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The practice of carving interior spaces into a mountainside to be used for devotional 

activities is an important and long-enduring tradition in India.  This is particularly true in 

western India, and out of the many rock-cut sites in this region, the most spectacular is 

Ellora.  Ellora is noteworthy not only for its large number of cave-temples, but it is also the 

only site on the subcontinent to contain monuments for three of India's indigenous 

religions: Hinduism, Buddhism, and Jainism.  The cave-temples at Ellora, which date from 

the late sixth through tenth centuries CE, therefore provide us with the opportunity to view 

the development of rock-cut excavation across time and across religious affiliations.  While 

past scholarship has looked at limited aspects of the Hindu and Buddhist caves, less 

attention has been paid to Ellora's Jain excavations.  My dissertation examines the Jain 

caves which are among India's richest examples of Jain rock-cut architecture, sculpture, and 

painting.  Excavated in the early ninth through tenth centuries CE, these monuments are an 

important visual record of Jain artistic and devotional activities in early medieval India.  In 

this project, I not only explicate the distinctive nature of Jain art and practice at Ellora but I 
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also consider the Jain caves within the context of the Hindu and Buddhist excavations at the 

site.  This approach not only highlights the understudied Jain caves, but it also allows us to 

formulate questions about the artistic and devotional activities associated with all three 

religious traditions at Ellora.  By considering the site's multi-religious nature, we can then 

begin to understand the dynamics of Ellora in terms of religious interaction, devotional 

practice, and patterns of patronage.  In addition, Ellora's Jain monuments can serve as a 

foundation for understanding the transition towards structural temple building and the 

development of Jain imagery in the tenth through thirteenth centuries. 
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Chapter One: Carving Ellora 

"Whether we consider the design, or contemplate the execution, of these extraordinary 
works, we are lost in wonder at the idea of forming a vast mountain into almost eternal 
mansions." 

--- Sir Charles Warre Malet (1801) 

The practice of carving interior spaces into a mountainside to be used for devotional 

activities is an important and long-enduring tradition in India.  This is particularly true for 

the area comprising western India, and out of the many rock-cut sites in this region, the 

most spectacular is Ellora.  Created during the late sixth through tenth centuries, Ellora is 

the only site on the subcontinent to contain major excavations for three of India's 

indigenous religions: Hinduism, Buddhism, and Jainism.  The scale of this site is 

impressive as there are over sixty individual excavations that stretch out for approximately 

one mile across the Sahyadri hills (Fig.1).1  It is no wonder that Sir Charles Malet, a high-

ranking officer in the East India Company, described the site as "extraordinary" and 

"astonishing."2  Ellora still has this kind of hold on its visitors. 

Ellora and the Jain Excavations: The State of Current Research 

The Jain cave-temples, carved at the northern end of the site, are among India's 

richest examples of Jain rock-cut architecture, sculpture, and painting.  Excavated in the 

early ninth through tenth centuries, these monuments are an important visual record of Jain 

artistic and devotional activities in early medieval India.  Their significance for 

understanding developments in Jain art and for reconstructing ritual practice during this 

vibrant period has, however, not been fully recognized by scholars as Ellora's Jain caves 

                                                
1 While the Archaeological Survey of India has identified thirty-four major excavations, this does not take into 
account other caves carved to the northeast of Cave 29 and to the north of Cave 16.  In addition, there are a few 
excavations northeast of the main complex of Jain caves.  These Jain monuments were created in the thirteenth 
century and are discussed in Chapter Seven. 
2 Sir Charles Warre Malet, "Letter to the President," and "Description of the Caves or Excavations, on the 
Mountain, about a Mile to the Eastward of the Town of Ellora," Asiatic Researches VI (1801; reprint Delhi: 
Cosmo Publications, 1979): 384 and 386. 
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tend to be overshadowed by the more renown Hindu and Buddhist monuments.  Moreover, 

as the Jain caves constitute the last phase of excavation activities at Ellora, they are too 

simply treated as extraneous additions to a previously established sacred site. 

The relative neglect of Ellora's Jain monuments can be seen in current scholarship 

on the site.  It is perhaps illustrative that out of thirty papers presented in 1988 at the Ellora 

Conference, only two focused on the Jain caves.3  Ellora's Jain monuments are also ignored 

in photographic studies of the site, such as Carmel Berkson's Ellora: Concept and Style 

(1992), where the Jain caves are featured in only three out of approximately two hundred 

plates.  Furthermore, with the exception of JosÇ Pereira's book, Monolithic Jinas: The 

Iconography of the Jain Temples of Ellora (1977), no monographs have been published 

that feature Ellora's Jain excavations. 

While Ellora's Jain monuments have received little attention, individual sculptures 

within the caves have been examined in various iconographical studies.  For example, U.P. 

Shah has published extensively on Jain goddess imagery and often includes sculptures 

from Ellora in his analyses.4  Similar work has been conducted by Doris Chatham.5  Her 

careful and thoughtful stylistic investigations have assisted me in my examinations of 

Ellora's Jain deities.  While there has been little work published on the site's Jina images, 

especially the sculptures carved in the main shrines of the temples, M.N.P. Tiwari has 

                                                
3 The conference was organized by the Department of Art History and Aesthetics at the M.S. University of 
Baroda.  The papers are published in Ratan Parimoo, Deepak Kannal, and Shivaji Panikkar, eds., Ellora Caves, 
Sculptures and Architecture: Collected Papers of the University Grants Commission's National Seminar (New 
Delhi: Books and Books, 1988). 
4 See for example, U.P. Shah, "Iconography of the Jain Goddess Ambik‡," Journal of the University of Bombay 
9, pt. 2 (1940): 147-69; "Iconography of Cakre˜var„, the Yak˘„ of Ë˘abhan‡tha," Journal of the Oriental 
Institute, Baroda 20, no. 3 (March 1971): 280-313; "Less Known Jaina Goddesses from Ellora Caves," in Ratan 
Parimoo, Deepak Kannal, and Shivaji Panikkar, eds., Ellora Caves, Sculptures and Architecture, 347-50; and 
individual chapters on Jain goddesses in Jaina-RÂpa-MaıÛana (New Delhi: Abhinav Publications, 1987). 
5 Doris Chatham, "Style and Composition in the Indra Sabh‡ and the Jagann‡tha Sabh‡ Caves at Ellor‡," 
Nirgrantha, vol. 2, edited by M.A. Dhaky and Jitendra Shah (Ahmedabad: Sharadaben Chimanbhai Educational 
Research Centre, 1996), 73-86. 
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looked at Ellora's representations of the twenty-third Jina P‡r˜van‡tha as well as sculptures 

of the Jain saint GommaÒa/B‡hubali.6 

The somewhat piecemeal approach of studying Ellora's sculptures in isolation from 

their architectural context results from the ways that Jain art is often categorized and studied 

in general surveys.  For example, in the three volume survey Jaina Art and Architecture 

(1975) edited by A. Ghosh, descriptions of sculpted imagery and their iconographic forms 

are given greater emphasis in comparison to analyses of temple architecture and 

presentations of sacred space.  Similar interests pervade Sivaramamurti's Panorama of Jain 

Art: South India (1983) where discussions of sculpture and painting are separated from 

their architectural settings.  Recent exhibitions of Jain art, such as The Peaceful Liberators: 

Jain Art from India (1994), also generally follow these divisions as it is difficult to recreate 

the architectural and sculptural arrangement of images that have long been separated from 

their original contexts. 

One particular iconographical study that has informed my ways of thinking about 

Ellora and its imagery is an unpublished dissertation by Ann Wood Norton titled The Jaina 

Samavasarana (1981).  In this work, the author analyzes stylistic and iconographic 

developments in carved and painted representations of a Jina's samavasaraıa.  A 

samavasaraıa is a celestial assembly hall that is built by the gods for the Jina's first sermon.  

According to Jain artistic and textual expressions of the samavasaraıa, human and celestial 

devotees gather around the Jina in this sacred structure in order to hear the Jain doctrine.  It 

is also at this time when the Jina establishes the Jain monastic and lay communities.  In 

Norton's project, she examines the samavasaraıa as an important iconographic form in Jain 

art dating from the seventh through eighteenth centuries.  Though her study of these 

                                                
6 M.N.P. Tiwari, "P‡r˜van‡tha Images in Ellor‡," in M.A. Dhaky, ed., Arhat P‡r˜va and Dharaıendra Nexus 
(Delhi: Bhogilal Leharchand Institute of Indology, 1997), 107-14; and "Images of Bahubali in Ellora," in Ratan 
Parimoo, Deepak Kannal, and Shivaji Panikkar, eds., Ellora Caves, Sculptures and Architecture, 335-44. 
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representations are an important contribution to the field, she does not contextualize these 

works, thereby limiting our understanding of the samavasaraıa and its overall role in 

medieval Jain temple art and practice. 

In my own project, I use the samavasaraıa as an organizing principle in which to 

examine Ellora's Jain caves and their imagery.  For example, carved in the main shrines of 

the excavations are rock-cut sculptures of a Jina.  The Jains venerate a group of twenty-four 

teachers known as Jinas who have achieved liberation by means of conquering their 

attachment to worldly pursuits.  While images of a Jina are housed in the sanctum located at 

the back of the temple, the main halls of Ellora's Jain excavations are carved with sculptures 

of Jain deities and human figures who are portrayed in various acts of devotion.  The 

arrangement and type of figures presented in these excavations in many ways parallels early 

medieval textual and artistic expressions of the samavasaraıa.  Thus the samavasaraıa can 

be a useful and interesting framework from which to view Ellora's Jain monuments.  

Viewing the temple and its imagery in this light allows us to consider how sculptures of 

Jinas, Jain deities, and human devotees function within the sacred space of the temple.  It 

also provides a means to understand the significance behind the arrangement of imagery in 

Ellora's Jain caves.  As a rock-cut site, Ellora's sculptures are preserved in situ and can 

therefore be examined in their original architectural context. 

Although the Jain caves are the focus of this dissertation, my project is not simply a 

monograph on these important monuments.  Isolating Ellora's Jain caves from the Hindu 

and Buddhist excavations would have deleterious results in terms of understanding Jain 

artistic and devotional activity at the site.  As I will discuss below, Ellora's Hindu, 

Buddhist, and Jain caves were not excavated in three separate phases.  In fact, excavation 

activity -- whether it be the initial carving of sacred space or modifications to sculptural 

programs -- often transcended religious boundaries as work was carried on simultaneously 
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in many of the site's monuments.  In other words, while work was concluding in some 

caves, initial activity began in others.  Thus, it is important to understand the internal 

dynamics of the site before examining Ellora's Jain monuments in detail. 

Introducing the Site: A Brief Overview of Ellora's  Caves 

Excavation activity at Ellora began with a few Hindu monuments during the late 

sixth century.7  There are approximately nine excavations dating from this period and in 

terms of their architectural plan and imagery, they have some similarities with the Great 

Hindu Cave 1 at Elephanta.  Almost all of Ellora's early Hindu caves are dedicated to ¯iva 

and contain a rock-cut liÔga within the shrine.  The shrine itself is typically carved as a 

separate architectural unit which can be circumambulated, a feature that distinguishes these 

early caves from later Hindu monuments at the site. 

The largest and one of the earliest excavations in this group is Cave 29, also known 

as the Dhumar Lena.  The cave is carved into a large outcrop of basalt near the center of the 

site and it is strategically located next to the Vale GaÔg‡ waterfall which still serves as 

Ellora's main water source.  A ledge runs behind the waterfall, allowing devotees and 

visitors to bathe in its spray as well as enjoy the view of Ellora's scenery that stretches out 

to the southwest for miles.  The pool of water that collects at the base of the outcrop also 

attracts attention and is almost abundantly full during the monsoon season.  As the early 

twentieth-century art historian, E.B Havell described it, Cave 29's waterfall appears to be 

"GaÔg‡'s holy stream falling over the great God's brow."8 

Although the majority of Ellora's early Hindu excavations are carved near this water 

source, a single cave, dedicated to the Hindu goddess Durg‡, is located further south in the 

mile-long escarpment.  As this cave was being completed in the early seventh century,9 
                                                
7 Walter Spink, "Ellora's Earliest Phase," Bulletin of the American Academy of Banaras I (1967): 11-22. 
8 E.B. Havell, A Handbook of Indian Art (London: John Murray, 1920), 79. 
9 Walter Spink, "Ellora's Earliest Phase," 17-20. 
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patronage and artistic activity gradually shifted to Buddhist expressions.  The tradition of 

rock-cut excavation is more often associated with Buddhism than with the other religions, 

as some of India's earliest rock-cut caves, dating from the second century B.C.E., are 

Buddhist.  This significant use and creation of rock-cut architecture by the Buddhists 

suggests that the nature of such excavation was well-suited for monastic activities.  There 

are twelve Buddhist caves at Ellora which are located at the southern end of the site and are 

traditionally dated from 600-730 CE.  Eleven of these excavations served in part as 

monastic residences while one cave is a caitya hall.  The main image inside of the caitya hall 

is a ten-foot-high enthroned Buddha seated in front of (or emanating out of) a rock-cut 

stÂpa.  Though clearly Buddha images play a significant role in the sculptural programs in 

Ellora's Buddhist caves, other images, such as maıÛalas and bodhisattvas have received 

even more scholarly attention.10  As Ellora's caves are among India's latest Buddhist rock-

cut monuments, they are usually discussed in ways to highlight any tantric or esoteric 

elements that are associated with later developments in Buddhism. 

During the mid-eighth through tenth centuries, excavation activity continued to 

flourish, though the caves during this period belong to the Hindu and Jain religious 

traditions.  The most well-known excavation from this period (and I would say for the 

entire site) is Cave 16 -- the Kail‡san‡tha temple.  This excavation is unusual in that it is not 

a re-creation of interior spaces, but a rock-hewn rendition of a structural Hindu temple.  The 

experience of this monument is controlled by a two-story, rock-cut gateway that conceals 

the temple beyond.  One passes through this gateway into an open courtyard which 

measures 154 feet wide and 296 feet deep.  The architectural components of the temple 

include a pavilion for ¯iva's bull Nandi, the temple-proper with its main hall (maıÛapa), 

sanctum (garbhagÁha) and subsidiary shrines, and galleries carved into the side and back 
                                                
10 Geri Malandra, Unfolding a MaıÛala: The Buddhist Cave Temples at Ellora (Albany: State University of 
New York Press, 1993). 
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walls of the enclosure.  It is as if the mountain has opened up, literally presenting the abode 

of Lord ¯iva, who is often described as residing on Mount Kail‡sa in the Himalayas.  Thus 

it is not surprising that the uniqueness and vast scale of this temple has dominated all 

scholarship on Ellora.11 

Separated from the Hindu and Buddhist excavations in terms of both physical 

distance and scholarly interest are Ellora's Jain caves.  Like the Buddhists, the Jains also 

have a long-standing tradition of cave excavation in India, however, it is far more sporadic.  

The fact that Jain excavations are usually small, isolated complexes and are relatively few in 

number, have rendered them insignificant in studies of India's rock-cut monuments.  

Ellora's Jain excavations have also been largely ignored in the scholarship on the site as 

they are often eclipsed by both the Buddhist caves and the grand monuments created for 

Hindu devotion. 

Contributing to their relative neglect is the simple fact that the Jain religion is often 

marginalized in the field of South Asian studies.  In contrast to the more renowned 

religious traditions of India -- Buddhism and Hinduism -- Jainism is often viewed as a 

minority ascetic tradition, and therefore, somewhat insignificant in the "larger picture" of 

Indian studies.  Another factor rests in the manner in which India's rock-cut monuments are 

studied.  For example, Buddhist scholars interested in Indian Buddhism tend to work only 

with Buddhist materials while those interested in Hinduism primarily focus on India's 

Brahmanical traditions.  Due to this religious bias, India's rock-cut excavations are studied 

                                                
11 See for example T.N. Ramachandran, "The Kailasa Temple, Ellora," Journal of Andhra Historical Society 
XIX (1948-49): 88-90; Hermann Goetz, "The Kailasa of Ellora and the Chronology of Rashtrakuta Art," 
Artibus Asiae XV (1952): 84-107; Doris Clark Chatham, "The Stylistic Sources and Relationships of the 
Kailasa Temple at Ellora," Ph.D. dissertation, University of California, Berkeley, 1977; Mary Beth Heston, 
"Iconographic Themes of the Gopura of the Kail‡san‡tha Temple at Ellor‡," Artibus Asiae 43, no. 3 (1981-2): 
219-35; M.K. Dhavalikar, Masterpieces of Rashtrakuta Art: The Kailas (Bombay: Taraporevala, 1983); K.V. 
Soundara Rajan, The Ellora Monoliths (Rashtrakuta Architecture in the Deccan) (Delhi: Gian Publishing 
House, 1988); and the number of essays on the Kail‡san‡tha temple and its imagery in Ratan Parimoo, Deepak 
Kannal, and Shivaji Panikkar, eds., Ellora Caves, Sculptures and Architecture: Collected Papers of the 
University Grants Commission's National Seminar (New Delhi: Books and Books, 1988). 
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in isolation according to religious affiliation.  This separation has had a detrimental impact 

on studies of Ellora because it denies the site's dynamism as a multi-religious center.  

Moreover, isolated studies of the different caves obscures how the site actually developed. 

In this project, I not only explicate the distinctive nature of Jain art and practice, but 

I consider the Jain monuments within the context of Ellora's Hindu and Buddhist 

expressions.  This approach will not only help to develop a perspective on the understudied 

Jain caves, but it will also aid in formulating questions about the artistic and devotional 

activities associated with all three religious traditions at Ellora. 

Ellora's  Jain Caves: A New Perspective 

Ellora's Jain monuments are excavated at the northern end of the site, approximately 

1,400 feet from the nearest Hindu cave-temple, Cave 29.  Although the Archaeological 

Survey of India has recognized five cave complexes (typically identified in scholarship as 

Caves 30-34), there are in actuality twenty-three individual excavations.12  The largest 

grouping of caves, known collectively as the Indra Sabh‡, is double-storied and has a total 

of thirteen excavations.  Following the numbering system of JosÇ Pereira in his book, 

Monolithic Jinas, these caves include: J6, J8 and J10-J20 (Figs. 2 and 3).13  The second 

group of caves is carved within the northwest complex known as the Jagann‡tha Sabh‡.  

There are six individual excavations in this group and are numbered J21-J26 (Fig. 4).  A 

rock-cut monolithic temple, called the ChoÒ‡ ("little") Kail‡sa, and its subsidiary 

excavations forms its own group.  The temple proper is identified as CK1 (Fig. 5); the 

small antechamber and shrine within the temple tower is numbered CK2 (Fig. 6); while the 

subsidiary chapel carved in the southern enclosure wall is CK3 (Fig. 7).  The final 

                                                
12 My criterion for identifying these excavations as "individual" monuments is based primarily on the 
inclusion of a shrine and/or main image for devotion. 
13 JosÇ Pereira, Monolithic Jinas: The Iconography of the Jain Temples of Ellora (Delhi: Motilal Banarsidass, 
1977). 
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monument is J4, a large, but unfinished cave-temple located between the ChoÒ‡ Kail‡sa and 

the Indra Sabh‡ complex (Fig. 8).  Plans of these excavations, with photographs of their 

major sculptural programs (Figs. 9-18), are presented and discussed according to this 

numbering system. 

In general, the Jain caves at Ellora exhibit a similar arrangement of sacred space.  

The architectural components include: a pillared veranda or projecting porch, a 

quadrangular main hall (maıÛapa), and a shrine room carved into the back wall of the 

temple.  While it is generally recognized that rock-cut excavations often mimic the interior 

spaces of structural temples, a careful examination reveals that this assumption is not 

completely accurate.  Unlike structural temples that organize their spaces through the 

construction of the edifice, rock-cut excavations create their forms through a subtractive 

process.  When thought of in these terms, the technique of rock-cut excavation is more 

sculptural than architectural.  For example, cave walls can be perforated with carvings in 

high-relief without compromising the monument's structural integrity.  A consideration of 

this process necessarily calls into question the artificial separation between sculpture and 

architecture that prevails in the discipline of art history.  Art historians have only recently 

begun to recognize the problems associated with this division in Indian art.  For example, 

both Michael Meister and Vishakha Desai note that the study of individual sculptures 

isolated from their architectural context fails to acknowledge their cosmological and 

symbolic functions for the temple.14  Although their work is of primary importance for re-

evaluating the ways in which Indian art is studied, their methodology has only been applied 

                                                
14 Michael Meister, "De- and Re-constructing the Indian Temple," Art Journal 49 (1990): 395-400.  Vishakha 
N. Desai provides an intriguing analysis of the problems inherent in exhibiting isolated temple sculptures in 
her essay "Beyond the Temple Walls: The Scholarly Fate of North Indian Sculpture, A.D. 700-1200," in Gods, 
Guardians, and Lovers: Temple Sculptures from North India A.D. 700-1200 (New York: Asia Society 
Galleries, 1993): 18-31. 
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to India's structural temples.  In this project, however, I use a similar framework in order to 

consider how Ellora's sculpted imagery functions as an integral part of the excavations. 

Housed inside the main shrines of Ellora's Jain caves are images of Jinas.  The term 

Jina means "victor" or "conqueror" which emphasizes the difficult path leading to spiritual 

deliverance from the cycle of rebirth (sa¸s‡ra).  As spiritual victors, these teachers have not 

only conquered sa¸s‡ra but they have also become victorious in attaining omniscience 

(kevalaj§‡na -- "knowledge which is isolated, unique").  Prior to their final liberation and 

complete withdrawal from the world, all Jinas give a sermon based on this knowledge in 

order to establish the path leading from the phenomenal world to one of ultimate release.  

For this reason, Jinas are also called T„rthaÔkaras, or "makers of the ford, or crossing 

place."  It is through their teachings, which are left behind and propagated by mendicant 

leaders (‡c‡ryas), that the T„rthaÔkaras establish the crossing place for others to attain 

liberation.  In addition to denoting a ford or crossing place, the term t„rtha can also refer to 

the four components of the Jain congregation: Jain monks (munis or s‡dhus), nuns (‡ryik‡s 

or s‡dhv„s), laymen (˜r‡vakas), and laywomen (˜r‡vik‡s).15  Thus the T„rthaÔkara is also 

considered to be the "maker of the Jain community." 

Images of the Jina, or T„rthaÔkara, are always depicted seated or standing in a 

meditative posture.  They visually portray one of the "goals" of the religion, that is, the 

attainment of a liberated state, free from the effects of karma.  However, due to the fact that 

the presentation of the meditating Jina did not change after its emergence in the first century 

CE, Ellora's ninth and tenth-century images, if discussed at all, are often dismissed, 

characterized as conservative, repetitive, and in general, uninteresting.  The consequences of 

                                                
15 As members of the Jain community occupy various places on that crossroads towards liberation, they too can 
be considered a t„rtha.  See Lawrence A. Babb, Absent Lord: Ascetics and Kings in a Jain Ritual Culture 
(Berkeley: University of California Press, 1996), 5-6. 
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this narrow view are many and have been addressed by Janice Leoshko.16  She notes that 

the relative neglect of the Jina image in comparison to Buddhist and Hindu imagery reveals 

a bias in art historical inquiries towards the unique or innovative art form.  Through her 

work in this field, it has certainly become clear to me that a re-assessment of the treatment 

of Jina images is a pressing need, including a look at those not yet thoroughly examined at 

Ellora.  I undertake this task in Chapter Two of this project. 

In Chapter Two, I carefully examine Ellora's rock-cut Jinas that are carved within 

the main shrines.  While the seated posture of the meditating Jina does not deviate far from 

earlier sculptures, Ellora's shrine Jinas are surrounded by a retinue of attendants.  Royal and 

divine attributes, such as an elaborate lion-throne and halo, are included to present the 

figure as a spiritual king.  In my iconographical analyses of these images, I consider these 

elements in light of medieval textual descriptions of the Jina seated in the samavasaraıa.  

While seated in the celestial assembly hall, eight specific attributes, known as the 

a˘Òamah‡pr‡tih‡rya, appear around the figure of the Jina.  Of significance, Ellora's Jina 

images not only exhibit all eight attributes, but are among the earliest sculptures to do so in 

India.  What this means in terms of how the Jina was viewed within Ellora's excavations is 

explored in detail.  In addition, the ways these attributes contribute to the presentation of the 

Jina as a special being are examined in light of constructions of the divine found in Ellora's 

Buddhist and Hindu caves. 

Although the majority of images in Ellora's Jain excavations are Jinas, there are also 

some notable sculptures of Jain deities that I examine in this project.  In contrast to Jina 

images which are worshipped in present-day devotional practice as ideal embodiments of 

liberation, Jain deities are generally worshipped for material rewards.  They grant the 

                                                
16 Janice Leoshko, "Reviewing Early Jaina Art," in N.K. Wagle and Olle Qvarnstrîm, eds., Approaches to Jaina 
Studies: Philosophy, Logic, Rituals and Symbols (Toronto: University of Toronto Centre for South Asian 
Studies, 1999), 324-341. 



 12 

devotee the means to an enriched life, such as health and prosperity.  Their function as 

bestowers of well-being has, however, contributed to their characterization in both Indian 

art survey texts and in studies of Jain art as accretions to the original, ascetic nature of the 

religion.  Their association with more "earthly" concerns has designated these images as 

being somehow less "representative" of a religion purportedly focused on liberation.  

However, scholars such as Lawrence A. Babb and John E. Cort have clearly shown that 

the pursuit of well-being is an equally important component of Jain practice.17  The 

presence of such figures in Ellora's Jain excavations suggests that this has been the case for 

a long time. 

In Chapter Three, I examine the Jain deities represented in Ellora's Jain caves.  

Nearly all of the excavations contain images of a specific yak˘„/yak˘a pair.  Rather than 

focusing on the identification of these deities (in terms of their names), I consider how 

these images convey meaning through their visual forms.  Such an approach allows me to 

explore issues of wealth, health, and fecundity that are embodied by these figures and in 

other sculptures found in Ellora's Hindu and Buddhist caves.  In this chapter, I also 

consider where Ellora's Jain deities are carved within the excavations and what this might 

tell us about their function(s) within the temple.  Female deities, for example, are commonly 

carved in liminal places -- at the entrance to the monument or flanking doorways.  Their 

placement at transitional junctures within architectural spaces is especially evident in some 

of Ellora's double-storied caves where these figures are found adjacent to stairwells 

connecting upper and lower stories.  Thus, apotropaic functions of these deities -- in terms 

of protecting both the temple and the worshipper -- are also discussed. 

                                                
17 Lawrence A. Babb, Absent Lord; and John E. Cort, Liberation and Well-being: A Study of the ¯vetambar 
MÂrtipÂj‡k Jains of North Gujarat, Ph.D. dissertation, Harvard University, 1989.  See also John E. Cort, Jains 
in the World: Religious Values and Ideology in India (Oxford: Oxford University Press, 2001). 
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Carved and painted images of Jinas and Jain deities create a celestial environment 

within Ellora's Jain caves.  Adding to this presentation are depictions of the entire Jain 

assembly who have gathered inside the cave-temple to pay homage to the Jina.  In Chapter 

Four, I examine the shrine imagery of two caves at the site that contain representations of 

lay, monastic, and celestial worshippers.  These figures are presented as a group, 

suggesting that they are the devotees who attend the Jina's first sermon in the 

samavasaraıa.  In my analysis of the types of figures represented, as well as their 

arrangement around and inside the shrines, I demonstrate that these programs closely relate 

to southern Digambara textual descriptions of the celestial assembly hall and its audience of 

listeners.  Indeed, there is a close correspondence between Ellora's imagery and 

descriptions of the samavasaraıa recorded in the ninth-century ‚dipur‡ıa.  This Sanskrit 

text was written by the Digambara monk Jinasena who lived in northern Karnataka.18  

Given its date and provenance, this text is an important source for the site, especially since 

it contains some of the most elaborate descriptions of a Jina's samavasaraıa found in 

southern Digambara literature.19  In this chapter, I not only consider relevant passages from 

the ‚dipur‡ıa in my analyses of Ellora's samavasaraıa imagery, but I also address how the 

site's artistic expressions deviate from these descriptions and other known medieval 

examples, both textual and visual.  By integrating the rock-cut shrine Jina into its 

samavasaraıa programs, Ellora's artists have transformed the cave-temple into this sacred 

structure. 

In addition to the assembly of worshippers, Ellora's Jain excavations are also carved 

with images of devoted individuals.  Portraits of human worshippers, both monastic and 

                                                
18 For a brief biography of Jinasena and the provenance of this text, see the preface to Pannalal Jain, ed., 
Uttarapur‡ıa (K‡˜„: Bh‡rat„ya J§‡nap„tha, 1968). 
19 Other texts that are important in my analyses include the late tenth or eleventh-century ¯r„pur‡ıa and the 
fourteenth-century Merumandarapur‡ıa, both written in Tamil.  For these texts and the relevant passages that 
describe a Jina's samavasaraıa, I rely on T.N. Ramachandran's assessment published in his "TiruparuttikuıÁam 
and Its Temples," Bulletin of the Madras Government Museum vol. 1, pt. 3, Madras: Government Press, 1934. 
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lay, can be found at the feet of a number of Ellora's Jinas and Jain deities.  A few of these 

sculptures contain donative inscriptions, identifying the worshipper as the patron of the 

image.  I examine these works, along with the epigraphical evidence, in Chapter Five.  

These images are important in that they shed light on both devotional and donative practices 

at the site. 

The question of patronage at Ellora is often not raised as it is generally assumed that 

the site's latest phase of activity (mid-eighth through tenth centuries) was conducted under 

the auspices of the R‡˘ÒrakÂÒa kings.  The Jain caves, for example, are often described as 

being the product of the ninth-century king Amoghavar˘a I who is known to have 

commissioned works from Jain authors, such as the Pur‡ıic writer Jinasena and the 

mathmatician, Mah‡vir‡carya.  Although there is limited epigraphical evidence that 

demonstrates this king's interest in Jain art and literature, there are no such records at or 

concerning Ellora.  In fact, even though excavation activity spanned over four centuries at 

Ellora, there is not one inscription in situ that identifies a royal patron.  In Chapter Five, I 

briefly re-assess the evidence of R‡˘ÒrakÂÒa patronage at the site and propose that it is the 

portraits of Ellora's Jain donors that provide the clearest picture of donative practices. 

While Chapter Five focuses on the role of Ellora's Jain patrons in the production of 

imagery, Chapter Six attempts to reconstruct how these images may have been worshipped.  

Using both material evidence from the caves and medieval textual descriptions of lay 

worship, I explore what types of ritual practices likely occurred in Ellora's Jain caves.  

Worship activities that I address include the offering of physical objects to the Jina (dravya 

pÂj‡); mental devotion (bh‡va pÂj‡); and the most important form of worship for Ellora's 

Jina images: ritual lustration (abhi˘eka).  In terms of the textual evidence, important sources 

that I consult include: JaÒ‡si¸hanandi's Var‡Ôgacarita,20 Somadeva's Ya˜astilaka,21 and 
                                                
20 A.N. Upadhye, ed., Var‡Ôgacarita of JaÒ‡si¸hanandi (Bombay: M‡ıikachandra Digambara Jaina 
Grantham‡la, no. 40, 1938). 
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C‡muıÛar‡ya's C‡ritras‡ra.22  Material evidence of worship is particularly apparent in 

Ellora's Indra Sabh‡ complex.  Special attention is paid to the large upper-story cave 

numbered J18 as it appears to have been the ritual center for the site.  However, rather than 

merely providing a descriptive account of the devotee's journey through the Indra Sabh‡ 

complex, I investigate how a worshipper might ritually and aesthetically experience Ellora's 

imagery and architectural features.  By focusing on the aesthetic character of the caves, we 

can come to a better understanding of how the site functioned as an important t„rtha for its 

devotees. 

Chapter Seven serves as a conclusion to the project as it explores the impact of 

Ellora's Jain caves on another local Jain site.  By moving beyond Ellora, we can see how 

the caves contributed to the development of Jain art in the region of southern Maharashtra.  

The chapter focuses on the caves carved at Ankai, a site approximately fifty miles to the 

west of Ellora.  Carved in the eleventh and twelfth centuries, these monuments reveal some 

similarities to Ellora's excavations in terms of imagery and their general architectural 

components.  At the same time, however, the imagery at Ankai exhibits new developments 

in iconography, indicating significant changes in how the T„rthaÔkara is viewed and 

presented in this period.  The chapter ends with a journey back to Ellora, as modifications 

were made to the Jain caves in the eleventh through thirteenth centuries.  New excavations 

were carved on the other side of the mountain while some of the site's ninth-century caves 

received new pictorial programs.  By concluding with an examination of the final phases of 

work at Ellora, we will see a complete picture of Jain artistic and devotional activity at the 

site. 

                                                                                                                                            
21 K.K. Handiqui, Ya˜astilaka and Indian Culture (Sholapur: Jaina Sa¸skÁti Sa¸rakshaka Sangha, 1968). 
22 Caritras‡ra of C‡muıÛar‡ya (Bombay: M‡ıikacandra Digambara Jaina Granthamala, no. 9, 1917). 
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Chapter Two:  Carving the Liberated 

One of the many significant features of Ellora's Jain caves is the large corpus of 

Jina images that are preserved in situ.  No other site in India, either structural or rock-cut, 

contains such a large number of T„rthaÔkaras in their original temple context.  Images of the 

Jina are found in all of Ellora's rock-cut shrines and they are carved along the side walls of 

most of the excavations.  In some cases, they are also housed in monolithic structures, such 

as the temple preceding J15 and the tower-shrine of the ChoÒ‡ Kail‡sa.  Images of 

T„rthaÔkaras also adorn architectural elements such as architraves, attics, porch eaves, and 

interior pillars.  They can even be found in the center of decorative elements, such as the 

candra˜‡la -- an arch-shaped motif which is often featured on rock-cut exteriors.  At Ellora, 

Jinas appear not only in various contexts but in various sizes, ranging from two inches in 

height to fourteen feet tall.  Thus upon entering Ellora's monuments, one immediately 

recognizes the prominent place of the T„rthaÔkara in designating sacred space. 

The large number of Jina images at Ellora and their preserved context make this site 

especially important in regard to reconstructing ninth-century Jain artistic practices.  In 

many ways, Ellora's Jain caves fill a gap in India's art historical record, as there are few 

intact Jain sites across the subcontinent that date securely to the ninth century.  In terms of 

rock-cut sites, a few late eighth or ninth-century excavations can be found at ¯r„nagara in 

Western India23 and at Chitaral in the southern state of Kerala.24  These works are modest 

caves that contain only a few Jina reliefs.  There are a number of small excavations in Tamil 

Nadu (North Arcot District) dating from the late eighth and ninth century, however, most 

                                                
23 See M.A. Dhaky, "Some Early Jaina Temples in Western India," Shri Mahavir Jaina Vidyalaya Golden 
Jubilee Volume, Part I (Bombay: Shri Mahavira Jaina Vidyalaya, 1968), 305. 
24 H. Sarkar, "Remains in Kerala," in A. Ghosh, ed., Jaina Art and Architecture, 3 vols. (New Delhi: Bharatiya 
Jnanpith, 1975), v. 2, 230-2. 
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were converted into Hindu shrines at some point relatively soon after their creation.25  

Unfortunately, not enough imagery survives from these sites to compare with the 

sculptures at Ellora.  The Jain cave at Sittannav‡˜al, excavated in the late seventh or early 

eighth century, contains painting fragments which appear to date to the ninth century. 26  

Given their poor condition, only general comments can be made in regard to the subjects 

depicted. 

While epigraphical and literary sources frequently give the names and locations of 

structural Jain temples created in the late eighth and ninth centuries,27 only a few 

monuments are extant today.  North Indian temples include the Mah‡v„ra temple at Osi‡§,28 

Deogarh temples 12 and 15,29 and the M‡l‡dev„ temple at Gyaraspur.30  Sites in the South 

include the ninth and early tenth-century Jain temples at Hallur and PaÒÒaÛakal, both in 

Karnataka,31 and parts of the Candraprabha temple at Jina-K‡§c„ in Tamil Nadu.32  

Although some of these temples contain Jina images, in a few cases, the sculptures appear 

to be somewhat later in date than the structures that house them.  Even more problematic is 

                                                
25 K.R. Srinivasan, "Rock-Cut Temples in Tamil Nadu," in A. Ghosh, ed., Jaina Art and Architecture v. 2, 207-
9. 
26 Ibid., 209-11.  See also T.N. Ramachandran, "Cave Temple and Paintings of Sittannavasal," Lalit Kal‡ 9 
(April 1961): 30-54; and Stella Kramrisch, "Daksina-Citra," Journal of the Indian Society of Oriental Art 5 
(1937): 218-37. 
27 For textual references to early medieval Jain temples in Western India, see M.A. Dhaky, "Some Early Jaina 
Temples in Western India," 293-7.  For temples in the Deccan and in South India see K.V. Soundara Rajan, 
"R‡˘ÒrakÂÒas of Malkh…Û: Upper Variation, Phase I," in Michael W. Meister and M.A. Dhaky, eds., 
Encyclopedia of Indian Temple Architecture, South India, Upper Dr‡viÛade˜a: Early Phase AD 550-1075 
(Delhi: AIIS & University of Pennsylvania Press, 1986), 108; K.G. Krishnan, "Jaina Monuments of Tamil 
N‡Ûu," in U.P. Shah and M.A. Dhaky, eds., Aspects of Jaina Art and Architecture (Ahmedabad: Gujarat State 
Committee for the Celebration of 2500th Anniversary of Bhagav‡n Mah‡v„ra Nirv‡ıa, 1975), 91-99; K.V. 
Soundara Rajan, "Jaina Art and Architecture in Tamil Nadu," in U.P. Shah and M.A. Dhaky, eds., Aspects of 
Jaina Art and Architecture, 144-5; and P.B. Desai, Jainism in South India and Some Jaina Epigraphs (Sholapur: 
Gulabchand Hirachand Doshi, 1957). 
28 M.A. Dhaky, "Some Early Jaina Temples in Western India," 312-27. 
29 Klaus Bruhn, Jina Images of Deogarh (Leiden: E.J. Brill, 1969), 35-40; and Michael W. Meister, "Jaina 
Temples in Central India," in U.P. Shah and M.A. Dhaky, eds., Aspects of Jaina Art and Architecture, 223-41. 
30 Krishna Deva, "M‡l‡dev„ Temple, Gyaraspur," in A. Ghosh, ed., Jaina Art and Architecture v. 1, 171-5. 
31 Kirit Mankodi, "A R‡˘ÒrakÂÒa Temple at Hallur in B„japur District," in U.P. Shah and M.A. Dhaky, eds., 
Aspects of Jaina Art and Architecture, 205-14; and K.V. Soundara Rajan, "R‡˘ÒrakÂÒas of Malkh…Û: Upper 
Variation, Phase II," in Michael W. Meister and M.A. Dhaky, eds., Encyclopedia of Indian Temple Architecture, 
South India, Upper Dr‡viÛade˜a: Early Phase AD 550-1075, 148-50. 
32 K.R. Srinivasan, "Masonry Temples in Tamil Nadu," in A. Ghosh, ed., Jaina Art and Architecture, v. 2, 211-2. 
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the fact that many of the images have been displaced from their architectural contexts, 

making it difficult to ascertain any relationships between carvings and their original 

locations within the temples. 

This is fortunately not the case at Ellora.  As a rock-cut site, the arrangement, 

location, and number of Jina images are for the most part preserved.  For example, we can 

note that Jinas are often presented as pairs along the side walls of the excavation.  Carved 

between pilasters, these groups form their own individual sculptural tableaus.  Other 

pairings can also be noted within the caves, as Jinas sometimes serve as guardians to the 

main shrine.  These images are typically over-life-sized in height and are carved on axial 

pillars that frame the shrine doorway. 

The most notable pairing at the site, however, is between images of the twenty-third 

Jina P‡r˜van‡tha and the Jain saint GommaÒa (also known as B‡hubali).  These two figures 

typically face each other as they are carved on opposite walls of the cave-temple.  In three 

excavations, they are carved within elevated subsidiary shrines.33  In the large excavation 

numbered J18, they are located on the rear wall of the cave, flanking the shrine door.  In 

addition to the carvings, there are also painted pairs at the site, located within the main 

shrines of J19 and J20. 

The pairing of these two figures, which is first observed in the ca. sixth-century 

Jain caves at AihoÎe and B‡d‡m„, seemingly takes on a greater significance in the ninth 

century as there are approximately nineteen examples of this pair at Ellora.34  Images of 

P‡r˜van‡tha and GommaÒa may have also played a role in the iconographic programs of 

near-contemporary structural temples, particularly in the south, as evidenced by the 

surviving sculptures of these two figures on the exterior of the Jain temple at Hallur.35  
                                                
33 These are along the side walls of J19, J20, and J24. 
34 Excavations that exhibit this pairing include: CK 1, CK 3, J6, J10-14, J16-J18, J19 (2), J20 (2), and J23-J26.  
Possible reasons for this pairing are explored in Chapter Six. 
35 See Kirit Mankodi, "A R‡˘ÒrakÂÒa Temple at Hallur in B„japur District," 210-11 and figs. 8-10. 
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Whether or not this specific pairing occurred in India's northern Jain temples is more 

difficult to discern.  Nonetheless, sculpted lintels and other architectural elements depicting 

GommaÒa flanked by other Jinas have been found in association with some tenth and 

eleventh-century temples at Bilhari, Deogarh, and Khajuraho.36 

In addition to being an important point of comparison for artistic productions in 

North and South India, Ellora's sculptures can also serve as a foundation for understanding 

the development of Jina iconography in the early medieval period.  Unlike later Jina images 

which tend to include special emblems to assist in their identification, Ellora's T„rthaÔkaras 

are for the most part undifferentiated.  Thus the universal nature of the Jina seems to be 

highlighted.  In addition, a special emphasis is placed on the T„rthaÔkara within Ellora's 

caves, as other types of Jain imagery found in some eighth through eleventh-century 

temples are not included here.  Popular subjects that are not found at Ellora, but are present 

at other near-contemporary sites, include representations of a Jina's parents, the series of 

objects dreamt by a Jina's mother, and differentiated groups of Jain yak˘„s.37  Rather than 

presenting an array of subjects, it seems that Ellora's artists were more interested in 

expanding the iconography of the T„rthaÔkara. 

Jinas and their Treatment in Art Historical Studies 

As noted in Chapter One, the presentation of the Jina as a figure seated or standing 

in meditation does not significantly change since its emergence in the first century CE.  The 

constancy of these images throughout time reveals the success of this visual form to 

connote the singular nature of the T„rthaÔkaras' teaching and their elevated status as 

liberated beings.  However, the conservative nature of such images has also led to their 

general dismissal in studies of Indian art.  Compared to Buddhist and Hindu images, which 

                                                
36 See M.N.P. Tiwari, "A Note on Some B‡hubal„ Images from North India," East and West 23 (1973): 347-53 
and figs. 1, 6 and 9. 
37 These subjects are found among the temples at Osi‡§, Gyaraspur, Deogarh, and Khajuraho. 
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tend to display more variety in their visual forms, Jinas are often viewed as repetitive and 

uninteresting.  Even in survey texts of Jain art, where one would assume that Jina images 

would be treated with more equanimity, adjectives such as "standardized," "typical," and 

"uniform" are found in descriptions of both early and late images.38  Oftentimes, a 

description of the Jina's figural form is omitted entirely, as the author focuses instead on the 

sculpture's flanking attendants or on carvings found on the pedestals or decorative arches.39 

Perhaps due to the relatively "unchanging" nature of the meditating Jina, many 

scholars have turned to textual descriptions of the twenty-four T„rthaÔkaras to assist them 

in their descriptive analyses.40  According to iconographical texts dating from the twelfth 

through sixteenth centuries, Jina images can be differentiated through a number of 

elements.  In general, these include: a specific pair of attendant yak˘as (called 

˜‡sanadevat‡s), a certain color for the Jina's body, a specific type of tree (caityavÁk˘a) 

which is associated with the Jina's kevalaj§‡na, and a special emblem or mark (l‡§chana) 

depicted on the base of sculptures.41  Some of these texts also provide descriptions of the 

˜‡sanadevat‡ pairs and their accompanying identifiable attributes, including color, number 

of arms, type of objects held, and their supportive vehicle (v‡hana).  While these lists are 

clearly attempts at systematizing the Jain pantheon, it is important to note that they have 

limited applicability to the actual production and presentation of images. 

What is curious, however, is that many scholars constantly refer to these texts in 

their identification and description of much earlier Jina images.  For example, in the three 
                                                
38 See for example the descriptions in A. Ghosh, ed., Jaina Art and Architecture, v. 1, 65 and v. 2, 330-31. 
39 Ibid., v. 1, 149.  This is particularly true in descriptions of late medieval Jina images where the identity of the 
Jina is usually followed by a closer examination of other sculpted details carved on the image.  The treatment 
and rendering of the Jina's body itself is usually not discussed. 
40 Most scholars cite, either directly or indirectly, the sixth chapter of the sixteenth-century text RÂpamaıÛana.  
The use of this text, among others, for analyzing early and medieval images is not only anachronistic but it also 
demonstrates the more pervasive reliance on texts in the study of Indian art. 
41 Interestingly, the term l‡§chana means "stain" or "blemish," suggesting that the mark is not considered to be 
an asset to the image.  Nor does it seem to indicate the Jina's elevated status as would a lak˘aıa for Buddha 
sculptures.  As a "blemish" these marks or emblems individualize the Jina and call attention to his former, and 
less exalted, human condition. 
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volume survey Jaina Art and Architecture, the contributing authors have included a list of 

the twenty-four Jinas (along with their identifying color, l‡§chana, ˜‡sanadevat‡s, and 

places of birth and final liberation) in the second chapter titled "The Background and 

Tradition."  Its placement and employment throughout the survey sets up an erroneous 

association between what a Jina image is in late medieval iconographical texts versus what 

a Jina is in the art historical record.  Unfortunately, this is not an isolated case, as a large 

number of publications featuring Jain art approach the material in this fashion.42 

The Jina images at Ellora have not escaped this kind of treatment.  As examples of 

early medieval Jain art, it is often assumed that Ellora's Jinas are differentiated.43  However 

this assumption is incorrect, as the majority of Ellora's ninth-century Jinas are not carved 

with l‡§chanas nor specific pairs of ˜‡sanadevat‡s.  Since this is the case, a number of 

scholars attempt to identify Ellora's Jinas based solely on the central element carved on the 

T„rthaÔkara's throne.  However, these elements, which at Ellora typically include a lion or a 

wheel, are not l‡§chanas per se, but are merely the traditional emblems often carved on 

throne bases for Buddhist, Hindu, and Jain imagery.  Nonetheless, scholars invariably 

identify Jinas seated on si¸h‡sanas as images of Mah‡v„ra, as this Jina's l‡§chana in later 

texts is the lion.44  However, as I will show below, Ellora's artists were not concerned with 

                                                
42 See for example, Appendix I in M.N.P. Tiwari, Elements of Jaina Iconography (Varanasi: Indological Book 
House, 1983), 124-6.  This approach is even found in exhibition catalogues of Jain art.  For example, in The 
Peaceful Liberators: Jain Art from India, the identity of the Jina (and whether or not there is a visible l‡§chana 
and/or pair of ˜‡sanadevat‡s) is almost always the central concern of the catalogue entry.  See Pratapaditya Pal, 
ed., The Peaceful Liberators, especially catalog nos. 18, 20, 23, 26, 27, 29, 34, 35, 36, 39, 40, 42, 45, 47, 48, 50, 
and 52. 
43 For example, in his introduction to Elements of Jaina Iconography, M.N.P. Tiwari states that "Jina images 
reached the final stage of iconographic development in c. ninth-tenth century A.D.  The fully developed Jina 
images invariably contain distinguishing emblems, Yak˘a-Yak˘„ pairs, a˘Òapr‡tih‡ryas, dharmacakra with 
worshippers, diminutive Jina figures and at times navagrahas, Vidy‡dev„s, elephants lustrating the Jinas and 
some other figures."  See M.N.P. Tiwari, Elements of Jaina Iconography, 6.  Other scholars of Jain iconography 
push the presence of these identifiable attributes back into the Gupta period.  According to B.C. Bhattacharya, 
"The Gupta period showed a marked development in the iconographic characteristics of a Jina figure.  Not only 
do we see in such images the particular L‡§chanas incorporated but miniature figures of a Yak˘a and ¯‡sana 
devat‡ invariably included."  B.C. Bhattacharya, The Jaina Iconography (Delhi: Motilal Banarsidass, 1939; 
reprint 1974), 30. 
44 M.K. Dhavalikar, Ellora: Monumental Legacy (Oxford: Oxford University Press, 2003), 88, 90, 93-4, and 96; 
and R.S. Gupte and B.D. Mahajan, Ajanta, Ellora, and Aurangabad Caves (Bombay: D.B. Taraporevala Sons & 
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presenting individual, differentiated Jinas.  Apart from reliefs of P‡r˜van‡tha, the Jain saint 

GommaÒa, and a small number of Ë˘abhan‡tha images, the majority of Jinas carved within 

Ellora's excavations cannot be identified definitively.  Indeed, out of the six inscribed Jina 

images at Ellora, only one is identified via its epigraph.45  Such a limited concern for 

differentiating the Jinas is further demonstrated in the way these images are presented 

within the excavations.  For example, many of the caves are carved with numerous pairs of 

Jinas, suggesting an interest in the multiplicity of these beings which goes beyond the 

known twenty-four of our world age. 

While the vast majority of Ellora's Jina images do not contain identifying l‡§chanas 

or ˜‡sanadevat‡s, they are carved with other elements that present the meditating Jina as an 

exalted figure. Typical of Jina images created during the early medieval period, the throne 

itself is enlarged and rendered with decorative detail.  A number of celestials, including 

musicians, garland bearers, flying figures, and fly-whisk attendants, surround the 

enthroned Jina, presenting him as both a royal and divine being worthy of homage.  

Although most of Ellora's Jinas are carved with such attributes, in the following section I 

will closely examine those carved within the cave shrines.  As the main image for 

devotional activities, these sculptures clearly define the sacred character of the cave-temple.  

An analysis of these figures will also allow for comparisons with the shrine images carved 

in Ellora's Hindu and Buddhist caves.  With this approach, we can begin to understand how 

Jain sacred space is articulated and conceived in ways that are both similar and different 

from other caves at the site. 

                                                                                                                                            
Co. Private Ltd., 1962), 220-24.  Curiously, K.R. Srinivasan identifies many of Ellora's Jinas as Sumatin‡tha 
due to a cakra carved on the throne base.  However, according to both ¯vet‡mbara and Digambara lists, the 
l‡§chana of this particular Jina is the heron.  See Srinivasan's section on Ellora's Jain caves in A. Ghosh, ed., 
Jaina Art and Architecture, v. 1, 188-92.  Although the cakra is not listed in medieval iconographical texts as a 
cognizance for any of the twenty-four Jinas, it is generally associated with Nemin‡tha since this Jina's name 
means "Lord of the Wheel-Rim."  For an example of a Jina image with the conch l‡§chana and a cakra, see 
Pratapaditya Pal, ed., The Peaceful Liberators, cat. no. 31. 
45 This image, identified in the inscription as ¯‡nti, is carved on a pillar preceding J13. 
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Ellora's  Main Shrine Jinas  

Out of the twenty-three individual Jain excavations at Ellora, eighteen exhibit a main 

shrine which is located in the center of the rear wall of the temple. 46  Carved inside the 

shrine is a rock-cut Jina which serves as the main image for devotion.47  Three excavations, 

J14, J16, and J22 are single-celled caves that do not have a separate shrine but do have a 

Jina image carved in the center of the back wall.  As these images closely resemble those 

found within Ellora's main shrines, they are included in this analysis.48 Thus, my 

iconographical examinations in this chapter take into account the visual evidence of twenty-

one main shrine Jinas. 

The majority of Ellora's shrine Jinas are over-life-sized (Fig. 19).  They are 

presented with strong, youthful bodies, though there is little attention paid to musculature or 

bone structure.  Instead, the strength of their bodies is conveyed through taut skin, 

columnar limbs, broad shoulders, and rigid posture.  They exude a sense of solidity and 

permanency, aspects which are highlighted further through the medium of the rock itself.  

All of Ellora's shrine Jinas are presented in a gesture of meditation, with the proper right 

hand resting entirely on the open palm of the left.  In some cases, the artist has cupped the 

palms so that the hands form a subtle crescent shape against the abdomen.49  The 

overlapping of their hands is mirrored by the position of their legs, as all of the Jinas are 

seated with the proper right leg supported by the left.  This position, known as 
                                                
46The eighteen include: the ChoÒ‡ Kail‡sa (CK 1), the vim‡na shrine of the ChoÒ‡ Kail‡sa (CK 2), the southern 
excavation in the ChoÒ‡ Kail‡sa courtyard (CK 3), J6, J10-J13, J15, J17-J21, and J23-J26. 
47 While other Jina images within the hall, including those in side-shrines, can also be considered important 
images for worship, the enshrined image in the back of the hall is given greater emphasis in devotional practice.  
According to medieval Jain ˜r‡vak‡c‡ras (manuals of lay conduct), pÂj‡ should be performed first to the mÂla-
bimba, or principal image within the shrine chamber.  See Robert Williams, Jaina Yoga: A Survey of the 
Mediaeval ¯r‡vak‡c‡ras (London: Oxford University Press, 1963; reprint Delhi: Motilal Banarsidass, 1983), 
224.  For Ellora's Jain caves, the importance of the rear-wall sanctum and its Jina image is attested to in 
unfinished excavations where work in the main hall is interrupted or ceased so that the Jina image can be 
completed.  Only upon the completion and consecration of the main image will the temple become active. 
48While the sarvatobhadra images carved in the center of J4 and J8 serve important ritual roles for the temples, 
their distinctive forms are discussed separately in Chapters Four and Six. 
49 This can be seen in the shrine Jinas of J11, J13, J15, J23, J24, and J25. 
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ardhapadm‡sana, follows artistic conventions established in earlier Jain rock-cut shrines, 

such as at Dh‡r‡˜iva, AihoÎe, and B‡d‡m„, and differs from Ku˘‡ıa and Gupta-period Jinas 

where the right leg is carved in front of the left and the soles of both feet are visible on the 

top of the thighs (padm‡sana).  The presentation of Ellora's Jinas in ardhapadm‡sana also 

differs from the seated posture of Ellora's shrine Buddhas which are, for the most part, 

depicted with their legs down in pralambap‡d‡sana.50 

All of Ellora's shrine Jinas are depicted without garments or any type of bodily 

ornamentation.  For example, there are no auspicious signs (maÔgalas) or cakras incised on 

the palms of the hands or soles of the feet as found on some Ku˘‡ıa and Gupta-period 

Jinas.  Ellora's shrine Jinas also do not have ˜r„vatsas -- an auspicious diamond-shaped 

mark found on the chest of some images.51  The only decorative patterning found on the 

body of Ellora's Jinas is perhaps the rows of snail-shell curls carved on the head to 

represent individual tufts of curled hair (Fig. 20).  This particular feature, designating a 

renunciant who has either pulled out his hair or has had it cut short, can be found on eleven 

of the twenty-one shrine Jina images at Ellora.52  Snail-shell curls are also the preferred 

type of hair carved on Ellora's shrine Buddhas. 

The other type of hair arrangement found on Ellora's shrine Jinas is commonly 

referred to as a "skull-cap" or "plain skull" design, where the hair is not rendered in 

individual strands but as a solid cap covering the head.  This feature is found on eight of the 

shrine Jinas at the site.53  Slight variations of this hair-treatment, however, can be found on 

a few Jinas carved along the side walls of the excavations.  For example, one of the Jinas in 
                                                
50 These include the Buddhas in Caves 2, 3, 3A, 4, 5, 5RW, 6, 8, 8A, 9, 10 and 11.3.2. 
51 ¯r„vatsas are found on the majority of Ku˘‡ıa and Gupta-period Jinas from Mathur‡ and on later images 
produced in North India.  South Indian images dating from the medieval period and later rarely have ˜r„vatsas.  
Nonetheless, the eleventh and twelfth-century Jinas carved in the residential cells to the east of Ellora's Indra 
Sabh‡ complex do have ˜r„vatsas as do the Jinas at nearby Ankai.  For a discussion of these sculptures see 
Chapter Seven. 
52 The eleven are found in CK 1, J10, J11, J12, J13, J14, J17, J18, J21, J22, and J23.  It should be noted that two 
of the shrine Jinas at Ellora (J6 and CK 2) are headless. 
53 The eight are: CK 3, J15, J16, J19, J20, J24, J25, and J26. 
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the right side-wall chapel of J20 has a skull-cap with a few curls of hair carved at the 

hairline at the center of the forehead.  The plain skull also seems to be the favored treatment 

for representations of Jain monks at Ellora.54 

Two physical characteristics that are found on both Jina and Buddha images at 

Ellora include elongated earlobes and a top-knot of hair (u˘ı„˘a).  The first of these 

characteristics is a common feature found on all Jina and Buddha images dating as early as 

the first century CE.  Emphasizing the k˘atriya origins of ¯‡kyamuni and all twenty-four 

T„rthaÔkaras, the rendering of elongated earlobes seems to indicate the royal or princely life 

that was ultimately abandoned by these figures upon renunciation.  The elongation of the 

lobes, sometimes almost touching the shoulders of the individual, emphasize the lack of 

heavy jeweled earrings which would have been worn by these figures prior to renouncing 

all possessions.55  This feature also seems to be employed as an attribute designating 

renunciation in general, as it is commonly found on images of Jain and Buddhist monks 

and nuns.  At Ellora, this attribute is even found on images of advanced Jain laymen who 

have completed eleven stages (pratim‡) toward monkhood, but have not yet taken the great 

vows (mah‡vrata).56 

In contrast to elongated earlobes, the inclusion of an u˘ı„˘a on Jina images does not 

occur until the Gupta period.  The u˘ı„˘a, found on Buddha images since their inception, is 

a mark which designates both royal and divine beings.  During the Ku˘‡ıa period, the 

u˘ı„˘a is found on relief images of kings and princes, as well as on larger sculptures of 

yak˘as and Buddhas.  This attribute is thought to connote one who "has a head fit for a 

turban," i.e. one who is of royal or divine heritage.57  In later Buddhist texts, when lists of 

                                                
54 Images of Jain monks and nuns at Ellora are discussed in Chapters Four and Five. 
55 Susan L. Huntington, The Art of Ancient India (New York: Weatherhill, 1985), 136. 
56 For a detailed analysis of these figures see Chapter Five. 
57 For an in-depth analysis of this term and its application to images see J.E. van Lohuizen de Leeuw, The 
'Scythian' Period: An Approach to the History, Art, Epigraphy and Paleography of North India from the 1st 
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auspicious attributes (lak˘aıas) were formulated specifically for Buddhas, the u˘ı„˘a came 

to symbolize supreme knowledge and was considered to be more of a cranial protuberance 

than a top-knot of hair.58  It was perhaps at this time that Jinas were also depicted with this 

attribute.  In other words, artists started to employ this feature on Jina images only after it 

became directly associated with knowledge and wisdom.  While this feature is found 

primarily on Gupta-period Jinas with snail-shell curls, at Ellora, the u˘ı„˘a appears on all of 

the shrine Jinas regardless of how their hair is rendered.  Thus it was important to show all 

Jinas at Ellora with this specific mark of supreme intelligence. 59 

At about the same time that artists were rendering the u˘ı„˘a on Jina images, other 

supernatural qualities of the T„rthaÔkara (identified as ati˜ayas) start to be enumerated in 

various Jain textual sources.60  Like the lak˘aıas of Buddha images, these features highlight 

the extraordinary nature of the T„rthaÔkara.  Interestingly, the appearance of the ati˜ayas are 

often grouped according to different periods in the Jina's life.  For example, at the time of 

birth, a Jina's bones have an adamantine quality, the blood is of milk-white purity, and his 

body is free from sweat and excreta.61  At the time of his kevalaj§‡na, the T„rthaÔkara is 

able to live without food, his nails and hair do not grow, and his body does not cast a 

shadow.  Other ati˜ayas are created by the gods and they affect things that are external to 

the Jina, such as the weather (clear skies, mild and fragrant breezes), the seasons 

(everything in constant bloom), and those around him (all living beings are filled with joy). 

                                                                                                                                            
century B.C. to the 3rd Century A.D. (Leiden: Brill, 1949; reprint New Delhi: Munshiram Manoharlal 
Publishers Pvt. Ltd., 1995), 163-168. 
58 Ibid., 163. 
59 While the u˘ı„˘a is present on Ellora's Jinas, it is rarely found on images produced further south. 
60 U.P. Shah, "Evolution of Jaina Iconography & Symbolism," in U.P. Shah and M.A. Dhaky, eds., Aspects of 
Jaina Art and Architecture, 51-2.  According to Shah, the earliest text to describe the ati˜ayas of the Jina is sÂtra 
34 of the Samav‡y‡ıgasÂtra.  Ati˜ayas are also listed in the VasudevahiıÛi, the Paumacariyam, and the 
Tiloyapaııatti. 
61 For the entire list of ati˜ayas see Jagmandarlal Jaini, Outlines of Jainism (Cambridge: Cambridge University 
Press, 1916), 129-31. 
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During the early medieval period, some of the ati˜ayas were selected and specified 

as chief attributes of the T„rthaÔkara, called mah‡pr‡tih‡ryas.62 The use of the term 

pr‡tih‡rya is interesting as it is more commonly used to designate a guardian figure, such as 

a dv‡rap‡la.  Thus the mah‡pr‡tih‡ryas are the major objects or things that "attend to" or 

"guard" the Jina.  In the eighth and ninth centuries, in texts such as the Harivam˜apur‡ıa 

and the ‚dipur‡ıa, eight major attributes (a˘Òamah‡pr‡tih‡rya) are recorded.63  Like the 

larger list of ati˜ayas, the a˘Òamah‡pr‡tih‡ryas are also directly associated with a specific 

time in the Jina's life.  In these sources, and in other later texts, the eight great attributes 

appear during the Jina's first sermon in the samavasaraıa -- the celestial assembly hall 

where all gods, humans, and animals gather together to hear the Jain doctrine.64  The 

a˘Òamah‡pr‡tih‡ryas of the Jina are: a lion-throne (si¸h‡sana), a halo (bh‡maıÛala), a triple 

umbrella (chattratraya), a sacred tree (caityavÁk˘a), fly-whisks (c‡mara) and/or fly-whisk 

attendants, a shower of celestial flowers (surapu˘pasuvÁ˘Òi), a divine sound (divyadhvani), 

and celestial drums (devadundubhi). 

Although some of the a˘Òamah‡pr‡tih‡ryas (such as the lion-throne and halo) can 

clearly be found on early Jina images, it is not common to find all eight attributes on 

sculptures -- even those that are produced in the medieval period.  Thus, another unique 

feature of Ellora's Jina images is the fact that the main shrine T„rthaÔkaras exhibit these 

eight great attributes.  Ellora's Jinas are not only the largest corpus of images to feature the 

a˘Òamah‡pr‡tih‡rya, but they appear to be the earliest as well.  Moreover, some of Ellora's 

shrines contain painted and carved representations of the samavasaraıa, suggesting 

possible relationships between early medieval texts and imagery.  While direct 

                                                
62 U.P. Shah, Jaina-RÂpa-MaıÛana (New Delhi: Abhinav, 1987), 90. 
63 Hariva¸˜apur‡ıa 57.162-66; and ‚dipur‡ıa 23.36-73. 
64 Later ¯vet‡mbara texts such as the Tri˘a˘Òi˜al‡k‡puru˘acaritra (ca. twelfth century) and the Samavasaraıa-
stavana (ca. thirteenth century) also include the a˘Òamah‡pr‡tih‡ryas in association with the Jina's 
samavasaraıa. 
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correspondences between text and image are rarely encountered in ancient India, it seems to 

be the case here, especially since both sources associate the a˘Òamah‡pr‡tih‡rya with a Jina 

seated within the celestial assembly hall.65 

The A˘Òamah‡pr‡tih‡rya:  Defining the Character of Ellora's  Shrine Jinas 

As the eight great attributes shape and define the sacred character of Ellora's shrine 

Jinas, they are worthy of a close examination.  Although all of these features are included 

on Ellora's Jinas, they are presented and articulated in slightly different ways, thereby 

providing a sense of variety in the images.  In other words, Ellora's Jinas do not all look the 

same.  In the remaining sections of this chapter, I will analyze how the a˘Òamah‡pr‡tih‡rya 

are depicted on Ellora's main shrine Jinas, starting with the attributes that are in closest 

proximity to the body of the T„rthaÔkara.  Thus, my examinations will begin with an in-

depth look at the lion-throne (si¸h‡sana) which supports the meditating Jina.  As lion-

thrones are also used to support some of Ellora's Buddhist and Hindu deities, I will 

examine those as well, in order to come to a better understanding of how this element 

functions in the overall presentation of a divine being. 

Following my discussion of Ellora's si¸h‡sanas, I will examine three attributes that 

are carved directly above the Jina: the halo, the chattra, and the caityavÁk˘a.  In some ways, 

these crowning attributes can be seen as extensions of the Jina's body.  For example, the 

halo encircling the Jina's head not only indicates the divine status of the T„rthaÔkara, but it 

also denotes the brilliant radiance that is said to emanate from his entire body.  The chattra, 

or parasol, carved overhead also highlights this aspect of the Jina as it is typically painted 

with motifs resembling rays or rings of light.  Of course the chattra is also employed as a 

royal symbol, designating the figure underneath as a being worthy of respect and honor.  

However, the Jina is presented as more than an earthly king as the triple chattra that crowns 
                                                
65 These issues are explored in detail in Chapter Four. 
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this figure indicates that he rules over three worlds: the underworld, earth, and the heavens.  

Thus the Jina is represented as both a royal and spiritual king.  In fact, the Jina became such 

a victor after having attained kevalaj§‡na while meditating under a sacred tree, or 

caityavÁk˘a -- the third element that crowns Ellora's images. 

I will conclude the chapter with a discussion of the final four attributes of the 

a˘Òamah‡pr‡tih‡rya: fly-whisks, celestial flowers, divine sounds, and heavenly drums.  I 

have grouped these elements together not only because they flank the Jina image, but they 

are attributes that are actually held by attending celestials.  Rather than being presented as an 

isolated figure, the T„rthaÔkaras at Ellora are surrounded by a retinue of other beings who 

fan him with fly-whisks, serenade him with song and music, and shower him with flowers.  

The inclusion of these celestials and their role in the presentation of Ellora's Jinas will be 

explored in light of medieval textual descriptions of the samavasaraıa where these beings 

figure prominently and where such celestial activities occur. 

Supporting the Jina: Ellora's  Si¸h‡sanas  

All of Ellora's enshrined Jinas are seated in meditation on an elaborate throne.  The 

throne itself consists of three parts: a tall, rectangular base, a throne-back comprised of a 

crossbar with supportive beams, and an oval bolster.  The base of the thrones are 

approximately four to five feet in length and two to three feet in height.  The front of the 

bases are typically compartmentalized into three panels which are carved with emblems.66  

All of Ellora's Jain thrones are technically si¸h‡sanas, or lion-thrones, as these heraldic 

beasts occupy the corner panels of each throne base.67  Although the lions may differ in 

terms of the treatment of their manes and in other minute details, their pose is for the most 

                                                
66 The exceptions are found in J18 and J21 where the throne base is divided into five compartments.  This 
difference may be the result of the large scale of these two shrine Jinas. 
67 Although the throne base of the shrine Jina in J16 is only partially carved, it is clear that lions would have 
been included. 
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part consistent on the thrones.  These lions stand in profile with their heads turned to face 

the viewer.  They generally have open mouths, bearing their teeth, and they hold their inside 

front paw up in the air, as if about to strike.  Their tails are also held high, with the end 

often curling over their backs.  Although these lions are presented in a similar fashion 

throughout the Jain caves, a close examination of their stylistic differences can assist in 

recognizing the hands of specific artists or workshops within the caves.  For example, the 

diverse treatment of the lions' manes and facial features found in J19 (Fig. 19) and J12 

(Fig. 20) may indicate either different conventions utilized by two different workshops or 

the stylistic flair of two individuals. 

Carved in the central compartment of the throne base in six out of twenty-one shrine 

images at the site is a frontal lion.68  In all six examples, the lion faces forward with his 

front legs splayed out in front of him (Fig. 22).  The rear legs, tucked in behind the body of 

the lion, can be seen on a few of the carvings.  The position and general countenance of the 

central lion motifs at Ellora are similar to those carved on thrones in the Jain shrines at 

AihoÎe and B‡d‡m„. 

In the remaining fifteen throne bases in Ellora's Jain shrines, the central emblem 

carved on the throne is a wheel (cakra).69  The wheel is rendered in profile with its rim 

turned towards the viewer.  In some cases, as in J14 and J20 (Fig. 25), the cakra is stylized 

so that the emblem appears to be composed of two open lotuses joined together at their 

petals.  The hub of the wheel is carved like the central head of the flower and the axles have 

been transformed into bent lotus stalks.  Alternatively, the cakra carved on the throne in J24 

takes on a diamond shape, calling to mind the adamantine qualities of the Jina's body that is 

often described in Jain literature. 

                                                
68 These six are in the main shrines of CK 1, J11, J17, J18, J22, and J23. 
69 However, the central emblem on the throne base in J10 is unfinished.  In addition, it should be noted that the 
cakra carved on the throne in J21 is supported on the shoulders of a seated yak˘a. 
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As the majority of Ellora's Jain throne bases are carved with an emblem that is not a 

textual l‡§chana of a specific Jina, it seems clear that the artists were not interested in 

presenting identifiable T„rthaÔkaras within the sanctum.  This is further confirmed by the 

fact that there are no sculpted images of P‡r˜van‡tha or Ë˘abhan‡tha within Ellora's main 

shrines -- Jinas who could be identified through their physical attributes alone.70  

Moreover, the less frequent use of a lion at Ellora as the central motif on the throne base 

calls into question the often repeated identification of Ellora's shrine Jinas as images of 

Mah‡v„ra. 

Significantly, the use of a cakra as the central emblem on Ellora's Jain thrones 

distinguishes them from thrones carved within the site's Buddhist shrines.  At Ellora, none 

of the thrones supporting the main shrine Buddhas have this emblem on their bases.  In 

fact, only one life-sized Buddha at the site, located on the right wall of Cave 12.3, has a 

cakra carved as the central throne motif.  However, in this image, two couchant deer are 

carved in front of the throne base, visually flanking the central wheel.  The inclusion of the 

deer, coupled with the Buddha's gesture of dharmacakramudr‡, may make reference to the 

Buddha's first teaching at the deer park in S‡rn‡th, as this motif is often included on much 

earlier images that depict this particular episode from the Buddha's life.  Such a reading is 

indeed strengthened by the number of Buddha images at Ellora which clearly present 

another event from ¯‡kyamuni's biography -- his enlightenment.71  However, it should be 

noted that by the close of the Gupta period, the deer-cum-wheel motif can be found on the 

bases of both Buddha and Jina images across India and in different media, thereby 

indicating shared notions of this motif as an emblem of teaching -- whether it is the act itself 

                                                
70 Images of P‡r˜van‡tha are recognizable through the canopy of serpent hoods that appear over the Jina's head 
while Ë˘abhan‡tha can be identified through his long strands of hair that touch his shoulders.  That such 
images could have been enshrined within the main sanctums is attested to in the early sixth-century 
excavations at Dh‡r‡˜iva where sculptures of P‡r˜va are carved in the shrines of Caves 2, 4 and 6. 
71 These Buddha images depict ¯‡kyamuni in a gesture of touching the earth with carved figures of BhÂdev„ 
and Apar‡jit‡ preceding the throne base.  These images are carved in the shrines of 11.2.1, 11.2.3, 12.2, and 12.3. 



 32 

or the doctrine.  While the deer-cum-wheel motif is not found in Ellora's Jain shrines, nor in 

the Jain caves at AihoÎe and B‡d‡m„, it is carved within the Jain shrines at Dh‡r‡˜iva, an 

early sixth-century Jain site.72  The fact that it is not employed in Jain rock-cut shrines after 

this period may indicate an interest in differentiating Jain thrones from Buddhist ones, at 

least within a rock-cut context. 

In addition to the cakra, there are some other key differences between the 

si¸h‡sanas found in Ellora's Jain shrines and those in the site's Buddhist excavations.  For 

example, none of the shrine Buddha images have a throne base that is compartmentalized 

into three panels.73 The reason for this is clear, as the majority of shrine Buddhas are seated 

in pralambapad‡sana.  As the Buddha's legs hang down in front of the throne, the lions 

could only be carved on the corners of the base.  As a result, these lions are usually 

depicted in a crouched position rather than standing on all four legs.  Interestingly, even in 

the eight shrine images where the Buddha is seated with his legs crossed in padm‡sana,74 

the rendering of drapery or cloth obscures the central part of the throne.  In three of these 

images, the corner lions are replaced by squatting dwarfs who appear to hold up the throne-

seat itself.75 

The most noteworthy difference, however, between Ellora's Buddhist and Jain 

thrones is the inclusion of a double lotus seat found in the Buddhist caves.  This feature, 

which is carved directly above the throne base proper, supports almost all of Ellora's 

Buddha images (Fig. 28).  The lotus seat seems to have a special significance for these 

excavations, as this motif supports other figures as well, including images of Jambhala, 
                                                
72 The presence of the deer-cum-wheel motif in the shrines at Dh‡r‡˜iva have, in part, led M.K. Dhavalikar to 
assert that the site was originally Buddhist.  However, the shared use of this emblem by both religious 
traditions in the sixth century denies this claim as does other evidence at the site.  See M.K. Dhavalikar, "The 
Dh‡r‡˜iva Caves -- A Resurvey," Journal of the Asiatic Society of Bombay (N.S.) v. 39-40 (1964-65): 183-89. 
73 The only Buddha images that I am aware of at Ellora that are seated on a tripartite si¸h‡sana throne are the 
side-wall Buddhas #4 and #5 in Cave 12.3 and a crowned Buddha relief from the balcony of Cave 10. 
74 These are found in shrines 11.1, 11.2.1, 11.2.2, 11.2.3, 12.1, 12.1-2, 12.2 and 12.3. 
75 The dwarfs are carved on the throne bases of the shrine Buddhas in Caves 11.2.1, 11.2.3 and 12.3.  They 
appear in association with images of BhÂdev„ and Apar‡jit‡. 
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BhÁkuÒ„, Mah‡m‡yÂr„, Avalokite˜vara, Rakta-Loke˜vara, and T‡r‡.  The series of M‡nu˘i 

Buddhas that are carved along the rear wall of Cave 12.3 are also seated on large lotus 

blossoms.  While the lotus seat can be found in earlier Buddhist imagery, its prolific use in 

Ellora's Buddhist caves (and at sites like AjaıÒ‡) may result from the increased role of this 

motif in contemporary literature that describe fields or koÒis of Buddhas seated upon 

lotuses. 

Though not as prevalent as in the Buddhist excavations, the double lotus seat can 

also be found supporting a few Hindu deities in Ellora's Brahmanical caves.  In both the 

earliest caves and in the mid-eighth-century excavations, lotuses serve as supports for both 

standing and seated figures.  For example, open lotus blossoms serve as pedestals for the 

˜‡labha§jikas carved on the brackets of Cave 21 and for an image of Brahm‡ in Cave 17.  

Lotuses also form an elegant seat for ¯iva Lakuli˜a in Cave 29.  The Hindu goddess G‡j‡-

Lak˘m„ is often portrayed on a double lotus seat as seen in Caves 14, 16, and 22.  Gaıe˜a 

can be found seated on both double and single rows of lotus petals in Caves 23B and 24B 

as well as on a rectangular throne that has a piece of cloth draped over the base.  

Rectangular pedestals support the s‡ptam‡tÁkas in Caves 14 and 22.  Although these seats 

are not technically "thrones," they do have the goddesses' identifying v‡hanas carved 

below. 

