
10" century AD onwards. The king was considered asesgmtative of eight main

Gods who decides actions of univetée.

Copperplate inscription (1079 AD in Devnagari)nfrdBhor, Dist. Pune, is
made by the vassal of Chalukya named Khanibfae inscription tells about that
Head of Shirval, Khambha Il, made a donation of glece Ving tobrahmarna. Dr.
Alatekar suggests that the person was one fromafalghalukya Kings ruling from

Shrivalaya, todays ShiryeDist. Satara.

%2 Deo S.B., Shilalekh-Tamrapat Suchi, inscri.7134,

% Deo S.B., Shilalekh-Tamrapata Suchi, inscri.51248

% Ibid., inscri .599p.285

% Ibid. inscri.519, p.249

%8 |bid, inscri.620, p.296,

37 Kala Sthapatya Gazetteer pdf, file 62, p.3

% Tulpule S.G., Prachin Marathi Korivlekh, , pl.0315-317,
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Various new sects, religious values started ttuénfce the society of Pune.
Through the stone inscription in the temple of 8ahivara (1157 AD in Devanagari))
from Palasdev, Ta. Daund, Dist. Pune, the templka@svn as Mtha cult temple but
actual inscription tells about the person who dedahe gold coins and land for the
Visnu temple, was thepadhyaya named Basawawas of Mrasaiva cult. V.L.Bhave
informs that the temple was built in Chalukya periy vassal of Chaluky&.

Kalyani Chalukya rulers could have started theldbun type temple
architecture traditions in Pune District. Bhuleshwemple near Yavat, Palasdev
temple near Daund, Kukadeshwar temple at Pur awveefeamples of first half of
medieval period. All the temples found, mainly shialyani Chalukyan influence.
No reference of donor or king who built the templauld be found. Subsequent
Yadava rulers have also contributed to build theptes. Stone inscription(in
devnagari 1285AD) at Pur, Ta. Purandar, Dist. Pumade by Yadava king
Ramachandradeva shows his rule in Pune.ifi$aiption tells about the appointment
of Hemadpanta for the post bskakarmadhikari.*° It shows Pune was an important
place in 18 century AD.

It increases the possibility that contemporary gks in Pune District were
built with blend of styles and powers of two conparary rulers Kalyani Chalukya

and Yadava Kings.

In subsequent period, Islamic rulers started tiaudte and destruct the society.
Mainly religious establishments were destructedhigm. Palasdev, Ta. Daund, Dist.
Pune, was invaded by Muslim attatksin 1647 AD Purandar was captured by
Shivaji. Subsequently Mughals captured Purandd7ob AD and Indapur and Supe
conferred on Shahu in 1707 AD.

Inscriptions from second half of medieval periog donors, most are with
names and year (purpose not mentioned) are fountheomuter and inner steps of
Bhuleshwar temple. Later additional architectuoahfs can be seen in late medieval
period.

% Tulpule S.G., Prachin Marathi Koriviekh, pl 11, g8, Ibid.

% |bid, p252, insci 524

4 Tulpule S.G., Prachin Marathi Korivlekh , pl.116p, ref. Burgess and Cousens : List of
Antiquarian Remains in the Bombay Presidency, 1873
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The artisans from Bhuleshwar workshop, Nagarkank&a Gaudi and
Vyankaji Gaudi were chosen by Brahmendraswami, #mely were called by
Sagunabai, wife of King Shahu, to build gsnadhr temple for Brahmendraswami at
Dhavadashf in 1745AD.

Brahmendraswami was rewarded by Haveli Talukagav “mauje Pimpari
pranta tarf Kadeparhar” in 1725 AD® and he gave the major contribution to
reconstruct the Bhuleshwar Temple. The amounteéoovation of Bhuleshwar temple
was given by Holkar King¥'

By observing the geographical conditions the diec of place for
construction of such precious temple could be wtded. Its historical graph in Pune
region shows the significance of the Bhuleshwarpienover the period of time. The
history reflects through various parts of the teanphd it acts as a clue to know
Bhuleshwar temple.

“2 Dhavadashi Yethil Brahmendraswami Yanche Carjitr36

“3 Dhavadashi Yethil Brahmendraswami Yanche Caritra 13
“** Ibid, p.36, fn.89
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Chapter 3
Bhuleshwar Maladeva Temple
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Bhuleshwar Mahadeva temple today, is a well known temple. It has its own
historical importance, architectural grace and scuél beauty. It is located on a hill

(plate 2) which is known as the Daulatmangal foflangalgad.

Today the fort is identified with three bastiomdate 5) and a dwarf entrance
door. The Bhuleshwar MaHeva temple is on upper level on higher plinthdasihe
fort. The temple is surrounded by the firm protectof three visible bastions with
remains of protecting walls. The North bastion ithwvhole structure approximately
measures 4.6 meters in height and 9 meters in téamEhe structure of this bastion
could be original. Other two bastions are damagld. west bastion equally measures
with the north bastion, is with extension of fallones. The South bastion parallel to
the car road is reconstructed and comparativelySame part of bastion was built in
later period. The existing original structure meastequally as the north bastion. The
reconstructed height is greater than the origifilaé style of this bastion differs from
other two bastions. This bastion has a structuth wértical planes. It is not totally
round like other two bastions. The bastions withigal planes are a typical feature of

Maratha period.

The total area covered by all bastions is appratety 2000meters. The fort
has the structure witRiva temple inside on highexdhisthana, on upper level and

bastions on lower level.

The fort has the entrance (plate 6) with only dwimor frame built in stone. It
is at the east side of hill and one of the soutliswa connected to this door. It could
be the main entrance of the fort. The entrance demmall and approximately

measures 3 x 3 x 2.5 meters. The hill on the tgprémains of stone steps.

Observing the way towards temple via Yavat, Dorge Vasti; some
architectural remains (plate 3) can be seen. Alsiaple of Hanurina with recent
construction, a smathusjidlike structure in cuboid form, comparatively larggah
in rectangular shape with pillars, a fortificationth bastions are easily located

structures.

There are three main paths going towards the ®n(he is the road for
vehicles which ends at the flat plateau besidet¢heple; the other is walkway of
stone steps (plate 7) with Devnagari inscriptidastisig from bottom of the hill and a

path from main entrance of the fort. The forth p&dh is closed today.
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Three natural underground water sources (plate) &ré® there, one built in

stone near steps by Brahmendraswami and otheoekecut and open mouthed.

One of the water sources near steps is with ssta@ie built temple, near south
bastion, known asadulai Mandir (plate13-16). It is dwarf structure withmall
garbhagha, antaal, mandapawith four pillars. It is on higher level than thatp and

has some remains of stone steps.

Climbing towards the temple, in outer area, tlsteme carvedivalinga, with
carved feet (plate 15) on it can be seen promipeAthong those one is a broken part
of stone pillar (similar to the same style carvofgemple pillar) with feet symbol on
the top and three sitting figures (plate 15) in itsihg pose, indhyana mudg,
central figure is large and other two are relativ@hall. Those structures could have

been placed in the memory of the meditators.

Other two are also square shap&ta with carved feet symbols in the middle.
The temple is without shrines, having a built ststreicture, looks like a part of the
hill. The structure could not be located easilye Temple wall is built of stone slabs
whereas the roof is of bricks (measures approxim&@@ x 20 x 8 cms). Some loose
bricks can be found in the temple area and alsiocalar arranged brick structure is
there.

One eye-catching sculptural slab (plate 14) witle wyala (lion) and gaja
(elephant) having half relief (similar to the sdule of the main entrance of main
temple), is fitted on the upper right side on theteo wall. The temple has a small

door with stone frame and the door with metal sheet

The temple is east facing like main Bhuleshwar Migva temple. The female
deity is standing opirha (plate 14, 15). The deity sculpture measures 90orheight
and 25cms in breadthirtha is 75 x 60 x 27cms. The deity sculpture in stagdin
position, roughly carved, is with two hands holditejavara (the sword) and
panaptra (the round vesselgrdhaka (the cloth covering half legs), clearly seen
with ornamentedkaribandha(waist ornament) and three elongated diamond shaped
ornamentations could be of metal, attached to Tffe.simple necklace, circular rings
in both ankles are prominent. Theukua of deity is carved in half lower part and

plain on upper side.
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Goddessadulai Plan aihiikai temple

The smallgarbhagha measures 1.5 x 2 m and inner heighfikhara is 2.54
m. Four quarter pillars ajarbhagha with projection in the corner measure 18 x 18
cms. There are two niches one rectangular and dqwars on the left wall. Here some
other sculptural panels can be seen on the uppaieirpart ofdvarasakha. The
partially broken panel has two goddesses with ma&araimage. One goddess has
Nand as a vehicle anttisula in her hand other are broken. This panel is idahto
the triad panels of main temple. One more sepa@itkpture is on the inner frame of

dvarasakha. It is a sitting male figure with hands joining aledvead.

The dvarasakha measures 1.2 x 1.8 m inner, 90 x 120 cms outejggtion
and groove with 2 m) with no sculptures and dedomaflTheantarala measuresvith
dimension 2.1 x 2.4 x 1.2 m and half pillar with @s. Round roofed niches facing

each other are on walls aftaral, measure 45 x 90 cms.

The mandapais comparatively large in size and measures 5x2L m. It is
supported with four dwarf pillars (height 2.1 mjat pillars measure 27 x 27 cm and
two pillars (middle) measure 45 x 30 cm holding ttom-decorative stone beams, are
only the architectural carved forms, with base toké carved rectangles with one
central elongated triangle at each side. In thedheigetal like form pointed upward

and 3 triangles are features of the pillars.
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Four pillars divide the whole space afandapa in two parts with two
concentric square rooves. In first inner square 96 cms, middle square 1.2 x 1.2 m
and outer square 1.5 x 1.8 m. In second inner s@@x 60 cms, middle square 1.2 X

1 m, outer square 1.7 x 1.5 m. Pillars approxinyatetasure 30 x 30 x 180 cm.

One section of roof ahandapa has the sculptural panel afradikpla (plate
16). The panel is partially damaged and show sdiky@zla with their vehiclesKuber
on nara(human),Yamaon reda (buffalo), Varma on makara(crocodile),Agni on
mexdha (sheep) are carved in circular form. The stylecafving matches with the
sculptural style of main temple. This panel coutdthe part of main temple and fitted

during reconstruction.

The unique feature, a carved sittyapiin a square frame (plate 16), facing to

the deity is placed olalarabimbafrom inner side of doorframe.

On the southern pathway, one structure with snoalins is at the left side of
steps near road. Also one square arc structurtoire plate 4) with two rooms and

middle gallery is in between the parking area @agscoming from the road.

On the plateau of the hill, the Bhuleshwar Malleva temple is on higher
plinth. At lower level at the end of hill steps the right side, there are two very small
structures osanudhi built in stone. A structure with small rooms is strncted at the
entrance steps afdhisthana. Insidesanizdhi temple is squarsamzdhz in marble with
carved footprints in bloomed lotus and small syrebof sarkha, cakra, gad and

padmain four corners. Its roof is built with concentgquare.

Two more temples can be seen at the east siddél ahtd in front of the main
temple. Those temples are on plateau on lower.le@gle structure (plate 18) is with
stone inscription mentioning the final constructitetails asinandisram, Sr7 Datta
prasa(prasanna)Saka 1840 In 1918 aka 1840), it could be reconstructed by the
devotee ofSri Datta. It is a small cave temple with wooden fini@he visible
structure is simple and is built on the roof of ergtound cave. It has descending
stone steps ending in the underground cave. The isaa simple natural structure
with natural water source, partially human builihveaound it (plate 18). The other
temple, Rm mandir (plate 19) is comparatively larger temple struettihian cave
temple. It has seven tall open steps anaapati onlalarabimba. It is a simple

structure with onlygarbhagha. It hasmedieval stylesikhara with four pillars in

22



upper corners. The sculptural panel ahR Laksmana and &2 is worshipped as the
main deity. The figure ofi& is very smaller than other two figures. The tengaald

be constructed by Brahmendraswami as he was wqeshgd Rim.

The simple structure with small stone deity Mhdmkor Mhasoh (plate 3) is

found at the left side of the main temple,

Sculptural remains that are used or fixed into fortification and other
structuressuch assculptures of Bhairava, two at entrance steps widphant n
warrior images, Bhairava with surrounding petalwilsir to the entrance, a small
sculpture ofvidyadhara on a bastion near parking groumdigamasdala near built
water tank siddhayogiwith beard in sitting position in a niche in wafi water tank.
All these sculptures are stylistically same as aimtemple and seem as the part of

temple.
The description of Bhuleshwar temple

The two storey temple is finely constructed inckldasalt stone with dry

masonary without keeping any mortar.

The temple facing east is well secured in a stsginge wall around three sides
except east. The uppermost edge of the wall hasatstripe with design running all
around. On south side, there is a panel with standiale figure on the band. Two
devakgrha are arranged on east wall and one on remaining tiwadls. The north
devakarha has broken sculpture with highly decorated heatllags, torso is absent.
The whole temple structure is on strong high fotieda(approximately height 4 m,
plate 21). The wall with thre@khara above of late medieval period can be seen from
the plateau and the spot where steps end. Hereondtone wall, finely carved half
figure of male deity with eight broken hands sunding petal form design with

broken elephant head welcomes the visitor.

Approximately 15 steps take us to the main terppdgnises on comparatively
high adhisthana. Two delicately cravedvarapala, (plate 22) withnaramwdamala,
facing each other, on both sides of the stepsctathto the wall. Those partially
broken two images are with head, torso and someop#gs remaining. Some small
rectangular sculptural panels of elephants andiovarare fixed in the wall (plate 23),

near thadvarapala on the right side.
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The original sikhara or its parts do not show any existence today. ayed
sikhara are reconstructed by Brahmendraswami which shover lahedieval
architectural style. Thdikhara of garbhagha (plate 30) is with highly carved
delicate design tharikhara of madapa and Nanomaudapa. The sikhara of
garbhagha is big, tall and broad. Thékhara of Nandmandapa is comparatively

very small. All thregiikhara were built according to the order by Brahmendrasiva

Observing from upper side, thikhara of garbhagha is with finial and big
amalaka with floral base. Belowamalaka, vyla parika (lion band) runs around.
Below this gaja parika runs around. Four low relieflevakerha are on four
directions. Four highly decorated octagon@hars are placed in each corner with
small octagonal decorated minarets on both sidedowB this level are square
decoratedminarets three in each corner. Four intricately candevakerha on four
sidesare with deity inside. One motevakgrha with deity is in continuation below.
This is with high relief and more delicate desibart uppermostlevakerha. Today

thesikharais painted with lime.

The sikhara of maudapa is with broken finial andamalaka smaller than
garbhagha. Four smalldevakgerha on pillar are placed at four sides separately.
Sculptures ofvyala (lion) (plate 29) placed each on both sidesie¥akarha. Four
hexagonalminarsare placed in each corner. Below constructionith three simple

planes with four niches in each.

Thesikhara of Nandmaudapais simpler than other two. It also has finial with
amalaka Four hexagonaiinarsare in four corners. Simple double planed stractur

covers the central part one on each side.

On adhisthana, a small structure with four pillar¥idyadharaon each pillar
back wall and roof calledatuskz (plate 24). It is the stone structure separatiygeul
at the entrance neamagirkhana. The nagarkhana (plate 21, 28) is the place to play
music for God which is built by Brahmendraswami.eThntrance staircase on
adhisthana takes us to the first storey atgarkhana, in open gallery, facing east
through a shallow domed roofaudapa It hasminarsextended upward andinarets
between themMinars and the upper edge dafagirkhana are decorated with
rectangular stucco mural panels. Total eighteeccstpanels are with medieval style.

Each panel is with image in middle and decoratieevéth pillars in background. The
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sculptures, their cloths and outer square desigre wainted with yellow and red

colours. Today colours show its existence to soxbeng.

Stucco images (plate 31) list

on eastern wall (leftminar) on eastern wall (rightminar)
upper-figure withmatsyaavaira upper-sitting female deity
lower-Gaapati lowe$esasayt Visnu

on southern wall on northern wall

upper-deity holding snakes in hand upper-standing female figure
1.lower-Mahsasuramardin 1.lower-figure without head
2.Narasinha 2.empty panel

3.male figure with beard in Nizam attire 3.malgufie

4.male figure sitting in meditating pose 4.stagdigure

5.vertical design panel
6.figure with sword and
7.empty with window

8.figure with bow-arrow

Two devakgrha are on both sides olagarkhana. Two small erotics sculptural
panels (plate 25) are at the upper sidel@fakerha near north steps. A huge brass
bell is hanging. Twaipnvi/a (plate 23),sikhara of cave temple anda@h mandircan
be seen on lower level the frontal east side. At the extreme left sidé¢hefbell, is a

rectangular deep way with steps going to the graafrabove mentioned structures.

At the base of bell, are stone sculptures withdiendeity in sitting position,
highly decorated in stone panel (plate 25). Sonseriptions in later Devnagari are

carved on floor.

In front of the bell, there is main entrancentdudapa known asnhagarkhana.
This is the actual entrance (plate 33) of the temphis structure ofmandapa with
domed shaped roof has three doors, one as entadcether two on the both side of
the walls. Here on floor, inscriptions of ancestofgujarz are written clearly in later

Devnagari script with decorative forms.
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Next to nagarkhana, a rectangulamandapa with semicircular roof is with
plain simple walls. It is the resting place foglakhi and kavad (plate 33), in the
month of Sravana during festival. The door, taking inside is witlecorative
dvarasakha (plate 34 )— a doorjamb with @apati onlalarabimbaand fivesakha in
sequenc@atra, nara, stambha, patra, #a. Thecamaradhirini is placed at the base
of fourth patrasakha. The bases of oth&rikha are plain. Thaidumbarahere is plain.
The original decorateddumbarais placed at second inner step which has decerativ
pattern on central semicircle and twotzmukhaon both sides. The same slab of

carvedudumbarais placed at the entrance mdgirkhana.

A small old wooden door withsvarila - horse shoég(plate 33) opens into
the small dwarf square passage with Haimerwithsendur(orange color) in a frontal
square panel. The roof of this passage and backéitlandimadapa are same. Its

construction is with rectangular heavy stone slabs.

Two staircases (plate 35) on both sides are int @agle to the door. Each
staircase is with high stone steps and reacheleofirst storey with stone floor. Two
decorative square pillars are placed at both sifidast step. On the vertical square
base, pillars have sculptures ofifapati, Bhairava, Goddesses at four sides (plate 36)
The sitting sculptures gfogi with beard are on the extreme upper side of pi(laay

be ofAcarya or Guriz)

Entering to the storey from right steps, at fraght, there iskarmachit or
karmaprha —atortoise shaped carved stone (plate 35). It appratély measures 150

X 90 x 60 cms.

The Nandimandapa (plate 37) is at the left side of entering steps,
approximately measures 6 x 2.4 x 2.4 m with halflwais having four entrances
from four sides. Decorative 10 half pillars withsBpportive pillars, resting on flat
base of dwarf walls, vertically ends to the domepsd roof (plate 39). Four
connecting rectangular panels are placed on inméoater side of edge chadya at
all four sides. These panels (plate 39) have thaex of Indraabhz with musicians,

holding instruments likeydanga, piva, ral etc.

! This door is replaced with new wooden door inrtranth ofSravan 2016
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A huge finely carvedNand (plate 38) facing west, sitting qerastara prha
with one leg folded, is placed in the middle of #mall structure oNandimadapa,
Fine ornamentation on neck asidbdha bhaavanhance its beauty. The knot tied on
its back and the glazes of stone are special femtdihe position of Nandi's head is
tited and is cleverly defined so that light comiingm back square window can reach
to the Sivalinga in garbhagha. This special light play is a happening or"228"
March and 13, 14" September every year. This typical featurenafdi with tilted
neck and light play is said to be unique. Fardhastambhaare on the back wall of

Nandimaudapa.

The entrance afandapa is with highly decoratedivarasakha (plate 51, 53,
55) with Gapapati onlalarabimbaand five finely carvedaghumandiron the upper
part. Themandapa has two more doors in south and north walls. Theutar
rangashia is at the centre omandapa above that is the dome shaped roof with fine
circular rim. Female musicians are delicately cdriiere but only two are remaining
which are withmyduiga and pava. The circle is in square frame. In each corner of
square frame is sitting yogi (male in south wedad aonrth east corners, female in
remaining two corners) with creeper design in baskgd. The roof extends to half
pillars of half walls forming square shape. Twotimukhain each corner and

rectangular stone slabs arranged parallel comjéestructure.

The mandapa approximately measures 6 x 6 m asdsupported with four
broad square pillars (plate 47). Those pillars resdptures of Vidgdhara (plate 44)
on middle square panel. Three of them are of oyle sind forth pillar differs from
those three pillars. Those pillars have uniqueufeatogi panels (plate 60-63) on the
uppermost part connecting thadya Each pillar is withyogi on two outer planes.
Inner two planes of each pillar are blank. The ¢bsix ardhastambhan walls at
both sides ofdvarasakha is with oneyogi panel facing inside. The top of two
ardhastambhanearantamla is with yogi one on each side of pillar. Theksasana’

the sitting arrangement for devotees are at thoss £xcept the side neamtarala.

Three rectangular sculptural panels are alibwigasakha from inner side of
walls. In Triad yogi panels each panel is with thregogi sitting in siddhisana or

sahajisana or ardhaparyekasana, an easy sitting pose of meditation.

2 This could be the continuation in temple architeefrom cave architecture. Kala Sthapatya Gazettie
has mentionedsanapedhi& inscribed in stone.
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East triad yogi panel (plate 52) is with thregogi sitting in jjanamude,
dhyanamude, bhimispasamud@. Sculptures are with undamaged face with
elongated ears without earrings. They hawdraksamala around neck, wrist and arm.
An ornament in ankle and plain stripe runs arounmadugler. They have only cloth

around waist.

South triad yogi panel (plate 54)is with threeyogi sitting in jjjanamuda,
dhyanamudg, bhzmispakamude. Their heads are partially broken. They have round
earrings. The plain broad neck ornament, plain droags in arm and wrist are

prominent. They have only cloth around wéist.

North triad yogi panel (plate 56) is with thregogi sitting in dhyanamudg,
bhamispakamude, jjanamuda. The head of middle figure is broken. They have
elongated ears without earrings. They don’'t havekrernament. They have plain

rings in wrist and arms. They are with only clotbund waist.

Three inner sides ahaudapa are with kaksasanaand dwarf pillars except
west side. The top of each half pillar also hgegi panel (plate 60-63)on three planes
from inside. Total 36 single panelsyaigi on top of the pillars and 3 trigebgi panels

ondvarasakha can be seen imandapa (Total 36 and 9 = 45).

Entrance figures ofintarala are of quite interesting pattern. The entrance of
antarala is supported with two tall round pillars (plate 48wo round pillars have
standing round sculptures of females, one on edudve the eye level of viewer. The
tapering style of pillars takes the viewer's eyetoghe beam at ceiling. Here wide
sculptural panel (plate 48) is with three femalgufes, each is placed in one
compartment. The sculpture is destroyed, only ®esast with some ornaments. The

group of three figures is placed on backgroundatiimandala (the creeper design).

Four steps going downward reach into the area afowaantarala which
approximately measures 1.8 x 2.4 m. Left and righlls are plain. The height of
antarala is big. Here the tall finely carvedvarasakha of garbhagha (plate 57) is
with Gapapati onlalarabimba. Five sakha define the structure witlpatra, nara,
stambha, patra, \ifa respectively. The outermostyala sakha extends upto

laghuvimizna panel. The upper broad stone panel is with fagghuvinana (plate 58).

% David Lorenzen mentioned about the attire apiika and Kilamukha sects in #palika and
Kalamukhas, Two Los$aivite sects, p.2
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Each laghuvimina has a standing male figure. Each figure occuples space
betweenlaghuadhisana andlaghusikhara. The central figure and figures at extreme
ends (1-3-5) are in the attire ybgi. The remaining two figures (2-4) aretibhanga
pose and with an organ mark around shoulder mayviler:ga. These male figures
are with broken head and legs, only torso exist®e [Aghuvimina with yogi on

dvarasakha is the unique feature here.

The garbhagrha (plate 45) is smaller thamaudapa and measures
approximately 3 x 3 x 12 m. It is the simple sturet with plain walls and simple
guarter pillars one in each corner. Pillars haweiited cobra image below capital.
The Sivalinga of Bhulévara Maldeva is of stone and placed in the centre of
garbhagha. The metal carved face amdiga (cobra)are placed over it in daily
rituals. First there was horizontal stone slab dixe the right wall but today it is

removed and the right wall is plain.

The pradaksina patha has 31 pillars, 26 half pillars in walls and 33atim
rooms around the whole structure of temple (pla2¢. 9he height of this total
surrounding structure is up to tbhzdyaand at this plane an open passage covers the
temple. This open passage is on North, South anst W/de. The East side around

Nandmandapais enclosed with the roof of stone slabs.

