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INTRODUCTION

The book Studies in Indian Art is a collection of my papers on the subject of Indian
art contributed to various Journals, They cover a wide range of subjects as sculpture, archi-
tecture, painting, arts and aesthetics. Indian art has a long history and is a subject of great
importance as expressing the soul of Indian civilisation. Its value is equal to that of Indian

religion, philosophy and literature, which are all to be tapped as perennial sources for the
understanding of Indian art-forms.

Indian art i8 to be studied at two different levels, viz. the external form and the
inner-meaning. Up to now it has been usual to approach Indian art from the external point
of view, i.e. the objective description of images, statuary, architectural buildings and monuments.
That is quite correct and essential as the primary basis of approach. But there is also the other
side of the medal, viz. the esoteric side which consists in the study of weaning and purpose of art
of which the roots lie hidden in Indian religion and philosophy. By locking at these two with
equal insight one maybe able to recover the true and full significance of the Indian mind as
expressed in the creations of art.

In the essays assembled here we have given equal emphasis both on the external
form and the inner meaning. Indian art cousists of many great Schools of local and national
character through which the soul of India found its adequate expression, which has been recorded
in the religious and classical literature of the country. As such art is vested in a wide terminology
found in literature and Silpa texts. We believe in extracting this material with as much care
aa possible, This is a new approach sbout which much more needs to be done, This will reveal
the truth of Indian art in & more intimate manner.

Indian artists were, no doubt, interested in beautiful forms and aesthetic problems.
They handled a vast and varied repertoire of geometrical, floral, arborial, animal and human
forms but their greatest interest or appeal was to the divine figures, a rich pantheon of gods and
goddesses who filled the centre of the picture and whose endless glory and great splendour was
of real interest to human beings. Nothing affords greater pleasure to the Indian art critic than
to feel divine presence of great gods like Rudra-Siva, and Vishpu, of goddesses like Sri-Lakshmi
and Pirvati or such divine personages as Buddha and Tirthaikara. This calls for a new
approach both in the art connoisseur or the sculptor or painter. The papers collected here just
make the first attempt to invoke this point of view.

In the essays like “The Alphabet of Indian Art Symbolism’, ‘Lalita-Kali’ we have
handled the subject with the point of view in which the vista of interest is much e:tanl:!ed and
varions strands of art, religion and philosophy are put together to deepen the springs of
aesthetic joy, so far as Indian art is concerned.
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Indian art is full of hundreds of topics of an auspicious or symbolic character. The
paper on Pirnaghata is one instance of it. The Harivanéa gives a list of 108 auspicious signs
(Ashtottarabata mangalika chifina) and a standing call comes to the investigator to explore the field
much further. Sri-Lakshmi is another fascinating subject. There has been extensive mingling
of forms in making of divine and art forms. Sri-Lakshmi, Parnaghata, Padmevana, Diggaja,
these several elements became mingled in evolving art-form of a very charming character,
The Kalpavriksha or the wish-fulfilling tree of heaven has a similar appeal and presents a leng
evolution controlling the decoration of the great Stfipas and railings. The Porpaghata was
known as Prpakumbha, Indraknmbha, SBomakalaga, Chandana-Kalada, Pirna Virakdmsya,
(Dropa-Parva 11, 29), Bhadraghata, Mangalaghata. It was a well known auspicious symbol
from the time of the Rigveda where a girl bearing auspicious pitcher was known as Udakakumbhini
(RV. L. 191. 14) same as the Pirpakumbhandri of the Atharvaveda. In religious processions in
astandard team of eight auspicious maidens there was one called Pa@rpakumbhakanyd mentioned
in the Valmiki Ramayana (Sundara Kapda) and the Lalitavistara (VIL, p. T1).