The most striking example of an enthroned deity in Ellora's Hindu caves is, 

however, the over-life-sized image of ¯iva Mah‡yogi from the Kail‡san‡tha temple (Fig. 

27).  In this relief, ¯iva has eight arms and is seated in ardhapadm‡sana upon an elaborate 

lion-throne.  He is surrounded by a number of figures, including Á˘is and dikp‡las, and a 

large tree is carved over his head.  As scholars tend to be concerned with the objects that 
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¯iva is holding in order to identify the specific form of this deity,76 there has been little 

consideration of the throne and other elements in the relief that are shared with images of 

enthroned Buddhas and Jinas at the site.  The throne itself, in terms of the rendering of the 

lions and the double lotus seat, bears a striking resemblance to the throne supporting one of 

the Buddha images in Cave 12.3 (Fig. 28).  The lions in both thrones are carved within 

deep recesses and the treatment of their manes in tight curls is quite similar.  Moreover, 

¯iva's lion-throne also has direct visual ties with the si¸h‡sanas carved in some of Ellora's 

Jain shrines, particularly in J11 and J23. 

Although the throne of ¯iva Mah‡yogi is the only example of a si¸h‡sana found in 

Ellora's Brahmanical excavations, there are, nonetheless, other types of throne bases worthy 

of consideration.  For example, there are a number of thrones carved in the subsidiary 

shrines surrounding the pradak˘inapaÒha of Cave 16.  Although the main images within 

these shrines are now missing, the throne bases are still in situ and many of them are carved 

with a variety of motifs.  Of significance, one particular design -- a series of rosettes 

enclosed within a stepped-diamond motif -- is replicated on yoni bases across the site.  The 

top portion of some of these yonis is additionally carved with a row of lotus petals, visually 

providing a "lotus-seat" for the liÔga emerging above. 

In contrast to Ellora's Buddhist and Brahmanical imagery, the double lotus seat is 

not a predominant throne element for Ellora's shrine Jinas.77  While there are three shrine 

Jinas (J10, J11, and J23) that are seated on a carved lotus seat composed of a single row of 

petals, the remaining eighteen thrones do not have this element.  Instead, these shrine Jinas 
                                                
76 Kirit Mankodi, "Saiva Panels of Ellora and Elephanta: Yog„˜vara or Dak˘in‡mÂrti?" in Ratan Parimoo, 
Deepak Kannal, and Shivaji Panikkar, eds., Ellora Caves, Sculptures and Architecture: Collected Papers of the 
University Grants Commission's National Seminar (New Delhi: Books & Books, 1988), 278-84. 
77 However, three Jinas at the site, carved on the facade of J25, are presented on double lotus seats.  In direct 
emulation of the Buddhist thrones found in Cave 12.3, the lotus petals are carved above a si¸h‡sana that has 
the central portion of its base covered by a piece of drapery.  These features are significant as they suggest that 
these three Jinas are the earliest sculptures in the Jain caves and that initial Jain activity may have occurred 
earlier than the ninth century.  It is also worth noting that the fifth-century relief carvings of Jinas in Udayagiri's 
Cave 20 are also represented on double lotus seats. 
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are depicted on a plain, oval cushion.  While it is difficult to determine whether or not these 

cushions remain unfinished or whether lotus petals were intended to be carved or painted, 

other enthroned Jinas carved on the side walls of the excavations indicate that a lotus seat 

was not an essential component of the throne. 

Although the double lotus seat is not typically carved on the throne bases for 

Ellora's seated Jinas, this element does appear as a pedestal for some standing figures.  For 

example, lotus pedestals can be found under images of GommaÒa, P‡r˜van‡tha, and the 

goddess Padm‡vat„.  Jina images that essentially serve the function of door guardians also 

stand on lotuses, as seen in the main hall of J18.78  In this excavation, over-life-sized Jinas 

are carved on the rear axial pillars in addition to flanking the shrine doorway.  As 

dv‡rap‡las are usually not depicted on any type of pedestal in Ellora's mid-eighth through 

ninth-century Hindu caves,79 the inclusion of the lotus pedestal in association with 

"guardian" Jinas may be modeled after images of Avalokite˜vara and Maitreya who serve 

as both door guardians and enlightened beings in Ellora's Buddhist caves. 

While the employment of the lotus as a seat or pedestal of support is more limited in 

the Hindu and Jain caves in comparison to the Buddhist excavations, this is not to suggest 

that the lotus motif has a marginal presence within Ellora's Brahmanical and Jain caves.  In 

fact, the lotus is a major architectural element for these cave-temples.  Giant, open lotuses 

are carved on the ceilings and roof-tops of a number of Ellora's mid-eighth through tenth-

century excavations.  Some of the most elaborate examples are found on the roof of the 

main hall of the Kail‡san‡tha temple and on the ceilings of Cave 25, J18, and J26.  Rather 

than using the lotus to highlight the celestial or divine nature of individual beings (as in the 

                                                
78 Other Jinas that function as door guardians can be found in CK 1, J10, J19, J20, J21, and J24. 
79 The only exception are the dv‡rap‡las flanking the shrine door in Cave 25.  These figures are interesting as 
they hold long swords, rather than clubs and/or snakes, and they stand on lotus pedestals that are quire similar 
to those found in the Jain caves.  Their differences in iconography compared to more typical ¯aivite dv‡rap‡las 
may result from the cave's assumed affiliation to the sun god SÂrya who is carved on the ceiling of the 
antechamber.  The shrine of this cave is unfortunately now empty. 
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Buddhist excavations), the artists who excavated Ellora's Hindu and Jain caves employed 

the motif to emphasize the abode itself as a divine place.80  The emphasis here seems to be 

more on creating a celestial environment than on indicating the special status of a particular 

being, though clearly this is done in some cases as well. 

In contrast to the great variety of motifs found on throne bases in Ellora's Buddhist 

and Jain excavations, the construction and decoration of the throne-back elements -- the 

crossbar, vertical supports, and bolster -- are fairly consistent in both types of caves.  

Motifs that are typically carved on these elements include makaras, vy‡las (horned lions), 

human figures, and elephants.  In Ellora's earliest Buddhist examples (Caves 4, 5, 5RW, 

and 6), the crossbar itself is carved in the form of a makara (Fig. 29).  This aquatic creature 

usually has human riders upon its back or emerging from its mouth.  Beneath the makara 

and in essence forming the top part of the vertical support is a rearing vy‡la.  Supporting 

the rearing vy‡la is the head and front legs of an elephant which is typically carved in 

profile.  These motifs are repeated in later Buddhist thrones, such as in Caves 8-12, 

however, the throne-back itself is a bit different in design.  In these thrones, a horizontal 

crossbar projects past two vertical posts, forming a "T" shape.  The makaras are then 

carved on top of this beam which rests on the heads of the rearing vy‡las. 

All of Ellora's Jain thrones replicate the "T" design found in the latest Buddhist 

excavations.  In six thrones, found in the shrines of J10, J11, J17, J18, J19 and J20, the 

makara is carved on top of the crossbar and has at least one rider upon its back.  In eleven 

examples, the makara is carved above the crossbar but is without human figures.81  In the 

remaining four shrines (J21, J24, J25 and J26), a "composite" throne is created where the 

"T" shape is maintained but makaras emerge from the ends of the crossbar rather than 

sitting on top of it.  All of the throne-backs have rearing vy‡las adjacent to the vertical 
                                                
80 The only example of an open lotus carved on the ceiling of a Buddhist cave at Ellora is in 12.1.2. 
81 These are found in the shrines of the CK 1, CK 2, CK 3, J6, J12, J13, J14, J15, J16, J22 and J23. 
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posts, however, in most cases, the vy‡la stands directly on the throne base.  Only in J21 is 

the vy‡la supported by an elephant and in J18 the elephant is replaced by a small dwarf. 

While the same motifs are employed in the throne-backs of Ellora's Buddhist and 

Jain thrones, more attention is given to the architectonic forms of the crossbar and vertical 

posts in the Jain examples.  In the throne carved in J26, for example, the posts are crowned 

by rounded cushion-capitals (Fig. 21).82  In contrast to Buddhist thrones, the Jain examples 

appear more structural, as if they really are designed to support a seated figure.  The slender 

dimensions of both the posts and the crossbar also allow for a more detailed carving of the 

oval bolster which forms the back of the throne.  Although the bolster is visible in a few 

Buddhist examples, it is a standard feature in Jain thrones.  The interest in rendering a 

"functional" throne for the seated Jina also contrasts with the few examples found in 

Ellora's Brahmanical caves where the throne-back is unconvincingly attached to the double 

lotus seat. 

The elaborate thrones that support Ellora's rock-cut Jinas clearly present the 

T„rthaÔkara as a special being.  As the si¸h‡sana is traditionally associated with royalty and 

kingship, the Jina's k˘atriya lineage and spiritual authority over secular concerns are 

highlighted in these shrine images.  Given the carvings of makaras, vy‡las, and other 

mythological creatures on the back of the throne, one could also say that the Jina's authority 

spreads to divine and cosmological realms as well.  The elevated status of the T„rthaÔkara 

is, however, not only demonstrated through the motifs carved on the throne, but by other 

elements that are carved and painted around him.  In the following section, I will examine 

three mah‡pr‡tih‡ryas that literally crown the figure of the meditating Jina and present him 

further as a spiritual king. 

                                                
82 This design is also found in J6, J12, J13, J14, J16, and J23.  Cushion-capitals are also carved on the posts of 
the throne-backs supporting the main shrine Jina at B‡d‡m„ and the Jina in the side chapel at AihoÎe. 
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Crowning the Jina: Halos,  Chattras ,  and CaityavÁk˘as  

All of Ellora's main shrine Jinas are presented with a halo or bh‡maıÛala (also 

known as a prabh‡maıÛala or a ˜ira˜cakra).  The majority of these "discs of light" are oval 

in shape and have plain surfaces, though it appears that many were once plastered and 

painted.  While it is difficult to be certain of the kinds of motifs that were painted on these 

elements, comparisons can be made with halos found on contemporary Jain, Hindu, and 

Buddhist sculpture.  In ninth and tenth-century images, the ornamentation of the halo can 

range from a plain disc with a decorative border to more elaborate examples that have an 

open lotus or a star-shaped motif at the center.  In other images, the entire surface of the 

halo is decorated with rings of radiating petals and beads.  Often, the petals or points are 

freed from their matrix of stone or metal so that light can filter through the nimbus, thereby 

presenting the disc as a literal field of light. 

Although the halo is often conceived of as a disc of light, interestingly, many of the 

motifs carved on its surface are actually vegetative in form.  The interest in carving rings of 

different types of foliage appears to have emerged in the mid-fifth century.83  Though 

motifs such as lotus petals, twisting tendrils, and open rosettes continue to be employed on 

halos in later periods, few scholars have investigated why such motifs are included on an 

attribute that is traditionally thought to signify divine radiance.  One reason for its inclusion 

may be linked to various conceptions regarding foliage.  In general, foliage or plant-life is 

often associated with themes of fecundity, growth, and abundance.  Its inclusion on halos, 

therefore, may indicate the symbiotic relationship between life/vegetation/growth and the 

sun, or light, that is the source of that growth.  The inclusion of plant-life, and sometimes 

forms associated with water, also suggest biological and cosmological forces.  The 

                                                
83 For illustrations see Joanna Gottfried Williams, The Art of Gupta India: Empire and Province (Princeton: 
Princeton University Press, 1982), plates 89, 91, 93, 94, and 147. 
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integration of earth, air, water, and light on halos -- elements which seemingly emanate 

from the body of these figures -- clearly underscores their divine and special nature. 

In Ellora's Jain shrines, the halos are carved as part of the throne-back.  Rather than 

completely encircling the head of the T„rthaÔkara, the bh‡maıÛala narrows at the figure's 

neck and is attached to the throne crossbar (Fig. 19).  This particular mode of presentation 

can be found in a number of rock-cut sculptures, including the shrine Buddhas at AjaıÒ‡, 

Aurangabad, and Ellora, as well as the Jinas enshrined in the cave-temples at AihoÎe and 

B‡d‡m„.  However, unlike the halos carved in these rock-cut shrines, Ellora's Jain examples 

include an additional ornamental element: a beaded garland.84  This garland, which encircles 

the nimbus, is approximately four to five inches thick and is carved with twisted strings of 

beads alternating with a flat band of ribbon.85  Though the halo retains its oval shape, the 

garland carved around it forms a point or crest above the Jina's head.  The crest, which is 

often joined to a second garland carved behind it, is decorated with one of three motifs: an 

open rosette within a flame-shaped design, a rectangular bar, or a k„rttimukha (an 

auspicious face).  The first element is by far the most prevalent at the site as it is carved on 

seven images.86  Variations of the beaded garland and the flame-shaped crest-motif are 

found on metal images of Jinas and Jain deities dating from the sixth through tenth 

centuries, attesting to a shared iconographic development in stone and metal images.87 

The inclusion of a beaded garland encircling the halo not only adds height to the 

shrine image but it also fuses the crossbar elements together, forming a cohesive and 

elegant throne-back for the Jina.  In many of the shrine Jinas at Ellora, the ends of the 

garland literally dissolve into the body of the crossbar makaras.  In the shrine image inside 

                                                
84 While the majority of halos include this element, the halos in J14, J16, J21, J25, and J26 do not. 
85 The halos in CK 3, J10, and J22 may have had the beaded design painted on this element. 
86 These are: CK 2, J11, J12, J17, J18, J20, and J23. 
87 See for example Pratapaditya Pal, ed., The Peaceful Liberators, cat. nos. 30, 39 and 59; and U.P. Shah, Jaina-
RÂpa-MaıÛana, plate XX. 
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the main hall of the ChoÒ‡ Kail‡sa, for example, the bead-and-ribbon design of the garland 

curls in on itself to form the makaras' tails (Fig. 22).  This blending of elements contrasts to 

earlier carvings at AihoÎe and B‡d‡m„ where the halo is a completely separate element from 

the crossbar makaras.  The unified configuration of many of Ellora's throne-backs also 

differ from the site's latest Buddhist examples (ca. 700-730 CE), where the makaras emerge 

somewhat awkwardly from the lower edge of the Buddha's halo. 

The integration of the beaded garland with the crossbar makaras also visually 

transforms this halo element into a makara-toraıa.  While toraıas are most often employed 

in Indian art as architectural elements that demarcate a portal or gateway, interestingly, at 

Ellora, their initial use at the site is in association with figural sculpture.88  For example, in 

Cave 6 -- the earliest Buddhist Cave -- a makara-toraıa is carved above images of BhÁkut„ 

and Mah‡m‡yÂr„.  In both sculptures (Figs. 30 and 31), makaras crown the pilasters that 

frame each relief-panel.  Their tails are curled up behind their bodies and they spew a 

garland of open rosettes from their mouths.  Similar makara-toraıas are found in the site's 

earliest Hindu excavations as well, as seen above the sculpted panel of Vi˘ıu and Lak˘m„ 

in Cave 1489 and above the small vignettes of ¯iva and P‡rvat„ that are carved over the 

figures of GaÔg‡ and Yamun‡ on the facade of Cave 21. 

In Ellora's mid-eighth through ninth-century Hindu caves, the makara-toraıa is used 

in both an architectural context and as a framing device for figural sculpture.  While a large 

toraıa occupies the center of the third-story hall in the Parlanka Cave, smaller and more 

intricate examples are carved above the eastern entrance to Cave 16's Nandi pavilion and 

over the south window of the monolithic maıÛapa preceding Cave 15.  In the latter carving, 

                                                
88 This may follow a convention used at AjaıÒ‡, as there are a number of reliefs in Caves 19 and 26 that depict 
the Buddha under a makara-toraıa. 
89 According to Walter Spink, the makara-toraıa carved above the panel of Vi˘ıu and Lak˘m„ in Cave 14 is in 
direct emulation of this element in Cave 6.  See his article, "Ellora's Earliest Phase," Bulletin of the American 
Academy of Banaras 1 (1967): 19. 
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makaras spew a beaded garland into the mouths of another pair of creatures who flank a 

small image of the goddess Lak˘m„.  Human riders are included upon the backs of the 

larger makaras, bringing to mind those same elements found in the site's Buddhist and Jain 

thrones.  Indeed, even vy‡las are present in this carving as they issue forth from the mouths 

of the makaras. 

Makara-toraıas are also carved above images of Hindu deities.  A few examples 

include the Gaıe˜a image in Cave 24B, the now empty shrine of Cave 23E (upper series), 

small images of ¯iva carved along the parapet wall of the Kail‡san‡tha complex, and an 

image of Hari-Hara in the eastern gallery of Cave 16.  Elaborate examples which feature 

makaras in pseudo-anthropomorphic form are carved over images of ¯iva that punctuate the 

exterior walls of the Kail‡san‡tha temple.  Dv‡rap‡las (door-guardians) who are found 

guarding the Kail‡san‡tha's subsidiary shrines are also sometimes represented under 

makara-toraıas, thereby integrating the role of these figures with an architectural element 

that marks an important portal. 

The dual-function of the makara-toraıa as an architectural element and a canopy 

over figural sculpture is explored even further in Ellora's Jain caves.  Like some of Ellora's 

Hindu deities, sculptures of seated Jinas carved along the side walls of the site's Jain caves 

are often depicted under makara-toraıas.  This same element is found over Jain deities as 

well, visually linking them to the TirthaÔkaras.90  However, unlike the makara-toraıas that 

crown Hindu images, the Jain examples are far more elaborate in form and artistic 

expression.  Rather than a single garland that culminates at a point above the figures' head, 

the Jain toraıas curve and bend upon themselves, forming up to three pendants that hang 

down above the sculpture.91  In those carved over Jain deities, the central pendant is 
                                                
90 Ellora's Jain deities are examined in Chapter Three. 
91 This type of toraıa is also found above Jain images produced in Karnataka and Andhra Pradesh dating from 
the tenth century onwards, as seen in the sculptural additions carved inside B‡d‡m„'s Jain cave and in the reliefs 
at Vallimalai, as well as in other loose sculpture. 
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typically crowned by a small seated Jina (Figs. 34 and 35).  Tendrils and vines are also 

carved alongside the makara-toraıa, echoing the undulation of the canopy. 

Inside the main halls of CK1 (Fig. 5), CK2 (Fig. 6), CK3, J18 (Fig. 13), J24, and 

J26, similar makara-toraıas extend across the hall of the excavation, demarcating the 

transition from the main hall to the shrine antechamber.  In no other caves at Ellora is this 

element used to such an extent.92  The inclusion of a makara-toraıa over each side-wall 

panel and across the rear of the hall, visually ties all of the figural reliefs together, forming a 

cohesive sculptural program.  Moreover, while the makara-toraıa carved within the hall 

clearly demarcates the antechamber and shrine as important liminal spaces within the 

temple, it simultaneously serves as a framing device for the Jina image housed inside the 

sanctum.  Seen in this light, the Jina is constantly framed by this element from the approach 

commencing in the main hall to entering the sanctum itself.  The correlation between the 

makara-toraıa in the main hall and the one encircling the halo of the Jina is clearly 

demonstrated through their shared elements, namely the makaras themselves, the beaded 

garland that issues from their mouths, and the inclusion of human figures and/or vy‡las.93  

Thus in both its architectural and sculptural context, the makara-toraıa demarcates the 

sanctum and its occupant as being the portal or gateway to liberation. 

The makara-toraıa carved around the halo of Ellora's shrine Jinas also serves as a 

connective element to another important attribute that defines the Jina's elevated and 

liberated status: the chattra (umbrella or parasol).  The chattra in Indian art is emblematic of 

divine and royal status.  It is a symbol of sovereignty, sanctity, and power.  In early images 

and coins, single parasols can be found over figures of cakravartins, members of the royal 

                                                
92 The only similar employment of this element in the Hindu caves is in the small excavation under the 
Parlanka Cave in the Kail‡san‡tha complex.  This particular excavation has other ties to the Jain monuments 
and appears to be coeval in date. 
93 In the toraıas carved in J24, J26, and CK 1, the makaras are supported by either figural brackets or vy‡las, 
mirroring the elements carved on the side of the Jina's throne. 
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court, Buddhas, Jinas, and even over sacred trees.  In the early narrative reliefs at Bh‡rhut 

and S‡§c„, the chattra was often used as an emblem to signify the person of the Buddha.  

While there are still debates concerning the multiplicity of meanings for such symbols in 

early art,94 the chattra -- in its most practical application -- seems to have served as a visual 

marker of someone or something worthy of veneration.  Thus, stone umbrellas crown the 

top of structural and rock-cut stÂpas and they were erected over large (generally over-life-

sized) standing images of the Buddha.95  Similarly, umbrellas were carved as separate 

elements and inserted into a socket in the center of Jain sarvatobhadra images (sculptures of 

four addorsed Jinas).96 

Given the dimensions of extant stone umbrellas dating from the Ku˘‡ıa period, 

some measuring over ten feet in diameter,97 these elements played a significant part in the 

visual presence of early standing Buddha and Jina images.  The inclusion of the umbrella 

not only indicated the importance of the figure, but the surface of these elements also 

provided a means to further define this personage.  Carved in concentric rings on the inner 

surface of these umbrellas are floral and vegetal motifs and other auspicious symbols, or 

maÔgalas.  The inclusion of these motifs, which are similar in both form and design to 

those carved on halos, suggests a close correspondence in meaning and function between 

these two elements.  In fact, in textual sources dating from the Gupta and post-Gupta 

periods, halos are often characterized as the shadow of the chattra held over the head of a 

king.98 

                                                
94 See for example Susan Huntington, "Early Buddhism and the Theory of Aniconism," Art Journal 49 (Winter 
1990): 401-8; and Vidya Dehejia, "Aniconism and the Multivalence of Emblems," Ars Orientalis XXI (1992): 
45-66. 
95 One example is the Buddha image commissioned by bhik˘u Bala which measures nine feet in height.  This 
sculpture is now housed in the S‡rn‡th Site Museum.  For an illustration, see Susan Huntington, The Art of 
Ancient India, 150. 
96 N.P. Joshi, "Early Jaina Icons from Mathur‡," in Doris Meth Srinivasan, ed., Mathur‡: The Cultural Heritage 
(New Delhi: American Institute of Indian Studies, 1989), 353. 
97 For an illustration see Susan Huntington, The Art of Ancient India, 151. 
98 V.S. Agrawala, Indian Art (Varanasi: Prithivi Prakashan, 1965), 239-40. 
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Similar to the carvings found on halos, the center of the umbrella is often carved 

with an open lotus.  This design highlights the hub of the chattra where the umbrella's staff 

is inserted.  According to A.K. Coomaraswamy, the open lotus on a chattra symbolizes the 

sun, while the concentric rings, or "ribs", represent the sun's rays.99  Basing his 

interpretations on much earlier textual sources, including the Vedas, he further postulates 

that the disc of the chattra itself represents the domical roof of the world with the sun at its 

apex.  The staff of the umbrella serves as the central pillar, or axis mundi, that both 

connects and separates the heavens and earth.100  Thus, figures crowned by such elements 

(in both texts and images) can be seen as the link between both realms; the "path" or 

"bridge" from the mundane to the liberated. 

Although stone umbrellas were erected over sarvatobhadra images and carved in 

relief over small seated Jinas on ‡y‡gapaÒÒas, curiously, the chattra is not a featured element 

on individual images of Jinas produced during the first through fourth centuries.101  One 

reason for the relative absence of this attribute may be the emphasis placed on the halo in 

these images.  As the chattra and halo symbolize shared virtues of divinity and royalty, 

perhaps artists simply focused their attention on the large nimbus surrounding seated 

figures.  There is, of course, the possibility that separate stone umbrellas were erected over 

these images as in the case of the large standing Buddhas.  However, there is no evidence 

to confirm or deny this.  Compounding the problem is the fact that many Ku˘‡ıa-period 

                                                
99 Ananda K. Coomaraswamy, "U˘ı„˘a and Chatra," The Poona Orientalist III, no. 1 (April 1938): 5-6. 
100 Ibid., 18-19. 
101 According to N.P. Joshi, almost all Ku˘‡ıa-period Jina images (with the exception of those carved on 
‡y‡gapaÒÒas and sarvatobhadra images) lack the chattra.  He only cites one type of Jina image where the umbrella 
is carved in conjunction with a caityavÁk˘a.  See N.P. Joshi, "Early Icons from Mathur‡," 339.  Joshi also states 
that Gupta-period Jinas similarly lack this attribute.  See his essay in A. Ghosh, ed., Jaina Art and Architecture, 
v. 1, 115.  Though this may be the case for most Gupta-period images, the reliefs of Jinas carved in Cave 20 at 
Udayagiri, near Vidi˜a, do have single chattras carved above them.  These reliefs date to the first quarter of the 
fifth century.  In addition, two Jina reliefs from R‡jgir (ca. fifth century or later), carved on the southern wall of 
the eastern Sonbhandar cave, have chattras overhead. 
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Jina sculptures are damaged around the head and shoulders, making it impossible to 

determine whether or not a chattra was carved above the T„rthaÔkara's halo. 

What does seem to be clear in the artistic record, however, is that the chattra 

becomes a significant element in post-Gupta-period Jina images.  Indeed, rather than having 

a single parasol, the majority of Jina images from this date onwards are carved with a three-

tiered chattra.102  Although later texts such as the twelfth-century Tri˘a˘Òi˜al‡k‡puru˘acaritra 

describe the triple umbrella as a symbol of the Jina's lordship over the three worlds,103 the 

elaboration of the chattra in post-Gupta-period images may have been employed to 

differentiate the liberated, enlightened Jina from Jain deities and images of the Buddha 

which are typically depicted with a single umbrella.  Even in images of GommaÒa and in 

reliefs portraying the attacks on P‡r˜van‡tha, a single parasol is included to indicate that 

each figure had not yet attained enlightenment nor had preached to an assembly in the 

samavasaraıa.  Thus, in a Jain context, the chattra is not only used to express the royal and 

divine nature of these beings, but to designate the status of the Jina as one who has 

established the crossing place for others -- or, literally one who has become a 

"T„rthaÔkara." 

In the Jain shrines at Ellora, all of the Jina images are presented with a three-tiered 

chattra.  In most of the shrine images, the three tiers of the parasol are carved close together 

and are approximately the same diameter.  The chattra is typically centered over the Jina 

with the hub of the lowest disc carved directly above the central crest or point of the 

makara-toraıa.  While the chattras are not carved with designs, they are plastered and 

                                                
102 An interesting exception is the Jina image carved on the northern end of the veranda of the Jain cave at 
Sittannav‡˜al.  In this late seventh or early eighth-century carving, the Jina is seated under a single parasol.  The 
inclusion of the single chattra, coupled with epigraphical evidence at the site, has led some scholars to identify 
the figure as an ‡c‡rya rather than a Jina.  See T.N. Ramachandran, "Cave Temple and Paintings of 
Sittannavasal," 33-34, 38 and fig. 24. 
103 Helen M. Johnson, trans., Tri˘a˘Òi˜al‡k‡puru˘acaritra 6 vols. (Baroda: Oriental Institute, 1931-62), v. 1, 192; 
and D.R. Bhandarkar, "Jaina Iconography," Indian Antiquary XL (June 1911): 154, verse 455. 



 46 

painted in a variety of colors.  Most of the chattras are painted in warm pigments, including 

red, yellow, and ochre, with lotus petals and rings outlined in black or dark brown.  In J20, 

for example, the interior hub of the parasol takes the form of a red open lotus with a golden 

center (Fig. 25).  The central ring around the hub is painted in a deep yellow with lotus 

petals outlined in black.  The outer ring is red, as is the exterior of the disc.  The chattra in 

J19 (Fig. 19) is painted in a similar palette, however, the inner surface of the lower disc is 

divided into four concentric rings of red, ochre, orange, and yellow.  The rings are 

decorated with a triangular pattern suggestive of leaves or rays of light. 

There are only two variations in the general presentation of the triple chattra 

described above.  In one variation, carved over the Jinas in CK 2 (Fig. 6), J24, and J25, the 

three discs of the chattra gradually expand in diameter, forming the shape of a bell.  Adding 

to the bell-shape of the umbrella is the large central knob which emerges from the lower 

disc of the chattra.  The other variation occurs in only one cave at Ellora, J21.  In this 

sculpture, the tiered discs of the chattra are carved some distance apart, resulting in an 

elongated umbrella and staff (Fig. 23).  The general form of this chattra resembles the one 

carved above the main shrine Jina at B‡d‡m„.  This chattra type is developed further in the 

eleventh and twelfth centuries, particularly in Karnataka and Andra Pradesh, where it is 

found on stone and metal Jina images.104 

In contrast to Ellora's Jina images, the site's enshrined Buddhas are not seated 

beneath chattras.105  In fact, chattras appear in only two contexts within the Buddhist caves 

at Ellora.  The most prevalent use of the chattra is above the row of seated Buddhas carved 

on the right side of the rear wall of Cave 12.3.  In these seven images, single parasols form 

a wide canopy over each seated figure.  The umbrellas are carved with a decorative border 
                                                
104 For illustrations, see Pratapaditya Pal, ed., The Peaceful Liberators, cat. no. 51; and C. Sivaramamurti, 
Panorama of Jain Art: South India (New Delhi: The Times of India, 1983), figs. 210, 277, 333 and 447. 
105 The shrine Buddhas at AjaıÒ‡, Aurangabad, and N‡sik also lack chattras.  However, painted Buddhas at 
AjaıÒ‡, particularly those on the pillars in Cave 10, usually have chattras. 
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consisting of rows of beads and pearl festoons and are supported by corpulent flying 

figures.  In terms of their size and location, the chattras mimic the caityavÁk˘as and garland 

bearers that are carved over the other series of seven Buddhas on the left side of the wall.  

While the inclusion of caityavÁk˘as has assisted in their identification as the six past 

Buddhas and the Buddha of this age, the chattras carved over the other seven Buddhas do 

not provide enough information in regard to this group's identity.106 

The only other images in Ellora's Buddhist caves that contain chattras are what are 

commonly referred to as "intrusive" reliefs.  These carvings, which are rather small in size 

and are often grouped together, indicate a second or later phase of artistic activity that 

occurred after the original excavation of the cave.  Many of Ellora's Buddhist caves contain 

such reliefs and they are important in terms of understanding the artistic and ritual 

development of the site.  Although there are a large number of these reliefs, mostly Buddha 

images, only a few include chattras.  From my extensive field notes and photos from the 

site, I found only four images with this attribute: three from Cave 10 and one from Cave 

2.107  The most interesting of these is a relief of an enthroned Buddha from the upper 

balcony of Cave 10.  This image is the only one that depicts a Buddha seated under a triple 

chattra rather than a single parasol.  This relief is, of course, also noteworthy because it is 

the only sculpture in all of the Buddhist caves that is accompanied by an inscription.  Based 

on the paleography of the epigraph, which cites the Buddhist "creed,"108 along with a 

consideration of the style of the image, the relief was most likely carved in the eighth 
                                                
106 Although this is the case, most scholars suggest that these Buddhas represent an unusual grouping of seven 
Jina Buddhas.  See Geri Malandra, Unfolding a MaıÛala: The Buddhist Cave Temples at Ellora (Albany: 
SUNY Press, 1993), 87 and n. 83. 
107 Two images in Cave 10 include a standing Buddha (upper story, across from stairwell) and a seated 
Jambhala (lower story, right corner).  The chattra of Jambhala appears to have been an afterthought as it is only 
incised above the niche containing the relief.  In Cave 2, the relief depicts a seated Buddha and attendants (front 
wall, left of door). 
108 The inscription reads: ye dharma hetu prabhav‡ hetuÔ teshaß tath‡gato hyavadattesh‡ß cha yo nirodha 
evaß v‡di mah‡˜ramaıa[˛].  See James Burgess and Bhagwanlal Indraji, Inscriptions from the Cave-Temples 
of Western India with Descriptive Notes, &c., (Archaeological Survey of Western India, 1881; reprint Delhi: 
Indian India 1976), 91. 
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century.109  The inclusion of a chattra here, not to mention the fact that it is three-tiered, may 

be due to the strong presence of this attribute in contemporary Jain art. 

It is of course also possible that these "intrusive" reliefs were carved in the mid-

eighth century, when work focused on the neighboring Hindu monuments.  However, here 

too, the umbrella does not appear to be a major attribute for Hindu deities.  With the 

exception of images of river goddesses, the chattra is often not used in Hindu art.  In 

Ellora's Hindu caves, the chattra is used only sporadically in this context, appearing over 

the figures of GaÔg‡ and Yamun‡ in Caves 14, 15, and in the Kail‡san‡tha complex, but 

not over the reliefs of these goddesses in Caves 21 and 29.  Though this is the case, there is 

nonetheless, another rare example of a triple chattra in one of the ninth-century Hindu 

caves, again suggesting a transposition of this element from Jain art.110 

In addition to the chattra, representations of a sacred tree (caityavÁk˘a) can be found 

either carved or painted over Ellora's main shrine Jinas.  According to a number of late 

medieval iconographical texts, as well as the extended biographies of the Jinas, each 

T„rthaÔkara attained kevalaj§‡na while meditating under a specific type of tree.  The banyan 

tree (Ficus indica), for example, provided protection for the meditating Jina Ë˘abhan‡tha 

while the dhava or dh‡taki tree (Grislea tomentosa) is associated with P‡r˜van‡tha.111  In 

the Uttarapur‡ıa, Mah‡v„ra is said to have reached the state of supreme knowledge while 

seated under a ˜‡l tree (Vatica robusta).112  Although different species of trees are 

mentioned in these texts to distinguish each T„rthaÔkara and their episode of kevalaj§‡na, 
                                                
109 Geri Malandra provides a date of ca. 700.  See Geri Malandra, Unfolding a MaıÛala, 59.  James Burgess and 
Bhagwanlal Indraji suggest that the epigraph is incised in characters of the eighth or ninth century.  See James 
Burgess and Bhagwanlal Indraji, Inscriptions from the Cave-Temples of Western India, 91. 
110 The triple chattra appears over the river goddesses in Cave 14 of the Gaıe˜a Leıa series of excavations. 
111 Although ¯vet‡mbara and Digambara lists are not identical, the caityavÁk˘as for 16 Jinas -- Ë˘abhan‡tha, 
Ajitan‡tha, Sambhavan‡tha, Sumatin‡tha, Sup‡r˜van‡tha, Candraprabha, Anantan‡tha, Dharman‡tha, 
¯‡ntin‡tha, Kunthun‡tha, Aran‡tha, Mallin‡tha, Munisuvrata, Namin‡tha, P‡r˜van‡tha, and Mah‡v„ra -- are the 
same for both sects.  For the entire list see U.P. Shah, "Caitya-VÁk˘as," in his Studies in Jaina Art (Banaras: 
Jaina Cultural Research Society, 1955), 76. 
112 K.C. Lalwani, trans., "Uttarapur‡ıa (Life of Mah‡v„ra from canto 74)" Jain Journal VII (April 1973): 217, v. 
350. 



 49 

interestingly, in medieval lists enumerating the a˘Òamah‡pr‡tih‡rya, the a˜oka tree (Saraca 

indica) is singled out as the appropriate tree to be depicted over the head of all Jina images.  

Moreover, it is this tree that appears in the center of a Jina's samavasaraıa. 

At Ellora, the majority of the caityavÁk˘as carved and painted above the shrine Jinas 

appear to be a˜oka trees.113  The long, thin leaves of this tree are clearly carved above the 

shrine Jinas in J16 (Fig. 24) and J18 (Fig. 26), and painted above the Jina in J21 (Fig. 23).  

Similar leaves are carved above the shrine images in CK1 (Fig. 22), J6, J15 and J25, and 

over the side wall Jinas of J18.  While these representations only include the leaves of the 

a˜oka tree, the caityavÁk˘as in the shrines of CK2 (Fig. 6), CK3, J14, J17, and J19 also 

feature the round clusters of flowers that bloom on this type of tree.  The flower clusters are 

carved near the top tier of the chattra while the leaves hang down on either side of the 

umbrella.  This particular representation of the a˜oka tree has direct visual ties to earlier 

images produced in northern India,114 while the large canopy of foliage found in the other 

shrines at Ellora is more typical of southern Jina images.115  The inclusion of both designs 

at Ellora seems to result from the site's location in the Deccan plateau, a region noted for its 

incorporation of northern and southern artistic styles. 

In contrast to Ellora's Jina images, only a few Hindu and Buddhist sculptures at the 

site are crowned by a caityavÁk˘a.  In the Kail‡san‡tha temple, the most elaborate example 

of foliage is found over an image of Um‡ (or AnnapÂrıa) carved on the ceiling of the 

temple antechamber.116  In this relief, the tree emerges directly from Um‡'s locks of hair, 
                                                
113 It should be noted that the caityavÁk˘as in the shrines of J10, J11, J12, J13, J20, J22, J23, and J24 are 
difficult to identify due to the crumbling layers of plaster and paint and/or the accumulation of bat guano.  Both 
the chattra and caityavÁk˘a in J26 are not carved. 
114 See for example the seventh-century stone sculptures from Uttar Pradesh illustrated in Pratapaditya Pal, The 
Peaceful Liberators, 133 and 174, cat. nos. 20 and 58. 
115 During the medieval period, the tree plays a much more significant role in Jina images from South India, 
including those carved in southern cave sites.  For illustrations, see C. Sivaramamurti, Panorama of Jain Art, 
pages 17, 57, 60, 62, 63, and 68 among others. 
116 K.V. Soundara Rajan identifies the goddess as Um‡ or Par‡˜akti while R.S. Gupte identifies her as a form of 
DÂrg‡ called AnnapÂrıa.  See K.V. Soundara Rajan, "R‡˘ÒrakÂÒas of MaÎkheÛ: Upper Variation, Phase I," in 
Michael W. Meister and M.A. Dhaky, eds. Encyclopedia of Indian Temple Architecture, South India, Upper 
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indicating her close association to the natural world.  In her left hand, she grasps a large 

water-pot which also illustrates her connection to themes of creation and sustenance.  

Similar representations of goddesses (or yak˘„s) beneath abundant amounts of foliage are 

also found in some of the site's earliest Hindu caves.  For example, the ˜‡labha§jik‡s on the 

facade of Cave 21 and those on the pillars of Cave 17 are presented under lush canopies of 

foliage.  In these carvings, the artists have carefully differentiated the types of trees over 

each figure, portraying a variety of species that include mango, a˜oka, and ˜‡l. 

In Ellora's Buddhist caves, the interest in carving a variety of trees is found in only 

three reliefs: the M‡nu˘i Buddhas of Caves 11.2.1, 11.2.3, and 12.3.117  In these examples, 

different trees are carved to distinguish specific Buddhas.  In the large relief in Cave 12.3, 

the trees include, from left to right: p‡Òal„ (Bigonia suaveolens), puıÛarin (Hibiscus 

mutabilis), ˜‡l (Vatica robusta), ˜ir„˘a (Acacia sirissa), uÛumbara (Ficus glomerata), banyan 

(Ficus indica), and the a˜vattha or bodhi tree (Ficus religiosa).118  The variety and scale of 

the foliage carved above these Buddhas contrasts to the presentation of the main shrine 

Buddha images at the site, where only one sculpture out of twenty is carved with a large 

tree overhead.119  In this singular image, located in the main shrine of Cave 4, the Buddha is 

making the gesture of dharmacakramudr‡ and is seated in pralambapad‡sana.  Rising up 

from the apex of the halo and forming a canopy over his head is an oblong-shaped tree with 

curving branches.  Given the visual prominence of this element, it is curious that it is not 

repeated in any other shrine at the site.120  It is even more surprising that trees or leaves are 

                                                                                                                                            
Dr‡viÛade˜a: Early Phase AD 550-1075, 118; and R.S. Gupte and B.D. Mahajan, Ajanta, Ellora, and 
Aurangabad Caves, 205. 
117 The M‡nu˘i Buddhas in Caves 11.2.1 and 11.2.3 are located in the shrine, above the attendant bodhisattvas. 
118 R.S. Gupte and B.D. Mahajan, Ajanta, Ellora, and Aurangabad Caves, 179. 
119 The twenty shrine images are found in Caves 2, 3, 3A, 4, 5, 5RW, 6, 8, 8A, 9, 10, 11.1, 11.2.1, 11.2.2, 11.2.3, 
11.3.2, 12.1, 12.1-2, 12.2, and 12.3. 
120 The only other similar usage of foliage can be found above the figures of Avalokite˜vara and Maitreya 
flanking the shrine door of Cave 6.  In both examples, the foliage replicates the fruit and leaves from a mango 
tree. 
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not found above the shrine images which appear to depict the Buddha's enlightenment,121 

where we would expect to find such carvings.  In fact, the only Buddha image that includes 

leaves of the bodhi tree is the one carved on the stÂpa in Cave 10.122 

The limited presentation of trees in Ellora's Buddhist shrines, and at other Buddhist 

sites such as AjaıÒ‡ and Aurangabad, signals a change from Ku˘‡ıa-period Buddhist art 

where the leaves of the bodhi tree are invariably depicted over seated Buddha images.  As 

Janice Leoshko has observed, the bodhi tree has a special significance and meaning in early 

Buddhist art as it is tied to the biography of ¯‡kyamuni and the act and place of his 

enlightenment.123  The importance of the tree in early Buddha images contrasts to Ku˘‡ıa-

period Jina sculptures which do not typically feature leaves or trees.124  According to 

Leoshko, the general absence of the tree in early Jina images "may be related to the relative 

dearth of Jaina narrative imagery from this period" as well as a more limited interest in "the 

personal nature of the Jinas."125  This does seem to be the case during the Ku˘‡ıa period 

because in later centuries, when the Jinas' biographies start to be expanded and the Jinas are 

more individualized, the tree becomes a more prominent element in Jina iconography.  In 

Jain Pur‡ıic literature, for example, the tree identified for each Jina's kevalaj§‡na is also 

enumerated as the type of tree under which each Jina renounced the world.126  The 

repetition of the same type of tree for each event serves to link these important episodes 

together while it reinforces the designated tree specific to each Jina. 

                                                
121 These are found in 11.2.1, 11.2.3, 12.2, and 12.3. 
122 This presentation also significantly differs from the side-wall Buddhas in Cave 12.3 (Buddhas #8 and #9) 
where only branches from a tree emerge above the Buddha's halo.  The replication of this design can be seen in 
the relief of ¯iva Mah‡yogi in Cave 16, attesting to the closeness in date between these images. 
123 Janice Leoshko, "Reviewing Early Jaina Art," in N.K. Wagle and Olle Qvarnstrîm, eds., Approaches to 
Jaina Studies: Philosophy, Logic, Rituals and Symbols (Toronto: University of Toronto Centre for South 
Asian Studies, 1999), 330. 
124 Ibid.  Although trees and/or leaves are generally not presented above Jina images during this period, there 
are a few examples which have leaves near the top of the halo or carved on the back of the sculpture.  See N.P. 
Joshi, "Early Jaina Icons from Mathur‡," 349 and plates 34.II.A and 34.III. 
125 Janice Leoshko, "Reviewing Early Jaina Art," 330. 
126 U.P. Shah, "Caitya-VÁk˘as," in his Studies in Jaina Art, 74. 
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The halo, chattra, and caityavÁk˘a, identified and discussed in this section, are 

clearly elements which define the Jina as a royal and divine being.  Carved and painted 

above the head of the T„rthaÔkara, they collectively demarcate his special status and clearly 

differentiate these liberated beings from other divine figures.  Visually, they add height to 

the seated image, which is already elevated from the ground via the elaborate si¸h‡sana.  

While the inclusion of these elements vertically frames the Jina's body, other carvings, 

which include fly-whisk attendants, flying garland bearers, and celestial musicians, broaden 

the width of the image and add to the glorified presence of the Jina.  It is as if the Jina's 

divine radiance has emanated outward to fill up the entire back wall of the shrine.  In the 

following section, I will discuss how this is accomplished through an analysis of the final 

four mah‡pr‡tih‡ryas: c‡maras, surapu˘pasuvÁ˘Òi, divyadhvani, and devadundubhi. 

Attending the Jina: Fly-whisks,  Celestial Flowers,  Divine Sounds,  and 
Heavenly Drums 

Although the Jina is presented in the solitary act of meditation, he is nonetheless 

surrounded by a retinue of celestial and earthly attendants.  In all twenty-one main shrine 

Jinas at Ellora, the T„rthaÔkara is flanked by male attendants who hold fly-whisks 

(c‡maras).  The c‡mara, made from the hair of a yak's tail, is emblematic of royalty and 

divinity as both kings and gods are often described in texts as being fanned by such 

implements.  In the KalpasÂtra, for example, Mah‡v„ra's father, King Siddh‡rtha, is fanned 

by white c‡maras after a ritual bath and prior to holding audience with the Á˘is who will 

interpret his wife's dreams.127  Similarly, the "kings of gods" who carry Mah‡v„ra's 

palanquin during the renunciation procession are also accompanied by fly-whisk 

attendants.128  The most elaborate textual presentation of c‡maras is found in early medieval 

accounts describing the Jina's first preaching in the samavasaraıa.  According to the ninth-

                                                
127 K.C. Lalwani, trans., "KalpasÂtra (Life of Mah‡v„ra)" Jain Journal VII (April 1973):179. 
128 K.C. Lalwani, trans., "Uttarapur‡ıa (Life of Mah‡v„ra from Canto 74)," 214. 
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century ‚dipur‡ıa, the Jina Ë˘abhan‡tha was surrounded by sixty-four yak˘as waving fly-

whisks during this event.129  C‡maras are found in many other literary contexts as well and 

are even included as one of the eight auspicious symbols (a˘ÒamaÔgala) for Digambaras.130 

The majority of Ellora's shrine Jina images are carved with two c‡mara 

attendants.131  Both are male and they stand partly behind the T„rthaÔkara's throne.  Each 

one holds the c‡mara with his outside hand, while resting the inside hand upon the back of 

the throne crossbar.132  The attendants are ornamented in a similar fashion which includes a 

conical headdress, circular earrings, a broad necklace encrusted with jewels, a band of 

square gems worn around the torso, a beaded yaj§opav„ta (sacred thread), armlets, 

bracelets, and a triple-pleated lower garment which is tied to the side with a sash.  Halos are 

carved and/or painted in most cases.133  While their style of dress and general presentation 

is consistent with c‡mara attendants found in the Jain shrines at Dh‡r‡˜iva, AihoÎe, and 

B‡d‡m„, they do differ in some ways from the attendants carved in Ellora's Buddhist 

shrines. 

For the most part, the fly-whisk attendants behind the Buddha's throne at Ellora are 

bodhisattvas.  The figure on the viewer's left (when facing the shrine image) is invariably 

Avalokite˜vara, who is identifiable through his ascetic jaÒ‡mukuÒa and the long-stemmed 

lotus that he holds in his proper left hand.  In his proper right hand is the fly-whisk.  In the 

earlier caves (Caves 2, 3, 5 and 8) the accompanying bodhisattva on the right-side of the 

throne appears to be Maitreya, who wears a crown with a small stÂpa-shaped crest-jewel.  

                                                
129 ‚dipur‡ıa 23.48-60. 
130 For Digambaras, the eight auspicious signs include: bhÁÔg‡ra (golden pitcher), kala˜a (water-pot), darpaıa 
(mirror), c‡mara (fly-whisk), dhvaja (banner), vyajana (fan), chattra (umbrella), and suprati˘Òha (auspicious seat).  
The list for ¯vet‡mbaras includes the water-pot and the mirror plus the svastika, ˜r„vat˘a (diamond-shaped 
emblem), nandy‡varta (auspicious whorl), varddham‡naka (powder-flask), bhadr‡sana (throne), and matsya-
yugama (pair of fish). 
131 These are CK1, CK 2, CK 3, J6, J10-J18, J21-J23, and J25. 
132 The only exception is the shrine image in J11 where the two attendants use both hands to hold the c‡mara.  
This may be an earlier artistic convention as it is found in the Jain shrines of AihoÎe and B‡d‡m„. 
133 The notable exceptions are found in CK 1-3. 
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In some of the latest shrines at the site (inside Caves 11 and 12) Maitreya is replaced by the 

bodhisattva Vajrap‡ıi who holds a vajra in his proper left hand and a fly-whisk in his 

proper right.  These bodhisattva attendants differ from the "generic" c‡mara attendants that 

flank the Jina's throne in that the Buddhist attendants are recognizable as specific 

individuals in the Buddhist pantheon.  In comparison to "generic" c‡mara attendants, their 

elevated status as bodhisattvas somewhat downplays their role as mere fly-whisk 

attendants.  The ambiguity of their role as subservient figures is even witnessed in the 

shrines of Caves 5RW, 8A, 9, 10, 11.1, 11.2.2, and 11.3.2 where the bodhisattvas flank the 

Buddha but do not hold fly-whisks.134  Clearly in these cases, their subservient status is 

questionable.  Moreover, in the Buddhist shrine 12.1, two n‡gas holding fly-whisks stand 

behind the Buddha's throne.  The relative variety of attendant figures in the Buddhist caves, 

and whether or not they hold fly-whisks, contrasts to the more rigid iconographical 

program found in the majority of Ellora's Jain caves.  All of the attendants flanking the 

Jinas hold c‡maras and all are richly ornamented and bejeweled, thereby accentuating the 

expression of royal symbolism conveyed by the shrine image. 

Inside the shrines of caves J19, J20, J24, and J26, the Jina is flanked by four 

c‡mara attendants.  In J19 and J20, the attendants stand to the side of the throne and are not 

fully visible until one enters the sanctum (Fig. 25).  All four attendants are equal in height 

and they hold c‡maras in their outside hands.  In J24, the outer attendants stand somewhat 

lower than the inner pair who are partly obscured by the throne-back.  Like those in J19 

and J20, all of the attendants hold the fly-whisk in their outside hand.  The shrine image in 

J26 has the most unique presentation of c‡mara attendants at the site.  In this sculpture, the 

inside pair of attendants are quite small in size and emerge mysteriously from the back of 

the throne (Fig. 21).  They hold the fly-whisk in their outside hand and place the other hand 
                                                
134 An interesting variant is found in 5RW where Avalokite˜vara holds his long-stemmed lotus across his 
chest as if it were a fly-whisk. 
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on their hip.  The larger flanking attendants are quite similar to others carved in Ellora's Jain 

shrines with the exception that they hold a citron in their hand closest to the throne.  While 

this attribute is commonly held by images of Jain yak˘as, its inclusion in association with 

c‡mara bearers is unprecedented at the site.  In fact, similar representations are found only 

on images produced further south in Karnataka during the tenth through twelfth 

centuries.135 

The likelihood that artists from Karnataka and even Tamil Nadu worked within 

Ellora's Jain caves is evident in the increased number of attendants witnessed in J19, J20, 

J24, and J26, as this in itself is rarely encountered in Jain art -- except in a few examples 

from South India.  For example, the tenth-century ¯‡ntin‡tha temple at KambaÛahaÎÎ„ in 

Karnataka has a relief depicting an enthroned Jina surrounded by four c‡mara attendants as 

does the eighth and ninth-century rock-cut site of Kalugumalai in Tamil Nadu.136  Similar 

small reliefs of Jinas with four c‡mara attendants are even found at Ellora, carved along the 

side walls of the ChoÒ‡ Kail‡sa and in CK 3.  However, in relation to the immense amount 

of carving in Ellora's Jain caves, these isolated reliefs make up only a small percentage of 

the total.  Nonetheless, they do attest to the presence of southern artists working at the site. 

The inclusion of two c‡mara attendants in the vast majority of medieval Jina images 

continues an artistic convention first established during the Gupta period.  Among the 

earliest Jina sculptures to be flanked by fly-whisk attendants are the three images now 

housed in the Vidi˜‡ Museum, near Bhopal.  These three Jinas, mostly renown for their 

inscriptions which verify the historicity of the Gupta king R‡magupta, were not discovered 

                                                
135 For illustrations of sculptures from Shimoga, Gulbarga, and Dharwar districts in Karnataka, see C. 
Sivaramamurti, Panorama of Jain Art, figs. 131, 209, 210, 248, 249, 440, 470, and 487; and Pratapaditya Pal, 
ed., The Peaceful Liberators, cat. no. 51. 
136 For an illustration of the ceiling relief at KambaÛahaÎÎ„ see C. Sivaramamurti, Panorama of Jain Art, plate 
190A.  Interestingly, two of the c‡mara bearers are n‡gas.  For illustrations of the reliefs at Kalugumalai see A. 
Ghosh, Jaina Art and Architecture, v. 2, plate 137B.  K.V. Soundara Rajan has also explored similarities in 
architectural design and excavation techniques between Kalugumalai and Ellora in his book Rock-Cut Temple 
Styles: Early Pandyan Art and the Ellora Shrines (Mumbai: Somaiya Publications, 1998). 
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until 1969.137  In the best preserved sculpture (in terms of the attendants), the fly-whisks 

are quite large, vying in size with the bearers themselves.  Both c‡mara attendants hold the 

whisk in their proper right hand, a convention also found with attendant figures flanking 

contemporary Buddha images.  While the attendants to the Vidi˜a Jina are dressed 

identically, there is some slight variation in the design of their headgear.  This subtle interest 

in differentiating the two c‡mara bearers, which is also found in a few other Gupta-period 

Jina images, may reflect a practice more common in Buddhist art.138 

While fly-whisk attendants have been at ¯‡kyamuni's side since the emergence of 

the Buddha image, curiously, most Ku˘‡ıa-period Jinas lack these attendants.  Even though 

many early Jina images include carvings of worshippers, ranging from monks, nuns, 

laypeople, n‡gas, and Brahmanical deities, attendants holding c‡maras are quite rare.  The 

only examples that I am aware of include three Jina sculptures from Mathur‡ and an 

‡y‡gapaÒÒa that depicts one flanking figure in adoration of the Jina while the other holds a 

c‡mara.139  The focus on devotion to the Jina, rather than on signs of royal comfort, 

distinguishes these early sculptures from their Buddhist counterparts.  And, as Janice 

Leoshko has noted, "the fact that sculptures of [Ku˘‡ıa-period] Jinas rarely include 

attendants like those regularly flanking a seated Buddha may have been meant to mark the 

isolation of these Jaina figures in terms of the message of non-engagement and 

liberation."140  Indeed, the isolation of the Jina as a liberated being is further enhanced in 

                                                
137 G.S. Gai, "Three Inscriptions of R‡magupta," Journal of the Bhandarkar Research Institute XVIII (1969): 
245-51; and D.C. Sircar, "Vidi˜‡ Jain Image Inscriptions of the time of R‡magupta," Journal of Ancient Indian 
History III (1970): 145-51.  Only Joanna Williams has noted the importance of these images beyond the 
content of their inscriptions.  See her book The Art of Gupta India, 25-6 and 28-9. 
138 For one example of a Jina with c‡mara bearers that are differentiated by their headgear, see Pratapaditya Pal, 
ed., The Peaceful Liberators, cat. no. 19.  The juxtaposition of an ascetic and kingly attendant common in 
Gupta-period Buddhas, such as at AjaıÒ‡, may allude to stages of ¯‡kyamuni's life prior to Buddhahood or to 
those drawn to the Buddha's teaching (i.e. both the lay and monastic communities). 
139 The three Jina sculptures are identified by N.P. Joshi, "Early Jaina Icons from Mathur‡," 351.  For an 
illustration of the ‡y‡gapaÒÒa, see Pratapaditya Pal, ed., The Peaceful Liberators, cat. no. 10. 
140 Janice Leoshko, "Reviewing Early Jaina Art," 330. 
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some early sculptures where the worshippers are carved only on the base of the image, thus 

physically separating them from the T„rthaÔkara. 

However, in the fourth century, interesting modifications to the Jina image start to 

occur which include a decrease in the number of worshippers and an increase in royal 

symbolism.  These changes, perhaps influenced in part by developments in Buddhist art, do 

not eliminate the conception of the Jina as an isolated figure, rather, they accentuate this 

remoteness by showing the meditating T„rthaÔkara in the midst of all that he has renounced.  

In other words, the Jina is presented as one who has rejected worldly sovereignty and has 

become a spiritual king. 

Contributing to the increased role of royal and divine symbolism expressed in post-

Ku˘‡ıa-period Jina images is the inclusion of celestials that hover above the T„rthaÔkara.  

These figures, sometimes depicted individually or as couples, perform a variety of 

functions.  Some of the earliest Jain examples show these figures suspended above the Jina 

while holding long garlands of flowers.141  Their inclusion not only identifies the 

T„rthaÔkara as a special being worthy of veneration, but in essence replicates certain acts of 

devotion (particularly flower pÂj‡) performed to such images.  Garland bearers, or 

m‡l‡dharas, are an important component in the main shrine images carved at Dh‡r‡˜iva and 

at B‡d‡m„.  They are not, however, carved in the main shrine at AihoÎe, but this may be due 

to a restriction of space within the shrine, as the c‡maras held by the throne attendants are 

quite large. 

In Ellora's Jain caves, ten of the shrine images (i.e. approximately half) include 

m‡l‡dharas.142  Six of these images include only two male garland bearers that are carved 

                                                
141 For illustrations of Gupta-period Jinas with flying celestials, see A. Ghosh, Jaina Art and Architecture, v. 1, 
plates 44, 45, 47A&B, and 63.  Garland bearers are also found in early Buddhist and Hindu art as they are pan-
Indian figures who help define the presence of something sacred or divine. 
142 These include CK 1, J6, J10, J12, J17-J20, J24, and J25.  The celestials in J16 could also be included in this 
group, though they hold lotus buds rather than garlands of flowers. 
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on either side of the chattra.  The pair in J25, for example, is carved with a similar conical 

headdress as the c‡mara attendants below them.  Each has their inside leg bent at the knee to 

indicate that they are flying through the air.  Their arms are held out in front of them, with 

each hand grasping the end of the flower-garland.  The m‡l‡dharas in J19 (Fig. 19) are 

similar to those in J25, however, their bodies are carved in greater perspective, adding to 

the illusion that they are flying towards us rather than merely being suspended in mid-air.  

They too hold the garland out in front of them, but in this case, the garland is beaded and 

twisted, much like the toraıa that surrounds the Jina's halo.  In the neighboring J18 (Fig. 

26) and J20 (Fig. 25), the garland bearers consist of flying couples, both holding garlands 

and facing the viewer.  In J24, pairs of m‡l‡dharas fly towards the chattra with the males 

holding the garland and the females making gestures of homage. 

The celestial garland bearers carved in Ellora's Jain shrines, even in their variety of 

forms, do not deviate far from Gupta prototypes.  Nor do they differ significantly from 

celestials carved within the site's Buddhist and Hindu caves.  Like the Jain m‡l‡dharas, the 

garland bearers in Ellora's Buddhist and Hindu monuments appear either as a pair of male 

figures or males coupled with a female consort.  In the Buddhist examples, which are 

carved over sculptures of both Buddhas and bodhisattvas, the male m‡l‡dharas tend to be 

rather corpulent in figural form and they often hold one end of the garland higher up than 

the other.  In some cases, they are even encased in a cloud design.  Representations of 

flying couples are found throughout the Buddhist caves, though they are particularly 

apparent over the later Buddha images carved in Caves 11 and 12. 

In Ellora's Hindu monuments, m‡l‡dharas can be found in two contexts: either they 

hover over individual sculptures of deities or they are carved on the exterior of the main 

shrine.  In the early phase of Hindu activity at the site, such as in Caves 14 and 17, 

m‡l‡dharas can be found hovering over sculptures of DÂrg‡, Vi˘ıu, and Brahm‡.  While 
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the presence of garland bearers is more limited in the site's later Hindu caves, one notable 

exception is the pair of m‡l‡dharas that hover over a ca. ninth-century image of ¯iva-

Mahe˜a.143  Rather than being directly over the deity, it is more common to find m‡l‡dharas 

on the exterior of the sanctum, above the shrine dv‡rap‡las.144  In this location, they 

demarcate the divine presence within the shrine -- the rock-cut liÔga and yoni. 

The inclusion of m‡l‡dharas on Jain, Buddhist, and Hindu sculpture, both at Ellora 

and elsewhere, points to their universal efficacy as markers of the divine.  Their presence 

adds to the beauty and sanctity of the image while their offering of garlands illustrates ideal 

devotional practices.  Although m‡l‡dharas are essentially pan-Indian celestial figures, 

some art historians identify the garland bearers on Jina images as one of the eight great 

attributes of the Jina known as the surapu˘pasuvÁ˘Òi. 145  Literally translated as "a shower of 

celestial flowers," this attribute refers to a specific act of worship performed by the gods 

during the Jina's samavasaraıa.  According to the ‚dipur‡ıa, for example, when the Jina 

Ë˘abhan‡tha sat on the lion-throne in the center of the celestial assembly hall, a resplendent 

halo appeared behind him and the gods showered him with flowers.146  Although this is the 

"main event" to be represented as a mah‡pr‡tih‡rya, the gods scatter flowers in other 

contexts as well, such as in the preparation of the ground where the celestial hall is to be 

built and during the Jina's procession to the samavasaraıa. 

Although it is difficult to be certain whether or not the inclusion of m‡l‡dharas 

above Ellora's Jina images is meant to convey the surapu˘pasuvÁ˘Òi, one shrine image at the 

site clearly suggests such an association.  The image is located in the shrine of J18 -- what 
                                                
143 This relief is carved on the rear wall of the sanctum of one of the ca. ninth-century caves located above Cave 
29. 
144 In terms of establishing a relative chronology of Ellora's caves, Walter Spink has made the important 
observation that the flying m‡l‡dharas in Ellora's early Hindu caves tend to face or fly towards the shrine door, 
while later celestials in most of the Buddhist caves converge upon the figure they are hovering over.  For the 
implications of this observation on the Hindu Cave 14 and the Buddhist caves, see his article, "Ellora's Earliest 
Phase," 19. 
145 M.N.P. Tiwari, Elements of Jaina Iconography, 5-6; and U.P. Shah, Jaina-RÂpa-MaıÛana, 83. 
146 ‚dipur‡ıa 23.30-5 and 23.65-8. 
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is arguably one of the most important cave-temples at the site.147  In this shrine image, the 

Jina is seated under a large triple chattra and flanked by two c‡mara attendants (Fig. 26).  

Carved in the spaces between the attendants and the Jina's halo are two open palms, each 

with a rosette in the center.  The fingers of the hands point downwards, as if releasing the 

flower from their grasp.  In comparison to the garland bearers flanking the chattra, the open 

palms, which hover in mid-air, clearly present a more literal representation of the 

surapu˘pasuvÁ˘Òi.  However, it should be noted that this is the only image at Ellora, both 

inside and outside the shrines, to include this attribute.  In fact, I have not seen this element 

on any other Jina images produced elsewhere.  The closest representations are found on 

some tenth and eleventh-century images from Karnataka and Orissa, but even in these 

cases, the Jina is flanked only by open rosettes.148  The fact that the palm-rosette motif was 

not replicated at Ellora or in any other sculptures is curious, but it does suggest that such a 

literal presentation of the surapu˘pasuvÁ˘Òi did not gain favor by either artists or patrons. 

In addition to the shower of celestial flowers, the two remaining 

a˘Òamah‡pr‡tih‡ryas (the divyadhvani and devadundubhi) are also specifically associated 

with the Jina's samavasaraıa.  The first of these, the divyadhvani, refers to the divine sound 

or reverberation that emanates from the Jina's body when he preaches his first sermon to 

the assembly.  Textual accounts differ on the exact nature of this sound.  According to 

¯vet‡mbara texts describing this event, the Jina's voice extended for one yojana (a 

measurement equal to either eight miles or four-thousand miles).149  His sermon was 

understood immediately by the entire assembly of celestials, humans, and animals, as his 

                                                
147 This temple and its ritual role for the site is discussed in detail in Chapter Six. 
148 A few eleventh-century images from Karnataka are illustrated in C. Sivaramamurti, Panorama of Jain Art, 
figs. 270 and 278.  Examples from Orissa can be found in the reliefs carved in the KhaıÛagiri caves and in a 
unique image of Ë˘abha from Mayurbhanj.  For the latter, see A. Ghosh, ed., Jaina Art and Architecture, v. 1, 
163 and plate 88.  For illustrations of reliefs from KhaıÛagiri see B.C. Bhattacharya, The Jaina Iconography, 
plates VIII, IX, X, XIV, XIX, and XXIV. 
149 Helen M. Johnson, trans., Tri˘a˘Òi˜al‡k‡puru˘acaritra, v. 1, 99. 
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speech was miraculously transmitted in the native language of each listener.  This contrasts 

to Digambara descriptions of the samavasaraıa where the Jina spoke in the 

Sarv‡rtham‡gadh„ language (i.e. a language encompassing all the Pr‡kÁit dialects).150  

According to these accounts, the sound of this language resembled the roar of surging 

oceans.151  The divyadhvani is also often compared to the auspicious sound of O˝.152  In 

either case, in Digambara literary traditions only the Jina's chief disciples could understand 

the sermon, so they translated its content for the assembly of listeners. 

Although the divyadhvani refers specifically to the divine sound of the Jina during 

the samavasaraıa, the term can also be used to describe heavenly music in general.  

Descriptions of divine music permeate the biographies of the Jinas, serving as a form of 

announcement that something extraordinary is taking place.  The renunication procession of 

Mah‡v„ra, for example, is filled with heavenly sounds including: "the best of instruments, 

such as TÂrya, Yamaka, Samaka, Conch, Paıava, PaÒaha, Bher„, Jhallar„, Kharamukhi, 

Dundubhi and many others."153  Similar sounds reverberated through the city of 

Kundapura at the time of Mah‡v„ra's birth and when his father, King Siddh‡rtha, was 

performing a ceremony for the establishment of Mah‡v„ra as his heir.  According to the 

KalpasÂtra: 

King Siddh‡rtha held for ten days [the] 'sthiti-pratijy‡' ceremony under the din and 
sound of trumpets, with great state and grandeur, attended by a large train of 
soldiers, vehicles and attendants and with innumerable guests and visitors, with the 
city filled by the sound, din and noise of conches, cymbals, drums, castanets, horns, 
small drums, kettle drums, Murajas, Mridangas, and Dundubhis...154 

                                                
150 T.N. Ramachandran, "TiruparuttikuıÁam and Its Temples," Bulletin of the Madras Government Museum 
vol. 1, pt.3 (Madras: Government Press, 1934), 110.  Ramachandran has incorporated three Digambara texts in 
his analysis of the samavasaraıa: the ¯r„pur‡ıa, Jinasena's ‚dipur‡ıa, and the Merumandarapur‡ıa written in 
Tamil in the fourteenth century. 
151 Ibid. 
152 Padmanabh S. Jaini, The Jaina Path of Purification (Berkeley: University of California Press, 1979), 42. 
153 K.C. Lalwani, trans., "KalpasÂtra (The Life of Mah‡v„ra)," 190-91, v. 115-16. 
154 Ibid., 187. 
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The enumeration of different types of instruments in itself adds to the cacophony of 

sounds described in the texts.  Moreover, many of these lists are repeated in an almost 

identical fashion which serves to tie these episodes together, demarcating them as 

significant moments in the life of every Jina. 

The fact that the divyadhvani can also refer to divine music has often led to its 

conflation with the final a˘Òamah‡pr‡tih‡rya, the devadundubhi, or "celestial drums."  While 

the playing of drums is an important component in celestial music, as noted by the number 

and different type of drum often mentioned in texts,155 it also has a special role in 

descriptions of the Jina's samavasaraıa.  Once a Jina occupies the lion-throne in the 

celestial assembly hall, "a drum sounds in the sky like a deep cloud, making the four 

quarters ring with its echoes."156  Heavenly drums are also played by the gods at the 

conclusion of the Jina's sermon.157 

Due to the fact that both the divyadhvani and the devadundubhi refer to some form 

of divine music, it is somewhat difficult to distinguish between their representations in 

sculptural form.  In general, art historians tend to identify celestial drummers on Jina 

images as the devadundubhi.  However, if the drummers are accompanied by other 

celestials who hold different instruments, such as the conch or cymbals, either the 

divyadhvani or the devadundubhi is cited as the appropriate mah‡pr‡tih‡rya.  These 

identifications are further complicated by the fact that some scholars of Jain iconography 

define the devadundubhi not as "celestial drums" but as an ensemble of five different 

instruments: the horn, drum, conch, trumpet, and cymbals.158  Thus for many art historians, 

the inclusion of celestial musicians -- regardless of what instruments they are holding -- is 

said to represent one or both mah‡pr‡tih‡ryas. 
                                                
155 In the citations from the KalpasÂtra above, ten of the twenty listed instruments are some form of drum. 
156 Helen M. Johnson, trans., Tri˘a˘Òi˜al‡k‡puru˘acaritra, v. 1, 193. 
157 Ibid., v. 6, 210. 
158 B.C. Bhattacharya, The Jaina Iconography, Appendix A. 
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At Ellora, thirteen of the twenty-one shrine images contain representations of 

celestial music.159  Most of the images are carved with flying figures who hold either a 

drum or cymbals.  In the images carved in J17, J20, J22, and J23, the Jina is flanked by 

musicians who carry only a drum.  They are typically carved adjacent to the m‡l‡dharas, as 

seen in the sculpture in J20 (Fig. 25).  Like the other celestials, the musicians tend to face 

the viewer, while holding a cylindrical drum in front of their chest.  In J6, J10, J11, J12 

(Fig. 20), and J24, the drummer is accompanied by a cymbalist.  In these images, the 

musicians tend to flank the chattra, while the garland bearers hover on the far side of the 

c‡mara attendants.160  Both musicians are carved in profile, as if flying out from behind the 

parasol. 

In addition to the flying figures, celestial music is also represented at Ellora in more 

abbreviated forms.  For example, in J15, CK1, CK2, and CK3, instruments played by 

celestial hands float mysteriously above the Jina.  In CK3, drums suspended by celestial 

fingers are carved in the upper corners of the shrine.  In the images in J15 and CK2 (Fig. 

6), a floating drum is paired with a celestial hand holding cymbals.  A similar presentation 

of divine cymbals is carved above the shrine Jina in CK1 (Fig. 22).  The emphasis on 

instruments (rather than on figural musicians) is repeated in some of the pairs of Jinas 

carved along the side walls of the excavations.  For example, free floating drums flank the 

conch blowers over the paired Jinas in J21 while a drum and cymbal are carved over the 

same musician in panels carved in J18.  The paired drum and cymbal motif is also found on 

the majority of later (ca. tenth century) Jina reliefs carved in J25 and on the side walls of 

CK 1 and CK 3, indicating both its popularity and suitability for smaller-sized reliefs. 

                                                
159 The thirteen are: CK 1, CK 2, CK 3, J6, J10, J11, J12, J15, J17, J20, J22, J23 and J24.  Six shrine images do 
not have representations of celestial music (J14, J16, J18, J19, J21, and J25) while two images are unfinished 
(J13 and J26). 
160 The exception is in J11 where there are no m‡l‡dharas.  Instead, the musicans are carved on either side of the 
attendants. 
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The representation of celestial instruments, particularly the drum, is found in other 

contexts outside Ellora.  In the main shrine in the Jain cave at B‡d‡m„, drums played by 

divine hands flank the Jina.  The celestial nature of this music is accentuated through the 

cloud formations that are carved around the drums.  While this is the only representation of 

the devadundubhi in a rock-cut context outside Ellora, other seventh-century Jina sculptures 

from both North and South India occasionally have this element.  One notable example 

from Madhya Pradesh is currently housed in the Victoria and Albert Museum in London.  

In this sculpture of P‡r˜van‡tha, cylindrical drums with hands are carved at the top of the 

stele.161  Although the drums are identified as symbols of the storm that was sent by the 

demon ¯a¸bara to disrupt the Jina's meditations, they could also simply be representative 

of celestial music as other demons indicative of the attack on P‡r˜van‡tha are not carved in 

this sculpture. 

Unlike representations of drums found on some seventh-century images across 

India, the paired drum and cymbal motif appears to have originated at Ellora -- or at least in 

the Deccan --as the only other contemporary examples are metal Jina images produced in 

this region.162  However by the late tenth century, the drum and cymbal motif appears to 

have spread to eastern India where it is found on Jina sculptures dating from the late tenth 

through twelfth centuries.163  Though derived from Deccani examples, the drum and 

cymbal motif on east Indian images sometimes features a new element, namely, a single or 

triple chattra above each instrument.  Also of interest, the majority of these sculptures are 

from Orissa and they depict the Jina Ë˘abhan‡tha.  The association of the 

devadundubhi/divyadhvani with this particular Jina may reflect medieval Jain textual 

traditions where the samavasaraıa of Ë˘abhan‡tha is described in more detail than that of 
                                                
161 For an illustration of this sculpture, see Pratapaditya Pal, ed., The Peaceful Liberators, cat. no. 21. 
162 See for example the metal altarpiece illustrated in A. Ghosh, Jaina Art and Architecture, v. 3, plate 325B. 
163 For illustrations see A. Ghosh, Jaina Art and Architecture, v. 1, plate 90; v. 2, plates 155 and 161B; and v. 3, 
plates 318A, 325A, and 338A. 
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the other T„rthaÔkaras.  In addition, as seen in the few representations of the 

surapu˘pasuvÁ˘Òi in imagery from Orissa mentioned earlier, certain artistic interactions 

between Ellora and sites in eastern India must have taken place in the tenth century.  While 

Ellora's ties to the south (particularly Karnataka) have been noted by scholars, similar 

investigations have not been conducted concerning sites in eastern India.  Although this is 

the case, it is clear from this preliminary study that the artistic achievements at Ellora played 

an important role in the development of Jina iconography across India in the early medieval 

period. 

Concluding Remarks  

In this chapter, I have conducted an iconographical analysis of Ellora's shrine Jina 

images based on the eight great attributes of the T„rthaÔkara.  Although individual 

mah‡pr‡tih‡ryas such as the si¸h‡sana and the halo appear on Jina images as early as the 

first century CE, the Jina sculptures inside Ellora's Jain shrines are among the earliest to 

exhibit all eight together.  The ninth and tenth centuries are indeed a pivotal and vibrant 

stage in the development of Jina iconography as Ellora's artists elaborated and modified 

some of the elements commonly found on T„rthaÔkara images dating from the Ku˘‡ıa and 

Gupta periods.  The artists of Ellora's Jina sculptures also gave visual form to "new" 

attributes as seen in their innovative presentations of the surapu˘pasuvÁ˘Òi and the 

devadundubhi. 

The inclusion of the a˘Òamah‡pr‡tih‡ryas in these images clearly presents the Jina as 

a spiritual king.  The c‡mara attendants, chattra, and throne are emblematic of the 

T„rthaÔkara's royal status while the halo, caityavÁk˘a, and flying celestials point to the Jina's 

divine or superhuman nature.  In terms of the elaborate presentation of the Jina and his 

retinue (known as the Jina's parikara), Ellora's shrine Jinas are like no others.  This is 

particularly evident in comparison to images carved in later Jain caves, such as those at 
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Ankai, where the Jina is represented without these elements and is flanked by other 

Jinas.164  While late medieval Jain imagery exhibits a greater interest in the twenty-four 

T„rthaÔkaras, and specifically their visual differentiation through various l‡§chanas and 

˜‡sanadevat‡s, the shrine images at Ellora present a composite identity of the Jina as a 

universal, liberated being. 