The vertical wall near open passage has 10 taaelp (plate 69-73). 9 panels
are with female deities and the™i with male deities. Each panel has three figures
with its vehicle on its base. Each panel measupgesoaimately 90 x 270cms except
6™. The " panel (plate 71) has additional standing figureamaskra mud at left
side from viewer’s perspective. The middle figusealler than other figures at both
sides. Each panel is decorated wktttimukhaat centre on upper side, a creeper in
semicircular form and twanakara at both ends totally formmakaratoraa. The
creeper has round forms with a yogi sitting in nethg pose. (see chart of triad

Sakti panels on next page)
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Exterior of temple

Paicaratha temple

\fttakara with stellete plan

Rtha - North traditions

Jaigha - South traditions (with equalkirastambha except one)

Sikhara - Later medieval (with Mughal influence)

The outer structural design garbhagha, antasla andmandapaand its parts

define the style of the temple.

1. CQuter structural design of garbhagrha- The plan of garbhagha of
Bhuleshwar Mahdeva temple is of stellete type (plan 1). The stmac is of
pancarathatype (five flat vertical surfaces projecting frormaoh wall ofgarbhagha).
The outer most flat surface is wittevakgrha on each side except east. On high
adhisthana, starting from lower, the vertical structure oktlwall is defined with
khira, padma, kumbha, kumuda, kapota with panjaragha, kapota, varadika,
dandachadya with continuous bell forms running all around. (steictural diagram
on page 46).These parts run continuously all arotnedgarbhagha. Overall 27
sculptures of goddesses amirasundaris (approximately 30cm in height) in
decorative arc are placed dumbha.The kumudais decorated with one floral
diamond on each side kiimudaThe kapotais with panjaradesign. Onjargha, each
projecting and inner plane has a standing sculptireleities, surasundaris and
musicians Each flat plane ofarigha on south, west and north hdevakgrha. Next
kapota layer is with continuous design band of diamond psha flower. The

varandika supports to slanting roafandachadya.

The sculptures okumbhaare mostly of deities sitting or standing in vasou
positions. The corner of south west Isasasundar on kumbhawhere as remaining
corners have deities. Each deity panel is on etammepofkumbha Each panel has
decorative arc with design of circular convolutidrehind deity. Though each panel is
small and approximately measures 30x20cms, theingaof sculpture is fine with
each and every detail of figure and ornaments. &trsngement cfumbhadeities is

one of the unique features comparing to other templ Maharashtra.

The chart explaining details of sculptureskoimbhais given on next page.
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Thejangha of Bhuleshwar temple is of Bvidaa type anthas 67 sculptures
(plate 79-86) in standing position with approximagsght of 1.2 m. Standing
sculptures are in clockwise direction starting froater adjoining wall near first
devakarha betweemmandapa and antadla at south to outer adjoining wall near fifth
devakarha betweemmandapa and antadla at north. Most of the sculptures are
partially broken so their proper identification éunot be done. Still sculptures are

noted with present attributes starting from soethigures are as follows:

first devakostha betweenmandapa and antarala at south

1. Surasundais withtala (bells) in both hands and with ornaments.

2. The sculpture is totally broken.

3. Male figure is with three torsos and four ldgeads of this sculpture are broken.
4. Male figure is irtribhanzga with two hands. The sculpture haakhawija around
waist with common man'’s attire likehilla.

5. Surasundais intribharga with ornaments. Its heads and legs are brokeg, onl
torso is present.

6. Here sculpture is on south braadlastambhaMahakala (plate 81)sculpture is
without clothes. He has serpant knot and ornamentraund neck. He bears
naramunpdamdla running around waist and legs. The serpant coveriplegs is also
a feature.He hasspreaded hair behind headramwdamala above head. His half
closed eyes and sharp canines coming out are peotf@atures. He has ornament in
arms and feet. He has serious facial expressionss Hs if in deep contemplation.
7. Surasundais intribhanga with ornaments.

8. Surasundais in samabhaga pose with ornaments.

9. The sculpture is absent, totally broken.

10. Surasundais intribhanga pose with right leg stretched and left leg ah&dmt
sculpture is with ornaments.

11. Surasundais with ornaments, It is partially broken. The Ipture ofhariisais at
feet.

12. Surasundais with slighttribharga and ornamentation. The sculpture is partially
broken.

13. Surasundais with slighttribhanga. Her left leg stretched. The sculpture is with
ornamentation and it is partially broken.

14. Surasundais with slighttribhanga, with ornaments. Her hands, face and her left
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leg are broken. The right leg is half folded.

15. mrdungamrdalr - Surasundais with slighttribhanga, holdingpakhawvja around
neck. Her left leg is straight.

16. Female figure with simple attire, simple necklaf beads around neck. No other
ornament is present. She is holding and playindw:ga with both hands.

Second soutldevakostha on garbhagrha

17. mrdungamrdalr - Surasundais with tribhasg. She is holdingpakhawija around
neck. Her right leg is straight.

18. Surasundars with atibhaizga. She is withtwisted torso and ornaments.

19. Surasundais intribhanga. Her face and legs are broken.

20. Surasundais in slighttribharzga. Her legs are straight but face is broken.

21. Surasundais in slighttribhanga. Her face and legs are broken.

22. Surasundais intribhanga. The sculpture is with ornamentation. Her face and
legs are broken.

23. Surasundacould beAlasa. She is intribhang and with ornamentation. Her face
and legs are broken.

24. The sculpture could be identified as Dagpas she has mirror in her hand.
Surasundaris intribharnga holding mirror and she is with ornamentation. Tigere

is one of the best and unique contributions in ealitemple sculptures.

25. Surasundairs in slighttribhariga. She is with ornaments. Her head and legs are
broken.

26. Surasundars with ornaments. Her face and her right legbaocken. The small
sculpture of monkey is present at her feet.

27. Surasundais intribhasgaand she is with ornaments.

28. Surasundais intribharga andwith ornaments. Only torso exists. Her face and
legs are broken.

29. Surasundairs in slighttribhaszga and with ornaments. Only torso exists. Her face
and legs are broken.

30. Surasundars intribharzga and with ornaments. Only torso and feet exist. Her
face, hands, legs are broken.

31. Female figure is broken.

32. This sculpture could be of Merm@alSurasundaiis with torso. Her face and legs
are destroyed, could tidhgakain her right hand

33. Surasundars with broken face and hands. She is with orndsien
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34. Surasundars with broken face and hands. She is with orndsien

West devakoszha on garbhagrha at backside

35. Surasundars standing straight. Her face and her right legkaoken. Her head
could be covered with back cloth.

36. Surasundars intribhariga. She is with ornaments. Her face, legs, hands are
broken.

37. The sculpture is easily identified as Makiramardin with the body of
Mabhisasira on ground. Goddess is wifltabhavalaya.Her face and hands are
broken.

38. Surasundais intribhanga. Her face, hands, her right leg are broken.

39. Surasundars standing straight with ornaments; her facedsategs are broken,
her right hand could be in raised position holdaxe

40. The sculpture is fully broken. It could be wittonkey image at feet.

41. The sculpture could be identified amamardaf in tribhanga. She is with
ornaments. Her hands and right leg are broken.r@Qured part ofina at her right
side is present. Her face, hairstyle and largedaarrings are clear.

42. Male figure with simple clothes and simple neckament. The sculpture could
be of a common man. His hands and right leg arkebro

43. The sculpture is totally broken.

44. Surasundars intribhanga. Her face, her right hand and leg are broken. Hedha
is dangling on waist.

45. Surasundars intribhanga. Only torso with ornamentation exist.

46. Surasundais intribhaszga Only torso with back head cloth and ornamentation
exist.

47. Surasundais in slighttribhanga . She is with heavy necklace. Her head and legs
are broken.

48. Male figure with simple attire. He has headwétrge round earrings and simple
necklace; his hands and legs are broken.

49. Surasundars intribhanga; she is with ornaments. Her face, hands and legs ar
broken.

50. Male figure is irtribharzga with simple attire could be a common man.

51. Surasundairs in slighttribharga holdingrala (bells) in both hands; with
ornaments.

North devakostha on garbhagrha
40



52. Mrdungamardal, Surasundaiis in slighttribhaszga holdingmrdurga; her face,

her right hand and left leg are broken.

53. Male figure with simple attire. He is holdingdu:ga. He hadifferent hairstyle.
54. Surasundars with twisted torso. The sculpture is with orrertation. Her face,
hands and legs are broken.

55. Vinamarda#i, Surasundaiis intribhanga. She with folded legs. She is with
ornaments and her hands are in position of holding

56. Surasundairs in straight pose. She is with flat ornamentsr fdce, hands and
legs are broken.

57. Surasundais intribharnga. She iswith ornaments; her right hand is raised; her
face, hands and legs are broken

58. Surasundais in samabhaga; She is with ornaments; her face and hands are
broken.

59. Surasundars intribhariga; She is with ornaments; her face and hands areshrok
60. Surasundairs in slighttribharga. She is with ornamentation; her face and legs are
broken.

61. Surasundars intribharga; she is with ornamentation; her face, hands argl leg
are broken.

62. The sculpture is on north broadmilastambha. Mahakalt (plate 85) is standing
in tribhariga on preta, with prabhavalayaat back of head. She has ferocious face with
large eyes and sharp canines coming out of mowthbbidy is with cuboid finishing.
She hakucabandharound her breasts, serpent around neck. Her fmdshare
broken. The scorpion is in cavity of her stomachciwhs rare feature.

63. Surasundais intribharnga; her face, hands and legs are broken.

64. Male figure is irtribhanga; he is in simple attire, holdingrdusga around waist
65. Surasundais intribharga. She has slightly twisted torso, she is with ornatsien
and holding something in her right palm. Her lefiken arm is in raised position

66. The sculpture here is totally broken.

67. Surasundars insamabhaga. She is holdinga/a in both hands. She is with
ornamentation. Her face and legs are broken.

fifth devakosrha betweenmandapa and antarala at North
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Jalavatayana (windows - plate 27, with criss-cross stone patterhariisa
design are used in the protecting walls of templealtow the light and air. No

window can be found in the walls garbhagha andantarala.

The Lotus facing downward (plate 49)abovekaksasana at both sides — at

the starting ofnaudapa, is in betweerantarala andmandapa.

Gaja-vyala thara (plate 50), a band of elephant and lion is aththgse, above
khira of mandapa and Nandmandapa At the North side, some images géja
(elephant) are depicted with human figures sittingits back. The band consists of

few asva (horse) figures also
Special features

*Gajamukh1

Three sculptures dfakti form of Elephant headed God are on triad pairel
pradalsina path of Bhuleshwar temple particularly ori” panel, &' panel and 9
panel (plate 70, 71, 73). In all three pan8kkti form of Elephant headed God is on
extreme left. The height of every form is approxiety 45 cm, less than the central
form of Sakti but is equal to th8akti form at extreme right. Each panel is with two
makaratoraza at both ends of semicircular ornamentation kinimukhais in centre
on upper side. The convolutions of vine are in saaular form at the background of

each panel. In each convolutigagiis sitting in meditating pose.

All Sakti forms are sitting irardhaparyaikasanaor sahajisanawith vahana
at its base. Theahanaof Sakti form of Elephant headed Godnigisakaand can be
easily identified. Every form is finely carved widll features of elephant head on a
female figure with ornaments and feminine featufidse mukua of is of kirira type.
The trunk is with bend towards left. The trunk isken in 9" panel. Thdanchanaof

Sakti form of Elephant headed God (starting froméoveft in clockwise direction)
on Panel 4 danta, paraiz, mukula, (broken)
on Panel 5 dantg parasi;, mukula, japiaraka

on Panel 9 danta, paraiz, mukula, Gaparaka(broken).
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Story-panels
The subjects of story panels are from epics of Bama and Mahabharata.
Among all story panels Draupadi Swayamvara, Bhishvieeting of Ram Laxmar,

are at the eye level and could be easily seen.
Three more story panels

1. Maricavadha panel (plate 76) isnear beam oNandmaudapa facing west. It

could be the part of absent panekaksasanaat south east corner ofandapa

2. Teachings byAcarya (plate 74) is on thedith beamconnecting to the enclosure
aroundmandapa and enclosure arourahtarala - garbhagha. This panel (visual part
approximately measures 60 cms x 270 cms) is wighbtiss relief sculpture of sitting
male figure in the centre, withustakaor text on crossed stand in front of him. He is
with bear body, only an ornament around neck amdngg. His hairs are tied above.
The figure seems to be deliver his teaching by ingathe text, his right hand is in
vyakhyanamudg . one sitting small male figure at his left. Te heft side, standing
animals like tiger, horse, some with destroyed Beiadcarved facing him are in a
qgueue. Behind them four trees with peacocks, masKeiyds sitting on and listening
teachings. To his right, standing elephant, lioorsk, and two more animals with
broken head are carved facing him. Behind thenegtltull trees and one half tree are
with monkeys, birds, sitting on and listening teaags. The central figure could not
be identified with name. But the panel suggestst&aehings by somdacarya (of
Saiva sect-related to opposite panel, may be thg &mdonor who has taketiksa
and reached to highest level). A devotee and asinaaké grasping his divine

teachings.

3. Worshipping scene(plate 75)is on theNorth beam connecting to the enclosure
around maudapa and enclosure aroundntarala -garbhagha. It tells the story
sequentially in five sections starting from leftthviviewer's point of view. First
section has two figures, sitting in temple likeusture. Left male figure is with beard
and stylistically tied hair. The figure is with gnivaist cloth and ornaments around
neck, hand, wrist and round solid earrings. Ther&gis holding small rectangular

cubes in his right hand and left hand is raisedh Wiist two fingers open. Next is a

“ All story panels are explained with every detgillr. A.V. Naik, The Bhuleshwara Temple Near
Yavat (Poona District)
® Not noted by Dr. A. V. Naik, Ibid.
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female figure sitting with folding legs. The figure with few ornaments and head
gear. She is also holding rectangular cubes irright palm. Her left hand is resting
on left thigh. In between both figures is smalltieal rectangular form on ground of
temple like structure. Male figure with beard igigg some advice and female figure
is accepting it. They could be busy with doing sarteal (may be in Bhuleshwar
temple). Second section is with royal male figurghvanjali mudiz and sitting in
padmisana,form like gadz at its back The Sivalinga is in front of the figure and the
figure is worshippingSivalinga. The figure is with delicately carved round ems
and necklace. Hair spread at back of his headatdi® is like a Royal figure. Behind
the figure is a big form of Namdand small figure of cow or Nand
In third section the royal figure is in half stamgl position. Fourth section has
royal figure from front view. The figure is withised hands. His right hand is holding
legs of human figure which is carved in horizorpalisition at the extreme top of
panel. Viila figure is with aggressive features placed imffraf royal figure. A small
female figure is standing behingala. (Herevyala is used as lion as a royal symbol.)
Fifth section has two standing figures, one ofalihis same royal figure in
anjalz muda. The other last male figure is wifarzamukua and four hands. Upper
right hand of figure is holdingrisula (which is clear). Lower right hand is
unidentified and other two are hiding. The lastufey may be ofiva. The small
female figure (same as fourth section) is in betwdée whole scene could be related
to king or donor who had major contribution il2phase reconstruction of
Bhuleshwar temple. The story mainly tells about theeiving diksa, continuing

worship ofSiva, destroy of evil power with blessings, andratielydarsan of Siva.

2. Quter structural design of antarala has twokirastambhawith all parts
khira, padma, kumbha, kumuda, kapota with panjaragha, kapota, varadika,
dandachadyawith continuous bell form running all aroun&outh broadkirastambha
has standing sculpture d¥lahakala and northbroad kirastambhahas standing

sculpture ofMahakal7 on jargha part.

3. Outer structural design of mandapa haskhira, kumuda, gaja-\ala thara
in pair, vedilé with story panelsgsanapaa, which are supported with dwarf pillars
with open space anghandachdya Three central surfaces are with highly decorated
dvarasakha (doorjambs) At the joining wall of antaala and mandapa, one

devakorhais on south and north side.
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Themandapa has three doors at west as main entrance, amditt and north.
Eachdvarasakha is highly decorated with fivéakhas. The sculpture of Gepati is
on lalarabimbaof eachdvarasakha. Five laghuvimina (miniature temples) are placed
at the uppermost part of west and naitirasakha. The Southdvarasakha is with
three completelaghuvinina and the outermostaghuvinina (1% and %" are

incomplete.
Dvarasakha

East dvarasakha (plate 51)is with five sakhas, from inner sequenceatra,
nara, stambha, patra, \Ala. The sculptures ofGanga, Yamua, male deity,
Camaradhirini, Kuberare on both sides at the base@thas. The udumbarais with
central design on semicircle akiitzmukhaat both sides. Five miniature temples with

phansana stylesikhara on uppermost beam.

North dvarasakha (plate 55) is with fivesakhas, from inner sequencpatra,
nara, stambha, patra, \a. The sculptures ofGanga, Yamua, male deity,
Camaradhirini, Kuberare on both sides at the base@thas. The udumbarais with
central design on semicircle akiitzmukhaat both sides. Five miniature temples with

phansana stylesikhara on uppermost beam.

South dvarasakha (plate 53)is with five sakhas, from inner sequencpatra,
nara, stambha, patra, \a. The sculptures ofGanga, Yamua, male deity,
Camaradhirini, Kuberare on both sides at the base&dakhas. The udumbarais with
central design on semicircle ak@itzrmukhaat both sides. Three miniature temples

with phansana stylesikhara on uppermost beam.

The asanapaika (outer walls of kaksasang has sculptural panels of
Ramayana and Mahbharata. These panels are on the both sides of thi@easakha
of mandapa Each panel (approximately 90 cms x 240 cms h igectangular shape

and explained with sequential sections of incidenuesach story.

The outer dwarf walls dandimadapa haskhira, gaja-vyila thara, parika
up to the approximately height of 1.2 m. Upper ogpace is occupied by dwarf
pillars. Above that the elongated rectangular gcusy panels, one on each side, are
placed. Each panel has one deity in centre andcmusi at both sides. The same

panel is also placed from inner side. Tweyagi sculptures, three on each pillar are
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placed on uppermost part of pillar (abacus). Heeeceiling arounchandimadapaup
to antamla is enclosed with stone slabs. The ceiling arogaddbhaghais half open

and half closed to the surrounding rooms.
Devakulika around

The whole temple structure is surrounded byd&®akulile (small rooms)
(plate 92,95) and 14 rectangular passages witlrearsd They are alternately arranged
except east. Two open corners of edetrakulilc have a half pillar in each corner. 30
half pillars are on the outer cornerdgvakulilé. 6 half pillars are in the wall on east.
Totally 36 ardhastambhahalf pillars) are around the whole structure.gdally a
standing elephant on uppermost flat surface wasegdlan each half pillar. Today
those standing elephants show their existence aniyest side. Elephants on south

and north sides are broken. Detailgleffakulilg are as follows:

South enclosure

1%' devakulila Totally filled from inside

1% passage empty

2" devakuliki Siva on lalarabimba,empty room

2" passage empty

3 devakuliki Siva on lalarabimba,empty room

3 passage Three steps and small door which dpesmith side,
the view of steps from hill

4" devakuliki no image otalarabimba, prhawithout sculpture

4" passage It has a window witlrizsa (swan) design

5" devakulila Sivalinga onlalarabimba pitha without sculpture

5" passage Window with cross design

6" devakulila Siva onlalarabimba, pitha with Sivalinga

6" passage empty

7" devakulila totally filled from inside

West enclosure

7" passage empty
8" devakulila Gapapati onlalarabimba, prha with Viththala
Rakhunai sculpture
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8" passage
9" devakulila
9" passage
10" devakulila

10" passage

North enclosure

11" devakulila
11" passage
12" devakulila
12" passage
13" devakulila
13" passage
14" devakulika

14" passage

small window
Gaapati onlalarabimba, prha without sculpture
empty (outer wall is shifted)
Gapapati onlalarabimba, prha with Viththala
Rakhunai sculpture
Sesasayi Visnu (plate93, 94) half relief sculpture in
stone slab placed on high built surface. Theré of
Visnu is absent budasavatara (10 incarnations of
Visnu) are carved in circular design in sequence on the
upper edge of stone slab.

This is exactly opposite &firmaprhain
maidapa. The passage has half doorframe with cross
design. Two sculptures are in standing posibion
upper part. One is Gala injayakiara mudi and other
is holding elongated book. Here, inside therftame,
are unique sculpture bérisa (swan) sitting in the
centre of group ahatsya(fishes). This sculpture is at
both upper sides of door frame. Some markaitéi

design of water waves and fishes can be seamar

totally filledrom inside
Window withnaiiend design (today it is removed)
Siva onlalarabimba,empty room
empty
Siva onlalarabimba,empty room
empty
SittinSiva onlalarabimba,damauri in left hand

Small dooramgtside, high step staircase reaches on

adhisshana. (It is exactly opposite to'3passage)

15" devakulila
16" devakulili
17" devakulila

Siva onlalarabimba,broken sculptural with 6,7 figures
No image ¢alarabimba,empty room

No image dalarabimba,empty room
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18" devakulila No image dalarabimba filled inside
19" devakulila totally filled from inside

The ceiling oflevakulile and passages is up to pillars except the narrawesp
aroundgarbhagha andantarala. The upper backside of temple is inserted into the

enclosed ceiling around. The temple is in firm patibn of this surrounding structure.

Inpradaksina patha,the story panel of Bticavadha(destroy of demon named
Marica) is at the uppermost part of right pillar (facimest) at the starting of
pradaksina patha. Two other story panels facing east are on the beeanchadya,
one is on north beam and one is on south beam.eThe&s panels separate
surrounding enclosed area of the temple in twospdine outer area @farbhagha

and the outer area aiandapa

Original sikhara do not exist, not a singleira of original style is present to
get any idea about style and design of origkildhara. But we can reconstruct the
original sikhara. Miniature temples odvarasakha, devakerha, and wall which guide

us with design format of outer pillars.

Existing sikhara is of later medieval period. It héadunt with stucco pattern,
vertical arch pattern; vertical netted rectangleadated design patterns of Batani
style, bell roof with rain water passage, largeydla figures on the top afhandapa
sikhara, roof of nagarkhana with four pillars bass relief sculptural panelsds#ities

Ganapati, Mahsasuramardin depicting Maratha style

The original sikhara, to get an idea of origindlkhara, the miniature temples
on dvarasakha, pattern offikhara of devakarha®, the style n pattern ddzastambha,
give the guideline. The origin&lkhara could be of Davidaian style with Bhumija
characteristics witliimalaka style ka/asa Kala-Sthapatya gazetteer discusses about
those miniature temples aharasakha, devakerha, sometimes odukams as the

main guideline for originafikhara.’
Miniature temples (laghuvimana - plate 49 of Bhuleshwar temple

Uttaranga (the upper side ofarbhagha dwvarasakha) has five miniature

temples (plate 58) with Bhzmi, small triangular pattern in middle and at bothsend

® Rao Kailas, thesis- Archaeological pedagogy ofykai Calukya temples an investigation into
geometry of form generation and methods of insibastfor construction, ch.2
" Kala-Sthapatya gazetteer pdf , p2
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The walls in miniature temples are replaced withe fistanding figures. Their
placement is in alternate pattervpgi figures (1-3-5) and musicians (2-4) and

adhisthana. Hereyogifigures forgarbhagrha and musicians famaudapaare placed.
Finding out the original structure of sikhara (sketch 1-8)

The existingsikhara shows later medieval style. Existing miniature péen

panel ordvarasakha is only clue to imagine the exact structure ofimial sikhara.

Comparing it with the contemporary temples of Malshtra, we can outline
the original sikhara. Especially stylistic similarity inbhzmi, with small triangular
pattern in middle and both ends of edafwmi, it could beBhumija style with
Dravida influence on style ofsikhara for garbhagrha and Phamsana style of

mandapa.

To get an idea ofikhara of Bhuleshwar temple — no miniatusikhara is
existing on firstbhamz next tochadya as Khidgpir. No Latina pattern with middle
striped miniature temples are found on Bhuleshwarple and no fallen remains of
those miniaturesikhara could be found in surroundings. So possibility hafving

Latina style forsikhara of Bhulevara temple reduces.

All above stated similarities, especially the tiela between maidikhara and
the miniature temples ordvarasakha indicate thatthe original sikhara of

Bhuleshwar could be of Bhumija style with SoutherrDravida pattern.