In the paper on the Great Stiipa of Bharhut an explanation is offered for the first time
of the auspicious motifs of the land of Uttarakuru and of what gushing reception they received
in the decoration of such great Stiipas as at Bharhut, Sanchi, Amaravati. This discovery bestows
a new interest on the study of the making of these monuments. Certainly their embellichment
was organised on the basis of folk-beliefs of long standing.

In the paper on the Pre-Kushana Art of Mathura the material about the Yaksha in
carly Indian art and specially at Mathura was brought together for the first time and has its
value even today.

The Mathura school of sculpture has been my special field and a bunch of 15 papers
appertains to the various aspects ot the Mathura school. The section of Gupta Art is a class
by itself. This was the epoch of Indian aesthetic endeavour and the few articles given here are
only by way of a path-finding. The subject i very vast and attractive. The Siva Jigam
from Nachna Kuthara is a perfect example of the beautiful ereation of the Gupta School. The
artist appears to have almost illustrated the description of Yogiévara Siva of the Kumdrasambhava
of Kilidasa. [3.44—51.)

I am deeply obliged to 8ri Shiv Kumar for the illustrations and organising the book
and Sri Prithvi Kumar for seeing it through the press, Both have worked in the planning of
the publication.

VASUDEVA 8. AGRAWALA
Bawaras Hisov  Usiversity '
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AN APPROACH






1. ALPHABET OF INDIAN ART SYMBOLISM

Indian art representing life through the ages speaks an eloguent language of vast
and varied symbolism. Art in India is not factual record of life in various forms, but
from the outset it was intended to become a wvehicle of the forms of thought, which
enriched culture, religion, philosophy and literature. In India art has been employed to
convey through its symbolical language—the ideas of the mind. Human speech has a
limited appeal, but the language of art presents a universal approach to ideas. It was an
open book for all, speaking a language which was the outcome of spiritual experience of
ideas, or in other words, of religion. The feeling of art was dictated by man's devotional
approach to such experience. This was the higher purpose of art ; higher only in the sense
that its theme was of a sublime world, not that art was in any way the preserve of the select
few only, and inaccessible to the masses of people, or deliberately kept back from them.

Tt was realised that art had a mission and a purpose which must be expressed
through forms, whose appeal was irresistible and meaning unmistakable. Such language was
devised in the form of symbols which played such an important part in Indian art, The
symbols sometimes occupy the centre of the picture in the form of the images of divine
beings, saints and seers who themselves typify certain great ideas accepted as truth
through ages by a devout humanity. The symbols also served. the purpose of decoration,
adornment and space-filling. Even here, they have their values and are linked to a
predominant common purpose, namely, expression of ideas through an aesthetic medium,
with a charm that enhances their appeal and in a manner that contributes to the enrichment
of the outer forms of life in relation to the inner growth of the mind.

In the Vedie period forms of thought and of art were taking shape. It was the
period of land settlement. Vast unmapped horizons stretched before man’s vision, and the
mind was grappling in all its fresh vigour and joy to understand nature, and to evolve
an alphabet adequate for expressing that experience in tangible word and form. Such
is the nature of Vedic art conception. Everywhere it is & new world of symbols. Forms
of deities are in the making. Ideas surge, are understood, analysed, clarified, and robed in
tangible imagery, half revealed and half concealed. As the Vedic seer put it: “The
daughters of Heaven are neither fully nude nor fully robed”” Similar is the case with the
symbols of Vedic thought. Sometimes there are distinet indications of meanings firmly
grasped ; at others there is something which eludes from expression; at others there are
only dim intimations of thought and part glimpses of reality.