Part of the shared nature of all twenty-four Jinas is their participation in the 

samavasaraıa; for it is at this time that the Jina is rightly called a T„rthaÔkara, the "maker of 

the ford or crossing place."  Moreover, it is during the Jina's preaching when all eight 

mah‡pr‡tihary‡s appear together.165  Although ¯vet‡mbara and Digambara sources differ 

somewhat in their descriptions of the shape, dimensions and construction of the celestial 

assembly hall,166 certain details regarding the central area where the Jina delivers his 

sermon are consistent.  For example, the center of the assembly hall is demarcated by a 

three-tiered, gem-studded platform which is surmounted by a pavilion.  Inside the pavilion 

is a lion-throne which is crowned by an enormous a˜oka tree and surrounded by c‡mara 

attendants and chattras.  Once the Jina is seated on the si¸h‡sana, a luminous halo appears 

behind his head.167  In ¯vet‡mbara descriptions, a cakra composed of gems and crystals 

materializes in front of the throne while in Digambara sources, yak˘as stand around the 

pavilion and hold a cakra over their head.168  The cakra in both contexts appears to indicate 

                                                
164 The images at Ankai are discussed in Chapter Seven. 
165 Hariva¸˜apur‡ıa 57.162-66; ‚dipur‡ıa 23.36-73.  According to the Samavasaraıa-stavana, when the Jina 
is seated in the celestial assembly hall, the mah‡pr‡tih‡ryas are displayed constantly.  See D.R. Bhandarkar, 
"Jaina Iconography," 159, verse 23. 
166 Ann Wood Norton enumerates the differences between ¯vet‡mbara and Digambara descriptions of the 
samavasaraıa in her doctoral dissertation, "The Jaina Samavasarana," New York University, 1981, 69-72.  In 
general, Digambara samavasaraıas are much larger in their dimensions; they are only circular in plan; they have 
m‡nastambhas; and the concentric rings comprise separate regions.  For a more detailed analysis of the structure 
of the samavasaraıa see Chapter Four. 
167 According to the Tri˘a˘Òi˜al‡k‡puru˘acaritra, the halo of Ë˘abhan‡tha was so luminous that the disc of the 
sun looked like a fire-fly in comparison. 
168 Yak˘as holding a cakra over their heads can be found on the bases of some Ku˘‡ıa-period Jinas.  See N.P. 
Joshi, "Early Jaina Icons from Mathur‡," fig. 34.14.  Though not common in the Gupta and post-Gupta periods, 
this motif is nonetheless found at Ellora on the throne base of the shrine Jina in J21. 
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the discourse ("the wheel of the law") that will be expounded by the Jina.  Prior to his 

sermon, the sound of celestial drums fills the sky and the Jina's image radiates toward the 

four cardinal directions so that he can be seen by the entire assembly. 

Given the Jina's elaborate parikara within Ellora's Jain shrines it is easy to consider 

these images in light of medieval descriptions of the samavasaraıa.  In fact, we can use the 

samavasaraıa as a lens through which to view other types of imagery carved within Ellora's 

Jain excavations.  According to both ¯vet‡mbara and Digambara texts, the compartments or 

rings surrounding the T„rthaÔkara within the celestial assembly hall are filled with 

numerous Jain deities who have gathered to hear the Jina's sermons.  In Ellora's Jain 

excavations, images of Jain deities are indeed found within the main halls and/or on the 

verandas.  In some instances, they even flank the shrine door, thereby adding to the divine 

presence of the Jina.  The identification of these deities, as well as their role(s) within the 

excavations, will be the focus of the next chapter. 
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Chapter Three: Carving the Divine 

In addition to the numerous Jina images that are carved in Ellora's excavations, 

sculptures of Jain deities can be found either inside the main halls or carved on the 

verandas.  These figures are non-liberated beings and their ties to both earthly and divine 

realms are often highlighted in their full-forms and their rich ornamentation.  Seated under 

large canopies of foliage and holding items such as a citron or a tree-branch, Ellora's deities 

are presented as yak˘as and yak˘„s -- divinities associated with trees (both fruit-bearing and 

wish-fulfilling trees) and the natural world.  In medieval Jain art and literature, yak˘as and 

yak˘„s are commonly portrayed as bestowers of well-being -- deities who are capable of 

granting their devotees the means to an enriched, spiritual life.169  They are also typically 

associated with the creation and protection of sacred structures, ranging from miraculous 

towns and palaces to the celestial assembly hall of a Jina.170  Thus, reasons as to why such 

deities are included in nearly all of Ellora's Jain caves may be investigated from many 

angles. 

At Ellora, two deities (one male and one female) are commonly represented in the 

caves.  Although individual sculptures will be examined in detail below, in general, the 

                                                
169 John E. Cort, "Medieval Jaina Goddess Traditions," Numen XXXIV (1983): 235-55; and Phyllis Granoff, 
"Of Mortals Become Gods: Two Stories from a Medieval Pilgrimage Text" in her edited volume titled The 
Clever Adulteress and Other Stories: A Treasury of Jain Literature (Delhi: Motilal Banarsidass, 1993), 182-8. 
170 The identification of these deities as divine architects is particularly apparent in textual sources dating from 
the sixth through twelfth centuries.  In the VasudevahiıÛi (ca. 500-700), the capital city of Vin„t‡ was created 
for the first T„rthaÔkara, Ë˘abhan‡tha, by the yak˘a Vesamaıa.  This story is repeated in Hemacandra's twelfth-
century Tri˘a˘Òi˜al‡k‡puru˘acaritra, though in this version, Kubera, the king of yak˘as not only builds the 
capital city out of diamonds and sapphires, but fills it with clothes, ornaments, money, and grain.  According to 
the Tri˘a˘Òi˜al‡k‡puru˘acaritra, the samavasaraıa of Ë˘abhan‡tha is also built by yak˘as.  Identified as vyantara 
gods, this class of yak˘as is responsible for ritually preparing the ground where the sacred structure is to appear.  
They cover the area with pieces of gold and gemstones and then scatter flowers over its surface.  Once this is 
performed, these yak˘as create the gateways and various ramparts within the assembly hall and decorate them 
with jewels, garlands, flags, chattras, eight auspicious symbols, and pots filled with incense.  Of significance, 
they also magically create the central dais of the structure, complete with its caitya-vÁk˘a, lion-throne, and triple 
chattra.  Once Ë˘abhan‡tha is seated on his lion-throne, two male vyantaras stand guard at the south gate of the 
structure while female vyantaras, imbued with the power of the Jina, create three additional images of the 
T„rthaÔkara so that he can be seen in every direction.  See Helen M. Johnson, trans., Tri˘a˘Òi˜al‡k‡puru˘acaritra 
(Baroda: Gaekwad's Oriental Series, 1931-62), vol. 1, 190-3. 
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male figure sits upon an elephant and grasps a citron and a mongoose-skin purse used to 

hold coins.  A large banyan tree, identifiable through its broad leaves and small oval fruits, 

is typically carved overhead.  The female figure at Ellora is presented underneath a mango 

tree.  She is seated on a lion and often holds a bunch of mangos or a branch from the tree in 

her proper right hand.  She is also depicted with a small child who either sits in her lap or 

stands near her.  Both deities at Ellora have oval halos and are usually accompanied by 

attendants.  They are also often seated against an elaborate bolster and throne crossbar. 

Seventeen of Ellora's twenty-three individual Jain excavations contain large-scale 

sculptures of this yak˘a/yak˘„ pair.171  These deities are not, however, presented together in 

the same panel or architectural niche, but are carved as complementary figures that either 

face each other at opposite ends of the veranda or flank the shrine doorway.  In the latter 

location, they visually serve as attendants to the Jina housed inside the shrine, with the male 

yak˘a on the viewer's left (when facing the sanctum) and the yak˘„ on the right.  Some of 

these figures are raised on pedestals, elevating them from the floor of the cave.  In other 

sculptures, the deities are framed by elaborate makara-toraıas which visually link them to 

the shrine Jina who is also crowned by this element. 

The presentation of this pair as "attendant" deities to the T„rthaÔkara follows a 

sculptural convention that emerged in the mid-sixth century.172  Although earlier Jina 

images may be flanked by c‡maradharas (or even Brahmanical deities),173 sculptures 

produced during the mid-sixth through tenth centuries invariably include this specific 

yak˘a/yak˘„ pair as attendants.  Identified in contemporary texts as ˜‡sanadevat‡s, these 
                                                
171 The seventeen excavations are: CK 3, J6, J10-J14, and J17-J26.  It should be noted that while J16 has an 
image of the yak˘a on its rear wall, only a niche for the accompanying yak˘„ was carved. 
172 U.P. Shah, "Introduction of ¯‡sanadevat‡s in Jaina Worship," in V. Raghavan, ed., Proceedings and 
Transactions of the All-India Conference, 20th Session, Bhubaneshwar, October 1959 (Poona: Bhandarkar 
Oriental Research Institute and All-India Oriental Conference, 1961), 141-52. 
173 Janice Leoshko discusses the presence of Brahmanical deities as attendants to the Jina in Ku˘‡ıa-period 
sculpture in her article "Reviewing Early Jaina Art," in N.K. Wagle and Olle Qvarnstrîm, eds., Approaches to 
Jaina Studies: Philosophy, Logic, Rituals and Symbols (Toronto: University of Toronto Centre for South 
Asian Studies, 1999), 331. 
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figures protect and preserve the teachings (˜‡sana) of the T„rthaÔkara.  According to U.P. 

Shah, the earliest Jina images to include ˜‡sanadevat‡s are among those found in the AkoÒ‡ 

and Vasantagadh hoards.174  The female yak˘„ (˜‡sanadev„) is typically seated to the proper 

left of the T„rthaÔkara on an open lotus.  She supports a small child on her lap with her left 

hand and holds a branch from a mango tree in her right.  In some seventh and eighth-

century bronzes, she is shown seated on a lion.175  These attributes -- the child, mango, and 

the lion v‡hana -- accord with later descriptions of the Jain goddess Ambik‡, also known as 

KÂ˘m‡ıÛin„.176  In addition to her presentation as a ˜‡sanadev„ to the Jina, 

Ambik‡/KÂ˘m‡ıÛin„ appears to have been popular as an independent deity, as individual 

images of this goddess (or goddess-type) can also be dated to the sixth century.177 

In individual images of Ambik‡/KÂ˘m‡ıÛin„ and in her presentation as a 

˜‡sanadev„, aspects of fertility and fecundity are expressed through her physical form as 

she is invariably portrayed with round, large breasts and wide hips that literally support the 

child she cradles in her lap.  The other item that she holds -- a branch of mangos -- is also 

symbolic of reproduction and fertility due to the high volume of fruit produced by this type 

of tree.  Her association with themes of nature and procreation is further revealed in the 

Sanskrit and Hindi terms for mango (‡mra and ‡m, respectively) and for mother (amb‡ and 

                                                
174 U.P. Shah, AkoÒa Bronzes (Bombay: Dr. P.M. Joshi, 1959); and "Bronze Hoard from Vasantagadh," Lalit 
Kal‡ 1-2 (April 1955-56): 55-65. 
175 U.P. Shah, "Bronze Hoard from Vasantagadh," figs. 10 and 14. 
176 A number of texts dating from the eighth through sixteenth century provide iconographical descriptions of 
the goddess Ambik‡/KÂ˘m‡ıÛin„.  For selected passages from texts such as the Caturvi¸˜atik‡ of 
BappabhaÒÒisÂri, P‡daliptasÂri's Nirv‡ıakalik‡, Hemacandra's Tri˘a˘Òi˜al‡k‡puru˘acaritra, the 
Pravacanas‡roddh‡ra of NemicandrasÂri, Vasunandin's Prati˘Òh‡s‡rasa¸graha, JinaprabhasÂri's 
Vividhat„rthakalpa, ‚˜‡dhara's Prati˘Òh‡s‡roddh‡ra, and the RÂpamaıÛana of SÂtradh‡ramaıÛana see M.N.P. 
Tiwari, Ambik‡ in Jaina Art and Literature (New Delhi: Bharatiya Jnanpith, 1989), 25-33.  For an English 
translation of the story in JinaprabhasÂri's Vividhat„rthakalpa which explains Ambik‡'s attributes and her lion 
v‡hana see Phyllis Granoff, "Of Mortals Become Gods," 182-4.  A Digambara version of this legend is recorded 
in a palm-leaf manuscript of the Puıy‡˜ravakath‡ which is currently housed in the Vardham‡na temple in 
K‡§c„puram.  This account is discussed by T.N. Ramachandran in his "Tiruparuttikunram and Its Temples," 
Bulletin of the Madras Government Museum vol. 1, pt. 3 (Madras: Government Press, 1934), 157-60. 
177 For the iconographic variations of images of Ambik‡ see U.P. Shah, "Iconography of the Jain Goddess 
Ambik‡," Journal of the University of Bombay vol. 9, pt. 2 (1940): 147-69; and M.N.P. Tiwari, Ambik‡ in 
Jaina Art and Literature, 34-133. 
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amm‡).178  Ambik‡'s presentation with a branch from the mango tree also suggests her 

relationship to ˜‡labha§jik‡s, a specific type of yak˘„ who is able to cause a tree to blossom 

or produce fruit by touching its branches. 

The male ˜‡sanadevat‡ on Jina images dating from the mid-sixth through tenth 

centuries is a pot-bellied yak˘a who wears a small, conical crown, earrings, necklace, and 

armlets.  He is generally portrayed seated on an open lotus or on an elephant.  In his proper 

right hand he holds a fruit, or citron, and in his left, he grasps a mongoose-skin purse.  In a 

number of images, he holds the purse up high near his shoulder, mimicking the gesture of 

Ambik‡ holding the branch of mangos.  The elevation of the purse not only creates a sense 

of balance and symmetry between the two attendant figures, but it also draws attention to 

this particular attribute, a sign of financial well-being and general abundance.  The citron he 

holds, as well as his corpulent physique, further contribute to notions of sustenance and 

nourishment. 

Unlike the rather straightforward identification of the ˜‡sanadev„ as some form of 

Ambik‡/KÂ˘m‡ıÛin„, there has been some speculation over the specific identity of the male 

attendant on these images.  U.P. Shah identifies the figure as a form of Sarv‡nubhÂti or 

Sarv‡hıa yak˘a based on an unpublished sixth-century auto-commentary by 

Jinabhadragaıi K˘am‡˜ramaıa on his text titled the Vi˜e˘‡va˜yaka Bh‡˘ya.179  According 

to Shah, this is the earliest literary evidence for ˜‡sanadevat‡s as the text makes reference to 

both Amba-KÂ˘m‡ıÛ„ and Sarveıe -- the latter being what Shah calls "a scribal error for 

Sarv‡hıa yak˘a."180  Shah also notes a verse addressed to Sarv‡hıa yak˘a (identified as 

Sarv‡nubhÂti) in the ¯vet‡mbara Pa§capratikramaıasÂtra.  In this text, specifically in the 

                                                
178 This is pointed out by John Guy in Pratapaditya Pal, ed., The Peaceful Liberators: Jain Art from India (Los 
Angeles: Los Angeles County Museum of Art, 1994), 177.  The name Ambik‡ translates as "little mother" or 
"mother dear." 
179 U.P. Shah, Jaina-RÂpa-MaıÛana (New Delhi: Abhinav Publications, 1987), 215-16. 
180 Ibid., 215. 
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Sn‡tasy‡ stuti, the yak˘a Sarv‡nubhÂti is described as a two-armed deity who rides an 

elephant.181 

Complicating the task of identifying this yak˘a are descriptions of 

Sarv‡hıa/Sarv‡nubhÂti found in later texts (ca. twelfth through sixteenth century) which 

diverge from earlier accounts.  Rather than explaining or repeating the known attributes of 

this yak˘a, (as in the general case of Ambik‡/KÂ˘m‡ıÛin„182), these descriptions in essence 

create new iconographical forms for Sarv‡hıa.  For example, in medieval Digambara 

accounts, the yak˘a Sarv‡hıa is described as having three heads and at least six attributes, 

including an axe, a rod, and a flower, among other items.183  ¯vet‡mbara descriptions 

describe him as having one to three heads and a minimum of fourteen attributes.184  

Moreover, some ¯vet‡mbara texts, such as the Vividhat„rthakalpa and the 

Tri˘a˘Òi˜al‡k‡puru˘acaritra, provide a description of a yak˘a who holds a citron and a 

mongoose-skin purse, however the yak˘a is identified as the four-armed Kapardin and the 

¯vet‡mbara ˜‡sanadevat‡ M‡taÔga, respectively.185 Although this yak˘a takes on a variety 

of physical forms and names within later Jain textual traditions, significantly, his 

representation in the art historical record during the mid-sixth through tenth century remains 

fairly constant.  This constancy in form attests to the importance of the concepts of wealth 

and well-being that this yak˘a symbolizes. 

The problems associated with identifying the male yak˘a on early medieval Jina 

images also extend to Ellora's Jain caves.  A number of scholars who have examined the 

site tend to identify the male yak˘a as M‡taÔga -- the specific ˜‡sanadevat‡ for the Jina 

                                                
181 Ibid.  JosÇ Pereira provides the verse in his book Monolithic Jinas: The Iconography of the Jain Temples of 
Ellora (Delhi: Motilal Banarsidass, 1977), 60 note 10. 
182 The iconographical attributes of the lion, child, and mangos remain relatively constant for images of 
Ambik‡/KÂ˘m‡ıÛin„, even though the number of arms may vary and other attributes are present. 
183 See T.N. Ramachandran, "Tiruparuttikunram and Its Temples," 208. 
184 For the list of attributes see JosÇ Pereira, Monolithic Jinas, 61. 
185 For the story of the yak˘a Kapardin, see Phyllis Granoff, "Of Mortals Become Gods," 185-6.  For a 
description of M‡taÔga from the Tri˘a˘Òi˜al‡k‡puru˘acaritra see Helen M. Johnson, trans., vol. 6, 125. 
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Mah‡v„ra.186  This identification seems to be based primarily on the assumption that all of 

Ellora's shrine images are representations of Mah‡v„ra.  However, as I discussed in Chapter 

Two, this is simply not the case.  Another difficulty is the fact that Ellora's yak˘as only 

correspond to twelfth-century ¯vet‡mbara descriptions of M‡taÔga.  In medieval 

Digambara literary and artistic traditions, M‡taÔga is a four-armed yak˘a who makes the 

gesture of varadamudr‡ or a§jali with his lower hands and touches the top of his crown 

with the upper hands.187  Since Ellora is usually considered to be a Digambara site based on 

the nudity of its Jina images, its location in southern Maharashtra, and the large number of 

images of GommaÒa/B‡hubali at the site, the identification of this figure as the ¯vet‡mbara 

M‡taÔga is a bit problematic.  Moreover, this identification does not work for Ellora's 

images if considered as a pair, since the ˜‡sanadev„ coupled with M‡taÔga in later 

iconographical texts is not Ambik‡/KÂ˘m‡ıÛin„ but Siddh‡yik‡ -- a four-armed goddess 

found in much later imagery.188  Although this is the case, images of Ellora's yak˘„s are 

often identified as Siddh‡yik‡ by default,189 even though they clearly do not exhibit this 

goddess's iconographical features. 

Other scholars, such as JosÇ Pereira and Doris Chatham,190 identify the pair at 

Ellora as Ambik‡ and Sarv‡nubhÂti, based in part on U.P. Shah's identification of the 

attendants on the mid-sixth through tenth-century Western bronzes.  However, the majority, 

if not all of the images from the AkoÒ‡ and Vasanatagadh hoards are also ¯vet‡mbara and 

                                                
186 See for example M.K. Dhavalikar, Ellora: Monumental Legacy (New Delhi: Oxford University Press, 
2003), 86-96; and Ramesh Shankar Gupte and B.D. Mahajan, Ajanta, Ellora, and Aurangabad Caves (Bombay: 
D.B. Taraporevala Sons & Co., 1962), 221-24. 
187 T.N. Ramachandran, "Tiruparuttikunram and Its Temples," 211. 
188 For images of this goddess see U.P. Shah, "Yak˘iı„ of the Twenty-Fourth Jina Mah‡v„ra," Journal of the 
Oriental Institute, Baroda vol. XXII, nos. 1-2 (Sept.-Dec. 1972): 70-78. 
189 See for example M.K. Dhavalikar, Ellora, 86-96; and Ramesh Shankar Gupte and B.D. Mahajan, Ajanta, 
Ellora, and Aurangabad Caves, 221-24.  However, C. Sivaramamurti identifies the yak˘a as M‡taÔga and the 
yak˘„ as Ambik‡.  See his book Panorama of Jain Art (New Delhi: The Times of India, 1983), 105 and figs. 147, 
148, 150, 151, 152, 153, and 160. 
190 JosÇ Pereira, Monolithic Jinas, 60-63; and Doris Chatham, "Style and Composition in the Indra Sabh‡ and 
the Jagann‡tha Sabh‡ Caves at Ellora," Nirgrantha vol. 2 (1996): 79-83. 
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thus these appellations may not necessarily be applicable to Ellora's carvings.  A more 

appropriate identification for Ellora's ˜‡sanadevat‡ pair might be KÂ˘m‡ıÛin„ and Sarv‡hıa 

-- the corresponding Digambara names for these deities.  The popularity of Sarv‡hıa yak˘a 

at other contemporary Digambara sites, such as ¯ravaıa BeÎgoÎa, also lends support to this 

identification.191 

Although the specific identities of Ellora's Jain deities are important, I do not want 

to be limited by this concern in my examination of the site's carvings.  By focusing on what 

these deities represent, rather than who they are, we might be able to go beyond standard 

issues of iconography.  By considering how these images convey meaning we can begin to 

understand why these deities are included in almost all of Ellora's Jain caves and how they 

function within the temple setting.192  Indeed, unlike the ˜‡sanadevat‡s on metal and stone 

sculptures, Ellora's yak˘a/yak˘„ pairs are presented in an architectural context.  While they 

visually serve as attendants to the T„rthaÔkara inside the shrine, it is important to note that 

these two deities are never actually included within that sacred space.  They are found 

outside the sanctum, flanking the door.  Their inclusion at liminal spaces -- next to 

doorways and at the ends of verandas -- suggests that they may serve a protective function 

for the temple itself.  Moreover, their location at these architectural junctures creates a 

power of place.  In other words, they provide both protection and glorification to areas in 

the cave-temple that precede the main shrine.  Thus, rather than merely serving as 

                                                
191 According to S. Settar, the majority of the yak˘a images at ¯ravana Belgola are representations of Sarv‡hıa.  
This yak˘a, who rides an elephant and holds a flower and a citron, is also often rendered at the top of 
m‡nastambhas preceding Digambara temples.  See S. Settar, "The Brahmadeva Pillars: An Inquiry into the 
Origin and Nature of the Brahmadeva Worship among Digambara Jains," Artibus Asia XXXIII (1971): 17-38.  
Four addorsed yak˘as crown the m‡nastambha at Ellora.  However, when the pillar collapsed in the nineteenth 
century, the sculpture at the top was damaged.  As a result, it is difficult to determine whether or not the yak˘as 
held attributes or had a specific v‡hana.  Nonetheless, their ornamentation and physique is similar to the larger 
yak˘a images within Ellora's Jain caves. 
192 With this approach, I am influenced by Leslie Orr's work on medieval imagery in Tamil Nadu where she 
questions the effectiveness of sectarian categories and issues of identity that have been used by scholars as ways 
to understand female deities and their worship.  See her article, "Identity and Divinity: Boundary-crossing 
Goddesses in Medieval South India," Journal of the American Academy of Religion 73 (2005): 9-43. 
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˜‡sanadevat‡s, this pair functions in more complex ways within Ellora's Jain caves.  In the 

next section, I will examine these deities in detail and consider the different ways they 

contribute to the divine environment of the cave-temple. 

Images of the Jain Yak˘a  and Yak˘„  at Ellora 

With the exception of Doris Chatham's stylistic analysis of these figures,193 there 

has been little serious study of Ellora's yak˘„ and yak˘a sculptures.  While they are included 

in JosÇ Pereira's work, he does not discuss them individually nor does he consider their 

roles within the excavations.  He simply reiterates the later narratives constructed about 

these deities that explain certain iconographical features.194  Pereira also provides a list of 

the various elements that are included in Ellora's yak˘a/yak˘„ carvings such as halos, parts 

of the throne, attendant figures, and held attributes.195  While such a list can be useful, it 

does not facilitate an in-depth understanding of these sculptures and the aesthetic choices 

that were made by the artists.  Nor does it allow for close comparative analyses between 

different images. 

Pereira is not alone in this approach, as other art historians who have written about 

Ellora's Jain deities also tend to discuss them collectively as if all of the images are the same 

from cave to cave.196  However, a close examination of these sculptures reveals that there is 

a great amount of variety in their presentations.  This is particularly true for Ellora's yak˘„ 

images. 

Perhaps the largest and most elaborate presentation of the yak˘„ at Ellora is the 

sculpture carved in J18.  Measuring over fourteen feet in height, this image is carved on the 

                                                
193 Doris Chatham, "Style and Composition in the Indra Sabh‡ and the Jagann‡tha Sabh‡ Caves at Ellora," 79-
83. 
194 JosÇ Pereira, Monolithic Jinas, 60-63. 
195 Ibid., 83-84. 
196 See for example, U.P. Shah, "Iconography of the Jain Goddess Ambik‡," 154; and M.N.P. Tiwari, Ambik‡ 
in Jaina Art and Literature, 66-7.  Other scholars, such as M.K. Dhavalikar, R.S. Gupte, B.D. Mahajan, and K.R. 
Srinivasan, mention the images in each cave but do not describe them. 
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right (east) end of the veranda and is located at the stairwell which provides access to this 

upper-story cave (Fig. 33).  The image is carved in high-relief and is only elevated from the 

cave floor by a few inches.  The paws of her lion v‡hana stretch out towards the viewer, its 

claws hanging over the lower edge of the panel.  Although the head of the lion is 

completely damaged, it would have directly faced the viewer.  The yak˘„ is seated in 

lalit‡sana under a lush mango tree.  A child sits on her proper left knee and she gently 

supports him with her left hand.  In her proper right hand, which is slightly damaged, she 

grasps a bunch of mangos -- the foliage and the stem of the branch hangs down over her 

wrist.  She is accompanied by four other figures: two females holding c‡maras and two 

males who stand at her side.  In the corners of the niche, above the mango tree, are pairs of 

peacocks, symbols of fertility, courtship, and the rainy season.  The yak˘„'s Jain affiliation 

is indicated by a small seated Jina carved in her headdress and a painted T„rthaÔkara on the 

lintel above the niche. 

Narratives about this goddess-type (identified as KÂ˘m‡ıÛin„ or Ambik‡) were 

written in the fourteenth through sixteenth centuries to explain her iconography and her role 

as ˜‡sanadev„ to the twenty-second Jina, Nemin‡tha.  While ¯vetambaras and Digambaras 

have their own versions of this story, the turn of events leading to her transformation from 

mortal to goddess are quite similar in both traditions.  According to the ¯vet‡mbara 

Vividhat„rthakalpa and the Digambara Puıy‡˜ravakath‡, KÂ˘m‡ıÛin„ (or Ambik‡) was 

initially married to an orthodox brahmin and they had two children together.197  One day, 

KÂ˘m‡ıÛin„'s husband invited some local brahmins to visit so that they could perform a 

˜r‡ddha ceremony for his ancestors.  KÂ˘m‡ıÛin„ and her mother-in-law prepared the food 

for this ritual as well as a feast for the brahmins.  However, when KÂ˘m‡ıÛin„ found 
                                                
197 In the Vividhat„rthakalpa, the names of her children are Siddha ("Liberated") and Buddha ("Enlightened").  
In the Puıy‡˜ravakath‡, they are ¯ubhaÔkara ("one who makes [things] auspicious") and PrabhaÔkara ("one 
who makes [things] splendid/bright").  In ‚˜‡dh‡ra's Prati˘Òh‡s‡roddh‡ra, the second child is named PriyaÔkara 
("one who is the favorite/dearest"). 
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herself alone, a Jain monk showed up to the house to beg for alms so that he could break 

his month-long fast.  As this was an extremely auspicious moment and KÂ˘m‡ıÛin„ was 

pure of heart and conduct, she offered the monk the first serving of food that she had 

prepared.  When KÂ˘m‡ıÛin„'s mother-in-law and husband found out what she had done, 

they were irate, as the remaining food was now considered to be polluted. 

KÂ˘m‡ıÛin„ was forced out of the house with her two children.  As they wandered 

homeless, her children became hungry and thirsty. KÂ˘m‡ıÛin„ was distraught and did not 

know what to do, so she sat down to rest.  Miraculously, a mango tree (or kalpavÁk˘a) 

appeared and a dry tank (or lake) filled with water.  Thus she could provide nourishment 

for herself and her children.  Meanwhile, back in town, some miracles occurred that 

convinced KÂ˘m‡ıÛin„'s husband and mother-in-law that her actions were indeed 

honorable.198  KÂ˘m‡ıÛin„'s husband then decided to retrieve his wife and children.  

However, when he tried to do so, KÂ˘m‡ıÛin„ thought that he was coming to do her more 

harm and so she tried to hide.  KÂ˘m‡ıÛin„ died in the process199 and was reborn as a yak˘„ 

and ˜‡sanadev„ to the Jina Nemin‡tha.  Her husband also died soon afterwards, and was 

reborn as her lion v‡hana. 

The yak˘„ images at Ellora clearly display the attributes commonly associated with 

this goddess, namely the mango tree (seen overhead and in a branch held in her hand), the 

lion, and a child.  Six of Ellora's sculptures, including the carving in J18, depict 

                                                
198 In the Vividhat„rthakalpa, the miracles that occurred in town include a magic restoration of the food that was 
given to the Jain monk and the leaves that served as plates were transformed into gold platters.  See Phyllis 
Granoff, "Of Mortals Become Gods," 184.  In the Puıy‡˜ravakath‡, various gods who had witnessed 
KÂ˘m‡ıÛin„'s banishment became angry and burned down the entire town with the exception of KÂ˘m‡ıÛin„'s 
house.  On seeing this, the brahmins and the townspeople realized that her house was spared due to her 
meritorious act of feeding the Jain monk.  The brahmins then decided to partake in the food that was once 
considered polluted but was now divine.  See T.N. Ramachandran, "Tiruparuttikunram and Its Temples," 158. 
199 The Vividhat„rthakalpa refers to two legends of how she died.  In one version, she jumped into a well and in 
the other she jumped off of a cliff.  In both instances, she died with her mind fixed on the best of Jinas and glad 
that she made the offering to the Jain monk.  In the Puıy‡˜ravakath‡, she died after falling from a precipice into 
a cave below. 
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KÂ˘m‡ıÛin„ with a child seated on her proper left knee.200  Other examples show the child 

standing next to the yak˘„'s v‡hana.201  In these images, the goddess makes the gesture of 

varadamÂdra with her proper left hand and displays a small round object in her palm, 

perhaps a mango, jewel, or citron (Fig. 35).  While it is difficult to discern the object in 

Ellora's images, a number of tenth through thirteenth-century sculptures from Maharashtra 

and Karnataka portray her with a branch of mangos in her proper right hand and a citron in 

her proper left.202  The inclusion of the citron in these later images clearly continues her 

association with the pot-bellied Jain yak˘a who invariably holds this item. 

In addition to the citron, there are other elements that are included in Ellora's yak˘„ 

images that are not necessarily associated with the narratives described above -- thereby 

giving us additional information about this figure.  For example, female c‡mara bearers are 

carved behind the yak˘„ in J18 and in J17, J20, J21, J23, J24 and J25.  These attendants are 

included to demonstrate her elevated status as a Jain goddess.  Like the T„rthaÔkara in the 

shrine, this goddess is also worthy of veneration and the attendant figures highlight her 

position as an important deity.  The c‡mara attendants also point to her royal status -- an 

aspect which is expressed further through her rich ornamentation.  In all of Ellora's images, 

the yak˘„ wears a jeweled girdle and necklace, earrings, armlets, bracelets, and anklets.  Her 

hair is usually piled up in an elaborate chignon and crowned with a gem-studded diadem. 

The male attendants who flank the yak˘„ in J18 are also quite interesting as they are 

not simply male versions of the female c‡maradharas.  Although the male on her proper 

right holds a long-stemmed lotus or fly-whisk, he is ornamented in a similar fashion as the 

life-sized dv‡rap‡las that are carved on the facade of this cave.  Both wear a broad necklace 

                                                
200 The other five are in CK3, J6, J14, J17, and J22. 
201 These are found in J11, J12, J13, J19, J20, J21, J23, J24 and J26.  The image in J10 is too damaged to 
determine the position of the child.  In J25, two children are depicted: one in her lap and the other standing next 
to her proper right knee. 
202 For illustrations of both metal and stone images of KÂ˘m‡ıÛin„ from Maharashtra and Karnataka, see 
M.N.P. Tiwari, Ambik‡ in Jaina Art and Literature, figs. 19, 59, 61, 68-70, 79 and 80. 
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encrusted with jewels, a belt worn around the rib-cage that has alternating circular and 

square gems, a pearl sash tied at the waist, a triple pleated dhoÒ„ and a long beaded 

yaj§opav„ta.  While the club beneath the dv‡rap‡la's proper left hand is in clear view, the 

object that the attendant leans on is obscured by the leg of the goddess.  Nonetheless, a 

direct visual connection is made between this figure and the dv‡rap‡la through their 

ornamentation, stance, and their proximity to one another, suggesting that the male figure at 

the yak˘„'s side may serve an apotropaic function as well as being an attendant. 

The figure standing on the yak˘„'s proper left, however, is not a mirror-image of the 

other male as one would expect.  The male to her left has a beard and moustache, long hair, 

and wears a long, plain dhoÒ„.  A flat band which may be a yaj§opav„ta falls across his bare 

chest.  He makes a gesture of homage to KÂ˘m‡ıÛin„ with his proper right hand and holds 

a single chattra over his head with his left hand.  According to M.N.P. Tiwari, who is the 

only art historian to comment on this figure, the individual may represent "a bearded 

devotee (s‡dhu)."203  However, it is unclear whether Tiwari is referring to a generic 

religious holy man in the use of the term s‡dhu, or if he is suggesting that the figure is a 

¯vet‡mbara monk, as monks in this sect are commonly referred to as s‡dhus. 

What is clear, however, is that this figure plays an integral part in the yak˘„'s 

presentation at Ellora as he is included in twelve other reliefs at the site.204  His appearance 

is consistent in all of the sculptures: he has a beard and moustache, wears a long dhoÒ„ and 

yaj§opav„ta, and holds a chattra.  In almost all of the images, he stands to the proper left of 

the yak˘„ and holds up his proper right hand in homage.  Of significance, nearly identical 

figures also appear in the Jain caves at Ankai, located approximately fifty miles away.  

Created in the eleventh and twelfth centuries, these excavations are very closely modeled on 

                                                
203 M.N.P. Tiwari, Ambik‡ in Jaina Art and Literature, 67. 
204 These are found in CK 3, J6, J10, J12, J13, J17, J19, J20, J23, J24, J25 and J26. 
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Ellora.205  In the two caves that contain reliefs of this yak˘„, the bearded fellow stands to the 

proper left of the goddess.  Although one of the images has been recently plastered and 

painted, the relevant attributes are still recognizable.  In the other image, carved in Cave 3 at 

Ankai, the bearded figure is depicted with long hair that is partially tied-up in an ascetic's 

knot.  Apart from the sculptures at these two cave sites, there are no other images of this 

goddess-type that include this figure. 

The limited representation of the bearded devotee within the corpus of 

KÂ˘m‡ıÛin„/Ambik‡-type images across India immediately suggests that his inclusion is 

particular to both the rock-cut medium and to this specific geographical region.  There is, 

however, one image at Ellora that stands out from the others and it may provide a clue to 

this figure's identity.  The image is located on the rear wall of J26 (Fig. 36).  In this relief, 

the bearded figure holds the chattra in his proper right hand and holds his proper left hand 

in front of his chest.  In this hand, he holds a small round object between his thumb and 

index finger.  Carved above his proper left shoulder is a bowl filled with similar round 

objects which may represent either sweetmeats, specifically laÛÛÂs, or piıÛas, balls of rice 

and flour that are often used as offerings in the ˜r‡ddha ceremony. 

While it could be argued that this bowl of offerings represents the food that 

KÂ˘m‡ıÛin„ gave to the Jain monk to break his fast, it is highly unlikely that the figure 

represents the monk himself.  Visual evidence at the site negates this identification as 

representations of Jain monks found throughout the caves depict them without facial hair 

and garments.206  In addition, fragments of a ceiling painting in J21 appear to depict the 

story of KÂ˘m‡ıÛin„ and in one particular panel, she is shown giving alms to a naked 

ascetic.207  The nudity of the monk indicates his Digambara affiliation as does the fact that 

                                                
205 The excavations at Ankai are discussed in detail in Chapter Seven. 
206 Representations of Jain monks and nuns at Ellora are examined in detail in Chapters Four and Five. 
207 The exact subject of this painting is somewhat problematic due to its damaged condition. 
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he is accepting food in his cupped hands rather than an alms bowl which is prohibited for 

full-fledged Digambara munis. 

On the other hand, the bearded fellow could possibly represent a bhaÒÒ‡raka, a 

celibate but non-initiated religious figure that came to prominence during the medieval 

period, particularly in southern Digambara Jainism.  According to Paul Dundas, 

bhaÒÒ‡rakas in the medieval period were advanced laymen who served an important role 

between the monastic and lay communities.208  BhaÒÒ‡rakas helped run the everyday affairs 

of the monastery where they permanently lived and supervised the vows undertaken by the 

lay community.  They also conducted rituals and were considered to be representatives of 

the monastic community when dealing with non-Jain individuals.  Of significance, 

bhaÒÒ‡rakas did not look like Digambara Jain monks since they could wear robes and they 

often traveled by some sort of conveyance such as a palanquin.  Indeed, such a figure is 

painted on the bracket above the far right pillar on the veranda of J21.  In this thirteenth-

century painting, the bhaÒÒ‡raka is seated in a palanquin and a single chattra is held 

overhead.  He is surrounded by a retinue of soldiers who carry large shields and spears.  

Although the figure in the palanquin appears to be nude, he does have long black hair.  If 

the bearded devotee in Ellora's KÂ˘m‡ıÛin„ reliefs is a bhaÒÒ‡raka then these sculptures 

represent the earliest art historical evidence of this institution which did not become firmly 

established in Digambara Jainism until the thirteenth through fifteenth centuries.209 

                                                
208 Paul Dundas, The Jains (London: Routledge, 1992), 105-7. 
209 One could also possibly argue that the figure is a type of ¯vet‡mbara ty‡g„ yati known as a ˜r„pÂjya.  
¯ripÂjyas are ¯vet‡mbara resident mendicants who have also taken lesser vows and who function in similar 
ways as the Digambara bhaÒÒ‡rakas.  They also seem to have differed visually from initiated monks as some 
nineteenth-century representations depict them with long hair and moustaches.  However, as yatis were not a 
dominant force in ¯vet‡mbara monasticism until the nineteenth century, this identification seems highly 
unlikely for Ellora's ninth and tenth century images.  For a detailed examination of the distinctions between 
yatis and s‡dhus in ¯vet‡mbara MÂrtipÂjaka Jainism see John E. Cort, "The ¯vet‡mbar MÂrtipÂjak Jain 
Mendicant," Man (N.S.) vol. 26, no. 4 (Dec. 1991): 651-671.  For yatis depicted in two nineteenth-century 
paintings, see Pratapaditya Pal, ed., The Peaceful Liberators, cat. nos. 117 and 119B.  These paintings are briefly 
discussed by John Cort in his article, "Art, Religion, and Material Culture: Some Reflections on Method," 
Journal of the American Academy of Religion LXIV/3 (1996): 628-30. 
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A more plausible identification for this figure seems to be KÂ˘m‡ıÛin„/Ambik‡'s 

husband.  Both Digambara and ¯vet‡mbara textual accounts refer to her brahmin husband 

and the food prepared for the ˜r‡ddha ceremony.  However, in the Digambara accounts, 

specifically the Puıy‡˜ravakath‡, the food is given a greater emphasis in the text as it is 

transformed from being polluted to being suitable for consumptive and ritual purposes.  

After the fire destroys the town, the brahmins come to KÂ˘m‡ıÛin„'s house and request that 

her husband give them the ritual offerings which were "purified" and "blessed" by the 

touch of the Jain ascetic (who they figured must have been a god in disguise).210  Although 

the brahmins failed to see the true import of KÂ˘m‡ıÛin„'s actions, they, along with the 

people of the town, were "universally gratified" as all had partaken in the divine food.  The 

inclusion of the bowl of offerings in the sculpture of J26 may refer to this part of the story 

while simultaneously adding an additional element to the narrative: that of KÂ˘m‡ıÛin„'s 

husband now making offerings to her. 

In addition to the heightened role of food in the Puıy‡˜ravakath‡, this text also 

diverges from ¯vet‡mbara accounts in that the husband actually communicates with his 

wife, asking her to forgive him.  When KÂ˘m‡ıÛin„ becomes a yak˘„, she initially hides this 

form from her husband and children to avoid frightening them.  At this point in the story, 

her husband approaches KÂ˘m‡ıÛin„ and begs for her forgiveness.  This differs from the 

narrative in the Vividhat„rthakalpa where the husband had this intent but never actually 

speaks to his wife.  Instead, in this text, he jumps into the well immediately after she does 

and dies.  Though these are only subtle differences, the Digambara text nonetheless 

highlights her husband's remorse.  In fact, in the Puıy‡˜ravakath‡, when the husband dies, 

he is reborn as a lion but does not immediately become KÂ˘m‡ıÛin„'s v‡hana.  Before being 

accepted by KÂ˘m‡ıÛin„, he has to demonstrate his devotion to her in her new form by 

                                                
210 T.N. Ramachandran, "Tiruparuttikunram and Its Temples," 158. 
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licking her feet.  According to the text, only then did he become her v‡hana.211  The images 

at Ellora seem to emphasize the husband's repentance and devotion to the goddess by 

including the figure of the brahmin making a gesture of homage to the yak˘„.  He is shown 

in both human form and as the v‡hana, suggesting the long duration of his veneration.212 

Another interesting presentation of the bearded devotee can also be mentioned at 

this point.  The figure is found in the yak˘„ relief carved on the right end of the veranda 

leading into J25 (Fig. 38).  Unlike the image in J18 and J26, the yak˘„ in J25 is elevated 

from the floor of the veranda by a rock-cut pedestal which measures approximately four 

and a half feet in height.  The over-life-sized figure of the Jain goddess is deeply recessed 

within the niche.  The niche itself is framed by pilasters that are crowned with decorative 

capitals.  Carved on the left side of the relief, when facing the image, is the brahmin, 

identifiable through his long hair, bare chest, and plain dhoÒ„.  Although only roughly 

carved out, the staff of the chattra is visible in his proper right hand while the single parasol 

remains as an oblong shape over the back of his head.  In addition to the yaj§opav„ta, he 

appears to wear the skin of an animal, perhaps an antelope, over his proper right shoulder.  

According to ancient dharma literature, both the animal skin and the chattra are common 

elements worn or utilized by a sn‡taka -- one who has performed the required ritual 

lustrations upon finishing his time as a student and who will then enter into the life of a 

householder.213  The term sn‡taka, however, appears to be applicable to an individual even 

after he is married as descriptions of sn‡takas seem to indicate their married status and their 

                                                
211 Ibid. 
212 Though this text post-dates Ellora's sculptures, it is nonetheless interesting to see how such narrative 
details heighten the message conveyed by the iconic form of this yak˘„. 
213 For example, Baudh‡yana writes that a sn‡taka "shall wear a lower and an upper garment; carry a bamboo 
staff and a pot filled with water; wear a double sacrificial cord, a turban, a skin as an upper garment, and shoes; 
carry an umbrella; maintain the sacred domestic fire; and offer the new-moon and full-moon sacrifices.  On the 
days of the moon's change moreover, he should get the hair of his head, beard, and body shaved and his nails 
clipped."  See Patrick Olivelle, trans., DharmasÂtras: The Law Codes of ‚pastambha, Gautama, Baudh‡yana, 
and Vasi˘Òha (Delhi: Motilal Banarsidass, 2000), Baudh‡yana 5.2-7.  According to Baudh‡yana, regular 
students (i.e., non-sn‡takas) are forbidden to use an umbrella.  Cf. Baudh‡yana 1.3.24. 
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position as head of a household.214  While these texts are far earlier than Ellora's carvings, 

they can nonetheless assist in identifying the type of figure that is represented. 

Of great interest is the brahmin's position outside the relief itself.  He appears to be 

looking into the niche at the goddess and thus in many ways mirrors our own position in 

front of this sculpture.  The body of the brahmin seems to lean against the left pilaster and 

he places his proper left hand under his chin.  The object of his gaze and devotion is clearly 

the yak˘„ herself as even her female c‡mara attendants are relegated to the side walls of the 

niche.  In contrast to the yak˘„'s immobile presentation, the lion twists its body towards the 

goddess and raises its paw.  The interest in depicting the brahmin from the back as well as 

the complex spatial setting within the niche which includes foreground, middleground, and 

background elements is reminiscent of the mid-eighth-century panel of Ravana Shaking Mt. 

Kail‡sa carved on the south-side of the Kail‡san‡tha temple.  Indeed, other features of the 

J25 relief, such as the treatment of the throne, attest to its relatively early date among 

Ellora's Jain yak˘„s. 

While the majority of yak˘„ reliefs at Ellora include the bearded devotee and other 

attendant figures, the sculpture carved in J11 presents her as a solitary figure.  In this 

image, carved on a tall pedestal to the right of the shrine door, the majestic and elegant 

features of the goddess are highlighted rather than her maternal qualities (Fig. 40).  Though 

the artist has included the child in this sculpture, he is barely visible behind her proper left 

knee.  Instead, the viewer is drawn to the delicate rendering of the goddess's ornamentation, 

such as the small bells on her anklet and the folds of cloth that hang over her jeweled belt.  

The artist has taken great care to contrast the intricacies of her coiffure to the smooth 

surface of her halo.  Surrounding the halo and serving in part as a throne motif are makaras 

and female c‡maradharas.  Above these figures are divine couples making gestures of 

                                                
214 Patrick Olivelle, trans., DharmasÂtras, p. 500, note 30.4. 
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adoration while their bodies bend in similar ways as the makara's tails.  The energetic and 

almost frenzied panel above the throne crossbar visually (and literally) replaces the mango 

tree and its rich foliage which one would expect to find in such reliefs.  Though the tree is 

absent, the yak˘„ appears to be holding a mango, or some other fruit, in her left hand.  

Although this sculpture has sustained some damage, one can still acknowledge the artist's 

skill and attention to detail as seen in the embroidered design surrounding the button on the 

bolster, the curls of the lion's mane, as well as the graceful rendering of the yak˘„'s pointed 

foot.  Indeed, the richness of her presentation and the visual emphasis on her ornamentation 

parallels later textual descriptions of this goddess and what she can offer the devoted 

worshipper.  According to the legend of Ambik‡ in the Vividhat„rthakalpa: 

Adorned with every kind of ornament on every part of her body, sporting a crown, 
earrings, a pearl necklace, jewelled bracelets and anklets, she grants all the wishes 
of faithful Jains and prevents any harm from coming to Jain believers.  She shows 
to those who are devoted to Jainism all kinds of spells and magic diagrams and 
displays before them many a wondrous power.  Through her power, no evil spirit, 
ghost, goblin, or witch can work its magic on a devotee and the faithful grow rich, 
become kings, and have fine wives and sons.215 

Financial well-being and a general abundance in material goods may also be granted 

to the devotee who worships the pot-bellied yak˘a that is paired with the yak˘„ at Ellora.  

There are seventeen images of this Jain yak˘a at the site and all of them depict him seated 

on an elephant v‡hana.  He wears a tall, conical crown which is heavily encrusted with 

jewels and pearls, a broad necklace, and circular earrings.  In many of the sculptures, long 

curly hair falls across his back and shoulders.  He wears armlets that are typically carved 

with a k„rttimukha design, alluding to his role as a deity who can dispel evil as well as grant 

boons.216  Draped across his broad torso and corpulent belly is a beaded yaj§opav„ta.  In 

                                                
215 Phyllis Granoff, "Of Mortals Become Gods," 184. 
216 According to the Vividhat„rthakalpa, the yak˘a Kapardin (who is quite similar in appearance to Ellora's Jain 
yak˘a) was known to "ward off all harm that might befall the faithful."  See Phyllis Granoff, "Of Mortals 
Become Gods," 186.  In Ponna's ¯‡ntin‡thapur‡ıam, Sarv‡hıa yak˘a with his elephant can "trample through all 
those who stand in the way of attaining the siddhapada."  See S. Settar, "The Classical KannaÛa Literature & 
The Digambara Jaina Iconography," in U.P. Shah and M.A. Dhaky, eds., Aspects of Jaina Art and Architecture 
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many of the sculptures, this element falls across the elevated wrist of his proper right hand 

which holds a citron.217  Clutched in his proper left hand is a mongoose-skin purse which 

hangs heavy by his side. 

Forming a canopy over this yak˘a is a large banyan tree.  Like the mango, the 

banyan is an important tree in India, for both practical and symbolic reasons.  In addition to 

providing food, the banyan tree creates a great amount of shade as it is able to grow over 

large areas of land.  The tree produces shoots from its branches which extend down to the 

ground and take root into the soil.  These aerial roots form new "trunks" of the tree, and 

thus a single banyan can give the appearance of a small forest of trees.  The unusual feature 

of this tree to multiply in great abundance -- providing food, shelter, and shade for many 

people -- reinforces the very same characteristics embodied by the yak˘a himself. 

As in Ellora's yak˘„ images, the male deity is often presented with attendant 

figures.218  However, rather than simply holding fly-whisks, the yak˘a's attendants often 

hold attributes that reinforce themes of well-being and protection.  In the image in J18, for 

example, the yak˘a is attended by two male figures (Fig. 32).  The attendant on the right, 

when viewing the relief, carries a mongoose-skin purse in his proper left hand.  The size 

and shape of the purse matches the bag held by the main deity.  Although the yak˘a's purse 

hangs over his proper left knee and is partly obscured, the bag held by the attendant is 

carved some distance from the figure's body.  In fact, the artist has somewhat isolated this 

element by carving the purse beyond the boundary of the sculpted niche.  In this position, 

the mongoose-skin bag is completely visible and in fact is well lit by light coming into the 

                                                                                                                                            
(Ahmedabad: Gujarat State Committee for the Celebration of 2500th Anniversary of Bhagav‡n Mah‡v„ra 
Nirv‡ıa, 1975), 37. 
217 The object, usually identified by scholars as a citron, appears to be a seethaphal (custard apple).  These trees 
and their fruits are common within the Deccan plateau and can be found in abundance at Ellora today. 
218 Ten images of the Jain yak˘a include attendants.  These are found in: J6, J10, J12, J13, J17, J18, J19, J20, 
J23, and J24.  The reliefs in CK 3, J22, and J25 may have also included attendants but the sculptures are too 
damaged to be certain. 
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open veranda.  On the left side of the relief, another male attendant leans on a large club.  

As in the male attendant in the accompanying yak˘„ relief, this figure essentially replicates 

the large dv‡rap‡las that are carved on the facade of this excavation.  However, an attendant 

with a club are found in at least seven other yak˘a images at the site.219  Two of these 

images, found in J10 and J20, depict both attendants wielding this weapon.  The inclusion 

of such attendant figures clearly suggests the yak˘a's role as a protective deity within the 

caves. 

While the club seems to be the most popular attribute held by the yak˘a's attendants, 

the carving in J24 presents us with a different iconographical program.  In this image, the 

male deity is flanked by four figures (Fig. 34).  Two females holding c‡maras stand slightly 

behind him, with the figure on the right side of the relief also making a gesture of homage.  

They are accompanied by two male figures who hold the same attributes as the yak˘a, 

namely a citron and a mongoose-skin purse.  The repetition of these elements serves to 

emphasize the yak˘a's role as a deity of abundance -- in terms of both nourishment (i.e. 

productive harvests) and financial wealth.  The number, gender, and position of the yak˘a's 

attendants in the J24 relief mirrors those found in the accompanying yak˘„ relief.  In this 

sculpture (Fig. 35), the yak˘„ is also flanked by two female c‡maradharas and two male 

attendants.  And, like the yak˘a relief, one of the females waves her hand at the goddess in 

adoration. 

The presentation of these two deities as a pair is carried out even further in the way 

that the figures sit upon their v‡hanas and in the shape and size of their respective trees.  In 

both reliefs, the v‡hana's head is closest to the open veranda and the knee of the deity is 

bent and raised over it, allowing for a full view of the animal.  The foliage of the trees, 

though clearly representing different species, are carved as compact clusters, thereby 

                                                
219 These are: J6, J10, J12, J17, J19, J20, and J23. 
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linking these two elements visually.  Nestled among the branches of these trees are small 

animals, including chipmunks and birds.  The presentation of these trees differs greatly 

from the elongate canopy of foliage that covers the heads of the deities in J18.  Moreover, 

the J24 figures are seated beneath an undulating makara-toraıa, an element that provides a 

rich and luxurious architectural setting for these deities. 

Other aesthetic choices made by the artists to heighten the presentation of these 

figures as pairs can be seen in sculptures that are positioned outside the shrine door.  First 

of all, rather than being contained within an architectural niche, some of the images that are 

carved from the rear wall of the cave actually occupy space within the hall.220  This 

arrangement is perhaps best illustrated by the yak˘a/yak˘„ pair flanking the shrine door to 

J21 (Figs. 41 and 42).  In this excavation, the deities appear to be three-dimensional in form 

as the matrix of rock that was reserved for them juts out into the main hall.  Each deity is 

slightly elevated on a pedestal and their v‡hanas are rendered in profile with their heads 

close to the shrine door and facing forward.  Although the tree for the yak˘a is not carved, 

the mango tree over the goddess's head is deeply cut, adding to the full form of this 

sculpture.  Interestingly, only the yak˘„ is carved with attendants in this excavation, which 

somewhat alters the symmetry of these figures.  On the other hand, the inclusion of the 

attendants, as well as the child behind her bent knee, allow the image of the yak˘„ to merge 

with the other sculptures around her.  For example, the hand of the standing Jina carved to 

the right of the shrine doorway literally points down to the small child who attempts to get 

his mother's attention by grasping her elbow.  The interconnectedness between these 

sculptures adds a sense of animation to the reliefs and demonstrates the artists' skills in 

composition. 

                                                
220 This is pointed out by Doris Chatham in her article, "Style and Composition in the Indra Sabh‡ and the 
Jagann‡tha Sabh‡ Caves at Ellor‡," 82. 
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The most elegant yak˘a/yak˘„ pairing is, however, found in the small excavation 

numbered J11.  Like the sculpture of the yak˘„ described earlier, the male deity is presented 

in all his finery (Fig. 39).  Every jewel in his conical crown is carved with great care as are 

his other accessories, including his armlets and necklaces.  His yaj§opav„ta falls across his 

chest in an animated fashion and the twist in the beads replicates the design of the necklace 

worn by his consort.  In both cases, the length of the jewelry draws attention to the rounded 

forms of their bellies, physical reminders of the concepts of well-being and sustenance.  

Not only does their ornamentation and figural form coincide beautifully, but their overall 

presentation within the excavation further emphasizes their relationship as a pair.  For 

example, both v‡hanas are carved in profile and face the shrine door, prompting the devotee 

to enter.  Rather than including the banyan and mango tree, which in essence distinguishes 

each figure, the artists have carved identical panels of makaras and c‡maradharas above the 

throne crossbars.  The seated positions of the deities also underscores their presentation as 

a compact unit as each figure bends the outside leg and points their foot towards the other. 

The efforts put forth by the artists to compose complementary images of these 

deities can be seen in other caves across the site.  Two examples in particular, found in the 

side-wing excavations of J19 and J20, clearly demonstrate the importance of including both 

deities in the cave-temple.  Carved on the right (south) end of the veranda of J19 is a relief 

of the yak˘„, as we would expect.  This particular sculpture presents the goddess with two 

attendants: a male c‡maradhara on her proper right and the bearded devotee on her left.  A 

makara-toraıa extends across the top of the niche, partially obscuring the mango tree.  

Flying couples making gestures of salutation and holding garlands are carved in the upper 

corners of the relief.  All of the figures, including her lion v‡hana, look directly towards the 

viewer.  This has a particularly dramatic effect, as unlike the majority of Ellora's Jain 

excavations, the entrance into J19 is through the left (north) end of the veranda.  In order to 
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link J18 to J19, a transitional cell (numbered J19A on Fig. 14) was carved.  As a result, the 

devotee enters J19 through this cell and is on direct axis to the yak˘„ relief.  Since the 

accompanying yak˘a image could not be carved on the opposite wall, Ellora's artists 

provided an image of this deity on the left wall of the transitional cell. 

A similar solution is encountered in J20 (Fig.14).  Access into this excavation is 

provided by two transitional cells carved from J18 -- a square, plain cell and a smaller one 

numbered J20A.221  Upon entering J20 from J20A, the viewer faces a relief of the yak˘a 

carved at the left (south) end of the veranda.  The deity is seated on his elephant v‡hana 

with his proper left leg bent and his right leg stretched across the animal.  The elephant is 

richly ornamented with a jeweled headpiece similar to one carved on the elephant in J18.  

The yak˘a is attended by two male figures, both holding clubs.222  The banyan tree is 

carved overhead and a makara-toraıa extends over the foliage.  As the opposite end of the 

veranda serves as the entrance into the cave, the yak˘a's female counterpart is carved on the 

right wall of the transitional cell numbered J20A (Fig. 14).  Unlike her partner, the yak˘„ 

has four attendants: two female c‡maradharas (who stand behind the throne) and two male 

figures -- one being the bearded devotee with his chattra.  The number and type of 

attendants parallels those in the larger yak˘„ relief in J18. 

In terms of being considered as a pair, the J20 yak˘a relief and the image of the 

goddess in J19 have more in common with each other than with their respective 

counterparts carved within the transitional cells of J20A and J19A.223  For example, in the 

                                                
221 It should be noted that on James Burgess' plan, the smaller cell preceding J20A is not delineated. 
222 Although the protective aspect of the yak˘a is highlighted via his attendants, interestingly, carvings of nidhi 
figures are also found on the veranda of J20.  One of these carvings is adjacent to the yak˘a relief.  The inclusion 
of these figures (which are typically associated with treasure) adds to the component of financial well-being 
embodied by this deity.  In addition, as Doris Chatham notes, some yak˘a images at Ellora are depicted in a 
similar seated posture as nidhi figures.  See Doris Chatham, "Style and Composition in the Indra Sabh‡ and the 
Jagann‡tha Sabh‡ Caves at Ellor‡," 82. 
223 According to Doris Chatham, the image of the yak˘a in the transitional cell J19A is modeled to match a 
relief of a four-armed goddess carved in the same cell.  See her article, "Style and Composition in the Indra 
Sabh‡ and the Jagann‡tha Sabh‡ Caves at Ellor‡," 80-81.  This goddess may represent Cakre˜var„ as a similar 
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J19 and J20 veranda reliefs, all of the figures face the viewer and the head of each v‡hana is 

carved on the right side of the panel.  The deities are seated in identical poses (with the 

proper left leg bent and the right leg extended) and have the same number of attendants.  

Both niches are carved with a makara-toraıa -- though the one over the yak˘a stretches 

across the top of the tree without forming individual pendants.  The similarity in their 

general composition suggests that the pairing of deities at Ellora may even extend across 

individual excavations.  Viewed in this light, the yak˘„ relief in J19 and the male deity in 

J20 can be interpreted as a secondary set of attendants (or guardians) to the main shrine 

Jina in J18, with the yak˘„ located to the right of the shrine and the yak˘a to the left.  Thus 

these deities maintain their respective locations even when multiple caves are considered. 

Whether they are carved at the entrance to the excavation or flanking the shrine 

door, the yak˘a/yak˘„ pairs demarcate important liminal crossings within Ellora's cave-

temples.  They mark the transition from secular to sacred space -- areas within the 

excavations that are in need of protection.  Though rock-cut and literally part of the 

mountain, doors and/or other openings such as windows or verandas are generally 

considered to be the most vulnerable part of a sacred structure and thus in need of 

protection through the presence of deities and other apotropaic motifs.  This is also the case 

for stairwells and transitional passages between halls, and, as we have seen, yak˘„ and 

yak˘a images often occupy these spaces.  Perhaps the most dramatic examples are the 

images in J18 which become visible when the devotee reaches the top of the stairwell 

leading up to this excavation. 

The inclusion of this pair in the majority of Ellora's Jain caves, combined with their 

large size and prominent locations within the temple, clearly indicate the importance of these 

deities at the site.  Although such a detailed examination of these figures is a good way to 
                                                                                                                                            
relief that is in a better state of preservation is carved in J20A.  These figures are discussed at the end of this 
chapter. 
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understand the nature of this yak˘a/yak˘„ pair, it is also fruitful to consider them within the 

fuller context of imagery at Ellora.  Sculptures of Hindu and Buddhist deities who are also 

associated with concepts of fecundity, abundance, and wealth, are equally present at the 

site.  How these figures represent notions of well-being and how they are similar and/or 

different from Ellora's Jain deities will be examined in the next section.  With this approach, 

themes of well-being can be explored across religious traditions, highlighting the multi-

religious setting of the caves.  This type of study not only draws attention to shared 

concerns of financial stability, family, and security which are made manifest at Ellora, but it 

also acknowledges the variety of ways in which such themes can be expressed. 

Jain Deities in Context: Expressions  of  Wealth,  Fecundity,  and Protection 
in Ellora's  Buddhist and Hindu Excavations 

While the presentation of this specific yak˘„/yak˘a pair is unique to Ellora's Jain 

caves, other excavations at the site contain representations of deities or other celestials that 

are similarly associated with notions of well-being.  Perhaps the most immediate connection 

that can be made to Ellora's Jain deities is a representation of the Buddhist yak˘a P‡§cika 

and his consort H‡r„t„ carved on the facade of Ellora's Cave 8 (Fig. 43).  In this relief, 

located to the left of the entrance, the yak˘a couple is presented together within the same 

panel.  P‡§cika is depicted on the left side of the panel when facing the sculpture.  Although 

slightly damaged, the figure is seated with his legs tucked in front of him.  He is bare-

chested and is adorned with minimal ornaments which include coiled armlets, a necklace, 

large circular earrings and a crown. Luxurious curls of hair frame his face and draw 

attention to the oval halo carved behind his head.  His large, round belly and the folds of 

skin under his chest and around his neck are emblematic of good health and general well-

being.  The simple, yet direct presentation of this deity contrasts to images of the Jain yak˘a 
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which tend to highlight concepts of wealth through greater ornamentation, held attributes, 

and attendant figures. 

P‡§cika's consort, H‡r„t„, is carved on his proper left and appears to be seated on a 

cushion.  She wears a similar crown and earrings as the yak˘a, but is adorned with two 

necklaces, one of them thick, and her halo is round rather than oval.  Bracelets are carved 

around her wrists and anklets consisting of beads or pearls adorn her ankles.  Her lower 

garment consists of a long, sheer cloth which is fastened with a belt composed of small 

rectangular pieces.  A male child, sporting the same hairdo as P‡§cika, sits on her proper 

left knee.  H‡r„t„ cradles the back of her child's head with her left hand and holds up a 

damaged branch of fruit (either mango or pomegranate) with her right hand.  In terms of 

iconography, the attributes of the child and the branch of fruit are shared with images of 

Ellora's Jain yak˘„s.  Moreover, both deities are similar in their emphasis on the female 

form -- particularly the large, round breasts.  A female attendant, holding a fly-whisk or 

possibly a lotus, stands to H‡r„t„'s left.  Above this figure, in a cloud cartouche, is a single 

gaıa holding a lotus in his proper right hand.  Although the left side of the niche is now 

empty, it can be assumed that a second attendant and flying figure once occupied this part 

of the panel. 

The relief of P‡§cika and H‡r„t„ at Ellora continues a well-established practice of 

including such deities within a Buddhist monastic setting as similar images are found in 

other western caves.  For example, a relief of these two yak˘as can be found at the entrance 

to Cave 7 at AuraÔg‡b‡d and inside AjaıÒ‡'s Cave 2.224  The AuraÔg‡b‡d relief is quite 

                                                
224 See Geri Malandra, "AjaıÒ‡ to Ellora: Back Again!" in Ratan Parimoo, ed., The Art of AjaıÒ‡: New 
Perspectives, vol. 2 (New Delhi: Books & Books, 1991), 440-452; and Walter Spink, Ajanta to Ellora 
(Bombay and Ann Arbor: Marg Publications for the Center for South and Southeast Asian Studies, University 
of Michigan, 1967), 67, figs. 15 and 16.  In addition to the western caves, images of P‡§cika and H‡r„t„ are also 
known from Ku˘‡ıa-period sculpture from Gandhara and Mathur‡.  For Gandharan images see John Rosenfield, 
The Dynastic Arts of the Kushans (Berkeley and Los Angeles: University of California Press, 1967), 245-49.  
For illustrations from Mathur‡ see A.K. Coomaraswamy, Yak˘as, Part I, (1928; reprint, New Delhi: Munshiram 
Manoharlal, 1980), plate 21, figs. 3-5. 
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similar to the one at Ellora in terms of iconography and location -- though the image at 

AuraÔg‡b‡d is carved to the right of the entrance rather than the left.  As Geri Malandra 

notes in her study on Ellora's Buddhist caves, the Ellora relief differs stylistically from the 

late sixth-century P‡§cika and H‡r„t„ image at AuraÔg‡b‡d.225  She points out the 

differences in the treatment of hair and jewelry, and notes that the figure of P‡§cika at 

Ellora more closely resembles a nidhi figure that is carved by the shrine door in 

AuraÔg‡b‡d's Cave 7.  As nidhi figures are typically emblematic of treasure and material 

goods, it is not surprising to find that their iconography is shared with other celestials 

associated with similar themes. 

The earliest image of H‡r„t„ and P‡§cika within a rock-cut context is the relief found 

inside Cave 2 at AjaıÒ‡.  As in the other examples, the deities are presented side-by-side 

and flanked by female attendants.  However, at AjaıÒ‡, H‡r„t„ and P‡§cika are carved within 

their own pillared shrine within the main hall of the vih‡ra, rather than at the entrance into 

the cave.226  H‡r„t„ is portrayed as a beneficent and maternal goddess, supporting her child 

on her proper left knee.  As in other images of H‡r„t„ in the western caves, as well as the 

Jain yak˘„ at Ellora, the AjaıÒ‡ goddess grasps a bunch of mangos with her proper right 

hand.  She is also ornamented in a similar fashion as Ellora's Jain yak˘„, particularly evident 

in the long necklace that hangs between her breasts.  Carved at the base of the AjaıÒ‡ 

H‡r„t„-P‡§cika sculptures are approximately ten children in various stages of play or study.  

Interestingly, a few of the children are depicted encouraging two rams to fight, a motif that 

is also found on a seventh-century Jain sculpture of a family group from U.P., 

demonstrating the ease in which certain iconographical motifs transcend geographical, 

                                                
225 Geri Malandra, Unfolding a MaıÛala: The Buddhist Cave Temples at Ellora (Albany: State University of 
New York Press, 1993), 104. 
226 The shrine dedicated to H‡r„t„ and P‡§cika is carved to the right of the main shrine within Cave 2 which 
contains a rock-cut Buddha.  A similar shrine is carved to the left of the main shrine and it contains two 
corpulent male yak˘as. 
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religious and artistic boundaries.227  Shared iconographical features between Buddhist and 

Jain yak˘as is also seen in the figure of P‡§cika at Ajaıt‡ who holds a fruit, probably a 

seethaphal (custard apple), in his proper right hand.  In addition to this attribute, the 

ornamentation of P‡§cika -- which includes a conical crown, earrings, armlets, a jeweled 

belt worn around the ribcage, and a beaded yaj§opav„ta -- corresponds to Ellora's yak˘a 

images. 

Of the three H‡r„t„-P‡§cika reliefs at AjaıÒ‡, AuraÔg‡b‡d and Ellora, it is the relief 

at AjaıÒ‡ that provides the most visual information regarding the nature and role of these 

deities within the monastic setting.  For example, painted on the side walls of the shrine are 

devotees performing pÂj‡.228  The mural on the right wall depicts a number of laywomen 

and their children making offerings to the goddess and paying homage at her feet.  On the 

left wall of the shrine, a painted form of H‡r„t„ grants dar˜an to the worshippers.  Other 

scenes are carved in the upper corners of the H‡r„t„-P‡§cika shrine.229  One scene shows an 

angry H‡r„t„ wielding weapons and lunging at the Buddha who is seated calmly on a 

throne.  The second scene, in the opposite corner, depicts H‡r„t„ with a child kneeling 

before the Buddha who makes a gesture of teaching (dharmacakramudr‡). 

While the painted side-wall murals appear to present contemporary forms of 

worship performed to H‡r„t„ by the laity, the carved vignettes in the upper corners 

seemingly depict a conversion legend about this goddess that is recorded in a number of 

Buddhist texts.230  According to these sources, P‡§cika and H‡r„t„ lived in R‡jagÁha with 

their five hundred children.  In order to provide nourishment for herself and her large 
                                                
227 The Jain sculpture of a family group -- possibly the parents of a Jina -- is illustrated in Pratapaditya Pal, ed., 
The Peaceful Liberators, cat. no. 58. 
228 For a discussion and illustration of these murals see Richard S. Cohen, "N‡ga, Yak˘iı„, Buddha: Local 
Deities and Local Buddhism at Ajanta," History of Religions 37, no. 4 (May 1998): 389-91, figs. 7 and 8. 
229 Ibid., figs. 9 and 10. 
230 The legend of H‡r„t„ and P‡§cika is found in the MÂlasarv‡stivada vinaya and the Lalitavistara.  Etienne 
Lamotte has noted that this story also appears in the Mah‡va¸sa, Tsa pao tsang ching, Mo ho mo yeh ching, 
and the Kuei tzπ mu ching.  See E. Lamotte, History of Indian Buddhism: From the Origins to the ¯aka Era, 
translated from the French by Sara Webb-Boin (Louvain-Paris: Peeters Press, 1988), 689. 
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family, H‡r„t„ was compelled to devour the children of the town.231  With the intention of 

teaching her to empathize with the mothers of R‡jagÁha, the Buddha concealed H‡r„t„'s 

favorite child, named PriyaÔkara.232  When H‡r„t„ realized that her child was missing, she 

attacked the Buddha in a fit of rage but was subsequently converted by him.  H‡r„t„'s child 

was given back to her on the condition that she stopped eating the children of R‡jagÁha, and 

in return, the town promised to feed her and her family.  According to the seventh-century 

Chinese pilgrim I-Tsing (who repeats this tale in his travel accounts of northern India), 

images of H‡r„t„ were painted in Buddhist monasteries, generally on the porch or in a 

corner of the kitchen, where food could be offered during certain observances and 

ceremonies. 233  I-Tsing also notes that "if those who are childless on account of their 

bodily weakness (pray to her for children), making offerings of food, their wish is always 

fulfilled."234 

The inclusion of images of H‡r„t„ and P‡§cika at Buddhist monastic sites such as 

AjaıÒ‡, AuraÔg‡b‡d, and Ellora, is clearly based on their dual function as fecundate and 

protective deities.  After her conversion, H‡r„t„ is transformed into a goddess capable of 

granting and protecting children, preventing and curing childhood diseases, and ensuring 

the general welfare of family and home.  Her consort P‡§cika is also ascribed a similar 

function in literature, as he is the top general in Kubera's army of yak˘as.  As such, he is 

responsible for the welfare and organization of the troops.  Thus, whether images of these 

figures are located next to the main shrine, as at AjaıÒ‡, or at the entrance into the vih‡ra, as 

at AuraÔg‡b‡d and Ellora, they serve as guardians of the monastery and the monastic 

                                                
231 According to A.K. Coomaraswamy, H‡r„t„'s "devouring" of the children is a metaphor for smallpox.  See his 
book, Yak˘as, Part I, 9. 
232 Thus the iconography of the child and the mangos is not the only element that ties H‡r„t„ to the Jain yak˘„, 
as one of KÂ˘m‡ıÛin„'s children is also named PriyaÔkara according to ‚˜‡dh‡ra's Prati˘Òh‡s‡roddh‡ra. 
233 J. Takakusu, trans., A Record of the Buddhist Religion as Practiced in India and the Malay Archipelago 
(A.D. 671-695) by I-Tsing (1896; reprint, Delhi: Munshiram Manoharlal, 1966), 37-38. 
234 Ibid., 37. 
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community while simultaneously representing themes of collective solidarity, health, and 

well-being -- important components in monastic living.  Moreover, the protective role of 

H‡r„t„ and P‡§cika is further enhanced in their presentation as a pair.  As the coupling of 

male and female yak˘as (or mithunas) is an apotropaic motif found in India's earliest 

Buddhist rock-cut monasteries, reliefs of H‡r„t„ and P‡§cika in the late fifth through seventh 

centuries can be seen as an extension of this rather ancient concept. 

In addition to H‡r„t„ and P‡§cika, another yak˘a, Jambhala, can be found within 

Ellora's Buddhist caves.  Like P‡§cika, Jambhala is a corpulent male yak˘a associated with 

themes of abundance and well-being.  In one relief at the site, carved on the facade of an 

unfinished excavation between Caves 19 and 20,235 Jambhala is portrayed in a relaxed 

pose, leaning against a coiled bolster (Fig. 44).  As in the P‡§cika relief, the yak˘a is bare-

chested with hard ridges of flesh under his breasts and encircling his neck.  He wears a 

similar crown as P‡§cika and his hair is rendered in identical thick waves.  Although 

slightly damaged, he holds up a round object, perhaps a fruit or jewel, with his proper right 

hand.  Carved in the upper corners of the niche are corpulent gaıas who hold offerings to 

the yak˘a.  The flying figure on the left, when looking at the panel, balances a bowl of 

round objects in his proper left hand and grasps a cylindrical object in his right.  This object 

may be the same as that held by the accompanying gaıa in the right corner which is more 

clearly identifiable as a bouquet of flowers, possibly utpalas.  Behind the head of both 

gaıas is a coiled money bag or mongoose-skin purse slung over the shoulder. 

                                                
235 The particular location of this monument, some distance from the other Buddhist caves, has led K.V. 
Soundara Rajan to postulate a Jain affiliation for the excavation.  He identifies the yak˘a as M‡taÔga.  See K.V. 
Soundara Rajan, Cave Temples of the Deccan (New Delhi: Archaeological Survey of India, 1981), 83-5.  
According to Krishna Kumar, the excavation was originally planned as a Buddhist cave and then converted to a 
Hindu monument and subsequently abandoned.  See Krishna Kumar, "The Buddhist Origin of Some 
Brahmanical Cave-Temples at Ellora," East and West vol. 26, nos. 3-4 (Sept.-Dec. 1976): 363-64.  Geri 
Malandra does not include this excavation in her study of Ellora's Buddhist caves, but she does identify the 
yak˘a on its facade as Jambhala and notes its stylistic and iconographical similarities to the P‡§cika relief of 
Ellora's Cave 8.  See Geri Malandra, Unfolding a MaıÛala, 104-5. 
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A similar presentation of Jambhala is carved at the left-end of the veranda of Cave 2 

(Fig. 45).  The yak˘a rests his proper left elbow on a bolster or cushion and holds a lotus in 

his proper right hand.  He is ornamented in a similar fashion as the other Jambhala and 

P‡§cika sculptures with a crown, earrings, and coiled armlets and bracelets.  However, the 

Cave 2 Jambhala also wears a beaded yaj§opav„ta which falls across his chest and drapes 

over his proper right arm.  The addition of this element, as well as how it is rendered across 

his body, corresponds closely to images of Ellora's Jain yak˘as.  The visual relationship 

between representations of these two deities is also witnessed in the standing male attendant 

carved to Jambhala's right.  This figure holds a fly-whisk in his proper right hand and 

places his left hand on his hip. 