Observing contemporary temples, Bliukra temple could havdeveloped
stage of Bhumij style sikhara with 5 bhami, with Chalukyan influence. The
Amrutedvara temple, Ratangad can give us the perfecttatalddea especially about
5 bhimi latina sikhara, stellete plan ofjarbhagha, simple squarenandapa pattern

without ardhamaedapa, sikhara of Nandmandapa
Structure of Bhuleshwar temple

Structure of Bhuleshwar temple is of mix style wi#bme Northern Nagara
features and Southern @Dida features especially denoting influence of later

Chalukyan features.
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Observing from the base, the Bhuleshwar temple has
*khura...... (Dravida feature)
*padma...... (Dravida feature)
*kumuda....... (Dravida feature)
*kumbha........ (Nagara feature)
*kapota........ (in both)

*makarapattika (Nagara feature)

*janghd......... (Dravida feature)
*varandika........ (Dravida feature showing its own style)
*chhadya........ (Dravida feature)

Besides all observed features, Bhuleshwar temggllisinstudied and
undocumented monument. The other construction ipescin medieval period
are studied and explained by various experts. Buldshwar temple has its
unique contribution among contemporary monumeritsated through its
architecture and sculptural theme. To know abcaitéimple, inscriptions
found at site play important role as strong eviésnd he analysis of each and
every feature of Bhuleshwar temple reveals thetdepits function and its

philosophy, preserved over the period.
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Vrttakara - stellete plan of garbhagrha
Bhuleshwar Mahadeva Temple
with five devakostha
plan 1



Plan of Bhuleshwar Mahadeva Temple
plan 2



Plan of Bhuleshwar Mahadeva Temple

with devakulika in protecting wall around
plan 3




closed devakulika
filled with grey Visnukaksa
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Plan of Bhuleshwar Mahadeva Temple

with devakulika in protecting wall around
plan 4



Chapter 4
Inscriptions

and their contextual analysis
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Inscriptions in temple or in surrounding area are consideredbeostrong
evidences to get an idea about original constroctimscriptions are definite
evidences to decide the time frame of the tempid. iBscriptions explaining about

Bhuleshwar temple could not be found in templenatrroundings.

Still, exploration of area and keen observatidmsas some stone inscriptions
are written, explaining the contribution in lateclstectural development of temple.

They keep forth some points about the period afioal construction of temple.
Inscriptions found in Bhuleshwar Temple

Inscriptions are found depicting the names whdrdmuted to the architectural
development for such sacred place, with and witlyeat. All people who contributed
are from Saswad, Malshiras, Yavat and Pune. Theesarhplaces are inscribed with
short form using first letter of place and dot. ald®0 inscriptions are found, 18 in
early medieval Devnagari script and 60 in latesvridgari, other are with design
forms and some are not legible. Maximum inscripgiane on the floor below and on
the edge of steps such as while walking towardstehgle one can read it easily.

Inscriptions of later contributors are found on:

*The floor of mandapaandmandiraka on the first storey also has inscriptions
with information, which are in early Devnagari gtriThese inscriptions give slight

idea regarding the construction of temple.

*Some of them are on outer steps, some are om gtaps towards first storey

are in early medieval Devnagari script.

*Some inscriptions in recent Devnagari script fimend on the floor of high

adhisthana

*Some are on the floor of outerandapa describing the contribution of them

and their ancestors asiests written in recent Devnagari script.

*Some are also found on the stone built walls afural water tank, with

recent Devnagari.

*A very small cave temple in front of the main t&e has its name carved as

"Anand -Asram" with addition ¥r7 Datta prasasake 1840 in Devnagari script.
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Inscriptions on outer steps in latest Devnagari

Some short forms with their word and meanings:.=yanni=those, %a.=kam=work
done, *ya. par= yanni par padale=they have completed the worksat= sake=year
of Marathi calendar, Ba.= Mr., *prasa= prasanna= with blessings of, *

pu.=pujari=priest, *mu. n&z.=mukkam post Malshirasthe residing place Malshiras
Inscriptions are as follows:
1. vamarav japtak-Sasvad ....(name with place Saswad)

2. apada babhkppa yan bhar kwe(Pwe).....(they have taken the
responsibility of work)

3. mrayanrav san. gunjl Puze....(name with place Pune)
4. pa g bapujr gopalrav ka.....(the person did the work)
5. sarikar yan. par pa....(Shankar completed the work)

6. narutz gahingjr hasaml/a ya par..... (Maruti Gahinaji Hasanal completed
the work)

7. tukaram ta. dagadu nuane....(only person’s name)
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10. kea. yas gavaidi....(reference of mason)

11. sankarnathba yani ka. kelesake 1814...(Mr. Shankarnath did the work in
1892AD)

12. ganu mhadu kdr sa.1846....(Ganu Mahadu Koli in 1924AD)
13. prag_/ deVache lam.....(work of the temple was done)
14.ganah____ ....(incomplete name)

15. _ rusivaram kaba yacya.....(person’s name)

16. sr7 datta prasa sake 1840-Anand-Asram..... (with blessings of Lord
Datta, 1918 AD)

17.$ivaji.....(person’s name)
18. gaginan pujiri (with geometrical floral form)...(person’s name)
19. kiburav.pu. ....(names of priests)
ghudiraj pujari
20. gajyinana narrtarida gurav pujirz sa.1840....(name of priest918AD)

21. haisatharak.panduranga burase pa. ..... (Meditator Panduranga Burase
completed the work)

22. martanda gurav pugri. ..... (name of priest)

23.sankarbhau mu. na. Pujari.....(name of priests, residing in Malshiras)
sankarsa puja

24.$r1 babukala pujari dev (with vine and bird form).. (name of priest)

25. dewda sasarkar pu. ....(name of priest)

26. morm saham mulni.....(name of Islamic person)

27. rarayanka. pujari mu. na. ..... (name of priests, residing in Malshiras)

28. genum Ko .....(name of person)
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29. gavapat kist nath pu.mu.m.(with hut form)....(name of priest, residing in

Malshiras)
30. digaibar sarkar pu. ....(name of priest)
31.sankar gurav pu. ...(name of priests)
gajinan pu
dhaidu
32. dhaidusan kar pujri .....(name of priest)
gajisambhaji
33. gaginanablaji pujari.....(name of priest)
34. iputupe....(name of person)
35. viman soar ma/ ....(person from Malshiras)
36. midhaviav kale niaa. ....(person from Malshiras)
37.sankar si______gurav ...(name of person)
38. _ sake.182Qwith bud form)....(1898AD)
39. govinda ages podire sake.1840 ...(name of person 1918AD)

41. dinakar sidu névi ma.sake 1847...(name of person from Malshiras
1925AD)

40. jawzhar yojarz grand san 97/98 madhunampa:cayat oti kam puma
jhale di.15.7.199&ipale namrathe work done from the programme done by village
1998AD)

41. meghdij.pa maravadi rajevadi.....(name of person from Rajewadi)
42. 3 _ma su. torakée yavat....(name of person from Yavat)

43. hilkrsna yadav....(name of person)

44. yevatkar sarva maa/r ....(all from Yevatkar family)

45 srimanta saudgnakibai dhamihere ... (the female from rich family)
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46.gangubr nagarkar na ....(the person from Malshiras)
47 .bhamabai gayakavid rajevadr ....(the person from Rajewadi)
48. nahe sravan sake 1821 _ ma ..... (Marathi month Shravan in 1898AD)
49. mirayan sa. ambe ....(name of person)
50. kesugeati ya ma. ....(the person from Malshiras)
51. dhoru ku nilambe_surve.. (name of person)
52. _ @jaje.mi. ....(the person from Malshiras)
53. dnakar_jakay ma/siras ....(the person from Malshiras)
53. ilu kwna yadav mi ... .. (the person from Malshiras)
54. gindu ma. ya ma. ....(the person from Malshiras)
55. mi_da _ka.banwi. ....(-)
56. iburav kotvle ....(name of person)
57._pav cava ....(name of person)
58.sankars: pa dhow/u gurav+....(name of person)
59.panduji sedagbad bhau__kam pa. ....(person completed the work)
60. n@i_koj khart.....(name of person)

Inscriptions on floor of mandapain early Devnagari

(these could be carved on floor and steps duriegntruction in ¥ stage)
1. yegjini/a sukan are
2. kanoji_____ ...(name of person)

3. rayajibinalikaji kalakae ....(hame of person)
(kalakae could be the changed pronunciation of kaikim Karntaka which
could suggest the artisans’ name)

4. kola_ na__ ...(.0)
5. ranoji syelar .....(name of person)

61



6. jaitasu@ravaghakrtat@l0 ... (by order of son of king Jaita)

vijaladilhagal203_&isa ... (sake 1203 = 1281AD)
7. gardasainmarimadarnthavasaka
8thanasutra_.saragatzrurimago(mo)h

purudattam.puagojiputatha(gha)sa .....(artisansname could be give

ending withji which is letter to give respe)
9. gotrira___(modi ?
10..sa_a_
awrnadinuanrsum
suracandragthirayu
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ya_kejejorosaml....( -)

11. mgajipata_garokej_padadararagu .....(names ending withi" )
___no_p@

12. bkobaujikanagdr ....(name of person)

13. nausavdasatjibal ....(name of person)

14. natragjdgayammadokaradata . ( )

15. mla/oji, ___ Kmatapaghaajr ....(names ending withi’ )
16. pigda (-)

17.  dmoj_rukokaie.....(names ending withi" )

18. _ padamdjdaka ....(names ending withi’ )

Here names ending withi™ (letter to give respect) could be of artisans
working for reconstruction of temple. The pattefmames immaundapashow that the

names could of artisans from Karnataka.

Scriptsused are in early medieval Devnagari and latesnBgari, with easy
and complex readability. Maximum inscriptions hdwvely carved strokes, but being

stone carved, they are with missed or changedrpatte

Maximum inscriptions are with male names, onlethwith female names and
do not have any matter more than one sentence.t@mlfull stop is used to complete

the sentence. No other punctuation mark is used.

If we observe those inscriptions with all contemgpp examples, especially of
Yadavas, no pattern of sentence is found with tiawil sequence such as starting

with svasisrz, sakuor sakuand the londirudavalr explaining greatness of the king.

People mentioned in inscriptions are from Saswéalshiras, Yavat and Pune
having surnames as Yadav, Koli, Pujari, Gurav, Gdea Nhavi, Chavan, Nagarkar,

Tambe, Gayakwad, Surve, Dhamdhere, Marvadi, etall oéligion.

In sentence, short forms with starting letter le# tvord are used considering
the limitation of the writing medium. Design forresch as geometrical flower, a vine

with sitting bird etc are also carved with names.
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The purpose of writing names may be to keep long lasting ewtds of
serving as priests, contributing with the work adnstruction or architectural
development with the traditional belief ptizya-sancayawith some contribution of

work or donations.

Saiskitikosa explains that the donatory activities done at phece of

Sivalinga orSaligramasila are assumed to gather religious mefits.

The detail study of inscriptions, one can find elepmental stages occurred
with respect to the period during ™ Zentury to 28 century AD. Inscriptions in
mandapa are on floor, they tell about reconstruction phasaneans the original

construction period of temple could be prior tethi

Though inscription explaining about temple is hotnd, one can get the

margin of period with help of the writing style atie script.

The study explains us about the Hindu conceplzné or donation Regarding
to the religious aspect, the tradition of serving @onating self efforts for the sacred
place to gather merits result agusya-sancaya Sivapumna explains
"punyaksetre ktam pwyam bahudharddhinycchati" (good deeds done at sacred

place contribute largely to merits)

It is noted in previous texts that doing such dirior sacred places will be
beneficial for living life to get wealth and happss, and or to free tligma (soul) of

their ancestors or to complete the self viRlrameavara-prapt:.

In Indian tradition three factorsyajia , dina, andtapa are considered to
achieve the concept cghirmal-jivan’ (the pure life) andamani-siddir (fulfilment of

wish) 2

Manu and others explatéina is the basidaksana or factor of religion and the
chapter Heradridana of Caturvarga Ciamani tells that donatory activity is the
special factor ofyrhasthiisrama All efforts done for the sacred place are conside

astapa

According toSatapatha Brahma "tapasi vai lokam jayanti with the power

of tapaone can conquer the wotld

! Saiskritikosa, khada 4, p.340
2 Saiskitikosa khawda 4, p.35
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Mahanarayantya Upansad says:
rtam tapah satyam tapahtam tapahsantam tapo damastapah
samastapo dnam tapo yajam tapo blirbhivassuvarbramhaitadujsyaitattapah
(truth, hearing, breath, calm, peace, donatiorjfgae; praying God, all isl;apa)4

It is considered as givingzna for temple is one way to sacrifice for self, for
family and at certain stage for the society andersie. Dharmasra says it is the way

of papa-niskrtz (to nullify all sins).

Karmapugna explains four types alana- nitya, naimittika, kmya, vimala
The mentioned inscriptions can come undemya dna' in which something is
expected in returns of one's efforts and few miggivimal dzna-nothing is expected

in return.

The purpose of all definitely points towards tteught "The person who
manages to decorate or clean $hea place, achieveSivapada® as in Hindu religion

it is considered as the ultimate goal of life.

Inscriptions telling about rulers in Pune region

The following inscriptions are strong evidencesichhtell about dynasties

ruled near Pune.

*1079AD (saka 1001) - Copperplate inscriptidnom Bhor, Dist. Pune, by
the vassal of Chalukya named Khambha (in Devnadtije inscription tells about
that Head of Shirval, Khambha Il, made a donatibine place Ving tdrahmasa. Dr
Alatekar suggests that the person was one fromatalghalukya Kings ruling from

Shrivalaya, todays ShirjjaDist. Satara.

The inscription shows rule of Kalyani Chalukya Kinear Pune region. Pune

could also be under control of Kalyani Chalukyaoiigh it is difficult to find out the

3 Saiskitikosa khawda 4, p.35
4 .
I'b|d
® Sivapurana, p.303
6 Tulpule S.G., Prachin Marathi Korivlekh, plate §0315-317

65



name of King, it is possible that the concept aodstruction of Bhuleshwar temple

(1*' stage) could have been started in the rule oftiig.

*1157AD - Stone inscriptiorfrom Palasdev, Ta. Daund, Dist. Pune by
Sardeshwara (in Devanagari). The temple is known astiNcult temple but actual
inscription tells abouthe person who donated the gold coins and land fahe
Visnu temple, was theupadhyaya named Basavaa was of Mrasaiva cult.
V.L.Bhave informs that the temple was built in Qhgla period by vassal of
Chalukya’

The inscription clearly indicates that Pune regieas under the control of

Chalukya Kings.

*1207AD - stone inscription from Patane, Chalisygio Sanskrit-Marathi) by
Nikumbha Soidev, Hemadrideva, and Yadava King Singh tells about land
donations made for study-place of text “Siddhantardgani”. The inscription
includes names ofradava King Bhillama, his son - Jaitrapala, his son—

Singhana?®

This inscription points out to the inscription fauim mandapa with words
“jaitasutaravajija... ... " (see image on p.62, inscri.6 in early Devnagarcripsion
list). It suggests the meaning “by the order of the sorKioig Jaita (could be
Jaitrapala)” above mentioned inscription show tifatlava King Singhana (1200-
1247 AD) was son of Jaitrapala (Jaitugi). He cdudde been played important role
related to further construction of the Bhuleshvemple (2° stage). Considering the
position of inscriptiof on floor of mandapa, the inscription could have been written
by artisans who had done the additional constrciin2® phase by the order of
Yadava King Singhana. That means the constructemog of Bhuleshwar temple
could be noted earlier, before 1200 AD.

*Stone inscription (in Devnagari 1285AD) at Pum.TPurandar, Dist. Pune

made by Yadava king Ramachandradeva shows his powRune. Theanscription

"Tulpule S.G.Prachin Marathi Koriviekhplate 11, p.61

8 Deo S.B., Shilalekh Tamrapat Suchi, inscri 49840,

® Usually the main inscription explaining about téenwas placed in main area which could
be easily seen by viewer.obor's inscriptions in temples were placed on nirront wall or on
higher place. This particular inscription in Bhulesra temple is on floor. It could be written by
artisan in restoration or construction adding aigtiv
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tells about the decision made for Hemadapantahimpbst asokakarnidhikarz. ™ It

shows Pune was important place iff' t&ntury AD.

The inscription in early Devnagari script is ore tfioor of maudapa of
Bhuleshwar temple. (see image on p.62, inscri G mentioned the number 1203
(could besaka 1203 i.e. 1282 AD) which has only three years déiee from Pur
inscription of Ramachandradeva Yadava. It means &Rhandra Yadava surely

contributed in his rule to restore the architecfrBhuleshwar Temple.

The study of these entire inscriptions and otaetual referencé$explain the
power of Rashtrakuta, Badami- Kalyani Chalukya aretava Kings (7- 15"
century AD) in Pune. Copperplate inscription frorhdB (1079 AD) tells about the
power of Kalyani Chalukya in Pune which could be tieriod for original ¥ stage
construction of Bhuleshwar temple. Stone inscriptim floor of mandapa has date
Sake 1203 (i.e. 1282 AD). Stone inscription of PL2§5AD) describes the power of
King Ramacandradeva Yadava in Pune. THestage restoration could be done under
his power. Stone inscription from Palasdev (1157) Adlls about influence dfatha

cult, Virasaiva cult in Pune.

The study of inscriptions found at site of Bhuleah and inscriptions in
nearby region studied by experts specify the timené explaining changes occurred
at place. Still the support of analytical studyhmtspect to texts and other sources

could highlight the real function and uniquenesBlfileshwar temple.

2 Deo S.B., Shilalekh Tamrapat Suchi, insci 5245p.2
Y Pune District Gazetteer explains rule in Punearegiy other dynasties.
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Analysis



Keen observation ofBhuleshwar temple and its surroundings keeps forth the

construction stages of templ
The temple on hillthe 1*' stage

The Bhuleshwatemple is on thetop of a hill The mountain range is known

Sinhagad Bhuleshwamountain range which has its own qty of solid rock of
basalt The first stage of construction Bhuleshwartemple could be on the plin
built on natural rockThe higher plinth is created by cug the original rock on toy
It is quite possible that the highplinth was shaped up from the firm roon top.
First construction could be done w garbhagha, madapaandNandimeadapa with

original shrines andwo staircases ojn to the sky (withoutlevakulilg around the

temple

Conjectural  self-drawn sketch of £ phase of constructiol of
Bhuleshwar Temple.

It could have been similar structure as Malegitti Bivalaya, Badami, Karnataka
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Malegitti Shivalaya, Badami, Karnataka®

The surrounding fort with bastions of style i ®" century AD like Badami

Chalukya still exists with some remains of old stépm North bastion.

Bastion of Badami fort, Karnataka (543 AD)
Badami was the capital of Badami Chalukyas from t&4057 AD.
Maximum region of Karnataka and Maharashtra wasunae of Badami Chalukya.

The similar temple constructiamtop of mountain of firm rock with fort
is in Malegitti, Badami, Karnataka. The temple op of hill is known as Malegitti
Shivalaya. The site of Bhuleshwar temple with fodtches with the site of Malegitti

Shivalaya, District Bagalakot in Karnataka. It able one of the practices in early

! courtesy: www.google.com
2 |bid
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medieval period for constructing the temple on edpnountain on strong rock with
fort around. There are caves and fort known as Badart in the opposite hill. It is
Badami Chalukyan temple (540-757 AD).

The name “Mangalgadh” could be originally givenctanvey its real purpose

as themangal gadh (the holy place on top of hill).

Sculptures at the base alvarasakha, lintel, three pillars inmandapa,
rangasi/a, the circular roof with musicians, sculptures orlaps at stepsyogi
sculptures, sculptures gangha andkumbha gaja-vyala thara, kirtimukha, hasa;
the style and polish mainly show the Kalyani Chghrkinfluence. Those sculptures

show possibility of existence from the first stage.

Classification of templésas mentioned in Padma Bua, according to place,
explains that temples on mountain tops are consilasdaivika (act by divinity
itself) and are places of exceeding purity. It a&gplains that temples built in stone
are considered as best and with higher grade. Th@ewtemple in one material is
suddha(pure) asexplainedin Tsanasivagurudevapaddhati andadagira’* Bhuleshwar
temple with scheme of Makala - Matikali, Saktidevai and yog could be
constructed as the pure divine place for wholefigation through meditation. It

could be the gathering holy place widely knownzehaksetra.
2" stage

The enclosed ceiling aroutdhndimaudapaand the structure protecting to the
temple withdevakulilk or small rooms around could be the constructiosexfond
stage. The lowedvarasakha (plate 34) next tanagarakhana could also be of this
stage. Twadvarapala gara at steps oadhisthana (plate 22) could have been placed
at both sides of lowedvarasakha which could be the main entrance of temple in this
2" stage. The total structure looks likpasanimaha in the campus of temple. Such
structure could be constructed for disciples ofowgs sects, only to dapasani (daily

or regular worshipand not for residence.

% Rao S.K.Ramachandra, Art and architecture of mtkmples, volume 11, p.188
4 .
Ibid
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Conjectural self-drawn sketch of 2 stage of construction of Bhuleshwailemple

with enclosure ofsurrounding rooms anddvarasakha at ground floor
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The medieval period during™6to 14" century AD was the era of
siddhagdhaka(meditators and ascetics) which promoted the cdnakprchitecture
for maha® The emergence of various sects was the main rdasamha sthipatya.

It was the centre to spread of philosophical afidioeis values. The text Amarasa
definedmaha as the residence of studefitd.was a kind of university, a place of
justice, and also a centre to gain the knowledge&vals the place for gathering of

sanyisi, brahmaarz, bhiksuka sadhu

During 10" -13" century ADmaha were built in large amount. The structures
of martha were built with the purpose to take blessings fsages from various sects.

In early stages they were built on mountains oratenplaces in nature.

The structures omaha were categorised in three types. First typaenafha
was built in the campus of temples. Second typa@ha was not built separately but
it was the part of temple. In third typearha was built with purpose of residing
place® They were constructed for the purpose of compietiuals, a common centre

of meditation, teachings and gaining knowledge.

Bhuleshwar temple could be listed in second typethee small meditation
rooms around the temple, forms a whole structurteaple. It could be defined as

“mandir-maha’ (the temple with meditation place).

The sculptural planning ofogi has the symbolic meaning as the gathering
place of sages of various sects. It could be th place or a shelter place fSaiva

yogi rather than battle place.

One small open structure could be noticed withr foillars and roof on top.
Such structure with slight decoration is near Bhlmear temple. The structure is
known ascatuski. Here four pillars are in primary stage of cargngnd show
following parts (starting from lower): ddharaka, 2malastambha 3ghaa,
4 stambhdirsa, 5potika.’ The carvings of reverse cobra can be seen onoth@ft
pillar. The roof inside has the structure with theame centred squares. Ttaduski

structure is majorly seen in the campus of someienatitemples (9 to 15" century

> Kala-Sthapatya Gazetteer , pdf file 106
® Kala-Sthapatya Gazetteer pdf file 106
" Kala-Sthapatya Gazetteer, pdf file 106
8 .
Ibid.
® Prabhudesai Yogesh, Kolhapuratil Mandirsampa®s8 p.
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AD) from Karnataka as well as Maharashtra. Such ttreccan be seen in tl
temples of Maharashtra; Velapur (Dist.Solapur),lfaha(Dist. Satara), Mahalakshi
temple (Dst.Kolhapur), Tulajabhavani tem| (Dist.Osmanabad). In Karnatal
catuski structure can be seen fror™ -7" century ADin Chalukya temples. Su
structure can be seen in Malegitti Shiva (Dist. Bagalkot) and @elur and Halebid
templeg¢Dist.Hassan).

The catwki structure of Bhuleshwartemple is one of the finest structu

catuskr near Malegitti Sivalaya, Badami, Karnataka catuskr near Bhuleshwar Temple

The structure could have a function to gdiksa (initial blessings) to discipl
to start theupasara of particular sect. The sculpturesonly Vidyadhare explain the
purpose ofts existence. The pillars have only sculptureVidyadhare, one on each
square planeVidyadhare is known asyori (form of being or category) in betwe
Gods and human bein'® They are considered to be living in between theespm
earth and sky. They can travel through space. Agai@a explains them as brave a
winners in war. They are described as helpful teerst. Bauddha text explains th
as sensitive and Jaitext described them in the category @od. In medieval perioc
it was considereds importanto reach up to higher being from human state. &
considered as great achievement to enter Vidyadhara yon (state)as they were

also considered in the level God*

Triad panels ofGoddesses were also placed in thi€ gtage. Thestyle,
sculptural polish, body proportion, shc the minute difference. It highly shows t

sculptural influence of Shilahara st

19 sanskrutikosha, khanda 8697,
1 Ibid., it is explained in Bihatkatt
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Observing the pillars, fourth pillar (North East) mandapa (plate 47) is
stylistically different and could be added later {i4" century AD), in the following
stage to protect the temple from damage. Alsorgiilapradakina pathawere added
later (in 14" century AD).

3rd stage

Some pillars irpradaksina patha,somepillars of Nandimadapawere placed
to support the damaging structure of temple. Esfigdhe pillar below the '8 panel
with sculptural square, ipradakinag patha shows its different style of 15-16"
century AD. Pillars with this type of design areuma in temples of Parali, Kikli,
Palasdev etc in Maharashtra which could be 8fdgtury AD.