By the early eighth century, when the multi-storied Buddhist Caves 11 and 12 were 

excavated, the iconography of Jambhala seemingly shifts to one that is more directly 

connected to financial well-being, like that of the Jain yak˘a or the Hindu yak˘a Kubera 

(discussed below).  Reliefs of Jambhala in these later Buddhist excavations, such as in 

Cave 11, present him as a heavily ornamented figure who holds a citron and a mongoose-

skin purse (Fig. 46).  The increase in the jewelry worn by the yak˘a is highlighted further 

by the bag or pot carved beneath him which issues forth strands of pearls or a stream of 

coins.  Similar presentations of Jambhala as a god of wealth are found in Cave 12.  In one 

relief, located on the second floor of the excavation, Jambhala's mongoose-skin purse 

hangs down past his lotus support where it rests on top of a large pot.236  According to 

some Buddhist texts, Jambhala guards a pot of amÁta -- a honey-like substance that can 

grant immortality.237 

In addition to Jambhala's shift in iconography, the location of these images has also 

changed.  Instead of being carved on the facade or veranda of the excavation, the reliefs of 
                                                
236 For an illustration of this image see Geri Malandra, Unfolding a MaıÛala, fig. 221. 
237 V.S. Agrawala, Ancient Indian Folk Cults (Varanasi: Prithivi Prakashan, 1970), 181. 
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Jambhala in Caves 11 and 12 are carved within the main shrines.238  They are carved on the 

front wall of the shrine, to the left of the door when looking out into the main hall, and thus 

in some ways retain their original function as guardian to an entrance.  However, by 

including these yak˘as within the shrine, across from the Buddha image, they more directly 

serve as attendants, much like the standing bodhisattvas that are carved on the side walls of 

the shrine.  Moreover, in this location, Jambhala is visually paired with a female 

bodhisattva, T‡r‡, who is featured on the other side of the shrine doorway.  The 

juxtaposition of a male and female deity on opposite sides of a threshold is comparable to 

the yak˘a/yak˘„ pairing in Ellora's Jain caves, though the Jain deities are never found within 

the main shrine. 

Jambhala's presence within the sanctum can be viewed as part of the larger celestial 

assembly, or maıÛala, that is created within the shrines of Ellora's latest Buddhist caves.239  

The fact that Jambhala is considered to be on equal footing with the bodhisattvas can be 

seen in his inclusion in a triad-relief with Avalokite˜vara and Ma§ju˜r„ on the right wall of 

the shrine in Cave 6 and with Avalokite˜vara and T‡r‡ in the shrine of Cave 12.1.2.  The 

inclusion of the Buddhist yak˘a within the shrine, along with other deities of the Buddhist 

pantheon, may also be interpreted as a metaphorical demonstration of the riches of 

Buddhism, i.e. the spiritual riches of enlightenment embodied by the Buddha and held in-

check by the bodhisattvas who will attain enlightenment only after assisting their human 

devotees.  This may also be suggested by the inclusion of the lay worshipper in Cave 

11.2.1 who kneels next to Jambhala's pot of jewels and pays homage to the Buddha.  Thus 

concepts of financial or material well-being that are so clearly articulated through Ellora's 

Jain yak˘as may be one way to further understand images of Jambhala in Ellora's Buddhist 

caves. 
                                                
238 These include 11.2.1, 12.2, and 12.3. 
239 See Geri Malandra, Unfolding a MaıÛala, 107. 
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The presentation of Jambhala as a richly ornamented, corpulent deity of wealth not 

only ties this figure in visually and thematically with images of Ellora's Jain yak˘as but also 

with a singular representation of the Hindu yak˘a Kubera carved in Cave 25 (Fig. 47).  

Although this Vai˘ıava cave-temple appears to have been excavated in the early eighth 

century, 240 many of its features, including the image of Kubera, are later, perhaps dating to 

the beginning of the ninth century when the majority of work on the Jain caves was 

undertaken.241  The image of Kubera, which is well over life-sized, is carved on the right 

(south) end of the veranda.  Special accommodations were made to include this figure, 

which required cutting back the veranda wall at an angle.242  The figural form of Kubera 

(with a relatively small head and wide hips and legs) also suggests an early ninth-century 

date as it is comparable in form to the image of the Jain yak˘„ in J25 (Fig. 38).  Moreover, 

the attention to detail, as seen in the richly embroidered and jeweled cushion that supports 

Kubera, replicates carvings found in the Jain caves. 

In terms of iconography, this relief of Kubera is quite similar to the later images of 

Jambhala and the sculptures of the Jain yak˘a.  Like the other male deities, Kubera is 

portrayed as a corpulent figure who wears a crown, earrings, jeweled necklace, and 

yaj§opav„ta.  Long strands of hair are visible from beneath his crown which extend past his 

shoulders.  Although Kubera's right arm is completely destroyed, he grasps the mongoose-

skin purse in his left hand and displays it prominently in front of his bent leg.  His seated 

posture of lalit‡sana, where one leg is extended and the other is bent, also corresponds to 

images of Jambhala and the Jain yak˘a.  However, rather than sitting on an elephant or a 
                                                
240 Stanislaw Czuma dates this cave to the early eighth century based on the style of its veranda pillars and the 
fact that this cave is the only excavation of the R‡˘ÒrakÂÒas which is not dedicated to ¯iva.  See Stanislaw 
Czuma, "The Brahmanical Rashtrakuta Monuments at Ellora," Ph.D. Dissertation, University of Michigan, 
1968, 246-7. 
241 Another feature which ties this excavation to the majority of Jain caves is the floral pedestals supporting the 
shrine dv‡rap‡las.  Similar pedestals, with large seeds in the flower head, are carved under the dv‡rap‡la Jinas in 
J18. 
242 This modification is noted by Stanislaw Czuma, "The Brahmanical Rashtrakuta Monuments at Ellora," 
244. 
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giant lotus, Kubera sits on a cushion which is carved with a lotus-petal design and pearl 

festoons.  His exalted status as a deity worthy of worship is highlighted further by the 

flying figures above him who hold long garlands of flowers.  Kubera's location on the 

veranda of Cave 25, and next to a doorway leading into a now empty cell or shrine, is 

comparable to images of Ellora's Jain yak˘as.  Indeed, space has been reserved on the wall 

on the other side of the door, possibly for a female counterpart. 

Further confirming the artistic ties between the Hindu Cave 25 and Ellora's Jain 

excavations is the interesting fact that this image of Kubera is the only sculpture within 

Ellora's Brahmanical monuments that presents the yak˘a in this fashion.  Other images of 

Kubera depict him as one of the eight dikp‡las (directional guardians)243 or as one of a 

series of small figures carved on the lintel to a shrine doorway.244  In neither context do we 

get the sense of this figure as being an important deity associated with themes of abundance 

and financial well-being.  Thus, it is only when the Jain caves were underway with their 

multiple representations of yak˘as that a similar yak˘a-type is carved in a Hindu cave-

temple. 

Instead of images of Kubera, the "iconography of wealth" in Ellora's mid-eighth-

century Hindu caves seems to be best demonstrated by sculpted nidhi figures.  As 

mentioned earlier, nidhis are generally small gaıas who are typically associated with 

notions of wealth and precious objects.  The term "nidhi" literally means "treasure" and as 

such, these figures are considered to be personifications of the treasures guarded by yak˘as.  

                                                
243 The most elaborate presentation of the dikp‡las is found on the gateway leading into the Kail‡san‡tha 
complex.  However, the panel that would have assumedly been carved with Kubera is completely damaged.  See 
Stanislaw Czuma, "The Brahmanical Rashtrakuta Monuments at Ellora," 114-5; and Mary Beth Heston, 
"Iconographic Themes of the Gopura of the Kail‡san‡tha Temple at Ellor‡," Artibus Asiae vol. XLIII, nos. 1/2 
(1981-2): 219-35. Dikp‡las are also often included in reliefs that feature ¯iva, such as depictions of ¯iva's 
marriage, his cosmic dance, Ravana Shaking Mt. Kail‡sa, and ¯iva as Mah‡yogin.  See D.N. Varma, 
"Representations of Dikp‡las at Ellora," in Ratan Parimoo, Deepak Kannal, and Shivaji Panikkar, eds., Ellora 
Caves, Sculptures and Architecture: Collected Papers of the University Grants Commission's National 
Seminar (New Delhi: Books and Books, 1988), 310-17. 
244 Kubera, along with images of Padmanidhi, ¯aÔkanidhi, Narasi¸ha, and Lakuli˜a, are carved above the 
shrine door of the LaÔke˜vara temple. 
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The Hindu god of wealth, Kubera, is said to possess eight types of wealth known 

collectively as the a˘Òanidhis.245  Examples include: pots of precious substances, bags of 

money or jewels, coins, lotuses and conch shells.  As early as the sixth century, two 

specific nidhis, one holding a conch shell (˜aÔkhanidhi) and the other a lotus (padmanidhi), 

are commonly represented in India's rock-cut caves.  These figures, found in the Hindu 

excavations at B‡d‡m„ and Dhoke˜vara, and in the late sixth-century Buddhist caves at 

AuraÔgab‡d, are typically carved in shallow niches on either side of the shrine door and/or 

the entrance into the excavation.246  Thus they serve to mark transitions between significant 

architectural junctures, much like the Jain yak˘a/yak˘„ pair in Ellora's Jain excavations. 

In Ellora's Hindu caves, large sculptures of ¯aÔkhanidhi and Padmanidhi, 

measuring approximately four feet in height, are carved within the passageway leading into 

the Kail‡san‡tha complex (Figs. 48 and 49).  Padmanidhi is located on the right side of the 

entrance, holding up his lotus in his proper right hand.  He is adorned with numerous 

necklaces and belts and wears a tall jeweled crown.  His hair spills out from under the 

crown in a similar fashion as the temple dv‡rap‡las carved inside the complex.  

¯aÔkhanidhi is presented with the same ornamentation as Padmanidhi and mimics the 

gesture of holding up his attribute with his proper right hand.  Both nidhis are framed by a 

curving, beaded garland which creates a halo around the figures' heads and draws attention 

to their raised attributes.  The garland also serves as a compositional divider by separating 

the nidhis from their celestial attendants who hover above them.  While each nidhi is seated 

on a lion-throne with a double-lotus seat, the postures of the figures vary slightly with 

Padmanidhi filling out the entire space of the niche and resting his empty left hand on his 

upraised knee.  In contrast, ¯aÔkhanidhi keeps his limbs close to his body and uses his 
                                                
245 Jitendranath Banerjea, The Development of Hindu Iconography (Calcutta: University of Calcutta, 1956) 
105 and 528. 
246 For a discussion of nidhi figures at these and other sites see Gary Tarr, "The ¯iva Cave-Temple of 
Dhoke˜vara: The Development of the Nidhi Image," Oriental Art XV, no. 4 (Winter 1969): 274-80. 
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raised knee to support his arm holding the attribute.  The notions of wealth and treasure 

expressed by these figures is heightened by a large panel of Gaja-Lak˘m„, goddess of 

fortune and prosperity, which confronts the viewer upon passing through this entranceway.  

It is only after passing to the right or left of this panel that one can get a glimpse of the 

temple proper. 

Nearly identical sculptures of ¯aÔkhanidhi and Padmanidhi are also found in what 

is known as the Parlanka cave in the Kail‡san‡tha complex.  Carved at the bottom of the 

doorway leading into the main hall of this second-story excavation, these figures similarly 

mark a transition from secular to sacred space as their counterparts at the entrance to the 

Cave 16 complex.  Although the Parlanka sculptures are considerably damaged, the main 

features of the nidhis are still recognizable, including the beaded garland over each figure.  

Unlike the reliefs at the entrance to the complex, the artist in this excavation has taken 

considerable means to present the nidhis as mirror images of each other, forming a cohesive 

composition which invites the devotee to enter into this space.  While their location flanking 

the doorway corresponds to earlier images of ¯aÔkhanidhi and Padmanidhi at B‡d‡m„ and 

AuraÔgab‡d, the figures at Ellora are practically carved in the round, truly emerging from 

the architectural constraints of the door jambs. 

In addition to its "iconography of wealth," Ellora's Hindu excavations also differ 

somewhat from their Jain and Buddhist counterparts in visual expressions of fecundity and 

protection.  Rather than being presented in the form of a paired male and female deity, these 

themes are illustrated through a set of seven Hindu goddesses known as the saptam‡tÁk‡s, 

literally "the seven mothers."  These goddesses are the consorts, or ˜aktis (power essence 

or energy) of seven principal male deities who were unable to defeat a particular demon.  

The demon, identified in texts as either Andhaka or Raktab„ja, was difficult to slay because 

upon injury, every drop of his blood onto the ground transformed into another demon.  
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Thus the m‡tÁk‡s were created to destroy the demon with their weapons and v‡hanas 

appropriated from their respective male counterparts.  In essence, the m‡tÁk‡s are goddesses 

of victory and liberation as they were the only ones who could restore order to both the 

earth and cosmos. 

The sculptures of the saptam‡tÁk‡s at Ellora can be viewed in part as a continuation 

of this type of imagery found in earlier Hindu rock-cut temples.247  In general, seven 

goddesses, preceded by ¯iva and culminating in an image of Gaıe˜a, are portrayed along 

the rear wall of a subsidiary chapel.  From left to right, the goddesses include: Brahm‡ı„, 

M‡he˜var„, Kaum‡r„, Vaisıav„, V‡r‡h„, Indr‡ı„, and C‡muıÛ‡.  All of the figures are 

seated on pedestals which are carved with their respective v‡hanas.  With the exception of 

Brahm‡ı„, all of the m‡tÁk‡s have a child on their lap or standing nearby.  Thus the 

goddesses in Ellora's excavations are portrayed as gentle, maternal figures rather than 

ferocious deities of destruction. 

In Cave 21, the earliest representation of the saptam‡tÁk‡s at the site, the goddesses 

are presented in a dynamic manner, with some figures turning gracefully in profile (Figs. 

50 and 51).  While the m‡tÁk‡s are differentiated through their ornamentation, hairstyle, and 

various attributes/weapons that they hold in their four hands, a singular band of foliage 

carved above them presents them as a collective unit.  The rendering of foliage also visually 

links the m‡tÁk‡s to images of ˜‡labha§jik‡s that are carved as brackets on the veranda 

                                                
247 Among the earliest images are those carved in the fifth-century caves at Udayagiri, near modern-day Bhopal.  
Here, and at other sites, carvings of the m‡tÁk‡s are typically located near hall entrances or within their own 
rock-cut chapels.  During this early period of Hindu excavation activity, the number of goddesses varies from 
seven to eight and their presentation is relatively fluid.  At Elephanta, for example, eight goddesses, preceded by 
¯iva and followed by Gaıe˜a, are carved across the rear wall of the right chapel in the east-wing shrine of Cave 
1.  The m‡tÁk‡s are all two-armed standing figures who are differentiated through their v‡hanas which are 
depicted on the banners of their staffs carved beside them.  At Dhoke˜vara, the m‡tÁk‡s are seated and the 
majority of figures hold a child on their lap.  In the R‡vaıa Phadi Cave at AihoÎe, an image of ¯iva Nate˜a is in 
the middle of a set of dancing goddesses who are depicted without children or v‡hanas.  See Michael W. 
Meister, "Regional Variations in M‡tÁk‡ Conventions," Artibus Asiae 47 nos. 3/4 (1986): 233-46; and Gary 
Tarr, "The ¯iva Cave-Temple of Dhoke˜vara," 271-3. 
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pillars of this cave.248  Carved at the right (southwest) end of the chapel are over life-sized 

images of K‡la and K‡l„ -- skeletal figures representing eternal time and death (Fig. 52).  

The emaciated forms of these deities contrasts greatly to the fleshy, full-bodied figures of 

the m‡tÁk‡s.  Even the goddess C‡muıÛ‡ (the seventh m‡tÁk‡), who is often depicted as a 

skeletal figure in later representations (as in Ellora's Caves 14 and 22), retains her robust 

form in this panel. 

In addition to occupying their own subsidiary chapel, saptam‡tÁk‡s are also carved 

along the circumambulation passage (pradak˘iıapatha) around the main shrine.  For 

example, in Cave 14, they are carved on the right (south) wall, indicating that they would be 

the last images seen prior to entering the liÔga shrine.  In fact, the last carving of the series 

is an image of K‡la accompanied by K‡l„.  K‡la holds a variety of sharp implements in his 

four hands and plunges a curved spike or dagger into the skull of a small skeletal figure at 

his feet -- a visual reference to the destruction of eternal time, i.e. the cessation of death and 

subsequent rebirth.  This would indeed be a potent image to view and worship before 

performing pÂj‡ in the main shrine. 

The importance of locating the saptam‡tÁk‡s at the end of the pradak˘iıapatha is 

also demonstrated in what is arguably the most dramatic presentation of these goddesses at 

Ellora -- the sculptures carved in the excavation popularly called the Yaj§a˜‡l‡ (Hall of 

Sacrifice).249  Carved on the second level in the right (south) wall enclosure of Cave 16, the 

Yaj§a˜‡l‡ is one of the final halls encountered during ritual circumambulation of the 

Kail‡san‡tha temple.250  The sculptures within this hall are life-sized and are carved in the 
                                                
248 The band of foliage above the saptam‡tÁk‡s is unique to Cave 21 at Ellora.  However, separate trees are 
carved over the m‡tÁk‡s in a panel from the Dhoke˜vara cave, a nearby Hindu excavation that is modeled after 
Cave 21.  See Gary Tarr, "The ¯iva Cave-Temple of Dhoke˜vara," 273 and fig. 8. 
249 The excavation is called the Hall of Sacrifice because it contains rock-cut hollowed altars on the floor that 
are believed to have served as fire pits to perform the fire sacrifice.  See Stanislaw J. Czuma, "The Brahmanical 
Rashtrakuta Monuments of Ellora," 191-93. 
250 The importance of locating the saptam‡tÁk‡s at the end of a circumambulatory path is also mirrored in the 
subsidiary shrines surrounding the vim‡na of the Kail‡san‡tha temple itself.  In the fifth, or last shrine, seven 
socket holes are carved into the plinth comprising the rear wall of the structure.  Although the sculptures are no 
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round.  Their three-dimensional form and their inclusion along all three sides of the 

excavation contribute to their powerful presence.  On the left (east) wall of the excavation 

are three elaborately ornamented females.  Two of the figures hold fly-whisks and appear to 

be in attendance on the central female.251  A corpulent gaıa is also carved in this space, 

though he turns to face ¯iva and the m‡tÁk‡s who are lined up parallel to the rear wall of the 

excavation.  Although they are considerably damaged, the goddesses depicted appear to 

include the standard seven, though with some modifications in their v‡hanas.  Most of the 

m‡tÁk‡s appear to have been holding a child on their lap, though only a few of these images 

have survived intact.  Concluding the series of goddesses is an image of Gaıe˜a.  The final 

figures in the hall, carved along the right (west) wall, are K‡la, a goddess seated on a lotus, 

and Durg‡ (Fig. 53). 

The inclusion of the goddess Durg‡ within the hall of the saptam‡tÁk‡s is interesting 

in light of her role as the slayer of the buffalo demon, Mahi˘a.  This particular demon, who 

could change forms at will, could not be killed by any of the gods and so Durg‡ was 

created to destroy him.  The majority of Durg‡ images at Ellora, particularly in the 

Kail‡san‡tha complex, depict her in battle with this demon.  Different moments of the battle 

are often highlighted in the reliefs, providing a variety of visual form to this goddess's 

power and energy.252  Of significance, the buffalo is a symbol of Yama, the God of Death.  

Thus by killing the buffalo demon, Durg‡ ends the cycle of birth, death, and rebirth -- a 

victorious act of liberation that is similar to that performed by the saptam‡tÁk‡s.  In fact, 

according to the Dev„m‡h‡tmya, a fifth to sixth-century Sanskrit poem which describes this 
                                                                                                                                            
longer extant, it can be assumed that these sockets were for the installation of individual sculptures of the 
m‡tÁk‡s.  A single socket, presumably for an image of ¯iva, is carved on the left (eastern) portion of the plinth 
and two more holes are located on the right (western) side of the shrine for images of Gaıe˜a and K‡la.  See 
Stanislaw J. Czuma, "The Brahmanical Rashtrakuta Monuments of Ellora," 165-6. 
251 M.K. Dhavalikar suggests that the central female is a royal figure, possibly a R‡˘ÒrakÂÒa queen.  See M.K. 
Dhavalikar, Ellora, 65-6. 
252 For example, reliefs of Durg‡ Mahi˘‡suramardin„ at the entrance and on the temple maıÛapa depict her 
thrusting her trident into the demon while a relief on the northern gate-wall inside the complex shows her in an 
initial confrontation with the demon. 
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battle, the saptam‡tÁk‡s were created to assist Durg‡ in the crusade against the demon 

Raktab„ja and his army.253  It was during this act of combat when Durg‡ created a terrifying 

form of herself, known as C‡muıÛ‡, and joined the m‡tÁk‡s in battle.254 

Rather than presenting Durg‡ as the slayer of the buffalo demon, as in the majority 

of Durg‡ images in Cave 16, the artists of the Yaj§a˜‡l‡ present this goddess as a benign, 

peaceful deity -- much like the m‡tÁk‡s she flanks.  In this form, the goddess also 

corresponds visually with images of Ellora's Jain yak˘„s.  In fact, the lion beneath Durg‡ 

which raises its paw and turns to look back at the goddess is similar to the lion v‡hana 

supporting the Jain yak˘„ in J25.  The ties between Durg‡ and the Ambik‡/KÂ˘m‡ıÛin„-

type goddess, are however, much stronger than the shared iconography of the lion mount.  

Early Brahmanical appellations of Durg‡ include the names Amb‡, Ambik‡, and 

KÂ˘m‡ıÛ„.255  In the Dev„m‡h‡tmya, Durg‡ is often referred to as Ambik‡ because she 

must, like a mother, protect mankind from demons and she must restore cosmic order.  

Given the shared roles of these goddesses as both nurturers and protectors, it is not 

surprising to find similarities in their names and visual forms that cross over constructed 

boundaries of religion and religious art.256 

The rise in saptam‡tÁk‡ imagery, particularly in North India in the ninth through 

tenth centuries, is witnessed in the increase in the number of sculptures of these deities and 
                                                
253 The Dev„m‡h‡tmya describes three episodes of the Great Goddess Dev„: 1) her role in Vi˘ıu's creation of 
the world; 2) her slaying of the buffalo demon; and 3) her killing of Raktab„ja and the demon kings ¯umbha 
and Ni˜umbha.  It is in the third legend that the saptam‡tÁk‡s are invoked to aid her in battle.  For an English 
translation and analysis of this text see Thomas Coburn, Encountering the Goddess: A Translation of the Dev„-
M‡h‡tmya and a Study of Its Interpretation (Albany: State University of New York Press, 1991). 
254 Durg‡, in her manifestation as K‡l„, took the name C‡muıÛ‡ to memorialize her decapitation of the two 
demon generals CaıÛa and MuıÛa. 
255 U.P. Shah, Jaina-RÂpa-MaıÛana, 258. 
256 A case in point is the Jain goddess Saccik‡ whose iconography is identical to Durg‡ Mahi˘‡suram‡rdin„.  
For an in-depth examination of this goddess and her transformation from a non-Jain kuladev„ into a vegetarian 
Jain deity see Michael W. Meister, "Sweetmeats or Corpses? Community, Conversion, and Sacred Places," in 
John E. Cort, ed., Open Boundaries: Jain Communities and Cultures in Indian History (Albany: State 
University of New York Press, 1998), 111-38.  See also the epigraphical and iconographical studies by R.C. 
Agrawala, "A Unique Sculpture of the Jaina Goddess Saccika," Journal of the Bombay Branch of the Royal 
Asiatic Society (N.S.) 29/2 (1954): 63-66; and "Iconography of the Jaina Goddess Saccika," Jaina Antiquary 
21, no. 1 (1956): 13-20. 
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their greater presence on the exterior of structural Hindu temples.  The popularity of the 

saptam‡tÁk‡s and the impact of their presentation seems to have also affected Jain images at 

various sites during this period.  For example, a ninth or tenth-century sculpture of 

Ambik‡/KÂ˘m‡ıÛin„ from Mathur‡ presents her with Gaıe˜a and Kubera as her 

attendants.257  Carved on the pedestal of this sculpture are eight female figures.  They 

appear to be devotees, however, given their number, they may also allude to the 

sapt‡m‡tÁk‡s with an additional image of the Jain Ambik‡.  In the Navamuni cave at 

KhaıÛagiri in Orissa, Ambik‡ occupies the seventh and final position in a series of Jain 

yak˘„s carved in the tenth or eleventh century.258  A reference to the saptam‡tÁk‡s is not 

only made through the number of yak˘„s but by the image of Gaıe˜a which precedes them.  

Moreover, a number of the yak˘„s' attributes, including some of the v‡hanas, are identical to 

those goddesses typically portrayed as saptam‡tÁk‡s.259 

The relief in the Jain Navamuni cave is not only directly related to saptam‡tÁka 

imagery but it is also one of the earliest carvings to present differentiated goddesses specific 

to each Jina.  Carved above each of the seven yak˘„s is a seated T„rthaÔkara: Ë˘abhan‡tha, 

Ajitan‡tha, Sa¸bhavan‡tha, Abhinandana, V‡supÂjya, P‡r˜van‡tha, and Nemin‡tha.  

Although there are only seven Jinas and their yak˘„s depicted in this cave, in another relief 

at the site, dated to the eleventh or twelfth century, all twenty-four Jinas are presented with 

their ˜‡sanadev„s carved directly below them.260  The interest in differentiating the yak˘„s 

and ascribing them to a specific Jina reflects an iconographical development in Jain art that 
                                                
257 U.P. Shah, "Iconography of the Jain Goddess Ambik‡," 164-5 and fig. 32; Krishna Deva, "Monuments & 
Sculpture A.D. 600 -1000, North India," in Ghosh, ed., Jaina Art and Architecture, 3 vols. (New Delhi: 
Bharatiya Jnanpith, 1974), v. 1, 149-50 and plate 79.  This image is also mentioned by M.N.P. Tiwari in his 
book, Ambik‡ in Jaina Art and Literature, 22. 
258 Debala Mitra, "¯‡sanadev„s in the KhaıÛagiri Caves," Journal of the Asiatic Society of Bengal (4th series), 
vol. 1, no. 2 (1959): 127-133. 
259 For example, two yak˘„s (apart from Ambik‡) hold a child on their lap, a feature which is not encountered in 
textual descriptions or in images of these ˜‡sanadev„s.  In addition, the second and fifth yak˘„ in the series 
appears to be modeled after Indr‡ı„ and Kaum‡r„ respectively.  See Debala Mitra, "¯‡sanadev„s in the 
KhaıÛagiri Caves," 128. 
260 This relief is located in Cave 8, popularly known as Barabhuji Gumpha. 
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does not start to emerge until the tenth century.  Although some of Ellora's carvings can be 

dated to the tenth century, there are no similar juxtapositions of Jinas with differentiated 

yak˘„s.  However, what we do find at Ellora seems to foreshadow this development.  In 

some of the site's tenth-century carvings, including reliefs which appear to be "intrusive", 

the Jina is presented with flanking deities.  Of significance, these attendants are the same 

yak˘a/yak˘„ pair that are carved on a larger scale in the majority of the excavations.  The 

inclusion of this specific pair as ˜‡sanadevat‡s links Ellora's images to other Jina 

sculptures, particularly metal altarpieces, that were produced in Northwest India during the 

mid-sixth through tenth century.  Thus, while Ellora's reliefs relate to contemporary images, 

they also confirm the increased importance of specific ˜‡sanadevat‡ pairs found in much 

later sculpture. 

Attending Ellora's  Jinas: Representations of the Yak˘a/Yak˘„  Pair as 
¯‡sanadevat‡s  

In addition to being presented as large, individual deities, Ellora's yak˘a/yak˘„ pair 

can be found on a smaller scale as attendants to the Jina.  Highlighting their role as 

presiding deities for all T„rthaÔkaras at the site is a relief carved on the inside face of the 

veranda railing of J18 (Figs. 54 and 55).  In this image, five standing Jinas are bracketed by 

the Jain yak˘a and yak˘„.261  The deities are represented with their identifiable attributes, 

including their specific tree.  Although JosÇ Pereira has identified the five Jinas in this 

sculpture as an illustration of the pa§ca parame˘Òins (the five supreme beings: Jina, siddha, 

‡c‡rya, up‡dhy‡ya, and muni)262 it seems more likely that the relief refers to the entire series 

of Jinas, as the first T„rthaÔkara is clearly Ë˘abhan‡tha.  As the other Jinas are 

undifferentiated, they may simply be emblematic of the remaining twenty-three.  Or, 
                                                
261 In general terms, this presentation is comparable to sculptures carved on the lintels of the western and 
southern doorways leading into the ChoÒ‡ Kail‡sa.  However, in these examples, the yak˘a/yak˘„ pair bracket 
two standing Jinas and a central seated one.  All of the figures, including the deities, are presented within their 
own architectural setting. 
262 JosÇ Pereira, Monolithic Jinas, 70-1 and 150-1. 
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alternatively, they may enumerate the most popular five T„rthaÔkaras: Ë˘abha, ¯‡nti, Nemi, 

P‡r˜va, and Mah‡v„ra. 

The role of the Jain yak˘„ and yak˘a as attendants to the Jina is also demonstrated in 

a few reliefs where they flank a solitary T„rthaÔkara.  However, these representations 

comprise only a small percentage of the site's Jina images, suggesting that the important 

role of the ˜‡sanadevat‡ in later medieval imagery was just emerging at Ellora.  Of 

significance, all of the Jina images that include a yak˘a/yak˘„ attendant are relatively late 

images, dating to the tenth or mid-tenth century.  Although many of these carvings are often 

deemed "intrusive" by scholars, i.e., that they are not "original" to the planning and 

excavation of the cave, they do nonetheless exhibit important information regarding the 

growth and development of Jain iconography.  Of even greater significance is the fact that 

these images attest to sustained religious and artistic activity at the site.  Modifications made 

to pre-existing images or new sculptures added to earlier excavations record changing 

conceptions of how temple imagery functions at aesthetic, ritual and practical levels. 

Two caves among Ellora's Jain excavations -- J21 and J25 -- contain the majority of 

Jina images accompanied by ˜‡sanadevat‡s.  While these caves are two of the earliest Jain 

monuments at Ellora in terms of their initial excavation,263 they also contain some of the 

latest imagery executed at the site.  In the case of J25, the hall pillars and pilasters, which 

remained undecorated in the initial phase of excavation, provided excellent surfaces for 

subsequent carvings in the tenth century (Figs. 56 and 57).  While scholars such as 

Pereira264 and Dhavalikar265 have noted the inscriptions carved on the inside face of the two 

veranda pillars of this cave, very little attention has been paid to the Jina images carved 

                                                
263 The early dates for initial activity in these two caves is seen in the veranda pillars of J21 which are closer in 
type to the site's seventh-century pillars.  In addition, the three Jina images carved on the facade of J25 are seated 
on thrones that have double-lotus seats as well as extensions of drapery across the central part of the throne base.  
The thrones are comparable to those supporting the latest Buddha images at the site, ca. 700-730 C.E. 
264 JosÇ Pereira, Monolithic Jinas, 90 and 166-68. 
265 M.K. Dhavalikar, Ellora, 96. 
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above.266  Both pillars are carved with a vertical series of three images: 1) a small seated 

T„rthaÔkara; 2) a larger enthroned Jina flanked by the yak˘a and yak˘„; and 3) a standing 

Jina flanked by the community of monks and nuns.  The carvings of the seated Jinas, in 

both the larger and miniature panel, present the T„rthaÔkara backed by a throne crossbar, a 

circular halo, and flanking fly-whisk attendants.  Each Jina is seated beneath a triple chattra 

and exhibits the remaining pr‡tih‡ryas in abbreviated form: the a˜oka tree, celestial drum-

beating, and heavenly cymbal-playing.  The final pr‡tih‡rya, the surapu˘pasuvÁ˘Òi, is carved 

below the larger enthroned Jina and is presented as three open flowers.  Flanking the 

si¸h‡sana of this image is the yak˘a/yak˘„ pair now serving as ˜‡sanadevat‡s.  The yak˘a is 

on the left (when viewing each pillar-relief), identifiable through his corpulent figure, 

yaj§opav„ta, and elephant mount which is presented frontally as in the life-sized relief of 

this yak˘a located at the left end of the veranda in this cave.  The Jain yak˘„ is carved on the 

right side of the panel and is presented with her child, a bunch of mangos, and lion v‡hana. 

If we can consider that the abbreviated display of the a˘Òamah‡pr‡tih‡ryas in the 

middle relief makes reference to the Jina's first preaching in the samavasaraıa, then the 

inclusion of the ˜‡sanadevat‡s on either side of this relief may underscore their role in 

presiding over his teachings (˜‡sana).  The emphasis on the Jina as the source and 

dispenser of doctrine is perhaps also referred to in the relief below the larger seated 

T„rthaÔkara, as here the Jina is literally presented at the center of the monastic 

community.267  Interpreted in this light, the miniature Jina panel over the series of carvings 

may be emblematic of other Jinas from this world age who have preached the same 

universal truths.  Or, alternatively, it may unreservedly designate the Jain affiliation of the 

yak˘a and yak˘„ carved below, functioning in the same manner as if the miniature seated 

Jina were carved above each figure or nestled in their headgear. 
                                                
266 The inscriptions and their content are discussed in Chapter Five. 
267 These reliefs are examined in more detail in Chapter Five. 
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A similar arrangement of carvings is found along the inside front wall of this cave 

and on the rear face of the right veranda pillar.  On the hall pilasters, images of seated Jinas 

are presented in vertical pairs.  In those that include attendants, the ˜‡sanadevat‡s are 

always the standard yak˘a and yak˘„.  In some of the reliefs, the ˜‡sanadevat‡s are carved 

higher up on either side of the panel, visually placing them at the same level as the seated 

T„rthaÔkara.  In other carvings, such as those found on the right wall pilaster adjacent to the 

GommaÒa panel, only one attendant is carved.  This pair of reliefs informs us that in many 

cases, the ˜‡sanadevat‡s were added after the Jina panels were carved, thereby indicating 

the growing importance in presenting the Jina with flanking deities. 

Identical presentations of a seated Jina with images of the yak˘a/yak˘„ pair can also 

be found in the neighboring excavation J21.  However, unlike J25, a sculptural and 

pictorial program of Jina images was well underway before reliefs with ˜‡sanadevat‡s were 

added.  The sculptural program of this cave, carved between the hall pilasters of the 

excavation, include paired images of seated Jinas without yak˘a/yak˘„ attendants.  The 

space above these figures was plastered in preparation for painted programs.  In fact, 

fragments of some ca. thirteenth-century paintings are still intact today.  Pairs or triads of 

smaller Jina panels make up the lowest tier of the wall space.  In a number of these reliefs, 

images of the yak˘a and yak˘„ can be found flanking the Jina or his throne base.268  The 

inconsistent number and spacing of these Jina panels, sometimes due to the inclusion of 

˜‡sanadevat‡s in one panel and not the other, suggests that they were carved after the main 

sculptural program above. 

The importance of including attendants in these reliefs, however, is best 

demonstrated in a few sculptures where there was ample room to carve them next to the 

                                                
268 Reliefs with ˜‡sanadevat‡s can be found along the left wall between the first and fourth pilasters and along 
the right wall between the first and third pilasters.  Jinas with yak˘a attendants are also carved on the bottom of 
three pilasters carved along the rear wall of the excavation. 
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Jina panels.  This can be seen in an image carved in the left rear corner of the excavation 

where the final pilaster was only slightly roughed out.  To the right of the Jina panel is an 

image of our Jain yak˘„ measuring just under twelve inches in height.  She is actually 

carved on the bottom of the pilaster which allowed for her larger size.  In addition to her 

traditional attributes of a bunch of mangos, a child on her lap, and her lion mount, this 

goddess is presented with her own devotee.  The worshipper is a lay female, indicated by 

her ornamentation and her hair which is worn in a bun at the side of her head.  She is seated 

with her legs crossed in front of her and her hands are held together in a gesture of homage.  

Her gender, size and gesture of a§jali mudr‡ clearly reveal that this figure is a devotee and 

not a second child. 

Another representation of devotion offered to the ˜‡sanadev„, as well as to her 

yak˘a counterpart, can be found beneath the throne bases of two Jinas carved in the front 

right corner of this excavation (Fig. 15).  In this carving, two Jinas are seated upon their 

own si¸h‡sana.  Two additional bases are carved below these elements which feature a 

small gaıa or yak˘a balancing a cakra on his head.269  Flanking this figure on the right 

(when viewing the panel) is the Jain yak˘„ (Fig. 58).  Standing next to the yak˘„ is a female 

devotee who wears a long garment and a broad necklace.  The necklace is identical to the 

one that the goddess is wearing in this image.  The devotee makes a gesture of homage with 

her proper right hand and holds a bowl of offerings in her left.  The yak˘a, on the far left of 

the relief, is similarly portrayed with a devotee (Fig. 59).  His worshipper is male and he 

offers a giant lotus bud to the seated male deity with both hands.  His hair is pulled back in 

a bun and he wears a short dhot„ around his waist.  As in the yak˘„'s devotee, the layman 

                                                
269 The inclusion of this motif may also be associated with the samavasaraıa.  According to Digambara textual 
sources, such as the ‚dipur‡ıa, the Jina seated at the center of the celestial assembly hall is surrounded by 
yak˘as who hold cakras above their heads.  This motif is also found on the base of the main shrine Jina in this 
cave. 
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paying homage to the yak˘a is adorned with the same type of necklace worn by the male 

deity. 

Of significance, these two figures on either side of the ˜‡sanadevat‡s are the only 

examples of human devotees that are depicted with actual offerings.  In other carved and 

painted images at Ellora, it is the celestials (gaıas or other flying figures) that have physical 

objects to offer.  While it could be argued that these devotees are celestial, they do not have 

the typical iconography of heavenly beings.  Moreover, celestials are never depicted on the 

throne base of a Jina, but always above it.  This representation of lay devotees with actual 

physical offerings is indeed interesting for what it may indicate about lay devotional 

practices. 

The significance of including objects in this sculpture can perhaps be better 

understood when we compare this presentation to another Jina image with attendant deities.  

Carved on the right veranda pillar of J10 is an image of the Jina Ë˘abhan‡tha, who can be 

identified by his long hair that touches his shoulders (Fig. 60).  On the left side of the relief 

is a small image of the yak˘a who is seated on his elephant v‡hana and clutching his 

mongoose-skin bag.  Carved adjacent to the male deity -- in fact, occupying the same space 

as the yak˘a-- is a seated Jain monk.  Tucked under his proper right arm is the broom used 

by Jain ascetics to clear the path of small insects and other organisms that could be injured 

or killed when tread upon.  With his hands clasped together in a§jali mudr‡, it is clear that 

he has no physical objects to offer.  The lack of such an object may reflect the practice of 

bh‡va pÂj‡ (mental or internal worship) in contrast to the lay practice of dravya pÂj‡ 

(worship with material things).270  As outlined in medieval textual sources, monks are not 

allowed to perform external worship with physical offerings.  They should perform only 

internal, meditative worship to the Jina.  However, the inclusion of this monk in adoration 

                                                
270 Evidence of worship practices at Ellora are discussed in more detail in Chapter Six. 
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of the Jina, and in turn the Jain yak˘a, suggests other interpretations as well.  This 

presentation of Ë˘abhan‡tha with his attendant deities and monastic devotee can also be 

viewed as a dissemination of Jain teaching -- that is, the doctrines embodied by the Jina that 

are in turn preserved by the ˜‡sanadevat‡s and then expounded by the monastic community 

-- here represented by the monk. 

This image is significant in yet another way.  The ˜‡sanadev„ carved on the right 

side of the relief is not our typical yak˘„, but the Jain goddess Cakre˜var„.  Cakre˜var„, 

identifiable through the cakras that she holds in her upper hands, is the ˜‡sanadev„ of 

Ë˘abhan‡tha for both ¯vet‡mbara and Digambara traditions.271  Her inclusion in this relief, 

adjacent to the seated Ë˘abha, clearly demonstrates an emerging interest at the site in 

presenting this Jina with his specific ˜‡sanadev„.  Cakre˜var„'s role as an attendant to the 

Jina Ë˘abha, however, also reflects the fact that she herself is an important goddess, hence 

her "elevation" in status to accompany and protect the first T„rthaÔkara and his teachings.  

At Ellora, at least three identifiable images of Cakre˜var„ are found within the main complex 

of caves.  Although this number is relatively small in comparison to the sixteen images of 

our mango-wielding yak˘„, the sculptures of Cakre˜var„ are carved in some very pivotal 

places within the caves, clearly indicating her importance at the site.  Images of Cakre˜var„, 

as well as some other significant Jain goddesses at Ellora, will be discussed in the final 

section of this chapter. 

Images of Cakre˜var„,  Padm‡vat„,  and other Jain Goddesses  at Ellora 

The relief of Ë˘abha and his ˜‡sanadevat‡s from J10 most likely dates to the tenth 

or mid-tenth century, a period when a number of carvings were added to the main complex 

of caves, including those discussed above in J21 and J25.  However, images of Cakre˜var„ 

                                                
271 Cakre˜var„ is commonly depicted as a multi-armed goddess and known alternatively as Apraticakr‡.  See 
U.P. Shah, Jaina-RÂpa-MaıÛana, 224-46. 
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dating from the ninth century are also found at the site, attesting to her importance as an 

independent goddess prior to being presented as a ˜‡sanadev„.  In one of the images from 

the site, located in the transitional cell J20A, Cakre˜var„ is presented as a four-armed 

goddess (Fig. 61).  Like the small relief from the J10 veranda pillar, the yak˘„ is depicted 

with a cakra held in each upper hand.  In her lower hands she holds what appears to be a 

vajra and an object which may have been a citron.272  Cakre˜var„ is presented within her 

own architectural niche which is framed by pilasters and crowned with a makara-toraıa.  A 

single chattra is carved over her head and above this element is a small seated Jina.  The 

image of Cakre˜var„ measures almost four feet in height and her location on the left wall of 

the cell (when walking into J20) visually pairs her with an image of the Ambika-type yak˘„ 

carved on the opposite wall.273  An image of Cakre˜var„ may have been carved in J19A, the 

cell which connects J18 and J19, however, this image is badly damaged and the figure can 

only be identified as a goddess seated on a lotus. 

Carved on the wall next to Cakre˜var„ in J20A is a seated male devotee.  His conical 

crown is identical to the one worn by the goddess and he wears a simplified version of her 

necklace which features round and square gemstones.  He is seated with one knee raised up 

and his hands are pressed together in a§jali mudr‡.  Like the goddess, the worshipper is 

also carved in a deep recess that is crowned by a makara-toraıa.  Unlike other devotees that 

have been examined in this chapter, this figure is quite large, measuring over two feet in 

height.  His display of devotion to Cakre˜var„, as well as his rich ornamentation, reminds 

                                                
272 U.P. Shah identifies the vajra as a manuscript and the cakras as open, frontal lotuses.  Based on these 
attributes, he identifies the goddess as Sarasvat„.  See U.P. Shah, "Less Known Jaina Goddesses from Ellora 
Caves," in Ratan Parimoo, Deepak Kannal, and Shivaji Panikkar, eds. Ellora Caves, Sculptures and 
Architecture, 349.  However, there is no question that the circular discs held in the goddess's upper hands are 
cakras which are incised with a floral pattern. 
273 A similar juxtaposition of Cakre˜var„ and Ambik‡ is found on an eleventh-century metal image of Ë˘abha 
(probably from a larger altarpiece) currently under worship at Prabh‡sa-P‡Òana in Saurashtra.  See U.P. Shah, 
Jaina-RÂpa-MaıÛana, 224-5; and U.P. Shah, "Iconography of Cakre˜var„, the Yak˘„ of Ë˘abhan‡tha," Journal of 
the Oriental Institute, Baroda 20, no. 3 (March 1971): 280 and fig. 1. 
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us that the goddesses within Ellora's caves are indeed bestowers of well-being and material 

goods. 

The two remaining sculptures of the goddess Cakre˜var„ at the site are both found 

within the ChoÒ‡ Kail‡sa compound.  The earliest of the two sculptures, most likely carved 

in the mid-to-late ninth century, presents her as an eight-armed goddess.  This relief is 

noteworthy not only for the increased number of arms of the goddess but for its location 

inside the shrine of the ChoÒ‡ Kail‡sa.  Out of Ellora's twenty-one Jain shrines, the main 

shrine of CK1 is the only sanctum at the site that includes life-sized carvings of a Jain 

goddess and additional T„rthaÔkaras on its side walls.  Carved along the right wall of the 

shrine are two seated Jinas while the left wall contains an image of the goddess Cakre˜var„ 

and a third Jina (Fig. 62).  The image of Cakre˜var„ measures over five feet in height and 

she holds a cakra in three of her upper hands.  Other attributes that she holds include a 

sword and possibly a lotus.274  She makes the gesture of giving (varada mudr‡) with her 

lower right hand and the gesture of abhaya mudr‡ with her left.  While the Jinas and 

Cakre˜var„ are seated in the same posture of ardhapadm‡sana, Cakre˜vari's pedestal is not 

as tall as the seats supporting the other T„rthaÔkaras, resulting in her lower position on the 

wall.  Though this is the case, Cakre˜var„ is crowned by an elaborate makara-toraıa which 

is not included in the reliefs of the side-wall Jinas.  Above the toraıa is a seated Jina, 

further designating Cakre˜var„'s Jain affiliation.  On either side of the goddess are large 

female figures who raise their hand in a gesture of homage. 

The number of carvings that line the walls of the shrine within CK 1 is visually 

comparable to the site's early eighth-century Buddhist shrines which are filled with 

bodhisattvas and images of Jambhala.  Indeed, in some of Ellora's late eighth and ninth-

century Hindu excavations, additional carvings start to appear within the main sanctums.  

                                                
274 U.P. Shah identifies the attribute as a trident.  See U.P. Shah, Jaina-RÂpa-MaıÛana, 233. 
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For example, in caves like the LaÔke˜vara temple and in the majority of small excavations 

located above Cave 29, anthropomorphic images of ¯iva (in the form of Mahe˜a) are 

carved on the rear wall of the shrines behind the rock-cut liÔga and yon„.  The proliferation 

of imagery in these caves may have influenced the artists of the ChoÒ‡ Kail‡sa.  However, 

given some of the early features of the central T„rthaÔkara image and the rather late 

iconographic development of the eight-armed Cakre˜var„,275 the side-wall images of the 

shrine may reflect a second phase of work within the sanctum. 

The third image of Cakre˜var„ at the site is stylistically and iconographically later 

than the shrine goddess.  She is carved on the inside of the gateway, or pratol„, leading into 

the ChoÒ‡ Kail‡sa compound.  Like the CK1 shrine image, Cakre˜var„ is presented on the 

left (north) side of the structure while the opposite side of the pratol„ is carved with seated 

T„rthaÔkaras.  However, unlike the earlier representation of Cakre˜var„, this image is over 

life-sized and has twelve arms (Fig. 63).  The left side of the image is severely damaged 

and only two of her proper right arms are intact: the lower hand appears to make the gesture 

of varadamudr‡ and the second one holds a sword.  The attributes that she holds in her 

proper left hands appear to be a mace, cakra, conch, cakra, and club.  Her lowest left hand 

is too damaged to identify the attribute or mudr‡. 

Cakre˜var„ is attended by no less than three female figures, all of them holding 

c‡maras.  A pair of mithuna couples presented in a full-body embrace are carved in the 

upper corners of the relief.  A meditating Jina seated on a lotus blossom seems to sprout 

from the top of her conical crown.  Carved below the goddess and supporting her pedestal 

is a garuÛa, a half-bird-half-human figure which is the yak˘„'s emblem or v‡hana.  The 

inclusion of this element, as well as the number of arms, suggests a tenth-century date for 

                                                
275 According to U.P. Shah, the earliest Digambara images of Cakre˜var„ in her eight-armed form date to the 
late ninth century.  Her presentation in this form is even later for ¯vet‡mbara traditions, ca. twelfth century.  See 
U.P. Shah, Jaina-RÂpa-MaıÛana, 228-9 and 232-4. 
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this relief.  As other presentations of Cakre˜var„ as a twelve-armed goddess are generally 

later in date, such as the large relief carved in the Barabhuji cave at KhaıÛagiri in Orissa, 

the pratol„ relief at Ellora may be one of the earliest sculptural representations of this 

particular form of Cakre˜var„.276 

The inclusion of the conch, cakra, and garuÛa in this relief, and in other post tenth-

century images of Cakre˜var„, clearly ties this goddess to images of Vai˘ıav„, the ˜akti of 

Vi˘ıu and one of the saptam‡tÁk‡s.  According to U.P. Shah, there are other shared 

attributes between images of these two goddesses which include the club or mace and the 

gestures of varada mudr‡ and abhaya mudr‡.277  However, the attribute of the sword, found 

in the pratol„ relief and in the CK 1 shrine image of Cakre˜var„, is typically not found in 

association with images of Vai˘ıav„.  Though this is the case, the sword does appear as one 

of the attributes held by an unidentifiable Hindu goddess carved in Ellora's Cave 28.  This 

small cave, located above the pool formed by the Vale GaÔg‡ waterfall, may indeed be the 

earliest excavation at the site.278  The cave is clearly dedicated to ¯iva, as there are remains 

of a yon„ (carved with a socket for the liÔga) on the shrine floor.  The relief of the eight-

armed goddess who appears to hold a sword, cobra, Ûamaru, a three-pronged lotus bud or 

trident, mace, water-pot, and a noose, is carved on the front wall of the excavation, to the 

right of the entrance when facing outside the cave.279  A female c‡maradhara is carved on 

the left side of the relief while male garland bearers hover in the upper corners.  The image 

was most likely added to the cave in the late eighth or ninth century, when additions were 

made to the facade of the neighboring Hindu excavation, Cave 27.280  The relief of the Cave 
                                                
276 U.P. Shah, Jaina-RÂpa-MaıÛana, 235-6. 
277 Ibid., 237. 
278 Walter Spink, "Ellora's Earliest Phase," Bulletin of the American Academy of Banaras 1 (1967): 11 and 13. 
279 While some of the attributes suggest that the goddess is Durg‡, she is not presented with her lion v‡hana nor 
the buffalo demon -- elements which are typically included in Durg‡ images at the site. 
280 Walter Spink has demonstrated that Cave 27 is a late sixth-century Hindu excavation that underwent 
revision in the eighth or early ninth century.  See his article, "Ellora's Earliest Phase," 11-13.  Krishna Kumar 
also acknowledges that the cave was excavated in separate phases, however, he asserts that the cave was 
originally a Buddhist excavation that was converted to Hindu worship.  See his articles "The Buddhist Origin 
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28 goddess, in addition to the four-armed saptam‡tÁk‡s and the Durg‡ images in the Cave 

16 complex, clearly demonstrate the rise in multi-armed goddess imagery for Hindu and 

Jain traditions in the ninth century. 

The most dramatic presentation of multi-armed goddesses in Ellora's Jain caves is 

perhaps the roof and attic sculptures of J4 (Fig. 64), a ninth-century excavation whose 

unfinished interior is modeled after J18.  Carved in the center of the roof, which extends 

over the projected porch of this cave, is a seated Gaja-Lak˘m„.  The goddess is flanked by 

four large elephants, two of which are in the process of pouring ablutions over her.  The 

round vessels used for the abhi˘eka are carved next to the elephants' front legs as well as 

grasped in their trunks.  Lak˘m„ is seated on a giant lotus which in turn is supported by a 

carved lotus lake that serves as the foundation for the entire sculpture.  Images of Gaja-

Lak˘m„, particularly at the entrance to a temple, are thought to symbolically provide a 

purifying ritual cleansing of the devotee who enters the temple grounds.  While large reliefs 

of Gaja-Lak˘m„ are found preceding the Hindu Caves 16, 25, and the LaÔke˜vara temple, 

her presence is nonetheless replicated (though on a much smaller scale) in Ellora's Jain 

caves, as seen here and over the entrance into CK 2 and J12. 

Flanking the Gaja-Lak˘m„ panel are two goddesses seated on double lotus 

pedestals.  Both figures have four arms and female attendants.  The goddess to the right of 

the Gaja-Lak˘m„ sculpture holds a long-stemmed lotus in both of her upper hands and rests 

her lower ones in her lap, with the palms turned up.  The figure on the left is presented in a 

similar fashion.  Six more goddesses can be found along the sides of the roof, two of them 

depicted with six arms.  One of these images appears to be Cakre˜var„ holding a cakra, 

sword, and club, among other items that are now unidentifiable.  The other six-armed 

                                                                                                                                            
of Some Brahmanical Cave-Temples at Ellora," 359 and 361-63; and "An Ek‡nam˜‡ Relief of Ellora," Journal 
of Indian History XLIV, Part III (December 1966): 831-38.  He dates the facade reliefs of Cave 27 to the tenth 
century. 
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goddess is seated on a large animal v‡hana, possibly a bird or a makara.  JosÇ Pereira 

suggests that the goddess is either Sarasvat„ or Praj§apti, however, the sculpture is too 

damaged to be certain of either identification.281  U.P. Shah, in his article on Ellora's Jain 

goddesses, suggests that the figures carved on the roof of J4, in addition to some other 

sculptures, may represent the vidy‡dev„s of the Digambara pantheon.282  As sculpted or 

painted representations of this group of female deities are quite rare in both Digambara and 

¯vet‡mbara contexts,283 it seems an unlikely identification.  What does seem to be clear, 

however, is that the enumeration of different goddesses on the roof of this monument 

prefigures a development found in later Jain structural temples, such as at Khajuraho and 

Deogarh, where a series of yak˘„s are carved in individual niches along temple exteriors. 

Four-armed goddesses, who are for the most part unidentifiable, can also be found 

inside Ellora's Jain caves, particularly near doorways.  Thus, as in the individual sculptures 

of the Jain yak˘a and yak˘„, the location of deities within architectural junctures remains an 

important feature of their presentation.  In J13 (Fig. 11), located on the ground floor of the 

Indra Sabh‡, a pair of goddesses flank the entrance into the shrine.  Both figures stand on 

tall lotus pedestals similar to those supporting the Jina dv‡rap‡las in J18.  In terms of their 

ornamentation, treatment of figural form, and location next to the shrine, these goddesses 

appear to be modeled directly after the images of the river goddesses carved on either side 

of the sanctum inside the LaÔke˜vara temple.284  Both of the goddesses in J13 hold a bow 

or long-stemmed lotus and a curved, oblong object which may be a mongoose-skin purse.  

                                                
281 JosÇ Pereira, Monolithic Jinas, 59 and 127. 
282 U.P. Shah, "Less Known Jaina Goddesses from Ellora Caves," 348. 
283 In fact, there are no known Digambara images of the group of vidy‡dev„s.  While the ¯vet‡mbara vidy‡dev„s 
are carved on the maıÛapa ceilings of the Vimala Vasah„ and LÂna Vasah„ temples at Mt. Abu, they are 
relatively late in date (ca. thirteenth century). 
284 For an illustration of GaÔg‡ from the LaÔke˜vara temple, see K.V. Soundara Rajan, Cave Temples of the 
Deccan, Plate XCVIII, fig. A.  The Jain goddesses are also comparable to a four-armed image of P‡rvat„ in this 
same excavation.  See K.V. Soundara Rajan's Plate C, fig. B. 
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The female on the right side of the door appears to grasp a branch of mangos in her upper 

left hand, mimicking the attribute and gesture of the yak˘„ sculpture carved next to her. 

Another four-armed goddess is carved on the front wall of J18.  She is located to 

the right of the doorway of the transitional cell which leads to J20A.  In each of her upper 

hands, she holds a flower which is similar in form to those held by the goddesses on the 

roof of J4.  In her lower right hand is a rectangular object which may be a palm-leaf 

manuscript.  If this is correct, the goddess may represent Sarasvat„, the Jain and Hindu 

goddess associated with knowledge and learning.  In Ellora's Hindu caves, there are only 

three identifiable images of this goddess and they are vastly different in their presentations.  

The image carved on the rear wall of the antechamber in Cave 15 depicts a two-armed 

goddess holding a book and making a gesture of varada mudr‡.  She is seated on a giant 

lotus and flanked by two celestials who hold v„ı‡s.  As Sarasvat„ is also regarded as a 

goddess of art and music, she is often depicted with this musical instrument.  In the 

antechamber of Cave 22, Sarasvat„ is a four-armed goddess seated on a lotus cushion 

which is backed by an elaborate throne crossbar.  Her upper right hand is damaged, but in 

the others she holds a lotus bud, a water-pot, and a manuscript.  Although this figure and 

the Jain example are both four-armed and hold some of the same attributes, the Jain 

goddess is stylistically more comparable to an image of Sarasvat„ inside the River Goddess 

shrine in the Kail‡san‡tha complex.  Both figures have narrow waists, elongated limbs, and 

stand in a gently swaying tribhaÔga pose.  Given the variety of forms of Sarasvat„ at Ellora, 

and the limited number of examples, it is difficult to determine whether or not the goddess 

in the Jain excavation is Sarasvat„ or is a generic yak˘„ who embodies the ideals of 

knowledge and learning through the manuscript she holds. 

Of greater significance than her exact identification is the fact that her Jain affiliation 

is clearly demonstrated.  Carved above her is a single chattra which supports a seated Jina 
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with flanking c‡maradharas.  The inclusion of both the T„rthaÔkara and the single chattra 

indicate her place within the Jain pantheon.  In addition, like some of the other Jain deities 

we have examined, she is carved with lay devotees.  Below the goddess, in a small 

compartment measuring approximately six inches in height, are a male and female devotee.  

They are seated with their legs crossed in front of them and they place their palms together 

in a§jali mudr‡.  While the location of these figures links them to this four-armed goddess, 

curiously, the devotees do not appear to direct their homage to her as they do not look up at 

the goddess but across the doorway. Carved on the left side of the door is an interesting 

and unique image of the goddess Padm‡vat„. 

Padm‡vat„ is well-known in the Jain pantheon as the yak˘„ attendant of the twenty-

third Jina, P‡r˜van‡tha.  At Ellora, she is almost always depicted in reliefs that present a 

demonic attack on this Jina during his final meditation (Fig. 93).  In these narrative 

sculptures, Padm‡vat„ stands to the side of the T„rthaÔkara, holding a parasol over him to 

protect him from the demonic forces.  She is invariably shown as a two-armed goddess, 

often with a single cobra-hood over her head.  Of interest, the artists of these images have 

taken great care to carve the staff of the parasol behind Padm‡vat„'s back so as not to 

obscure her figure and ornamentation.  This contrasts to the earlier reliefs of this scene at 

AihoÎe and B‡d‡m„ where Padm‡vat„ holds the parasol in front of her body. 

Although Padm‡vat„ is consistently included in these P‡r˜va reliefs, representations 

of this specific goddess outside this narrative context are extremely rare at Ellora.  

Padm‡vat„ is not even included as a ˜‡sanadev„ to individual P‡r˜va images that have 

flanking attendants.  Instead, P‡r˜va's ˜‡sanadevat‡s are the standard yak˘a/yak˘„ pair.285  

In fact, the only individual image of Padm‡vat„ is the one carved across from the four-

armed goddess discussed above.  In the Padm‡vat„ relief, located on the left side of the 

                                                
285 One example can be found on the left veranda pilaster of J25. 
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door, the goddess is presented as a standing eight-armed deity (Fig. 65).  Though abraded, 

most of her attributes can be identified: a club, vajra or arrow, sword, cakra, lotus, bow, 

and a noose.  She is not carved with a cobra-hood over her head as in the other images of 

Padm‡vat„ at the site, but her snake cognizance can be seen below her lotus pedestal.  Her 

affiliation to P‡r˜van‡tha is further indicated by the small image of this Jina carved in the 

center of the makara-toraıa that crowns her.  The seated Jina is flanked by c‡maradharas 

and small images of trumpet blowers and dancing females are carved nearby.  To the left of 

these figures is an isolated Jina standing in meditation and a sculpture of a lay woman with 

a Digambara monk.  While it is difficult to determine whether or not these subsidiary 

images relate to the episode of the attack on P‡r˜va, it is interesting that both loud noises 

(such as trumpet or conch blowing) and dancing females are included as "distractors" in 

some textual accounts of this event.  On the other hand, these small carvings could also be 

interpreted simply as celebratory celestials. 

It is, nonetheless, the goddess Padm‡vat„ and her worship that is the featured 

subject of this sculpture.  In addition to the two devotees across the doorway, the sculpture 

of Padm‡vat„ is presented with worshippers on either side of her lotus pedestal.  The 

devotees are seated in padm‡sana and have their palms pressed together in homage.  

According to a number of tenth through twelfth-century texts and inscriptions that refer to 

Padm‡vat„, worship performed to this goddess is particularly advantageous as she could 

either grant material rewards or assist one in averting evil acts performed by pretas, bhÂtas, 

and r‡k˘asas.286  When invoked in her six-armed form -- wielding a noose, spear, sword, 

                                                
286 U.P. Shah discusses these texts in his section on Padm‡vat„ in Jaina-RÂpa-MaıÛana, 266-84.  Epigraphs 
dating from the tenth through twelfth centuries in Karnataka also attest to her popularity in worship, especially 
by members of ruling families.  Padm‡vat„ was the tutelary deity of the ¯‡ntaras, RaÒÒas and the ¯ilah‡ras in 
Karnataka.  Twelfth-century inscriptions also associate the goddess in connection with the founding of the 
GaÔga dynasty.  See R.B.P. Singh, Jainism in Early Medieval Karnataka (c. A.D. 500-1200) (Delhi: Motilal 
Banarsidass, 1975), 54-5; R.N. Nandi, Religious Institutions and Cults in the Deccan (ca. A.D. 600-A.D. 1000) 
(Delhi: Motilal Banarsidass, 1973), 150-1; and P.B. Desai, Jainism in South India and Some Jaina Inscriptions 
(Sholapur: Jaina Sa¸skÁti Sa¸rak˘aka SaÔgha, 1957), 72 n.2, and 171-2. 



 125 

crescent, club and pestle -- she would guarantee victory over one's enemies.287  Padm‡vat„ 

enjoyed great popularity in Tantric literature and ritual as well, as seen in Malli˘eıa's 

Bhairava Padm‡vat„ Kalpa ("Manual of Rituals to the Fierce Padm‡vat„") written in 

northern Karnataka in 1057 C.E.  In this text, certain rituals and their required offerings are 

described in accordance to the devotee's needs.  In general, the ritual aims of Jain Tantra are 

categorized into "six actions," or ˘aÒkarman.288  These include, among other aims, the 

curing of a disease, gaining control over another to attain something for oneself, and 

causing a conflict to arise between others.289  The various weapons displayed by the image 

in J18 clearly indicate that Padm‡vat„ is presented here in one of her Tantric forms.  Given 

the inclusion of the sword, cakra, bow, lotus, and arrow, in addition to the number of arms, 

she may very well represent a Tantric form of the goddess known as Tripur‡ or Tripur‡-

Bhairav„ recorded in the Bhairava Padm‡vat„ Kalpa and in other Tantric texts.290 

Concluding Remarks 

In this chapter, I have examined images of Ellora's Jain deities and their many roles 

within the excavations.  First and foremost is the prominent presence of two 

complementary deities: a yak˘a and yak˘„ pair who together reinforce themes of well-being 

throughout the caves.  In images of the yak˘a, notions of sustenance and the accumulation 

of wealth are emphasized through his physique and attributes of the citron and mongoose-

skin purse.  The yak˘„, on the other hand, is presented as a care-taker, as one who provides 

both nourishment and protection for her offspring.  Thus, as a pair, these deities are 

                                                
287 The twelfth through thirteenth-century Digambara authors, Vasunandin, ‚˜‡dh‡ra, and Nemicandra refer to 
this form of the goddess.  See U.P. Shah, Jaina-RÂpa-MaıÛana, 275 and 277. 
288 For a full description of the ˘aÒkarman in Jain Tantra, see John E. Cort, "Medieval Jaina Goddess 
Traditions," 245-6. 
289 Ibid. 
290 U.P. Shah, Jaina-RÂpa-MaıÛana, 274-5.  Although there are few extant sculptures of Padm‡vat„ with more 
than four arms, significantly, another eight-armed form of this goddess is carved in the eleventh and twelfth-
century Barabhuji cave at KhaıÛigiri in Orissa. 
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presented as bestowers of well-being -- granting the devotee all material means necessary to 

lead a productive, spiritual life. 

The inclusion of this pair within the majority of Ellora's Jain caves, as well as the 

large scale of many of these sculptures, also seems to indicate that they served an important 

role in devotional activities.  During the early medieval period, worship of deities, 

particularly Jain goddesses, was an integral part of Jain religious practice.  Goddesses were 

often associated with vidy‡s, magical spells or invocations that could be used to obtain 

material objects or to satisfy worldly concerns.291  Worship of the goddess 

Ambik‡/KÂ˘m‡ıÛin„ in the fourteenth-century could, for example, result in power over 

one's enemies, including malevolent spirits.292  In a number of medieval narratives, 

goddesses come to the aid of kings and monks to grant various types of personal requests, 

whether it is the authority to rule, victory on the battlefield, or success in religious debate.293  

Jain yak˘as similarly intervene with their human devotees and are known in medieval texts 

to preside over single-word spells or mantras.294  Although Ellora's images pre-date this 

textual material, the representations of the goddess Cakre˜var„ and Padm‡vat„, as well as 

other female figures, seems to indicate their growing importance in devotional activities. 

The Jain yak˘a and yak˘„ at Ellora are not only represented as important deities in 

their own right, but they are also found as attendant beings -- ˜‡sanadevat‡s -- to some of 

Ellora's tenth-century Jina images.  Their relatively late introduction as ˜‡sanadevat‡s seems 

to confirm the important role that specific attendant deities will have in even later medieval 

                                                
291 According to U.P. Shah, by the late eight and ninth centuries, sixteen goddesses (known as vidy‡dev„s or 
mah‡vidy‡s) are enumerated in Digambara and ¯vet‡mbara textual sources.  See U.P. Shah, "Iconography of the 
Sixteen Jaina Mah‡vidy‡s," Journal of the Indian Society of Oriental Art vol. XV (1947): 114-177. 
292 Phyllis Granoff, "Of Mortals Become Gods," 184. 
293 In his article, "Medieval Jaina Goddess Traditions," John Cort mentions how Ambik‡ helped the twelfth-
century king Kum‡rap‡la accede to the throne in Gujarat and how Padm‡vat„ protected a capital in that same 
state.  The goddess Jv‡l‡m‡lin„ is known to have assisted Jain monks in debate against Buddhists and Hindus 
and against members of rival Jain sects.  See John E. Cort, "Medieval Jaina Goddess Traditions," 248. 
294 U.P. Shah, "A Peep into the Early History of Tantra in Jain Literature," in Bh‡rata Kaumud„ (Allahabad: 
The Indian Press, 1947), 850-51; and "Iconography of the Sixteen Jaina Mah‡vidy‡s," 114. 
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imagery.  Thus Ellora's imagery assists in understanding the development of this particular 

iconographical element that becomes a standard part of the Jina image's parikara. 

In this chapter, I also analyzed Ellora's Jain deities within the context of the site.  

Such an approach allowed for a better understanding of the various themes of well-being 

that are shared across religious traditions.  In the Buddhist caves, the concepts of wealth 

and fecundity are similarly expressed through images of H‡r„t„-P‡§cika and Jambhala.  

Jambhala, with his bags of money or jewels and his rich ornamentation, clearly functioned 

in similar ways as the Jain yak˘a.  However, the presence of Jambhala within Ellora's 

Buddhist shrines and his inclusion in reliefs with Avalokite˜vara, T‡r‡, and Ma§ju˜r„ also 

suggests that he played a greater role in the Buddha's celestial assembly that is 

predominantly made up of bodhisattvas.  The inclusion of Jambhala in these sculptural 

programs not only indicates the important role of deities and bodhisattvas in seventh-

century Buddhist art and practice but it also brings to light the fact that in Jain imagery a 

more rigid division between enlightened and non-enlightened beings is maintained.  With 

the exception of one shrine at Ellora, images of Jain deities are excluded from the inner 

sanctum.  The general exclusion of Jain deities from both main and subsidiary shrines at 

Ellora also differs dramatically from the site's Hindu caves where various Hindu celestials, 

such as the river goddesses and the saptam‡tÁk‡s, are presented within their own shrines. 

Through their general similarities in form, Ellora's male deities (including images of 

Kubera and nidhi figures) reveal a shared conception of wealth that extends across religious 

and artistic boundaries.  In contrast, the site's goddess imagery is more varied in its visual 

form, particularly when it comes to expressing notions of fecundity and nurturing.  With 

the exception of the image of H‡r„t„ in the H‡r„t„-P‡§cika relief, there are no other images in 

the Buddhist caves which emphasize a maternal or nurturing aspect of female divinity.  For 

example, images of two Buddhist goddesses, BhÁkuÒ„ and Mah‡m‡yÂr„, are generally 
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presented as feminine emanations of asceticism and knowledge, respectively (Figs. 30 and 

31).  Sculptures of BhÁkuÒ„ at Ellora portray her as a female version of Avalokite˜vara in 

that the goddess displays this bodhisattva's ascetic attributes, namely, the antelope skin, 

jaÒamukuÒa, ak˘am‡la, and the water-pot.  Reliefs of Mah‡m‡yÂr„, which are paired with 

BhÁkuÒ„ in Caves 6 and 10, present her with a scribe who is seated at a small writing table 

and diligently preserving her words in a palm-leaf manuscript.295  Although such images 

can be conceived of in terms of "motherly" instruction or guidance, the hieratic presentation 

of this goddess, as well as other female bodhisattvas including T‡r‡, BhÁkuÒ„, and 

Pr‡j§‡p‡ramit‡, create a vastly different sentiment in comparison to images of the yak˘„ in 

the Jain caves. 

A more direct portrayal of a nurturing and protective goddess is found in Ellora's 

Hindu caves in the form of the saptam‡tÁk‡s.  Here, we find a series of mothers with a child 

either supported in their lap or standing nearby.  However, the multiple arms of these 

deities and the numerous weapons that they hold also call attention to their fierce and 

destructive nature --  aspects that are completely absent in images of the Jain yak˘„.  Though 

this is the case, the solitary image of Padm‡vat„ in her Tantric form reminds us that the Jain 

goddesses are equally capable of protecting their devotees with the same level of intensity. 

The protective role of many of Ellora's deities is not only emphasized through 

certain attributes that they hold, but through their very location within the excavations.  

Nearly all of the images discussed in this chapter can be found in liminal spaces of the 

temple, whether that is adjacent to a doorway, in a transitional passage, along the 

pradak˘inapaÒha, or in a side chapel.  Other images are found on the exterior of Ellora's 

                                                
295 While the inclusion of the scribe suggests this goddess's role as a deity of knowledge or wisdom, 
interestingly, sixth-century Chinese translations of relevant Sanskrit texts about Mah‡m‡yÂr„ state that she was 
invoked to protect one from poisonous snake bites.  While this may in part explain her peacock v‡hana, as birds 
can be predators to snakes, it does not shed light on the scribe who is present in two reliefs of Mah‡m‡yÂr„ at 
Ellora.  For a full discussion of this goddess's iconography at the site, see Geri Malandra, Unfolding a MaıÛala, 
96-7. 
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monolithic monuments, guarding the temple compound in all directions.  Thus, not only is 

the devotee protected by these deities (particularly through their worship), but the deities 

also protect the sacred structure itself. 

In addition to protecting the liminal spaces of the excavations, Ellora's Jain yak˘as 

and yak˘„s contribute to the overall celestial environment of the caves.  By including these 

figures, the artists of Ellora's Jain monuments have transformed the main halls of the 

excavations into an assembly of deities who have gathered together to be in the presence of 

the T„rthaÔkara.  In essence, these Jain deities prepare the devotee to enter into the most 

sacred of spaces, the shrine chamber.  Furthermore, with their floral offerings, money bags, 

gestures of giving, and rich ornamentation, these figures clearly express the glorious nature 

of Jain worship and its benefits. The number of human devotees that are depicted 

worshipping these figures also emphasize the role of these deities as bestowers of earthly 

and spiritual wishes. 

The deities in Ellora's excavations are not, however, alone in their glorification and 

veneration of the shrine T„rthaÔkara.  Images of celestials are often accompanied by human 

devotees who similarly pay homage to the Jina.  In the next chapter, I will examine an entire 

assembly of worshippers that is composed of lay, monastic, and celestial devotees.  These 

figures are grouped together and are found in and around some of Ellora's main shrines.  In 

my analyses of this Jain assembly, I will highlight the great variety of worshippers 

represented at Ellora, ranging from naked munis to richly ornamented figures.  By 

considering the different types of figures that are represented as devotees, we can come to a 

better understanding of how devotion to the Jina is visually constructed at the site. 
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Chapter Four:  Carving the Jain Assembly 

The sanctity of Ellora's Jain cave-temples is not only articulated through images of 

Jinas and Jain deities, but through scenes of religious devotion.  Acts of veneration to the 

Jina, especially those performed by human worshippers, can be found in a number of 

caves.  However, a particular group of devotees, including lay, monastic, and celestial 

figures, will be the focus of this chapter.  These representations of the entire Jain 

community, found in and near the shrines of J19 and J20, may very well represent some of 

the earliest depictions of worshippers at the site as these images incorporate the rock-cut 

shrine Jina into their visual programs.  In addition, the sculpted and painted imagery within 

J19 and J20 creates a conceptual framework from which to view the Jain temple in its 

entirety. 

The Assembly of Worshippers 

The most elaborate representations of Jain devotees at the site are found among the 

sculptural and pictorial programs of the main shrines of J19 and J20.  These two caves are 

carved into the eastern and western walls of the Indra Sabh‡ enclosure (Fig. 14) and thus 

can be viewed as side-wing excavations to the larger, central cave J18.  In fact, transitional 

cells carved from the front corners of J18 provide primary access into these smaller 

excavations.296  The design of J19 and J20 as architectural appendages to J18 is also 

evident in the nearly identical dimensions of their main halls (approximately twenty-three 

feet square), in the inclusion of elevated subsidiary shrines in their side walls, and in the 

similarities of their sculpted and painted programs found in and around their main shrines. 

                                                
296 J20 can also be entered from a transitional cell carved from J21.  However, this cell appears to have been 
carved at a later date. 
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Carved on the rear wall and flanking the shrine door of both J19 and J20 are a 

series of twelve rectangular compartments or niches.  Six compartments are carved on each 

side of the doorway and almost all of them contain images of human or celestial devotees 

(Fig. 66).  The vertical arrangement, number, and types of figures represented in each 

compartment are nearly identical in both caves.  The compartments carved on the left side of 

the shrine doorway in both J19 and J20 include the following figures from bottom to top: 

three monks, three ornamented females, three nuns, and three more compartments each with 

a group of three richly adorned females.  The monks, carved in the first (or lowest) 

compartment, can be identified through their lack of hair (which most likely indicates 

ke˜alu§cana, the ritual practice of pulling out one's hair) and the absence of any notable 

garments (Fig. 67).  Nuns are depicted wearing a single piece of cloth and their short hair is 

rendered in evenly spaced rows across their scalps (Fig. 68).  The austere presentation of 

the nuns contrasts with the images of the other female figures located above and below 

them (Fig. 69).  These figures are ornamented with large circular earrings, necklaces, and 

armlets.  Some wear conical headdresses or crowns while others wear their hair in an 

elaborate chignon. 

The visual emphasis on female devotees on the left side of the shrine doorways of 

J19 and J20 is balanced by the presentation of crowned and jeweled male figures that are 

carved in at least four compartments on the right side of the doorway (Fig. 70).  Like the 

women, these figures are highly ornamented with elaborate headgear, earrings, and 

necklaces.  They are also seated in a similar pose -- with their legs crossed in front of them 

and with the knees slightly elevated.  This posture further distinguishes these individuals 

from members of the monastic community, particularly the nuns, who are represented with 

their legs in profile and tucked underneath their bodies.  Although there are clear 
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distinctions between monastic and ornamented figures, all the devotees are represented with 

their hands clasped in a§jali mudr‡. 

A similar visual assembly of the Jain community is repeated inside the shrines.  

Painted on the side walls of the shrine in J20, for example, are three horizontal registers 

(Fig. 71).  The top register depicts a celestial realm, complete with clouds, flying figures, 

garland bearers, musicians, and gaıas.  This realm breaks the boundaries of the panel by 

spilling over onto the ceiling above the main shrine Jina.  The middle register depicts nine 

laywomen who wear diaphanous garments, jewelry, and flowers in their hair.  Some appear 

to be in the midst of conversation, while others are looking forward towards the shrine Jina 

and have their hands clasped in homage.  The lower register depicts four crowned and 

ornamented men who are seated behind five monks.  The paintings on the right wall of J20 

and on the side walls of J19 also exhibit this tripartite division of celestial, lay, and 

monastic figures.297 

The inclusion and unique presentation of these devotees around the main shrine 

Jinas of J19 and J20 clearly suggest that conceptions of a T„rthaÔkara's samavasaraıa 

played a significant role in the organizational scheme of these images.298  In fact, there is a 

close correspondence between Ellora's imagery and medieval textual descriptions of the 

audience hall designated for the Jina's devotees.  According to ¯vet‡mbara and Digambara 

texts,299 the samavasaraıa is a vast circular or square structure with an elevated pavilion at 
                                                
297 It should be noted that the pictorial program in J19 is smaller in scale than the one in J20.  Moreover, in J19, 
lay, monastic, and celestial figures are presented in pairs rather than in large groups. 
298 JosÇ Pereira labels the shrine programs in J19 and J20 as samavasaraıas, but he does not discuss these 
images in any detail.  See JosÇ Pereira, Monolithic Jinas: The Iconography of the Jain Temples of Ellora (Delhi: 
Motilal Banarsidass, 1977), 152-3. 
299 Medieval texts that provide lengthy descriptions of the samavasaraıa include: Ravi˘eıa's Padmacarita 
(Dig., seventh century); Punı‡ta Jinasena's Hariva¸˜apur‡ıa (Dig., late eighth century); Jinasena's ‚dipur‡ıa 
(Dig., ninth century); ¯r„pur‡ıa (Dig., late tenth or eleventh century); V„rakavi's JambÂs‡micariu (Dig., 
eleventh century); Hemacandra's Tri˘a˘Òi˜al‡k‡puru˘acaritra (¯vet., twelfth century); Dharmagho˘asÂri's 
Samavasaraıastavana (¯vet., thirteenth century); JinaprabhasÂri's Vividhat„rthakalpa (¯vet., fourteenth 
century); Dhane˜vara's ¯atru§jayam‡h‡tmya (¯vet., fourteenth century); and V‡mana's Merumandarapur‡ıa 
(Dig., fourteenth century).  For early descriptions of the samavasaraıa found in ¯vet‡mbara canonical literature, 
see Nalini Balbir, "An Investigation of Textual Sources on the samavasaraıa ("The Holy Assembly of the 
Jina")," in Nalini Balbir and Joachim K. Bautze, eds., Festschrift Klaus Bruhn zur Vollendung des 65. 
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its center.  A Jina, seated on a lion-throne and flanked by fly-whisk attendants, delivers his 

discourse from this central platform.  Immediately surrounding the T„rthaÔkara is an area 

reserved for the devotees.  This hall is divided into twelve equal sections.300  The sections 

are further subdivided into groups of three by four cardinal roads that lead to the center of 

the samavasaraıa.  The first three sections of the audience hall (starting from the most 

eastern section) are reserved for the following devotees: 1) gaıadharas, monks, and 

kevalins; 2) celestial goddesses;301 and 3) nuns and/or laywomen.302  Sections 4-6 include 

three classes of goddesses: dev„s of the stars and planets, dev„s of the woods and 

atmosphere, and dev„s of the underground and lower worlds.303  At Ellora, if we can 

consider that the ornamented female figures on the left side of the shrine of J19 and J20 

represent these various types of goddesses, then this textual sequence of devotees is 

replicated when viewing the six sculpted compartments from bottom to top.  Indeed, a 

similar correlation is found between the images carved on the right side of the shrine and 

the list of devotees enumerated in texts for the remaining six sections.  Sections 7-9 include 

male deities of the lower worlds, the woods and atmosphere, and the stars and planets.  

Kalpadevas (gods of paradise) are in section 10 and laymen and kings are found in section 

                                                                                                                                            
Lebensjahrs dargebracht von Schulern, Freunden und Kollegen (Reinbek: Verlag fur Orientalistische 
Fachpublikationen, 1994), 67-104. 
300 See Harivam˜apur‡ıa 57.148-61; ‚dipur‡ıa 23.192-4 and 33.107-9; and Helen M. Johnson, trans., 
Tri˘a˘Òi˜al‡k‡puru˘acaritra vols. 1-6 (Baroda: Gaekwad's Oriental Series, 1931-62), v. 1, 193-4.  For relevant 
passages in the Samavasaraıastavana, see D.R. Bhandarkar, "Jaina Iconography," Indian Antiquary XL (1911): 
156-7.  T.N. Ramachandran provides a detailed description of these twelve sections according to the ¯r„pur‡ıa 
and Merumandarapur‡ıa in his publication "TiruparuttikuıÁam and Its Temples," Bulletin of the Madras 
Government Museum v. 1, pt. 3 (Madras: Government Press, 1934), 108-9. 
301 According to ¯vet‡mbara sources, these goddesses are called vaim‡nikadev„s (goddesses who inhabit 
heavenly palaces) while Digambara texts identify the goddesses as kalpav‡sidev„s (a type of vaim‡nikadev„ 
who resides in paradise). 
302 ¯vet‡mbara samavasaraıas only include nuns in this section.  Laywomen have their own area in the final 
(twelfth) section of the hall. 
303 The classifications of goddesses in sections 4-6 are the same in ¯vet‡mbara and Digambara sources, though 
they appear in different order.  For Digambaras, the goddesses include: 4) jyoti˘kadev„s (stellar goddesses); 5) 
vyantaradev„s (goddesses of the woods and atmosphere); and 6) bhavanav‡sidev„s (lower world goddesses).  
For ¯vet‡mbaras, the goddesses are listed as follows: 4) bhavanapatidev„s; 5) jyoti˘kadev„s; and 6) 
vyantaradev„s.  For further descriptions of these deities see Jyotindra Jain and Eberhard Fischer, Jaina 
Iconography 2 vols. (Leiden: E.J. Brill, 1978), v. 2, 20; and T.N. Ramachandran, "TiruparuttikuıÁam and Its 
Temples," 227-31. 
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11.  While the eleven compartments in J20 follow this order exactly, a group of nuns is 

repeated in section 10 on the right side of the shrine in J19.  This suggests a certain fluidity 

between artistic and textual representations of the samavasaraıa during this period. 

The final or twelfth compartment carved along the right side of the shrine doorways 

of Ellora's J19 and J20 indicates that Ellora's artists adhered more closely to Digambara 

conceptions of the samavasaraıa.  Carved in these panels are animals: a pair of yoked oxen, 

an elephant, a lion, and a monkey (Fig. 72).  The juxtaposition of domesticated and wild 

animals (as well as herbivores and carnivores) clearly demonstrates the peaceful 

environment created within the samavasaraıa.  Moreover, as animals are five-sensed 

beings, they are capable of receiving a Jina's instruction and teaching, and thus are welcome 

participants in the assembly.  Of significance, the inclusion of animals in the twelfth section 

of devotees is found only in Digambara samavasaraıas, as this section in ¯vet‡mbara 

examples is typically occupied by laywomen.  Although animals are also included in 

¯vet‡mbara samavasaraıas, they are located in the second and third ramparts of the 

assembly hall, outside the area designated for human and celestial devotees.304 

The association of Ellora's shrine programs with Digambara conceptions of the 

celestial assembly hall can also be seen in light of a few representations of the 

samavasaraıa found in other medieval Digambara temples.  The most comparable examples 

are found in painted form and are located in structural temples in South India, specifically in 

Tamil Nadu.305  The closest in date to the programs at Ellora is a single painting located at 

                                                
304 According to the Tri˘a˘Òi˜al‡k‡puru˘acaritra and the Samavasaraıastavana, animals used as conveyances for 
men and gods remain in the third rampart while all other animals take a position in the second rampart.  For 
painted representations of ¯vet‡mbara samavasaraıas that include animals in the outer ramparts, see 
Pratapaditya Pal, ed., The Peaceful Liberators: Jain Art from India (Los Angeles: Los Angeles County Museum 
of Art, 1994), 236; and Jan van Alphen, Steps to Liberation: 2,500 Years of Jain Art and Religion (Antwerpen: 
Etnografisch Museum, 2000), 169. 
305 While the ca. ninth-century painting fragments on the ceilings of the main hall and shrine of the Jain cave at 
¯ittaııav‡˜al could be examined here as well, there are no extant portions of the painting that clearly depict the 
area reserved for the Jina's devotees.  For this reason, I have excluded it from this analysis.  See T.N. 
Ramachandran, "The Royal Artist, Mahendravarman I," Journal of Oriental Research, Madras 7 (1933): 243-4 
and "Cave Temple and Paintings of Sittannavasal," Lalit Kal‡ 9 (April 1961): 40-5; Stella Kramrisch, 
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the cave-temple complex at Tirumalai in North Arcot District.  It is painted on the back wall 

of a brick structure added to the facade of the complex in the late eleventh or early twelfth 

century.306  As in Ellora's carvings, there are twelve sections for the Jina's devotees.  

However, instead of containing three figures, each section is filled with approximately eight 

to ten devotees.  Images of naked munis in the first section contrast to those of gods and 

kings represented in the seventh through eleventh sections.  Nuns, adorned in white robes 

and holding small brooms, are painted in the third section.  The twelfth compartment is 

filled with animals, including a bull, elephant, lion, deer, goat, and spotted leopard. 

Other noteworthy examples of a Jina's samavasaraıa are found on the ceiling of the 

saÔg„ta maıÛapa of the Vardham‡na temple at K‡§c„puram (Jina K‡§c„).  The maıÛapa of 

the temple was constructed in the late fourteenth century and it contains pictorial programs 

from this period and from a second phase of work conducted in the seventeenth century.307  

Both programs include scenes of a Jina's samavasaraıa.  The earliest paintings in the temple 

focus primarily on episodes relating to Vardham‡na's (Mah‡v„ra's) biography.  While 

fragments of this Jina's samavasaraıa are still intact, only three sections of the hall reserved 

for the T„rthaÔkara's devotees are discernible.308  Seated in these three sections are the 

following figures: ornamented males (most likely bhavanav‡sidevas), gandharvas (a type of 

vyantaradeva), and planetary deities (jyoti˘kadevas).  These celestial devotees correlate to 

sections 7-9 as described in medieval texts and as depicted at Ellora and Tirumalai. 

Better preserved representations of a Jina's samavasaraıa at Jina K‡§c„ are found 

among the pictorial programs dating to the seventeenth century.  Here, we find the celestial 

                                                                                                                                            
"Dak˘iıa-Citra," Journal of the Indian Society of Oriental Art V (1937): 223-32; C. Sivaramamurti, Panorama 
of Jain Art (New Delhi: The Times of India, 1983), 253-5 and figs. 362-8 and 375; and Ann Wood Norton, "The 
Jaina Samavasaraıa," Ph.D. dissertation, New York University, 1981, 72-4 and 76-7. 
306 Stella Kramrisch, "Dak˘iıa-Citra," 232-3; C. Sivaramamurti, Panorama of Jain Art, 258 and figs. 382-3; 
and Ann Wood Nortion, "The Jaina Samavasaraıa," 75-6. 
307 T.N. Ramachandran, "TiruparuttikuıÁam and Its Temples," 62-164. 
308 Ibid., 163-4 and plate VII, no. 3. 
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assembly halls of the first Jina, Ë˘abhan‡tha as well as that of Vardham‡na.309  In both 

paintings, all twelve sections of the audience hall are visible and they include celestial, 

human, and animal devotees.  The identification of each group of devotees can be made 

quite easily as the individual compartments contain only two seated figures.  In these 

works, the munis are presented without garments and with short black hair.  The remaining 

human and celestial devotees are dressed in white garments.  The nuns are differentiated 

from the celestial and lay members through their lack of ornamentation and through their 

white, hooded robes.  In the section reserved for animals, only three are presented: a lion, a 

deer, and a spotted leopard.  The deer reclines in between the two felines, once again 

indicating the harmonious atmosphere created within the celestial structure. 

Based on medieval Digambara textual and artistic expressions of the samavasaraıa, 

it seems quite possible that Ellora's shrine programs do indeed represent the audience hall 

and its members within the sacred structure.  If this is indeed the case, then by extension, 

the main Jina image carved within the shrine functions as the enthroned T„rthaÔkara within 

the central pavilion.  The organization of the devotees literally encircling the Jina not only 

confirms this identification, but the presentation of the main shrine image itself provides 

further evidence that these programs are in essence three-dimensional samavasaraıas.  As 

discussed in detail in Chapter Two, the Jina sculptures carved inside Ellora's shrines are 

impressive in scale, measuring approximately seven to ten feet in height.  In addition to 

their commanding presence within the shrine, Ellora's Jinas are depicted with the eight great 

attributes, the a˘Òamah‡pr‡tih‡ryas.  The eight pr‡tih‡ryas, which are the same in 

¯vet‡mbara and Digambara texts, include: a lion-throne (si¸h‡sana), a halo (bh‡maıÛala), 

a triple umbrella (chattratraya), a sacred tree (caityavÁk˘a or a˜okavÁk˘a), fly-whisks 

(c‡mara) and/or fly-whisk attendants (c‡maradhara), celestial drums (devadundubhi), a 

                                                
309 Ibid., 104-15 and plate XVI, no. 36; and 132 and plate XXIV, no. 64. 
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divine sound (divyadhvani), and a shower of celestial flowers (surapu˘pasuvÁ˘Òi).  Of 

significance, these eight attributes become visually manifest during a T„rthaÔkara's sermon 

in the samavasaraıa.310 

It is, however, more than just the inclusion of the a˘Òamah‡pr‡tih‡ryas that indicates 

that Ellora's shrines and their images can be viewed as three-dimensional samavasaraıas.  

According to medieval Digambara descriptions of the samavasaraıa, the elevated pavilion 

in the center of the sacred structure is called a gandhakuÒ„, literally a "perfume chamber."311  

Though used by Jains, the term gandhakuÒ„ is perhaps better known from its Buddhist 

contexts.  In both P‡li literature and in numerous Sanskrit avad‡nas, the gandhakuÒ„ can 

refer to the Buddha's private residence that was built by the householder An‡thapiıÛika.312  

The "perfume chamber" was constructed in the center of the Jetavana grove and it was 

surrounded by other buildings and dwellings for the Buddha's eighty chief elders.  Beyond 

this central area were other residences for the Buddhist community that were connected 

together by long halls, terraces, and walkways.313 

In addition to the conceptual similarities with the Jain samavasaraıa -- in terms of a 

spiritual leader being surrounded by his disciples -- the application of the term gandhakuÒ„ 

in later Buddhist textual and epigraphical sources indicates that it was also a structural 

component in every ideal monastic residence.314  Moreover, examinations of Buddhist 

rock-cut monasteries have revealed that the gandhakuÒ„ is, in fact, the cell or shrine carved 

                                                
310 Hariva¸˜apur‡ıa 57.162-66 and ‚dipur‡ıa 23.36-73.  For an enumeration of the a˘Òamah‡pr‡tih‡ryas in the 
Samavasaraıastavana see D.R. Bhandarkar, "Jaina Iconography," 159. 
311 Hariva¸˜apur‡ıa 57.7 and 57.142; and ‚dipur‡ıa 23.7-9, 33.112 and 33.150.  According to T.N. 
Ramachandran, the term gandhakuÒ„ is also used in the ¯r„pur‡ıa and Merumandarapur‡ıa.  See T.N. 
Ramachandran, "TiruparuttikuıÁam and Its Temples," 109. 
312 John S. Strong, "GandhakuÒ„: the Perfumed Chamber of the Buddha," History of Religions 16/4 (1977): 
392. 
313 Ibid. 
314 Gregory Schopen has examined at least eighteen different inscriptions from various Buddhist sites, 
including AjaıÒ‡, Kanheri, S‡rn‡th, Bodhgaya, Kurkihar, and N‡land‡, among others, that refer to a gandhakuÒ„.  
See his article, "The Buddha as an Owner of Property and Permanent Resident in Medieval Indian 
Monasteries," Journal of Indian Philosophy 18 (1990): 181-217. 
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into the back wall of the cave to house the presence of the Buddha.  A number of rock-cut 

vih‡ras across India, dating as early as the third century, exhibit this particular feature. 315  

While the gandhakuÒ„ has been examined in its Buddhist rock-cut context, the practice (and 

significance) of carving a shrine in the back wall of Jain excavations has yet to be 

investigated.  This is unfortunate as architectural similarities between Buddhist and Jain 

rock-cut monuments may indicate shared conceptions of housing the divine.  Seen in this 

light, the shrine in the back of Ellora's Jain caves may very well be identified as a 

gandhakuÒ„.  And, if we consider the types of ritual offerings made in these spaces, such as 

flowers, sandalwood paste, and the smoke from lamps and incense, these too would 

contribute to its identification as a "perfume chamber."316 

The association of Ellora's samavasaraıa imagery with Digambara conceptions of 

the celestial assembly hall is also demonstrated in two paintings located on the ceiling of the 

antechambers preceding J19 and J20.  Here, we find parallel representations of a multi-

armed male deity who is in the midst of a rhythmic dance.  Although the painting in J20 is 

in poor condition, it is clear that the dancing figure is accompanied by other individuals, 

some seated and others hovering in the air.  In the example painted in J19, the figures 

include a group of musicians playing drums, some seated females, and flying celestials 

overhead (Fig. 73).  Painted above the shoulders of the male deity are small dancing 

couples who are encircled by clouds.  Certain details of the male deity are also visible in 

this painting, including his tall crown and oval halo, long black hair, and series of bracelets 

worn around his wrists.  He wears an elaborate lower garment that is tied on both sides 

with a thick sash.  Suspended over his head is a single chattra. 

                                                
315 For an examination of this floor plan in third through fourth-century vih‡ras and in the late fifth-century 
excavations at AjaıÒ‡, see my article, "Constructing Another Perspective for AjaıÒ‡'s Fifth-Century 
Excavations," Journal of the International Association of Buddhist Studies 24 (2001): 27-60. 
316 Ritual practices that most likely occurred at Ellora are discussed in Chapter Six. 
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In the few studies that have examined Ellora's Jain paintings, this figure is 

sometimes misidentified as a dancing ¯iva.317  This is perhaps not surprising given its 

general resemblance to paintings of ¯iva NaÒe˜a found in some of Ellora's ninth-century 

Hindu caves.318  However, the multi-armed figure painted in the Jain caves is not ¯iva, but 

Indra -- a deity commonly referred to as a king of the gods in Hindu, Jain, and Buddhist 

literature.319  In Jain texts, Indra is one of sixty-four deities (also called indras) who reign 

over the heavens.  Lord Indra himself is usually described as the king of the first Jain 

heaven, Saudharmakalpa.  For this reason he is also known as Saudharmendra. 

Saudharmendra, along with the other indras, are commonly featured in the 

biographies of the Jinas as active participants during the five auspicious events of a 

T„rthaÔkara's final lifetime.320 For example, all T„rthaÔkaras are taken to Mt. Meru by the 

indras to receive their first bath (janm‡bhi˘eka) and Saudharmendra is typically the first 

deity to acknowledge a Jina's attainment of omniscience (kevalaj§‡na).  Saudharmendra is 

also accorded an interesting role at the time of the samavasaraıa, particularly as recorded in 

southern Digambara texts.  According to Jinasena's ‚dipur‡ıa, written in northern 

Karnataka in the ninth century, Indra is the chief architect of the Jina's celestial assembly 

hall.321  Although other deities join in to help build the sacred structure, they do so under 

his command and guidance.  Upon seeing the completed samavasaraıa, the gods rejoice in 
                                                
317 See for example Stanislaw J. Czuma, "The Brahmanical Rashtrakuta Monuments of Ellora," Ph.D. 
dissertation, The University of Michigan, 1968, 282. 
318 Paintings of a dancing ¯iva can be found on the southern porch of the Kail‡san‡tha temple, on the ceiling of 
the Nandi shrine preceding the LaÔke˜vara temple, and on the ceiling of one of the excavations located above 
Cave 29.  For an illustration of the latter, see K.V. Soundara Rajan, Cave Temples of the Deccan (New Delhi: 
Archaeological Survey of India, 1981), 202 and plate CVI. 
319 For an examination of Indra in post-Vedic literature, particularly the M‡rkaıÛeya and Vi˘ıu Pur‡ıas, see 
Jan Gonda, "A Note on Indra in Pur‡ıic Literature," Pur‡ıa 9 (1967): 222-61.  Karel R. van Kooij examines the 
role of Indra and his Heaven in Buddhist and Hindu art and literature in her essays, "Indra's Heaven in Early 
Hindu Art," in Marijke J. Klokke and Karel R. van Kooij, eds., Fruits of Inspiration: Studies in Honour of Prof. 
J.G. de Casparis (Groningen: Egbert Forsten, 2001), 225-42 and "Indra's Heaven in Buddhist Art," in Debala 
Mitra and Gourishwar Bhattacharya, eds., Studies in Art and Archaeology of Bihar and Bengal (Delhi: Sri 
Satguru Publications, 1989), 97-117.  For Indra in Jain art and literature see Hampa Nagarajaiah, Indra in Jaina 
Iconography (Hombuja, Karnataka: Sri Siddh‡ntakeerti Granthamale, 2002). 
320 The five kaly‡ıakas are: conception, birth, initiation, attainment of omniscience, and final liberation. 
321 ‚dipur‡ıa 22.79-80. 
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song and dance.322  Indra himself is accompanied by a large group of dancing goddesses 

who slowly make their way into the assembly hall.  Similar dance performances are 

recorded in two medieval Tamil pur‡ıas -- the ¯r„pur‡ıa (ca. late tenth or eleventh century) 

and the Merumandarapur‡ıa (ca. fourteenth century).  According to T.N. Ramachandran's 

assessment of these texts, Indra dances out of joy at the conclusion of the Jina's sermon.323  

In addition, Indra asks the T„rthaÔkara to preach the doctrine to devotees in other parts of 

the world that are in need of instruction.324  Thus, Indra acts as a facilitator to guarantee the 

continuation of a Jina's teachings after the dissolution of the samavasaraıa. 

The identification of the antechamber paintings at Ellora as representations of a 

dancing Indra -- as well as their connection to the shrine imagery -- has not been 

acknowledged by most scholars as the majority of medieval samavasaraıas do not include 

this figure.325  There are, however, a few rare examples of a dancing Indra found among the 

pictorial programs at Jina K‡§c„.  For example, fragments of a late fourteenth-century 

painting depict a dancing Indra among the life scenes of the Jina Vardham‡na.326  In the 

seventeenth-century paintings relating to Vardham‡na's biography, Indra dances out of joy 

upon viewing the T„rthaÔkara on a throne.327  A similar presentation of a dancing Indra next 

to an enthroned Jina occurs in the series of paintings depicting Nemin‡tha's life story.328 

Indra's dance in association with the samavasaraıa is included among the scenes at 

Jina K‡§c„ that depict the life of the first Jina, Ë˘abhan‡tha.  In this seventeenth-century 

painting, located to the right of Ë˘abha's celestial assembly hall, a four-armed Indra is 

                                                
322 ‚dipur‡ıa 22.55-8. 
323 T.N. Ramachandran, "TiruparuttikuıÁam and Its Temples," 111. 
324 Ibid., 116. 
325 While Hampa Nagarajaiah has identified the painting in J19 as a representation of Indra, he does not 
associate the work with the samavasaraıa imagery around the shrine.  See his Indra in Jaina Iconography, 24-5. 
326 T.N. Ramachandran, "TiruparuttikuıÁam and Its Temples," 163 and plate VII no. 2. 
327 Ibid., 122 and plate XIX no. 45a. 
328 Ibid., 151 and plate XXVII no. 74c. 
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surrounded by six ornamented dancing females.329  Two plainly dressed male figures, 

possibly the goddesses' attendants, are painted on the left side of the composition.  All of 

the figures are nearly the same size in this work -- a departure from the ca. ninth-century 

paintings at Ellora which highlight Indra's importance through hierarchical scale.  In 

addition, much of the narrative detail has been eliminated at Jina K‡§c„ as the figures are 

painted against a flat red background.  This technique is employed throughout most of the 

seventeenth-century panels.  The lack of a detailed setting does not, however, make the 

identification of the scenes difficult, as each panel originally contained an inscription written 

in Tamil-Grantha.  According to T.N. Ramachandran, the seventeenth-century panels and 

their explanatory labels appear to be based on episodes of the Jinas' lives as recorded in the 

¯r„pur‡ıa and in a manuscript titled the Vardham‡napur‡ıa.330 

While the inclusion of a dancing Indra in Ellora's shrine programs links its 

samavasaraıa imagery to textual and artistic expressions produced further south, Ellora's 

programs also diverge from these works in significant ways.  Ellora's samavasaraıas are 

not only three-dimensional in form, but they also focus solely on the center of the sacred 

structure -- the gandhakuÒ„ and the audience hall that immediately surrounds it.  This differs 

from many southern medieval images of the celestial assembly hall, including those at Jina 

K‡§c„, which portray the seven regions (bhÂmi) surrounding the entire sacred structure.  

These regions, which are described in detail in the ‚dipur‡ıa, ¯r„pur‡ıa and the 

Merumandarapur‡ıa, include: 1) an area with palaces, theatres, music halls, temples, and 

dance halls; 2) a region of water; 3) a region of forests and parks; 4) a wooded area with 

a˜oka, cha¸paka, and mango trees; 5) a region of flags; 6) a forest of wish-fulfilling trees 

(kalpavÁk˘as); and 7) a region of celestial mansions.331  These regions are commonly 
                                                
329 Ibid., 115 and plate XVII no. 37. 
330 Ibid., 63-4. 
331 ‚dipur‡ıa 22.81-280.  For descriptions of the regions in the ¯r„pur‡ıa and Merumandarapur‡ıa, see T.N. 
Ramachandran, "TiruparuttikuıÁam and Its Temples," 106-8. 
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rendered in painted and sculpted images as seven concentric rings around the audience 

hall.332 

Although Ellora's shrine programs do not specifically include these seven regions, 

some of the components described within the individual bhÂmis are carved along the 

verandas and inside the main halls of the excavations.  For example, celestial couples and 

musicians are carved along the low screen railing that marks the entrance into the main hall.  

These figures are typically represented alongside relief carvings of small temples or palaces.  

The types of activity depicted in these reliefs, such as visiting a temple or playing music, 

corresponds with textual descriptions of the first bhÂmi where both humans and deities 

attend concerts and dramatic performances in honor of the Jina.  Musicians with a variety 

of instruments are also featured on veranda pillars, suggesting the presence of divine music 

upon entering this sacred space.  Lintels and door jambs in Ellora's Jain caves are often 

painted and/or carved with water motifs, such as lotuses, swans, river goddesses, makaras, 

and n‡gas -- suggestive of the region of water that surrounds the assembly hall.  Various 

trees, including a˜oka and cha¸paka, are carved over reliefs of Jinas located on the side 

walls of the excavations while large mango and banyan trees provide shade and shelter for 

over-life-sized images of Jain deities.  Other sculptures, such as nidhi figures, yak˘as 

holding large bags of coins, and the carving of jewels and strands of pearls on most 

architectural elements, contribute to notions of wealth and abundance -- themes that are also 

articulated in descriptions of the seven bhÂmis.  When viewed collectively, the imagery in 

Ellora's main halls create a comparable aesthetic experience to that composed and articulated 

by the authors of these medieval texts.  Moreover, a structural connection between the 

temple's main hall and these outer regions is also expressed in the lay-out of the caves 

themselves as the interior space of the hall precedes the shrine (the gandhakuÒ„) with its 
                                                
332 However, in the painting of Vardham‡na's samavasaraıa at Jina K‡§c„, the regions are represented in 
horizontal panels adjacent to the circular assembly hall. 
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enthroned T„rthaÔkara.  In other words, the devotee must first pass through the seven 

bhum„s before entering the audience hall -- an approach that mirrors textual descriptions of 

worshippers entering a Jina's samavasaraıa. 

Ellora's  Monolithic Cave-Temples: Samavasaraıas Carved in Stone 

That the cave-temple itself may have also been conceived of as a material 

samavasaraıa is suggested further by the imagery carved on the facade of Ellora's ChoÒ‡ 

Kail‡sa (Fig. 5).  As its appellation suggests, this Jain monument resembles Ellora's 

Kail‡san‡tha temple in terms of its execution and some of its architectural components, 

albeit on a smaller scale.  Although some of the imagery carved on the exterior of the ChoÒ‡ 

Kail‡sa is shared with its Hindu predecessor -- such as frolicking gaıas, flying celestials, 

and dv‡rap‡las -- there are two carvings on its facade that are unique to the Jain monument.  

Carved under the porch cornice on either side of the main entrance into the temple are two 

over-life-sized reliefs of dancing Indra (Figs. 74 and 75).  In both carvings, Indra is 

depicted as a crowned and bejeweled multi-armed figure; the relief on the left having six 

arms and the relief on the right with ten.  As in Ellora's painted representations of this deity, 

Indra is adorned with a tall crown, circular earrings, a broad necklace, armlets, and 

bracelets.  In the carved examples, Indra also wears a beaded yaj§opav„ta which drapes 

across his torso.333 

Also in accordance with the paintings in J19 and J20, the two reliefs of Indra on the 

ChoÒ‡ Kail‡sa present the deity surrounded by other figures, including musicians, dancers, 

and other celestials.  Specific details painted in J19 -- such as the dancing couples located 

above Indra's shoulders -- are replicated in the sculpted examples, suggesting that the artists 

carving the reliefs were familiar with the paintings.  Although the ChoÒ‡ Kail‡sa is an early 

ninth-century temple, the facade reliefs most likely date to the late ninth or early tenth 
                                                
333 This element is clearly seen in the Indra carved on the left side of the entrance. 
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century.  The reliefs of Indra are incised into the wall (especially evident around their 

heads) suggesting that they were carved after the initial excavation of the temple.  This has 

resulted in their rather planar appearance which contrasts to the full bodied dv‡rap‡las and 

the flying figures carved elsewhere on the exterior of the monument. 

Although the reliefs of dancing Indra command a strong presence on the facade of 

the temple, curiously, they have not been studied in any detail.  The few scholars who have 

noted these sculptures simply identify them as Saudharmendra, the Indra of the first 

heaven.334  Their descriptions, however, do not go beyond standard issues of iconography 

to consider the role of these reliefs in defining the aesthetic character of the temple.  K.V. 

Soundara Rajan, who has examined the architectural and sculptural features of the ChoÒ‡ 

Kail‡sa in great detail, only briefly discusses the figures of Indra.335  In his study, he 

questions the Jain affiliation of these images and suggests that the ChoÒ‡ Kail‡sa may have 

initially been conceived of as a Brahmanical monument and only later transformed into a 

Jain temple. 

While the subsequent addition of these reliefs to the facade of the ChoÒ‡ Kail‡sa -- 

not to mention their visual correspondence to the paintings in J19 and J20 -- negate any 

¯aivite association of the temple, these figures are, at first glance, similar to images of 

dancing ¯iva carved elsewhere at Ellora.  Large reliefs of dancing ¯iva can be found in a 

number of mid-eighth and ninth-century Hindu caves, including: Cave 15, the gateway 

preceding the Kail‡san‡tha temple, the northern wall of the Kail‡san‡tha's Nandi pavilion, 

the ceiling of the Kail‡san‡tha temple, the exterior of the Kail‡san‡tha's vim‡na, and the 

                                                
334 See for example, Hampa Nagarajaiah, Indra in Jaina Iconography, 24; JosÇ Pereira, Monolithic Jinas, 60 and 
120-1; M.K. Dhavalikar, Ellora: Monumental Legacy (Oxford: Oxford University Press, 2003), 88; and R.S. 
Gupte and B.D. Mahajan, Ajanta, Ellora and Aurangabad Caves (Bombay: B.D. Taraporevala Sons & Co., 
1962), 220. 
335 K.V. Soundara Rajan, The Ellora Monoliths (Rashtrakuta Architecture in the Deccan) (Delhi: Gian 
Publishing House, 1988), 64-5. 
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ceiling and southeastern bay in the LaÔke˜vara temple.336  Although the images of dancing 

Indra and ¯iva NaÒe˜a exhibit some of the same mudr‡s -- particularly evident in the left-

side image of Indra and the ¯iva carved in Cave 15 -- other similarities are superficial at 

best.  In fact, upon close inspection, there are some significant elements that serve to 

differentiate the dancing figures.  These include the small seated Jinas carved over the 

reliefs of Indra on the ChoÒ‡ Kail‡sa and the various attributes and weapons held by most 

of the images of ¯iva NaÒe˜a. 

While the reliefs of dancing Indra should not be mistaken for representations of 

¯iva, there are, nonetheless, other features of the ChoÒ‡ Kail‡sa that are directly related to 

the site's Hindu monuments, specifically the Kail‡san‡tha temple.  Both temples are 

monolithic and are created by carving three trenches into the mountain to isolate a large 

block of stone.  In the case of the Kail‡san‡tha temple, the trenches create a courtyard 

measuring over 270 feet in length and 150 feet in width.  The ChoÒ‡ Kail‡sa is excavated on 

a much smaller scale (130 x 80 ft.) which has contributed to its modern nickname as the 

"choÒ‡" or "little" Kail‡sa.  Work on both monuments proceeded from the top down, a 

technique which is clearly demonstrated on the southeast side of the ChoÒ‡ Kail‡sa where 

parts of the temple are left unfinished.  In addition to the similarities in their excavation 

process, these two temples feature some of the same architectural components: a rock-cut 

gateway, a main hall with three projecting porches, a squat, pyramidal vim‡na over the main 

shrine, and smaller chapels carved into the enclosure walls of the complex.  Also linking 

these two monuments together are images of dv‡rap‡las, flying celestials, gaıas, makaras, 

and other divine figures that are carved on the temple exteriors. 

                                                
336 For an illustration of the dancing ¯iva on the gateway to the Kail‡san‡tha temple see Mary Beth Heston, 
"Iconographic Themes of the Gopura of the Kail‡san‡tha Temple at Ellor‡," Artibus Asiae XLIII, no. 1/2 (1981-
2): Fig. 3.  For images in the LaÔke˜vara Temple, see K.V. Soundara Rajan, Cave Temples of the Deccan, plates 
CIII A and CIV A. 
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Although the ChoÒ‡ Kail‡sa resembles the larger Hindu temple in terms of its 

execution, architectural components, and some of its exterior imagery, it has simply been 

dismissed in most scholarship as a poorer, later imitation of its Hindu counterpart.337  

Moreover, its general similarity to the mid-eighth-century Kail‡san‡tha temple has only 

been considered in terms of providing a ninth-century date for the majority of Ellora's Jain 

monuments.  Any inquiry into why some of the Kail‡san‡tha's sculptural and architectural 

forms were appropriated by the Jains in this temple has yet to be conducted.  This is 

unfortunate as some of the shared elements -- found in particular on the exterior of the 

monuments -- actually shed light on how the imagery functions on the ChoÒ‡ Kail‡sa, 

including the reliefs of Indra and their role in presenting the temple as a three-dimensional 

stone samavasaraıa. 

The strongest visual link between these two monuments lies in the exterior 

decoration of their maıÛapas.  Carved as a running frieze along the temples' entablature, for 

example, is a band of frolicking gaıas who hold an undulating garland.  Some of the gaıas 

support the garland over their head, while others recline on it.  The composition is rhythmic 

and playful and serves to integrate the architectural and decorative features on the temples' 

exterior.  The gaıa series on the Kail‡san‡tha temple even retains some pigment which was 

added in the eighteenth century.  The red background combined with the alternating colors 

of green, yellow, and white on the garland certainly adds to the dynamism of the work and 

may provide some insight into the original appearance of these carvings when painted.  

Although gaıas are a featured facade element in a number of caves at Ellora, including 

Cave 17 and 21, their presentation within a band that encircles the temple is found in only 

these two cases.  Of significance, it does not appear on the other monolithic monuments at 

                                                
337 See for example Vidya Dehejia's comment about the ChoÒ‡ Kail‡sa as an "anticlimax" at Ellora in her 
survey text Indian Art (London: Phaidon Press, 1997), 134. 
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Ellora: the Nandi pavilion preceding Cave 15 and the sarvatobhadra temple in the Indra 

Sabh‡ courtyard. 

Another sculptural motif that is shared by the ChoÒ‡ Kail‡sa and the Kail‡san‡tha 

temple is the carving of flying celestial figures, located particularly on the northern and 

southern walls of the maıÛapas.  It is, however, not the mere inclusion of such figures that 

draws comparison, but in the way they are presented on both temples.  For example, the 

flying figures are carved high up on the wall and are framed by pilasters.  In both temples, 

the figures are somewhat isolated from other kinds of imagery, underscoring the plain 

surfaces of the temple walls.  This presentation also reinforces the illusion that the celestials 

are actually flying through space.  Interestingly, the Kail‡san‡tha temple has more 

individual flying figures than the Jain temple which tends to feature couples.  Nonetheless, 

in both cases, the position of the limbs of these figures suggest rapid flight, usually towards 

an entrance into the main hall. 

The type of imagery carved on the eaves of the porch roofs is also similar in these 

two temples.  Here, one invariably finds carvings of rich curls of foliage and cascades of 

water.338  Some of the motifs even incorporate makaras or semi-human aquatic beings 

within their turbulent designs.  One of the best preserved examples of the latter can be 

found on the southern porch of the Kail‡san‡tha temple.  In this particular image, a male 

and female figure are immersed in a sea of vegetation.  The lower parts of their bodies are 

literally composed of the same swirling mass that envelops them.  The consistent 

occurrence of this type of imagery on the porch eaves for both temples is interesting as the 

porches themselves can be viewed as extensions (or growths) that originate from the temple 

                                                
338 Although some of the porch eaves on the ChoÒ‡ Kail‡sa remain undecorated, they do have the matrix of 
stone left intact for such carvings.  Their size and placement corresponds with the decorative elements carved on 
the porches of the Kail‡san‡tha temple. 
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interior.  Thus the architectural and sculptural elements of the porches mutually reinforce 

themes of expansion, movement, and fecundity. 

While the images of gaıas, flying celestials, and aquatic/vegetal designs may be 

considered minor motifs, they are, nonetheless, important elements that define the aesthetic 

nature of these monuments.  Their presence creates the appropriate environment for coming 

into contact with the main deity housed inside the shrine.  Moreover, their inclusion on the 

exterior of the monument clearly contributes to the conception of the temple as a divine or 

celestial abode.339 In the case of the Kail‡san‡tha temple, the abode is undoubtedly ¯iva's 

residence on Mt. Kail‡sa in the Himalayas.  This is demonstrated in a number of ways 

within the temple complex.  The most dramatic presentation is a fourteen foot high 

sculpture of ¯iva and Parvat„ seated on Mt. Kail‡sa carved on the south side of the temple.  

While this sculptural tableau literally presents the god in his mountain abode, other 

carvings, such as images of ¯ivagaÔgadhara and shrines dedicated to the river goddess 

GaÔga, also make specific reference to Himalayan topography.340  The metaphor of the 

¯aivite temple as ¯iva's mountain abode is also recorded in inscriptions dating from the 

eighth through tenth centuries.  In R‡˘ÒrakÂÒa epigraphs, the tall, white-washed tower of a 

newly constructed ¯iva temple is often compared to the snow-capped peak of Mt. 

Kail‡sa.341  At Ellora, this metaphor is taken even further as the temple itself is literally part 

of the mountain. 

                                                
339 Phyllis Granoff explores the role of such imagery on medieval Hindu temples in light of textual 
descriptions of Heaven found in Pur‡ıic literature.  See Phyllis Granoff, "Heaven on Earth: Temples and 
Temple Cities of Medieval India," in Dick van der Meij, ed., India and Beyond: Aspects of Literature, Meaning, 
Ritual and Thought: Essays in Honour of Frits Staal (London and New York: Kegan Paul International in 
association with the International Institute for Asian Studies, 1997), 170-93. 
340 Walter Smith explores other aspects of the site as a recreation of the Himalayas in his article, "Architectural 
and Mythic Space at Ellora," Oriental Art XLII, no. 2 (Summer 1996): 13-21. 
341 In the Deoli and Karhad plates of KÁ˘ıar‡j‡ III, temples dedicated to ¯iva are described as "white as clouds 
in autumn, by which the earth shines forever as if decorated by many Kail‡sa mountains."  See R.G. Bhandarkar, 
"Transcripts and Translations with Remarks of R‡shÒrakÂÒa and Kalachuri Copper-plate Grants," Journal of the 
Bombay Branch of the Royal Asiatic Society XVIII (1890-94): 245; and R.G. Bhandarkar, "Karhad Plates of 
Krishna III," Epigraphia Indica IV (1896-7): 287. 
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The similar employment of gaıas and flying figures on the exterior of the ChoÒ‡ 

Kail‡sa also suggests that the temple is equated with a celestial abode.  However, as all 

twenty-four Jinas exist in a state of perfected liberation at the apex of the universe (rather 

than in a heavenly realm),342 the Jain abode made visually manifest at Ellora is not the Jina's 

residence per se but the celestial assembly hall, the samavasaraıa.  This is made clear not 

only through the reliefs of dancing Indra at the entrance to the temple, but by a number of 

other celestials that are carved on the exterior.  For example, musicians, amorous couples, 

and figures in gestures of homage are carved in niches along the temple's vim‡na.  Of 

significance, there are no T„rthaÔkara images on the temple tower.  This differs from the 

imagery carved on the Kail‡san‡tha's tower which invariably features representations of 

¯iva, Vi˘ıu, and other recognizable Hindu deities.  The overwhelming presence of 

musicians and other celestials on the exterior of the ChoÒ‡ Kail‡sa therefore seems to 

present a more generic scene of heaven.  However, when viewed in context with the large 

reliefs of dancing Indra, we realize that we are witnessing some of the joyous activities 

commonly associated with the creation of the samavasaraıa. 

Of course, the presence of celestial musicians and amorous couples is not strictly 

limited to the context of the samavasaraıa as they also inhabit various celestial abodes, 

including that of Indra himself.  In Jain, Hindu, and Buddhist literature, Indra's heaven is 

often accorded a privileged place among celestial realms.  Lengthy descriptions of this 

abode are found, for example, in Book III of the Mah‡bh‡rata, where it is described as 

being full of musicians, apsar‡s, gandharvas, siddhas, c‡raıas, saints, royal seers, and 

heroes from battle.343  Heavenly music "that is unknown in the world of men"344 fills the air 

while blossoming trees and flower-garlands perfume the air with fragrant breezes.  Apsar‡s 
                                                
342 The Jinas reside in a crescent-shaped abode known as „˘atpr‡gbh‡ra (literally "the slightly curving place"). 
343 J.A.B. van Buitenen, trans. and ed., The Mah‡bh‡rata (Chicago: University of Chicago Press, 1975), v. 2, 
308-9 [MBh 3.44.1-15]. 
344 Ibid., 310 [MBh 3.45.5-10]. 
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sing and dance in the spacious pillared halls of Indra's numerous palaces while other deities 

spend their time relaxing in the gardens.  Indra's heaven is a kind of celestial city where 

there are parks, pleasure-grounds, lotus ponds and golden mansions.  Of significance, these 

elements are recurrent features found in descriptions of other types of celestial structures, 

including a Jina's samavasaraıa.  According to Phyllis Granoff, who has examined a 

variety of Hindu and Jain Pur‡ıas, 

...heaven is always a vast metropolis, with numerous concentric areas all crammed 
with buildings and peopled by gods and other creatures who have come to serve the 
main deity.  The city is watered by a river, more often by two rivers.  The [textual] 
descriptions all proceed from the outermost precincts of this city inward.  The city is 
surrounded by a series of walls with gateways that are carefully guarded....Indeed, 
every conceivable creature appears in heaven and it is this that is the most striking 
correspondence between our textual descriptions and actual temples: just as temple 
walls teem with all sorts of living beings, heavenly damsels, sages and their wives, 
sages practicing austerities, copulating couples, gods, incarnations of gods, animals 
and plants, so is heaven full to the brim with every conceivable life form.345 

Notions of heaven and the divine are not only established through the carvings on 

Ellora's monolithic temples but through their overall design -- as these monuments form the 

center of their own sacred complex.  The subsidiary excavations carved in the north and 

south enclosure walls, as well as the gateways preceding the temples, create the sense that 

one is entering into a self-contained celestial abode.  The excavation of both monuments 

deep into the mountain itself adds to this experience as many celestial cities are located at 

the summit of Mt. Meru, the Golden Peak -- the beginning of the heavens.  At Ellora, trees 

and other types of foliage grow along the edges of the enclosure walls of both temples, 

creating the illusion that the monolithic structure emerges from beneath this vegetation.  

Furthermore, both temples have access to water -- the life-sustaining and ritually purifying 

liquid that originates from the heavens.346  All of these elements -- subsidiary shrines, 

                                                
345 Phyllis Granoff, "Heaven on Earth: Temples and Temple Cities of Medieval India," 177. 
346 The water tank for the Kail‡san‡tha temple is located next door in front of Cave 15, while the northwestern 
corner of the courtyard of the ChoÒ‡ Kail‡sa has been carved at a lower level to retain rainwater.  In addition, an 
ancient stream bed can be found between the ChoÒ‡ Kail‡sa complex and the main group of Jain caves. 
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enclosed courtyards, trees, and pools of water -- are common features of celestial cities 

described in Pur‡ıic texts.  Moreover, these elements correspond to the components of later 

structural medieval temples which further develop the conception of the temple as "heaven 

on Earth." 

While the architectural design and imagery carved on the ChoÒ‡ Kail‡sa clearly 

presents the temple as a celestial abode, the over-life-sized reliefs of dancing Indra on its 

facade specify that the sacred structure is the Jina's samavasaraıa.  As in the antechamber 

paintings of Indra in J19 and J20, the carvings flanking the entrance into the ChoÒ‡ Kail‡sa 

may similarly demarcate the entrance into the gandhakuÒ„ -- the very center of the 

samavasaraıa.  The imagery within the main hall of the ChoÒ‡ Kail‡sa also seemingly 

confirms this association.  In contrast to the exterior of the ChoÒ‡ Kail‡sa which features 

celestials, the interior of the main hall is completely covered with reliefs of enthroned 

T„rthaÔkaras.  The Jinas, carved in bays along the front and side walls of the temple, are 

presented in vertical tiers of three.  With this arrangement, the entire wall space is filled with 

Jinas from ceiling to floor.  The Jina images measure approximately four feet in height and 

nearly all of them exhibit the eight mah‡pr‡tih‡ryas.  While the other Jain caves at Ellora are 

also carved with numerous Jina images, the imagery within the main hall of the ChoÒ‡ 

Kail‡sa differs in that it contains only Jinas.  In other words, there are no images of the 

yak˘a/yak˘„ pair as in the other excavations.  The interest in creating a field of Jinas within 

the temple continues with the imagery carved on the rear wall, as here we find reliefs of 

P‡r˜van‡tha and GommaÒa, along with other standing T„rthaÔkaras.347  Numerous Jinas are 

even carved within the main shrine.  Unlike other Jain shrines at Ellora, the inner sanctum 

of the ChoÒa Kail‡sa contains four over-life-sized seated T„rthaÔkaras.348  Thus, upon 
                                                
347 Although GommaÒa is technically not a Jina (since he did not preach in a samavasaraıa), the iconography of 
this kevalin is nearly identical to Jina images. 
348 Two Jinas are carved on the right wall of the shrine while a third, along with an image of Cakre˜var„, is 
carved on the left.  Given the rather late features of the images, these sculptures were most likely carved in a 
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entering the maıÛapa or even the main shrine, one is completely surrounded by images of 

the Jina. 

The plethora of Jinas carved within the ChoÒ‡ Kail‡sa can also be considered in 

terms of their directional orientation.  Like the Kail‡san‡tha temple, the ChoÒ‡ Kail‡sa is 

excavated on a strict west-east axis.  Thus Jinas seem to emerge from every cardinal point 

within the temple.  The ability to view a T„rthaÔkara from the four cardinal directions can be 

linked to textual descriptions of a Jina within the samavasaraıa.  According to both 

¯vet‡mbara and Digambara accounts, the image of the Jina's body radiates in four 

directions so that he can be seen by the entire assembly.  In fact, more literal presentations 

of the four-fold Jina are encountered in four sarvatobhadra images at the site.  Two 

examples are carved in the center of the hall in J18 and J4 (Fig. 8) while a thirteenth-

century sculpture is carved on the roof above a small shrine located to the northeast of the 

main complex of caves.  A fourth example is enshrined within its own monolithic temple in 

the Indra Sabh‡ courtyard (Fig. 76).  When viewed in light of these other images, the 

interior sculptural program of the ChoÒ‡ Kail‡sa may also symbolically represent the 

manifold presence of the Jina within the samavasaraıa. 

Other elements found within Ellora's Jain complex of caves also contribute to this 

notion of the temple as a material samavasaraıa.  Carved in the courtyard of the Indra 

Sabh‡ complex and directly preceding J18, J19, and J20 is a monolithic rock-cut pillar, or 

m‡nastambha (Fig. 77). Commonly referred to as "pride-pillars," m‡nastambhas are an 

integral component in textual descriptions of southern Digambara samavasaraıas.  

According to the ‚dipur‡ıa, golden m‡nastambhas are erected within the first region 

(bhÂmi) of the celestial assembly hall.349  These free-standing pillars demarcate the four 

                                                                                                                                            
second phase of work on the temple and are contemporaneous to the images of dancing Indra on the facade.  
Thus we can see the physical transformation of the temple itself into a samavasaraıa. 
349 ‚dipur‡ıa 22.93-102. 
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cardinal directions of the samavasaraıa.  They are raised on high platforms or plinths where 

ritual objects and offerings can be placed.  The top of the pillars are adorned with flags and 

bells and golden Jina images can be found at their bases.  The purpose of these pillars, 

according to Jinasena and other authors, is to assist the devotee in the cessation of pride or 

arrogance upon entrance into the samavasaraıa.350  Indeed, the mere sight of a 

m‡nastambha results in the devotee's attainment of a pure mind.351 

M‡nastambhas are also an important part of Digambara temple architecture where 

they are often erected at the entrance to a temple.  In South India, these pillars appear to 

have become standard architectural elements during the early medieval period, as seen in the 

numerous examples from the temples at ¯ravaıa BeÎgoÎa in Karnataka.352  Some of these 

m‡nastambhas are crowned with a sarvatobhadra image.353  Other pillars support images of 

the Jain yak˘a Sarv‡hıa, indicating his popularity in this region during the tenth century.354  

The courtyard of the Indra Sabh‡ complex at Ellora is also carved with a monolithic free-

standing pillar, and it too is crowned with a sarvatobhadra image of a Jain yak˘a.  The 

inclusion of a m‡nastambha at the entrance to a Digambara temple, whether it supports an 

image of a yak˘a or Jina, indicates that the temple itself can be conceived of as a material 

samavasaraıa. 

                                                
350 ‚dipur‡ıa 22.102 
351 See also Klaus Bruhn, "The Concept of m‡na (Pride) in Jaina Dogmatics," in Rudy Smet and Kenji 
Watanabe, eds., Jain Studies in Honour of Jozef Deleu (Tokyo: Hon-no-Tomosha, 1993), 163-206. 
352 Hampa Nagarajaiah, Opulent Candragiri (Shravanabelagola: S.D.J.M. Managing Committee, 2001); K.A. 
Nilakanta Sastri, A Guide to Sravana-Belgola (Mysore: Government Text Book Press, 1981); and Saryu Doshi, 
ed., Homage to Shravana Belgola (Bombay: Marg Publications, 1981). 
353 For example, the m‡nastambha in front of the P‡r˜van‡tha basti on Candragiri hill still retains its Jina 
sculpture. 
354 S. Settar has fully investigated the m‡nastambhas at ¯ravaıa BeÎgoÎa and at other sites in Karnataka.  He has 
convincingly argued that the yak˘a represented on these pillars is Sarv‡hıa -- rather than Brahmadeva -- as 
suggested in past scholarship.  See Settar's article, "The Brahmadeva Pillars: An Inquiry into the Origin and 
Nature of the Brahmadeva Worship among Digambara Jains," Artibus Asiae XXXIII (1971): 17-38. 
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Samavasaraıas  on Earth 

Through a detailed examination of the imagery and architectural features of Ellora's 

Jain caves, it seems clear that conceptions of the samavasaraıa played a significant role in 

the design and creation of these monuments.  While literal representations of a Jina 

surrounded by the entire Jain assembly are found in the shrine programs of J19 and J20, 

other features of the excavations indicate that the temple itself may also be equated with this 

sacred structure.  Of significance, Ellora's visual expressions are early manifestations of 

this concept which is developed even further in later medieval art and literature.  Indeed, by 

the thirteenth and fourteenth centuries, the samavasaraıa becomes the prototypical model 

for understanding and experiencing the Jain temple.  This is attested to in a number of 

medieval manuals of lay practice which encourage lay devotees to conceptualize the temple 

as the samavasaraıa.  In one such manual, written by the Digambara author ‚˜‡dhara, the 

lay devotee should enter the temple while stating, "This is the ‡sth‡yik‡ (i.e., 

samavasaraıa), this is the Jina, and these are the ones seated in the assembly."355  Written in 

the late thirteenth century, statements like this clearly correspond to what was being 

expressed visually in a number of medieval Jain temples across India.356 

As the role of the samavasaraıa in both artistic and textual productions increased in 

importance in the thirteenth and fourteenth centuries, it is perhaps not surprising to find a 

painting of a Jina's celestial assembly hall dating from this time at Ellora itself.  The 

painting, located on the veranda ceiling of J21, is part of a series of renovations that were 

undertaken in this particular cave in the thirteenth century.357  In this painting, a Jina is 

                                                
355 K.C. Shastri, ed. and Hindi trans., Dharm‡mÁta (S‡g‡ra) of ‚˜‡dhara (New Delhi: Bh‡rat„ya J§‡nap„tha, 
1996), 6.10. 
356 The role of the samavasaraıa in temple-building practices is also recorded in medieval V‡stu literature from 
Western India.  See Prabhashankar O. Sompura and M.A. Dhaky, "The Jaina Architecture and Iconography in 
the V‡stu˜‡stras of Western India," in U.P. Shah and M.A. Dhaky, eds., Aspects of Jaina Art and Architecture, 
13-19. 
357 Stanislaw J. Czuma proposes a thirteenth or fourteenth-century date for these paintings.  See his chapter on 
Ellora's paintings in his unpublished dissertation, "The Brahmanical Rashtrakuta Monuments of Ellora", 266. 
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seated on an elaborate throne in the center of the composition (Fig. 78).  His hair is 

rendered in small, black curls and an oval halo encircles his head.  Painted in green and on a 

much smaller scale than the seated Jina are two standing T„rthaÔkaras.  The one on the 

viewer's right is identifiable as Ë˘abhan‡tha and the Jina on the left appears to be 

P‡r˜van‡tha.  Seated below each of these Jinas is an attendant goddess, or ˜‡sanadev„.  A 

n‡ga king and queen stand on either side of these figures and painted above is a brilliant 

blue sky filled with flying celestials.  Also included in this painting are two m‡nastambhas.  

Both elements are crowned with an enshrined sarvatobhadra Jina image. 

Framing the composition is a series of twelve square compartments containing 

seated devotees.  Although they are presented in the same manner as the figures around the 

shrine doors of J19 and J20, the type and number of devotees in this painting is slightly 

different.  The most noteworthy difference is the lack of nuns.  Instead, the third 

compartment on the left is filled with four naked munis.  Monks are also depicted in the 

first compartment, as we would expect, followed by a compartment with four ornamented 

females (Fig. 79).  The devotees on the right side of the painting match the figures carved 

on the right side of the shrine door of J20.  All are crowned and ornamented kings or 

devas.  The twelfth compartment also mirrors the carvings of J19 and J20 as it contains 

some of the same animals, including a lion, elephant, and a monkey.  Extending across the 

bottom register of the painting are two small devotee figures followed by ritual objects 

and/or offerings that are commonly used during pÂj‡. 

In many ways, this painting is closer in appearance to the site's samavasaraıas in 

J19 and J20 than to other thirteenth and fourteenth-century Digambara representations.  

Rather than having a circular format, which is typical for Digambara images of this period, 

the samavasaraıa in the painting is rectangular, much like the shape of Ellora's main 

shrines.  Moreover, the seven bhÂmis are notably absent.  Instead of concentric rings, the 
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samavasaraıa is framed by square and rectangular decorative panels.  Of course the most 

obvious similarity between this painting and Ellora's ninth-century samavasaraıas is the 

presentation of the devotees in twelve square compartments that flank the enthroned 

T„rthaÔkara.  All of these choices seem to indicate that the artists who created this painting 

were interested in maintaining a certain cohesiveness to the site's pre-existing samavasaraıa 

imagery. 

The painting of the celestial assembly hall on the veranda ceiling of J21 is, however, 

only a small part of the pictorial renovations that were conducted in this cave.  Another 

thirteenth-century painting of a samavasaraıa -- this time featuring the Jina P‡r˜van‡tha -- 

is found on the ceiling of the right aisle of the hall.  Like the veranda painting, this work 

depicts the Jina seated on a throne and flanked by two tall m‡nastambhas.  Although the 

painting is damaged, one can still identify the members of the audience who are depicted in 

square compartments on either side of the T„rthaÔkara.  In terms of number and type of 

figure, these devotees are nearly identical to those carved around the shrine doors of J19 

and J20. 

Moreover, fragments of other thirteenth-century paintings found in the main hall 

suggest that these artists were equally interested in further developing the concept of the 

temple as a material samavasaraıa.  Of significance, paintings of small devotees, mostly 

naked munis, were added on either side of the large Jina images carved into the side walls 

of the excavation (Fig. 80).  These devotees are not presented at the base of the Jina's 

throne but in square panels that run vertically alongside the enthroned T„rthaÔkara.  As the 

majority of these Jina sculptures include the a˘Òamah‡pr‡tih‡ryas, the addition of an 

"assembly of devotees" further defines these images as miniature representations of the 

T„rthaÔkara seated within the celestial assembly hall.  And, given the repetition of these 

images around the periphery of the main hall of the cave, we might consider that the 
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excavation itself, like the interior of the ChoÒ‡ Kail‡sa, presents us with a kaleidoscopic 

view of the Jina within this sacred structure. 

Concluding Remarks 

In this chapter, I examined the shrine imagery of J19 and J20 which presents an 

assembly of lay, monastic, and celestial devotees in veneration of a T„rthaÔkara.  I 

demonstrated that this arrangement of figures closely corresponds to southern Digambara 

textual and artistic expressions of the audience hall surrounding a Jina's samavasaraıa.  At 

the same time, however, Ellora's presentations of the samavasaraıa differ from typical 

examples in that they are three-dimensional in form.  As such, the shrine Jina image is an 

integral part of this program and the cave-temple itself can be viewed as a samavasaraıa 

made manifest on earth. 

The identification of the pictorial and sculptural programs in J19 and J20 as three-

dimensional samavasaranas can also be viewed in light of the shrine programs of Ellora's 

Buddhist excavations.  For example, Geri Malandra has investigated the concept of the 

maıÛala as an organizational scheme for the shrine imagery in Ellora's Buddhist caves.358  

MaıÛalas (schematic arrangements of Buddhist deities and bodhisattvas) are found carved 

inside the main halls as well as within some of the shrines.  In the latter location, the figures 

are often presented in full-form, literally taking up space within the sanctum.  Though 

clearly there are differences between the samavasaraıa and the Buddhist maıÛala, their 

shared three-dimensional expansion into the shrines is a compelling comparison. 

Moreover, the assembly of Jain worshippers in J19 and J20 have some resonance 

with carvings of devotees that are found in the site's Buddhist caves.  Following the 

traditions of AjaıÒ‡ and AuraÔg‡b‡d, a number of Ellora's Buddhist shrines contain images 

                                                
358 Geri Malandra, Unfolding a MaıÛala: The Buddhist Cave Temples at Ellora (Albany: State University of 
New York Press, 1993). 
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of human worshippers.359  Some of the shrines include representatives from both the 

monastic and lay communities.  For example, the shrine in Cave 8 presents a monk and a 

laywoman (Fig. 81).  Both figures are kneeling before the shrine Buddha image and the lay 

devotee holds a bowl of offerings in her hands.  Other Buddhist shrines at Ellora, such as 

in Caves 2 and 3, are filled with lay devotees who are arranged in vertical panels on the side 

walls of the shrine.  In Cave 6, three lay devotees are presented in the lowest tier of a 

Buddhist maıÛala which is carved on the left wall of the shrine.  Interestingly, the 

compartmentalized arrangements of these figures at Ellora differ from the presentation of 

lay worshippers found in the shrines at AjaıÒ‡ and AuraÔg‡b‡d which tend to be carved 

either out of the same stone as the Buddha's throne base, or, in some of the shrines at 

AuraÔg‡b‡d, carved from reserved rock on the shrine floor.  Although it might be argued 

that Ellora's Buddhist caves were excavated too early to have any direct bearing on the 

shrine programs in the Jain excavations, they are nonetheless, closer in comparison than the 

Jain caves at Dh‡r‡˜iva, AihoÎe, B‡d‡m„, and ¯ittaııav‡˜al.  The main shrines of the caves 

at these sites do not contain human worshippers.360 

The samavasaraıa imagery in Ellora's Jain caves can also be examined alongside the 

site's mid-eighth through early ninth-century Hindu sculptures which tend to portray acts of 

human devotion through a strictly narrative framework.  Of significance, almost all of the 

humans represented in Ellora's Hindu caves are figures from a particular Pur‡ıic episode.  

                                                
359 In my examinations of Ellora's Buddhist caves, I noted that eight main shrines contain images of human 
devotees.  These are in Caves 2, 3, 6, 8A, 8, 11.2.1, 11.2.3, and 12.3.  Human worshippers can also be found 
outside the shrines of Caves 2, 8, and 12.1-2.  The stÂpa located inside Cave 10 has at least four human 
worshippers carved on its drum.  They are portrayed in adoration of a Buddha.  Another figure is found at the 
feet of an image of Avalokite˜vara and T‡r‡ carved on the left-side of the caitya hall.  Other human worshippers 
are found in the right rear cell of Cave 2; at the feet of some Buddha images on the facade of Caves 2 and 3; in 
two Avalokite˜vara litany scenes near Caves 3 and 4; in the BhÁkuÒ„ and Mah‡m‡yÂr„ panels in Cave 6 and in 
the Mah‡m‡yÂr„ panel in Cave 8; on the balcony of Cave 10; and at the bottom of an Avalokite˜vara relief in 
Cave 11.3.  I counted a total of eight monastic figures (monks only) and twenty-four representations of lay 
devotees in Ellora's Buddhist caves. 
360 However, it should be noted that the left side chapel of AihoÎe's Jain cave is filled with many figures such as 
n‡gas, an elephant, and richly adorned couples.  It is difficult to tell if the ornamented figures are human or 
divine. 
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The clearest example is perhaps one of the many reliefs at the site that depict the story of 

M‡rkaıÛeya.  M‡rkaıÛeya, a devout devotee of ¯iva, is typically presented as a kneeling 

figure paying homage to a ¯iva-liÔga (Figs. 82 and 83).  This devotee was unfortunately 

fated an early death at the hands of Yama (the God of Death) who is portrayed in the midst 

of slipping a noose around his victim's neck.  However, Lord ¯iva emerges from the liÔga 

at the appropriate time to destroy Yama with a swift kick of his heel and a thrust of his 

trident.  M‡rkaıÛeya is thus saved and can continue his devotions. 

While Ellora's Hindu and Jain monuments construct scenes of human devotion 

through the lens of Pur‡ıic narrative literature, the Jain caves also present us with 

anonymous human devotees in acts of veneration.  Indeed, in Ellora's Jain excavations, 

there are over forty sculptures of human worshippers that are carved at the feet of a 

T„rthaÔkara or Jain deity.  These images are not part of a shrine program, but are carved on 

architectural elements such as pillars and pilasters.  The majority of sculptures appear to 

have been carved after the initial excavation and decoration of the caves.  While this kind of 

imagery, which is often labeled "intrusive," has received little attention, these subsequent 

additions shed light on artistic and devotional practices at Ellora in the late ninth and tenth 

centuries.  Moreover, they tend to highlight individual acts of devotion, providing insight 

into the types of worshippers that were active once the site was established as an important 

Jain t„rtha.  In the next chapter, I will examine a number of these images, particularly those 

that are accompanied by donative inscriptions, in order to come to a better understanding of 

the dynamic picture of devotional practice at the site. 
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Chapter Five: Carving Ellora 's  Jain Patrons 

Acts of devotion are not only constructed through the site's samavasaraıa imagery, 

but through individual sculptures that present human devotees at the feet of a T„rthaÔkara or 

Jain deity.  In Ellora's Jain caves, there are over forty individual sculptures of Jinas and Jain 

deities that contain lay and/or monastic figures who are shown in acts of devotion.  Thirty 

of the images depict a devotee in veneration of a Jina and five of these contain a donative 

inscription which identifies the devotee as the patron.  As these images are not part of a 

samavasaraıa program, they may provide greater insight into the types of devotional and 

donative activities that actually occurred at the site, particularly in the late ninth through 

tenth centuries.  Moreover, in contrast to the lay and monastic devotees in Ellora's 

samavasaraıa images, the worshippers found on individual Jain sculptures are not so easily 

categorized.  As I will highlight in this chapter, the defining characteristics of who is 

monastic and who is lay are less clear in reliefs that depict solitary worshippers in acts of 

devotion.  However, before examining Ellora's Jain donors, it is important to briefly outline 

how most scholars approach the issue of patronage at Ellora. 

Ellora and the R‡˘ÒrakÂÒas: A Question of Patronage 

In comparison to many rock-cut sites in western India, Ellora is unique in that it 

contains very little epigraphical evidence.  Even though excavation activity spanned over 

four centuries, there is only one inscription in situ that ties the site to a specific dynasty of 

kings.  This dynasty is the R‡˘ÒrakÂÒas, a powerful lineage of rulers who controlled much 

of peninsular India during the mid-eighth through tenth century.361  In this section, I would 

                                                
361 For a good overview of the lineage and activities of the R‡˘ÒrakÂÒa kings see K.A. Nilakanta Sastri, "The 
R‡shÒrakÂÒas," in R.C. Majumdar and K.K. Dasgupta, eds., A Comprehensive History of India v. 3, part 1 
(Calcutta and New Delhi: Indian History Congress, 1981), 440-84.  See also Ronald Inden, Imagining India 
(Oxford: Blackwell Publishers, 1990), 213-70. 
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like to re-assess the evidence of R‡˘ÒrakÂÒa patronage during the last phases of activity at 

the site.  Specifically, I will question whether two kings, Dantidurga and KÁ˘ıar‡ja I, were 

actual patrons at the site, or whether their ties to Ellora were more along the lines of visiting 

and using the cave-temples for ritual and political purposes. 

The earliest epigraphical evidence that links the R‡˘ÒrakÂÒas to the site are the Ellora 

plates of Dantidurga dated 742 CE.  These plates, which were found at Ellora, record a gift 

of a village by Dantidurga to some brahmins from Gujarat.362  According to the titles listed 

in the grant, Dantidurga was still a powerful feudatory of the C‡lukyas at this time.363  The 

transaction of the gift was made at the site -- identified as El‡pura -- after Dantidurga had 

purified himself by bathing at the Guhe˜vara t„rtha, the sacred pilgrimage place of the "Lord 

of the Cave."  This ritual ablution may have taken place in the body of water formed by the 

waterfall adjacent to Cave 29 -- one of the earliest excavations at the site dating to the late 

sixth century.  The name Guhe˜vara is also significant as Ellora is recognized today as the 

t„rtha of GhÁ˘ne˜vara -- one of the twelve jyotirliÔgas of ¯aivism.  While the antiquity of 

these associations needs to be further investigated, this record nonetheless clearly 

demonstrates that Ellora was an important site for Dantidurga prior to imperial R‡˘ÒrakÂÒa 

dominance in the region. 

Dantidurga's involvement at Ellora as an independent ruler is recorded in an 

inscription engraved on the west wall of the Nandi pavilion preceding Cave 15.  Out of all 

of Ellora's monuments, this is the only inscription in situ that links the site with any royal 

                                                
362 S.K. Dikshit, "Ellora Plates of Dantidurga: Saka 663," Epigraphia Indica XXV (1939-40): 25-31.  The 
village is identified as Pippal‡la which may be associated with the modern village of Pimpral about thirty-three 
miles from Ellora. 
363 Dantidurga's titles include: mah‡s‡mant‡dhipati ("high lord among tributaries") and pÁÒhiv„vallabha 
("beloved of the earth").  The latter title was used by important C‡lukya feudatories but not by independent 
rulers.  Also of significance is the fact that the C‡lukya king, Vijay‡ditya, seems to have issued a grant from 
Ellora (El‡pura) in 705-6.  This indicates that Ellora was an important t„rtha for the C‡lukyas in the early eighth 
century and that Dantidurga's issue of a grant at the same place can be seen as an impending R‡˘ÒrakÂÒa presence 
in the region.  For the Vijay‡ditya grant see Haran Chandra Chakladar, "El‡pura Grant of Western C‡lukya 
Vijayaditya ¯aka-Samvat 626," The Indian Historical Quarterly IV (1928): 425-30. 
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dynasty.  The epigraph begins with an invocation to ¯iva and continues with a genealogy of 

the R‡˘ÒrakÂtas.364  The list of kings and their meritorious deeds ends with Dantidurga who 

is praised for his military might in defeating the C‡lukya king, K„rtivarman II, and for 

subjugating the kings of K‡§c„, KaliÔga, Ko˜ala, M‡lw‡, and L‡Òa, among others.  

Although the Cave 15 inscription is undated, the consolidation of control over these areas -- 

as well as Dantidurga's newly acquired status as "¯r„-Vallabha" -- suggests a date of ca. 

750 CE. 

Also contained in the record is a brief description of a "great gift ceremony" that the 

king performed in Ujjain after defeating a Gurjara king.365  The performance of a mah‡d‡na 

ceremony typically included the gifting of gold and precious jewels to one's subjects.366  It 

also established the king as ultimate sovereign over all of India.  Thus the inclusion of this 

act in the epigraph of Cave 15 clearly articulates Dantidurga's "new" political relationship to 

the site.  Dantidurga is no longer a feudal king, but the paramount overlord, the "Beloved of 

¯r„."  This, in fact, may be an instigating factor in inscribing the epigraph on the monolithic 

pavilion preceding Cave 15, as no other subject is mentioned in the remaining verses.  Of 

significance, there is no mention of Dantidurga commissioning a temple nor granting land 

to brahmins.  The record, which is left unfinished in the 30th verse,367 only states that 

Dantidurga stayed at the site with his troops.368  Although we may infer that the king came 

                                                
364 The kings include: Dantivarm‡ (of LaÒtalÂr?), (PÁcchakar‡ja) Indrar‡ja (I), Govindar‡ja (I), Karkar‡ja (I), 
Indrar‡ja (II) (¯ubhatuÔga?), and then Dantidurga.  The first two kings probably reigned at the beginning of the 
seventh century.  For the inscription see James Burgess, Report on the Elura Cave Temples and the 
Brahmanical and Jaina Caves in Western India, Archaeological Survey of Western India, vol. 5. 1877-80 
(London: TrÅbner & Co., 1883; reprint Varanasi: Indological Book House, 1970), 87-89. 
365 James Burgess, Report on the Elura Cave Temples, 89 v. 26. 
366 According to an inscription by a successor of Dantidurga, the king performed the "Golden Embryo" 
ceremony (hiraıyagarbha) which ushered in not only a new royal era but a new Golden Age (kÁtayuga).  For this 
inscription, see D.R. Bhandarkar, "Sanjan Plates of Amoghavar˘a I: Saka-Samvat 793," Epigraphia Indica 
XVIII (1925-6): 235-57.  The inscription is also discussed by Ronald Inden, however, he collapses the 
information contained in the Sanjan plates with that recorded in Cave 15.  The epigraph in Cave 15 only 
mentions a mah‡d‡na, not the hiraıyagarbha specifically.  See Ronald Inden, Imagining India, 247-8. 
367 The unfinished state of the inscription is usually explained as a result of Dantidurga's untimely death. 
368 James Burgess, Report on the Elura Cave Temples, 89 v. 29. 
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to Ellora to oversee work on the caves, neither the Ellora plates nor the Cave 15 inscription 

identify him as an actual patron.  To the contrary, these records indicate that the site already 

had sufficient social and economic systems in place to sustain excavation activity and to 

support the visits of Dantidurga and his royal retinue. 

The epigraphs linking Ellora to Dantidurga's successor, KÁ˘ıar‡ja I, are even more 

problematic as they are not physically connected to the caves nor do they date during his 

imperial reign.  Though this is the case, KÁ˘ıar‡ja I, who ruled from 756 to 773 CE, is 

often credited for commissioning the site's most extraordinary monument -- Cave 16 -- 

better known as the Kail‡san‡tha temple. 

The strongest evidence that identifies KÁ˘ıar‡ja I as the patron of the Kail‡san‡tha 

is found in the famous Baroda plates issued forty years after his reign.369  These plates 

record the gift of a village by the ruling king of the Gujarat branch, Karkar‡ja II.  The 

reference to KÁ˘ıar‡ja I and a ¯iva temple at Ellora (El‡pura) is found in the genealogical 

account of the dynasty written at the beginning of the grant.  Here, KÁ˘ıar‡ja is said to have 

constructed a temple so wondrous that it astonished the gods and even the architect who 

made it.  Given the scale, high quality of craftsmanship, and the artistic conception of 

Ellora's Kail‡san‡tha temple, most scholars concur that the temple mentioned in the 

inscription is this monument.  Whether or not this is the case is, however, difficult to 

determine as there is no epigraphical evidence at the site to confirm this association.  Thus 

what the Baroda grant does tell us is that by 812 or 813 -- when the grant was issued-- a 

¯iva temple at Ellora -- possibly the Kail‡san‡tha -- was considered to be one of the 

greatest achievements of this king.  Although KÁ˘ıar‡ja I is linked to the site through this 

ninth-century grant, other land grants issued by his successors in the ninth and tenth 
                                                
369 J. F. Fleet, "Sanskrit and Old-Canarese Inscriptions, No. CXXVII," Indian Antiquary XII (1883): 156-65; 
R.G. Bhandarkar, "The R‡shÒrakÂÒa King KÁishıar‡jai and El‡pura," Indian Antiquary XII (1883): 228-30; and 
D.R. Bhandarkar, "Epigraphic Notes and Questions -- VIII. The Kail‡sa Temple at ElÂr‡," Indian Antiquary XL 
(1911): 237-8. 
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centuries do not repeat this information nor do they mention a ¯iva temple located 

specifically at El‡pura.370 

While the inscriptions of Dantidurga and KÁ˘ıar‡ja I have seemingly secured a 

R‡˘ÒrakÂta association with the site, the exact nature of these kings' involvement with the 

caves nonetheless remains unclear.  Did these kings actually commission temples or did 

they utilize this sacred site for ritual and ultimately propagandistic purposes?  Does a temple 

constructed during a king's reign and/or his presence at the site necessarily imply royal 

patronage?  These are difficult but important questions, particularly for understanding the 

internal development of a site such as Ellora, where phases of artistic production are often 

constructed to correspond with the regnal years of a specific king.  The ramifications of 

such an approach are also witnessed in the scholarship regarding Ellora's Jain caves. 