4" stage

Idgah structure and small cuboid structure show thegee of Islamic rulers
in around 15 century AD. Except these two structures no manecsire with Islamic
influence is found on plateau or in surroundingke Btructure of Idgh shows the
influence of Bahamani architectureThe name Daulatmangal could also be given in
this stage. While renaming, the warcingalwas kept as it is; to keep the meaning as
the wealthy or prosperous and holy placBa(lat=wealthy or prosperous,
mangakholy place). The Daulatmangal fort could be ie by Islamic rulers as there
is no inscription by local people during the per{d@8"™ 17" century AD). The entry
to Bhuleshwar temple could be banned for religiguspose and to worship
Bhuleshwar Mafideva.

5" stage

Reconstruction of temple and kg were done by Brahmendraswami
Dhavadasikat® He was Guru of Shahu Maharaj and royal persontgr (:ll.8’h century
AD). Brahmendraswami arranged funds from those Irgpgaisonages and did the
reconstruction of temples in Maharashtra. Bhuleshemple is one of the temples,
reconstructed with major additions and changes céslpe of existing sikhara of
garbhagha, madapa and Nandimadapa with Bahamani style pattern. The

nagarkhana on the front side of temple with stucco muralanadhi cave temple and

12t is explained in topic “Maratha style architetlin this chapter.
13 saswadkar P.L.,thesis on Brahmendraswami, higiterole in Maratha history, p.457
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Ram mandiron plateau were additions made in this stage. @benstruction of high

plinth could be noted with some sculptural pantediin vertical surfaces of plinth.

One of the bastions, South bastion, witfl' t&ntury AD construction style of
vertical planes with sharp corners and the recoostm of Jdnukai temple was also
probably made by Brahmendraswami. The big rectamngahk with some sculptural
remains of temple and reconstruction of steps tdsvégmple also highlight the major

contribution by Brahmendraswami.

Existing door of fort in stone could also be aiditduring this stage. The wall
between two pillars of structure ehtuski, supportive stucco additions with some
sculptures between trigkhkti panels could be also the addition during retmction

by Brahmendraswami.
6™ stage

Construction of square arc structure near stegssapportive round pillars in
mandapawith plain surface and slight decorative basewtie British influence (18-
19" century AD).

Janubai Temple near South bastionplate 13 -16)

Janukai Temple is one more noticeable feature near Sbaghtion. It is a small
temple as explained in previous chapter and itsmsteuction of could be done iff'5

stage by Brahmendraswami.

Today temple is witbarbhagha, antanla and mandapa The garbhagha,
antarala, rectangular in shape are smaller comparingntadapa Here incomplete
sculptural panel ohsradikpala (plate 16) can be seen which may be a paantdrala
roof of main temple which was the special featarEarnataka style. This feature still
exists mainly in Amruteshwar Temple, Ratanwadi,sub-temples of Gondeshwar

Temple, Sinnar. The roof pattern also exists iniLBhapkar Temple.
Special features and explanation @riiulkai Temple

The temple seems as an extension of bastibit tould be originally of
the 29 stage, may be near"1314" century AD during the restoration of main temple.
Steps covered with sand shows its existence of eagtlieval period. Today

construction style of South bastion shows existeride™ - 18" century AD.
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The brick structuregikhara of garbhag-ha may be the reconstructed stage
during 17-18th century AD by Brahmendraswami. Tépasepirha with vari marga
shows the previous existenceSifalinga; female deity is placed afterwards. Deep
square inside the wall, on the inner walbafbhagha could be for storage and to

keep lamps.

The style of four pillars imazdapashow medieval influence. Two pillars
neargarbhaghaare similar in style and shape. They are diffetkah other two
pillars near entrance. The female deity nanmaidi (plate 15) could be the one
form of female deity Ekava, the warrior Goddess as she is holding sword &sdeis
in hand. TheSakti temple neaSiva temple could have been planned as religious

concepts in ¥ stage of restoration.

Thedvarasakha is with plainsakha, without any ornamentation. The
sculptural panel having two Goddesses (plate 16ppér side of beam of
garbhagha, is incomplete. The panel approximately measudesn2x 110cm, is with
downward facing female Goddesses depicting twimgitemale deities with
makaratoraa. This panel could be one of the panels from tfiakti panels of main
temple as it is in same proportion with them. Orerfemale sculpture (plate 15)
facing inside, on innadvarasakha of garbhagha, with upperanjali mudiz, could be

of yogini or meditator.

The mandapais with two groups of same centered squares wiiide the
maudapain two parts. One group of same centered squarassftriangular shapes as
the second square is rotated. These triangulaestae adorned witlyradikpala
(plate 16), one in circular form in each triangDnly five dikpala with their vehicles
are with clear view, other three are absent. Twauiter square and three in inner
square could be seen. Kulmer nara(human),Yamaon re/a (buffalo), Varwma on
makara(crocodile),Agni on mexdha (sheep) are carved in circular form. The style of
carving matches with the sculptural style of maimple.Aveergda, in one corner of

astradikpala panel could be used in reconstruction.

Observing the style of carving and quality of stuitpl polish, the possibility
increases that thostkpala could be planned for maBhuleshwar temple. Usually
asradikpala are carved in square grid form. But here they areed in same centered

square pattern, one in each triangle. This same@hpattern could be found in
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developed temples in Karnataka durind' 112" century AD. This type of ceiling is
one more special pattern followed in later Chalukiemples. Chandramauleshwar
temple, Hubali and temple in Basadi Halli, Belualébid temples in Karnataka,
Siddheshwar temple at Hottal, Kukadeshwar tempRuamnear Pune in Maharashtra
are some examples for this type of ceiling. Théesty composing eactiikpala in
circular form could be found on the ceiling of Dargmple, Aihole by Badami
Chalukya and ceiling of Belur Halebid templesndicates that this same centred
type ceiling was one more developed style durifgdentury AD.

Yogipanel orlalarabimba(plate 16) from inner side ofiandapawith
rudraksamala tied on hand, an ornament in neck, sittingiohdhzsana This sitting
pose is a particular or special pose for meditattbich indicates full relaxation in

meditation. This sculptural panel could be of medit or Gua.

Though absence of inscription raises the questimut its period, still parts
showing resemblance to the main temple indicatettiimtemple could be originally

built in immediately later period of original, i.&3" century AD.

The overall structure especially thi§igalinga with foot prints and water
source outside, shows the temple could be meaméalitation place and is a
samidhisthina of some devotee or devotees. Also the three figscelpture (plate
15) in meditating pose could be of Guru in centré disciples behind. This rough

carved sculpture stylistically differs from thelstpf original temple figures.

The upper sculptural slab outside, wilala and elephant (plate 14) is
stylistically similar to sculptures afyala and elephant in the main temple. This
sculptural panel mark the period™dentury AD and shows original connection to the

main temple.

Design form of the pillar shows similarity to ttemple pillar design of™
stage, which point out to the period™84" century AD.

Outer brick pattern shows the stage of reconstmatiring 1 century AD.
The flat brick size keeps forth the period of"I@ntury AD. It shows reconstruction

stages throughout the period.

Goddessahulai could be the local deity connected to GoddessiEkaas

warrior Goddess. Ekavilis considered as one form dfriPati. inubai could be one
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of thegramadaivat(local deity) or a saint from Maharashtrra, astdmaples of
Janukai could be found in Phaltan and Jejuri near Puhe.®uld be explained as
Goddess of protection and is explained iarfshdavijaya text as a sister of Khdoba
of Jejuf. Janukai is also worshipped as tlggamadaivatof Jejuf as Jaani- Adimaya

Sakti, the creator mother.

The original sculpture of deity could be replacasithepirhain garbhagha is
similar to thepirha in devakulike. Thesadhaka nartz, whenever carved in temple,

indicate that this place was used for some kincheditation.

The sitting figure ofogi on lalarabimbais in siddhisanaand with
rudraksamala. This particular sculpture and sculpted foot priomisouter half pillar

similar to the main temple indicates the place ddwdsanizdhi sthina of a devotee.

Observing and analyzing all poing&nubai at Bhuleshwar is the female
warrior power for protection and devotees worship her to getgutan and power

to fight with attackers.
Cave temple on plateau$amadhi mandir- plate 17-18

One temple structure (plate 18) is with stone ipsicn mentioning the final
construction details agnandisram, Sr7 Datta prasa(prasanna)yaka 1840 In 1918
(Saka 1840), it could be reconstructed by the devotegrpDatta. It is a small cave
temple with wooden finial. The upper built strugurould be in the memorial of
meditator meditated there and liberated on the Site cave could be the place for
meditation and very first place on the hill everfobe the Bhuleshwar Makeva

temple.

Oral tradition informs that the cave was the pldoe meditation of
Nathapanti sage. It is an underground stone structure oftraugjls from inside and
is without any ornamentation. Only two thin objecfsiron, onetrisiala and one
kingarr (plate 18) could be seen. These could have beesdrby Nthapanth sage.
Thetrisila andkingar indicates the presence $divayogi. Nathapanth sages follow
the inner path of meditation. They leave all boddgsires and by practicing

astangayogaexperience the state sdniidhi.**

14 Dhere R.C., Ntha Sampraiyaca Itihas, p.66
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Durgasthapatya - Architecture of forts

The structures of forts were explained in texts Kafutiliya Arthaastra,
Manusmti and Malabharata. The text Abhikitartha Cinimant by Someshwaradeva

has also explained the types of forts.

In Maharashtra, constructions of forts on mountaere surely in practice
from the period of Rashtrakuta and Chalukya dyeaStiThe observations show that
Bhuleshwar temple with fort was the whole structbrelt in same period in the

influence of Chalukya.
Fort : Mangalgad or Daulatmangal

The Bhuleshwar temple is surrounded in the firrotgation of 3 visible
bastions with remains of protecting walls. The Ndrastion is with whole structure
which approximately measures 4.6 meter in heigltt @rmeters in diameter. The
structure of this bastion could be original. Ottveo bastions are damaged. The West
bastion is same in size and equally measures \ighNorth bastion; it is with
extension of fallen stones. The South bastion [edral the car road is reconstructed
and tall. The original structure equally measuresame to the North bastion. The
reconstructed height is more than the original. $tyde of this bastion differs from
other two bastions. The total area covered by tnastis approximately 2000meters.

The walk way from water sources and tank, endeeatmain entrance door of
fort built in stone. It is the main entrance of tfeet. The entrance door is small
approximately measures 3 x 3 x 2.5 meters. Thehfasta structure witSiva temple

with high adhiszhana. It is on upper level anthree bastions are on lower level.

The built area of Daulatmangal is small as congbai@ other forts of
Maharashtra. The fort structure is simple withony secret arrangement, hidden
paths or any secret concept. This typical structuggests the Daulatmangal fort was
not the place meant for military use or warriorgaldut it was originally built as the

gathering place ddadhakato spreadijana

Daulatmangal suggests the meaning the wealthy argpicious whereas

Mangalgad suggests auspicious place on top in wiiéghmay refers tagadhi (a

15 Kala-sthapatya Gazetteer, pdf file 102
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mount on land). Mangalgad could be the earlierragimal name and Daulatmangal
could be the name given in Bahamani or Mughal pertdere one point could be
noted that while renaming, the wordné:gal’(auspicious) is kept as it is by
Bahamani rulers. The worddaulat’ is added. It explains the continuation of its

auspicious purpose which was explained with pragper

12" -13" century AD was the period of ascetics and saifitgadious cults.
The group oRaiva, Vaknava asceticsSakta sect followersNathapant sadhu started
to wander all over Maharashtra to spread their rﬁegs.lﬁ The practice of
construction of temples, their structures as thecigip place for deity and worship,
were common. In addition to this the new traditadrstructure calleagnaha or ga/hr
was spread all over Maharashtra. This structure wiets the features such as the
higher adhisthana, four bastions, water source, residing rooms, ra@dit rooms,
storage rooms’ The structure fomaha or ga/hi was considered as the prestigious

place formahadhipat and was meant for folk shelters.

Themarha attached t&iva temple was meant for the shelter of the ascetics of

Saivasects®

The concept of fort could be seen from Mauryaquk! The construction of
protecting wall with bastions is identified as foftonsidering this kind of structure,
various types of forts are categorised accordinth&ir place. Types argiridurga
(asmadurga),bhidurga, vanadurga, jaladurga,durgaetc?® The text Abhidsitartha
Cintamani (1129-1131AD) discussed about types of fort. Nitypes of forts
according to its purpose and structure are gfivePhe fort of Bhuleshwar comes

under ‘asmadurgd type which is small structure built in stone.

Bhuleshwar templeis Matadev temple on higltadhisthana, with 3 visible
bastions. The maximum area around hill can be demm each bastion. The
construction ofgadhi with short bastions in main directions indicates ftace was
meant to keep watching on traffic, merchant grodpse fortification with bastions

could be of Chalukya- Yadava period. The Rashtekimngs, Chalukya kings and

16 pathak Arunchandr&thanapothi-Ek Puitattviya Abhyas, p.207
7 bid., p.178

18 |bid., p.172

9 Mate M.S., Prachin Kalabharati, p.111

%0 |bid.

2 pathak Arunchandra, Sitepothi-Ek Puitattviya Abhyis, p.184
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Yadava kings started to construct tmexha or gadhi as the symbol of peace and
prestige. Besides protection purpose, such stegtwere the symbols of prestige and

the centres of ta¥

The type of stone polish is notable feature wicsimilar to the temples from
Karnataka of 16 -11" century AD.

Two storey(level) type also seems as a specialifeaf Bhuleshwar temple.
But considering temple construction stages, it @édag a simple structure on a firm
rock with open steps. In latef"®stage the enclosing wall which seems like two

storey(level) structuren@garkhana on first level and the temple on upper level.)

The garbhagrha of Bhuleshwar temple as in temple tradition is wtlain
simple walls and quarter pillars in corners. Thepprtion of height with respect to
length and width shows greater contrast. The heajhiikhara is approximately
five times greater than the square sidegaifhagha. It appears more elongated
than garbhagha of other temples in Maharashtra. The floor levef o
garbhagha and antamla is approximately 90 cms below than
the floor of mandapa. This is a different pattern of construction of wmporary
period.

In other contemporary temples, ground level ohlg@rbhagha andantarala
are either on same level or in some temples edpedia Siva temples, only
garbhagha is at a lower level. Thgarbhagha of Amreshwar temple, Ambarnath;
Siddheshwar temple, Akola and Amrteshwar templdaf@adi in Maharashtra are

below the ground level @ntarala and madapa.

The antarala of Bhuleshwar templés wide with view of highly decorative
dvarasakha. The ceiling with concentric squares is plain awithout carved
asradikpala on it. The ceiling with finely carvedsradikpala in mandapa of Jnubai
temple could have been carved to fix in the ceibfigntarala. The carving style of
these asradikpala with minute details and glaze shows similar cagvstyle of

Bhuleshwar Maideva temple.

The entrance ddintarala is quite interesting. Two round pillars have stagdi

round sculptures of females, one on each, aboveybdevel of viewer. The tapering

22 pathak Arunchandra, Sitepothi-Ek Puitattviya Abhyis, p.185
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style of pillars takes the viewer’'s eye up to tlean at ceiling. Here wide sculptural
panel is with three female figures, each is planashe compartment. The sculpture is
destroyed, only torsos exist with some ornaments. group of three figures is placed
on background ofallimandala (the creeper design)lt is also unique feature, rarely

found in other temples.

The roof ofantamala is plain but observing the roof structure amukai temple
with some imagessradikpila, it is quite possible that thesradikpala panel is from
the roof ofantarala. The deformation of first stage of construction may et use

fallen parts for some constructions in surroundireg.

The mandapa of Bhuleshwar Mafideva temple is square in shape and
comparatively larger thagarbhagha. As in regular temple construction pattern, it is
supported on pillars and dwarf pillars with halflilsaUpper half is open and simple
arrangement okaksasanafor sitting, with story panels on the exteriortbe back
rests is additional different feature. The simpdeiage shaped construction style of
mandapa without mukhamadapa at three entrances is similar to the temples kli,Ki
Amruteshwar temple, Ratanwadi in Maharashtra, Mhie@ar temple at
Chaudayyadanapur in Karnataka. Highly decordigdasakha of mandapa, with fine
carvings,at three entrances is also a unique feature ofd8hwar temple, comparing
to the mandapa of other contemporary temples. The used stonepaish, the
expertise of artisans, proportion of figures, amdtmuous similarity in decorative
patterns are unique and notable features, comptrikgppeshwar temple, Khidrapur

and Gondeshwar temple, Sinnar.

The simple squarenandapa form without mukhamagdapa is found in the
temples of Karnataka from™&o 13" century AD (early as well as later Chalukyan
Dravidian style). The particular architectural patterthwdecorative stellete plan for

garbhaghais the feature of Karnataka temples durin§ 108" century AD.

In Maharashtra, contemporary temples durind' td 13" century AD of
Latina (Bhumija) style Amreshwar temple, Gondeshwar templevdtie stellete plan
and squarenandapa with threemukhamadapa. The Jabareshwar tempke Phaltan

hasmandapa without mukhamadapa.

Three supportive pillars in centre wiandapa of Bhuleshwar temple are also

with different attributes and the sequence of padm base to top, hardly matche
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with pillars of contemporary temples. Each pilldro(n bottom to top) is with
rectangular cube-polygon-square cube and cylinéétem. The temples in eastern
region of Maharashtra show this pillar style, inttdh Nanded temples, the simple
cuboid pattern with upper pointing petal like desigpper pointing central triangular
shape at base and top. The sculpture¥idfadhara and Kicaka are stylistically
similar to the Belur-Halebid temples. These scukgtushow influence of (12"
century AD Karnataka style). This type of pillasutd be specially used for Bmija
style temples in Maharashtra.

Therangasila, circular pattern ceiling with sculptures of muaits also show
similarity to 10" -11" century AD Karnataka temples. This feature coudeh

influenced from Malwa style as it also used iighlra temples.

A layer of gaja-vyala sculptures on outer walls ahandapa denotes the
similar style to thegaja-vyala sculptural layers on outer wall of Belur- Halebid

temples.

The lower facing lotus blossom is also the typieature of Karnataka style
having influence of Malwa style. So many variatidosthis floral pattern are done in
Karnataka temples. This type is found in Anandeshwmple, Lasur-Amaravati in

Maharashtra and Mukteshwar temple, Chaudayyadaaaldarnataka etc.

The Nandi - the huge Nandi with delicate carvings is stylidticaimilar to
the Nand from Belur-Halebid temples in Karnataka. If notickdenly, Nand in
Bhuleshwar Maideva temple is with notable proportions, more @d¢tideatures and
ornamentation. It is the only and special finestlgiture found in temples of

Maharashtra.

The Nandmimandapa with half walls and dwarf pillars forms a regulénusture
of Nandmaudapa. Its unique feature is elongated rectangular satdptpanels at
joining point of pillars and ceiling, showing scenaf Indrasabha with deity sitting in
the centre. The inner dome of ceiling shows infaeef Islamic period (117"
century AD) architecture while reconstruction.

Dvarasakha is a very special feature which resembles the Kakaastyle of
10"-11" century AD. It is fully developed form of Karnataktyle of 8 10" century

AD. The basic primary structure could be seen inggii Shivalaya, Badami.
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Total 8 types oftambha (pillars) can be seen in Bhuleshwar temple. (Self
drawn graphical sketches are attached at the Biilk)s and dwarf pillars support the
structure. The basic primary structure of pillaulcbbe seen in Malegitti shivalaya,
Badami. Pillar design imaudapa differs from pillar design explained in te5tThe
total form doesn’t mathches with pillars designsKiarnataka as well as in North
Indian temples. This type of style could be spégialsed for temple pillars in

Maharashtra. It has slight influence ofaldla style pillars.

In Kalyani Chalukyan temples, architecture anthpsl are in developed stage
with respect to the basic guidelines in Badami Gkydn temples. Evolution in

temple architecture could be seen from Badami Giyaltemple tradition.

Pillar showing primary stage of carving, Badami.

The basic shape is followed to carve a decoratiler p
Plate 48A, Encyclopedia of Indian Architecture (&lin

Pillars ofantarala, Nandmandapa, pradaksina pathadiffer from the pillars in
mandapa and other temple pillars (see sketches at the.ehdYXhe entrance of
antarala are two types of pillars, one is slightly simitarthe pillar ofmandapaand
the other is round with lotus at base and sculgtoreit. This is the unique feature of
pillar and hardly found in any other temple. P#lan Nandmandapa are with two
types. Middle square panel of pillars have scugguofVidyadhara each on one
surface. Pillars ippradaksina pathaare with three different types. Tlaedhastambha
type in protecting wall also is with different typ€his type could be found in later
period, 18'-17" century AD temples of Maharashtra.

2 Hardy Adam,The temple architecture of India, p.152
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Exterior of the temple - walls and shrines are ats adorned with special
features. The outer walls of temple are divided into threarty adhisshana,
mandovara, sikhara?* The temple is standing on stellete plan (stelfé®m forms a
circular pattern which is identified as Vesarstylef®°. Stellete type has two subtypes,
one is with straight pointed triangles like in Breldalebid and the other is curved
petal like triangles which continue up to tlikhara. Bhuleshwar Mafideva temple

comes under second type, of curved petal likedtemnfor stellette plan.

The practice in stellette type of plan formingcaiar pattern could be seen in
10"- 11" century AD in Karnataka as well as in Bhumij sti¢enples in Maharashtra.
This type is used in developed Bhija style temples like Gondeshwar temple,
Sinnar; Koppeshwar temple, Khidrapur; temples ist @agion of Maharashtra like

Anandeshwar temple, Lasur.

This new style of temples with architectural vaoas, are different from each
other with their own architectural speciality. Thehissthana and marzdovara of
Bhuleshwar temple are similar to tllhissthana and mazdovara of Jabareshwar
temple, Phaltan; but differ from Amreshwar, Gondeshand Koppeshwar. The style
of adhissthana of Bhuleshwar temple denotesigéra style whereas the styeigha
andchadya denotes Divida style. In totality it forms the new architectupattern of

Dravidian style with [garachanda (Dravidian style with Mgara influence)

The sequence and combination of architecturalspaftadhisthana and
maundovara add different architectural quality in Bhuleshwamiple. Starting from
adhisthana parts arekhira, padma, kumbha, kumuda, kapotéh panjara show
Nagara style of architectufewhereagangha, kapotaof Dravida style varandika of

Dravida feature with its own styl@landachadyawith Dravida style of architecture.

The devakgrha pattern is found in 1 -13" century AD temples of
Maharashtra, suggesting the stylesidhara of garbhagha. Bhuleshwar temple has

five devakarha on temple walls and five on outer protecting wahe style of both

24 Deglurkar G.B., Koppeshwar Khidrapur: Mandir Anii, p.17

% Dhaky M.A, The Indian Temple Traceries; the authad explained the original concepts afgsra,
Dravida and Vesara with help of textual references. Helowoled as the Vesara style is later addition
and not an original concept in temple architectM@gara, Davida styles are explained as original
styles to define the architectural style of anypém

% |sanasivagurudevapaddhatPart 111, p.303

2" Hardy Adam, The temple architecture of India, Mouldings, p.145
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groups is different and show contemporary featufidge group ofdevakarha on
protecting wall shows style of®stage consruction during 415" century AD.

The kirastambhawith two different widths omantarala wall is a different and
unique feature of Bhuleshwar temple. The broakig#astambhawith noticeable
projection on South and North walls could be sgic@esigned to highlight the main
theme of temple with standing sculptures of &iaiha and Makkali. Both sculptures
are placed exactly in opposite direction at samaelleompleting the circular path of
garbhagha. Both sculptures are placed at the position wiare pradalksina is

completed.

The varaudika upto chhadya (ceiling) forming horizontal slits with various
widths, in combination with plaifjangha, petal curves of stellete plan and pillars.
This type is found especially in temples of Mahhtes during 18 to 13" century
AD. This pattern is slightly similar to temples #&arnataka especially in Belur

Halebid temples.

The chadya (the roof) is with slanting surface coming out apgmately
60cms away from walls. This style of constructirmpfris found in temples from
Karnataka especially in Belur Halebid temple. Stoaeved bells are attached at the
edge ofchadya.

Sikhara and laghuvimana®® (miniature temples) are noticeable elements
abovedvarasakha. Kala-sthapatya gazetteer discusses about those miniaturg@esm
on dvarasakha, devakerha, sometimes onsukarisa as the main guideline or
symbolic representation of origingéikhara®® The laghuvin@ina is considered as the
symbolic form of originavimana. This is specifically followed in temples with hig

donations.

Observing the pattern tdghuvinizna, the probable structure of loSkhara of
garbhagha, mandapa andNandmandapa of Bhuleshwar Madideva temple could be

formed with the help diaighuvimana on uttaranga of garbhagha and mandapa.

2 Here the terntaghuvimana is more appropriate as it is symbolic miniatureidégn of original
vimana, and not only ofikhara, though the ternlaghwikharais traditionally used for miniature
temples orsikhara or uttaranga.