Given both their ninth-century date and religious affiliation, Ellora's Jain 

excavations are often considered to be the royal monuments of the R‡˘ÒrakÂÒa king 

Amoghavar˘a I -- a king who reigned from 814 to 880 CE and clearly supported Jain 

endeavors.  Amoghavar˘a was the patron of the Digambara Jain author Jinasena371 and the 

Jain mathematician, Mah‡v„r‡c‡rya.372  He also granted land to support the maintenance of 

various Jain temples in Karnataka373 and it is believed that he abdicated the throne to pursue 

                                                
370 The Deoli and Karhad plates issued under KÁ˘ıar‡ja III in the tenth century describe KÁ˘ıar‡ja I as a patron 
of many ¯iva temples.  In addition, KÁ˘ıar‡ja III is also credited with building a temple called "KÁ˘ıe˜vara" 
(Karhad plates) which appears to have been constructed in North Arcot District, Tamil Nadu.  See R.G. 
Bhandarkar, "Transcripts and Translations with Remarks of R‡shÒrakÂÒa and Kalachuri Copper-plate Grants," 
Journal of the Bombay Branch of the Royal Asiatic Society XVIII (1890-94): 239-53 and "Karhad Plates of 
Krishna III: Saka-Samvat 880," Epigraphia Indica IV (1896-7): 278-90.  Also, reference to a temple called 
"Kanne˜vara" is found in the Kadaba plates of Govinda III (issued 813 CE) but the location of the monument is 
not identified.  See H. LÅders, "Kadaba Plates of Prabhutavar˘a Saka-Samvat 735," Epigraphia Indica IV (1896-
7): 332-49; and Lewis Rice, "R‡shÒrakÂÒa Grant from Mysore," Indian Antiquary XII (1883): 11-19. 
371 Evidence of Amoghavar˘a's patronage is stated in the pra˜asti of the Uttarapur‡ıa. 
372 Hampa Nagarajaiah, A History of the R‡˘ÒrakÂÒas of MaÎkheÛ and Jainism (Bangalore: Ankita Pustaka, 
2000), 95, 4.7. 
373 In 860, Amoghavar˘a gave a grant of land for the N‡gula basadi to ‚c‡rya N‡ganandi.  See Hampa 
Nagarajaiah, A History of the R‡˘ÒrakÂÒas of MaÎkheÛ and Jainism, 17, 1.9.1. 
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a life of religious contemplation.374  Though this king might have had personal leanings 

towards Jainism, in the corpus of R‡˘ÒrakÂta inscriptions, there is no evidence that he 

sponsored work at Ellora (El‡pura) or even visited the site.  In fact, in the early years of his 

reign, the imperial R‡˘ÒrakÂta capital was shifted from Ellora's environs to Malkhed, a city 

located approximately ninety miles southeast of Sholapur.375  However, more important 

than the lack of epigraphical evidence connecting Amoghavar˘a to the caves is the visual 

evidence within the Jain monuments themselves.  I now turn to my examinations of the 

donative inscriptions and portraits of Ellora's Jain patrons. 

From an Assembly of Devotees to Devoted Individuals 

While there are over forty sculptures in Ellora's Jain caves that depict human figures 

at the feet of a T„rthaÔkara or Jain deity, only five are carved with a donative inscription that 

clearly identifies the devotee(s) as the patron.  In all five images, it is the Jina that is the 

central focus of veneration, illustrating the primary position occupied by the T„rthaÔkara in 

devotional and donative practices.  All five sculptures are carved on the shafts of pillars, a 

location which suggests that they were added at a subsequent date to the original excavation 

of the caves.  Had they been planned during excavation, they would most likely occupy 

more prominent positions within the cave-temple, such as in or near the shrine.  The 

paleography of their inscriptions, as well as a stylistic consideration of the images, suggests 

a date in the late ninth or tenth century. 

While a total of five inscribed images seems quite small given the large corpus of 

imagery carved in the Jain caves, these sculptures, nonetheless, provide valuable 

information regarding issues of patronage at the site.  Each image presents us with a visual 

                                                
374 D.R. Bhandarkar, "Sanjan Plates of Amoghavar˘a I: Saka-Samvat 793," 235-57, v. 48.  These plates, 
however, also mention that Amoghavar˘a sacrificed his little finger to Mah‡lak˘m„ to avert an impending 
world calamity. 
375 This is recorded in the Deoli and Karhad plates of KÁ˘ıar‡ja III cited above. 
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record of the donor, clearly articulating gender and socio-economic status.  This 

information is then further qualified through the donative inscription which states the 

individual's title, occupation, and/or name.  Moreover, different types of donors are 

represented, suggesting an array of devotees who were interested in image production at the 

site.  Of significance, none of the devotees are identified via inscription as being affiliated 

with a royal court or with a particular family of kings, such as the R‡˘ÒrakÂÒas.  Nor do any 

of the donors resemble representations of kings found in Ellora's samavasaraıa images or 

in sculptures of the cakravartin Bharata that are carved in almost every Jain excavation at 

the site.376  Rather than heavily ornamented figures with tall crowns or elaborate headgear, 

the donors represented in the five inscribed sculptures range from groups of monks and 

nuns to couples and individuals who wear limited amounts of clothing and jewelry.377  Two 

of the images portray solitary male devotees who are ascetic in appearance but are clearly 

not munis.  Another sculpture, which will be discussed first, presents a male lay devotee 

accompanied by a female figure. 

The first inscribed donative image to be examined is carved on an interior pillar of 

J15 (Fig. 11).  This excavation is one of the largest caves in the Indra Sabh‡ complex, 

measuring approximately sixty-five feet deep.  With the exception of the shrine and its 

monumental image, however, the cave remains largely unfinished.  Some of the pillars are 

only roughly blocked out and the rear corners of the cave have not been fully excavated.  
                                                
376 King Bharata is the son of Ë˘abhan‡tha and brother to GommaÒa/B‡hubali.  In Ellora's images, Bharata is 
typically portrayed as a seated figure with his hands raised in veneration to his meditating brother.  Bharata 
wears a tall crown, large, circular earrings, necklaces, bracelets, and armlets.  His lower garment is generally 
composed of three or four swags of material that drape horizontally across his hips.  The earliest detailed 
account of the Bharata-GommaÒa saga is recorded in Jinasena's ‚dipur‡ıa.  For a translation in English of 
chapters 34-36 of this account, see Ralph Strohl, "The Story of Bharata and B‡hubali," in Phyllis Granoff, ed., 
The Clever Adulteress and Other Stories: A Treasury of Jain Literature (Delhi: Motilal Banarsidass, 1993), 
208-44. 
377 This is not to suggest that portraits of kings and/or other royal figures are shown only in imperial regalia.  
For example, the inscribed portraits of the tenth-century king R‡jar‡ja I CìÎa and his queen Lokamah‡dev„ on 
the ¯ivayìgan‡tha temple at Tiruvi˜alÂr depict them in simple dress and limited jewelry while worshipping a 
liÔgap„Òha.  See Padma Kaimal, "The Problem of Portraiture in South India, circa 870-970 A.D.," Artibus Asiae 
59 (1999): 76, fig. 23.  Moreover, as Kaimal points out, other insignia, such as attendants, a chattra, and a throne, 
may be included in portraits to designate a royal subject. 
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Given the unfinished state of the cave, the donor and/or artist chose the most visible place 

for sculpture -- on the front face of a well-formed pillar just to the right of the entrance.  

The addition of this relief on the pillar, as well as the completed shrine Jina image, indicate 

that J15 was an active temple for worship in the late ninth and tenth century. 

The inscribed relief covers much of the pillar which measures approximately 

fourteen feet in height.  The standing T„rthaÔkara is Ë˘abhan‡tha who is depicted with both 

snail-shell curls and long strands of shoulder-length hair.  The donor figures are carved on 

either side of the Jina, with the male figure to the viewer's left.  He is approximately one 

foot in height and carved at a slight angle which allows the viewer to see him at a three-

quarter view when directly facing the pillar (Fig. 84).  The donor is seated with his legs 

crossed in front of him and he has his palms placed together in a§jali mudr‡.  As his palms 

are slightly cupped, he may also be holding an offering.  He wears a lower garment with a 

thick belt, bracelets, and a necklace.  He has a moustache, beard, and long hair which is tied 

up in a bun on the top of his head. 

The donative inscription, located beneath the figure, is written in Sanskrit in a 

devan‡gar„ script.  It states that ¯r„ N‡gavarma had the image made (˜r„n‡gavarmakri[Á]t‡ 

pratim‡).378  A female figure, who is not mentioned in the inscription, is seated opposite 

N‡gavarma and displays the same seated posture and mudr‡ (Fig. 85).  Although this 

figure is damaged, she appears to be simply dressed and ornamented with a double-

stranded necklace and bracelets.  Her hair is pulled back in a bun and she wears a long, thin 

cloth that covers her chest.  The ends of this cloth drape over each forearm.  Carved beneath 

her proper left knee is some sort of offering. 

                                                
378 James Burgess and Bhagwanlal Indraji, Inscriptions from the Cave-Temples of Western India with 
Descriptive Notes, &c. (London: 1881; reprint Delhi: Indian India, 1976), 98.  In the transliteration provided by 
J.F. Fleet, the name N‡gavarma is spelled N‡gavarmma.  However, upon my inspection of the inscription at the 
site, I did not perceive a double "m." 
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While the information contained in the inscription seems somewhat limited, we do 

know that the male patron's name is N‡gavarma.  We can also assume that the patron is not 

a high-ranking official or dignitary as there is no title included in the epigraph, only the 

honorific prefix ˜r„.  Also notably absent is any mention of a mendicant teacher (‡c‡rya) 

who might have encouraged or inspired the donation.  This is unusual, as a number of 

medieval donative Jain inscriptions provide the name of the ‡c‡rya as well as the 

appropriate mendicant order.379  The donor's motivations for the donation -- such as the 

elimination of karma, the welfare of others, or the benefit of one's parents -- are also not 

mentioned. 

Thus, the most that we can glean from the inscription itself rests in the name of the 

patron, N‡gavarma.  Although personal names have only been studied in limited ways, they 

can, nonetheless, connote the religious tendencies of a person and/or signify socio-religious 

conditions within a given time period and locale.  Personal names of donors that contain the 

term n‡ga (a divine serpent) have, for example, been recorded in connection with a number 

of ancient sites across India.  In his study on the religious function of names in early 

Buddhist donative inscriptions, Gregory Schopen has noted the appearance of n‡ga in the 

names of donors associated with stÂpa #2 at S‡§c„.380  By compiling an inventory of 

names, he discovered that the number of donors with distinctly Buddhist names such as 

Budhap‡lita ("Guarded by the Buddha[s]") or Saghamita ("Friend of the SaÔga") was quite 

small in comparison to other names which are not necessarily "Buddhist."  According to 

Schopen, names such as N‡gapiya ("Beloved of the Snakes") and N‡gasena ("Dependent 

of the Snakes") that are recorded in association with stÂpa #2 seem to reflect that "a 

significant number of individuals may have made donations to Buddhist establishments 
                                                
379 Mendicant orders have a number of subdivisions including gaıa, gaccha, phaÛÛaga, and kula. 
380 Gregory Schopen, "What's in a Name: The Religious Function of the Early Donative Inscriptions," in 
Buddhist Monks and Business Matters: Still More Papers on Monastic Buddhism in India (Honolulu: 
University of Hawai'i Press, 2004), 382-94. 
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without, however, ever being 'Buddhist' to the degree that they had been given or took 

Buddhist names: 'Buddhism,' in other words, may never have been a significant component 

of these individuals' self-identity." 381 

Similar trends have been recognized by H.D. Sankalia at later Buddhist 

establishments.382  In his study of personal names recorded at various monastic complexes 

in the Deccan dating from 200 BCE to 400 CE, Sankalia notes the popularity of names 

containing the terms n‡ga, mitra, or soma, among others; names that he classifies as 

"miscellaneous" since they do not indicate the donor's religious affiliation specifically as a 

¯aiva, Vai˘ıava, Buddhist, or Jain.  Unlike names such as ¯ivagho˘a, ¯ivabhÂti, and 

Mah‡deva which clearly suggest that the individual is a devotee of ¯iva, names with the 

prefix n‡ga are essentially "pan-religious" in nature, as the worship of n‡gas is not 

exclusive to any one religious tradition.  The association of n‡gas with aspects of rain, 

fertility, abundance, and treasure, not to mention their role as protective deities for Hindu, 

Buddhist, and Jain divinities, demonstrates their widespread appeal and function in South 

Asian society and religion. 

The popularity of names containing the term n‡ga can also be seen in later 

epigraphical sources.  Closer in time, proximity, and religious affiliation to Ellora's Jain 

caves is the large corpus of inscriptions carved among the hills and monuments of ¯ravaıa 

BeÎgoÎa.  These epigraphs, dating primarily from the seventh through twelfth centuries, 

record a variety of activities at this southern Digambara t„rtha.  Many of the inscriptions 

commemorate the ritual death by fasting (sallekhan‡) that was performed by pious monks, 

nuns, and laypeople.383  Out of forty-six inscriptions in this category dating from the 

                                                
381 Ibid., 384. 
382 H.D. Sankalia, "Cultural Significance of the Personal Names in the Early Inscriptions of the Deccan," 
Bulletin of the Deccan College Research Institute (March 1942): 349-91. 
383 For an analysis of these inscriptions see S. Settar, Inviting Death: Indian Attitude towards the Ritual Death 
(Leiden: E.J. Brill, 1989). 
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seventh century, for example, two names contain the term n‡ga: N‡gasena, who is 

identified in the inscription as a Jain teacher (guruvaÛi) and an advanced nun (ganti) named 

N‡gamat„.384  The occurrence of the term n‡ga in the names of these two monastic 

individuals is quite interesting since Digambara mendicants ordinarily adopt a new name 

upon initiation.385  This new name often reflects the lineage of the novitiate's teacher by 

containing the suffix -nandi, -k„rti, -candra, -s‡gara, -vijaya, or as in our case at ¯ravaıa 

BeÎgoÎa, -sena.386  Thus, the prefix n‡ga retained in the monk's name "N‡gasena" must have 

also been considered to be an appropriate marker of Jain identity. 

"N‡ga" is also found in the names of lay pilgrims who visited ¯ravaıa BeÎgoÎa in 

the tenth through twelfth centuries.  Carved on some of the site's prominent outcrops of 

stone are the names N‡gayya, N‡gadeva, and N‡garasa.387  These individuals came to 

¯ravaıa BeÎgoÎa to pay homage to the T„rthaÔkaras, to the monks, and/or to the t„rtha 

itself.388  The name N‡gavarmma is recorded in at least four inscriptions from this period, 

one of which identifies the individual as a sculptor or engraver.389  Thus, these records 

indicate that within a medieval southern Digambara context, individuals that have names 

with the prefix n‡ga can very well be identified as Jain devotees.  Its widespread use, 

particularly in this region, may also be linked to the growing popularity of devotion 

towards the twenty-third Jina P‡r˜van‡tha who is recognizable in the visual arts through his 

canopy of n‡ga-hoods.  This Jina, and his attendant deity, Padm‡vat„, are accorded an 

exalted position in devotional activities in Karnataka during the early medieval period.390  

And, as I will discuss below, at Ellora as well. 

                                                
384 Ibid., Appendix IV, 249-51. 
385 Padmanabh S. Jaini, The Jaina Path of Purification (Berkeley: California University Press, 1979), 244. 
386 Ibid. 
387 S. Settar, Inviting Death, 17. 
388 Ibid. 
389 Ibid., 17-18. 
390 Hampa Nagarajaiah, Jina P‡r˜va Temples in Karnataka (Hombuja, Karnataka: Sri Siddh‡ntakeerti 
Granthamale, 1999); Madhav N. Katti, "Jina P‡r˜va and His Temples in Inscriptions: Southern India 
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The second part of the donor's name at Ellora may also provide a bit more 

information on our patron.  While the first part of a name tends to indicate one's religious 

tendencies, the second component, or suffix, can denote one's varıa (class) and/or 

profession.391  Varma -- in N‡gavarma's name -- most likely comes from varman, a term 

connoting different types of protection such as shelter, defense, and preservation.392  Of 

significance, varman is also often included at the end of the names of k˘atriyas393  -- one of 

the four social classes established in ancient India.  According to ancient and medieval 

literature, the k˘atriya varıa was a class of kings and warriors.  K˘atriyas typically held 

martial and/or administrative positions ranging from village headman to paramount 

overlord.  They served as members of a king's army, as governors, local rulers, ministers, 

and sovereigns.  While the absence of a title in the donative inscription in J15 rules out an 

imperial occupation for N‡gavarma, his presentation as a jeweled figure does indicate that 

he is a man of some financial means.  This is also conveyed by the jewelry and dress of the 

female devotee (presumably his wife) who is seated opposite him.  Her presence in the 

visual record confirms that N‡gavarma is neither a student, a mendicant, or an ascetic, as it 

would be improper for these types of individuals to be presented in close contact with a 

woman.  Thus it seems clear that N‡gavarma is a married man with some financial means 

who may also be identified as a k˘atriya.  However, before pursuing this identification any 

further, it is instructive to look at some related images within Ellora's Jain caves. 

Although the J15 relief is the only inscribed example of such a pair, interestingly, 

there are at least seven other images at the site which bear compelling visual similarities to 
                                                                                                                                            
(Karnataka) (c. 5th to 11th century A.D.)," in M.A. Dhaky, ed., Arhat P‡r˜va and Dharaıendra Nexus (Delhi: 
Bhogilal Leharchand Institute of Indology, 1997), 121-6; A. Sundara, "P‡r˜van‡tha in Figural Art of 
Karnataka," in M.A. Dhaky, ed., Arhat P‡r˜va and Dharaıendra Nexus, 127-35; R.B.P. Singh, Jainism in Early 
Medieval Karnataka (c. AD 500-1200) (Delhi: Motilal Banarsidass, 1975), 54-55; and John E. Cort, "Medieval 
Jaina Goddess Traditions," Numen XXXIV (1983): 244-7. 
391 H.D. Sankalia, "Cultural Significance of the Personal Names in the Early Inscriptions of the Deccan," 352 
392 Sir Monier Monier-Williams, Sanskrit-English Dictionary (New Delhi: Munshiram Manoharlal, 1999 
edition), 926. 
393 Ibid. 
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our patron.394  An almost identical version of the N‡gavarma relief is found in the nearby 

excavation numbered J13 (Fig. 11).  The sculpture is carved on the left veranda pilaster of 

this cave and directly faces the entrance into J15.  Like the N‡gavarma relief, an over-life-

sized standing T„rthaÔkara is carved on the pillar shaft.  Two devotees can be seen seated at 

the Jina's feet, however, both figures are unfinished.  Details can only be observed in the 

male devotee (this time on the viewer's right) who clearly sports a beard and a moustache.  

He appears to have the same hairstyle as N‡gavarma given the matrix of rock left for the 

bun of hair.  He makes a gesture of homage to the Jina, with his hands held at chest-level.  

Given its similarities to the J15 carving, as well as its proximity to that image, the J13 relief 

was most likely executed at the same time as N‡gavarma's donation.  In fact, it may be 

another commission by this particular individual. 

A small painting located on the rear wall of J21 is perhaps a better preserved 

example of a donor/devotee couple who have the same general physical features of 

N‡gavarma and his wife (Fig. 86).395  The male is seated in an identical pose as N‡gavarma 

and he has the same facial hair as his carved counterpart.  The painted figure is ornamented 

with various types of jewelry including a necklace, earrings, bracelets, and armlets.  The 

excellent condition of the painting allows us to see details of his upper garment and the fact 

that he has a sword or dagger attached to his belt.  The hilt of the weapon can be seen just 

beneath his proper right arm.  The female figure seated next to him wears a similar cloth, or 

dupaÒÒ‡, as N‡gavarma's wife.  As in the carved figure, she lets one end of the cloth drape 

across her forearm.  She grasps the other end of the dupaÒÒ‡ with her proper right hand, 

securing it across her chest.  Although the seating arrangement of these figures differs from 

                                                
394 The seven sculptures are found in: J13, J14 (2 reliefs), J21, J24 (2 reliefs), and J26. 
395 Although this painting is probably part of the renovations that were conducted in this cave in the thirteenth 
century, its similarities to the N‡gavarma relief prompt me to include it in this discussion. 
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that of N‡gavarma and his wife, they are, nonetheless, painted next to an eight-foot-tall Jina 

image that is carved on one of the rear wall pilasters. 

In addition to being part of a donor/devotee pair, the mustached and bearded male 

shows up as a solitary worshipper in four of the seven reliefs.396  While these images 

should not be mistaken for representations of the chattra-wielding sn‡taka/brahmin found in 

association with many of the site's yak˘„ images,397 interestingly, two of the four sculptures 

present the male devotee in adoration of this Jain goddess.  In the sculptures of the yak˘„ 

found in J24 (Fig. 35) and J26, the bearded male devotee is carved in the lower left corner 

of the relief, behind the lion v‡hana.  The devotee in J26 looks up towards the goddess and 

has his hands raised in veneration.  His long hair is pulled back in a bun which is worn low 

on the nape of his neck.  Due to the unfinished state of this sculpture, no jewelry or 

garment is discernible. 

In contrast, the devotee in the J24 relief is carved with a great amount of detail (Fig. 

87).  His hair is pulled back in a bun much in the same fashion as N‡gavarma's and the 

painted male figure from J21.  Also similar to the painting is the treatment of the devotee's 

facial hair.  In both works, the ends of the moustache curl upwards.  The figures wear 

almost identical jewelry, including a necklace, armlets, and bracelets.  Of significance, the 

sword or dagger included in the painting is prominently carved in this sculpture. 

This element is repeated in yet another representation of a bearded male devotee at 

the site,398 this time in association with the Jina P‡r˜van‡tha.  P‡r˜van‡tha plays an 

extremely important role in Ellora's caves as there are over forty-five representations of this 

Jina -- the highest number in any Jain site across India.399  While some of the images depict 

                                                
396 These are found in J14, J24 (2 reliefs), and J26. 
397 The sn‡taka/brahmin figures are discussed in Chapter Three. 
398 This image is on the left wall of J14. 
399 The following caves contain sculptures of P‡r˜van‡tha, with the number of representations in parenthesis: 
CK 1 (3); CK 3 (2); J6 (1); J10 (3); J11 (1); J12 (1); J13 (1); J14 (1); J16 (1); J17 (1); J18 (3); J19 (5); J19A (1) 
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the Jina as an isolated figure, the majority show him being attacked by various demons.  

According to early medieval textual accounts that describe this event,400 P‡r˜van‡tha, in a 

previous life, tried to save a pair of snakes that were being burnt in a brahmin's sacrificial 

fire.  Although P‡r˜van‡tha's attempt at rescuing them failed, he was reborn in the next life 

as the twenty-third Jina, while the snakes were reborn as a serpent king and queen.  The 

brahmin, on the other hand, was reborn as a demon, and attacked P‡r˜van‡tha with fire, 

rocks, and torrential rains in order to curtail the Jina's enlightenment.  However, 

P‡r˜van‡tha was not deterred from achieving liberation since the serpent-king, 

Dharaıendra, shielded and protected him by spreading his cobra-hoods over the Jina's 

head.  The serpent queen, who is identified as Padm‡vat„ in later texts, also assisted in 

P‡r˜van‡tha's protection by holding a parasol over him. 

The sculptures at Ellora include these narrative details in addition to a number of 

other demonic figures that try to distract the meditating P‡r˜van‡tha (Fig. 93).  Common to 

most of the reliefs is a large rock-throwing demon who is generally carved in an upper 

corner of the sculptures.  In some cases, this figure has both arms raised above him, 

seemingly supporting the architrave above the relief which visually serves as his boulder of 

destruction.  This demon can be identified as ¯aßbara (or Megham‡lin), the reincarnation 

of the evil brahmin, who hurled large boulders at the meditating Jina.401  Other demons (or 

perhaps different manifestations of ¯aßbara) surround the T„rthaÔkara.  These typically 

                                                                                                                                            
J20 (2); J21 (11); J22 (4); J23 (2); J24 (1); J25 (3); and J26 (1).  Painted images of P‡r˜va can be found on the 
front wall of the shrines in J19 and J20. 
400 Relevant medieval texts include: Jinasena of Pa§castÂp‡naya's P‡r˜v‡bhyudayak‡vya (Dig., ninth century); 
Guıabhadra's Uttarapur‡ıa (Dig., ninth century); Pu˘padanta's Mah‡pur‡ıa (Dig., ninth century); V‡dir‡j‡sÂri's 
¯r„p‡r˜van‡thacarita (Dig., eleventh century); Padmak„rti's P‡san‡hacariÅ (Dig., eleventh century); 
DevabhadrasÂri's P‡san‡hacariya (¯vet., twelfth century); Hemacandra's Tri˘a˘Òi˜al‡kapuru˘acarita (¯vet., 
twelfth century); RaidhÂ's P‡sacariya (Dig., fifteenth century); and Hemavijayagaı„'s P‡r˜van‡thacaritra (¯vet., 
seventeenth century).  For a discussion of the attack episodes on P‡r˜van‡tha in these texts see U.P. Shah, "The 
Historical Origin and Ontological Interpretation of Arhat P‡r˜va's Association with Dharaıendra," in M.A. 
Dhaky, ed., Arhat P‡r˜va and Dharaıendra Nexus, 29-43 and the introduction of P.K. Modi, ed. and Hindi trans., 
‚c‡rya Padmak„rti's P‡san‡hacariÅ (Varanasi: Prakrit Text Society, 1965), 40. 
401 According to Guıabhadra's Uttarapur‡ıa 73.136-40, ¯aßbara's attacks on the Jina lasted for seven days, 
culminating in an attack with a boulder or mountain (˜aila). 
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include a wild-haired demon riding a lion, a knife-wielding bull-rider, and a grotesque 

figure with a demonic face emerging from his stomach.  Most of these demons wield 

weapons which include curved daggers, tridents, thunderbolts, spears, clubs, and/or bows 

and arrows.  Unarmed figures make angry gestures with their hands or faces.  The frenetic 

activity that encircles the Jina contrasts to the T„rthaÔkara's solid, meditative stance of 

kayotsarga. 

In addition to the demons, most of Ellora's P‡r˜va reliefs include a seated couple in 

the lower right corner.  Both figures are heavily ornamented with crowns, earrings, 

necklaces, armlets, and bracelets.  In some of the sculptures, these figures are presented in 

adoration of the Jina with their hands clasped in a§jali mudr‡.  According to M.N.P. 

Tiwari, who has studied Ellora's P‡r˜va reliefs in detail, these figures represent a penitent 

¯aßbara and consort.402  Whether or not this is the case is difficult to determine as there are 

no visual or textual precedents for this couple.403  Visually, they serve to balance 

P‡dm‡vat„'s snake-attendants (n‡g„n„s) who are carved in the opposite corner of the relief.  

Like the ornamented couple, the n‡g„n„s face the Jina and are presented in a§jali mudr‡.  

Thus, in these reliefs we may be witnessing the portrayal of human and divine worship 

towards the Jina. 

While most of Ellora's P‡r˜va reliefs adhere to the description above, the sculpture 

carved in J14 includes a solitary bearded devotee in the lower left corner of the relief.  Both 

his small size and his position behind P‡dm‡vat„'s lotus pedestal set him apart from all other 

figures in the scene.  The male worshipper in this sculpture, like the ones already discussed, 

sits with his legs crossed in front of him and with his hands in a§jali mudr‡.  Although 

individual strands of hair are not depicted, it is clear that he has long hair that is tied back in 

                                                
402 M.N.P. Tiwari, "P‡r˜van‡tha Images in Ellor‡," in M.A. Dhaky, ed., Arhat P‡r˜va and Dharaıendra Nexus, 
107-14. 
403 For example, the P‡r˜va reliefs at AihoÎe and B‡d‡m„ include only the male figure. 
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a bun.  He has a beard and moustache and is ornamented with a necklace and bracelets.  A 

small dagger is worn at his hip. 

Given the seven images of a bearded and mustached devotee in Ellora's Jain caves, 

as well as the portrait of N‡gavarma, it seems clear that we are witnessing the construction 

of an ideal type of lay devotee at the site.  This does not, however, negate N‡gavarma's 

identity as an actual patron.  Nor does it disqualify his image as a "portrait."  As Padma 

Kaimal points out in her study of South Indian portraiture: 

In order to function as a portrait, an image need not adhere to any particulars of the 
subject's appearance but it must somehow successfully articulate within its own 
culture its role as an index to that person's extra-artistic reality.  The specific devices 
employed to articulate that role and the aspects of the subject considered worthy of 
representation can vary enormously.404 

As in other types of portraiture in world visual culture, the representation of 

N‡gavarma at Ellora goes beyond a concern for mimicking physiognomic peculiarities.  His 

portrait, in fact, emphasizes his piety, marital status, social identity (varıa), and possibly his 

professional activity.  His appearance as a "type" of layman is in no way contradictory to 

the fact that he was a specific historical person.  In other words, his presentation as a 

married, pious householder is not peripheral to his individual self. 

The inclusion of a weapon, specifically a sword or a dagger, in three of the eight 

bearded devotees further clarifies the social rank and/or professional activities of these 

figures.  While it is uncertain whether or not carrying arms was commonplace in medieval 

India, according to dharmasÂtra literature, members of the k˘atriya class typically engaged 

in martial combat and were allowed to mete out punishment.405  Unlike a brahmin or a 

vai˜ya who could only take up arms to defend oneself, k˘atriyas were allowed to be armed 

                                                
404 Padma Kaimal, "The Problem of Portraiture in South India, ca. 870-970 A.D.," 66. 
405 See Patrick Olivelle, trans., DharmasÂtras: The Law Codes of ‚pastambha, Gautama, Baudh‡yana, and 
Vasi˘Òha (Delhi: Motilal Banarsidass, 2000), ‚pastambha 2.10.6; Gautama 10.8; Baudh‡yana 1.18.3; and 
Vasi˘Òha 2.15-17. 
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at all times since it was their responsibility to protect themselves and other people.406  The 

three armed devotees, along with the -varma suffix in the name of our actual patron, 

N‡gavarma, is indeed strong evidence of k˘atriya patronage at the site. 

Also supporting this type of patronage at Ellora is the prominent role of k˘atriyas in 

South Indian medieval image production.  For example, the colossal GommaÒa image at 

¯ravaıa BeÎgoÎa was commissioned in 981 CE by C‡muıÛar‡ya, a leading general of the 

Ganga dynasty.  Moreover, early medieval donative inscriptions in Karnataka indicate that 

the vast majority of patrons were local rulers, administrators, and/or had martial affiliations.  

In fact, from the fifth through ninth century, there is no epigraphical evidence of a Jain 

patron with a mercantile background.407  While a similar type of analysis has not been 

conducted on the corpus of inscriptions from southern Maharashtra, I think it would be 

beneficial to at least consider Ellora from such a perspective given the representations of 

this type of devotee at the site.  Moreover, there is an overwhelming interest in GommaÒa at 

Ellora, evidenced by at least nineteen large-scale images of this Jain figure, two of which 

include a bearded and mustached devotee.408 

The sculptures examined above give us a glimpse of at least one type of patron that 

was involved in the development of imagery in Ellora's Jain caves.  However, other images 

at the site present an entirely different picture of their patrons.  One such sculpture is 

located in J13, directly across from the unfinished "copy" of N‡gavarma and his wife.  Like 

the relief it faces, this sculpture is carved on a veranda pillar and features an over-life-sized 

Jina image (Figs. 88 and 89).  Seated in the lower right corner of the relief is a male devotee 

making the gesture of a§jali mudr‡.  The figure measures just over one foot in height.  

Unlike N‡gavarma and the other bearded and mustached devotees, this figure does not have 

                                                
406 Ibid., Vasi˘Òha 3.24-5. 
407 R.B.P. Singh, Jainism in Early Medieval Karnataka, 137. 
408 The bearded devotees are found in the GommaÒa reliefs in J14 and J24. 
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any facial hair.  The male devotee in this relief has a youthful appearance and he has 

elongated earlobes, usually considered a mark of renunciation.  His hair is worn close to his 

scalp, as indicated by the shallow hairline across his forehead.  He is also seated in a 

different pose than the other figures examined thus far.  Rather than sitting with his legs 

crossed in front of him, this devotee raises his proper right knee, shifting his weight onto 

his left leg which is tucked underneath his body.  He wears a short cloth around his hips 

and what might be a sacred thread (yaj§opav„ta) across his torso.  He is not ornamented 

with any jewelry. 

Directly beneath this figure is a ca. late ninth or tenth-century Sanskrit inscription 

that identifies the Jina image as ¯‡nti, and the patron as ¯r„ Sohila, a brahmac‡rin 

(˜r„sohilabrahmac‡riıa˛ ˜‡ntibhaÒÒ‡rakapratimeyaß).409  It is significant that his 

identification as the patron of the image is further qualified by his status as a brahmac‡rin -- 

a celibate student who undertakes a period of study of sacred texts.  While this term is often 

associated with Hindu religious traditions, it is also used by Buddhists and Jains.  

According to two medieval Digambara authors, C‡muıÛar‡ya410 and ‚˜‡dhara,411 there are 

at least five types of Jain brahmac‡rins.  The five categories are enumerated and briefly 

described by Robert Williams in his book on medieval ˜r‡vak‡c‡ras: 

(1) upanaya-brahmac‡rin -- the young student who after the upanayana ceremony 
studies the ‡gama before entry into the household life;  

(2) avalamba-brahmac‡rin -- one who passes a novitiate as a monk studying the 
‡gama in the k˘ullaka stage but then goes back to the household life; 

(3) ad„k˘‡-brahmac‡rin -- one who studies the ‡gama without taking orders or 
wearing the monk's garb, but adheres to the household life; 

(4) gÂÛha-brahmac‡rin -- one who becomes a boy ascetic (kum‡ra-˜ra¸aıa) but 
later abandons this higher ideal for the household life either of his own volition or 
owing to pressure from a ruler or from relatives or because of par„˘ahas; 

                                                
409 James Burgess and Bhagwanlal Indraji, Inscriptions from the Cave-Temples of Western India, 98-9. 
410 C‡muıÛar‡ya, Caritras‡ra (Bombay: M‡ıikacandra Digambara Jaina Granthamala, no. 9, 1917), 20-21. 
411 ‚˜‡dhara, S‡g‡radharm‡mÁta (Bombay: M‡ıikacandra Digambara Jaina Granthamala, no. 2, 1917), 7.19-20. 
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(5) nai˘Òhika-brahmac‡rin -- a man who begs his food, wears a red or white 
loincloth and the sacred thread on his chest, and has his hair shaven save for a top-
knot.412 

Although the five types of brahmac‡rin are differentiated according to their level of 

study and their physical insignia, all five must be of the twice-born varıa and have 

undergone the upanayana ceremony (the investiture of the sacred thread).  In addition, all 

five must remain celibate during their period of study.  However, unlike Hindu 

brahmac‡rins who are typically unmarried, it is clear that at least two types of Jain 

brahmac‡rin (the avalamba and the ad„k˘‡) can enter into the householder life prior to study.  

Traces of this practice may even be seen today, as laymen who have attained the seventh 

pratim‡ (one of eleven stages of spiritual progress towards mendicancy) receive the title of 

brahmac‡rin.  According to P.S. Jaini, the seventh stage or pratim‡ (known as brahmacarya 

pratim‡ or abrahmavarjana), represents an almost complete renunciation of one's household 

life.413  The brahmac‡rin must not only cease from all physical contact with women, 

including one's wife, but he must also refrain from wearing tailored clothing.  The 

brahmac‡rin wears a garment consisting of two or three long pieces of cloth and he is 

prohibited from wearing jewelry and from using certain toiletries such as soap and scented 

oil. 

Given the visual and textual evidence of the Sohila portrait, it seems clear that this 

individual is indeed one of these five types of brahmac‡rin that are mentioned in medieval 

texts. His lack of hair and jewelry indicate that he is engaged in a moderate form of 

renunciation, practices that are appropriate for any of the brahmac‡rins listed above.  

However, he is most likely an upanayana brahmac‡rin as he wears the sacred thread and 

has the youthful appearance of a student or young man.  His celibate, and possibly 

                                                
412 Robert Williams, Jaina Yoga: A Survey of the Mediaeval ¯r‡vak‡c‡ras (London: Oxford University Press, 
1963; reprint Delhi: Motilal Banarsidass, 1983), 36. 
413 Padmanabh S. Jaini, The Jaina Path of Purification, 183. 
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unmarried status, is also demonstrated by the inclusion of a figure seated opposite him.  

Rather than being portrayed with a wife, as in N‡gavarma's relief, Sohila faces an attendant 

goddess.  The goddess is most likely the ˜‡sanadev„ of the T„rthaÔkara ¯‡ntin‡tha -- the 

Jina named in the inscription.  The female figure is clearly not Sohila's wife given her 

ornamentation and the fact that she is standing rather than seated.  Although her proper 

right hand is now broken off, it appears that she initially made the gesture of abhaya mudr‡ 

("do not fear;" also an early gesture of teaching).  In her proper left hand is a manuscript 

indicating her role as protector of the ˜‡sana (teaching/doctrine).  Thus Sohila is presented 

in adoration of both the Jina and the preservation of Jain doctrine, a fitting portrait for a 

brahmac‡rin. 

The relief of Sohila is not, however, the only portrait of a brahmac‡rin within 

Ellora's Jain caves.  Carved on an interior pillar of J25 (Fig. 18) is a small relief measuring 

less than two feet in height.  The relief features three figures: a standing P‡r˜van‡tha, the 

goddess Padm‡vat„, and a male devotee who is carved to the proper left of the Jina (Fig. 

90).  The devotee is actually the largest figure of the three -- at least in terms of size -- even 

though he is carved at a lower level than the Jina to indicate his subservient status.  Unlike 

the other devotees we have examined at Ellora, this figure venerates the Jina in a standing 

position.  In fact, given the placement of his proper left leg, it appears as if he is taking a 

step towards the T„rthaÔkara.  The devotee wears only a loin cloth (kaup„na) that is tied in a 

knot on his left hip.  His hands are placed together in veneration and he has a basket or 

begging bowl hanging from the crook of his arm.  He has elongated earlobes and his hair is 

rendered in tight snail-shell curls, elements that designate a renunciant. 

Although there are only three figures in this relief, the depiction of the goddess 

Padm‡vat„ with her parasol extended over the Jina's head indicates that we are looking at an 

abbreviated version of the demonic attack on P‡r˜van‡tha.  As such, U.P. Shah and M.N.P. 
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Tiwari have independently identified the male devotee in the relief as ¯aßbara, the 

reincarnation of the evil brahmin.414  According to both scholars, the brahmin is shown 

here after being defeated by the Jina and is thus paying homage to the spiritual victor.  

While this interpretation is certainly plausible, it does not take into account the epigraphical 

evidence associated with this relief.  Carved directly beneath the sculpture is a Sanskrit 

donative inscription written in a ca. late ninth or tenth-century Kannada script.415  It 

identifies the donor as a brahmac‡rin named B‡la.416  In the epigraph, B‡la is credited with 

commissioning (literally "establishing or setting up") two images of the goddess 

Padm‡vat„.417  The importance given to Padm‡vat„ in the textual record is particularly 

interesting since there are no independent images of this deity in this cave as we might 

expect. 418  However, there is a large-scale relief of P‡r˜van‡tha with Padm‡vat„ in 

attendance on the left wall of the excavation.  Although this relief does not contain an 

inscription nor a portrait of a male devotee, it might be the second image mentioned in the 

epigraph, especially since it is located directly adjacent to the pillar relief. 

If the male devotee portrayed in the J25 relief is in fact a portrait of the donor B‡la, 

then we have evidence of yet another type of brahmac‡rin who was interested in image 

production at the site.  If we consider the meaning of his name, b‡la (literally "young or 

child-like"), then perhaps this individual is a gÂÛha brahmac‡rin -- a boy ascetic who later 

becomes a householder due to external factors.  However, a more likely interpretation is 

                                                
414 U.P. Shah, Jaina-RÂpa-MaıÛana (New Delhi: Abhinav Publications, 1984), 337 and plate LXXVI 151A; 
and M.N. P. Tiwari, "P‡r˜van‡tha Images in Ellor‡," 113 and plate 61. 
415 While J.F. Fleet attributed a mid-eighth to mid-ninth-century date to this inscription, other scholars suggest 
a date in the ninth or tenth century.  See JosÇ Pereira, Monolithic Jinas, 90 n. 4; and Vidyadhar Joharapurkar, ed., 
Jaina-¯il‡lekha-Sa¸graha (Delhi: Bh‡rat„ya J§‡nap„tha, 1971), 7-8.  The use of a southern script in this 
epigraph (as well as in two others which will be discussed later in this chapter) clearly indicates that Ellora was 
an active and well-known t„rtha -- attracting pilgrims from Karnataka and other southern regions. 
416 Vidyadhar Joharapurkar, ed., Jaina-¯il‡lekha-Sa¸graha, 7-8. 
417 It should be noted that brahmac‡rins at this advanced level would not personally finance the production of 
images.  Like nuns and monks, they would most likely encourage other members of the laity to provide the 
monetary funds for the commission. 
418 The only presentation of this goddess as an independent deity is found in J18. 
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that B‡la is a nai˘Òhika brahmac‡rin.  As recorded in medieval Digambara texts, a nai˘Òhika 

brahmac‡rin is distinguished from the others through his greater asceticism.  He must beg 

for his food, shave his head (with the exception of a top-knot), and wear only one piece of 

cloth.  The representation of the male devotee in this relief seems to exhibit these required 

characteristics. 

Descriptions of the medieval nai˘Òhika brahmac‡rin are comparable to those of 

advanced laymen (the k˘ullaka and ailaka) who have reached the eleventh and final pratim‡.  

Indeed, even the term nai˘Òhika (literally "forming the end; final, last") may make reference 

to this final stage in a layman's progression towards mendicancy.  According to 

‚˜‡dh‡ra,419 the k˘ullaka wears a white loin cloth, has his beard and head shaved, and he 

must take food in a seated position.  He is allowed to eat from a bowl or from the palm of 

his hand.  The ailaka has similar but more extreme restrictions.  Donning only a loin cloth 

(kaup„na), the ailaka must tear out the hair of his beard and head (ke˜alu§cana) and can only 

eat from the palm of his hand.  He is also equipped with a peacock-feather whisk broom, 

much like that carried by Digambara munis today.  In fact, the institution of the k˘ullaka 

and ailaka is also found in contemporary Digambara practice, indicating that these stages 

continue to be a successful means for the layman's transition into full mendicancy.  Indeed, 

in today's society, the k˘ullakas and the ailakas are the most visible proponents of 

Digambara Jainism, surpassing the dwindling number of naked munis.420 

That these types of advanced laymen had a strong presence at Ellora is further 

demonstrated in two other P‡r˜va reliefs at the site.  Although these images are not 

inscribed, we see a similar type of devotee portrayed in devotion to the Jina P‡r˜van‡tha.  

Both images are found on the facade of J22 (Fig. 16) -- an excavation located across from 

                                                
419 S‡g‡radharm‡mÁta 7.34-50. 
420 According to Padmanabh S. Jaini, instruction of the laity is primarily conducted today by k˘ullakas, 
ailakas, and nuns.  See Padmanabh S. Jaini, The Jaina Path of Purification, 208. 
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J25.  This particular cave has suffered considerable damage, requiring a brick sustaining 

wall to be constructed to the right of the entrance.  The two images under examination are 

found on either side of a five-foot-tall relief of the attack on P‡r˜van‡tha.  On the left side 

of the sculpture, just below Padm‡vat„'s feet, is a standing male figure (Fig. 91).  He has 

elongated earlobes and a shaved head.  He has his hands pressed together in a§jali mudr‡ 

and, like B‡la, appears to take a step towards the Jina.  Also like B‡la, this figure dons only 

a loin cloth.  The cloth is worn in an identical fashion as B‡la's, with the ends tied in a knot 

over the left hip.  Directly across from this devotee, on an extension of rock that juts out in 

front of the modern brick wall, is another male figure who is identical in appearance (Fig. 

92). 

Reasons as to why these eleventh-pratim‡ laymen are presented specifically with the 

Jina P‡r˜van‡tha (and Padm‡vat„) remain unknown.  However, it may be the result of this 

Jina's growing popularity in the ninth and tenth centuries, especially in South India.  With 

the expansion of the biography of P‡r˜van‡tha, important religious values were highlighted 

and directly associated with this T„rthaÔkara -- themes such as the concern for all living 

creatures, the refutation of Vedic sacrifice, and the benefits of meditation.  Themes of 

compassion and karmic retribution are also featured in the medieval narratives concerning 

P‡r˜van‡tha, as are acts of devotion as illustrated by P‡r˜va's attendants, Dharaıendra and 

Padm‡vat„.  These messages come to the forefront in reliefs of P‡r˜van‡tha at Ellora.  

Perhaps this is one reason why advanced lay devotees wanted to be presented in perpetual 

veneration of this particular spiritual victor. 

Directly related to the P‡r˜va images in J25 and J22 is yet another sculpture of this 

Jina with an advanced lay devotee.  However, in this relief, located next door in J23, the 

devotee is female (Figs. 93 and 94).  She stands directly under the tip of Padm‡vat„'s 

parasol with her hands held low near her waist.  Though the sculpture is damaged, it 
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appears that she has her hands clasped in a§jali mudr‡.  She has elongated earlobes, a bare 

scalp, and wears a single piece of cloth with a central pleat in the front.  Held in the crook 

of her proper right arm is the handle of a whisk broom.  All of these elements indicate that 

the female figure is a Digambara nun or ‡ryik‡. 

During the medieval period, and even today, Digambara ‡ryik‡s are not considered 

to be mendicants, but celibate, advanced laywomen.421  Unlike munis, ‡ryik‡s are 

prohibited from becoming naked ascetics.  Under no circumstances can a woman relinquish 

her clothing in public.  This injunction effectively prohibits ‡ryik‡s from ever abandoning 

all their possessions at the time of d„k˘‡; therefore denying them any chance of attaining 

mok˘a during that lifetime.  The importance of ascetic nudity for Digambaras is also 

witnessed in their views of ¯vet‡mbara monks, who are also not considered to be full-

fledged mendicants due to their use of monastic robes. 

The injunction against ‡ryik‡s to renounce clothing gradually developed into the 

doctrinal formulation that women could not attain mok˘a based on their gender.422  In 

essence, Digambara nuns would have to be reborn as men (and then become naked munis) 

in order to attain spiritual liberation.  Perhaps the earliest text to address the issue of female 

salvation is the ca. second-century SÂtrapr‡bhÁta (Suttap‡huÛa) written by the Digambara 

mendicant Kundkunda.423  In a passage on the true nature of renunciation Kundakunda 

writes: 

According to the Teaching of the Jina, a person wearing clothes cannot attain mok˘a 
even if he be a T„rthaÔkara.  The path of mok˘a consists of nudity (nagna); all other 
paths are wrong paths. 

In the genital organs of women, in between their breasts, in their navels, and in the 
armpits, it is said [in the scriptures that] there are very subtle living beings.  How 

                                                
421 R.B.P. Singh, Jainism in Early Medieval Karnataka, 128; and Padmanabh S. Jaini, The Jaina Path of 
Purification, 246. 
422 Padmanabh S. Jaini, Gender and Salvation: Jaina Debates on the Spiritual Liberation of Women (Berkeley: 
University of California Press, 1991), 3. 
423 Ibid. 



 185 

can there be the mendicant ordination (pravrajy‡) for them [since they must violate 
the vow of ahi¸s‡]? 

Women have no purity of mind; they are by nature fickle-minded.  They have 
menstrual flows.  [Therefore] there is no meditation for them free of anxiety.424 

Medieval Digambara texts such as Prabhacandra's Ny‡yakumudacandra and 

Jayasena's T‡tparyvÁtti reiterate and expand Kundakunda's arguments, positing that 

liberation is impossible for women based on the impurities of their bodies as well as their 

mental deficiencies. 

Although ‡ryik‡s are deemed inferior to munis and are excluded from spiritual 

liberation, nuns can and did achieve a certain level of respect and status from members of 

the lay community.  During the medieval period, nuns had frequent interaction with the laity 

and were often the main disseminators of doctrine to female and male disciples.425  

Medieval orders of nuns were administered and governed by superior ‡ryik‡s (also 

identified as kanti or ganti), thus there was a level of advancement within the monastic 

organization.  Though these advanced nuns were still supervised by male ‡c‡ryas, they did 

have the authority to regulate the daily activities of the nuns in their order.  According to 

epigraphical evidence from medieval South India, nuns could and did receive endowments 

of land for the maintenance and upkeep of the local Jain temple which they managed.426  

Other inscriptions from the south, particularly from ¯ravaıa BeÎgoÎa, record that some nuns 

performed sallekhan‡, the ritual death by fasting. 427  Such a holy death (which is strongly 

recommended for mendicants) would have garnered great respect for that particular order of 

‡ryik‡s. 

The presence of ‡ryik‡s at Ellora and their instrumental role in image production is 

also witnessed in the final two inscribed images to be discussed in this chapter.  In these 
                                                
424 Jaini's translation of Kundakunda's SÂtrapr‡bhÁta verses 6-8 in Gender and Salvation, 35. 
425 R.B.P. Singh, Jainism in Early Medieval Karnataka, 129-30. 
426 Ibid., 129. 
427 S. Settar, Inviting Death, Appendix IV, 249-52. 
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reliefs, a group of ‡ryik‡s is depicted alongside a group of naked munis (Figs. 95 and 96).  

These images are carved on the interior face of two veranda pillars in J25 (the same 

excavation with the B‡la donation).  The location of these two group portraits and their 

similarities in style and content (both textual and visual), indicates that they were carved as 

a pair in the late ninth or tenth century.  Most likely they were executed at the same time as 

B‡la's image as their donative inscriptions are also written in a Kannada script. 

The two inscribed pillar reliefs depict a Jina standing on an open lotus.  On the 

Jina's proper right is a group of monks seated on small, oval cushions.  They are easily 

identifiable as munis due to their lack of hair and garments.  All of them hold their right 

hand in a gesture of teaching or blessing.  In contrast, the nuns on the proper left of the Jina 

are not seated on cushions nor do they make a gesture of teaching.  Instead, they have their 

palms pressed together in a§jali mudr‡.  In both reliefs, the monks and nuns face forward 

towards the viewer.  This visual connection is strengthened through the gestures of the 

small monk and nun closest to the Jina who peer out from behind the larger mendicants 

seated in front of them.  This particular arrangement also intimates that we are looking at a 

large community of mendicants with the back rows being obscured by those seated in front. 

Beneath each carving is a Sanskrit inscription that is written in a Kannada script.  

Both epigraphs have sustained considerable damage from natural erosion and from modern 

drill holes that were bored into the pillars to erect a metal barricade.  The barricade rails 

have since been removed but the damage is irrevocable.  Based on what is still legible, the 

inscriptions appear to provide almost identical information.  According to K.V. Ramesh, 

Honorary Director of the Oriental Research Institute in Mysore, these epigraphs record a 

series of names, some of which appear to be monastic and gender specific.428  The names 

of two monks are recorded as N‡ganandi and possibly D„panandi while the names that may 

                                                
428 Personal communication with the author. 
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be associated with nuns include ¯„Îabe, Aluka, and ‚cale.  Only one distinctly non-Jain 

monastic name -- ¯ivadevapati ("Lord of the God ¯iva") -- is found in the inscriptions.  

This individual may be the lay donor who paid for the images.  In addition, he may also be 

represented in the relief on the left veranda pillar as this sculpture includes a male figure 

who stands behind the group of monks. 

Two other reliefs within this cave present a similar group portrait of munis and 

‡ryik‡s.  One is located on the rear face of the right veranda pillar.  Though this relief does 

not contain a donative inscription, it provides an almost identical visual record as the two 

works previously examined.  However, in this relief, the standing Jina is recognizable as 

P‡r˜van‡tha due to the snake canopy overhead.  To P‡r˜va's right is a group of monks who 

are seated on small, oval cushions.  As in the other depictions of monks in this cave, each 

one raises his proper right hand in veneration/teaching.  To P‡r˜va's left are the ‡ryik‡s.  

They are seated at ground level with their legs tucked in front of their bodies.  They have 

their palms pressed together in a§jali mudr‡.  As in the inscribed sculptures, the monks and 

nuns are represented in groups of five or six.  However, there are no additional devotees in 

this particular relief. 

In the second example, a laywoman and possibly a novitiate monk are carved 

among the munis and ‡ryik‡s.  This sculpture is carved on the damaged front wall of the 

veranda (Fig. 97).  Like the other images, a group of monks and nuns flank a standing 

T„rthaÔkara.  Carved in the left corner of the relief, when viewing the sculpture, is a seated 

monk who is much smaller in scale than the munis that precede him.  Both his size and 

position within the relief indicate that this individual is either a newly ordained monk or he 

is of junior status within the order. 

Taking up a similar position at the end of the series of ‡ryik‡s is a small female 

figure.  However, it is clear in the carving that this individual is a laywoman.  Unlike the 
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nuns seated in front of her, the lay devotee has long hair which is tied up in a bun.  She is 

also ornamented with jewelry, including a narrow headband, circular earrings, and a broad 

necklace.  Thus, like the munis, the ‡ryik‡s are arranged in a certain hierarchical order with 

the most important (and largest) figure close to the Jina.  While this general arrangement is 

reflected in the other three reliefs, the pecking order is more pronounced in this case due to 

the inclusion of the novitiate monk and the laywoman.  Moreover, the lower status of the 

‡ryik‡s in the mendicant hierarchy is also expressed in this relief, as the nuns are carved at a 

lower ground line than the other figures.429 

There are, of course, other subtle indications in these reliefs that intimate the higher 

status of the naked munis.  As mentioned previously, only the monks are seated on 

cushions.  This naturally places them at a higher level than the other figures, with the 

exception of the standing T„rthaÔkara.  Also noteworthy is the large scale of the chief monk 

seated close to the Jina.  His size not only dwarfs the other munis, but in effect, challenges 

the figure of the meditating T„rthaÔkara.  In contrast to the bulk form of the chief monk, the 

Jina's importance in the relief is expressed through other means, such as his central 

position, lotus pedestal, and triple chattra.  Given the slender form and smaller scale of the 

T„rthaÔkara in all four of the reliefs, I wonder whether or not these are scenes of bh‡va pÂj‡ 

directed to a Jina mÂrt„. 

What is also striking about these images is why a group of ‡ryik‡s is presented at 

all considering their low status in medieval Digambara monastic society.  This is all the 

more curious as I am not aware of any similar group portraits in other examples of 

medieval Digambara Jain sculpture.  One possible explanation may be that these sculptures 

were commissioned by members of the Y‡pan„ya sect.  Though not in existence today, 

Y‡pan„yas were prevalent in southern India, particularly in northern Karnataka, in the fifth 
                                                
429 The lower position of the nuns in this relief may also be due to a problem in the rock as a diagonal fissure 
extends across the sculpture above the nuns' heads. 
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through fourteenth centuries.430  Early medieval epigraphs directly associated with this sect 

abound in the present-day districts of Dharwar, Kolhapur, Belgaum, and Gulbarga and they 

indicate that Y‡pan„ya monastic communities were involved in the maintenance of Jain 

temples and images, showing a preference for the Jinas Nemin‡tha and P‡r˜van‡tha.431  

Some of these Jina sculptures are still enshrined in temples today and are now identified 

and worshipped as Digambara mÂrt„s.432  In addition, the seventh-century Meguti Jain 

temple at AihoÎe was commissioned by an individual who most likely belonged to this 

particular sect.433  The possibility of Y‡pan„ya patronage at AihoÎe is significant as a rock-

cut cave at this site (ca. 550 CE) is often considered to be the "model" for Ellora's Jain 

excavations. 

Also of importance in regard to Ellora's reliefs is the Y‡pan„ya position on whether 

or not women could attain spiritual liberation.  For the Y‡pan„yas, ascetic nudity was not 

required for one's attainment of mok˘a, either for males or females.  Although male ascetics 

in this sect typically abandoned all monastic garb and thus physically resembled Digambara 

munis, one could attain liberation with a modicum of clothing.434  Y‡pan„yas not only 

refuted the Digambara position on nudity as a requirement for mendicancy and mok˘a, but 

they also proposed that women were both physically and mentally capable to travel the 

ascetic's path.  In fact, the Y‡pan„ya text Str„nirv‡ıaprakaraıa ("A Treatise on the Nirv‡ıa 

of Women") written by the ninth-century mendicant ¯‡kaÒ‡yana, is the first authoritative 

                                                
430 A.N. Upadhye, "Y‡pan„ya Sangha -- A Jaina Sect," Journal of the University of Bombay I (1933): 227-9; 
and R.B.P. Singh, Jainism in Early Medieval Karnataka, 136. 
431 A.N. Upadhye, "More Light on the Y‡pan„ya Sangha: A Jaina Sect," Annals of the Bhandarkar Oriental 
Research Institute LV (1975): 18. 
432 Ibid., 20.  One example is the eleventh-century inscribed image of Nemin‡tha in the DoÛÛabasti temple in 
Belgaum. 
433 R.B.P. Singh, Jainism in Early Medieval Karnataka, 122.  For an English translation of the inscription, see 
F. Kielhorn, "Aihole Inscription of Pulikesin II, Saka Samvat 556," Epigraphia Indica 6 (1900-01): 1-12. 
434 According to Padmanabh S. Jaini, Y‡pan„ya monks could wear limited clothing if certain health issues 
arose such as the development of fistulas or skin irritations that needed to be covered.  See his book, Gender and 
Salvation, 4. 
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work to argue that ‡ryik‡s could attain mok˘a in their present lifetime.435  Although this text 

is only approximately fifty verses, it set the stage for later arguments put forth by various 

¯vet‡mbara authors in support of female mendicancy and liberation.  The higher status of 

nuns in Y‡pan„ya monastic society as well as the fact that monks from this sect physically 

resembled Digambara munis is strong evidence indeed for associating Ellora's reliefs with 

this particular group, especially since the sculptures present the ‡ryik‡s on almost equal 

footing as the naked munis.  Moreover, some of the names of Y‡pan„ya ‡c‡ryas recorded in 

the northern Karnataka inscriptions contain the suffix -nandi, much like our Ellora monks 

N‡ganandi and D„panandi.436  Given the strong presence of the Y‡pan„yas in Karnataka at 

this time, as well as the Kannada epigraphs associated with Ellora's sculptures, we should 

at least consider Y‡pan„ya patronage at the site. 

While Y‡pan„ya patronage may have occurred at Ellora, it is also important to 

recognize that the group portraits in J25, like all others, are deliberately constructed.  While 

certain elements may reflect historical reality, others may highlight what the donors and/or 

artists perceived as relevant characteristics that should be represented.  Thus, there are two 

ways that we can interpret the visual record documented in these reliefs: 1) either Ellora's 

monks and nuns actually existed as a relatively cohesive community; or 2) they wanted to 

present themselves in such a manner. 

The presentation of munis and ‡ryik‡s as a united and fairly large community is 

quite interesting when we consider the historical context of the late ninth and tenth 

centuries, especially in regard to the structure and organization of Jain religious traditions.  

During the early medieval period, Digambara and Y‡pan„ya ascetic communities were 

divided into a number of sects and subsects based largely on preceptorial and regional 
                                                
435 Ibid.  See also Jaini's translation of the text and a commentary (the Svopaj§avÁtti) in Chapter II of Gender 
and Salvation, 41-108. 
436 A.N. Upadhye, "More Light on the Y‡pan„ya Sangha: A Jaina Sect," 13-18.  The prefix "n‡ga" can also be 
found in Y‡pan„ya names. 
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connections.437  These various ascetic groupings naturally held that their own customs and 

practices were more orthodox than others, leading to sectarian rivalries on issues such as 

the use of a monk's whisk broom and a settled or peripatetic lifestyle.  However, by the 

ninth century, many mendicants lived year-round in monastic establishments that were 

located near or adjacent to Jain temples.  According to Paul Dundas, permanent monastic 

living: 

was a practice which later Digambara writers were to stigmatise as a sign of 
decadence, an unhappy compromise in the corrupt world age when ascetic values 
were declining.  Depictions of Digambara monks being carried in palanquins 
attended by escorts of soldiers, the gradual shift in meaning of the title ‡c‡rya, 
which originally designated a senior monk who expounded the scriptures, to denote 
the functionary who administered a temple, and the inscriptional instruction from 
ninth century Tamil Nadu that a monk in charge of a monastery had to keep a lamp 
burning in a temple in perpetuum out of the interest accruing from a donative grant, 
all represent stages in a process which was to lead to the emergence of the 
bhaÒÒ‡raka, the pivotal figure in medieval Digambara Jainism.438 

As discussed briefly in Chapter Three, bhaÒÒ‡rakas were politically powerful 

Digambara clerics who had constant contact with local non-Jain religious leaders and high 

officials, wore orange robes, traveled by conveyance, could own property, and often sat on 

a throne that was housed within the monastic establishment.439  BhaÒÒ‡rakas also performed 

rituals, served as caste gurus, installed Jina images, maintained libraries, and supervised 

religious instruction of the laity.  In essence, these individuals became the visual spokesmen 

and propagators of medieval Jainism. 

With the emergence of these powerful figures, coupled with the fact that disparate 

groups of Jain ascetics did not have a collective or mutually agreed upon identity, the 

number of naked munis started to decline during the medieval period.  Rather than being a 

                                                
437 Paul Dundas, The Jains (London: Routledge, 1992), 103-5. 
438Ibid., 106. 
439Ibid., 106-7.  See also John E. Cort, "A Tale of Two Cities: On the Origins of Digambar Sectarianism in 
North India," in Lawrence A. Babb, Varsha Joshi, and Michael W. Meister, eds., Multiple Histories: Culture and 
Society in the Study of Rajasthan (Jaipur and New Delhi: Rawat Publications, 2002), 40; and Michael 
Carrithers, "Jainism and Buddhism as Enduring Historical Streams," Journal of the Anthropological Society of 
Oxford 21/2 (1990): 150-51. 
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cohesive group, monks appeared to have been independent operators in their pursuit of 

spiritual liberation.  In his analysis of medieval inscriptions from Karnataka, Michael 

Carrithers notes: 

Indeed, it is difficult to discern in the southern Digambar epigraphical literature any 
more than the bare mention of munis, and certainly there is little evidence that munis 
existed as a saÔgha, that is, as a corporation within society.  It is even possible that 
for a good deal of Digambar history initiation as a muni occurred mostly as an 
option exercised late in life, as is the case today, or on the point of death.  Digambar 
Jainism presents us with the spectacle of an ascetic religion that has got along very 
well without the ascetics.440 

While medieval epigraphical sources (both Digambara and Y‡pan„ya) record the 

names of individual monks, they are often linked with high-powered bhaÒÒar‡kas who are 

also mentioned in the inscriptions.441  This seems to have been the case at Ellora as well, for 

the title of bhaÒÒ‡raka is discernible within the fragments of the J25 Kannada inscriptions.442  

Thus what we might be seeing with Ellora's group portraits is a presentation of the site's 

community of monks and nuns that were, in actuality, slowly dwindling in number.  This 

seems to be confirmed by the relatively few representations of mendicants in Ellora's 

thirteenth-century Jain caves -- monuments that will be discussed in detail in Chapter 

Seven. 

Concluding Remarks 

The array of donor and devotee figures in Ellora's Jain caves clearly suggests the 

complexities of patronage and devotional activity at the site.  In my examinations, I revealed 

that Ellora's Jain communities consisted of a variety of individuals who were interested in 

image production.  These figures, ranging from k˘atriyas and brahmac‡rins to monastics 

                                                
440 Michael Carrithers, "Jainism and Buddhism as Enduring Historical Streams," 151-2.  At the time of 
publication, Carrithers notes that there were about 100 naked munis currently in India, most living in southern 
Maharashtra and northern Karnataka. 
441 For Digambara examples, see S. Settar, Inviting Death, 9 n.23, 89, 169-70, 183, and 190-91, among others; 
For the Y‡pan„yas see A.N. Upadhye, "More Light on the Y‡pan„ya Sangha: A Jaina Sect," 13-14, and 17. 
442 Personal communication with K.V. Ramesh, Honorary Director of the Oriental Research Institute in 
Mysore, who assisted me in the transliteration and translation of these inscriptions. 



 193 

and bhaÒÒ‡rakas -- indicate that we need to reconsider attributions of kingly patronage for 

these excavations. 

My examinations of Ellora's Jain images also showed that a great amount of 

devotional and artistic activities took place within these monuments in the late ninth and 

tenth centuries.  According to the visual and epigraphical evidence, Ellora's Jain caves were 

recognized as an important Jain t„rtha, particularly for Jain communities that lived further 

south.  This is supported by the presence of three donative inscriptions written in a 

Kannada script.443  The images associated with these inscriptions suggest that Ellora was 

important not only to southern Digambara Jains but possibly to members of the Y‡pan„ya 

sect who were prominent in northern Karnataka.  If this is the case, then we might need to 

reconsider Ellora's affiliation as a site that catered solely to Digambaras. 

The interest in presenting the donor/devotee in a perpetual act of veneration -- as 

seen in the Jain caves -- seems to have also made an impression on some of the site's later 

Hindu images.  For example, a few scenes of human worship can be found along the 

elevated, pillared gallery that forms the back of the Kail‡san‡tha temple enclosure.  Carved 

along the back walls of this gallery is a series of large-scale images of various Hindu 

deities.  The majority of reliefs are ¯aivite with the exception of those carved in the south 

gallery which feature the god Vi˘ıu and his avatars.  Both the style and location of these 

reliefs suggest that they were carved well after the completion of the main temple, most 

likely in the mid-to-late ninth century.444  Each relief within the gallery is framed by 

pilasters and presents the deity in hieratic form.  Although there are a total of forty-three 

reliefs, only five depict deities that are accompanied by human devotees.  Three images are 

                                                
443 Continued contact with communities further south is also indicated by a few fourteenth-century 
inscriptions written in a Kannada script that are found within the Kail‡san‡tha complex.  See James Burgess 
and Bhagwanlal Indraji, Inscriptions from the Cave-Temples of Western India, 97-8. 
444 For an in-depth look at the relative chronology of Kail‡sa's monuments see M.K. Dhavalikar, "Kailasa -- 
The Stylistic Development and Chronology," Bulletin of the Deccan College Research Institute 41 (1982): 33-
45. 
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found in the east (rear) gallery and include: ¯iva with Nandi; an image of Harihara; and a 

four-armed Vi˘ıu in a§jali mudr‡ with his upper hands holding a lotus and a conch.  The 

remaining two reliefs depict Vi˘ıu with a mace and discus; and KÁ˘ıa supporting Mt. 

Govardhana.  Both are located in the southern (right) gallery. 

All five of the panels have a single male lay devotee carved in a lower corner of the 

relief.  With the exception of ¯iva's devotee, all of the worshippers are adorned with 

headgear, necklaces, and bracelets.  They are presented on one or both knees with their 

hands clasped in a§jali mudr‡.  While the male worshipping ¯iva also has his hands 

pressed together in homage, he is portrayed in a standing position.  This particular devotee 

is also noteworthy for his ascetic appearance as he wears only a loin cloth (kaup„na).  

Visually, there is a striking similarity between this figure and the ascetic male devotees 

presented in homage of P‡r˜van‡tha in Ellora's Jain excavations. 

In addition to these five gallery images, there are six small reliefs carved on the 

enclosure walls of the Kail‡san‡tha temple that depict human devotees paying homage to 

¯iva.445  These reliefs, measuring approximately one foot in height, depict iconic forms of 

the god who is flanked by either standing or seated male ascetics (Figs. 98 and 99).  In one 

sculpture, an enthroned ¯iva is being worshipped by an ascetic male who is seated on a 

wooden stool.446  He has long hair which reaches the middle of his back, is bare-chested, 

and appears to be wearing only a loin cloth.  He faces ¯iva and has his hands clasped in 

homage.  Across from this devotee is a female worshipper who sits upon a more elaborate 

seat and who is adorned with jewelry and a fancy headpiece.  She too faces ¯iva and makes 

a gesture of homage.  Given their location and execution, these reliefs of human devotion -- 

                                                
445 Two reliefs are located on the balustrade of the northern (left) gallery preceding the LaÔke˜vara temple while 
two others are found on the same balustrade in front of an unfinished two-pillared cave.  A single relief of a 
standing ¯iva with devotees is carved on the balustrade of the eastern (rear) gallery near the southeastern corner, 
while a seated ¯iva with a solitary devotee is found on the balustrade of the southern (right) gallery. 
446 This relief is found on the balustrade of the northern (left) gallery preceding the LaÔke˜vara temple.  It 
differs from the others in that the devotees are carved on a similar scale as ¯iva. 
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like the gallery images -- appear to have been created after the completion of the main 

temple.  Thus, they are nearly contemporary in date to the Jain donative images and seem to 

reveal a new interest in including representations of human worshippers within the site's 

Kail‡san‡tha complex. 

As these images are not inscribed, it is difficult to determine whether or not they are 

portraits of specific donors, such as we have seen in Ellora's Jain caves.  In fact, throughout 

the entire Kail‡san‡tha complex, there is only one donative inscription that dates to the mid-

eighth or ninth-century which does identify an actual patron.  The inscription is carved next 

to an over-life-sized relief of Gaja-Lak˘m„ and it records that this sculpture is the gift of an 

individual named Bhadr‡Ôkura of the R‡Ûhe family (kula).447  While nothing is known of 

this patron, the relief of Gaja-Lak˘m„ is seen by everyone who enters the Kail‡san‡tha 

complex as it is carved at the entrance and one must pass by it in order to see the temple 

proper.  The dedication of this relief, not by a R‡˘ÒrakÂÒa king but by an individual from an 

important and perhaps local family is indeed significant, particularly since the sculpture 

plays such a prominent role in one's experience of the temple. 

It is, however, the portraits of individual Jain donors that provide the most valuable 

information regarding patronage practices at the site.  Moreover, these images of devotion 

invite us to consider the types of ritual practices that were performed in the caves.  In the 

next chapter, I will examine the arrangement of sacred space within the excavations in order 

to see how the lay-out of the caves may have facilitated devotional activities.  Rather than 

taking an iconographical approach to Ellora's Jain monuments, I will explore how one 

might experience the cave-temple and its imagery.  This line of inquiry will underscore the 

temple's function as a place of transcendence -- where one progresses from an earthly realm 

to that of the divine.  By focusing on the worshipper's aesthetic and ritual experience of the 

                                                
447 James Burgess and Bhagwanlal Indraji, Inscriptions from the Cave-Temples of Western India, 97-8. 
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temple, we can begin to understand Ellora's place as an important center for Jain worship in 

the ninth and tenth centuries. 
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Chapter Six:  Carving Sacred Space 

Much of one's experience of temple architecture is shaped through the movement in 

front of, around, and ultimately inside the sacred monument.  This progression, from a 

brightly lit, earthly realm, to a divine space illuminated by diffused light, plays a 

fundamental role in cultivating an aesthetic and spiritual response to the temple and its 

imagery.  In the case of Ellora's Jain cave-temples, the religious experience is heightened by 

the act of physically entering a mountain.  In terms of Jain cosmology and ritual, the most 

important mountain is Mt. Meru.  This particular mountain peak is at the center of the 

terrestrial world and symbolically supports the world of the gods above.  Moreover, it is on 

the summit of Mt. Meru where every T„rthaÔkara receives the first bath, literally an 

abhi˘eka -- an act which consecrates a king -- or in this case, a spiritual king.  Ritual re-

enactments of this event featuring Ellora's rock-cut Jina images powerfully reinforces the 

symbolic connection between the cave-temple and this sacred mountain. 

In this chapter, I will explore how one moves through Ellora's Jain cave-temples 

and how a worshipper can be guided by various architectural elements within the caves.  I 

will not only examine the ways in which sacred space is articulated, but how these 

arrangements facilitate devotional practices.  In order to come to a better understanding of 

how these monuments function as places of transcendence -- where one can come into 

contact with Jain deities and perform worship to Jina images -- I will trace the devotee's 

steps through the complex of caves known today as the Indra Sabh‡.  I have selected this 

group of excavations as they are all contained within a single enclosure, much like the 

Kail‡san‡tha temple and its subsidiary shrines.  This will allow us to traverse the path 

around the courtyard, to enter temples carved in the enclosure walls, to delve deep into the 

heart of the mountain, and ultimately ascend in elevation to the upper story caves of J18, 
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J19, and J20.  As J18 appears to serve as the ritual center of the Indra Sabh‡ complex, I 

will conclude the chapter by discussing specific forms of worship that most likely took 

place in Ellora's Jain caves with special attention paid to the images in J18. 

Creating a Celestial Environment: The Case of the Indra Sabh‡ Complex 

By taking the modern paved road, the visitor's first view of the Jain caves is 

directed towards the massive gateway or retaining wall preceding the Indra Sabh‡ courtyard 

(Fig. 100).448  This gateway, which has been heavily reconstructed, is punctuated at its 

center with a small rock-cut pavilion which marks the entrance into the complex.  The Jain 

affiliation of this group of caves is designated by small seated Jinas encircled by 

candra˜‡l‡s that are carved on the roof of the pavilion.  Remains of a rock-cut guardian 

yak˘a can be found on the top of the right-hand side of the gateway.  We can only 

hypothesize that a similar deity once presided over the reconstructed left side. 

To the right of the gateway and slightly preceding it is a small excavation numbered 

J6. This temple was created when trenches were cut into the mountain to form the east side 

of the Indra Sabh‡ complex.  Given its location, this temple may have been visited first by 

devotees coming to the site.  The excavation contains only four pillars; two on the porch 

and two carved inside the maıÛapa towards the back of the cave.  This arrangement allows 

for the greatest amount of light to enter the temple, thereby assisting in the illumination of 

its sculptural programs (Fig. 9).  Carved within its main hall (approximately 18' w x 16' d x 

8 1/2' h) are life-sized reliefs of the Jina P‡r˜van‡tha and the meditating Jain saint 

GommaÒa.  These reliefs are carved on the left and right walls, respectively.  Both the large 

scale of the sculptures as well as the location of the two hall pillars at the back of the cave 

indicate that worshippers had direct visual access to these reliefs. 

                                                
448 While the exact approach to these caves that was undertaken by ninth and tenth-century devotees remains 
unknown, it is likely that the gateway would have drawn attention in a similar manner. 
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The pairing of these two figures, which first appears in the Jain caves at AihoÎe and 

B‡d‡m„, has yet to be satisfactorily explained.  However, one possible reason may be 

connected to their individual victories in defeating a number of obstacles that deterred them 

from attaining kevalaj§‡na (omniscience).  In the case of P‡r˜va, the soon-to-be Jina 

remained in a meditative stance while the demon ¯a¸bara (and/or his many manifestations) 

tried to curtail his enlightenment.  In the end, their attempts failed, and the Jina attained 

kevalaj§‡na and became the twenty-third T„rthaÔkara.449 

The Jain saint GommaÒa also endured some hardships during his meditation 

towards enlightenment.  GommaÒa was a warrior-prince who went to battle against his own 

brother in order to maintain his portion of his father's kingdom.450  At the precise moment 

of his victory, however, GommaÒa realized the transience of worldly affairs and went to the 

forest to perform austerities in order to escape the sufferings of existence.  It is said that he 

stood in a meditative posture for so long, that vines grew up around his body.  Cobras 

emerged from anthills and gathered at his feet, giving him a horrific appearance.451  

Stinging insects bit into his flesh and birds formed nests in his hair.  GommaÒa sculptures at 

Ellora include many of these elements which distinguish this Jain saint from representations 

of T„rthaÔkaras.  Although GommaÒa became a kevalin, he did not preach in a 

samavasaraıa and therefore did not become a T„rthaÔkara.  Thus the pairing of GommaÒa 

and the Jina P‡r˜van‡tha present the difficult, but successful achievement of kevalaj§‡na by 

a mortal man and by one destined to become a Jina.  The popularity of this pairing at Ellora 

-- indicated by at least nineteen examples at the site452 -- seems to parallel the expansion of 

                                                
449 For a more extensive description of this episode, see Chapter Five. 
450 The earliest extended account of the feud between GommaÒa and his brother is recorded in Jinasena's 
‚dipur‡ıa (Dig., ninth century).  Other texts with this narrative include Pu˘padanta's Mah‡pur‡ıa (Dig., ninth 
century) and Hemacandra's Tri˘a˘Òi˜al‡k‡puru˘acaritra (¯vet., twelfth century). 
451 The vines and the cobras are standard features in GommaÒa iconography.  The cobras are also mentioned in 
Jinasena's ‚dipur‡ıa 36.107-9. 
452 The pairing of P‡r˜van‡tha and GommaÒa can be found in the following excavations: CK1, CK3, J6, J10, 
J11, J12, J13, J14, J16, J17, J18, J19 (2 images), J20 (2 images), J23, J24, J25, and J26. 
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these narratives that are recorded in medieval texts.  Whether through text or image, the 

message of the rigorous path to omniscience is highlighted and invites the devotee to reflect 

upon his or her own position on the mok˘a m‡rg. 