2 Kala Sthapatya Gazetteer, p.2
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The original sikhara of garbhagrha of Bhuleshwar Temple, with respect to
symboliclaghuvimizna pattern oruttaranga of garbhagrha, could be with fivebhimi
(horizontal planes reducing in upward direction tapfinial). The placement of
laghuvimazna on bhzmi in continuation of stellete point pillars, formrtieal tapering
structural pattern. Now thiaghuvinina, with structure shown ounttararnga, will go
aslaghuvinina onbhiami, above each stellete point amdlastambha The flat central
surface on wall (behindevakerha), will continue with flat form oflaghuvin@na
stretched horizontally or flat vallabhi pattern moig upward. This form will go in
the centre ofeach bhimi of sikhara, up to finial. The result of above discussed
arrangement, give rise to the structuresihara of later Dividaa style (as on

Kalyani Chalukya temples in Karnataka duriffy-81" century AD).

If keenly observed, the size lafghuvimina on eachbhizmi varies, with respect
to, ratha or shape of plan ajarbhagha and mazlastamhain Dravida style temples
(10" — 11" century AD).

The sikhara of mandapa and Nandmaundapa also could be formed with

respect to position of pillars or dwarf pillars.

The period ¥ century to 1% century AD was the period of evolution and
various developed practices in temple architecflinés was the main transformation
stage of architectural style of temple. The peribding 9" to 12" century AD
witnessed very high degree experimentation in tbhenf generation of Indian

Temple®

The sikhara of Bhuleshwar templéotally forms a similar form ofikhara of
Kalyani Chalukya temples in Karnataka, especialigrateshwar temple at Annigeri,
Dist. Dharwad (1050 AD). The temple is considersdhe finest example constructed
by Kalyani Chalukya. The repetition of onkjira was preferred fosikhara style in
Kalyani Chalukya templ& This concept of repetition ofkira (later term
laghuvimina), influenced the whole stellete pattern formingcualiar plan in

Karnataka and Bimija pattern in Maharashtra.

* Rao Kailas, Architectural Pedagogy of Kalyani CgtuRemples :An Investigation into Geometry of
Form Generation and Methods of Instructions for €arction, pp.13,158

%1 The rectangulafala form, used in combination &iiza, in previous period, used in Badami
Chalukya templgikhara, seems to be dropped in Kalyani Chalukya tempisel{8 century to 13
century AD in Karnataka)
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Dravida style sikhara of Amruteshwar temple, Annigeri, Karnataka (1050 AD)

The tradition of repetition of laghuvimana on eachbhamz in continuation of milastambha.

Latina (Bhamija) style sikhara of Amruteshwar temple, Ratanwadi, Maharashtra (11" century
AD)32

Only the outlook slightly differs with respect tmmber of stellette points.

This is main cause of delicate look skhara forming a circle. Bhuleshwar temple

looks more circular than above mentioned temples.

The sikhara of contemporary temples (11 12" century AD and later) in
Maharashtra majorly shows Latina ([@hija) style, having feature of a flat tapering
band with creeper design in the centre of each efdékhara. But the probable
sikhara style with help of miniature temple outtaranga of garbhagha shows

circular style with roundaghuvin@na on eachbhin.

It shows the Bhuleshwar temple could be prior tabarnath templé?‘ The

possibility increases that the construction of Bshlvar temple could be done at the

32 (courtesy: www.google.com)
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edge (joining phase) of change in style, frBmavida style came from Karnataka
rulers to Latina (Bhamija) in Maharashtra. Bhimija style is considered as mix
style of Nigara and Divida, especially developed in Maharashifrahe style of

Bhuleshwar temple could be namedaavida — Bhimija style®.

Theoriginal sikhara of mandapa of Bhuleshwar templecould be with three
bhzmi as depicted itaghuvimzna on uttafinga of threedvarasakha of mandapa. The
sikhara of mandapacould be of Pimsaja style. Themaudapais simple plain square
structure which has 6 dwarf pillars (two on botHes of threedvarasakha), 4 full
pillars® in middle, and 2 pillars attahed to wallsaattarala (total 12 pillars) show
same style of Sl stage®’ Here especially dwarf pillars can help to get strecture of
original sikhara of mandapa Considering threbhzmi as shown idaghuvimina of
mandapa, each dwarf pillar will have onaghuvimizna above on eacbhizmi. This
pattern will go up to finial forming dwarf pyramidstructure. The central part of each

side will continue witHaghuvimina only. The total structure forms Bhsaa style.

The structure witlyhantisarizvarpa could not be there foikhara of mandapa
of Bhuleshwar temple as it has dwarf walls and logdén at upper side and the
ghantisamvarna form is absent inlaghuvimana on mandapa dvrasakha of
Bhuleshwar templé® If keenly observedghantisaivarsa is usually the extension of
joined kirastambhaof maudapa which is fully enclosed structure. Such joined

kiarastambhdorming enclosed structure is absentiandapaof Bhuleshwar temple.

The original sikhara of Nandmandapa could be of Pirmsaya style, similar
to the originalsikhara of mandapa. The laghuvimina of mandapa will be placed on
original pillars of maudapa which will form simple pyramidal structure withrde
bhami.

** Ambarnath temple is considered as the firsifBlia (Latina) temple in Maharashtra.

3 Kala- Sthapatya Gazetteer

% The concept abhumicould be seen in thiékhara of later Chalukyan temples. The style could be
named aPravida - Bhiimija style as onlykura were placed oeachbhimi which shows continuation
of Dravida pattern. Subsequently in @hija style laghusikhara (eplacement okwa) were placed on
eachbhamr.

% Today &' central pillar ofmandapaat north east stylistically differs from 3 otheliars. It could
have been replaced ifi&stage of construction. Other half pillars in tieerers also could be the
addition of 29 stage.

37 In 1% stage, theikharaand flat ceiling around was held by total 12 pala@ inner, 6 dwarf and 2
half pillarsat theentranceof antarala.

38 ghantisaivarsa form is carved like inaghuviminaas in Amrévara temple, Ambarnath and
Gondeshwara temple, Sinnar.
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But changing rulers in Pune region, from BadamialGkya to Kalyani
Chalukya (18 — 12" century AD), could have influenced the region. Boecept of
construction of Bhuleshwar temple could have tat@m in friendly relation with
traditional exchange. One more possibility is thet construction could have started
in the union of Badami Chalukya and Kalyani Chakkyater completed with
additional construction by Kalyani Chalukyaand Yadava rulers. So the original

construction period could be during in first hafifld™ century AD.

The features are depicting influence of BadamalGkya (temple and fort on
hill) and Kalyani Chalukya (structural and sculgturstyle of templef® The
Bhuleshwar temple, its primary stage constructionld have started in union of

Badami Chalukya and Kalyani Chalukya ruler in Pragion.

Maratha style architecture of Bhuleshwar temple

Maratha style, the term for architectural style generally used for
architectural style developed during™# 19" century AD. Todays thregékhara of
Bhuleshwar temple reflects Maratha style. Thisestyhs majorly developed during
reconstruction of damaged medieval temples of Madfdra. It mainly shows
influence of Islamic architecture.

The influence of Islamic architecture gave risenew combined style in
temple architecture especially ofikhara of the temples in Maharashtra. The
architectural pattern ofikhara of Bhuleshwar temple was suggested and constructed

by Brahmendraswami.

Stylistically sikhara of garbhagha differs from sikhara of madapa and
Nandmaundapa. The sikhara of garbhagha has intricate carvings with deity
sculptures in centre whereaskhara of madapa and Nandmandapa are

comparatively plain.

% The evidence of ruler of Kalyani Chalukya kingqnist yet in notice, but later evidence of rule by
Ramachandradeva Yadava Pune (Saswad) is in t&ttilafekh-Tamrapa Sici
“0 District Gazetteer explains Western (Kalyani) Clgh held Pune District up to 1184 AD.
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Todayssikhara of Bhuleshwar Temple

Comparative study shows that the domeikiiara of Bhuleshwar temple is
recognized as Provincial styléThe structure of Idth near Bhuleshwar temple also
depicts this Provincial style of architecture. Tgreportion of pillar and upper dome
style was named as Provincial style. It has inftgeaf the style developed in Bijapur
in 16" century AD.

This provincial style of Islamic architecture wdeveloped in Punjab, Bengal,
Guijarat, Jaunpur, Malwa, Deccan, Bijapur, Khandasth Kashmif? Bijapur style of
architecture mainly depicts the new school traditiof construction which was

developed adopting South Indian craft traditfdn.

It mainly consists of a structure of a dome ontibse of full bloomed lotus.
This pattern was used for uppermost parfikfiara of temple as a replacement of

amalaka Its miniature form adorned the uppermost endsnofirs and minarets

41 Brown Percy, Indian architecture (Islamic periqal),LV. Styles of domes in Islamic architecture
were given with comparative study through sketches.

“2 Encyclopedia of Indian Architecture (Islamic), V&V, p.xxvii,

43 Encyclopedia of Indian Architecture (Islamic), V&Y, p.xxviii
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PROVINCIAL § STYLE
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pl. LV, Indian architecture (Islamic period) by EgBrown

Islamic schools of architecture developed varityses of domes. Earlier
pattern shows simple domes without decorative patteFloral elements, circular
rings, simple arcs were used as decorative elemBrtgincial style mainly consists
of simple decorative shapes with simple plain $tmecof dome. This type of dome
was used on uppermost part of hexagonal pillardtkecture which was recognised as

minar and in smaller forrminaret.

‘ FIRUZ MINAR ‘ 'l
OAUR IS T CENT FROM
bt MADRASA

AOSQUE W, 147
H CENT, NIDA . .
o SUAI ALAM MOSQUE

AHMEDABAD, ¢.1450

o CNAR MINAR GO
t HYDERAUAD{D'C(’A“) BIJAPUR, c.16

e e

Fig.20, p.33 PI. 80B, 81, 82
Encyclopaedia of Indian Architecture (Islamic), VY

The Provincial pattern mainly used for constructéthe Gol Gumbaz at Bijapur and
the tomb of Ibrahim Adil Shah I, Bijapur (1615 AD)

Maratha style of architecture is sub style of @cestyle architecture which
was developed in South region of Maharashtra. Hmel term Deccan style is also
used for architecture and art developed in Maharasht the end of 13 century AD
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Alauddin Khilji (1290-1320AD) ruled the region wihiclater in 1% century AD
known as Bahamani sultanate. The sultanate waddeadlviinto five ‘Shahf;
Nizamshahi of Ahmadnagar, Adilshahi of Bijapur, Bahahi of Bidar, Qutubshahi of
Golkonda and Imadshahi of VarhddAll shahiexcept Imadshahi contributed in art
and architecture which has common term as Decgdd. $t has influence of art of
Iran. Artists’ school of Bijapur and Golkonda demMgéd a new pattern with the
combination of Iranian style and art developed out8 regions of India. Bright
colours were used to decorate monumé&htéarious practices were done without any
political pressure. Palaces, fountaimsusjid and idgah were various patterns of
architecture in 1 century AD®. Nagarkhana (music rooms)dharmaala (religious
schools) were built in the surrounding regionsrahéecture. This Deccan style under
Bahamani rulers differs from intricate decoratiohdMoghal style and is with simple

forms in huge structure in open space.
Stucco murals onnagarakhana (plate 29, 31)

Thenagarakhana of Bhuleshwar temple has stucco muralsronar and at the
upper edge of wall. The composition of each paselith a deity, warriors and
human figures inside decorative arch on pillarb@h side of deity. All panels are
with low relief. Figure in each arc is with simpbarvings and with straighten or
stretched gesture. The attire of each figure iglessd with straight, simple lines.
Features on faces of figures are bold and notst@aliThe body is short with thin
hands and legs. It differs from realistic proparntid’he border of each rectangular
panel is with intricate carved floral design. Thettern of border shows influence of
delicate borders from Mughal miniature paintinghecontemporary red and yellow
paint show its existence even today. Red and yetlolwurs are used to paint attires
and the border. Skin colour is used as body colathier colours are absent. The style

of attire shows Maratha, Mughal, British style &ithing.

The pattern of decorative arc is formed with réjuet of small arc segments
and a pointed end in upper centre. The pillarsding points of arc are with similar
style of wooden pillars in Deccan architecture. Wieole structure show stylistic

similarity with architectural pattern used in bagkgnd of Menavali frescos. Borders

4 Mate M.S., Madhyayugin Kalabharati, p.81
5 Mate M.S., Madhyayugin Kalabharati, p.83
“® |bid. p.85

94



with floral repetition show influence of Mughal péings. Such type of style was
maintained through murals from Satara palace, Walage, Holkar palace of
Chandwad, and contemporary architecture in Pliidis type of style is generally

identified as Deccan style.

The Deccan style was developed if'+Z8" century AD. During this period,
political and economical stability resulted intovdpment of art and cultufé New
combined style of architecture and painting wasettped to decorate palaces and
temples in Maharashtra. The figures of laymen,ieitke Gaapat, Hanunana,
Goddesses, animals, floral arrangements were migjects for those muraf€.Lime
was main element used to layer the constructiobriwks. The rectangular border
with vine and floral design was main feature of &t style’’ The dwarf figures with
simplistic features were major attributes of Decestyle. It was developed through
influence of Rajasthan, Malwa, Andhra and Karnatakaarly stage and British

influence in later stagg.

Technique of 18 century AD murals is described as Shekhavati fresco. The
artists doing these types of frescos belonged stecaf kumharaor masonssince
they performed both the functions painting and dng. The work was done in a
group of three or four under supervision of a nradt&tural mineral pigments for
colours were usedjeri or red stone powder was used to make red colouyeaihav
clay was used to make yellow colour. All coloursrev@ormally preserved in dry
forms and when required mixed into a paste andiegbpin wet wall. To prepare the
wall, fine clay from ant hills or sifted clay thrgh fine mesh was used as the mortar
for walls of brick. This was a first layer which svapproximately one centimetre
thick. This first layer was allowed to dry. Sameheique was used to apply second
and third layer. The proportion of lime and bricksachanged according to layer. The
final layer was applied to a wet wall consistedfingé filtered lime dust mixed into
buttermilk and jaggery. Between each plastering,sitnface was made smoothe with
agate or white stone. The design was drawn andqohion damp wall to seal the

*" Mate M.S., Madhyayugin Kalabharati, pp.196,197
“8 Ibid, p.196

9 Mate M.S., Madhyayugin Kalabharati, p.199

*0 |bid., p.197

1 Ibid., p.199
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colour with plaster. After drying, quick rubbing afate was done to fix the colour

and coconut liquid was coated with soft cloth totpct from sun and rain.

Stucco murals of Bhuleshwar temple could be donedrly years of 18
century AD under instructions by Brahmendraswarhe &bove discussed technique
could be used to create stucco murals and stucck @foBhuleshwar temple. The
mural style mainly shows Mughal influence and cob#l identified as Deccan or

Maratha style.

Brahmendraswami Dhavadashikar and Bhuleshwar Temple

Brahmendraswami has strong connection and majottribation in the
development of Maharashtra with respect to religida dedicated his whole life to
support the Maratha kingdom especially in shatteneriod created by Islamic

attacks.

His caritra- lifestory mainly discusses about his mediatiaslylbeing blessed

with divine powers and his support to protect amstain religion in the society.

Brahmendraswami born at Dhavadashi near Wai in9AB4 lived in
Dudhevadi (Ta.Shevgaon, Dist. Ahmadnagar) and saokdhz in 1738AD. He, in his
stay at Kashi got his higher gradeParamahahsa52 from his Guru Dnyanendra

Sarasvati SwanTt He practiced Hhayoga’

He, famous as a divine personality in first hdlf18" century AD, was the
spiritual teacher of Shahu, Balaji Vishwanath arajifBo 1°° He got the land of

taluka Haveli asnam *° from King Shahu. The village Malshiras and Pimpdays

52 sasvadkar P.L., Brahmendraswami, his life andiroMaratha History, p390

“Paramahesa—the highest stage in asceticismgst coveted of all. A Paramahsa is believed to

have attained such a stage of self-knowledge thdine distinctions and observations and obsensance
of the mundane world are not binding on him. Hedbeved to be so perfect in self-control that
nothing can disturb him. He is so pure that nottoag contaminate him. Even the doctrinal differsnce
betweerSaivism and Vainavism stand dissolved in him.”

David Lorenzen has commented that those are as@itierSaiva or Vasnava who particularly

denote levels of spiritual advancement rather getarian affiliation.

°3 Dhawadashi Yethil Brahmendraswaminche CharitraPp2 Saswadkar has also discussed it in the
thesis of Brahmendraswami on p387.

54 saswadkar P.L. Brahmendraswami, his life andiroMaratha History, p.391

%5 Dhawadashi Yethil Brahmendraswaminche Charitra, p3

%8 Dhawadashi Yethil Brahmendraswaminche Charitra, p7
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Jejuri were gifted to him by PeshvaTaking this opportunity, he instructed with all
details to complete the reconstruction of Bhulestieeple at Yavat and big well at
Malshiras>® Brahmendraswami had his own set up to build newptes and restore
old temples.

The temple in text is mentioned as 27 miles eaf®ume on Pune-Solapur
highway and was reconstructed with total amounRsf1,00,500° Tanks, wells,

reservoirs, gardens near Bhuleshwar temple wersteated by his ordéf.

He gave instructions to Lakhmoji Hawaldar at Makss about the building of
Bhuleshwar templ& Brahmendraswami instructed him about the numbésricks
with rate. He also specified the dimensions of troicsion. Special instructions about
the three peaks of Bhuleshwar temple were givemhBendraswami wanted the
sikhara of garbhadpa with decorative elements and other two withrpfairfaces. He

further instructed to complete the constructiomefl and protecting waff®

Two main artisans, Nagarkar Sankaji Gaudi and WgarGaudi, in 1745 AD,
were called fronkarkhana- the construction set up at Bhuleshwar Temple, it bu

the samidhi temple at Dhawadashi by Sagunabai- the wife of Gfhh

The local people near Bhuleshwar temple tell abogitdamage of the temple
over the period and also due to lightning. Brahmasdami did the valuable activity
by restoring the templ&jkhara, tanks were built exactly same as the order by. him
As a result the temple is still alive and standmigh strength to show periodical

graph.

Brahmendraswami was emotionally attached to tlasegpand expressed his
wish to Shahu about takirgpnzdhi- end of his life in the premises of Bhuleshwar
temple®® This shows the importance of Bhuleshwara templd #s peaceful

surroundings over the period.

" Dhawadashi Yethil Brahmendraswaminche Charitr&, p1

%8 p L.Saswadkar discussed in the thesis with coctidrudetails on p.420

%% saswadkar P.L.,Brahmendraswami, his life andiroMaratha History, p.221

80 saswadkar P.L.,Brahmendrasvami, his life andiroMaratha History, p.224

% Ibid., ch.V, pp.213, 214

62 p L.Saswadkar discussed about thesis referencedercan College Historical Museum.
3 Dhavadashi Yethil Brahmendraswaminche Chariti26 p.

54 Dhawadashi Yethil Brahmendraswaminche Charitras2p@3
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Sculptures and Iconography

The garbhagha is simple without any sculpture and only wilvalinga. In
antarala, five sculptures of standingogi or Guru above the lintel could be of
Paramahaiisa pada(the highest state of meditation). Their attire hwinly cloth
around waist and standing pose indicate their migiasition in meditation. The
person in higher meditation state is desirelesgydes in a state of null desire. The
Paramahaizsa or higher meditator gets connected to the divimitythe energy of
universe. Those five yogis could be from Trik sdhob Kashmiri Saivism. Their

attire is discussed in prefacelédnasivagurudevapaddhati.

Broken sculpture in North devakostha (plate 91) on protecting wall has
broken sculpture with only head and leg. The heasl delicately carved elongated
karanda mukua crown. The elongated face is with half opened esteaight nose and
mouth smile. The bust is missing but the portiamfrwaist to thigh is with decorative
ornaments. These sculptural parts could bSesdsayT Visnu from the panel in North

Westdevakulila in pradaksina patha.

Yogasayana Visnu (plate 94) with resting position c$esariga (the serpent
god) is defined as gogaiayana murt® He is explained with three formsitama
(superior),madhyamgmiddle), and adhamg(inferior). In all three forms, \¢hu is
describedas gaurd@yamanibhi (pale blue in complexion) gpitasyamanibhi (blue
with a yellowish tinge). He is representing thesattva guwa and is

yoganidasukhisakta(blissfully absorbed in yogic slumbef§.

In superior form, Winu, holding five weapons, is surrounded by sagegBh
and Markandeya as devotees and demons Madhu and Kaitabhadttenfiorm Bhgu

and Markandeya are absent. In inferior form two sages anddemons all are absent.

The sculpture in Bhuleshwar temple is totally ok So it is difficult to
decide the form of \éhu. Only thegada (mace) behind the head position is with all
details. The skin texture of curled body of sna&e be seen in detail. The upper edge
of sculptural panel is with circular formed vinetlvia symbol in each circle. Those
are ten incarnations of Miu carved in each circle. (B&vaftara : Matsya, Kirma,

Varaha, Vamana, Rma, Krsna, Paraurama, Buddha). In this ¥hukaksa, cross

5 pratimakosha, Vol.V, p.237, 238. This sculptucahi of Visnu is described with linear drawing.
% |bid. p.238
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design on half door frame is similar and could cmend in Kalyani Chalukya temples.
The sculpture of face and legs (torso is missim@)nél in Northdevakgrha in

protecting wall could be of this Yogmyana Vsnu.

Hanumana or Maruti on abacus okirastambhapillar of mandapa is the
small figure approximately measures 25cm x 25cmisltin North passage of
pradalsina patha This particular figure of Bruti is defined as “Mukhya Bna” ®’
The worship of Mrutt in this form and with this name is common amore\thtaries
of Madhva ideology in South India. He is regarded aspifigcipal vital force in the
human constitution governing not only the ten vitatrents but also the soul. He
mediates between God su and soul. He deputises for God in all the indraid

processes, the bondage and the liberation.

Hanumana (Mukhya Prana) in Bhuleshwartemple

Middle image is from Pratima kosha and is stylaticsimilar to two sculpture of
Hanungina on pillar inpradaksina pathaof Bhuleshwar temple.

In Bhuleshwar temple, above sculptures are pladeerevthepradaksina (one round
around temple) is in previous place of completibimey could be placed to protect the

meditator from evil powers before getting connedtedhole.

Though later, a group of verses known aarwdistotra composed by
Ramadasa swami explainssaukhyakri dukhah flari datavaisnavagiyaka.....
lokamatha, jagannatla, prapanatha puratana” Hanumana is explained as the Master
of prapa who guides the devotee in process of meditationcéied be the mediator

betweerjivaand the Supreme Truth.

57 Pratimakosha- Volume V, pp.119, 120
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Harmsa sculptures : the unique feature in templéplate 49)

Bhuleshwar temple isrich with harsa sculptures especially on
stambhdaakha, on devakerhaand a band on uppermost edge of walls running aroun
the temple®

Such hariisa band onjangha is shown in running band on the walls of

Kukadeshwar temple, Pur.

Isanasivagurudevapaddhati witharizsachandart? and Minagr explains under
harsalaksanam. Goralsasanhita has given the real description and meaning of
hariisa. It is explained ashamsa is related to the cycle of breath during deep
meditation. Cycle of breath is continuous statdalira andsakara (alternate cycle

of respiration-exhale and inhale during meditativhjch is named asariisa

hakara (exhale) + sakara (inhale) = harsa
(It is explained as every human being ojiva keeps repeating thisharizsa,
21600 times in one day and night i.e. 24 hour$)

It is explained ashamsavidy: and is considered as theérapavidya or
Mahavidya or Gayatrr prapadharint which has emerged froldundalinr (greatest
knowledge level achieved by mankind through inretural energy)’ It is explained

throughharizsa mantra (verse) called as “ajamayatri”.

hakarena bahinati sakarepa visetpunah,
harisa hainsetyamum mantramvp japati sarvadll ............ccccooveiiinvnnnn.
(v41, pg 43-45, Gorakshasambhita)

The “Ajapa Gayatri” is explained as'yoginam mokadayini” (it helps of
meditator for salvation)lt is the automatic and continuous process withay
conscious efforts so named ‘@§apa Gayatr” (without conscious chanting). It is
also explained in Hasopanjad, Risupatabrahmopasad, Yogatattvopasad,
Sandilyopansad and Gheralasanhita as only the way to reaciNiramaya

Brahmapada through purification ofcitta (the mind) during deep meditation.

% Dr. A.V. Naik in his article ‘The Bhuleshwara TefafNear Yavat (Poona District)’ has mentioned
about this band.

%9 Isanasivagurudevapaddhati, p.280

0 Gorakshanatha, Gorakshasamhita, p.43-45

™ bid., p.11
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SiddhasiddaAntapaddhati explains that it is also consideregrasticing this; one can

be free from all diseases akarma

“hamsatmamilika vama brahmakla pracoditz
paramatma punaniti brahmasampattidizim ...