Other sculptures carved in J6 include the yak˘a/yak˘„ pair.  These figures are carved 

in the rear corners of the cave-temple.  Although they can be considered attendants to the 

shrine, they are carved at some distance from the shrine doorway so as not to be obscured 

by the hall pillars when the devotee stands on axis to the sanctum.  The careful planning of 

this temple and the lay-out of its imagery may serve as a general template from which to 

view other caves within the Indra Sabh‡ complex.  Given the position of J6 at the 

beginning of a worshipper's journey into the caves, we might also consider this excavation 

as a preview to more elaborate architectural and sculptural programs that are carved inside 

the main complex. 453 

After exiting from J6, the devotee would approach the main entrance into the Indra 

Sabh‡ enclosure.  Upon crossing the threshold into this complex, the devotee would find 

that s/he is on direct axis to the monolithic temple which houses a sarvatobhadra image of 

the Jina (Fig. 76).  Thus as one takes the initial steps into the courtyard, the symbolic link 

between the Jina's samavasaraıa and the cave-temple is made immediately apparent.  Stone 

staircases which provide access to the four-fold Jina image are carved on the north and 

south sides of the temple, aligning it physically with both the entrance to the complex and 

with the double-storied excavations carved from the mountain behind it.  Its position in the 

center of the courtyard also suggests that the monolithic temple can be conceived of as Mt. 

Meru as it rises majestically from the middle of the terrestrial realm.  Indeed, we may 

                                                
453 It should be noted that the side-wall reliefs of the Jina Ë˘abha and an unidentifiable Jina that are carved next 
to P‡r˜va and GommaÒa in J6 are intrusive sculptures.  They were probably carved after caves J10, J11, and J12 
within the Indra Sabh‡ complex when it became commonplace to fill the entire wall-space with imagery.  Their 
relatively late addition to the cave is also evidenced by their scale, the deeply recessed niches, and the inclusion 
of small worshippers carved next to the unidentifiable Jina. 
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consider the excavation of J18 (which is literally behind and above the monolithic temple) 

to be the realm of the gods which begins at the summit of the sacred mountain. 

Carved on either side of the monolithic temple are two important elements which 

also designate the space of the courtyard as hallowed ground.  On the left (west) side is a 

rock-cut m‡nastambha which measures just over twenty-seven feet in height (Fig. 77).  The 

pillar itself was damaged when it collapsed in the nineteenth century but has since been 

reconstructed and re-erected.454  As discussed in Chapter Four, m‡nastambhas are an 

integral part of southern Digambara temple architecture and they are thought to mark the 

external boundaries of the Jina's samavasaraıa.  They also serve an important function in 

ritual practice as they are said to remove traces of pride or arrogance from the worshipper's 

thoughts.455  As such, they are usually erected near the entrance to the temple.  During the 

medieval period, these pillars were worshipped as important objects in their own right 

through circumambulation and ritual offerings.456  Crowning the m‡nastambha at Ellora is a 

sculpture of four addorsed yak˘as who may have also been invoked during the devotee's 

worship of this element. 

Carved on the right (east) side of the monolithic temple is a life-sized rock-cut 

elephant (Fig. 101).  During the devotee's circumambulation of the temple itself, this 

sculpture would be viewed prior to climbing the southern stairs that lead into the 

sarvatobhadra shrine.  While the inclusion of an elephant sculpture may have been 

influenced by the pair of elephants that are carved in the forecourt of the Kail‡san‡tha 

temple complex, the fact that only a single animal is present here suggests that it may refer 

to Indra's vehicle -- the elephant Air‡vata.  Air‡vata typically serves as Indra's mount and 

main source of transportation to both Mt. Meru and to the Jina's samavasaraıa.  Moreover, 
                                                
454 James Fergusson and James Burgess, The Cave Temples of India (London: W.H. Allen, 1880; reprint New 
Delhi: Munshiram Manoharlal Publishers, 2000), 497. 
455 ‚dipur‡ıa 22.93-102. 
456 Ibid. 
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the name Air‡vata also designates a specific continent within the terrestrial realm of the Jain 

cosmos.457  Thus the stone elephant in the Indra Sabh‡ courtyard seems to function on 

many levels; inviting the viewer to visualize the monolithic temple simultaneously as Mt. 

Meru and the celestial assembly hall built by Indra. 

Within the courtyard itself, there are three cave-temples that the devotee can enter.  

The largest and closest to the monolithic temple is J10 which is excavated from the left 

(west) enclosure wall (Fig. 102).  The cave is elevated by a tall plinth which is carved with 

an elephant balustrade, creating a visual pun on the literal translation of the Sanskrit 

architectural term for a blind-railing enclosure-- a mattav‡raıa.458  Above the elephant 

balustrade is a coping which is carved with a series of pÂrıaghaÒas or full pots.  This motif, 

which is a featured element on many of the pillars in Ellora's Jain caves, can be considered 

to be a limitless vessel.  It can hold a never-ending source of water and it is the container 

from which life springs forth.  The great amount of foliage that grows from the mouth of 

the pot and spills over its sides clearly connotes the idea of abundance and more 

importantly, of unending sustenance.  Thus the pÂrıaghaÒa motif on the exterior of J10 

marks the temple as a place that can sustain the health and spiritual life of the devotee.459 

Upon entering the temple numbered J10, other images come into view (Fig. 10).  

Carved on the veranda pillars, for example, are reliefs of worshippers.  On the far right 

pilaster, a pair of monks and a layman are paying homage to a standing T„rthankara.  The 

devotees are presented as equal participants in their devotion to the Jina.  Indeed, the 

standing T„rthaÔkara is literally at the center of worship for both the layman and the two 
                                                
457 The other continents include Bharata, Haimavata, Ramyaka, Videha, Hari, and Hairaıyaka.  See Padmanabh 
S. Jaini, The Jaina Path of Purification (Berkeley: University of California Press, 1979), 29. 
458 K.V. Soundara Rajan, "R‡˘ÒrakÂÒas of Malkhed: Upper Variation, Phase I" in Michael W. Meister and M.A. 
Dhaky eds., Encyclopedia of Indian Temple Architecture. South India, Upper Dr‡viÛade˜a: Early Phase AD 
550-1075 (Delhi: AIIS & University of Pennsylvania Press, 1986), 117.  The role of elephants as supportive 
elements can be seen across the site, particularly along the foundations of many of Ellora's Jain and Hindu 
temples. 
459 Other Jain temples at Ellora that feature the pÂrıaghaÒa on their exteriors include: J4, J17, J18, J20, J21, and 
J24. 



 203 

munis.  A relief of an enthroned Ë˘abhan‡tha with a worshipping monk is carved on the 

interior face of the right veranda pillar.  In addition to these images on the veranda of J10, 

lay devotees are carved on the rear wall of the excavation on either side of the shrine 

doorway.  They too are in veneration of a Jina.  Thus, upon entering the temple and 

approaching the main shrine, the worshipper is flanked by carvings of other devotees 

performing similar acts of homage. 

The emphasis on worship and the spiritual benefits of such practices are also 

expressed in reliefs carved on the external wall between J10 and the neighboring small 

excavation J11.  Here, three relief-panels are presented together in a single, vertical 

arrangement along the wall (Fig. 103).  The top panel depicts an enthroned P‡r˜van‡tha 

who is accompanied by fly-whisk attendants and a laywoman who has her hands pressed 

together in a§jali mudr‡.  Beneath this carving is a scene of religious instruction.  In this 

relief, we find two seated laywomen facing two monks.  The chief muni makes a gesture of 

teaching with his proper right hand while holding a manuscript in his left hand.  Dividing 

the space between the monks and the laywomen is a ritual object called a sth‡pan‡c‡rya 

(literally an "established spiritual teacher").  The sth‡pan‡c‡rya is composed of four sticks 

of wood which are bound together to form a stand.  Cradled in the center of the stand is a 

bundled cloth which typically contains five shells.  These shells symbolically represent the 

five supreme lords, the pa§ca parame˘Òhin: liberated souls (Jinas and other siddhas), 

mendicant leaders (‡c‡ryas), mendicant preceptors (up‡dhy‡yas), and all monks (munis).  

According to John E. Cort, the sth‡pan‡c‡rya, which is still used today in contemporary 

ritual practice, "physically signals that no mendicant is ever on his or her own, but is 

always in the presence of the entire Jain spiritual hierarchy."460 

                                                
460 John E. Cort, Jains in the World: Religious Values and Ideology in India (Oxford: Oxford University Press, 
2001), 102. 
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The relief carved directly beneath this scene of instruction has raised the curiosity of 

many scholars as it depicts a scene of mortal combat.461  Men wielding bows and arrows, 

swords, spears, and shields are in the midst of battle.  The violence of this conflict is not 

only emphasized through the aggressive gestures of these figures and through the weapons 

that they hold, but by the layer of human corpses that lie beneath their feet.  While this 

image of combat, death, and destruction may refer to a specific historical or mythological 

battle, it may also represent the general concept of hi¸s‡ -- killing or injury -- practices that 

one should give up as a devout Jain.  Given the scene's juxtaposition beneath the reliefs of 

monastic instruction and worship to P‡r˜van‡tha, we may be viewing the spiritual 

"conquering" of hi¸s‡ and death through religious instruction and devotional practice.  

This in turn can lead one eventually to mok˘a.462 

After viewing these reliefs, the devotee can enter into J11 or travel across the 

courtyard into the excavation numbered J12.  Both of these cave-temples are quite small in 

scale and provide an intimate setting for worship (Fig. 9).  As there are no interior pillars in 

these excavations, the sculptural process that created these spaces is highlighted.  

Moreover, the carved images, which include the Jain yak˘a and yak˘„, P‡r˜van‡tha and 

GommaÒa, and pairs of seated Jinas, expand beyond their individual panels or niches and 

fill out much of the wall space.  With the exception of the steps leading into the main shrine 

and the ˜‡kh‡s carved around the doorway, there is little in these excavations that directly 

replicates interior elements found in structural temples. 

                                                
461 For example, JosÇ Pereira suggests that this relief represents the rescue of King Prasenajit by P‡r˜van‡tha.  
Pereira relates the story as it is recorded in the Tri˘a˘Òi˜al‡k‡puru˘acaritra, however, in this account, there is no 
mention of a battle.  See JosÇ Pereira, Monolithic Jinas: The Iconography of the Jain Temples of Ellora (Delhi: 
Motilal Banarsidass, 1977), 67-8. 
462The arrangement of these reliefs is also reminiscent of carvings found on tenth and eleventh-century hero-
stones which often include battle scenes that are crowned by images of the deceased in acts or worship or other 
forms of piety.  For some examples from ¯ravana BeÎgola, see Hampa Nagarajaiah, Opulent Candragiri 
(Shravanabelagola: S.D.J.M. Managing Committee, 2001), 43 and 44. 
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Any illusion to structural walls is suppressed even further in the excavation 

numbered J13.  The main hall of this cave, which functions as a subsidiary excavation to 

the large lower-story J15, is teeming with sculpture that actually enters into the devotee's 

space (Fig. 11).  Images of Jinas and Jain deities undulate across the walls, defying their 

boundaries.  The rear corners of the cave are not articulated but filled with images, mostly 

of human and celestial devotees.  The wall space is treated as a giant sculptural tableau and 

it is difficult to determine where one image ends and another begins.  Even the shrine 

doorway lacks its usual articulation through multiple ˜‡kh‡s and instead appears as a simple 

rectangular opening.  This opening is, however, guarded by a pair of multi-armed 

goddesses.  Their inclusion at this juncture clearly marks the transition into the more sacred 

space of the shrine.  Moreover, their presence in this particular cave also draws attention to 

the fact that the excavation itself can be seen as a juncture between the courtyard and the 

interior hall of J15.  Thus J13 clearly demonstrates the importance of including such 

goddesses in liminal spaces of the temple -- both in terms of individual excavations and 

within the carved complex as a whole. 

Beyond J13, the mountain is literally opened up to reveal the large lower-story cave 

numbered J15 (Fig. 11).  This is the largest cave at the site, and had it been finished, it 

would have rivaled J18 carved above it.  The main hall of J15 measures approximately 

sixty-five feet deep and fourteen feet in height.  Given these dimensions, the width of the 

cave was likely to measure forty-five to fifty feet when completed.  The approach to the 

main shrine is highlighted by the massive axial pillars of this cave, some of which are only 

roughly carved out.  Linking the rear axial pillars is a beautifully carved toraıa which 

stretches across the top of the pillars and frames the area preceding the main shrine.  Great 

attention has been paid to the completion of the main shrine Jina image which would enable 

the temple to serve as an active ritual space.  This image is among the site's largest at ten 
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feet in height463 and all of the details are carved exceptionally well, including the makara 

toraıa encircling the Jina's halo.  The Jina image even retains some pigment which was 

likely added in the thirteenth century when renovations occurred in neighboring caves.464  

Thus, even though the main hall is unfinished, the Jina image in J15 continued to play a 

significant role in later devotional activities at the site. 

The most important ritual space within the Indra Sabh‡ enclosure is, however, J18 -

- an upper-story excavation carved directly above J15.  Access to this cave-temple is 

provided by a reconstructed double-flight of stairs that begins at the right (east) end of the 

veranda of J15.  Thus it would be approached at the conclusion of worship activities in J15.  

At the top of the first flight of stairs is a small excavation numbered J17 (Fig. 11).  This 

cave-temple functions as a midway point between J15 and J18.  Thus, as the devotee 

ascends in elevation, s/he remains in the presence of both Jain deities and carvings of 

T„rthaÔkaras.  Although the sculptural program of J17 is similar to those in other caves that 

the devotee has visited, there is a significant change in their illumination from previous 

encounters.  J17 receives very little light and it is hard to differentiate some of the 

sculptures.  This is enhanced by the small size of its main hall, measuring less than ten feet 

square.  The dark interior of this excavation (particularly the shrine room) is made all the 

more evident when the devotee leaves J17 and climbs the final set of stairs to J18. 

Upon climbing the last set of stairs, the devotee emerges on the veranda of J18 (Fig. 

13).  At this point, the devotee enters into a space that is filled with light.  The veranda is 

carved on an east-west axis and measures approximately forty feet in length.  It contains 

only two pillars and two pilasters which allows light and air to permeate this front part of 

the cave.  It also provides a panoramic view of the Indra Sabh‡ as a whole as well as the 

distant village beyond the caves to the south. 
                                                
463 The other large images include those carved in the main shrines of J18 and J21. 
464 This is especially evident between the Jina's arms where there are large patches of red pigment. 
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When the devotee emerges at this level, s/he is not oriented on axis with the main 

shrine but facing the left (west) wall and its monumental yak˘a sculpture (Fig. 32).  Thus 

the first glimpse that the devotee has upon entering this space is not of a T„rthaÔkara, but of 

a deity who can bestow internal and external riches.  The accompanying yak˘„ is carved 

behind the devotee on the east wall of the veranda (Fig. 33).  She appears to preside over 

the stairwell while demarcating the transition to this new realm.  Other images on the 

veranda that are readily seen by the devotee include a variety of flying celestials that are 

painted across the ceiling.  These figures, interspersed with carved and painted lotus 

medallions, cavort in space and many fly towards the entranceway leading into the main 

hall.  Both male and female celestials are represented and they are shown in heavenly attire 

which includes elaborate headgear and jewel-encrusted garments.  In terms of their 

ornamentation, they are similar in appearance to the large standing male figures (dv‡rap‡las) 

who are carved on the exterior walls of the veranda.  Leaning elegantly on their clubs, these 

figures -- carved on opposite ends of the monument -- serve as guardian deities to this 

celestial realm (Fig. 104).  With the sun and air filtering into the veranda, coupled with the 

numerous images of deities in this space, clearly we have entered the realm of the gods. 

Contributing to this notion of celestial paradise are the motifs carved on the veranda 

pillars and pilasters.  Unlike the hall pillars of J18, which will be examined below, the 

shafts of the veranda pillars are carved with all sorts of jewels, including lozenge-shaped 

gems, diamonds, and strands of pearls.  These motifs clearly add to the sumptuousness of 

this divine space and present it as a palace built by the gods who used semi-precious stones 

and gems as their building material.  In addition to the jewels, the veranda pillars are carved 

with small vertical panels that contain standing figures.  The vast majority of the figures are 

female; they are yak˘„s who hold either fly-whisks or pots that contain water, coins, jewels, 

or an elixir of immortality.  Similar figures are carved on the veranda pillars in the side-
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wing excavation numbered J20, but here we find yak˘as holding these items.465  These 

motifs of well-being are heightened even further on the veranda of J20 where nidhi figures 

(yak˘as who are associated with treasure) are carved on the walls adjacent to the pilasters 

(Fig. 105).  It is, however, not only the motifs carved on the surface of these architectural 

elements that express notions of abundance, but the design of the pillars themselves.  Many 

of the pillars and pilasters in J20 and J18 are carved with multi-faceted sides, indicating that 

the treasures represented on these surfaces are unending. 

Before leaving the veranda of J18, the devotee must pass through a low, pillared 

screen railing which separates the front of the temple from the main hall or maıÛapa.  

Carved on this railing, which measures approximately two feet in height, are 

representations of mithuna couples, musicians, and small temples that are being entered by 

worshippers (Fig. 106).  The architectural structures with their devotees seem to function as 

whimsical motifs as they replicate the behavior of the devotee who is about to enter the 

main hall of J18.  The inclusion of musicians on the railing not only suggests an aural 

component to temple worship (albeit visually) but they also remind one of the number of 

musicians carved on the exterior temple tower of the ChoÒ‡ Kail‡sa.  This in turn suggests 

that we are entering the realm of the Jina, specifically the samavasaraıa.  Flanking the 

central opening in the railing are mithuna couples who provide both auspiciousness and 

protection to the devotee as s/he passes through this threshold into the maıÛapa.466 

Upon entering the main hall of J18, the sculptural program shifts to one that 

emphasizes the T„rthaÔkara.  Images of enthroned Jinas come into view along the side walls 

of the excavation (Fig. 107).  As the devotee walks into the hall, these Jinas are framed by 

the hall pillars which are carved at a distance commensurate to the width of the Jina reliefs.  
                                                
465 The veranda pillars of J19 are not finished.  However, we can assume that they would have been similar to 
those in J20. 
466 Mithuna couples are also carved on the screen railing of J4 and J20 and they would have presumably been 
carved in J19, though the railing in this cave is only roughed out. 
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As a result of this lay-out, the Jina images become both revealed and obscured by the hall 

pillars as the devotee moves around the main hall.467  Such careful planning on the part of 

the artists is readily apparent when the devotee approaches the monumental seated Jinas 

carved in the very center of the side walls.  Here, the pillars are carved at a wider distance 

from each other to ensure that these elements serve as framing devices for these important 

sculptures.  These large Jina images, measuring over nine feet in height, most likely played 

a prominent role in devotional practices in the temple given their size and location within the 

excavation.  Both Jinas are presented within their own chapel or side-shrine that is elevated 

from the floor by a rock-cut plinth supported by elephants.  Moreover, a moonstone 

(candra˜‡l‡), is carved on the floor preceding these side-wall shrines.  This element, which 

is also found on the floor in front of the main shrine and at the entrance to the maıÛapa 

itself, clearly demarcates transitions in sacred space. 

In addition to the change in the sculptural program, the motifs carved on the hall 

pillars also signify that we are in the realm of the T„rthaÔkara.  The pillars that are carved in 

the front corners of the maıÛapa, for example, have small vertical panels incised on their 

shafts.  Rather than containing images of yak˘„s or yak˘as (as in the examples on the 

veranda), these panels are carved with miniature standing Jinas (Fig. 108).  The Jina images 

on these pillars are not surrounded by lozenge-shaped jewels or diamonds, but by more 

vegetal and floral motifs, such as a creeping vine and lotus petals.  In fact, the primary motif 

for the hall pillars in J18 is the pÂrıaghaÒa -- the vase-of-plenty which is carved with 

foliage that overflows from its brim (Fig. 109).  This motif, which is also found on the hall 

pillars of the ninth-century Hindu LaÔke˜vara temple, takes on new visual forms and 

meanings in the Jain caves as there are over six variations of this pillar-type throughout the 

                                                
467 A similar visual phenomenon occurs in the large excavation numbered J21 which is the main temple in the 
so-called Jagann‡tha complex. 
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excavations.468  These range from more robust forms of the full pot (as seen in J18, J19, 

and J20) to slender vases that hold long-stemmed lotus buds (J21). 

While stylistic and iconographical similarities between the pillars in J18 and those 

carved within the LaÔke˜vara temple have been explored,469 the interest and consistent use 

of this pillar-type in the Jain caves has yet to be investigated.  Reasons as to why this motif 

was favored in the Jain caves may stem from the inclusion of the pÂrıaghaÒa as one of the 

eight auspicious symbols (a˘ÒamaÔgala) for both Digambaras and ¯vet‡mbaras.470  The 

a˘ÒamaÔgala of both sects are found in a number of Jain artistic and ritual contexts, ranging 

from ‡y‡gapaÒÒas (Jain votive tablets dating from the mid-second-century BCE to the third 

century CE)471 to medieval and contemporary manuscript covers.472  The a˘ÒamaÔgala are 

also sometimes embroidered on cloths that are wrapped around the broom handles of 

¯vet‡mbara mendicants,473 and they are often embossed or painted on small metal or 

wooden tables used by the laity of both sects during pÂj‡.474  At ¯atrunjaya, an important 

pilgrimage site for Jains during the medieval period and today, the eight auspicious 

symbols are included on the gateway preceding the main temple. 

                                                
468 The pÂrıaghaÒa is featured on the hall pillars of J4, J18, J19, J20, J21, J24, and J26. 
469 See Doris Clark Chatham, "Style and Composition in the Indra Sabh‡ and the Jagann‡tha Sabh‡ Caves at 
Ellor‡,"  Nirgrantha, vol. 2.  M.A. Dhaky and Jitendra Shah, eds. (Ahmedabad: Sharadaben Chimanbhai 
Educational Research Centre, 1996), 73-86.  The similarities between the hall pillars of the LaÔke˜vara temple 
and those carved in J18 have been a major factor in determining the ninth-century date of Ellora's Jain 
excavations.  See James Fergusson and James Burgess, The Cave Temples of India, 498. 
470 Although the eight symbols are slightly different for the ¯vet‡mbara and Digambara sects, interestingly, the 
pÂrıaghaÒa is found in both traditions.  For the Digambaras, the a˘ÒamaÔgala include: a pÂrıaghaÒa, a bhÁÔg‡ra 
(golden pitcher or vase), a darpaıa (mirror), c‡mara (flywhisk), dhvaja (banner), vyajana (fan), chattra (umbrella), 
and a suprati˘Òha (auspicious seat). The ¯vet‡mbaras include the pÂrıaghaÒa, mirror and auspicious seat among 
their list of auspicious symbols, as well as a svastika, a pair of fish, a ˜r„vatsa (a diamond-shaped mark on the 
chest of some Jina and Vi˘ıu images signifying "a favorite of ̄ r„"), a powder flask, and a nandy‡varta 
(auspicious diagram). 
471 The best publication to date on ‡y‡gapaÒÒas is Sonya Rhie Quintanilla, "‚y‡gapaÒas: Characteristics, 
Symbolism, and Chronology," Artibus Asiae LX, no. 1 (2000): 79-137. 
472 For a seventeenth-century example, see Pratapaditya Pal, ed., The Peaceful Liberators: Jain Art from India 
(Los Angeles: Los Angeles County Museum of Art, 1994), cat. 95. 
473Ibid., cat. 15. 
474 The inclusion of a˘ÒamaÔgalas on small offering tables is also mentioned by the medieval Jain author, 
Hemacandra in his Tri˘a˘Òi˜al‡k‡puru˘acaritra.  See Helen Johnson, trans., Tri˘a˘Òi˜al‡k‡puru˘acaritra (Baroda: 
Oriental Institute, 1931-62), vol. 51, 190 and note 238. 
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The pÂrıaghaÒa is also one of the symbols or signs dreamt by the mother of a future 

Jina.  According to Digambara traditions, there are sixteen dream symbols, while 

¯vet‡mbaras adhere to fourteen.475  The significance of these symbols as emblems of 

success, wealth, and good fortune is emphasized in textual accounts of the Jinas' lives.  For 

example, in the KalpasÂtra, which features biographies of Ë˘abhan‡tha, Nemin‡tha, 

P‡r˜van‡tha and Mah‡v„ra, the dreams are referred to as "beautiful, lucky, blessed, 

auspicious, and fortunate" and guaranteed to bring "health, joy, long life, bliss, fortune, 

success, pleasure, and happiness."476  The dream symbols also play a significant role in 

medieval and contemporary Jain temple architecture.  Early examples include the tenth and 

eleventh-century Digambara monuments at Khajuraho where the sixteen dream symbols are 

carved above temple doorways.477  Although Ellora's excavations do not contain any 

representations of all sixteen dream symbols, or the a˘ÒamaÔgala, the concentration of the 

pÂrıaghaÒa motif at the site may represent a budding interest in the inclusion of such 

symbols in later Jain temple art and ritual.478 

                                                
475 The fourteen symbols include: an elephant, a bull, a lion, G‡j‡-Lak˘m„, a garland of flowers, the moon, the 
sun, a banner, a full vase, a lotus lake, the Ocean of Milk, a celestial chariot, a heap of jewels, a smokeless fire, 
and for the Digambaras, the addition of a lofty throne and a pair of fish. 
476 Hermann Jacobi, trans., KalpasÂtra (Oxford: Sacred Books of the East, 1884), 220. 
477 The sixteen dream symbols can be found at the entrance to the tenth-century ‚din‡tha temple as well as on 
the lintels of the small shrines in the eleventh-century ¯‡ntin‡tha complex. 
478 The importance of the dream symbols for Jains is also found in contemporary lay practice.  For example, in 
north Gujarat, the ¯vet‡mbara mÂrtipÂjaka Jains use silver replicas of the fourteen dreams in ritual ceremonies 
celebrating Mah‡v„ra's birthday.  In this ceremony, monetary bids are made by the laity to have the honor of 
performing one or more ritual acts to the emblem.  For each "dream" or emblem, four different acts are involved: 
swinging, garlanding with leaves or flowers, garlanding with a gold or silver necklace, and placing the emblem 
on a table in the hall used by mendicants.  These acts are not only considered auspicious in their own right, 
particularly as they are in essence re-enacting the conception of Mah‡v„ra, but they also allow the participants to 
contribute financially to the temple.  For a detailed examination and analysis of this ceremony, see John E. 
Cort, Jains in the World, 154-7; and Kendall W. Folkert, Scripture and Community: Collected Essays on the 
Jains, ed. by John E. Cort (Atlanta: Scholars Press, 1993), 199.  Another ceremony, known as ¯‡nt„ Kala˜ ("The 
Full Pot of Peace") is also performed by lay members of this sect in Gujarat and utilizes a metal pot.  The ritual 
is conducted for the well-being of all devotees and in particular for the fertility of the couple who is featured in 
the ceremony.  See John E. Cort, Jains in the World, 199-200.  In describing the role of the pÂrıaghaÒa in larger 
artistic and ritual contexts, I am not suggesting that similar devotional acts occurred within Ellora's Jain 
temples.  What I am suggesting is that the importance of this motif as a symbol of abundance, sustenance, and 
fertility is long-standing within the Jain tradition and this may be one reason why the motif is employed to 
such an extent within Ellora's Jain caves. 
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In addition to the pÂrıaghaÒa motif, the rear axial pillars of J18 are carved with life-

sized sculptures of a Jina (Fig. 110).  These images are carved from a matrix of stone left 

intact in front of the pillars.  Thus the T„rthaÔkaras are framed by the pÂrıaghaÒa that is 

carved on the pillar shafts.  This juxtaposition seems to serve as a visual reminder that the 

Jina has left all worldly concerns behind him.  Or, alternatively, the Jina remains 

disengaged from all that occurs around him, including notions of abundance and fecundity 

that are expressed through the motif of the pÂrıaghaÒa.  When viewed in this light, these 

pillar Jinas correspond with the large relief panels of P‡r˜va and GommaÒa who likewise 

remain unaffected by the worldly distractions that surround them.  These latter reliefs are 

carved on the rear wall of J18 and are thus aligned on either side of the axial pillars. 

The inclusion of the T„rthaÔkaras on the rear axial pillars also suggests their role as 

guardians or attendants to the main shrine.  This is more concretely expressed by the 

carving of two additional T„rthaÔkaras on the rear wall of the cave immediately flanking the 

shrine door.  The rear wall Jinas, measuring just under nine feet in height, visually parallel 

the large guardians or bodhisattvas that typically flank the shrine doors in Ellora's Hindu 

and Buddhist caves.  Like their Hindu and Buddhist counterparts, the Jinas stand on 

double-lotus pedestals. 

After passing in between the two axial pillars, the devotee is able to examine the 

details of the shrine doorway.  The entrance into the sanctum of J18 is demarcated by an 

elaborately carved pavilion that presents the shrine room as a separate architectural unit.479  

In its general appearance, the pavilion is similar to the one carved at the entrance into the 

Indra Sabh‡ complex and thus visually serves to highlight a shift in the sanctity of space.  

However, rather than being carved with candra˜‡l‡s containing Jina images, the roof of the 

shrine pavilion features a series of alternating seated and standing T„rthaÔkaras who are 
                                                
479 For a detailed illustration of the shrine doorway of J18, see James Fergusson and James Burgess, The Cave 
Temples of India, plate LXXXIX. 
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enclosed within their own pillared structures.  Seated Jinas are also carved within the 

interior ˜‡kh‡ of the shrine doorway.  Thus the main shrine image is literally encircled by 

smaller replications of itself -- suggesting both the projection of the Jina's image in all 

directions as well as the series of twenty-four T„rthaÔkaras of this world age. 

The presentation of the main shrine image within its own architectural structure is 

enhanced even further by the three steps that lead into this space.  As the devotee enters the 

sanctum, s/he is not only entering deeper into the mountain but also ascending in elevation.  

This is also the case for many of the other Jain excavations at Ellora, as the majority of 

shrine doorways are preceded by one to three rock-cut steps.  The inclusion of stairs 

leading up to the sanctum parallels textual descriptions of the Jina's gandhakuÒ„ within the 

samavasaraıa.  According to southern Digambara texts, such as the ‚dipur‡ıa, ¯r„pur‡ıa, 

and the Merumandarapur‡ıa, a series of steps at each of the cardinal points leads up to the 

central pavilion, or gandhakuÒ„.480  The gandhakuÒ„ itself is supported by three terraces, or 

p„Òhik‡s, which in turn support banners, the eight auspicious symbols (a˘ÒamaÔgala), and 

yak˘as holding dharmacakras.  While yak˘as and other celestials are commonly found in 

the ˜‡kh‡s surrounding Ellora's shrine doorways,481 a squatting yak˘a supporting a cakra 

on his back is carved in the center of the throne base supporting the shrine Jina in J21. 

Of significance, the terraces supporting the gandhakuÒ„ are also featured in three-

dimensional stone and metal sculptures of a Jina's samavasaraıa that were produced in the 

eleventh through eighteenth centuries.  In these sculptures, installed in both ¯vet‡mbara and 

Digambara temples, the various p„Òhik‡s of the celestial assembly hall are depicted in 

                                                
480 ‚dipur‡ıa 23.1-24.  See also T.N. Ramachandran, "TiruparuttikuıÁam and Its Temples," Bulletin of the 
Madras Government Museum vol. 1, pt. 3 (1934), 109. 
481 These include CK 1, CK 3, J18, J19, J20, and J21.  These doorways also exhibit the carved pavilion and 
three steps leading into the sanctum. 
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stepped tiers with the gandhakuÒ„ comprising the top part of the sculpture.482  A miniature 

temple or shrine which contains an image of a seated Jina crowns the structure.  In some 

Digambara examples, only the gandhakuÒ„ is represented.  In these images, the "perfume 

chamber" is composed of three tiers with the top tier supporting a pavilion and an 

enthroned Jina image.  Thus the main shrines in Ellora's Jain caves seem to articulate certain 

architectural features of the gandhakuÒ„ that are more clearly defined in later Digambara 

artistic and textual expressions. 

Upon entering the sanctum of J18, the devotee comes into direct visual and physical 

contact with the main shrine image.  The Jina is carved in high relief from the rear wall of 

the shrine and measures over ten feet in height (Fig. 26).  The scale of the image is 

impressive, especially given the dimensions of the shrine itself (approximately 16' w x 8' d 

x 12' h).  The Jina is portrayed simultaneously as a great ascetic and as a spiritual king.  All 

of the mah‡pr‡tih‡ryas that become visually manifest during the Jina's sermon in the 

samavasaraıa are depicted, including the innovative representation of the celestial shower 

of flowers (surapu˘pasuvÁ˘Òi).  As discussed in Chapter Two, this pr‡tih‡rya is rendered as 

two floating hands suspended above the Jina.  Carved in the palms of these divine hands 

are open rosettes.  While this particular presentation of the surapu˘pasuvÁ˘Òi sets this image 

apart from all others at Ellora, it also thematically ties this sculpture to the shrine imagery of 

J19 and J20, where the samavasaraıa and its assembly of listeners is portrayed more 

concretely. 

It is, however, more than the scale and iconography of the J18 image that points to 

its importance in devotional practices at the site.  Evidence of worship activity conducted 

within the sanctum is suggested by a thick collection of soot on the ceiling of the shrine, 

                                                
482 For illustrations, see U.P. Shah, "Jaina Bronzes from Cambay," Lalit Kal‡ no. 13 (1967), plates XI and XII, 
figs. 1-3; D.R. Bhandarkar, "Jaina Iconography," Indian Antiquary XL (1911): plate 1; and Jyotindra Jain and 
Eberhard Fischer, Jaina Iconography (Leiden: E.J. Brill, 1978), Part One, plate XXXIIIa. 
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most likely from the use of lamps and/or incense.  Lamps and other ritual implements, such 

as trays, water pitchers, bells, and small tables for offerings, may have been placed on the 

rock-cut platforms that are carved on either side of the Jina image.  Moreover, the Jina 

image in J18, like the sculpture in J15, received a new application of plaster and paint in the 

thirteenth century which indicates its continued role in worship activities at the site. 

Reconstructing Medieval Lay PÂj‡  

To date, there has been only limited academic inquiry into medieval Jain lay 

worship.  Its relative neglect in the study of Jainism results from the greater emphasis of 

scholarly works (both past and present) on Jain asceticism.  There have been a number of 

studies, for example, on the devotional activities and codes of behavior for monks and nuns 

with very little reflection on how monastic practices interact or relate to lay devotional 

activities.483  In addition, lay worship practices, especially those directed towards Jain 

deities, have often been viewed in scholarship simply as a "borrowing" from Hindu 

traditions.484  This framework has negatively affected current interpretations of Jina image 

worship as well.  In some studies, the worship of Jina images is considered to be an 

accretion to what is posited as the original, ascetic nature of the religion.485  Though this 

mode of thought still persists in much scholarship today, scholars such as John E. Cort, 

                                                
483 See for example, Colette Caillat, Atonements in the Ancient Ritual of the Jaina Monks (Ahmedabad: L.D. 
Institute of Indology, 1975); William Claassen, Alone in Community: Journeys into Monastic Life Around 
the World (Leavenworth, KS: Forest of Peace Publications, 2000); and Hiralal Jain, Jaina parampara aura 
˜ramana sa¸skÁti (Dilli: Sarada Pablishing Hausa, 2002).  Recent work by John E. Cort, however, attempts to 
rectify such academic divisions in the study of lay and monastic devotional practices in his article, "Singing the 
Glory of Asceticism: Devotion of Asceticism in Jainism," Journal of the American Academy of Religions 70, 
no. 4 (2002): 719-42. 
484 See for example, Padmanabh S. Jaini, The Jaina Path of Purification (Berkeley: California University Press, 
1979), 194; and V.A. Sangave, Jaina Community: A Social Survey (Bombay: Popular Prakashan, 1980), 227.  
Modifications of the "borrowing" hypothesis can also be found in studies of Jain art such as A. Ghosh, ed., 
Jaina Art and Architecture 3 vols. (New Delhi: Bharatiya Jnanpith, 1974) and U.P. Shah Jaina-RÂpa-MaıÛana 
(New Delhi: Abhinav Publications, 1987), where the iconographical forms of Jain goddesses are often 
described as derivative of Hindu imagery. 
485 See for example statements made by M.A. Dhaky in his article "The Jina Image and the Nirgrantha Agamic 
and Hymnic Imagery" in Anna Libera Dallapiccola, ed., Shastric Traditions in Indian Arts (Stuttgart: Steiner, 
1989), 98. 
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Michael Carrithers, Leslie Orr, and Janice Leoshko have contributed to the re-assessment 

of the field by showing that worship practices are and always have been an important 

component in Jainism.486 

Medieval Digambara (and Y‡pan„ya) lay practices have received even less scholarly 

attention, as most research conducted today by and large focuses on ¯vet‡mbara traditions 

and their textual productions.  Moreover, scholars who do address issues of Digambara lay 

activity in medieval India tend to concentrate on its manifestations solely in the south.  

More attention needs to be paid to the textual, epigraphical, and art historical evidence of 

Jain lay activity from southern Maharashtra and northern Karnataka so that we can come to 

a better understanding of how devotional patterns developed and interacted in these 

regions.487  As Ellora is geographically located in the Deccan -- physically between North 

and South India -- future investigations into the ritual and material culture of this region 

would add to our knowledge of the types of worship practices that likely occurred at the 

site. 

Worshipping the Jina at Ellora 

In addition to analyzing the art historical and epigraphical evidence associated with 

Ellora's Jain caves, it is also fruitful to consider descriptions of lay pÂj‡ recorded in texts.  

During the ninth through sixteenth centuries, manuals of Digambara lay practice (known as 

˜r‡vakac‡ras or up‡sak‡dhy‡yanas) were produced in areas in northern India (around 
                                                
486 Though many works could be cited here, the following publications directly address issues regarding the 
privileging of ascetic practices and the view of worship as essentially non-Jain in origin: John E. Cort, "Bhakti 
in the Early Jain Tradition: Understanding Devotional Religion in South Asia," History of Religions 42 
(2002): 59-86; and "Medieval Jaina Goddess Traditions," Numen XXXIV (1983): 235-55.  Michael Carrithers, 
"Jainism and Buddhism as Enduring Historical Streams," Journal of the Anthropological Society of Oxford 21 
(1990): 141-63.  Leslie Orr, "Jain Worship in Medieval Tamil Nadu," in N.K. Wagle and Olle Qvarnstrîm, eds., 
Approaches to Jaina Studies: Philosophy, Logic, Rituals and Symbols (Toronto: University of Toronto Centre 
for South Asian Studies, 1999), 250-74.  Janice Leoshko, "Inside Out?: View of Jain Art," in Olle Qvarnstrîm, 
ed., Jainism and Early Buddhism: Essays in Honor of Padmanabh S. Jaini (Fremont, CA: Asian Humanities 
Press, 2003), 249-67; and "Depicting a Peaceful Victory," Orientations 25 (October 1994): 58-66. 
487 Two exceptions to this lacuna are R.B.P. Singh, Jainism in Early Medieval Karnataka (c. A.D. 500-1200) 
(Delhi: Motilal Banarsidass, 1975); and R.N. Nandi, Religious Institutions and Cults in the Deccan (Delhi: 
Motilal Banarsidass, 1973). 
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Mathur‡), in northern Karnataka (particularly in Dharwar district), and in Tamil Nadu.  

Written for the most part by monks,488 these manuals of lay practice present ideal forms of 

religious behavior and describe lay activities including image worship, the taking of vows, 

gifting, and service to the community.  While it is difficult to determine how closely these 

manuals were followed by the laity, these texts can, nonetheless, serve as a template from 

which to view and consider other types of ritual evidence.  The most important 

˜r‡vak‡c‡ras for this project, as they correspond both geographically and chronologically to 

Ellora's Jain excavations, are Somadeva's Ya˜astilaka (959 CE), C‡muıÛar‡ya's C‡ritras‡ra 

(early eleventh century), and Vasunandin's ¯r‡vakac‡ra (mid-eleventh century).489  

JaÒ‡si¸hanandi's Var‡Ôgacarita, written in northern Karnataka in the seventh century, is 

also an important source on early medieval ritual practice.490  Although this text is not 

technically a ˜r‡vak‡c‡ra, it does describe acts of worship, penitence, and asceticism as it 

follows the spiritual transformation of prince Var‡Ôga.  In a similar vein, Jinasena's 

‚dipur‡ıa (ca. ninth century), contains three chapters which describe the religious stages 

from layman to ascetic and the specific ceremonies and worship practices that accompany 

this spiritual progression.491  As this text has some resonance with representations of the 

samavasaraıa at Ellora (as discussed in Chapter Four), it is an important source to consider 

in reconstructing devotional practices at the site. 

In the medieval ˜r‡vakac‡ras, pÂj‡ is often called „jy‡ or yaj§a (sacrifice) and can 

encompass forms of worship that are conducted towards a Jina image, to munis or ‡c‡ryas, 

to one's parents or elders, and to the doctrine itself.492  In some texts, pÂj‡ can also refer to 
                                                
488 One notable exception is the thirteenth-century author ‚˜‡dhara who appears to have been a layman. 
489 For brief descriptions of these texts and their authors, see Robert Williams, Jaina Yoga: A Survey of the 
Mediaeval ¯r‡vak‡c‡ras (London: Oxford University Press, 1963; reprint Delhi: Motilal Banarsidass, 1983), 
21-26. 
490 For a discussion of the author JaÒ‡si¸hanandi and provenance of the text see A.N. Upadhye, ed., 
Var‡Ôgacarita of JaÒ‡si¸hanandi (Bombay: M‡ıikachandra D. Jaina Grantham‡la, 1938), 8-24. 
491 These are chapters 38, 39, and 40.  According to Robert Williams, these chapters constitute their own 
˜r‡vakac‡ra.  See Robert Williams, Jaina Yoga, 20-21. 
492 Robert Williams, Jaina Yoga, 216. 
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the building of temples and almshouses, the installation of images, and gifting in general 

(d‡na).  Two forms of pÂj‡ are commonly described in these texts: bh‡va pÂj‡ and dravya 

pÂj‡.  Bh‡va pÂj‡ is mental devotion towards the Jina or honored object and can include the 

recitation of hymns and mantras.  This type of worship may be performed in front of a Jina 

sculpture, or the devotee can visualize an image of the T„rthaÔkara.493  Dravya pÂj‡ consists 

of the offering of physical objects such as flowers, fruit, and incense.  This type of worship 

is performed solely by the laity, as Jain ascetics have renounced all possessions and 

therefore are not able to offer physical objects in worship. 

While the number and type of material offerings vary from text to text, by the 

twelfth century, a list of eight to fifteen items was standard.494  Objects to be offered to the 

Jina image include: sandalwood (candana), a whole flower (pu˘pa) or flower garland 

(pu˘pam‡l‡), unbroken rice (ak˘ata), incense (dhÂpa), a lamp (d„pa), a sweet (naivedya), 

fruit (phala), water (jala), two handfuls of loose flowers (pu˘p‡§jali), an oblation of ghee 

(ghÁt‡payas), the ringing of a bell (ghaıÒ‡); sprinkling of water (abhi˘eka); waving of a fly-

whisk (c‡mara); waving of a lamp (‡r‡trika); and sheltering the image with an umbrella 

(chattra).  These offerings, however, are not given directly by the lay devotee, but through 

an officiating priest.  The priest (usually identified as a gÁhasth‡c‡rya)495 takes these objects 

and offers them to the Jina image on behalf of the lay devotee.  This practice contrasts to 

                                                
493 According to Somadeva's Ya˜astilaka, the devotee can visualize the image of the Jina on a piece of birch 
bark, cloth, wooden board, slab of stone, or pile of sand.  Alternatively, the devotee can conjure up a vision in 
the air or in one's heart.  See K.K. Handiqui, Ya˜astilaka and Indian Culture (Sholapur: Jaina Sa¸skÁti 
Sa¸rakshaka Sangha, 1968), 269. 
494 See the list cited from Vasunandin's ¯r‡vak‡c‡ra in Robert Williams, Jaina Yoga, 220.  Today, an eight-
object form of worship is accepted and practiced by both Digambaras and ¯vet‡mbaras.  For a detailed 
examination and analysis of this pÂj‡ for ¯vet‡mbara mÂrtipÂjaka Jains see Lawrence A. Babb, "Giving and 
Giving Up: The Eightfold Worship among ¯vet‡mbar MÂrtipÂjak Jains," Journal of Anthropological Research 
44, no. 1 (Spring 1998): 67-86; and John E. Cort, "MÂrtipÂj‡ in ¯vet‡mbar Jain Temples" in T.N. Madan, ed., 
Religion in India (Delhi: Oxford University Press, 1991), 212-223.  For Digambara practices in Karnataka, see 
John E. Cort, "The Jina as King," in Jayandra Soni, ed., Vasantagauravam: Essays in Jainism Felicitating 
Professor M.D. Vasantha Raj of Mysore (Mumbai: Vakils, Feffer and Simons Ltd., 2001), 27-50. 
495 In medieval epigraphs from Karnataka, the gÁhasth‡c‡rya is responsible for supervising and maintaining 
most religious activities at the temple.  As such, this type of priest is also the recipient of gifts or land grants 
that are to be used for worship activities.  See R.B.P. Singh, Jainism in Early Medieval Karnataka, 49. 
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medieval and contemporary forms of ¯vet‡mbara Jina worship (and worship conducted 

today in northern Digambara temples) where the devotee can enter the shrine and offer 

these objects personally.496  The employment of a priest for worship activities most likely 

occurred at Ellora, however, given the small dimensions of the main shrines (where most 

activity would occur) and its southern Digambara (or possibly Y‡pan„ya) affiliation. 

In the shrines of Ellora's Jain caves, there is some indication of the use of oil lamps, 

as a number of ceilings exhibit damage from soot.497  Whether or not this was from 

devotional practices or from an interest in providing light within the shrine is difficult to 

determine.  Nonetheless, evidence of past physical worship can be discerned from the Jina 

images themselves.  The shrine Jinas in J15, J18, J19, J20, and J21 have been re-plastered 

and painted.  These modifications, most likely undertaken in the thirteenth century,498 may 

have been in an effort to restore the surface of the image after centuries of worship with 

unguents.  The image in J23, for example, exhibits two circular patterns of wear on the 

chest, areas where sandalwood paste may have been applied.  According to Somadeva's 

Ya˜astilaka, Jina images were commonly anointed with various substances, including 

pastes made from sandalwood, aloe, cardamom, clove, and ka¸kola berries.499  

Epigraphical evidence from Karnataka also supports this particular feature of dravya 

pÂj‡.500 

                                                
496 The work of John E. Cort, Caroline Humphrey, James Laidlaw, and Catherine Asher have shown that there 
are many similarities between modern ¯vet‡mbara mÂrtipÂjaka temple worship and modern northern 
Digambara worship. 
497 This is particularly evident in J19 and J20, where paintings are damaged in two concentrated areas on the 
ceiling.  Also, according to Walter Spink, the shrine in J6 contains fragments of wooden pegs which may have 
been used to hang garlands or hold lamps (personal communication). 
498 The extant paintings on the ceiling of the main hall of J21 are typically dated to the thirteenth or fourteenth 
century.  At this time, other renovations were undertaken in this cave as seen in the repainting of the shrine 
doorway and main shrine image. 
499 K.K. Handiqui, Ya˜astilaka and Indian Culture, 270. 
500 R.B.P. Singh, Jainism in Early Medieval Karnataka, 44.  Many of the inscriptions refer to anointing the Jina 
image with ghee (clarified butter). 
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While worship of the Jina image could be performed at any time of day, the 

˜r‡vakac‡ras recommend that lay devotees go to the temple in the morning and evenings.  

Other auspicious times include festival days and days associated with the biographies of the 

Jinas.  A special eight-day worship of the Jina is recorded in a number of texts, including 

the Var‡Ôgacarita and the ‚dipur‡ıa.501  The a˘Ò‡hnika pÂj‡ was performed three times a 

year in the months of Ph‡lguıa (February-March), ‚˘‡Ûha (June-July) and K‡rttika 

(October-November).  Lay devotees not only attended special pÂj‡s during these eight 

days, but also received instruction from members of the monastic community. 

Whether coming to the temple for daily pÂj‡ or for special services during festivals, 

the lay devotee was required to perform certain purifying acts prior to worship.  These acts 

generally consisted of ritual bathing and donning clean clothes.502  Expiatory rites are also 

encouraged so that the devotee is pardoned from any accidental discretions that might occur 

along the way to the temple.503  Another preliminary act of worship is performed in the 

temple grounds and consists of circumambulating the temple (pradak˘ina) -- usually before 

and after conducting dravya pÂj‡.504  Though this may have been difficult in some of 

Ellora's Jain caves, pradak˘ina could have been performed around the monolithic temple in 

the courtyard of the Indra Sabh‡ complex.505 

In addition to describing ideal forms and times of worship, the medieval 

˜r‡vak‡c‡ras also comment on the spiritual and material benefits of devotion.  Articulations 

of the benefits of worship serve an important function in these texts as the T„rthaÔkara is 

                                                
501 Var‡Ôgacarita 15.140 and ‚dipur‡ıa 38.32.  See also R.N. Nandi, Religious Institutions and Cults in the 
Deccan, 37. 
502 For various descriptions of ritual bathing and what this entails, see Robert Williams, Jaina Yoga, 221. 
503 ‚dipur‡ıa 7.275-6; and R.B.P Singh, Jainism in Early Medieval Karnataka, 41. 
504 Var‡Ôgacarita 23.57; and R.B.P Singh, Jainism in Early Medieval Karnataka, 41. 
505 The importance of circumambulation at Ellora is also demonstrated in the design of the modern temple 
built to enshrine the thirteenth-century relief of P‡r˜van‡tha located to the northeast of the main complex of 
caves.  Rock-cut steps are carved into the remaining rock at the back of the structural temple so that devotees can 
perform pradak˘ina around the temple and image simultaneously.  For details regarding this image see Chapter 
Seven. 
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essentially inaccessible to the devotee.  Unlike Hindu deities, the T„rthaÔkara is not present 

within the enshrined image.  As a liberated being, the Jina is disengaged from worldly 

attachments and thus cannot respond to the devotee's actions or requests.  The offering of 

objects to the Jina image is not conceived of as a gift to the T„rthaÔkara in exchange for 

spiritual or material favors, but as an act of renouncing these objects in front of the 

image.506  Thus dravya pÂj‡ can be viewed as an expression of the devotee's desire to 

emulate the Jina by relinquishing such objects.  Seen in this light, the offering of food 

(fruits or sweets) to the image is more of a statement of the devotee's temporary cessation 

of eating -- an act which cultivates ahi¸sa (non-harm) and replicates the spiritual perfection 

of a liberated being. 

Although the Jina is beyond the reach of its devotees and their devotional practices, 

the performance of pÂj‡ is by no means an empty endeavor.  The authors of the 

˜r‡vak‡c‡ras emphasize that participating in temple ritual (and in home pÂj‡) increases the 

merit (puıya) of the lay devotee.  PÂj‡, for the laity, is a means to accumulate good karma 

which will ultimately lead to a better rebirth in the next life.  In the Var‡Ôgacarita, for 

example, JaÒ‡si¸hanandi states that an eight-fold worship of Jina images performed by 

householders and others engaged in worldly activities is effective in cutting the ties of 

sa¸sara.507  Thus, a life-time of worship can guarantee a more spiritual life in the next 

rebirth or end the cycle all together. 

The positive benefits of worship, however, are not just reserved for future rebirths.  

According to a number of ˜r‡vak‡c‡ras, the devotee who venerates the spiritual ideal of the 

Jina through bh‡va and dravya pÂj‡ will attain good physical health, happiness, and victory 

                                                
506 Lawrence A. Babb eloquently describes the nature of worship practices among ¯vet‡mbara mÂrtipÂjaka 
Jains in his book, Absent Lord: Ascetics and Kings in a Jain Ritual Culture (Berkeley: University of California 
Press, 1996). 
507 Var‡Ôgacarita 22.33-37. 
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over one's enemies in this lifetime.508  The recitation of certain mantras at the conclusion of 

worship can have advantageous results as well, ranging from the accumulation of wealth to 

freedom from disease to avoiding or surviving attacks by wild animals.509  In Somadeva's 

Ya˜astilaka, the final stage of dravya pÂj‡ should conclude with a declaration of merit, 

called the pÂj‡phala (literally, "fruits of worship").  Somadeva provides a sample pÂj‡phala 

in his text which exclaims that those who worship at the Jina's feet will attain the highest 

prosperity.510  Although the desire for financial well-being seems to be at odds with the 

devotee's ultimate pursuit of non-attachment and final liberation, the accumulation of wealth 

and its gifting back to the temple and community are important ways to accrue religious 

merit. 

While dravya pÂj‡ plays an important role in the religious life of devotees, it is the 

ritual act of lustration, or abhi˘eka, that defines medieval Digambara Jina worship.  This 

ritual is conducted upon the installation and initial consecration of the shrine image and it is 

performed before daily pÂj‡ rituals.  During the abhi˘eka, water and other auspicious 

liquids such as clarified butter, coconut milk, and the juice of vines, dates, and/or 

sugarcane, are poured over the image by a designated priest called a snapan‡c‡rya.511  After 

a final lustration of water, the Jina image can be dried with a soft cloth and be presented 

with physical offerings such as incense, unbroken rice, fruits, and flowers.512  The 

performance of the abhi˘eka not only purifies the image but in essence replicates the rite of 

                                                
508 R.B.P. Singh, Jainism in Early Medieval Karnataka, 25. 
509 ‚dipur‡ıa 21.231; 7.265; 7.303. 
510 K.K. Handiqui, Ya˜astilaka and Indian Culture, 271-2. 
511 These are some of the fluids identified in medieval accounts such as the Ya˜astilaka.  See K.K. Handiqui, 
Ya˜astilaka and Indian Culture, 270.  The basic form of abhi˘eka performed today by Digambara priests in 
Karnataka is the milk abhi˘eka.  As described by John E. Cort, this ritual includes the successive pouring of 
water, milk, water, yellow sandalwood water, and water over the image.  See his essay, "The Jina as King," 39. 
512 According to the Ya˜astilaka, white chattras, fly-whisks, and mirrors are among the objects used in dravya 
pÂj‡ after the abhi˘eka.  See K.K. Handiqui, Ya˜astilaka and Indian Culture, 271. 



 223 

royal lustration (r‡jy‡bhi˘eka) that is conducted during the consecration of a king.513  It is 

also seen as a re-enactment of the Jina's first bath by Indra on Mt. Meru. 

Although a number of medieval ˜r‡vakac‡ras provide a description of the abhi˘eka, 

the most elaborate and detailed account is found in the seventh-century Var‡Ôgacarita by 

JaÒ‡si¸hanandi.514  According to this text, the water to be used during the ritual should be 

collected by devotees from holy rivers, pilgrimage places (t„rthas), temple wells, fountains, 

or other sources of noted sanctity.  The devotees should themselves be purified prior to the 

ritual through both fasting and bathing, and they should be dressed in white cloth.  Upon 

entering the temple, they should circumambulate the image three times and then proceed to a 

specific hall (abhi˘eka˜‡l‡) where the ritual is to take place.  Although the devotees collect 

and carry the water to the ablution hall, it is the priest who conducts the ritual.  The priest, 

or snapan‡c‡rya, removes the image from the main shrine and places it on a stone pedestal 

in the center of the abhi˘eka˜‡l‡.  After taking a vow of silence and prostrating himself 

before the Jina, the priest pours a continuous stream of water over the image's feet and then 

dries them carefully.  He then utters the Jain mantra "jin‡dibhya sv‡h‡" ("hail to the Jinas 

and other liberated beings").  Afterwards, the priest pours water in a continuous stream 

over the Jina's head (mastak‡bhi˘eka).  This is followed by offerings of flowers, unbroken 

rice, fruit, and sandalwood paste.  The ritual comes to a close when the priest makes a final 

oblation to the Jina and then to the family-deities (gÁhadevat‡s) and the guardians of the 

different directions (dikp‡las).  After the performance of these acts, the priest performs ‡rat„ 

with a lamp, utters a blessing three times, and breaks his vow of silence. 
                                                
513 The pivotal role of the r‡jy‡bhi˘eka in the construction of Hindu kingship in India during the eighth 
through twelfth centuries has been explored by Ronald Inden.  See his essay, "Ritual, Authority, and Cyclic 
Time in Hindu Kingship," in J.F. Richards, ed., Kingship and Authority in South Asia (Madison: South Asian 
Studies, University of Wisconsin-Madison, 1978), 28-73 and Inden's book, Imagining India (Oxford: 
Blackwell Publishers, 1990), 233-9. 
514 Descriptions of the abhi˘eka are found in Chapter 23 of the Var‡Ôgacarita and are discussed in detail in R.N. 
Nandi, Religious Institutions and Cults in the Deccan, 34-7; and R.B.P. Singh, Jainism in Early Medieval 
Karnataka, 42-3.  The following summary of the abhi˘eka ritual is adapted from the analysis of this chapter by 
both of these authors. 
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In addition to textual descriptions of the bathing ceremony, there is ample 

epigraphical and art historical evidence confirming the popularity of the abhi˘eka in 

medieval Jina image worship.  Inscriptions dating from the tenth through twelfth centuries, 

particularly from the Deccan and northern Karnataka, record gifts of land by kings and 

other members of the royal court for the perpetual performance of this ritual.515  Water 

pitchers, tanks, and wells, are also often gifted to a temple in order to facilitate such 

practices.516  The commission of stone pedestals (identified as panivattas) that support the 

Jina image during the abhi˘eka are also recorded.  One such inscription, carved on a 

pedestal from Andhra Pradesh, identifies the R‡˘ÒrakÂÒa king Nityavar˘a Indra III (ca. 914-

29) as the patron of the stone seat.517  This particular panivatta, along with other examples 

dating from the tenth through fourteenth centuries, are essential to the abhi˘eka ritual as 

they are carved with a spout which funnels the oblation water into separate containers 

placed beside or underneath the image. 

Whether or not the abhi˘eka was performed within Ellora's Jain shrines is difficult 

to determine.  The lack of a spout on the throne-base or any type of drainage system within 

the shrine seems to deny such activity.  Even though the image and shrine chamber are 

rock-cut, accommodations could have been made for the dispersal of liquids, as seen in 

many Hindu shrines at the site which have channels cut into the floor to drain the oblations 

offered to the liÔga and yoni.518  Although Ellora's Jain shrines are not equipped with such 

features, this is not to suggest that the abhi˘eka was not performed at all in Ellora's Jain 

caves.  In fact, it appears that this ritual was reserved for the sarvatobhadra images carved 
                                                
515 R.B.P. Singh, Jainism in Early Medieval Karnataka, 43-4. 
516 R.N. Nandi, Religious Institutions and Cults in the Deccan, 32-3. 
517 The pedestal is currently housed in the Government Museum, Chennai.  For an illustration see R. Kannan 
and K. Laksminarayanan, Iconography of the Jain Images in the Government Museum Chennai (Madras), vol. 
XVI, no. 1 (2001), 43; or A. Ghosh, ed., Jaina Art and Architecture, vol. 2, plate 217B.  For the inscription, see 
South Indian Inscriptions vol. IX, pt. 1 (Madras: Printed by the Superintendent, Government Press, 1890-
1912), 36. 
518 Drainage channels are particularly evident in the shrines of the ninth-century caves located up the river 
above Cave 29. 
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in the center of the halls of J18, J4, and in the monolithic temple that precedes the Indra 

Sabh‡ complex.  The base of the sculpture in J18, which is actually all that is left of the 

image, is carved with a spout shaped in the form of a vy‡la's head (Fig. 111).  Fluids could 

pool around the Jina image and funnel out through the vy‡la's mouth.  The image in J4 

which is intact but unfinished (Fig. 8), would have had a similar spout, given the matrix of 

stone at the base of the sculpture. 

The fact that extant stone panivattas were also often carved to support sarvatobhadra 

images also confirms the association between this specific type of sculpture and the 

abhi˘eka ritual.519  Moreover, as the shrine Jinas at Ellora cannot be removed from their 

sanctum and placed in the abhi˘eka˜‡l‡ (as described in the Var‡Ôgacarita), the 

sarvatobhadra images in J18, J4, and in the monolithic temple can be considered as a 

permanent solution for this part of the ritual.  These sculptures, carved in the center of each 

structure, would facilitate circumambulation as well as provide a much better viewing 

(dar˜ana) of the image than if the ceremony were conducted within the confines of the 

sanctum itself. 

Furthermore, the use of sarvatobhadra images in abhi˘eka rituals and their symbolic 

association with the samavasaraıa is attested to in later medieval sculptures of the celestial 

assembly hall.  Three-dimensional metal and stone sculptures of the samavasaraıa are 

typically crowned with a sarvatobhadra image of the Jina.  The use of a four-fold Jina 

sculpture in these works clearly suggests the moment in the samavasaraıa when the Jina's 

image radiates towards the four cardinal directions so that he can be seen by the entire 

assembly.  Thus, Ellora's rock-cut sarvatobhadra images and the temples that surround 

them can be viewed as monumental expressions of this sacred structure.  Of significance, 

                                                
519 The sarvatobhadra images have a cone-shaped base which fits into a well carved in the center of the 
panivatta.  For two illustrations see R. Kannan and K. Laksminarayanan, Iconography of the Jain Images in the 
Government Museum Chennai (Madras), 43-5. 
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the worship of these images can be viewed as re-enactments of devotion to the Jina while 

seated in the samavasaraıa, thereby transforming the devotee into one of the assembly of 

listeners.  This transformation plays an important role in ritual practice as it allows the 

devotee to psychologically project himself or herself into the presence of the Jina.  Though 

the devotee cannot come into direct contact with the T„rthaÔkara, by imagining that s/he is 

witnessing the Jina's first sermon, the devotee is transported into a time when the Jina was 

present and engaged in the world.  Similar forms of mental projection are articulated in later 

Digambara and ¯vet‡mbara manuals of lay practice, where devotees are encouraged to 

visualize the temple as the samavasaraıa and their role as a participant in the divine 

assembly.520 

Concluding Remarks 

The arrangement of sacred space within Ellora's Jain caves not only serves a 

practical function in facilitating devotional activities, but it creates a celestial environment 

from which to encounter the divine.  As the devotee journeys through these excavations, 

s/he is immediately aware of the progression from open courtyards to enclosed shrines, 

from scenes of heaven to realms of the enlightened.  These changes, created and enhanced 

through the art of rock-cut architecture and sculpture, are experienced on a physiological 

level and aid in transporting the devotee from a place of ordinary existence to one of 

cosmological relevance. 

The success of Ellora's Jain caves, particularly in terms of their aesthetic quality and 

ritual efficacy, can be measured through its impact on other monuments.  As the largest 

                                                
520 The conception of temple pÂj‡ as a simulacrum of worship performed at a Jina's samavasaraıa is mentioned 
by the Digambara author ‚˜‡dhara in his S‡g‡radharm‡mÁta (6.10).  This association is further explored by the 
¯vet‡mbara author Ratna˜ekhara in his fifteenth-century text ¯r‡ddhavidhi.  It is also significant to note that 
modern Jain devotion often incorporates psychological projection in its rituals.  For example, during the 
¯vet‡mbara mÂrtipÂjaka Jain ritual celebrating the T„rthaÔkara's first bath, laymen and laywomen imagine that 
they are Indra and Indrani on Mt. Meru.  Their projection as these deities is not only internalized, but acted out 
via role playing and the singing of hymns.  For a full description of this ritual, see Lawrence A. Babb, Absent 
Lord, 70-6. 
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rock-cut Jain t„rtha in the Deccan, the site plays a significant role in the development of Jain 

rock-cut architecture in this region.  In the next chapter, I will examine the complex of Jain 

caves in the village of Ankai, a site located approximately fifty miles from Ellora.  Carved 

in the eleventh and twelfth centuries, these caves exhibit a similar arrangement and 

presentation of sacred space as Ellora's monuments.  At the same time, however, the 

imagery at Ankai reveals significant changes in iconography in comparison to the 

sculptures at Ellora.  What these changes may indicate about artistic and devotional 

practices at the site will be addressed. 

With the excavation of a new site at Ankai, along with a few caves in the 

neighboring environs,521 it is clear that the Jain community had a strong, visible presence 

among the population in southern Maharashtra.  This is also attested to at Ellora itself, as 

the site was expanded in the eleventh through thirteenth centuries.  Residential cells were 

added to the east of the Indra Sabh‡ complex, indicating a more settled lifestyle for the 

mendicants and/or advanced laymen who were responsible for the upkeep of the temples.  

New excavations were carved on the other side of the mountain, while some of the older 

caves, particularly J21, received new pictorial programs.  These developments at the site, 

some of the last examples of Jain rock-cut activity in India, will also be examined in the 

following chapter so that we can see the full extent of what is Ellora. 

                                                
521 These include the caves now called N‡g‡rjuna Kotri and S„t‡'s Nah‡ni in Patna village near Pitalkhora (ca. 
tenth century) and the small caves at Gajpantha near N‡sik (ca. twelfth century). 
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Chapter Seven: Carving a Larger Jain World 

In the ninth and tenth centuries, Ellora's Jain monuments attracted Jain devotees 

from neighboring regions and served as an important ritual center for the site's local 

communities.  However, in order to better understand Ellora's place as a vital temple 

complex in southern Maharashtra, it is helpful to look at its impact on other Jain 

monuments in the region.  In other words, in what ways do Ellora's Jain caves contribute to 

the development of Jain art and practice in this geographical area in the eleventh and twelfth 

centuries?  In this section, I will examine a group of caves located at the village of Ankai.  

While these Jain monuments relate to Ellora in interesting ways, they also reveal significant 

changes in the tradition of rock-cut architecture and in Jain iconography.  In my analysis of 

Ankai's excavations, I will highlight both their architectural features and the lay-out of 

imagery.  I will focus on how images of Jinas and Jain deities are presented at the site and 

what this may reveal about developments and continuities in Jain artistic practices.  

Representations of human worshippers will also be examined in order to see if the caves at 

Ankai reflect similar patterns of donative and/or devotional activity as those encountered at 

Ellora. 

Beyond Ellora: The Jain Excavations at Ankai 

The Jain excavations at Ankai are located approximately fifty miles west of Ellora.  

Though governed and protected by the Archaeological Survey of India, the site does not 

attract Jain pilgrims or tourists, nor is it considered today to be an important Jain t„rtha.522  

This being the case, comparisons of this site to the larger complex of Jain caves at Ellora 

have never been conducted.  However, as we shall see in this section, there are some 

                                                
522 For example, the caves at Ankai are not included in the section on Jain sites in Maharashtra in Kurt Titze, et. 
al., Jainism: A Pictorial Guide to the Religion of Non-Violence (Delhi: Motilal Banarsidass, 1998).  In 
addition, Cave 2 at Ankai now serves as a Hindu place of worship. 
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compelling similarities between Ankai and Ellora.  Also of interest, is the impact that 

Ankai's excavations appear to have had on later renovations and additions at Ellora.  

Indeed, the visual ties between these sites seem to indicate a sustained form of artistic and 

devotional contact in the eleventh and twelfth centuries. 

The caves at Ankai, also known as Ankai-Tankai, have been noted and described in 

late nineteenth-century British accounts523 but have received very little scholarly attention 

today.  Even in the most recent work on India's Jain caves, Bh‡rata k„ jaina guph‡en 

(1997), Ankai's monuments do not receive new treatment, but follow previously published 

descriptions.524  Moreover, all of these accounts fail to describe the complex in its entirety, 

enumerating only seven Jain excavations at the site.  In my examinations of Ankai, 

however, I found that there are in actuality ten Jain caves, a small cistern, and a partially 

excavated water tank. 

The Jain monuments at Ankai are carved mid-way up the mountain ridge that 

overlooks the village (Fig. 112).  Access to the caves is provided by a dirt path and by a 

stairwell that has been constructed to link the village to a late medieval fort that crowns the 

top of the ridge further west of the caves.525  The first eight caves, numbered from west to 

east, are excavated as a group along the southern face of the hill, while Caves 9 and 10 are 

located at a somewhat lower level.  The cistern is excavated to the right of Cave 1 while the 

larger water tank is carved in front of Cave 9. 
                                                
523 The earliest account of Ankai is recorded by Dr. Gibson and published in John Wilson, "Memoir on the 
Cave-Temples and Monasteries, and other Ancient Buddhist, Brahmanical, and Jaina Remains of Western 
India," Journal of the Bombay Branch of the Royal Asiatic Society 3, pt. 2 (1850): 69-71.  In this account, Dr. 
Gibson identifies the Jina images as sculptures of the Buddha.  The most extensive description of the caves is 
in James Fergusson and James Burgess, The Cave Temples of India (London: W.H. Allen, 1880; reprint New 
Delhi: Munshiram Manoharlal Publishers, 2000), 505-8.  A supplementary account, with plans of Caves 2, 3, 
and 4, is found in James Burgess, Report on the Elura Cave Temples and the Brahmanical and Jaina Caves in 
Western India.  Archaeological Survey of Western India, vol. 5. 1877-80 (London: TrÅbner & Co., 1883; reprint 
Varanasi: Indological Book House, 1970), 58-9. 
524 Harihar Sinha, Bh‡rata k„ jaina guph‡en (Varanasi: P‡r˜van‡tha Vidy‡p„Òha, 1997), 42-4.  In addition, the 
Jain caves at Ankai are not included in A. Ghosh, Jaina Art and Architecture 3 vols. (New Delhi: Bharatiya 
Jnanpith, 1974). 
525 Suggestions for restoring the stairwell at Ankai are recorded in the Progress Report of the Archaeological 
Survey of India, Western Circle (Bombay: Government Central Press, 1920), 51. 
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The caves at Ankai vary in their state of preservation.  A number of the caves 

exhibit extensive damage to their facades.  This is particularly true for Caves 6 and 10 

which are today reconstructed with masonry walls.  Though damaged, the architectural 

components of Ankai's caves -- which include a veranda, main hall, and shrine -- can still 

be discerned and examined.526  In terms of the size of these excavations, their dimensions 

are quite similar to those of Ellora's J19 and J20.  The verandas measure approximately 

eight feet deep while the main halls of the caves are twenty to twenty-five feet square.  The 

caves at Ankai are also carved with a small antechamber or vestibule that precedes the main 

shrine.  As most of the caves at Ellora do not feature this architectural element, its inclusion 

at Ankai may be based on the growing importance of the antechamber in medieval 

structural Digambara temples.527 

Indeed, it is the structural aspects emphasized in Ankai's cave-temples that 

differentiates them visually from Ellora's Jain monuments.  For example, the double-storied 

Cave 2 (Fig. 113) and the neighboring Cave 3 (Fig. 114) are carved with a pierced-screen 

facade.528  The carving of this element creates a new aesthetic for the Jain cave-temple as it 

masks the cave's interior, making the monument appear more massive and structural in 

form.  In fact, pierced screens can be found on the exteriors of some early medieval Jain 

and Hindu structural temples further south at B‡d‡m„ and PaÒÒaÛakal.  Thus the artists at 

Ankai appear to have been using both the structural temple and the rock-cut monument as 

their models for these excavations. 

In addition, the caves at Ankai are carved with a sizable plinth which adds height to 

the facade of the monuments.  In Cave 3, this plinth is carved with a series of alternating 

balusters and elephants, much like those forming the base of J10, J15, and J4 at Ellora.  
                                                
526 The only exception is Cave 5 which does not have a sanctum. 
527 The association between the antechamber and the structural temple may also be seen at Ellora as the 
monolithic ChoÒ‡ Kail‡sa has a substantial antechamber. 
528 Cave 7 may have also exhibited this element, though it is too damaged to be certain. 
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Fragments of an elephant balustrade have also been found amongst the rubble at Ankai and 

these sculptures are currently placed in front of Cave 6.  The elevation of Ankai's 

monuments is further emphasized through rock-cut stairs that lead up to the entrance into 

each cave. 

Although Ankai's verandas exhibit similar dimensions to those carved in J19 and 

J20 at Ellora, they nonetheless articulate space in a slightly different way.  All of the 

verandas are closed off from the main hall of the temple (Fig. 115).  Rather than having a 

low railing which separates the veranda from the maıÛapa (as seen in the majority of 

Ellora's Jain caves) a solid wall is kept intact at Ankai to completely isolate these spaces.  

With this design, one cannot see into the main hall from the veranda.  Moreover, access into 

the main hall is strictly controlled by a single entrance.  At Ankai, much attention is 

lavished on the doorway leading into the maıÛapa.  This can be seen in the number of 

˜‡khas that frame the entrance, as well as the elaborate candra˜‡l‡ that precedes it.  The 

amount of imagery that is carved on either side of the doorway, particularly a series of 

seated, Jain deities, is yet another feature that parallels structural temple design during this 

time period.529 

While the veranda is presented as a separate architectural unit, the main halls of 

Ankai's excavations are similar in lay-out to Ellora's Jain monuments.  Like the ninth-

century caves, the space within the main hall is articulated by two to four rock-cut pillars.  

The pillars at Ankai, however, are more slender in form than those at Ellora.  Nonetheless, 

some of the caves feature pillars with the pÂrıaghaÒa motif that is used extensively at Ellora.  

Other motifs carved on the pillar shafts at Ankai include: twisting vines, a scroll pattern, a 

series of rosettes enclosed in a diamond shape, a k„rttimukha, multi-armed yak˘„s, and/or a 

                                                
529 In the Jain temples at Deogarh and Khajuraho, for example, multi-limbed Jain goddesses occupy a 
prominent place around doorways and on the exterior of the monuments. 
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bell suspended by a chain.530  In addition, the pillars at Ankai are crowned by large figural 

brackets depicting yak˘as or gaıas.  While these are similar to the playful yak˘as 

supporting the roof eaves of Ellora's J4, the figures at Ankai are multi-armed.  Another 

element found at both sites is a large, open lotus carved on the ceiling.531 

Carved in the center of the rear wall of Ankai's excavations is the shrine room.  Like 

the veranda, the shrine is demarcated as a separate architectural unit through both the 

antechamber and the multiple ˜‡khas that surround the doorway.  The ˜‡khas, and the 

heavy lintel seemingly supported by these elements, present the shrine as its own pavilion, 

much like the sanctums at Ellora.  The dimensions of the shrine rooms at Ankai are similar 

to those at Ellora as well, typically measuring seven to thirteen feet square.  And, like the 

ninth-century monuments, Ankai's sanctums were designed to house an image of a 

T„rthaÔkara. 