Gorakasaithita’

It is also explained as
“harisa eva param satyam haa evatu satyakan® (haisais only Divine Truth and

hariisais form of Sakti)

Choice of scenes dftory panelsis related to concentration through known

and popular texts like Ramayana and Mahabharata.
Sculptures onjangha

*Triple torso image (sculpture with three torsos-plate 80, with four feet,
is on South side facing west. The sculpture isrdget; three heads and legs are
broken. Three torsos, each with two hands, arelsthat waist. Each torso has bead
ornament around neck, solid ring in arms, deligatebrved yajjasitra or
yajijopavitd® (metal ornament around shoulders symbolizing Seeriluringyajija)
and metal ornament around waist holding the mafldodh. Four feet, on base, give
idea of resting the whole triple torso figure. $tutes of female musicians are on
either side. Below this figure is four handed feendéity onkumbha Tantra text has
mentioned the concept of “Biiobhairava”’® It is the one form of tantra practices
related to achievesvatmasaividaikya which is considered as main point of
yogan@rga. It supports to reach up tBhairavi bhava (original nature ofBhairav
power).The sculpture with three torsos in Bhuleshwar Tengaluld be the symbolic

representation to explain the concept and stepseditation to achieve salvation.

2 Gorakshanatha, Gorakshasamhita; Analysis in Ghesdeanhita, p.44,45

3 Ibid. p.106

" This sculpture is firstly documented as tripleufig by Dr. A.V.Naik in the article ‘Bhuleshwara
temple near Yavat’, p.100. Analysis or identificatiof this is not given. Same sculpture with feagd
and six hands from &gesvara temple(20 miles from Bhuleshwar) Taluka Bhiaatihy Pune.

'S Pratimakosha, volume V, p.167, has descrimgiasitra as a holy thread or strips of cloth or deer
skin (first type) showing eligibility to perform edfice. Its later type is explained in metals ligeld in
Smti texts Bhadajamartanda, silver intretayugaand copper imlvaparayugaand of cotton in

kaliyuga.

76 AbhinavaguptaSri Tantraloka, khanda 3, p.17, hindi translationlyy Paramahamsa Mishra Hamsa
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Siddhasana — the easy technical term fardhapadmsana It is an easy pose
of meditation and is considered as the importargepfor sahaja-samdhi. It is
explained as the important sitting position forvaéibn. N.P.Joshi has not mentioned
about thisasana.G.H.Khare in Murtividnyan explained it with drawirags dhyana-

samidhi’’. Goralsasanhita mentioned it a&®

asanebhyah samastebhyo dvayamebitdm
ekam siddAsanam proktam dvitiyam kamagh ................occcce
v.9,Goraksasanhita

The verse explains as it is the importasanaamong 84isanatold by LordSiva.

yonistlinakamanghrimla ghatitam ktva d-dham vinyasenmalra
padamathaikameva
The verse tells to sit by pressing the below enspaie with left heel and put right
heel on left.
hyetanmokakapirabhedajanakam siddisanam procyate .................ccooeeevnn e,
v.10Goralsasanhita

It is explained as this sitting position is impaittéor salvation. By opening the
hrdaya cakrait guides the path of salvation. Dr. Chamanlal @authrough Hindi
translation tells thadiddhisanais explained as important and useful position bydL
Siva.”

In Bhuleshwar temple, Goddesses on triad panetgld€sses omkumbha,
Gods on upper part of pillars pradaksina patha yogi panels itmandapa someyogi
on upper part of pillars afnandapa, all are sitting insiddhiasana It means that the
temple was the place to practice meditation andngortant place for ascetics to

know the path of salvation.
Mahakala onjangha (plate 81) : South side

Mahekala is on broadkirastambhaon jangha of garghagha It is at South
side and could be easily identified frqgnadaksina patha He is standing with bare
feet in tribhanga pose. His face is with serious carved features; dhiarp upper

canines are coming out covering lower lip. His fiiands and right leg are broken.

" p.210 of mentioned book
8 Goralgarith, Gorakasanhita, verse 10, p.19
¥ Goralsarith, Gorakasanhita, verse 10, p.19
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He is depicted without clothes as described inst&The garlands of severed heads
are on head and around waist. One more metal omamelso around waist. The
serpent with knot is an ornament around neck aleitly flat neck ornament. He is
wearing huge circular rings in both ears and his spread behind head forming

circular pattern.

His worship without hisSakti was considered as incompléteThis
might be thereason to place Makali exactly opposite onjangha of North
side whereone pradaksina (worship rounds or one round walking around temple)
completes.

Mahakala in tantric texts is explained to eliminate allbstacles
“Mahakala Bhairava, sarva vighnan asaya hrim srim pha swha” ®2
In texts, he is explained with two, four, or sixrer In four hands, he carridsnda
(cudgel),khavanga (magical spearkhadga (sword),khavanga. He is described with
urdhva pigala k&a (spreaded hairand mudamalavibhwita (decorated with a
garland of severed heads). Hedmiistrabhima bhayinaka (terrifying in appearance
with tusk like protrusions from mouth). He Bhujargabharara (adorned with
serpents as his ornaments). Harmahiraudra (exceedingly awful) andbhayasypi

bhayaikaram (frightening even featy
Mahakali on jarigha : North side(plate 85)

While observing the Bhuleshwar temple and its gcués, the sculpture with
ferocious look attracts the viewers’ eyes. The goué could be identified as
Mahakali or Camunda. It is on thekarastambhaof jangha (on wide pillar outer wall
of antarala of the temple and its position is on North sideam@Qnda here is in

standing orpreta-the dead man and approximately measures 120cnesghth

The body of Mabkali is carved not only with bold features but alsahw
planes to give different and ferocious look. Asalsieatures she has broader bold
eyes, sharp canines coming out from broad lips,bivey chest with special belt,
shrunken breasts. The special depiction here ésdamved large scorpion in the cavity

of stomach. Her four hands are demolished in madli@ttacks. She hasdraksmala

2(1) Bhaktikosha, Vol. Ill, Bharatiya Sampradaya, p.597
Ibid

8 pratimakosha, Vol V, p.47

8 pratimakosha, Vol V, p.47
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in arms, carved crown, bold earrings, broad neekéaa ornamented waist band with
cloth line over it. Her legs are also destroyedy deet marks orpretacan be seen.

The prabhavalayabehind head adds divine grace in total sculpture.

Camunda is said to be the form of Makali, the symbol oflayatattvathe
destructive power. She is also known as $aéti of Siva. She is meant for the
destroyer of evil powers to protect goodness. Slagspan important role in the
process of meditation to reackiva by protectingsadhakathe meditator from

disturbances and evil powers.

In Bhuleshwar temple, Makali is on jangha (on wide pillar) outer wall of
antarala. It is the single figure facing to North side. Itas the opposite position of
single sculpture of Bhairava facing to South. Kkt here is inSakti form rather

thanmatrka.

Another image of Madkali with scorpion in stomach cavity can be seerhm t
temple at Pachhali Marghat (temple B, No 3 of Kmeshdeva from temple group),
Dist. Ashoknagar, Madhya Pradeéh.)

Mahakali is identified as one of the important Goddessiesakti (power). She
is also known asriguratmika — who is the blend of three universal qualitsastva,

raja, tama She is the warrior Goddess and known for herdasav

Camunda is also depicted in Khidrapur temple jargha part in dancing pose.
She is dancing to celebrate the joy after destmpyfire evil power§® She is shown
with skeleton of chest-her unique attribute andreggjve expression is original

emotion®®
Mahakali or Camunda in texts

In Devi Mahatmya from Nrkandeya Pufina, Pafi-Sakti the Supreme
Goddess who was also inscrutabtpita-rizp7) manifested herself in three forms
according to three creative aspects. One of tlrééaitkali which is a representation

of tamogwa®’

The nature and form ofathunda is described with her greatness.—

8 puratattva.in/article/1246 visited on April 8, 201

¥ Deglurkar G.B., Kopp&vara Khidrapur Mandir@ Murti, p.42,
% |bid., p.43

87 pratimakosha, Vol.V, p.49
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Candikavaca (shield of verses) fromahapugna composed by
Hariharabrahma tells about the form and purposgendi.?® It starts with the verse
asyasSricandikavacasya Brahmyrusih ..

anusrup candah. Camuwida devati .. ....... aum namah Gdikayai

Here Markadeya questions Braharn(Pitamaha) to tell about the secret which
will protect the whole. Brahmanswers with the group of divine verses which is
helpful for all living beings garvabhitopakarakam). He enlists the names of nine

forms of Dur@ (navaDurg?) followed with their purpose.

agninz dahyananastusatrumadhye gato nee

visame durgame caiva bhartah saranam gath.........v.6

na tesam jayate kicid asubham raasaikare

naapadam tasya pgami sokaduhkha bhayam nahi ............. v.7
yaistu bhaktg smrta nznam team siddhih pragyate

ye tvim smaranti dewgraksase &nna sagayah ......v.8 ........

Here she is described as to protect the beingan wm calamity, crisis or
critical conditions as well as in misfortune. Alsih her divinity, she keeps away the

being from misery and fear.
She is described with twelve weapons and furthplagxed as

daityanam dehanasaya bhakénam abhayiya ca
dharayanti ayudhanittham de@nam ca higya vai ............... v.13
namastestu mainaudre malaghorapaakrame
malibale mahotghe malabhayavirsini
trahi mam devi dspreksye satrinam bhayavardhini ..................v.14.........
Her existence with weapons is considered as toajedemon and evil
powers. She is also explained as to shower blessifearlessness for her worshipper
or devotee. She is described with the most terfdri®, most powerful, most eager

and excited who is fearful for enemy.

She is invited on every part of whole body withr a@rious forms. This group

of verses concludes as the shield for devotee {eHan

8 St Devt Mahatmya (Pgkrt), pp.214-218, and DuiigSaptdat (Sanskt), pp.44-55
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padamekam na gacchettu yaxhecchubhaatmanah
kavaceavrto nityam yatra yatrdhigacchati ........ v.38
tatra tatrarthalabhasca vijayah &rvakamikah
yam yam #&mayate Emam tam tam pgpnoti nkcitam ........ v.39
paramakvaryamatulam pipsyate bhtale punan
nirbhayo piyate martyah sangmevapagjitah ..........v.40
trailokye tu bhavetgyah kavacedvrtah punan
idam tu devgh kavacam dewamapi durlabham ...........v.41 ..........
Her holy blessings cover her worshipper like alshi€he devotee can
definitely experience the whole victory and getsrgthing as per wish. The devotee
covered with verses shield could get great wealthia being worshipped in three

worlds Evarga, mtyu, pital/a).
Further the result of chanting these verses isngase

yah pahet prayato nityam trisandhyadnaddhayinvitah

daivi kali bhavettasya trailokygapawjitah ......... v.42
jivedvasasatam ggramapamtyuvivarijitah

nasyanti vyidhayah sarveatavisphgakadayah .............. v.43 ...

The worshipper who chants those verses regulariyleissed with all divine
powers and victory. The worshipper gets free frdndiaeases and lives longer
(hundred years). The worshipper also is proteatau iewing of invisible forms of
various types of ghosts etc. The respect, sucpesgiess and divine light are

showered on the chanter of these verses.

japetsaptdatim Caidim ktva tu kavacam puar
yavadbhimandalam dhatte s@ilavanalkananam .......v.49
vattisshati medingm santatih putrapautrik

delante paramam stimam yatsurairapi durlabham ......v.50
prapnoti puryo nityam Mahmayaprasadatah

labhate paramam ipam Sivena saha modate .................... Candikavac§’

The chanting of these verses f@&avaca) gives the higher position on earth.

It also gives divine position at the time of endlod physical body. The chanter gains

¥ Sif Devt Mahatmya (Pgkrt), pp.214-218 and DuigSaptdati (Sanskt), pp.44-55
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divine blessings from greatest power in form of Ehalya with the divine form of
Siva.

Kali-tantra includes Matkali in ten great Goddesses of achievement and
salvation® She is described with dark complexion and foursacarrying sword,
skull-cup, severed head and shield. She wearmuadamila) a garland of severed
heads. She is describedsasariigha (on corpse) andmaanalaya- nivasinz (residing
in cremation ground). She mahlibhima (terrible in aspect) and ighora-daistra
(with horrible tusks projecting from the sides ef lmouth. She inspires terror but she

is also benigniva). She ishasana-mukh(with smiling face)*

All other texts gave her other forms with eighttaelve arms. Four armed
Mahakali is also explained as theaksini of ninth tirtharkara Pushpadanta
(Suvidhaatha) of Jain pantheon. She is also called agrSand described with fair
complexion. Nindna Kalika has explained with four hands she is carrying boon
bestowal, rosary, water pot and goad. Rtf#isara-sangraha has explained her four
arms carryingnudgala(club), varada (gesture of boon bestowal) for right hands and
vajra and fruit in her left hand”? She is also enlisted in sixte®liyadevs with four
arms carrying rosaryajra, bell and gesture of boon bestowal. Her complex#on

explained as tamarind hue and her mount is humiag e
Texts of Puina have described her in the group of Sapteda.
Mahakali with Mah akala on jarigha

In Bhuleshwar temple, sculpture of M#ala is placed at the starting of
pradaksina (a circular walk around templ@hd sculpture of Maikali is placed at the
ending ofpradaksina (a circular walk around temple). This arrangementld have
been planned to complete the one circlepEdaksina as in meditational practices

worship of Malakala is considered as incomplete without worship efhikali.

The worship of Makkala and Mahkali is related to meditation in Tantra

rituals which has influence of Trik philosophy oaghmir. The concept of worship in

% pratimakosha, Vol.V, p.49
91 .

Ibid.
%2 pratimakosha, Vol.V, p.49
9 pratimakosha, Vol.V, p.50
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Tantra practices was popular majorly in medievaique8" century to 1% century
AD.

Acarya Abhinavagupta in Taatoka has written text which mainly discusses
about meditation levels to achieviivapada. He has explained tl®ncept of
Saktipata which is called a8hairaviya advaita ragnubhiti.? It is explained by all
forms of energie8 which help meditator on every step to complete itagidn. It is
also defined askhanda Mahayoga. The process of this type of meditation completes
with meditation practice explained in it. It explaiknowing of Mahkala by knowing
the form of energy named as M&hli and the energy Maikali helps meditator to
reach to Mahkala.*®

It teachesirvikalavastha (the ultimate stage in meditation)

Tantra practices were later divided into threenbhees ofSri Vidya (the divine
energyy’ 1. Kaula or vamamarga- practices with rituals in negative mannér.
Misra includes inner worship and physical meditatiorsiiting positions. It includes
the travel of energy up to hed&t Samaya or daksipamarga - it is considered as
purest and greatest path of meditation. It incluntdy meditation with fixed position
of body. The concentration to the point of forehaad upper part is important and is

known as antaryag’.

The third part ofsamayaor daksiramiarga with purest form of mediation is

symbolically explained through sculptural schemgagjiin Bhuleshwar temple

Kalitantrd® explains through the group of verses the purpdseowship of
Mahakala and Mahbkali is putrapautadivrddhidam, vailnasakaram, sarvasiddia,

sarvasampatkararfubham.

Mahakali is explained as Matkala surat. It means the GoddessSakti form
is providing her energy to Makala - the form of time. She is engaged in opposite
form of Malakala as well as in absorbed form. In mergura (formless) state, she is

in unified or absorbed form (not separate) with kaka. Both are formless. In her

9 Acarya Abhinavagupta, Tantraloka, khanda 2, p.4

% Some forms of energy are given witht@nchana only names are given. It is expected to have thei
experience through own practices.

% Acarya Abhinavagupta, Tantraloka, khanda 2, p.16

" Swami Ram, Hiralayatil Mahatmyancya Sahagsat, p.231 who practiced pure meditation

9 Saktapramode- Elitantram, pp.84,85
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sagwa (form) state, she is with separate form but imtieh to Mafakala.*® Thus in
universal action Madkali is assimilated or engrossed with Mihla and in worldly
action Malakali is separated from Malkala but intensely related to manage all

worldly actions. Same @nunda sculpture is present in Pacchali Marghat temple.

Kartimukha (plate 46, 49)n plenty numbers, are used ndumbara on triad
Sakti panels, in the corners afaudapa ceiling, on pillars ofantarala. Kirtrmukha
was the special featured symbol of Kalyani Caluégd Hoysala Empire. The reason
of usingkirtimukhaas royal symbol is explained in a story as- “aseveral kings had
ruled the earth, there was born a prince nameds@aja. He once saw a fierce tiger
coming in the forest while he was attending uposage and when it was about to
pounce on the sage, he killed the animal with @ Ishaff, at the behest of the sage
Hoyi-Sda in Kannada language. Consequently rtheni gave the name Hoyikato

his family and the tiger became the insignia ofduigereignty.*%°

The Lotus facing downward (plate 49)is abovekaksasang at both sides at
the starting ofmandapa, in betweerantarala andmandapa It is the feature especially
found in later Chalukya temples. This type of loisi® special feature usually found
in the temples of Karnataka. The ceiling of Soutiich in Mukteshwara temple,

Chaudayyadanapura, Karnataka is adorned with spehdf lotuses.

Matulinga or bijapirakais a common feature among all deities’ sculptunes i
Bhuleshwar templeMatulinga is a fruit from the citron tree which is held by@
and Goddessé&! It is considered as the symbolsitala (cooling). In some context it
is considered as fertility symbol. But here in Bisliwar temple, the repetition of this
symbol could be to support the purpose of coolingnaintaining calmness of the

body while meditation.

Yogaparra, (y8, plate 60) is a special feature carriedylogi sculptures on
pillars in Bhuleshwar temple. It is explained as trand of cloth that is used to hold

the crossed legs in position while one is engaged yogic practices of

% Dixit Rajesh, Kali-upasana, p.26
190 panchamukhi R.S., Karnatak inscriptions (volx), i
191 pratimakosha, Vol.V, p.92
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contemplatiort’® The band is tied around two crossed uplifted légsupports the leg

position and the back and keeps the body firm gyt while seated.

prsthajanvossamyoge vastram valayavad«ham

parivestya yadardhvajanus tithet tad yoga paakamt®

Harisasya mudra or jjana mudgn, (plate 52,54,56) ine of the hand
gestures made during meditatidudra with joining thumb and first finger, keeping
remaining three fingers open and straight is meetioashariisasya muda™®*. It
symbolises peace and softness. In Bhuleshwar temyppdg, in triad yogi panels, in
mandapaare with this hand gesture. Its name gives its fingaand it is related to the
meditation state, could be &aramahaisa pada(the topmost stage in meditation).
This mudm is identified agjana mude in Buddhist context. The significance of this

mudia is, it allows energy recirculation from heart gerut to fingers and back.

Surasundar (plate79-86)with its various forms in popular term, are
considered to evoke the desire of devotee. Butisteso explained agogini and

worshipped asurasundaisadhana’® She is worshipped withhyana-mantra

“p arpacandraniblam Gauim vicitrambaradlari nim,

pinottwrgaku@m vamam sarveamabhayapradm”

The devotee is blessed Byrasundarin the midnight and she fulfils the wish of
devotee.

Surasundan Bhuleshwar temple are placed jangha with sculptures of
musicians and local people. Maximum sculptures tanaken during the Islamic

period.

Avaranadevat (plate 87, 88, 89)- The temple was considered@body
of God in 18-11" century AD. So the tradition to place sculpturéstber deities on
the outer part was starté®. Thekumbhapart ofgarbhagha of Bhuleshwar temple is
adorned with deities and standiSgrasundarion each surface. If observed in four
guarters in clockwise direction ofarbhagha, only South-West quarter has

SurasundariThey are in standing position, the styleSafrasundarisculptures of this

192 pratimakosha, Vol.V., p.236, The feature is ex@diwith diagrams in various yoga positions.
193 y/erse is taken from Pratimakosha

194 pratimakosha, Vol.V, p.123, given with sketch..

195 Bharatiya Sanskrutikosh, khanda 10, p.83

106 Kala-Sthapatya Gazzetteer pdf, file 62, p3
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guarter differ from the style of other deities kumbha.Low relief and carving style
suggest that those sculptucild be later addition in"2stage to repair the damage.
The carving style of this group is similar to sduhes onlalarabimbaof devakulila.

It can be easily noticeable, comparing with theilgirty between other deities on

kumbhaand Gaapati onlalarabimbaof dvarasakha which are of 1 stage.

On above mentioned quarter, the floral diamongsteankumudais replaced

with round flower.

One point noticeable is small standing image ofhdkala in placed on
kumbhabelow the Mahkala onjanghz on South. This small image of Makala is
only image of male deity okumbha.Same pattern is repeated with Nkdli on
North side. All remaining Goddesses sittinglatitasana especially holdaksamila
andbijapurakain lower hands. This particular combination idduled in tantra. The
purpose of sequence @faranadevati though could not be identified, the positions of
Mahakala and Malkkali complete the circle arounglarbhagha with the rule of ‘the

worship ofSiva is incomplete without worship 8Bkt as explained in texts’
Triad Sakti panels (plate 69-73) iconographic scheme in %' stage

Triad Sakti panels could be the next additional step asdiStance between
temple and the panel does not exists at the baek panels discontinue because of
back projection ofdevakgrha It is possible that the panel created for thiacepis

found on the beam ofidulai temple.

Nine panels ofakti are followed by Bhairava panel. The Goddessege
considered amatrka with reference to their vehicl8 But traditional text references

especially fronpurara, do not match with actual sculptures of Goddesses.

If those triad panels are observed in totalityhwyogr panels and other
sculptures in temple, some clues could reveal ¢bees. The basic concept of purpose
of temple could be found out. Some assumptionsdctnel made to know exact

meaning of thesBakti sculptures and their purpose.

Each rectangular panel is with thr8ekti sculptures, separately sitting in

siddhisanaon one base line. Middi§akti image in each panel is large in size, two

197 see explanation dflahakala and Makkalt
1% pDr. A. V. Naik has also described triad panel Gasis asvitrka.
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figures on both side of middle are small than thddbe. In total appearance three
images on each panel, form a triangle pointing ugwalso eachSakti sculpture
forms a triangle as basic shdf&The form is known amandala, which is symbol of
secret power which maintains the right attitude rmafnd and is helpful in

enlightenment and liberation.

The semicircular form with sittingogi on lotus in circular designs of creeper
symbolizes wholeness, infinity and oneng44he horizontal line at base symbolizes
stability and a relaxed comfort. The whole compesth sitting yogi in various

meditating pose is also unique feature.

Triad on each panel denotes theak” (three) which could be a symbol to
explaintrik philosophy in Kashmiri Saivism. In mediation, threidr are considered
as main, in whiclSswumna is central andda-Pingala on both sides. Fiftiparala of
Siddhasiddhantapaddhati has given fipgha with three Saktis in one triangle.
Though it doesn’t match with 9 triad panels in Bisllwar temple, it could be a clue
concept to understand the pattern of worshigriksin triangle while meditation.

Thosetrik Sakti are worshipped after worshipping Méhla.

Brahnmindapuéna describesSiddhidevai, ten in numbers as B,
Mahesvar, Kaumari, Vaisnavi, Varahi, Mahesvarm, Camunda, Mahalaksmi,
Sarvatrikhadika, Gupt. But the sequence does not match in panelSabti in

Bhuleshwar temple.

Kalt Upasara text has described inaki-Sadhara that after worshipping 11
forms of Kal1, the worship of 8 Bhairava is importdnt.It suggests that to complete

the worship, Bhairava worship is important afterstopping theSakti Goddesses.

Makaratoraa is described as an elaborately ornamental arébhwhvolves

floral decorations and creeper-motifs emerging fjams of two makaras?

dvayormakarayor vaktraih saktam madhyam&atam

nana-vidha-laz-yuktam etam makara-tagam................ (#mikagama 55,65)

199 1n meditation practices triangle is consideredmsmportant symbol.

110 stella Kramrisch in The Hindu Temple has discusgsalit the meaning of these basic forms related
to temple.

1 Dixit Rajesh, Kali- Upasana, p.57,58

112 pratirakosa, Vol.V, p.5, makaratora is explained with a verse fromitikagama.
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Those triad panels could be planned to depict rile of Goddesses of

dasanadi (ten threads of senses under three main treacheésgin human body.

13 from

The verse in Yogada (under yamaniyamdiniripanam)
Isanasivagurudevapaddhati explaingdr details in human body. (total 720084z, 28

nadr, 10 niadr, 2 nadr, 1 main).

tasam ca dda vaisrestha idadyastasvapi trayam

ida pinga ssumri ca gandharz hastijivhika......... 62
suyaalambwa pisa kuhiscaiva casankhirt

etasvida pingala ca syumna cottamah smrugh....... 63
tasamaya swummnikhya brahmaridr para smta

iti nadidasakant™ .................

One mainSwummi nadr, two subnadi named da and Phgala, and other
Gandhart, Hastijivhika, Suyaa, Alambusa, Pisa, Kuha andSankhirt. Dasanadr play
important role in purification during meditatitn who in totality help to reach
samiadhi avastl@ or Sivapada which is considered as (the state of cample

meditation).

Those triad panels are nine with the central Gssldghowing major part
which is taller than short Goddesses of same hémgkupportive role at both sides.
Making pradaksina (walking around temple in clockwise direction stagt from
South to North), onlytépanel is with two Goddess of same tall height tedthird is
small and in supportive role. Here total countadf Goddesses goes up to 10. (ten tall
Goddesses in nine panels). Tenth triad panel $vaf or Bhairava which is at North.

This is later addition in"® stage of temple.

The energy playing througtiasanadr is helpful in normal human state (the
primary stage of meditation). Here in Bhuleshwanpé&e it could be related to human
needs or desires.

This is exactly opposite to the sequence of satast onjargha. On jangha
the standing main image of M@tala is at South and Makali is on North and they

113yama niyamdbodily practice with rules) are considered tddai in human stage or primary stage
of meditator. So

4 TsanasivagurudevapaddhiatY ogagida, p.626

115 This is explained with detail meditation processii texts particularly from'6to 13" century AD.
Tantiloka by Abhinavagupta of Trik school of Kashnfigivism has explained it in details.
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are of same period tpogi on pillars. This is planned ifirst stage of a temple. It
depictsyogi and Paramahaisa yogigather to receive blessings from Méafla and
Mahakali to enter into thesanudhi state.In mediation process it is explained the
dhyana of Siva is incomplete without the blessings of Mkili. So both are placed in
pradaksina pathaexactly in opposite direction to complete the leirand process of

blessings before starting meditation.
The purpose of sculptural theme changes with mtpegeriod..

TheSakti form (feminine form) of Elephant headed Gothis curious subject.
This is the sculptural form found very rarely. Saime it is found separately with
Elephant headed God and sometimes it is in fenwata having features of Elephant
headed God.

The evolution ofSakti form of Elephant headed God is considered from

Tantric texts. It was the feature mainly foundemples during 8to 13" century AD.
Gajamukht

Three sculptures of GajamukRakti are in triad panels particularly orf' 4
panel, & panel and 9 panel. In all three panels, Gajamul§lakti is on extreme left
from viewer's perspective. The height of every imag approximately 45 cm, which
is smaller than the central image of Goddess bagisal to the Goddess at extreme
right. Each panel is decorated whhtimukhaat centre on upper side, a creeper in
semicircular form and twanakara at both ends totally formmakaratoraa. The

creeper has round forms with a yogi sitting in negtthg pose.

All Goddesses are sitting siddhasanaor ardhaparyaikasanaor sahajisana
with vahana (the vehicle) at its base. Th@&hana (vehicle) of GajamukihSakti is
misaka (mouse) and can be easily identified. Every imafy@Gajamuki Sakti is
finely carved with ornaments and feminine featurBse mukua of all Gajamukin
Sakti images are dfirizatype. The trunk of every image turns to left antrisken in

9" panel image.

The attributes of GajamukiSakti (starting from lower left in clockwise

direction) are as follows :
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on Panel 4 danta*®, paresii, mukula,(broken)

on Panel 5 dantg parasi, mukuli, bijapiaraka

on Panel 9 danta, paraiz, mukula bijapiraka**/(broken)

The forehead has slight round mark which could be third eye.The
sculpture of GajamukiSakti is found very rarely. Sometimdsis found separate
with Gapapat and sometime it is in female form having feature$ Elephant heade
God.

This analysis tries to find out a study texts as well as sculptur
representations of GajamukiSakti and its context with the temple. It was
sculpture mainly shows its rare existence duri® century BC to 1% century AD.
The worship of thisGoddes was in tradition but no similarities regarding
iconography are found. Also she was not worshipgegghrately but its worship w
done in a group oBoddeses. The sculptural evidences or names of some Brag

found butits textual explanations are abs
Elephant headedGoddes: sculptures and her differentnames discussed in tex

An elephant headeGoddess (i century BC-i' century AD) sculpted il
terracotta plaque was found by K.N.F'® The text Baudiyana Crhya-parista
describes Jygha-kalpa with Hastimukias elephant headiGoddess.

1% danta(the tooth) and kata for Gmesa is the attribute given in Madiyani Sanhita of Yajurveda
noted by Prithvikumar Agraw:
" Gajamukfi from Hingakjgadt, District Mandsor, Madhya Pradesh idding this attribut.
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ityavahya

ihalokakrtaye nama, paralokakirtaye nama, jyeghayai namé,

satyayai nama, kapilapatnyai namig kapilah-dayayai nama&, kumblai namag,
kumbhinyai namia prakumbhai nama jyayayai nama&, vardayai namd,
hastimukhyayai namah, vighna@irsadayai nama,

iti tarpayanti*'®

Elephant headeblatrka, Mathura 29 century AD® is a fragmentary relief of
late Kushana period shows three horizontal bants. Band on lower side contains
five figures. At extreme right elephant headed flenfgure (among seveNMatrka).

The tusk turned to rigH’E1 The sculpture is partially damaged.

Vinayaka, the Goddess with elephant- probosbiasikara-sanmizyuktam)and
one tootheddkadantm) is stated in Buddhiskryamanjuérimilakalpa of 2¢ century

AD'? Vindhya region was considered as appropriaterefyir siddhiof Vinayaka.

Ganapati -Hrdaya is a feminine aspect of Gapati from Vajragna pantheon
of Buddhist divinity. Dharma-k@-sangraha denotes her features. The elephant
headed youthful female is a personification of Bugldhist tantrionantra ‘Gazapat
hrdaya’ and known as Gapat hrdaya.'?® Textual details and exact period are not

given yet the Goddess is given as in late Buddtdastography.

For Ganesani, there are no textual references for this imagesbute iconic
images are available in the northern as well assthahern parts of India. The
emergence and worship of this form is assumed fommcepts Tantrik ideas of

Ganapatya Cult?*

Vainayaki- Linga Purana has mentioned with this name in theflidtvinities
as avarapadevata®® Visnudharmottara Puma , Matsya Puna, Vayi Pufna,

Skanda Puana, Harivansa have listed Vaiyaki as Mitrka created bySiva. This

118 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gaesa, p5, p20. The author has noted
details with the reference of book Excavations aittiRby K.N.Puri.

119 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gasa, p5, This verse (4) is noted from
Baudhyana Ghyaditra

120 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gesa, p.ix, image,

121 |bid. p21

122 pid. p12

123 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gasa, p2,The author discusses as
Ganapat-hrdaya is described in Indian Buddhist Iconography by lBaBacarya

124 Agrawal Prithvikumar, Goddess Valyaki The Female Ggesa, p2

125 bid, p.8
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Matrka form is emerged from the religious myths like f@oddesse¥® Some Jaina
texts like Vidhinargaprap (1306 AD) has mentioned the form with the name
Vainayaki.'?” Here she is mentioned on"™4lace among 64 yogini li$®® This
female form is also given in Agni Pima andAryamanjérimilakalpa. In many texts
attributes of Vaiayaki are absent. Skanda Buwa& concerning the meditation of
Mahavidyas, listed Vaiayaki in Astmatrka.

Vinayaki sculpture from Hingajgarh, the fort of Goddess htjulaja, District
Mandasol?® is considered as a yogini from list of 64 yoginis.

Ganesvari is mentioned on " position among 64 yogini list in Jaina text
manuscript Heasavijaya. In Jaina iconography her position is dh pbsition.
Gane$varm name is given as &frka in Padma Pana and Vanadurgopaaid*° In
Vanadurgopasad Gaesvar is described asakti associated witiSiva. She is
worshipped to protect the devotee on all sides Wwéhparasu. The purpose of her
worship withparasu (battle axe) is given &m namo bhagavaGanesvarr parasu-

hastena sarvato am raksa raksa >

Gajamukha is mentioned in the list of 1008 names of Goddesiéta in
Lalitasahastraama of Nirada Puina. Gajamukhi is discussed as #r (mother
Goddess) in Skanda Ruga. It has the story telling how the Goddess sbakwas

rendered elephant headed by the curse ofiarBama **2

Lambodari is mentioned in the list of 50Sakti of Rudra in
Isanaéivagurudevapaddhat In Srikanthadi-nyasa of Brahranda- PuBina she is

associated witSiva's Eknetra->3

Ganendrt is described as 8frka in ritual text called Vedaparikrainfrom

Islands of Bafi**

Gajanana with elephant face among the sixty four yoginigrientioned in

Skanda -Puma (Kasi-khanda,45,34). Here yoginis are with many animal-headed

126 |hidl, 0.9
127 Rao K.Ramchandra, Pratima Kosh, Volume 1, p.159S.
128 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gaesa, p.13
129 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gaesa, p.13
130 [ja;

Ibid.
131 |bid., p.14
132 |bid.,p.7
133 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gaesa, p.14
134 |bid. p.14
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damsels. Thus Gajara mentioned here, may be is with different concéant

Ganesani.r®®

Malini, the elephant headedilRad is mentioned in Haracarita (1Zentury
AD) of Jayaratha from Kashmir. Her presence isrinkdbodily impurities during the
birth of five headed Gmpar.**°

Vratakhanda of Chaturvarga Chintamani has given @kplanation of 64
yogirt but has not mentioned the name \dgaiki in 64 yogiri. Also it could not be
found in explanation of Saptatnka. Kashyapashilpanatrka has not mentioned

Vainayaki image.
Sculptures of elephant headed Goddesses

The inscribed yoginsculpture in Chatusasthi-yogini temple at Bhaghat
(known as Gaurfankara temple near Jabalpur 1000 AD) does not inc\talgayaki.
However, one of the sculptures there calédgini is identified with Vaiayaki.™*’

She is identified asri-AinginT with the inscription written on the pedestal o€ th
sculpture at 41th position measures approximatéBcth X 181cnt>® The elephant
faced deity is sitting on higher place with lefg folded and right leg opened has four
hands broken witlsirhakar with various ornaments. Another elephant facedydait

the base is supporting héf? Four hands and proboscis are damaged. The special

feature third eye on forehead is of contemporaayuie in Northern India.

Chatthsasthi-yogini temple at Hirapur(fbcentury AD) is with Gaesant. The
sculpture is in black stone in standing positiof(1X 9”) with two hands. Here this
is identified as Mtangr or Shitafi or Vairdyaki. In clockwise direction this is 38
form standing omisaka \ahana (rat). She is with features of Elephant headed God
with trunk, elephant ears and big stomach. Herktrisnbroken but is in straight
direction. She is with two broken hands, fewer ameats with fine suggestion of

cloth. Her hairstyle is decorativig{zjira) with hanging ornament&?*°

135 |bid. p.157

136 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gaesa, p.15

37 |bid.,p.159

138 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gasa, p.1,The author has given details
referring the book The Haihayas of Tripuri and Thdonuments by R.D.Banerji. Measurements of
sculpture given on p.28.

139 Shri Ganesh Kosha, p.46

140 Clear images of all 64 yoginis are available omwenedrive.live.com
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Fragmentary sculpture froSiva temple (Puma Mahadev- 18" century AD)
at Harshagiri, near Sikar, Rajasthan is with thiekmilion red coating, left turned
trunk, bulging belly, only one hand with bowl, Isthalo on back of hea#laranda

mukua, garlands and ornaments are some existing fedttires

Vinayaki from 64 Yogini Temple, Bipar Jhariyl, Dist.Bolangir, Orissa
(900AD) is in dancing posecdtura) on toes. She in a rare dance pose is wearing
serpent as sacred thread and ornaments. She imgvga#mukua, the characteristic
of eastern Indian sculptures of ®éa andSiva. Attributes in four hands are not clear

but the marks show battle axe in her upper leftdhan

Vinayaki sculpture from Hingalajgadf? Dist. Mandasor, Madhya Pradesh
(10" century AD) is finely carved but her hands, prati®sand right leg are damaged.
She is wearingaranda-mukua, a lotus halo is at back of head. Her left legrsssed
and right (broken) leg is suspended. The depiabonehicle is not as rat, it is with
features (paws and nails) of wild animal. Two feenaftendants are on both sides and
two are on lotus seats flanking the halo. Goddeasepper side are with four arms
(lower right isabhaya-mudg).The left figure is holdindijaparak andtrisiala. These
features are witlSaivite context:** The temple does not exist today however she is

identified as Yogini from 64 Yogini.

The elephant headed Goddess from Giryek, Disbatha, Bihar (11 century
AD) is a Rila sculpture with mouse on pedestal. She is saatpddnizsanaon lotus
seat wearing sacred threaglajjopavta). She has four arms with staff, vase
(kamasdalu), battle axe garasu), conch shell(sankhg. The textual reference or

purpose could not be identifiédf.

The four armed Goddess with elephant head is dateahd 800AD. She is
sitting in lalitasanawith suggestion of clothes and beaded ornaments on, wask,
and head. The proboscis is turned to left reactortfpe bowl of sweets in lower left
hand. Upper left hand carries maceté§upardu (the battle axe) in front right and a

serpent in upper hand. Here kghana(her vehicle) is mentioned as mod&e.

141 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gasa, p.23-24
142 The sculpture is in State Archaeological Museumpl

143 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gaesa, p.27
144 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gasa, p.24,25
145 bid. p.22
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The elephant headed Goddess on slab" (¢éntury AD) from Suhania,
Morena District, Madhya Pradesh is in the frameved pilasters. The Goddess is
standing intribharga pose with clothes and ornaments. In her four afmescarries
parau(the battle axe), lotus bud, dagger, bowl! of saieEhe proboscis turned to left.

Musicians and dancers are placed in surrounditfgs.

Though the Goddess is mentioned with elephant hegwevious texts, all
forms are not given with its attributeShe is neither mentioned as wife ofn@&a in
texts nor is worshipped as a separate God8e&s. image refers to feminine form of
the ultimate power or deity. In other words theseyrmalled as sub-powers of the one
universal power. Usually its connection is consedeto GoddessaPvati in Hindu
religion or PaiSakti (the ultimate divine power) igoga or Matstripurasundarin
Tantrism. The concepgogini refers to women who have achieved the powers in
universe while practicingoga. She is mainly shows the ultimate stage achieved by

human bodySakti or Goddess is considered as self divine power.

Sakti images of Gajamuktin the Bhuleshwar Maideva Temple stylistically
differ from Yogini image of elephant headed God from Bhedaghat, Hiireihar.
Their iconographical depiction mainly differs wiinchana andisana.Sakti images
of Gajamuki in the Bhuleshwar Madev temple is on the upper level lik®gi
sculptures on pillars ahandapa Here they are mainly meant to offer blessingstand
help in meditation process. This placement may ssigthe role of divine powers in

the process of meditation and worshipSofa.

In Bhuleshwar Ma#ideva temple, all threSakti images of elephant headed
God are not depicted aswtrka form. It could have function aSaktidevas
worshipped during meditation and worship $ia. Here Sakti images with its
attributes show its connection wifliva. These images with their attribute could have
their existence ayuddha devat (the warrior deity) to help and protesidhaka

practising meditation fojijanasiddhi.

Bhairava in Bhuleshwar temple arplaced in triad on 10triad panel and
above abacus of pillars pradakina patha Total 13 sculptures (6 on south and 7 on
north) of Bhairava are there above abacus of pillar pradaksira patha near

mandapa. Missing sculptures were used in restoration armmbristruction as those

146 Agrawal Prithvikumar, Goddess Vaiyaki The Female Gasa, p.23
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missing sculptures could be found on protectingl vedl east, above pillar of
nandimadapa Third is still missing. The uppermost part in ga@me level ofogiin
mandapa and Nandimadapais selected for placing Bhairava, (on 8 pillarssauth

in pair of four and 8 pillars on north in pair @uir). There could be a plan to place 16
Bhairava as given in traditional texts. The desmipwith ayudhacould not be found

in text to identify them.

Bhairava means terrifying, frightening makibbaya rava(terrifying noise)
and it is adjective applied tiva in his fearful aspect. In Kashmiri Shaivismetar
letters,bha (bharana=maintainance), ra (ravanaithdrawa), va (vamanasreation
of the universgeare taken in different mann&Y. Bhairava is considered as important
form of Siva. In Kashmiri Saiva concepts, Bhairava is exmdi*® as the whole that
bears all things and that is related to formatiod deformation of universe. Bhairava
is the one who saves th&a from transmigration or rebirth. Bhairava is saidbe
Lord of powers and senses who with light helpg in pure meditation. Bhairava is

considered as the form of vibrating force relateddnses at microcosmic level.

The textual references of Bhairava can be seernhén Puiinas. He is

categorised in eight main types which gave risedtéorms and then 64 forms. The

In Tantra practices Bhairava is worshipped witilmamarga (with negative

practices).

In Bhuleshwar temple sculptures of Bhairava asegd at the upper level in
combination withSakti forms in triad panels angbgi on pillars The purpose could
be to help meditator with blessings in pure meditaexplained in trik philosophy of

KashmiriSaivism.

Nandi in Bhuleshwar temple Two sculptures of Nandare there in
Bhuleshwar temple, one is Mandmaundapaand the other in north side jmadaksina
patha which is small and broken. It is said that one enoand was carved for
Bhuleshwar temple. Today it is in Morgaon @& temple. Morgaon is near and

easily approachable from Bhuleshwar temple. Theeetale explaining the placement

147 Explained in commentary of Manasara (pdf)
148 Balte Bhavana, Bhairava through historical perépecp.66, article in Sanskrit sources of Indian
History Vol.3, Mar 2015
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of Nandi at Morgaoi?® The order was placed by the people with craftsiinam

some other village to carve an image of Nandi tacel beforeSivalinga in

Bhuleshwar temple. It was being transported to B$lulvar after completion. The
route passed through Morgaon. As soon as the kasthich the image was being
carried came in front of this shrine, it broke deowomping the image on the ground.
All attempts to lift Nandi were failed. Ultimatethe priests decided to chisel it down
to a more manageable size. This was being considesethe wish of Nandi to be

placed near Mayureshwara f@éa of Morgaon.

Nand in Nandmaudapa is finely carved and it has accurate proportiod an

fineness. It is tall, proportionate and fine, comipgito Nandi of Morgaon.
Yogi sculptures

Managira text has given the importance of sages in terapt@itecture. In
chaptermunilalsazam®° it is noted that sculptures of Agastya, Kashyaiarugu,

Vasishtha, Bhargava, Vishwamitra and Bharadvajerseages should be carved.

dvibhujam ca dvinetram caggirena maditam
pitambaradharam caiva sary@mapi mumnam .................. (v6,ch.munilggam,
Manasira) (All sages should be depicted with two arms, twesejara-jara kinds

of matted hair and yellow garments.)

sarveamapi mumam yajjasitrottariyakaih

dandam ca savyahastenamahastena pustakam ............... (v8, ch.musakam,
Manasira) athawa yasfim ving savye hastau sa¢h(sau)munnam
athavaradhyavatkungdasamnantu(nam sthna)kam tu @ (v9, ch.munilakazam,

Manasira)

( All sages should be adorned with the sacred thasa the upper garmeuitariya,
they should hold a staff in the right hand and alkbia left hand, or there may be any
staff in the right hand, both the hands being sinyildisposed, they should be

optionally made in the sitting or the erect postara worshipping pose.)

149 Mate M.S., Temples and legends of Maharashtra, p.5
150 Acharya PrasannaKumar, Architecture afridgira, p.960chmunilaksaram, 2011, New Bharatiya
Book corporation, Delhi
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Total number ofyogi in Bhuleshwar temple is 68. Their attire, if ohaat in
detail show different groups of meditation practic&heir position in Bhuleshwar

temple represents their level of achievement initagadn.

1. Yogi abovegarbhagha dwrasakha - Highest level in meditation may be
Paramahaiisa
2. Triad yogi panels aboveandapa dvirasakha - second level in meditation

of Gum™

who can give diksa or guide for meditation
3. yogi on pillars - third level who are practicing meditation but higtlean

primary level **?

Also, no any stone carvings or evidence is founthe nearby region, which
shows meditation practice of negative meditationvarhamirga. Thoughyogis with
attire of Kapalika sect are present, their purpose of preseno& dee for practicing
pure form of meditation. So it could be the plazéetirn and practice for highest level
meditation with quiet sitting without any materiahd describingpiarrananda as
explained in their philosophical thoughts. Theseoepts described in Trik school of
philosophy or KashmiriSaivism (8" century AD onwards) which teaches pure
knowledge throughSivatattva, Vidyitattva, Atmatattva> It mainly highlights tri-
tattva with combination of triads to explain the relatibetweenSiva and Sakti
through the versea Sivena viri dev na devyi ca vina Sivah.*>* It means bottSiva
andSakti could not be completed without each otiérthose sculptures indicate the
gathering of various sects and its sub-branchematpeaceful place to learn divine

knowledge through meditation. Bhuleshwar Nidéva Temple on hill.

Yogi above pillars ilaudapa are in various positions with clear depiction.
Most of them are irsiddhizsana or sahajsana (simple sitting position). They are
sitting with closed eyes as if they are in deepitaédn. Their hands are in various

mudiz such as anjalimudi, bhimispasamud@, jjanamude, dhyanamuda,

131 The term used for meditation teacher

%2 The position of alyogisculpturess at upper level in the temple. So positiorchétuk: could be
planned at lower level to givdiksa to primary stage devotees wishing to start meditati

133 Trik school philosophy and thoughts are explaiimedisvakas (khanda 1I, p338-341)in easy words.
Preface ofsanasivagurudevapaddhati explains the travel of Trikasatthoughts up to Maharashtra
and Guijarat region. In medieval period (arouficc8ntury) the travel of Gurus from Kashmir and
practice to be a disciple of them by contemporatgrs like Chalukya, Shilahara, Paramara and
Yadava kings influenced whole sociel§anasivagurudevapaddhati described the building of tenipl
Kriyapada.

154 sansktikosa, khanda 2, p.340
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vyakhyanamudg etc. Some of them are noticeable with their déffe positions. One
in South East corner ahaundapa is sitting with folding legs raised and tied with

yogapara.'>Y

plate 60, y8 ), One in South West cornem@dapa has cobra behind
his head. Here cobra could be the symbol to dethetgog of Vaishnava sect.(plate
61, y11) as the Vhu is always depicted with relation $@sariiga (the serpant God).
Here the serpant behiyggi's head could have been used to describe the sgogof
Above the entrance pillars antarala one yogi is sitting with musical instrument
kingari holding in hand. He representatNa sect. (plate 61, y13), One is sitting with
legs crossed behind the neck. Thsana is known as dvipadasirsasana in

harhayoga(plate 61, y18).
Triad yogi panels inmandapa

Three rectangular sculptural panels are albweasakha from inner side of
walls. Each panel is with thregogi sitting in siddhisana or sahajisana

ardhaparyaikasana-an easy pose of meditation.
East triadyogi panel - Kalamukha

Threeyogiare sitting injjjanamudg, dhyanamude, bhimispasamud@a. They
have round face with elongated ears without earihgsy bearudraksamala around
neck, wrist and arm. They have ornament near fodtgain stripe runs around their
shoulder. East Panel showsgiwith rudraksamala around neck, wrist and arm. This
is a feature to identify as thogegi as of Kilamukha sect. They are withouttariya
(cloth covering body). They bear flat stripe goem@und neck and waist, similar to

yajijopavita.lt could be their sectorial attire.
South triadyogi panel - Kapalika

In this panelyog are sitting with gesture of hands g&anamudg,
dhyanamude, bhimispasamud@a. Their head is broken and they have big solid
round earrings in ears. They have plain neck ormaraad plain rings in arm and

wrist. waist clotht>®

North triadyogi panel-Trik school or Samaya Tantra

%5 The band of cloth that is used to hold the crossgslin position
1% | orenzen David, the #palikas and Kilamukhas- Two lost Saivite sects, p.2,. The authsr ha
mentioned about the attire opalika and Kalamukha sects.
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In this panel yog are sitting with gesture of handdhyanamudg,
bhamispasamude@, jjanamude. The head of middle figure is broken. They have
elongated ears without earings and neck ornameatigent. They have plain rings in
wrist and arm. They have attire of a simple clathuad waist. Those threggi are

with simple attire. Thosgog could be in practice of Kashmi$aivism?*®’

Only yogison Nandimadapa pillars are with beard. They could be Gwand
placed at the entrance. The purpose could to shblegsesings on devotee entering in

the temple for worship.

The influence of Trik philosophy and Tantra, lateansformed into Atha cult
was spreaded in the middle region of Intifaln medieval period the concept of pure
meditation is rooted in all over India byatda cult*>® Maharashtra became the centre
place for Nithayogi during 18" to 13" century AD. They could be identified by their
special attire. But it was the rule in preliminatage during the period ofhvanitha,
in later stage the attire got immaterial and ohly process of mediation considered as

main process.

The cave with temple at Bhuleshwar temple is fasn@as the cave of
Nathapanti sage. Local people also discuss about some ativessén nearby region
of Nathapanti sages. The sculpture ybg above abacus of south pillar connecting to
antarala and mandapa is with the musical instrument in hand. This instant is

known askingari*®® which is considered important fodthayogi.