Here is where the similarities end, however, as the shrines at Ankai do not contain 

an image of an enthroned Jina, but an empty rock-cut seat (Fig. 116).  The base of the seats 

(still intact in Caves 2, 3, 4, 6, 7, and 8) are two-tiered and measure approximately three feet 

in height.  They are not decorated with any motifs but they are carved with a tall, oval 

backing which extends to the ceiling of the sanctum.  The back of the seat, which is also 

undecorated, may have served as a framing device for a stone or metal Jina image that 

included an elaborate parikara.  Indeed, the design of these stone seats suggests that Ankai's 

shrines originally housed loose sculptures.532  In fact, a number of Jina images still remain 

                                                
530 The latter motif is a common feature found on pillars and pilasters of Digambara temples dating to the tenth 
through twelfth centuries.  A striking example of the bell motif can be found in the remains of the Ghantai 
("Bell") temple at Khajuraho. 
531 At Ankai, the lotus is found in Caves 1, 2, and 3. 
532 It is also important to note that the seats do not exhibit any type of damage, so it seems unlikely that images 
originally carved with the seats have been subsequently cut out.  The employment of loose images is also 
mentioned in the early accounts of Ankai.  According to Dr. Gibson, the shrine image of Cave 3 was displaced 
from its throne.  See his account in John Wilson, "Memoir on the Cave-Temples and Monasteries," 70.  
Fergusson and Burgess found this image in a pit carved in the floor of the shrine.  See The Cave Temples of 
India, 507-8. 
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at the site and are stored within Cave 3.  These and other representations of Jinas at Ankai 

will be discussed in a separate section in this chapter. 

The decision to house loose Jina sculptures not only imitates artistic and devotional 

practices more commonly associated with structural temples, but it may also indicate the 

importance of the abhi˘eka ritual at this site.  As discussed in the previous chapter, the ritual 

lustration of the Jina image often involved a portable sculpture that could be moved from 

the shrine to the abhi˘eka˜‡l‡.  The employment of loose images in Ankai's shrines may be 

an adaptation for this particular ritual.  Water for the lustration of the Jina images could be 

collected from either the cistern or the large tank in front of Cave 9.  In addition, the rock-

cut seats in Caves 3 and 6 are carved in the center of the sanctum, thereby facilitating 

circumambulation -- an important part of the abhi˘eka ritual and southern Digambara pÂj‡ 

in general. 

Although there are no shrine Jina images in situ to compare with Ellora's Jain 

monuments, there are carvings of Jinas and Jain deities in the verandas and main halls, not 

to mention the loose sculptures housed in Cave 3.  First, I will examine images of Jain 

deities at Ankai as these sculptures exhibit direct ties to Ellora.  This analysis will be 

followed by a detailed look at Ankai's Jina images and their unique iconographical features.  

Though these images exhibit significant differences in comparison to Ellora's ninth and 

tenth-century T„rthaÔkaras, interestingly they have a great deal in common with some of the 

later images carved at that site. 

Jain Deities at Ankai 

The most concrete evidence demonstrating an artistic dialogue between Ellora's Jain 

caves and the excavations at Ankai is the inclusion and presentation of the yak˘a/yak˘„ 

couple.  This particular pair of deities, who appear in almost every excavation at Ellora, are 

carved in two caves at Ankai: Caves 2 and 3.  In both cases, the deities are carved facing 
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each other at opposite ends of the veranda (Figs. 117-120).  The yak˘a is located to the 

viewer's left upon entering this space, just as he is at Ellora.  The yak˘„ takes her position at 

the right end of the veranda.  In the double-storied Cave 2, the yak˘„ is carved adjacent to a 

flight of stairs that leads to the upper-level excavation.  In terms of their location, size, and 

presentation, the deities at Ankai are nearly identical to the yak˘a/yak˘„ couple in Ellora's 

cave-temples, specifically the sculptures in J18, J19, and J20. 

The yak˘a/yak˘„ pair at Ankai are just over-life-sized.  They are seated on their 

respective v‡hanas, the elephant and the lion.  The deities sit on their mounts in a rigid 

frontal pose which adds to their monumentality.  The position of their legs, with the proper 

left knee bent and supported by the head of the v‡hana is identical to the sculptures carved 

in J18.  The v‡hanas in Cave 2 face forward, towards the viewer, in much the same fashion 

as Ellora's sculptures.  In Cave 3, the elephant has sustained considerable damage, though 

the curve of its trunk indicates that it is rendered in profile.  The lion supporting the yak˘„ in 

Cave 3 faces forward as the one in Cave 2, however, here it raises its right paw as if to 

strike out -- a gesture that is also carved in the veranda image of Ellora's J25.  Similar 

felines are carved on the exterior of Cave 2 at Ankai (Fig. 113).  These sculptures call to 

mind the numerous lions found on the roof tops of Ellora's Hindu monuments, such as the 

maıÛapa of the Kail‡san‡tha temple. 

As in Ellora's images, the deities at Ankai are heavily ornamented.  They wear tiered 

crowns, earrings, necklaces, armlets, and anklets.  The yak˘a in Cave 2 wears a beaded 

yaj§opav„ta much like Ellora's Jain deities and the yak˘as found in some of the site's Hindu 

and Buddhist caves.  All of the images are carved with halos, the size and shape varying in 

each sculpture.  The most ornate examples are in Cave 2 as they are carved with pointed 

rays that emanate from the center of the disc. 
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The identification of Ankai's yak˘a/yak˘„ pair as the same deities at Ellora is 

confirmed by the attributes they hold and by the attendants who flank them.  The better 

preserved yak˘a in Cave 2, for example, grasps a mongoose-skin purse in his proper left 

hand (Fig. 117).  The rendering of this attribute is a bit awkward, however, as the end of 

the bag is carved above the deity's knee, causing it to appear more like a cornucopia than a 

purse heavy with coins.  The proper right hand of the yak˘a is broken, but it appears to 

have rested on his right knee.  Another interesting feature of the Cave 2 yak˘a is that this 

image is a loose sculpture.  While the elephant v‡hana is carved from the floor of the 

veranda, the yak˘a above is carved from a separate stone.  Nonetheless, this sculpture is 

carved in such a way to fit precisely under the makara-toraıa and banyan leaves that are 

carved from the cave wall.  Thus, this sculpture does not appear to be a later replacement, 

but a work that is integrated with its surrounding elements.  The employment of a loose 

sculpture in this case may reflect similar practices conducted within Ankai's shrines. 

The yak˘„ in Caves 2 and 3 holds a branch of mangoes in her proper right hand.  

However, rather than presenting the fruit to the viewer, as at Ellora, the branch is held low 

by her right knee.  A small child sits upon her left knee and is supported by her left arm.  In 

both caves, the yak˘„ is surrounded by a number of attendants.  These include female 

c‡maradharas, female devotees, and a male figure with a club who is seated upon a bull or 

horse.533  Of significance, the yak˘„s at Ankai also include the sn‡taka/brahmin that appears 

in at least twelve reliefs at Ellora (Fig. 121).  The inclusion and presentation of this figure, 

with his beard and moustache, long hair, and single chattra, ties Ankai to Ellora as there are 

no other yak˘„ images in India that depict this individual. 

Although the frontality, seated posture, and attributes of the yak˘a/yak˘„ pair 

associate these carvings with Ellora's deities in J18, the inclusion of elaborate makara-

                                                
533 The inclusion of the male rider is unique to this relief at Ankai. 
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toraıas demonstrate that Ankai's artists were also aware of the sculptures in J19, J20, J24, 

and J26.  Like the yak˘a/yak˘„ pair in these caves, the deities at Ankai are framed by two 

pilasters which support a makara-toraıa.  The toraıa carved over the yak˘as at Ankai 

undulate in a similar manner as Ellora's elements and culminate in three pendants over the 

deity's head.  The toraıa over Ankai's yak˘„s is rendered slightly differently however, as it 

exhibits a greater amount of undulation and features a vy‡la's head in the center of the 

garland.  The rendering of the toraıas in Ankai's yak˘„ images appears to be particular to 

southern artistic traditions, as similar elements can be found over loose sculptures of deities 

produced in northern Karnataka in the eleventh and twelfth-centuries. 

Though Ankai's imagery relates closely to Ellora's sculptures, a significant 

difference can be seen in the treatment of the caityavÁk˘a, or tree, that is typically associated 

with these beings.  Rather than having a large canopy overhead, Ankai's deities are 

crowned with limited presentations of foliage.  The leaves of the banyan tree, identifiable 

through their star-shaped clusters, are carved in a small horizontal panel above Ankai's 

yak˘as while individual bunches of mangoes are presented in a singular row above the 

yak˘„s.  The reduced role of the tree in the presentation of these figures seems to minimize 

their identification as yak˘as (nature spirits) and present them more as independent Jain 

deities.  This is demonstrated through the small Jina images that are carved in the center of 

the foliage.  In addition, lay devotees are carved on top of the framing pilasters as well as in 

the upper corners of the reliefs, indicating the important role of these deities in lay pÂj‡. 

Another distinguishing feature of Ankai's sculptures is found in the yak˘„ relief in 

Cave 3.  On the floor of the veranda in front of the deity's lion mount is a square matrix of 

rock that is carved with a pair of footprints (Fig. 122).  Known in later Jain art as a p‡duk‡, 

such sculptures of footprints are carved and worshipped as representations of important 
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religious figures.534  These can include the T„rthaÔkaras, their disciples, the Jina's parents, 

or other important ascetics or teachers (both past and present).  While the majority of India's 

p‡duk‡s date from the seventeenth to nineteenth centuries, there is a pair of footprints of the 

Jain saint Bhadrab‡hu on Candragiri hill at ¯ravaıa BeÎgoÎa.  Bhadrab‡hu is an important 

figure within southern Digambara Jainism as he is thought to have established a Jain 

community at ¯ravaıa BeÎgoÎa in the third century BCE.535  The p‡duk‡, which likely dates 

between the ninth and eleventh century, is carved inside a giant boulder, now identified as 

Bhadrab‡hu's cave.  An eleventh-century inscription inside the boulder-cave indicates that a 

devotee named Jinacandra bowed at the feet of ¯r„ Bhadrab‡hu.536  There are no other 

images within the excavation and it is clear that the p‡duk‡ was the central object of 

worship. 

At least seven other early medieval p‡duk‡s can be found among the hills of 

¯ravaıa BeÎgoÎa.537  Some of these are accompanied by an inscription which assists in our 

understanding of how these images functioned at this time.  The majority of these 

sculptures appear to memorialize the ritual death (sallekhana) of Digambara practitioners at 

the site.  A number of these individuals are identified via the inscriptions as a monk or nun.  

Thus the sculpture at Ankai may represent an important local mendicant, possibly even the 

founder of the community at the site.  Alternatively, given its association with the yak˘„ 

relief, the p‡duk‡ may represent the Jina Nemin‡tha -- the T„rthaÔkara who is presided over 

                                                
534 Jack C. Laughlin, "The P‡duk‡ in Jain Art and History," Jinama§jari 31/1 (2005): 23-35. 
535 According to Digambaras, Bhadrab‡hu predicted a twelve-year famine in North India and led a group of 
monks to ¯ravaıa BeÎgoÎa.  He was accompanied by the great emperor Candragupta Maurya who abdicated his 
throne and became a disciple.  When the ascetics of this group returned to the north, they discovered that the 
communities there had developed lax practices, including the wearing of a single piece of cloth.  This practice, 
along with the recension of sacred texts at the council of Pataliputra, were rejected by Bhadrab‡hu's saÔgha and 
eventually led to a division of two major sects in Jainism: ¯vet‡mbaras and Digambaras.  Epigraphical 
evidence for Bhadrab‡hu's migration is found at the site itself, however, this record was carved in the seventh 
century. 
536 Hampa Nagarajaiah, Opulent Candragiri (SravaıabeÎagoÎa: S.D.J.M.I. Managing Committee, 2001), 6. 
537 S. Settar, Inviting Death: Indian Attitude towards the Ritual Death (Leiden: E.J. Brill, 1989), 189-90 and 
plates xviia, xviib, xviiia and xviiib. 
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by this yak˘„ in later art and literature.  Although the exact meaning of the p‡duk‡ at Ankai 

is unclear, its inclusion seems to tie the site to artistic and devotional activities that were 

being conducted further south.  Thus Ankai may have served as a crossroads between the 

Digambara sites of ¯ravaıa BeÎgoÎa and Ellora. 

Other Contexts and Roles for Ankai's  Jain Deities 

While the yak˘a/yak˘„ pair are the only large-scale sculptures of Jain deities carved 

at the site, images of other gods and goddesses can be found on pillars and on doorways.  

One of the main hall pillars in Cave 1, for example, is carved with a series of four-armed 

goddesses (Fig. 123).  The deities are carved around the circumference of the pillar at about 

eye-level.  The goddesses are presented in a seated posture and hold various attributes, 

including an elephant goad, rosary, and a citron.  Some make the gesture of giving (varada 

mudr‡).  The goddesses are also flanked by female attendants who hold offerings.  Some of 

the offerings appear to be pots of coins or food and thus emphasize the role of these deities 

as bestowers of well-being.  The presentation of females holding pots also relates these 

images to the yak˘„s carved on the veranda pillars of Ellora's J18 who hold similar 

offerings. 

Jain deities are also found flanking the entranceway into Caves 1 (Fig. 124) and 4.  

These figures are presented vertically on the central projecting ˜‡khas on each side of the 

door.  Both males and females are depicted and they appear to be individualized as each one 

holds a different object and their seated positions vary.  Though slightly abraded, there are a 

total of six deities.  All are carved within their own pillared structure, bringing to mind the 

presentation of such figures on the exterior of structural temples, such as at Deogarh and 

Khajuraho.  Even though Ankai's figures are quite small in comparison, they nonetheless 

seem to serve similar apotropaic and auspicious functions for the temple. 
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Celestials are also carved within the ˜‡khas at the base of Ankai's doorways.  The 

majority of figures in this location are females who twist and turn in interesting poses 

within the confines of the architectural element (Fig. 125).538  Some are presented in profile, 

while others look over their shoulders coyly.  Many have their legs crossed at the ankles or 

raise one knee.  Given their energetic poses and mudr‡s, it appears that these figures are 

dancing.  In fact, carved in the center of this group on each side of the doorway to Cave 1 is 

a male figure who is also in the midst of a rhythmic dance (Fig. 126).  Two other dancing 

males are included in the program of Cave 2, however, these figures occupy the outer 

˜‡khas of the doorway (Fig. 127).  In essence, the male figures appear to be either joining 

or leading this dance ensemble. 

While these figures can be seen as celebratory deities -- welcoming the devotee into 

the space of the main hall -- they can also perhaps be interpreted as a dancing Indra and his 

entourage of celestial females.  If this is the case, then the conception of the samavasaraıa 

(and Indra's participation in it) may have had some role in the creation and design of 

Ankai's caves.  This possibility is further suggested in the rendering of a large lotus 

blossom on the ceiling of Cave 3.  Unlike the lotuses on the ceilings of Caves 1 and 2, the 

blossom in Cave 3 is carved with celestials (Fig. 128).  The second ring of petals from the 

center of the flower is filled with dancing figures, both male and female.  Some of the 

celestials are depicted with musical instruments, particularly drums.  The third ring of petals 

also presents a series of figures.  Some are standing, some are dancing, and others are 

depicted on animals such as a lion, bull, or elephant.  Given their poses and v‡hanas, the 

figures in these concentric rings may represent members of the Jain assembly who are 

making their way to the samavasaraıa. 

                                                
538 The female celestials, or apsar‡s, are found on the maıÛapa doorways of Caves 1, 2, 4, and 6. 
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That the lotus and its rings of divinities symbolically represents a procession to the 

samavasaraıa is also supported by figures carved just outside this relief.  The lotus in Cave 

3 is inscribed within a square frame.  Carved in each of the four corners of this frame is a 

dancing male figure.  In three of the images, the male figure is flanked by attendants, 

suggesting his superior status.  Some of the figures are depicted playing a drum, possibly a 

mÁÛaÔgam.  If we can identify the main figures as Indra, then we are indeed watching a 

procession of devotees to a Jina's samavasaraıa.  In fact, one of the petals on the outer ring 

of the lotus appears to depict a Jina seated within a pillared pavilion. 

Whether or not we can definitively identify the doorway and ceiling elements as 

imagery associated with the samavasaraıa, it is clear that we have a number of celebratory 

celestials in these locations.  While dancing deities are presented at the entrance to Ankai's 

cave-temples, they are not featured on the doorways into the main shrines.  Of significance, 

the central figures carved on the shrine doorways appear to be human devotees in acts of 

homage. 

Out of the ten caves at Ankai, only two have shrine doors that are completely 

finished.  Nonetheless, these two examples, found in Caves 1 and 6, present us with a 

different sculptural program than that carved at the entrances to these monuments.  The 

doorway to the shrine of Cave 1, for example, is comprised of four ˜‡khas and a central 

projecting pilaster (Fig. 129).  Rather than being carved with yak˘„s or yak˘as, the pilasters 

retain their columnar, architectural form and are decorated with various motifs, including 

the pÂrıaghaÒa.  Carved at the base of each pilaster is a single, standing male (Figs. 130 and 

131).  Each figure is heavily ornamented with large circular earrings, numerous beaded 

necklaces, a garland, jeweled lower garment, and thick anklets.  Though similar in general 

appearance, the males are differentiated through their crowns.  The figure on the left side of 

the shrine door wears a coiled, conical crown while the figure on the right is adorned with 



 241 

headgear that flares out at the top.  Rather than striking a pose, the male figures stand at 

ease in a gentle tribhaÔga stance.  Each holds two offerings: a seethaphal, a fruit that grows 

in abundance in southern Maharashtra; and a long-stemmed lotus. 

The figures that are carved on the adjacent ˜‡khas are also different from those 

found on the maıÛapa doorway.  Instead of the energetic, dancing females, we find 

sculptures of standing men and women.  The female figures are carved closest to the shrine 

door, occupying a position that is typically reserved for representations of the river 

goddesses.  The male figures are carved on the outer ˜‡khas of the doorway.  Whether 

these figures represent celestials or humans is difficult to determine, however, they do not 

hold any offerings nor are they depicted in dance poses.  Instead, they make gestures of 

abhaya and varada mudr‡. 

Clearer examples of human devotees at the threshold to the shrine are found in Cave 

6.  Carved on the left central projection of the doorway is a single, male figure (Fig. 132).  

Unlike the two males that we just examined, this figure has long hair that is tied up in a 

bun.  He has a moustache and beard, and is adorned with a double-stranded necklace, 

armlets, anklets, and a beaded yaj§opav„ta.  He stands in a tribhaÔga pose and has his palms 

placed together in a§jali mudr‡.  An identical figure appears on the right projection of the 

doorway, however, in this relief, he is accompanied by a female (Fig. 133).  She wears her 

hair coiled up on top of her head and is adorned with earrings, a pearl necklace, and a 

beaded skirt.  In her proper right hand is a lotus.539 

Carved beneath each of these representations is an inscription.  The inscriptions are 

written in a devan‡gar„ script, but apart from that, very little information can be gleaned 

from them due to their abraded state.  Given their length, they might serve as labels to the 

                                                
539 The fact that these are human individuals is emphasized by the inclusion of celestials in the outer most 
˜‡khas flanking these central projections.  Here we find a yak˘a holding an enormous mongoose-skin purse over 
his head, as well as a four-armed goddess. 
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images, perhaps identifying the figures as patrons.  Though this evidence is not conclusive 

in any way, the presence of a few human devotees, particularly in such an important place 

within the cave-temple, allows us to consider the practitioners' role in the creation and use 

of these monuments. 

Of course, whether that role is actual or constructed cannot be determined.  If 

constructed, then these human worshippers function in many ways like the humans 

depicted in Ellora's samavasaraıas: they represent the Jina's ideal devotees.  These figures, 

however, can only be viewed as part of a samavasaraıa program if considered with the 

imagery carved at the entrances to Ankai's monuments.  Rather than presenting the audience 

hall vertically on either side of the shrine (as we have seen at Ellora), at Ankai, the 

individual sections containing celestial and human devotees are depicted across the cave-

temple via the two doorways.  This would enhance the worshipper's experience of the 

temple itself as a samavasaraıa, as s/he would join Indra's procession at the entrance to the 

monument and then proceed further into the cave to the spot designated for human 

devotees, i.e. at the threshold of the shrine. 

Carving the Jina at Ankai 

Although Ankai's shrines remain empty, we can examine other carvings of Jinas in 

order to see how the T„rthaÔkara is presented at the site.  There are a total of six Jina reliefs 

still in situ at Ankai; two in Cave 3 and four in Cave 5.  There are also fragments of stone 

sculptures stored inside Cave 3.  In addition, three sculptures from the site are currently 

housed at the Prince of Wales Museum in Mumbai.  I will start my examination with Cave 

5 as this excavation not only has the largest number of Jina images but it also has the only 

image of GommaÒa at the site. 

On the back wall of the veranda, flanking the entrance into Cave 5, is a relief of the 

Jain saint GommaÒa and an unidentified standing Jina.  The image of GommaÒa is carved to 
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the left of the doorway and measures approximately five feet in height (Fig. 134).  Though 

damaged, the vines that encircle the legs of the figure are still visible, as are the flanking 

females who assist in removing the creepers.  Small seated devotees, a male and a female, 

are carved in the lower corners of the relief.  Just above these figures are shallow carvings 

of animals.  Unlike the sculptures of GommaÒa at AihoÎe, B‡d‡m„, Ellora, Hallur, and 

¯ravaıa BeÎgoÎa, the animals represented in Ankai's relief do not include the standard cobra 

emerging out of an anthill.540  Instead, we find a water buffalo (on the right) and a carving 

of a cobra and mongoose (on the left).  Though mortal enemies in nature, the cobra and 

mongoose are brought together here in peace to witness GommaÒa's attainment of 

kevalaj§‡na.  Thus, rather than following earlier visual models, the artists at Ankai seem to 

present their own version or knowledge of this narrative which included these specific 

animals.  In fact, another relief, featuring a monkey in adoration of a Jina, is carved to the 

left of the GommaÒa image.  The scene presented here is not recorded in any textual or 

visual sources that I am aware of and thus may relate to another local legend or story. 

Carved on the right side of the doorway and thus visually paired with GommaÒa is a 

standing Jina (Fig. 135).  Though not identifiable as P‡r˜van‡tha, the inclusion of a 

T„rthaÔkara in opposition to GommaÒa has some resonance with the lay-out of imagery at 

Ellora and Hallur.  The Jina is the same height as GommaÒa and is carved in a similar 

rectangular recessed niche.  Like the GommaÒa panel, the Jina has two small devotees 

carved in the lower corners.  The damaged figure on the right appears to have been 

venerating the Jina in a standing position, much like the advanced laymen carved in Ellora's 

J25 and J22.  The figure in the left corner is seated and performs the gesture of a§jali 

mudr‡. 

                                                
540 Cobras slinking out of anthills at GommaÒa's feet are also described in Jinasena's ‚dipur‡ıa 36.107-109.  
However, it should be noted that a few of Ellora's GommaÒa images include other animals, such as deer and/or 
antelope. 
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In addition to these reliefs, the main hall of Cave 5 contains two seated Jinas (Fig. 

136).  One of the sculptures is carved on the left wall while the other is located in the center 

of the rear wall.  As this excavation lacks a sanctum, it can be assumed that the latter Jina 

served as the main image for worship.  The Jina is seated on a lion-throne that features a 

cakra rendered in profile in the center of the throne base (Fig. 137).  At either end of the 

base are the Jina's ˜‡sanadevat‡s.  Given the condition of the sculpture, it is difficult to 

identify the deities, however, the female figure appears to hold a club and an elephant goad.  

Thus, at Ankai, we see a greater interest in presenting the enthroned Jina with his specific 

attendant deities. 

Out of the six Jina reliefs at Ankai, only two can be identified with some certainty: 

the Jina P‡r˜van‡tha and the Jina ¯‡ntin‡tha.  Both are carved flanking the antechamber of 

Cave 3 (Fig. 138).  The relief of P‡r˜van‡tha, on the right side of the antechamber, depicts 

the Jina with his serpent canopy.  Padm‡vat„ stands to his proper right.  Similar to the 

P‡r˜van‡tha in Ellora's ChoÒ‡ Kail‡sa, this relief seems to present an abbreviated form of 

the demonic attack on this Jina.  Carved above P‡r˜va's head are two figures who hold their 

arms up towards the ceiling.  Their open palms support oblong-shaped boulders which they 

intend to throw at the meditating Jina.  Carved in the lower right corner of the panel is an 

elaborately ornamented male figure who makes a gesture of homage.541 

On the left side of the antechamber in Cave 3 is a richly carved image of the Jina 

¯‡ntin‡tha.  Stylistically, it appears to have been carved sometime after the relief of P‡r˜va, 

perhaps in the late twelfth century.  Its identification as the sixteenth Jina is based solely on 

the small deer or antelope carved in the center of the Jina's pedestal.  However, carved 

above the deer is a cakra, an element which is often combined with the deer on a number of 

post-Gupta-period Jina images.  Thus, this motif may not necessarily serve as the Jina's 
                                                
541 The inclusion of a solitary male, rather than a royal couple, follows the convention of P‡r˜va attack scenes 
found in the Jain caves at AihoÎe and B‡d‡m„. 
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l‡§chana.  Nonetheless, it is interesting to note that a tenth-century inscribed image of 

¯‡ntin‡tha is found at Ellora.  These two sculptures may reflect an emerging regional 

interest in this particular Jina. 

Adding to the complexities of the iconography of Ankai's Jina images is the curious 

fact that all of the T„rthaÔkaras are depicted with snail-shell curls that culminate in long 

strands of hair upon their shoulders.  This attribute -- which generally designates images of 

Ë˘abha and GommaÒa -- is even found on the site's P‡r˜va and ¯‡nti sculptures.  The 

sculptures currently housed in the Prince of Wales Museum also demonstrate this 

peculiarity (Figs. 139-141).  This is quite interesting as the museum pieces are stone 

trit„rthikas -- sculptures that depict a central Jina flanked by two T„rthaÔkaras.  As it is 

highly unlikely that these sculptures represent three Ë˘abhan‡thas, the attribute of long hair 

must simply be understood as a standard element for all Jinas produced at this site. 

Another interesting feature of Ankai's Jina images is the reduced role of 

c‡maradharas and other attendant figures.  For example, in the main image of Cave 5, the 

fly-whisk attendants are reduced to small figures that appear above the shoulders of the 

enthroned T„rthaÔkara (Fig. 137).  This presentation contrasts greatly to Ellora's Jina 

images which are typically flanked by a number of attendants.  In fact, the majority of Jinas 

at Ankai, including the loose sculptures, depict a central Jina flanked by other T„rthaÔkaras.  

For example, in Cave 3, the image of ¯‡ntin‡tha has two c‡maradharas by his feet but is 

also presented with two larger standing P‡r˜van‡thas.  The relief on the left wall of Cave 5 

depicts an enthroned Jina flanked by an unidentifiable standing and seated T„rthaÔkara.542 

Of significance, the main image carved on the rear wall of Cave 5 may have 

originally been presented in a similar fashion.  A long rock-cut shelf, or altar, extends 

across the entire back wall of the cave at the height of the image.  Thus it is possible that 

                                                
542 The attendant Jinas are carved only on the right side of the central image as the left side is unfinished. 
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loose sculptures of the Jina were set up here next to the main mÂrti.  Fragments of standing 

and seated Jinas are stored in Cave 3 and given their size, they would easily fit upon this 

rock-cut altar.  Thus the original presentation of this rock-cut image may have shown the 

Jina as being flanked by other T„rthaÔkaras. 

In addition to the trit„rthika presentation of the Jina, another interesting feature that 

is found on three of Ankai's Jina images is a pair of elephants that are carved above the 

triple chattra.543  Each elephant holds a water vessel in its trunk and is in the process of 

pouring its contents over the head of the Jina.  While such imagery can be found on seventh 

and eighth-century Hindu images, particularly those of Gaja-Lak˘m„, this motif and its 

obvious reference to the abhi˘eka is not commonly found on Jina images until the late tenth 

or eleventh century.  Elephants with vessels -- or simply holding up their trunks in 

veneration of the Jina -- seem to have been a popular element on T„rthaÔkara images from 

northern Digambara sites such as Deogarh and Khajuraho.  Of significance, this motif does 

not seem to be popular in medieval images produced in South India.  

Another element that is typically associated with northern Digambara imagery is the 

inclusion of a ˜r„vatsa on the chest of all of Ankai's Jinas.  The ˜r„vatsa is carved in the 

shape of a diamond just as those found adorning Jina images from Deogarh and 

Khajuraho.  The inclusion of this auspicious symbol is quite surprising at Ankai, as it is 

rarely found on images produced in the Deccan or further south.544  Thus it appears that 

northern artistic traditions also played an important part in the creation of this site.  Contact 

with Digambara sites further north may explain the interest in trit„rthikas at Ankai as this 

type of imagery can be found along the outer walls of Deogarh's temples 15, 16 and 24A 

                                                
543 This is found above the image of ¯‡ntin‡tha in Cave 3 and on two of the steles from the Prince of Wales 
Museum. 
544 Moreover, the few southern images that have ˜r„vatsas typically exhibit them on their proper right pectoral 
area, not centered on their chests.  For illustrations, see Pratapaditya Pal, ed., The Peaceful Liberators: Jain Art 
from India (Los Angeles: Los Angeles County Museum of Art, 1994), 156, cat. no. 43; and C. Sivaramamurti, 
Panorama of Jain Art: South India (New Delhi: The Times of India, 1983), 21, plates 14 and 16. 
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and in loose sculptures at Khajuraho.545  In addition, contact with these sites may help 

explain the long hair found on Ankai's Jinas, as Ë˘abhan‡tha was the most popular Jina 

carved at Deogarh and Khajuraho.546  A final bit of evidence that also supports artistic and 

devotional interactions with northern Digambara sites is the seated posture of Ankai's Jinas.  

Rather than being presented in ardhapadm‡sana, the half-lotus posture seen in Ellora's Jinas 

and in other images produced in the Deccan, the T„rthaÔkaras at Ankai are in strict 

padm‡sana with the soles of both feet exposed on the top of the thighs.  This is also the 

seated posture for Jinas at Deogarh and Khajuraho. 

Evidence of both northern and southern artistic interactions at Ankai highlight the 

unique position of this site at the geographical crossroads of Digambara devotional activity.  

Lay pilgrims coming from the north, perhaps initially coming to Ellora, may have also 

stopped at Ankai and then preceded south to ¯ravaıa BeÎgoÎa.  This contact, fueled by 

pilgrimage practices, has also left its mark at Ellora.  In the eleventh through thirteenth 

century, additional excavations were carved at Ellora to accommodate the visits of lay 

devotees and to permanently house prominent members of Ellora's monastic community.  

In the next two sections, I will examine the changes that took place at Ellora in order to 

understand its final flourish as an important Jain ritual center. 

Ellora Revisited: The Eleventh through Thirteenth Centuries 

As Ellora attracted more and more pilgrims, specific modifications were made to the 

site to accommodate this influx of devotees.  A new series of excavations were carved to 

the northeast of the main complex while some of the site's older caves and imagery received 

new coats of plaster and paint.  The artistic activity lavished on Ellora during the eleventh 
                                                
545 Klaus Bruhn, The Jina Images of Deogarh (Leiden: E.J. Brill, 1969), 97-8, 156-8, 167-8; and M.N.P. Tiwari, 
Khajur‡ho k‡ jain pur‡tatva (Khajuraho: S‡hÂ ¯‡nti Pras‡d Jain Kal‡ Sa¸grah‡lya, 1987), plates 26 and 41.  
These sites also feature dvit„rthikas. 
546 M.N.P. Tiwari, Elements of Jaina Iconography (Varanasi: Indological Book House, 1983), 33 and n.2.  At 
Deogarh, early medieval images of this T„rthaÔkara have lateral strands of hair but lack the bull l‡§chana, just as 
at Ankai. 
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through thirteenth centuries indicates a strong Jain presence in southern Maharashtra; a 

presence that fully participated in expanding the site and solidifying its position as a 

prominent Digambara (and/or Y‡pan„ya) t„rtha. 

At the outset of this renewed period of excavation activity, a few small residential 

cells were created to permanently house important members of Ellora's monastic 

community.  As discussed in Chapter Five, by the medieval period, Jain mendicants often 

gave up their peripatetic lifestyle to live in settlements near temple complexes.  This 

arrangement necessarily encouraged greater interaction between the lay and monastic 

communities.  As such, the temple complex not only served as a place of worship, but as a 

place for monastic instruction.  The modifications made to the site, especially in terms of 

imagery, reveal this new agenda. 

Carved to the east of the Indra Sabh‡ complex is a series of five residential cells 

(Figs. 142 and 143).  The cells are joined together by a small entrance area, with two cells 

aligned along the left wall and three across the back.  Extant blocks of stone and the 

remains of a constructed wall precede the entrance courtyard indicating that a structural 

building was erected in front of the cells at some point after their excavation.  Though no 

longer extant, this structural building may have served as an up‡˜ray (a communal hall used 

by mendicants) or as the residence for a high-powered bhaÒÒ‡raka. 

The dimensions of the excavated cells slightly differ, with the smallest measuring 

approximately five feet square.  The largest space, located in the cell to the far right, 

measures thirteen feet across at its widest point.  All of the cells are roughly carved out and 

their walls do not contain any traces of plaster or pigment.  Nonetheless, with the exception 

of the largest room, there are Jina images carved in the cells.  Given the small dimensions 

of these spaces, their location at a slight distance from the main caves, and the fact that most 

contain images, these cells may have been used by Ellora's mendicants for meditation, for 
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sleeping quarters, and/or for the performance of bh‡va pÂj‡.  At the same time, however, 

these spaces indicate that this permanent community was quite small. 

There are a total of seven Jinas within these spaces, the majority carved along the 

back wall of the cells.  Of significance, we find Jinas seated in padm‡sana and with 

diamond-shaped ˜r„vatsas on their chests.  As Ellora's ninth and tenth-century Jinas are not 

carved with these features, the images in the site's residential cells may have been carved by 

artists who were working at Ankai and/or the Digambara Jain complexes at Khajuraho and 

Deogarh.  Alternatively, the presentation of the Jina in this manner may be linked to 

northern patrons who traveled from one of these sites to Ellora.  Also suggestive of this 

connection is the fact that four of these Jina sculptures are trit„rthikas. 

The largest and best preserved trit„rthika is found in the third cell from the left.  The 

sculpture presents an enthroned P‡r˜van‡tha (Fig. 144).  The Jina is seated on a si¸h‡sana 

which is carved with a winged figure in its central compartment.  This is a bit unusual as a 

garuÛa-type cognizance is not typically used to designate a Jina, but an attendant yak˘a or 

yak˘„.547  The Jina P‡r˜van‡tha is further supported on an elaborate open lotus which is 

carved above the throne base.  Flanking the central P‡r˜va are two standing unidentifiable 

Jinas.  At the feet of these Jinas are P‡r˜van‡tha's ˜‡sanadevat‡s: a corpulent yak˘a and the 

goddess Padm‡vat„.  The identification of the ˜‡sanadev„ is clear as she holds an elephant 

goad, a club or cobra, and a citron -- attributes commonly associated with this goddess in 

medieval imagery.548  Moreover, a single cobra-hood extends over her head. 

Though presented with his specific ˜‡sanadevat‡s, the image of P‡r˜van‡tha is also 

depicted with a separate sculpture of Ellora's yak˘„.  This figure, measuring two feet in 

height, is carved to the left of the P‡r˜va trit„rthika and presents the goddess with her well-

                                                
547 For example, the over-life-sized relief of the goddess Cakre˜var„ in the pratol„ of the ChoÒ‡ Kail‡sa is carved 
with a winged figure beneath her seat. 
548 U.P. Shah, Jaina-RÂpa-MaıÛana (New Delhi: Abhinav Publications, 1987), 266-84. 
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known attributes: the lion v‡hana, a small child on her lap, a mango tree, and the 

sn‡tika/brahmin who holds a particularly long parasol (Fig. 145).  Thus, even with the 

growing popularity of the ˜‡sanadevat‡s, the yak˘„ still plays an important role in Ellora's 

late excavations. 

The other three trit„rthikas in the residential cells also depict a central seated Jina 

flanked by standing T„rthaÔkaras.  While one of the sculptures is too abraded to reveal any 

significant features,549 the remaining two are in fairly good condition.  The sculpture carved 

in the back wall of the first cell is identifiable as the Jina Ë˘abhan‡tha as the figure is 

presented with long hair and with the bull l‡§chana (Fig. 146).  The relief measures just 

under two feet in height and presents the T„rthaÔkara in padm‡sana upon an oval cushion.  

His flanking attendants include a pair of standing Jinas which have small seated Jinas 

carved above them.  The presentation of both standing and seated attendant Jinas coincides 

with the carving found on the left wall of Cave 5 at Ankai. 

Also related to Ankai's imagery is the trit„rthika carved in the fourth cell.  This relief 

is the largest sculpture within the residential complex measuring approximately four feet in 

height.  Like the previously discussed relief, a central Jina is flanked by both standing and 

seated T„rthaÔkaras (Fig. 147).  As the throne base is abraded, it is difficult to ascertain 

whether or not the image included ˜‡sanadevat‡s.  Nonetheless, the Jina is also attended by 

two small garland bearers that hover above his shoulders.  Carved above the Jina and 

flanking the triple chattra is a presentation of the elephant-abhi˘eka, much like that 

encountered in Ankai's trit„rthika images and in sculptures from Khajurajo and Deogarh.  

Further substantiating ties to northern sites and/or artistic productions is the treatment of the 

foliage that emerges from the triple chattra and frames the face of the central Jina.  The 

                                                
549 This image is carved on the left wall of the fourth residential cell.  Only an outline of the figures and their 
triple chattras is extant. 
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foliage, representing the Jina's caityavÁk˘a, is rendered as long, curling palm fronds and is 

nearly identical to carvings found in many of the Jina images at Deogarh. 

Carved adjacent to this sculpture on the right wall of the cell is another Jina relief 

that is presented with this specific type of caityavÁk˘a.  However, rather than being a 

trit„rthika, this sculpture presents all twenty-four T„rthaÔkaras (Fig.148).  Depictions of the 

twenty-four spiritual teachers (caturvi¸˜atik‡) became common in metal imagery produced 

in the eleventh century, in both North and South India.  Exhibiting a similar arrangement of 

figures as these metal altarpieces, Ellora's relief depicts a large, seated Jina who is 

surrounded by twenty-four standing and seated T„rthaÔkaras.550  As in many caturvi¸˜atik‡ 

sculptures, the central Jina is the first T„rthaÔkara, Ë˘abhan‡tha -- identifiable through his 

long hair and bull l‡§chana.  Thus he is presented as the source or foundation of the series 

of Jinas that surround him.  The interest in presenting all twenty-four Jinas during this 

period is also encountered in a modification made to Ellora's J13.  The Jinas are carved on a 

large section of stone above the entrance to the cave -- an area which was left unadorned in 

the ninth and tenth centuries.  There are a total of seventeen Jinas in this relief, though it 

seems clear that twenty-four were originally attended.551 

The Jina Ë˘abhan‡tha is also featured in another sculpture within the site's 

residential cells.  Carved in the second cell of the complex is a roughly executed relief of 

Ë˘abha surrounded by devotees (Fig.149).  The devotees gather in front of the Jina's throne 

and are carved on either side of the figure.  Some are depicted standing while others are 

seated.  Many have their backs to the viewer as they gaze up at the Jina.  Crowning the 

T„rthaÔkara is a circular section of stone, most likely reserved for the carving of the a˜oka 

                                                
550 The depiction of twenty-four is a bit unusual.  Most caturvi¸˜atik‡s depict a central figure surrounded by 
twenty-three Jinas for a total of twenty-four (not twenty-five). 
551 The figures are carved along the right side of the slab of stone in order to reserve space for a lengthy 
inscription at the left.  The inscription is still visible but unfortunately illegible.  To my knowledge, this 
inscription has not been previously noted by scholars. 
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tree and its foliage.  While it is difficult to identify this relief specifically as a samavasaraıa 

(given the lack of visible detail), it does show the Jina amongst a crowd of worshippers. 

While three out of the seven Jinas carved within the residential cells feature 

Ë˘abhan‡tha, the Jina P‡r˜van‡tha still occupies a prominent position at the site.  He is 

presented not only as the central image in a trit„rthika, but also as an independent figure 

within the residences.  Such a sculpture is carved next to the caturvi¸˜atik‡ relief discussed 

above.  In the image of P‡r˜va, measuring almost two feet in height, the Jina is depicted in 

isolation -- without attendants or an entourage of attacking demons (Fig. 150).  He sits on a 

simple cushion in padm‡sana, is sheltered by a canopy of five cobra hoods, and has a 

˜r„vatsa on his chest. 552  Interestingly, there are no other attributes such as a triple chattra or 

halo.  Of significance, similar isolated presentations of the T„rthaÔkara are carved and 

painted in J21.  These images are located in niches above doorways and in random areas 

along the side walls that were left free of imagery in the ninth and tenth centuries.  

However, in these additions, the painted and sculpted P‡r˜vas are not seated in padm‡sana 

nor do they exhibit a ˜r„vatsa.  Thus, they seem to indicate another phase of artistic interest 

at the site that was not so heavily dominated by northern artistic traditions and/or by the 

work occurring at Ankai.  This other phase can be dated to the thirteenth century as an 

inscribed image of an over-life-sized P‡r˜van‡tha provides a date of 1234/5 CE. 

Ellora's  Last Phase of Activity 

Located to the northeast of the main complex of caves is a series of five 

excavations.  Numbered by JosÇ Pereira as caves J27-J31,553 these works present some 

interesting changes in both the lay-out and types of imagery carved at the site.  The impetus 

                                                
552 Although images of P‡r˜va typically have seven cobra-hoods, images with five also occur.  For example, the 
reliefs of the attack on P‡r˜va at AihoÎe and B‡d‡m„ present the Jina with a five serpent canopy.  See also 
Pratapaditya Pal, ed., The Peaceful Liberators, 162, cat. no. 48. 
553 JosÇ Pereira, Monolithic Jinas: The Iconography of the Jain Temples of Ellora (Delhi: Motilal Banarsidass, 
1977), 172-4. 
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for carving additional cave-temples on the other side of the mountain seems to have been 

fueled by the creation of a sixteen-foot-high relief sculpture of P‡r˜van‡tha (Fig. 151).  

This image, which is currently enshrined within a modern temple, depicts the Jina on an 

elaborate si¸h‡sana.  The Jina is seated in ardhapadm‡sana with his hands placed in 

dhyana mudr‡.  Sheltering the Jina is a canopy of nine cobra hoods.  His hair is rendered in 

tight snail-shell curls and his extended earlobes are quite prominent.  The sculpture of 

P‡r˜va differs from the eleventh and twelfth century images in two significant ways: it 

lacks a ˜r„vatsa and the Jina is surrounded by both attendant deities and by devoted lay 

members. 

The deities are carved directly next to P‡r˜va and can be identified as his 

˜‡sanadevat‡s, Dharaıendra and Padm‡vat„ (Figs. 152 and 153).  Both are depicted as 

standing, four-armed figures.  The deity Dharaıendra is on the viewer's left when looking 

at the relief.  He holds a rosary, long-stemmed lotus, a cobra and a citron.  Padm‡vat„ is on 

the right and she holds similar attributes which include a rosary, club, elephant goad, and a 

citron.  Neither deity has a cobra-hood over their head, however, they wear elaborate 

headgear which contains a small seated Jina.  They are also depicted with an oval halo. 

Carved on either side of P‡r˜va's throne base, next to the T„rthaÔkara's knees, are 

two male lay devotees.  Both are depicted with elaborate, beaded jewelry, a yaj§opav„ta, and 

short hair.  They have their hands pressed together in a§jali mudr‡ and in between their 

palms is a rosary.  They are seated in an adaptation of the padm‡sana pose with their knees 

splayed out and their ankles crossed in front of them.  A similar male devotee appears next 

to the ˜‡sanadeva Dharaıendra, however, this figure has long hair and a beard. 

Two more lay devotees are carved at P‡r˜va's throne base (Fig. 154).  They flank 

the central compartment of the throne which depicts a wheel rendered in profile.  Here we 

find a lay couple, with the female on the right.  They are ornamented slightly differently 
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from the other figures.  Rather than sporting beaded necklaces and yaj§opav„tas, they wear 

a broad, flat band around their necks.  They are also adorned with large, circular earrings.  

However, they are seated in a nearly identical posture as the others and they hold a rosary 

in the palms of their hands which are also placed together in veneration.  The entire relief 

panel of P‡r˜va and his human and celestial devotees is flanked by a pair of colossal 

standing males who hold a jar or abhi˘eka vessel in both hands. 

The sculpture of the Jina P‡r˜van‡tha also contains a lengthy donative inscription 

that is carved along the cushion of the throne base.  Interestingly, this epigraph flanks a 

smaller image of P‡r˜va and two miniature devotees that are carved just above the wheel 

motif on the throne.  While this small image may represent the patron and his wife, the 

dedication itself is concerned with the colossal sculpture of the Jina.  The Sanskrit record 

reads as follows:554 
 
svasti ˜r„ ˜‡ke 1156 jayasamvatsare 
˜r„varddhan‡pura ... jabh‡ ... ... jani r‡ıugi˛ | 
tatputro mh‡lugi˛555 svarıı‡ vallabho jagatopy abhÂt || 1|| 
t‡bhy‡¸ vabhÂvu˜ catv‡ra˛ putr‡˜ cakre˜var‡daya˛ | 
mukhya˜ cakre˜varas te˘u d‡nadharmaguıottara˛ ||2|| 
caitya¸ ˜r„p‡r˜van‡thasya girau c‡raıasevite | 
cakre˜varosÁjad d‡n‡d dhÁt‡hut„¸ ca karmaı‡¸ ||3|| 
bahÂni viv‡ni (?) jine˜var‡ı‡¸ mah‡nti tenaiva viracya sarvata˛ | 
˜r„c‡raı‡drir gamita˛ sut„rthat‡¸ kail‡sabhÂbhÁd bharatena yadvat ||4|| 
dharmmaikamÂrti˛ sthira˜uddhadÁ˘ÒirhÁdyo sat„ vallabhakalpavÁk˘a˛ | 
utpadyate nirmaladharmap‡la˜ cakre˜vara˛ paÔcamacakrap‡ıi˛ ||5|| 
˜ubha¸bhavatu 
ph‡lguıa trit„y‡¸ budhe 

(1)  Hail!  In the year 1156 in the ¯‡ka era (1234/5 CE), in the year which is 
[named] Jaya, R‡nugi was born in Varddhan‡pura.  His son was G‡lugi; [G‡lugi's] 
wife was Svarııa, [beloved] to the world. 

(2)  From those two, four sons were born: Cakre˜vara and the rest.  Among them, 
Cakre˜vara was the best; [his] foremost quality was his duty in giving. 

                                                
554 This transliteration and translation is a modified version of the published inscription in James Burgess and 
Bhagwanlal Indraji, Inscriptions from the Cave-Temples of Western India with Descriptive Notes, &c.,. 
(Archaeological Survey of India, 1881; reprint Delhi: Indian India 1976), 99-100. 
555 In his translation, BÅhler cites the name as G‡lugi. 
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(3)  From his generosity, Cakre˜vara commissioned an image of P‡r˜van‡tha on the 
mountain that is inhabited by c‡raıas (levitating sages)556 and [an] oblation of 
karma was made. 

(4)  Having made many large [images] of the lordly Jinas everywhere, [Cakre˜vara] 
approached c‡raıa hill as a holy pilgrimage place in the same way that Bharata 
[approached] Mt. Kail‡sa. 

(5)  [This] unique image of dharma -- steadfast, pure, dear to his faithful wife, 
[generous] as a wish-fulfilling tree, Cakre˜vara becomes a protector of the dharma 
which is pure; the fifth Cakrap‡ıi. 

Let virtue prevail! 

Ph‡lguıa (month of February or March) the 3rd, Wednesday. 

There is a lot of information that can be gleaned here, both about the patron and the 

perception of the site at this time.  The donor's name is Cakre˜vara, literally "Lord of the 

Wheel" -- a name that can have royal associations as the wheel is seen as an emblem of 

kingship and power.  It also has a religious connotation, as one who is "Lord of the Wheel" 

is also one who has mastered religious doctrine.  This can be seen in the name of the 

twenty-second Jina, Nemin‡tha, "Lord of the Wheel Rim," i.e., one who expounds 

religious discourse.  The name of the donor is also the masculine version of Cakre˜var„, the 

appellation of an important Jain goddess in the medieval period and one that is depicted in a 

few images at the site.557 

In the epigraph, Cakre˜vara is also identified as a protector of the faith; a fifth 

Cakrap‡ıi.  The name Cakrap‡ıi ("wheel-handed") is typically used in association with the 

Hindu god Vi˘ıu, but its use here may be a pun on the patron's name, "Lord of the 

Wheel".558  Thus Cakre˜vara is characterized as a staunch defender of Jainism just as Vi˘ıu 

                                                
556 While c‡raıa literally means "wandering", K.V. Soundara Rajan suggests that it connotes "levitation."  See 
his essay, "R‡˘ÒrakÂÒas of MaÎkheÛ: Upper Variation, Phase I," in Michael W. Meister and M.A. Dhaky, eds., 
Encyclopedia of Indian Temple Architecture. South India, Upper Dr‡viÛade˜a: Early Phase AD 550-1075 
(Delhi: AIIS & University of Pennsylvania Press, 1986), 124. 
557 Images of Cakre˜var„ are found, for example, within the main shrine of the ChoÒ‡ Kail‡sa, in the pratol„ 
preceding this temple, and in J20A. 
558 This was suggested to me by John Cort in a personal communication. 
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(in his four forms)559 defends his followers.  Thus Cakre˜vara is the fifth Cakrap‡ıi.560  In 

addition, the inscription highlights Cakre˜vara's liberality which is comparable to that of a 

kalpavÁk˘a -- a wish-fulfilling tree.  In fact, in the inscription, Cakre˜vara is credited not 

only for the large P‡r˜va sculpture, but for a number of Jina images.  He may have 

commissioned some of the carvings in the other excavations of this period and/or even 

loose sculptures found at the site.  For example, a stone image was found within the main 

hall of the ChoÒ‡ Kail‡sa in the nineteenth century.561  Although the whereabouts of this 

sculpture today remains unknown, records indicate that it was inscribed with the date of 

1247 CE and that the donor was a man from Varddhan‡pura, the same town mentioned in 

Cakre˜vara's inscription.  Unfortunately, the location of Varddhan‡pura has not been 

identified by scholars. 

The inscription also states that Cakre˜vara came to Ellora which was then 

considered to be a holy t„rtha; a sacred place for pilgrimage that was comparable to Mt. 

Kail‡sa in the Himalayas.  The site itself is referred to as C‡raı‡dri -- mountain or hill of 

the C‡raıas (i.e., sages who levitate).  This appellation seems to suggest that Ellora's 

monastic community was well known for cultivating supernatural powers through 

advanced techniques of meditation.  While stories of monks and miraculous feats permeate 

medieval narrative literature, such acts are rarely depicted in art.  In fact, the only examples 

that I am aware of that depict flying or levitating monks date to the pre-KÂ˘‡ıa period.  

According to Sonya Rhie Quintanilla, who has examined these early sculptures, "the 

[monks'] ability to perform supernatural feats may have been impressive to the laity, for it 

                                                
559 According to the Pa§caratra school of Vai˘ıava thought there are four principal emanations of Vi˘ıu.  These 
are: V‡sudeva (supreme form); Aniruddha (creative aspects); Pradyumna (aspects of preservation); and 
Samkar˘aıa (destructive aspects). 
560 An alternative meaning could be that Cakrap‡ıi is a gloss for Cakravartin which would then suggest that 
Cakre˜vara is the Cakravartin of the fifth [era]. 
561 James Burgess, The Rock Temples of Elura or Verul (Bombay, 1877; republished as A Guide to Elura Cave 
Temples. Hyderabad: The Nizam's Government, 1929), 49.  See also JosÇ Pereira, Monolithic Jinas, 93. 
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exhibited the efficacy of their practices and the morality of the monks themselves."562  

Given the name of the site in Cakre˜vara's inscription, it appears that the lay communities 

viewed Ellora's monks in a similar light. 

In Ellora's latest excavations, there are only three sculptures that can be examined 

for their portrayal of ascetic life.  In all three cases, the sculptures present a monk in the act 

of teaching.  Two of the reliefs, measuring just over three feet in height, are located in front 

of the cave-temple numbered J30 (Figs. 155 and 156).  Both sculptures present a seated 

‡c‡rya who makes the gesture of teaching with his proper right hand.  A more elaborate 

presentation of a teaching ‡c‡rya is unfortunately no longer at the site, however, it is 

documented in JosÇ Pereira's book and in a photograph at the AIIS Center for Art & 

Archaeology in Gurgaon.563  This sculpture, which was originally located directly across 

from the pair of ‡c‡ryas, depicts the teacher surrounded by at least four lay devotees, two 

male and two female (Fig. 157).  The ‡c‡rya sits in ardhapadm‡sana upon a cushion which 

is supported by a throne or pedestal.  Carved in the center of the base is a seated Jina.  This 

addition seems to designate this figure as a superior monk in comparison to the other two 

‡c‡ryas just discussed.  In this sculpture, the ‡c‡rya raises his proper right hand in a gesture 

of teaching while holding a manuscript in his left hand.  While a scene of monastic 

instruction is carved in Ellora's Indra Sabh‡ complex, these thirteenth-century images are 

more powerful displays of this activity.  Given their size and location in front of the temple, 

these sculptures underscore the role of monks in expounding the doctrine to the laity. 

While these sculptures present Ellora's monks as propagators of the faith, curiously, 

there are no images of mendicants shown in devotion to the Jina.  Monks are not found at 

the feet or throne base of a T„rthaÔkara, nor are there any representations of nuns or 
                                                
562 Sonya Rhie Quintanilla, "Closer to Heaven than the Gods: Jain Monks in the Art of Pre-Kushan Mathura," 
Marg 52/3 (March 2001): 62. 
563 JosÇ Pereira, Monolithic Jinas, 175.  The negative no. for the AIIS photo is 76-7.  The sculpture may have 
been destroyed when concrete steps were added in front of the monument. 
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advanced laymen in these late carvings.  Instead, what we find are numerous images of 

wealthy individuals, mostly men, who literally dominate these excavations.  For example, in 

J30 -- which appears to have been the main architectural space for ritual activity -- there are 

six representations of ornamented devotees carved on pillars, pilasters, and on the side 

walls of the cave (Figs. 158 and 159).  In terms of the ornamentation and postures of the 

devotees, they are nearly identical to the laymen carved on either side of the colossal 

P‡r˜van‡tha.  However, rather than being presented in adoration of a Jina or Jain deity, 

these figures are presented in a§jali mudr‡ by themselves.  The separation of the devotees 

from the object(s) of their adoration makes it appear that they are venerating the worshipper 

who has entered into this space.  Thus an entirely different aesthetic is created in these 

excavations. 

The focus on individual figures in acts of isolated devotion is further accentuated by 

the fact that there are relatively few Jina images presented in this space.  Apart from the 

main shrine image, which is now replaced by a modern sculpture, niches in the side walls 

of J30 indicate that only a few Jinas were originally housed here.  Given the rock-cut 

throne bases and parikara arches incised on the walls, the main hall of the cave would not 

have held more than four images (Fig. 160).  Thus, rather than creating a celestial 

environment teeming with Jinas and Jain deities, the thirteenth-century excavations present 

a world dominated by lay individuals, most likely influential lay members such as 

Cakre˜vara. 

The visual emphasis on the laity's role in creating these monuments and in 

supporting Jainism at the site can also be seen in the imagery carved outside the temple 

(Fig. 161).  Although the facade of J30 has been replaced by a concrete structure, two rock-

cut guardians still remain intact.  These figures, like the males flanking the colossal 

P‡r˜van‡tha, are not dv‡rap‡las per se, as they do not hold clubs, swords, and/or fly-
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whisks that are the typical attributes of such beings.  Instead, they hold a jar or vessel in 

their two hands.  While these jars may represent the elixir of immortality and/or notions of 

sustenance and well-being, they also make reference to the abhi˘eka ritual.  By including 

these figures at the entrance to the temple, or flanking the colossal image of P‡r˜va, the 

devotee is reminded of his/her participation in that rite, as lay devotees are responsible for 

collecting the water for lustration.  The fact that the abhi˘eka continued to play a prominent 

part in devotional activities at the site is further suggested by the carving of a sarvatobhadra 

image on the roof of this temple. 

In addition to the laity's role in ritual activities, their function as preservers and 

protectors of the faith are also highlighted in these excavations.  For example, carved on 

either side of J30 are life-sized rock-cut elephants (Figs. 162 and 163).  Unlike the 

pachyderm carved in the courtyard of the Indra Sabh‡, these animals do not refer to Indra's 

vehicle or a terrestrial realm within the Jain cosmos.  Instead they serve as part of a bastion 

to protect the temple.  Carved underneath the belly of each elephant are three to four 

soldiers.  They are presented in the same garments as the figures with the jars on the 

exterior of the temple, however, here each figure holds a long shield and sword.  The 

inclusion of such figures and their caparisoned elephants contributes to the notion of the 

temple as a space in need of protection.  It also characterizes the layman as a steadfast 

defender of Jainism. 

The interest in martial imagery in this particular excavation may have been 

influenced in part by work being conducted six miles away at Daulat‡b‡d.  During the 

thirteenth century, a large fort, a few Hindu and Jain temples, and a palace were being 

constructed by members of the Y‡dava court.  The Y‡dava dynasty of Hindu kings was 

founded in the late twelfth century and they established their capital at Devagiri (Hill of the 
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Gods), now known as Daulat‡b‡d.564  Though there is no direct evidence to tie Y‡dava 

patronage to Ellora, the presence of these rulers and the construction activities on the fort 

may have influenced the presentation of the Jain temple and its imagery at Ellora.  This is 

particularly apparent in what remains of the exteriors of Ellora's J31 and J32 -- two single-

celled caves located next to J30 (Fig. 164).  The architectural form of these caves, which 

features a low pyramidal roof and squat proportions, resembles structural pavilions built by 

the Y‡davas in the thirteenth century.565 

At the same time, other evidence of the thirteenth-century caves indicates that 

Ellora's artists were also interested in continuing some of the site's ninth-century programs.  

For example, carved inside J32 are small sculptures of the yak˘a/yak˘„ pair as well as 

reliefs of GommaÒa and P‡r˜van‡tha (Figs. 165 and 166).  In the latter images, the narrative 

elements are reduced so that all of the attention is focused on the body of the figures.  Other 

images carved inside this cave include a number of trit„rthika sculptures and miniature lay 

devotees.  The main image for devotional activities appears to have been a loose sculpture 

as only the rock-cut throne base and parikara arch survive intact.  Given the niches incised 

on the back wall on either side of the throne, the central Jina was most likely presented with 

two other T„rthaÔkaras or with his attendant ˜‡sanadevat‡s. 

While work progressed on these small caves, Ellora's artists were also busy in 

renovating some of the site's ninth-century monuments.  The greatest amount of work was 

conducted in J21.  This can be seen in the pictorial programs that were added to pre-

existing sculptures.  As discussed in Chapter Four, the artists expanded the theme of the 

                                                
564 In 1318, the last Y‡dava ruler was slain and the fort-complex became the new capital for the sultans of the 
Tughluq dynasty (1320-1414 CE).  The capital was renamed Daulat‡b‡d (City of Fortune).  For an overview of 
work conducted on the fort see Stephen Markel, "Once the Capital of India: The Great Fort of Daulatabad," 
Orientations 25 (1994): 47-52. 
565 Unfortunately, not much remains of the Hindu and Jain temples at Daulat‡b‡d as their pillars and other 
architectural elements were re-used in erecting a mosque inside the compound.  However, other Y‡dava temples 
and their pavilions are still extant such as the Siddhe˜vara temple in Limpang‡on, Maharashtra.  For an 
illustration, see Susan Huntington, The Art of Ancient India (New York: Weatherhill, 1985), 548-9. 
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temple as samavasaraıa by painting small monks next to carved sculptures of the 

T„rthaÔkara (Fig. 80).  New samavasaraıa images were also added to the cave's ceiling.  

The main shrine Jina image in J21, as well as the ˜‡khas surrounding the shrine door, 

received new applications of paint.  The T„rthaÔkaras in the shrines of J15 and J18 were 

also re-plastered and painted.  Thus, Ellora's ninth-century monuments still played an 

important ritual role for Ellora's Jain communities in the thirteenth century.  In fact, by this 

point in time, it appears that the earlier caves still served as the ritual center of the site while 

the smaller excavations on the other side of the mountain provided an excellent setting for 

monastic instruction and for individual, private forms of lay devotion. 

What does seem to connect the two major phases of Jain activity at Ellora is the 

prominent position of P‡r˜van‡tha for lay worship.  P‡r˜va was clearly an important Jina in 

the ninth and tenth century, as attested to by over forty-five images of this T„rthaÔkara at the 

site -- some of which contain representations of advanced lay donors and devotees.  This 

Jina's role in worship activities was even more firmly established through Cakre˜vara's 

commission of the monumental sculpture of P‡r˜va in the thirteenth century.  The interest in 

such a large image for Ellora may have been inspired by the colossal rock-cut sculpture of 

GommaÒa at ¯ravaıa BeÎgoÎa which was carved in the tenth century.  When viewed in this 

light, the two largest and most important places of pilgrimage for medieval Digambara Jains 

would be linked further through this monumental pairing of P‡r˜va and GommaÒa; a pairing 

that literally crosses geographical space. 

In many ways, Ellora's monuments continue to attract Jain devotees from both 

North and South India.  While the ninth and tenth-century caves are primarily visited as 

historical monuments, the P‡r˜van‡tha temple on the other side of the mountain continues 

to serve as a vital place of worship for Jain practitioners.  Interestingly, many of the 

pilgrims that I met were ¯vet‡mbara Jains who had traveled to the site from Gujarat.  
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Others were Digambaras from Karnataka who came to Ellora after visiting ¯ravaıa 

BeÎgoÎa.  The P‡r˜van‡tha temple also continues to serve the small population of Jains who 

live in Ellora village (Verul), Khult‡b‡d, and AuraÔg‡b‡d.  During specific religious 

festivals, members of the local Jain community link the P‡r˜va temple to Ellora's ninth-

century caves by constructing a path out of white-washed boulders (Fig. 167).  This path 

thus reinforces the link between these two sets of monuments and allows tourists, pilgrims, 

and scholars to see what Ellora was and what it is today. 
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Figure 1: Ellora Site Plan from James Burgess, Report on the Elura Cave Temples, 

Plate II 
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Figure 2: Indra Sabh‡ Lower Complex, Modified Plan from Fergusson and Burgess, The 

Cave Temples of India, Plate LXXXVII 
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Figure 3: Indra Sabh‡ Upper Complex, Modified Plan from Fergusson and Burgess, The 
Cave Temples of India, Plate LXXXVIII 
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Figure 4: Jagann‡tha Sabh‡ Upper and Lower Stories, Modified Plan from Fergusson and 

Burgess, The Cave Temples of India, Plate XC 
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Figure 5: Exterior and Interior of the ChoÒ‡ Kail‡sa (CK1) 
Interior Photo Courtesy of A.I.I.S. (Neg. No. 442-87) 
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Figure 6: Exterior and Interior of the ChoÒ‡ Kail‡sa Tower (CK2) 
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Figure 7: Exterior and Interior Views of the Side Chapel (CK 3) to the ChoÒ‡ Kail‡sa 



 270 

 

 
 
 

 
 

Figure 8: Exterior and Interior of J4 
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Figure 9: Plan and Sculptural Programs of J6, J11, and J12 

Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate LXXXVII 
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Figure 10: Plan and Sculptural Program of J10 
Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate LXXXVII 
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Figure 11: Plan and Sculptural Programs of J13, J15, and J17 
Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate LXXXVII 
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Figure 12: Plan and Sculptural Programs of J14 (above J11) and J16 (above J12) 
Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate LXXXVII 
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Figure 13: Plan and Sculptural Program of J18 

Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate LXXXVIII 
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Figure 14: Plan and Sculptural Programs of J19, J19A, J20, and J20A 

Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate LXXXVIII 
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Figure 15: Plan and Sculptural Program of J21 
Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate XC 
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Figure 16: Plan and Sculptural Programs of J22 and J23 
Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate XC 
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Figure 17: Plan and Sculptural Program of J24 
Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate XC 
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Figure 18: Plan and Sculptural Programs of J25 and J26 
Modified Plan from Fergusson and Burgess, The Cave Temples of India, Plate XC 
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Figure 19: Main Shrine Jina in J19 
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Figure 20: Main Shrine Jina in J12 
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Figure 21: Main Shrine Jina in J26 
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Figure 22: Main Shrine Jina in the ChoÒ‡ Kail‡sa (CK1) 
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Figure 23: Main Shrine Jina in J21 
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Figure 24: Main Jina on Rear Wall of J16 
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Figure 25: Detail of Fly-whisk Attendants and Main Shrine Jina in J20 
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Figure 26: Main Shrine Jina in J18 
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Figure 27: ¯iva Mah‡yogi from the Kail‡san‡tha Temple and Throne Detail 
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Figure 28: Detail of Throne Base for Buddha #1 in Cave 12.3 
 

 
 

Figure 29: Detail of the Throne Crossbar from the Shrine Buddha in Cave 4 
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        Figure 30: BhÁkut„, Cave 6                                     Figure 31: Mah‡m‡yÂr„, Cave 6 
 

                             
 

Figure 32: Jain Yak˘a in J18                                 Figure 33: Jain Yak˘„ in J18 
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        Figure 34: Jain Yak˘a in J24                                       Figure 35: Jain Yak˘„ in J24 
 
 
 

 
 

Figure 36: Jain Yak˘„ in J26 
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         Figure 37: Jain Yak˘a in J25                            Figure 38: Jain Yak˘„ in J25 
 

                            
 
         Figure 39: Jain Yak˘a in J11                            Figure 40: Jain Yak˘„ in J11 
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        Figure 41: Jain Yak˘a in J21                                        Figure 42: Jain Yak˘„ in J21 
 
 

 
 

Figure 43: P‡§cika and H‡r„t„, Entrance of Buddhist Cave 8 
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Figure 44: Jambhala Between Caves 19 & 20                Figure 45: Jambhala, Cave 2 
 

                             
 

Figure 46: Jambhala in Buddhist Shrine 11.2.1         Figure 47: Kubera in Hindu Cave 25 
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Figure 48: ¯aÔkhanidhi, Entrance Cave 16       Figure 49: Padmanidhi, Entrance Cave 16 
 

                             
 
Figure 50: Detail of the Saptam‡tÁk‡s,                Figure 51: Detail of the Saptam‡tÁk‡s, 
Cave 21                                                               Cave 21 
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Figure 52: K‡la and K‡l„ in Cave 21 
 
 

 
 

Figure 53: K‡la, a Goddess, and Durg‡ within the Y‡j§a˜‡l‡ in Cave 16 
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Figure 54: Jina Series with ¯‡sanadevat‡s in J18 
 

 
 

Figure 55: Detail of Jina Series with ¯‡sanadevat‡s in J18 
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Figure 56: Left Veranda Pillar J25                           Figure 57: Right Veranda Pillar J25 
 

 
Figure 58: Detail of Jina's Throne Base with Jain Yak˘„ and Devotee in J21 

Photo Courtesy of A.I.I.S. (Neg. No. 76-65) 
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Figure 59: Detail of Jina's Throne Base with Jain Yak˘a and Devotee in J21 
Photo Courtesy of A.I.I.S. (Neg. No. 76-64) 

 

 
 

Figure 60: Detail of Veranda Pillar in J10 with Ë˘abha, 
¯‡sanadevat‡s, and Monastic Devotee 
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Figure 61: Cakre˜var„ in J20A 
 

 
 

Figure 62: Cakre˜var„ in the Shrine of the ChoÒ‡ Kail‡sa (CK1) 
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Figure 63: Cakre˜var„ in the Pratol„ of the ChoÒ‡ Kail‡sa (CK1) 

 

 
Figure 64:  Detail of Porch Roof and Attic of J4 
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Figure 65: Padm‡vat„ in J18 
Photo Courtesy of A.I.I.S. (Neg. No. 76-91) 

 

 
 

Figure 66: View of Main Shrine in J19 
Photo Courtesy of A.I.I.S. (Neg. No. 442-64) 
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Figure 67: Detail of Monks, Shrine                         Figure 68: Detail of Nuns, Shrine 
Doorway, J19                                                          Doorway, J19 
 
 
 

                         
 
Figure 69: Detail of Ornamented Females,         Figure 70: Detail of Ornamented Males, 
Shrine Doorway, J19                                          Shrine Doorway, J19 
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Figure 71: Painting of Celestial, Lay, and Monastic Devotees in the Shrine of J20 
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Figure 72: Animals Carved at Shrine Door of J19 
 
 

 
 

Figure 73: Painting of Dancing Indra, Antechamber Ceiling of J19 
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Figure 74: Dancing Indra, CK 1                               Figure 75: Dancing Indra, CK1 
Left of Entrance                                                        Right of Entrance 
 

                            
Figure 76: Monolithic Temple, Indra Sabh‡          Figure 77: M‡nastambha, Indra Sabh‡ 
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Figure 78: Painting of a Samavasaraıa, Veranda Ceiling J21 
 

 
 

Figure 79: Detail from the Samavasaraıa Painting in J21 
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Figure 80: Jina with Painted Monks, J21     Figure 81:  Buddhist Monk and Lay Devotee, 
               Cave 8 
 

                        
 
Figure 82: M‡rkaıÛeya Episode, Cave 15       Figure 83: Detail of M‡rkaıÛeya, Cave 15 
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Figure 84: Detail of N‡gavarma from J15             Figure 85: Detail of N‡gavarma's Wife 
 
 
 
 

 
 

Figure 86: Painting of Lay Devotees, Rear Wall J21 
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Figure 87: Detail of a Lay Devotee Venerating the Jain Yak˘„ in J24 
 

                                     
 
Figure 88: J13 Pillar with Portrait of Sohila                   Figure 89: Detail of Patron Sohila 
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Figure 90: J25 Pillar with Portrait of B‡la 
 

                                   
 
Figure 91: Detail of Devotee Venerating P‡r˜va, J22    Figure 92: Detail of Devotee, J22 
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Figure 93: P‡r˜va Relief in J23 with ‚ryik‡ Devotee 
 

 
 

Figure 94: Detail of ‚ryik‡, J23 
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Figure 95: Detail of Left Veranda Pillar in J25 with Monastic Community 
 

 
 

Figure 96: Detail of Right Veranda Pillar in J25 with Monastic Community 
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Figure 97: Front Wall of J25, Monastic Community Relief 
 
 

 
 

Figure 98: Northern Enclosure Wall of Cave 16 with Images of Devotees 
 
 

 
Figure 99: Detail of Devotees Venerating ¯iva, Northern Enclosure Wall of Cave 16 
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Figure 100: Exterior View of the Indra Sabh‡ Complex      Figure 101: Elephant in Indra 
                Sabh‡ Courtyard 
 
 

                 
 
Figure 102: Exterior View of J10                                            Figure 103: Detail of   
                                                                                                Monastic Instruction, J10/J11 
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 Figure 104: Dv‡rap‡la, Exterior J18                        Figure 105: ¯aÔkanidhi, Veranda J20 
 

 
 

Figure 106: Low Screen Railing Preceding Main Hall of J18 
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Figure 107: Side Wall Jinas, J18 
 

                                     
 
Figure 108: Right Front MaıÛapa Pillar, J18                 Figure 109: Axial Front MaıÛapa  
                                                                                        Pillar, J18 
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Figure 110: Axial View into Main Hall of J18 
 

 
 

Figure 111: View of Vy‡la Spout on Damaged Sarvatobhadra Image, J18 
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Figure 112: View of Ankai Caves 
 

 

 
 

Figure 113: Exterior of Cave 2 at Ankai 
 

 

 
 

Figure 114: Exterior of Cave 3 at Ankai 
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Figure 115: Plan of Ankai Cave 2 from James Burgess, Report on the Elura Cave Temples, 

Plate XLIX 
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Figure 116: View into Main Shrine, Cave 6 at Ankai 
 

                
 
Figure 117: Jain Yak˘a in Ankai Cave 2,             Figure 118: Jain Yak˘„ in Ankai Cave 2, 
Courtesy of A.I.I.S. (Neg. No. 650-96)               Courtesy of A.I.I.S. (Neg. No. 650-97) 
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Figure 119: Jain Yak˘a in Ankai Cave 3                Figure 120: Jain Yak˘„ in Ankai Cave 3 
 

                                            
 
Figure 121: Detail of Bearded Devotee,                 Figure 122: Detail of P‡duk‡, Ankai 
Ankai Cave 3                                                         Cave 3 
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Figure 123: Main Hall Pillar, Ankai Cave 1                 Figure 124: MaıÛapa Entrance, 

Ankai Cave 1 
 

                                              
 
Figure 125: Detail MaıÛapa                                           Figure 126: Detail MaıÛapa 
Doorway, Ankai Cave 1                                                 Doorway, Ankai Cave 1 
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Figure 127: Detail of MaıÛapa Doorway, Ankai Cave 2 
 
 

 
 

Figure 128: Lotus on Ceiling of Ankai Cave 3 from James Burgess, Report on the Elura 
Cave Temples, Plate L 
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Figure 129: Shrine Doorway, Ankai Cave 1 

 

                                   
Figure 130: Detail Shrine Doorway,                           Figure 131: Detail Shrine Doorway, 
Ankai Cave 1                                                               Ankai Cave 1 
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Figure 132: Detail Shrine Doorway,                          Figure 133: Detail Shrine Doorway, 
Ankai Cave 6                                                             Ankai Cave 6 
 

                                           
 
Figure 134: GommaÒa, Exterior of                             Figure 135: Jina, Exterior of Ankai 
Ankai Cave 5                                                             Cave 5 
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Figure 136: Interior of Ankai Cave 5 
 

 
 

Figure 137: Jina Carved in Center of Rear Wall, 
Ankai Cave 5 
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Figure 138: Interior of Ankai Cave 3 
Photo Courtesy of A.I.I.S. (Neg. No. 651-29) 

 
 

     
 
Figures 139-141: Loose Sculptures from Ankai, Prince of Wales Museum, Mumbai 
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Figure 142: Exterior View of Residential Cells near Indra Sabh‡ Complex 
 
 

 
 

Figure 143: Interior View of Residential Cells near Indra Sabh‡ Complex 
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Figure 144: P‡r˜va in Residential Cell          Figure 145: Jain Yak˘„ in Residential Cell 
 
 

                                       
 
Figure 146: Ë˘abha in Residential Cell        Figure 147: Jina Abhi˘eka in Residential Cell 
 

                              
 
Figures 148-150: Caturvi¸˜atik‡, Ë˘abha, and P‡r˜va Images in Residential Cells near 
Indra Sabh‡ Complex 
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Figure 151: Monumental P‡r˜van‡tha, dated 1234/5 CE 
 

 
 

Figure 152: Detail of Left Side of P‡r˜van‡tha 
 

 

 
 

Figure 153: Detail of Right Side of P‡r˜van‡tha 
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Figure 154: Detail of P‡r˜va Throne Base         Figure 155: View of Two ‚c‡ryas in  
Photo Courtesy of A.I.I.S. (Neg. No. 76-21)     front of J30 
 

                
 
Figure 156: Two ‚c‡ryas                                  Figure 157: Main ‚c‡rya (not in situ) 
                                                                           Photo Courtesy of A.I.I.S. (Neg. No. 76-7) 
 
 

               
 
Figure 158: Interior of J30                                Figure 159: Detail of Lay Devotee, J30 
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Figure 160: Interior of J30                                   Figure 161: Exterior of J30 
 

                 
 
Figure 162: Rock-Cut Elephant to Left              Figure 163: Rock-Cut Elephant to Right 
of J30                                                                 of J30 
 
 

                 
 
Figure 164: View of J31 and J32                        Figure 165: GommaÒa in J32 
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Figure 166: P‡r˜van‡tha in J32 
 
 

 
 

 
 

Figure 167: Path Leading from Ellora Caves to P‡r˜van‡tha Temple 
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