Triad panels of yogi above dvarasakha, in mandapa show yogi of three
different sects. Each panel symbolizes one seditipea Their attire describes their
difference from each other. But they differ frone thbove mentioned text. Attires of

yogi on pillars also differ from above mentioned text.
Influence of Saivite sects

Mattamayura was theSaivite sect, spread in"89" century AD, was the sub-
sect of kanasiva concept. A small village Kadwaha from Madhyad&sh was the

centre wherenaha was built. This sect known &gattamayura vasa (sub-sectas

157 preface of$anasivagurudevapaddhati has discussed about this. drefa
IsanasivagurudevapaddhitPart Il,1sanasivagurudeva Mishra, edited by T. Ganapatishastri
%8 Dhere R.C., litha Sampraiyacha Itihas, p.15

9 |bid. p.16

%0 Dhere R.C., Htha Sampraayacha Itihas, p.39
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settled all over central India from west coast éodiers of Magadha. The concepts of
this sect, were greatly respected and accepted ibgs kof Chedi, Paramara,
Rashtrakuta, Chalukya lines and theinfantas:®* Another branch of same line was
settled in the seacoast of Konkan under rule ofaRah, the Shilahar prince in 1008
AD. Also Mularaja, the founder of Chalukya DynastiyGujarat, in 1090 AD, was
disciple of Kumarashiva, Guru ofahasiva concept® Obviously the concepts of
these practices could have been spreaded all beeute through inter-relation of the

rulers.

Maharashtra, especially Pune being central placeof later Chalukyan
rulers could have been under the influence of Kashim Saiva concepts. The
concept of Bhuleshwar temple and its iconographicckeme could have been the

structure for expression of KashmiriSaiva concepts.

Saiva yogi spreaded their influence all over India during ', 10" and 11"
century AD. The yoga-sadhana or practicing the pure form of meditation are
considered for asrasiddhi-labha (gaining of eight divine powerspapa-nivarana
(freedom from all sing)samarthya-prapti (gaining of all powers)amaratva- prapti

(reaching upto immortal statégaivalya-moksa (liberation).

Yoga is considered with categoridsnamed

Karmayoga which explainsconsidering daily deeds as the medium of
worship.

Mantrayoga whichexplains worship with chanting verses. Letters wtih
sound are considered as energy producing elements.

Harhayoga which explains worship with gestures of body lié®ana, bandha,
mudia, pranayam etc. It mainly comprises with energy travellingaihgh points in
body for purification).

Layayoga which explains worship with unificatioof Sakti in human body to
Siva in universe, it is also called as salvation aadsidered as the goal of human life
in traditional texts.

Rajayoga (Patarjala yoga)is the type, considered as greatest type.

161 preface of$anasivagurudevapaddhitPart Il,I$anasivagurudeva Mishra, edited by T.
Ganapatishastri

162 preface of$anasivagurudevapaddhitPart 11, Isanasivagurudeva Mishra, edited by T.
Ganapatishastri

163 Bhaktikosha, Vol. Ill, Yogic Upsars, p.516
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Jijanayoga or Mahayoga which is the highest state of meditation by
practising under the guidance of Guru. This typeeigond any physical activity and
purpose. It mainly comprises with the knowledgeetétion between body and

universé® with unification ofSakti in body andSiva in universe.

All yogi, in Bhuleshwar temple, though in various meditaiopose, are not
representingHarhayogaas all sitting positions are not mentioned in éézsanain
Harhayoga They seem to be following the next stageMdhayoga or Jijanayoga
where body gestures are not important but the aatiin of bodily Sakti and
universalSiva is important. It is considered to be achievgdsinple sitting position

with deep inner observation.

164 Bhaktikosha, Vol . lIl, Yogic Ugsari, p.519,520
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Mahakala

(South)

Mahakalr
(North)

Sculpture of Mahakala is placed at the starting of pradaksina
and sculpture of Mahakali is placed at the ending of pradaksina.
This arrangement could have been planned
to complete the one circle of pradaksind
as in meditational practices worship of Mahakala is considered as
incomplete without worship of Mahakali.
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The laghuvimana pattern on dvarasakha of garbhagrha
sketch 1



mitlastambha

Developing conjectural structure of sikhara of garbhagrha

with help of laghuvimana on dvarasakha of garbhagrha
sketch 2



miilastambha with laghuvimana

Developing conjectural structure of sikhara of garbhagrha
with help of laghuvimana on dvarasakha of garbhagrha

sketch 3



broad miilastambha for
Mahakala (south) and Mahakalt (north)

Developing conjectural structure of sikhara of garbhagrha

with help of laghuvimana on dvarasakha of garbhagrha
sketch 4



broad miilastambha for

Mahakala (south) and Mahakali (north)

Developing conjectural structure of sikhara of garbhagrha

with help of laghuvimana on dvarasakha of garbhagrha
sketch 5



pancabhauma - five bhiimi

—_

Developing conjectural structure of sikhara of garbhagrha
with help of laghuvimana on dvarasakha of garbhagrha
sketch 6



adding sukanast and devakostha

Developing conjectural structure of sikhara of garbhagrha

with help of laghuvimana on dvarasakha of garbhagrha
sketch 7



vritakara with stellete plan

pancaratha temple

4
______

Developing conjectural structure of sikhara of garbhagrha

with help of laghuvimana on dvarasakha of garbhagrha
sketch 8



The laghuvimana pattern on dvarasakha of mandapa

sketch 9
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Developing conjectural structure of sikhara of mandapa
with help of laghuvimana on dvarasakha of mandapa

sketch 10
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Developing conjectural structure of sikhara of mandapa
with help of laghuvimana on dvarasakha of mandapa

sketch 11



Developing conjectural structure of sikhara of mandapa
with help of laghuvimana on dvarasakha of mandapa

sketch 12



Conjectural structure of sikhara of Nandimandapa

with help of laghuvimana on dvarasakha of mandapa

sketch 13



Bhuleshwar Mahadeva Temple - conjectural structure of original temple
sketch 14



Chapter 6

Conclusion
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The Bhuleshwar temple could be originally consedcin 11" century AD,
contemporary to Amruteshwar temple, Annigeri, DBharwad. (The ‘1 stage of

temple). This period goes prior to structure Amveshtemple, Ambarnath.

The inscription withfaka 1203 on ground ahandapa shows the ! stage of

construction.

The probablédikhara style showshe earlier or prior stage of Bhumija style

(with lata on it), developed in ficentury AD.

The Bhuleshwar temple, its primary stage constaatould have been started
under the conceptual influence of both Badami Ghalitand Kalyani Chalukya ruler
in Pune region. The original construction couldénéeen started in betweeli- 91"
century AD. In f' stage of construction, the temple could have appea open to
sky on huge rock on top of bare hill like Malegi®hivalaya, Badami. The location
could have been selected as a sacred, peacefuonely place away from noise

which is the basic need of meditation.

During 6" to 15" century AD, Maharashtra was under rule of earlplGkya,
Rashtrakuta and later Chalukya, Yadava kings. Gyalleft their main influence of
values, religious traditions and activities on stci They found temple architecture as
a strong media of expression and connection toespevith their own values and
traditions. As their royal practice, they continuthg temple building tradition not
only in Karnataka but also in Maharashtra with ith@wvn influence. This particular

tradition is followed by Yadava rulers.

It strongly shows the medieval typeroérha and galhr sthapatya(gathering

place for pilgrims)which hadmedieval influence of Saiva concepts.

The plan of temple is vrttakara with stellete pattern with paricarathatype.
The pitha of temple majorly shows North traditions of temple architecture
whereas its jangha has the stylistical influence of South traditions (with equal
size kitastambhaexcept one). The styles of original sikhara could have been as

follows:

1. Original sikhara of garbhagha hasstellete type circular pattern of &da style

with laghuvimana on eactbhzmi in continuation ofmilastambha.
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2. Original sikhara of mandapa hasPhamsaja style with perpendicular planes with
laghuvimana on eachbhami in continuation of dwarf pillars on both sides of
dvarasakha.

3.0riginal sikhara of Nandmandapa hasPhamsana style with perpendicular planes

with laghuvimana on eachbhzmi in continuation of dwarf pillars.

In totality, the Bhuleshwar temple is ddravidian style with Nagara

influence. (major influence of Dravidian style)

Sculptures in Bhuleshwar temple could not be ifiedtas the description of
combination ofzyudha could not be found in traditional texts. Still teeare some

clues which in whole explain the function and thesh8huleshwar temple.

The temple has sculptures 8fkti form refers to feminine form of the
ultimate power or deity. In other words these maycélled as sub-powers. Usually its
connection is considered to GoddegsvRt in Hindu religion or Pasakti (the

ultimate divine power) ityoga or Malatripurasundarin Tantrism.

The concepiogini refers to the women who have achieved the powers in
universe while practicingoga. But Bhuleshwar temple haaktidevai which could
have their importance in meditation stagesofidha vidya tattva. The one more
unique feature of temple is triads yiigi and Saktidevai. Those triad of sculptures
show influence of trik concepts in meditation whielter are explained in texts by
Natha siddhas.

In Bhuleshwar temple, all threfakti forms of Gajamukih(elephant headed
Goddess) are not depicted matrka form. It could have function aSaktidevai
worshipped during meditatiorSakti form of elephant headed God mostly has
connection wittSiva.

The construction of temple could have probably edas explained in
Isanasivagurudevapaddhati, in its third part, Kapida which has described the
building of temple activity as one of the practicelted to meditation. But its actual

function is explained as the fourth part, Yoa@e of[sanasivagurudevapaddhati.

The temple could have been built with the purpokevorship ofSiva and
Sakti which has its purest roots in Trik philosognyd consequently in Samaya tantra.

The spread of concept dfanasivagurudevapaddhati, its acceptance by medieval
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dynasties Rashtrakuta, Shilahar, Paramara, ChalukgadheirSamanta, influence the
society to percept true concept of KashrSaivism. Chalukya rulers were followers
of sub-sects likeMattamayiira varizsa, came into form in Madhya Pradesh. It could
have been the main cause of spreading sectariaighte of suddha jijana sadhana

(pure knowledge through meditation) in Maharastitrang Chalukyan rule.

The temple could have the place fBaramahari:sa-sabha (the place for
meeting of sages, achieved highest state in minhjatParamaharizsa - the highest
stage in asceticism. Raramahamsa is believed to have attained such a stage of
Supreme Truth with self-knowledge that routine ididions, observations and
observances of the routine world are not bindindniom He is believed to be so pure
and perfect in self-control that nothing can flatt him. He becomes so holy that
nothing can contaminate him. Even the doctrinaledénces betweeRaivism and
Vaisnavism stand dissolved in him as he gets involved Supreme blis$
David Lorenzen has commented that those are asastierSaiva or Vagnava who
particularly denote levels of spiritual advancemeather than sectarian affiliation.
Bhuleshwar temple with plenty dfarisa images could have purpose to fulfil this
point.

Sculpture ofVidyadhara on square panel of pillars ofandapa and catuski,
the story panel Teachings hycarya on South beam and sculptures yigi
symbolizesthe importance of suddha-jjana for practicing meditation which could
get only byanugraha or compassionate blessings ®wrii or Acarya. This could be
the main purpose to arrange triad panelyagi and triad panels dfaktidevai in
same upper level. According T@ntraloka text, blessing ofuddhavidya by Guri or
Acarya is helpful for progress in meditation levels, omirvikal pavastha or samadhi
(highest level in meditation).

The temple is adorned with sculptures of animadsnmon peopleyogi and
Acarya, Vidyadhara, Surasundari, Gods and Goddeses and maiiyahakala and
Mahakali with relation to harissa In totality it keeps forth the theme of temple. It
mainly suggests, meditational practices are operalfiolevels ofjiva andjiva can
reach to nirvikalpavastha or state of samadh: by practicing suddha-jijana to
Mahayoga.
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The temple structure later in protection wall wibvakulika, its alternate
arrangement highlights the meditation purpose acp&il and protected environment.

It also could have been a strong protection ag#iesevil eye of the iconoclast.

The stellete type temple plan shows influence divida style andorakara
(protecting wall) shows Jain arrangement as in @tjand Rajputana. Sculptures and

design style, its pattern and glaze strongly staderIChalukyan influence.

Todays structure of Bhuleshwar temple has itsrrsttaction done in 1737AD

by Brahmendraswami.

The Bhuleshwar Maeva temple could have been built under the infteen
of mainly Badami Chalukya, Kalyani Chalukya and ¥eal rulers with some
sculptural style contribution of Shilahara, Paramaulers. The acceptance and
exchange of political values, religious concepfstleeir impact through art practices.
Temple architecture was main medium of expressidre Bhuleshwar Meatdeva
temple could have been constructed as sacred manuwtech could have been
meant for meditation and a sacred place of gathesfrall yogr or sages of various
sects, as depicted through sculptures like Trikostd) Samaya tantra,akkmukha,

Kapalika, Nath cult, Vaknava sect, Hdayogi etc.

The main purpose of the Bhuleshwar Mahadeva temple could be to teach
and practice Mahayoga the pure form of meditation under the guidance of Gura

or Paramahaisato experience spiritual advancement ‘the nirvikalpa avastla.

Further scope of studies

Further studies can be made considering aspects fa®ws:

* Temple architectural practices in Maharashtrardumedieval period {8—
14" century AD), still are unstudied. The study candoee by undertaking specific
temple or group of temples in one region. Compasastudies on architectural
qualities of temples of Maharashtra need to be ddoe know various
experiments  done in  temple  architecture of  medievaperiod.

* Relation between construction of temples and temporary sects in
Maharashtra is also an important subject whichoisstudied yet. Every temple has

specific function with respect to architecture awednography. Their plan, outer
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architectural part and sculptures, as a whole, Hagtden meaning. This meaning
differs according to its function and it also chasgaccording to concept of sect.
* Mughal powers, during 4 to 18" century AD, influenced the temple
architecture of Maharashtra. During this periodwnsombined pattern of temple
architecture was developed which had influence stdnhic architecture on Hindu
temples. It was majorly the period of reconstruttmf temples. Experiments with
new style were done especially during reconstractibsikhara on temples of early
medieval period (814" century AD). Most of the reconstruction in Mahdnaa was
majorly done by Brahmendraswami through his ownuwgetfor construction. New
combined style was recognized as Maratha style. Jtoely of Maratha style
architecture of temples can be an important anéngisd addition in architectural

study.

* Temples of Maratha style were adorned with deitylptures especially in
stucco. The sculptural style shows similarity witintemporary painted murals. Study
can be done with interrelation between Marathaessdulptures and Maratha style

painted murals.

* During medieval period (9-18" century AD) religious concepts were also
changing with respect to changing powers. Manyssaetl sub sects were formed and
it influenced the concept and practices in templehigecture. The relative and
comparative study can be done on influence of qunea# sects and temple

architecture.

How this study is helpful for society

This study of Bhuleshwar temple is one of themaftis to preserve heritage. It
keeps forth the graph of concepts of mankind dverperiod of time. It mainly shows
the tradition continued about curiosity of the tiela betweenjiva (being) and

Parama (the infinite).

It mainly tries to throw light on the life beyompthysical being. It could help to
view wider while living normal life which is necesy in today’s life. As mentioned
in traditional texts, the concepts told through Blsbwar temple could help to

support in loneliness, misery and calamities. luldohelp in difficult period by
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knowing self in conscious and beyond consciousvhinle, it opens joyous aspect of
every moment. The practices suggested through Bhwi temple could sharpens
the ability of concentration needed in each andyewveork. It could regulate the

function of brain and other bodily activities. déaiches the concept of true religion.

The concepts reflected through Bhuleshwar temple grevent society from

false religious practices which are harmful fomggi

The Bhuleshwar temple majorly reflects meditatipractices orsuddha
sadhana, purification of concepts and body with respectrioer-condition of a being.
These practices under the guidance of Guru, arsidered as helpful in every stage
of human life. These practices are considered fvane concentration level of being,
healing of body and mind. It majorly deals with goxg path to lead the life which is
explained asuddha anand, in further statedParamananda (the ecstacy). It teaches to
see the positive side of every incidence of lifdtilhately it reveals the relation
betweenjiva (being), Sakti (energy) andParama (the infinite or the Supreme
Principle). By following regular duties, the contepeflected through Bhuleshwar

temple teaches purified inner freedom and real geepf life.
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*abhayamudra : hand gesture of assurance or protection
*adhisthana : moulded basement (in South India, mouldingWwedall-frieze.
*aksamala : rosary

*amalaka : myrobolan fruit; crowning part ofdgara temples
*antarala : space in front of sanctum door

*asradikpala : eight guardians of the directions

*gsana : sitting position, yogic posture

*bhami : earth, level, storey

*catuski : structure with four pillars and roof upon

*chadya : roof

*devakostha : niche on Dravidian temple wall

*dravida : south Indian temple type

*dvarasakha : doorjamb, band of ornamented doorframe
*garbhagrha : shrine

*gaja-vyalathara : the band of elephant-lion running around drapile
*ghanta : bell

*harisa : goose

*harisamalika : band of goose

*jalavatayana : window carved with mesh design
*jaramukura : crown of matted locks

*kaksasana : seat back, back rest

*kapota : roll cornice

*karandamukura : a type of crown

*kiriramukura @ a type of crown

*khara : moulding at basekirtimukha : a face of glory
*kumbha : pot, a type of moulding

*kumuda : torus moulding

*kara @ square aedicule

*lalarabimba : crest figure, central symbol on door lintel
*|lata : creeper, vertical band gikhara

*|atina : North Indiansikhara type with curved vertical bands
*linga : Siva’s phallic pillar

*makara : crocodile

*makara-toraza : arch emanating frommakara
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*mandapa : hall, generally with columns

*marha : monastery

*matrka : mother goddesses

*naramundamala : garland of skulls

*Nandi : Siva’s bull, name ofaivadvarapala
*Nandi-mandapa : pavilion foSiva’s bull
*paricaratha : with five offsets

*patrasakha : a band of doorjamb adorned with foliage
*phamsana : tiered, pyramidal roof type

*pradaksina patha : circumambulatory path

*sankha : conch

*sarivarpa : tiered pyramydical roof type

*siddha : celestial ascetic

*sikhara : upper part of temple

*stambha : pillar

*stambhasakha : a band of doorjamb adorned wgitiar
*§ukanasika : antefix of above the roof of kapili
*tirtha : sacred spot

*tribhariga : triple bend of human figure

*trisala @ trident

*udumbara : threshold

*vidyadhara : flying celestial figure

*vimgna : structure of temple from top to bottom
*vrttakara @ circular

*vyalasakha : a band on doorjamb decorated with lions
*vyakhyanamudra : hand posture of exposition
*yogaparra : band tied around knees for yoga

*yogr : meditator
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Bhuleshwar hill view from Solapur highway

Bhuleshwar temple on hill

plate 1



Bhuleshwar temple

View of whole temple site

plate 2



Structures seen from path towards temple
(medieval to recent structures)
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Mountain and way towards temple
(It could be artists’ quarry in early and late medieval period.)

plate 4



.-1""-4 ik L2 -~

South bastion Entrance gate of Mangalgad
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North bastion West bastion
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Idgah

(reconstructed image with whole structure is given in the thesis of
Brahmendraswami by P.L.Saswadkar, DCPRI library)

plate 6



Steps towards temple

Inscriptions in later Devnagari script are on steps
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Natural water sources




Details of reconstructed water tank by Brahmendraswami
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Yogi near tank built by Brahmendraswami
(sculptural panels of original temple used during reconstruction)
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Sculptural remains in surrounding area of temple
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Structural remains of main temple in surrounding area




Janubai temple near south bastion
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Entrance of Janubai temple

plate 14



part of pillar from main temple
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The panel of astadikpala in mandapa

(could be carved for original Bhuleshwar Mahadeva temple)

Sculpture of yogi on lalatabimba facing inside
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Reconstruction by Brahmendraswami

View of todays sikhara and nagarkhana
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The samdadhi mandir in front of Bhuleshwar temple




Ram mandir in front of Bhuleshwar temple
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Main deity panel inside




The samadht mandir with inside view near steps on plateau
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Inner view




Steps from plateau towards higher adhisthana
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View from adhisthana Bell on adhisthana

details of two dvarapala gana
with naramundamala
at steps towards adhisthana
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Sculptures at steps towards adhisthana
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Details of catuski
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Passage behind nagarakhana
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Steps to approach frontal area from adhisthana
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Details around protecting wall of temple
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Outer details of nagarakhana

North side

Inner details of nagarakhana
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Stucco construction
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Decorative pattern on sikhara of garbhagrha

Bands of bells and haritsa at edge of roof
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Stucco sculptures with contemporary colors
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Stucco sculptures with contemporary colors




Details of nagarakhana

north door entrance door south door

Inner view of nagarakhana

kavada (water container) used for abhiseka
in Sravana Palakhi festival

The main entrance of temple with old wooden door with asvanala




The dvarasakha of main entrance of temple

on lower floor




Entrance to temple floor

north entrance south entrance
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Sculptures on pillars at entrance to temple floor




Details of Nandimandapa
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Nand1’s head is carved slightly tilted to allow the light
from backside window to reach directly on Sivalinga
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Inner view of Nandimandapa




Panels of yogi at upper part of pillars of Nandimandapa
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Panels of yogrt at upper part of pillars of Nandimandapa
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Panels of yogi at upper part of pillars of Nandimandapa
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Panels of yogt at upper part of pillars of Nandimandapa




Sculptures of Vidyadhara on pillars of Nandimaddapa
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Bhuleshwar Mahadeva in garbhagrha
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Central ceiling of mandapa




Pillars in mandapa

original pillars in mandapa
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Sculptures at entrance of antarala
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Unique sculptural elements in mandapa

Repetition of hamsa image

harirsa on pillar kirtimukha




Sculptures below abacus of pillars in mandapa

Sculpture of Hanumana in pradaksina patha
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gaja-vyala thara of mandapa




East dvarasakha of mandapa
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South dvarasakha of mandapa
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North dvarasakha of mandapa
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The dvarasakha of garbhagrha
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Structure of udumbara

Elephant head at end of sakha Sculptures on narasakha
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Sculptures of yogr above abacus of pillars in mandapa




Sculptures of yogr above abacus of pillars in mandapa




Sculptures of yogr above abacus of pillars in mandapa
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Sculptures of yogr above abacus of pillars in mandapa
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Plan of triad yogt panels in mandapa

and Bhairava in pradaksina patha

West
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mandapa

East
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Bhairava above abacus of pillars in pradaksina patha
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Bhairava above abacus of pillars in pradaksina patha

nil
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south back
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Bhairava above abacus of pillars in pradaksina patha
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s11

north front
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Bhairava above abacus of pillars in pradaksina patha

two of missing images are used elsewhere,
1.above the abacus of pillar of nandimandapa
and 2.1n the least side protecting wall
near the steps opening in temple

third image is still missing

nil nil

s13 s14

s15 s16

north back
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Triad Sakti panels in pradaksina patha

Panel 1

Panel 2
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Triad Sakti panels in pradaksina patha

Panel 3
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Triad Sakti panels in pradaksina patha

Panel 6
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Triad Sakti panels in pradaksina patha

Panel 7
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Triad Sakti panels in pradaksina patha

Triad Bhairava panel
Panel 10
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Story panel on south beam in pradaksina patha

Teachings by Acharya




Story panel on north beam in pradaksina patha

Worshipping scene
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Story panels on beam near Nandimandapa

Maricavadha

Samudramanthan
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Story panels on outer wall of kaksasana
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Architecture of Bhuleshwar temple
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Architecture of Bhuleshwar temple
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Sculptures on jangha
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Sculptures on jangha

Mahakala on south wall




Sculptures on jangha
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Sculptures on jangha

Darpana
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Sculptures on jangha




Sculptures on jangha
Mahakalr on north wall
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Details of sculptures on jarngha
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Sculptures on kumbha
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Sculptures on kumbha
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Structure of devakostha on temple walls

South side

North side
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Structure of devakostha on outer protecting walls
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In pradaksina patha

Place of Triad Sakf panels

”

Standing elephants above half pillars
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Visnukaksa in north west corner
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Visnukaksa in north west corner
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Structure of devakulika in protecting wall around temple
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Pillars in Bhuleshwar temple

8 types of pillars
original and later additions



The pillar of antarala
whole 11th-12th century AD




The original pillar of mandapa
11th-12th century AD
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The pillars of nandimandapa
pillars from half wall of nandimandapa:

2/3rd height from floor K/
original 11th-12th century AD
later 13th-14th century AD
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The pillar in pradaksina patha —_ |
left and right side of temple §§
13th-14th century AD v



The pillar in pradaksina patha §%
Backside of temple v

13th-14th century AD



The ardhastambha of mandapa at kaksasana
later addition (could be of 16th-17th century AD)



The ardhastambha(East side)
14th-15th century AD
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14th pillar at backside with sculpture panel in pradaksina patha
for support and 1s comparatively thin
later addition (could be 14th-15th century AD)
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Meergifaar

Yogi, with collective efforts of meditation, gets dissolved in
Parabrahma (the Supreme Principle) which is fearless,
fluctuationless (stable), supportless (independent), and flawless.

Yogi become the Supreme Principle as if when ghee mixed with ghee
become whole ghee and milk mixed with milk become whole milk.
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