The gods and goddesses flit across like the sons and dsughters of Heaven and
Earth, those Eternal Parents. Spirits presiding over forests and trees, brooks and ponds,
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spring up into existence as symbols of ideas in the animistic consciousness and the earth-
bound feeling of the primitive settlers of the soil. These deities crystalised as time elapsed
and as later influences and ramifications of thought were captured and cast into forms
as gods and goddesses of the Brahmanical pantheon. A figure of Vishpu in the Vedie period
is only a thought form, a conglomerate of several ideas not yet cast distinctly. The idea
was of the whole world, not yet pinned to a particular form. We find it as a mirror of the
myth of the solar god at one place; at another of the human soul passing through birth
and death in relation to the physical form in which it is embodied. The germs of the
legend of Vishnu assuming a dwarfish form (Vdmana) and later on cosmic one (Virdf) are
present in the Rigveda. We find in it an honest attempt to give expression to an idea of
how the macrocosm (Brahminda) and the microcosm (Pinpda) are related to each other,
the one reflecting the working of its counter-part, and the two being essentially similar
in their nature and purpose. It is like the point expanding into its circumference, or the
child growing into the stature of its parent, or the human mind outgrowing its petty
limitations evolving into the cosmic consciousness, or the seed developing into a mighty
tree. The pattern of Viamana and Vishnu is symbol of thought and suits all the above
phenomena, being the motif par excellence of the relationship of the microcosm and
macrocosm found in nature,

The Devas and the Asuras engaged in an eternal conflict represent another symbol
of Vedic thought. As Dr. Coomaraswamy interpreted it: “The Angles and the Titans
represent the heavenly powers of light and the subterranean forces of darkness.” They are
also spoken of as denizens of a non-human world, e.g. Garugas representing solar light of
the ethereal regions, and Négas the crawling forces of the dark under-world.

All religions and arts flourishing on the Indian soil have accepted these motifs as
wvehicle of valuable religions ideas. Buddhism, Jainism and Hinduism together with their sects
of Hinayana and Mahiyina, Digambara and Svetimbara, Saiva and Vaishpava, as well as
hundreds of subsidiary cults—all pay homage to these motifs without which none of them
would be able to exist. Such mythology was the life-breath of these religions systems, which
vitalised and inspired them and explained adequately all that they wanted to convey, of the
moral and the spiritual worlds. Myths are indispensable to religion and life, Without myths
and legends, Indian art and literature would hardly be able to stand. Itis necessary that
myths should be properly understood. They should be approached from the point of view
of those for whom they were meant. For the critique of pure reason, myths are like
meaningless chaff, but from the scientific point of view, where science represents an
attempt to understand human thought in that proper environment of time and space when
the myths were cast, myths and legends have great value and represent in a real manner

the language that gives access to the creative activity and minds of men in the sphere of
art, religion and literature.



ALPHABET OF INDIAN ART SYMBOLISM 5

Myths originate in the hearts of men, that fertile soil which receives, assimilates
and recreates all the diverse reactions and infldences. Myths are more real in moulding the
lives of men than other worldly things. So far as Indian religions are concerned, no factual
acconnts of the lives of particular prophets and saints were tolerated until they had been
transformed into myths, this transformations being in accordance with certain laws on &
cosmic model.

Buddha, for example, is born as the son of Miyadevi, not as nature would have it,
but through the right side of the womb of his mother. As a new-born babe, it would not
ery, but walk the Seven Steps, and be washed not with ordinary water, but with two
miraculous streams issuing from the ground under the influence of the two Naga kings,
Nanda and Upananda. The two streams of hot and cold water conform to the two world
forces of peace and activity, rest and motion, Soma and Agni in Vedic language. At every
stage in the life of the Enlightened One, the myths impart to it its devout religious character.
If we wish to understand the religious life of the Buddha, and not merely Gautama the Man,
the myths and legends hold the key. Their meanings alone reveal tous the rich treasures
of Buddhistic thought as symbolised in the life of the Master.

The ancient myth of the conflict between the gods and the demons assumes new
forms in the life of the Buddha, The victory over Mira, the Genius of Evil, is only the new
commentary of an old motif. Unless we have understood the spiritual significance of the
Daivdsuram and the related mysteries of Yogic samadhi and contemplation, the vietory of the
Enlightened One over the forces of passion and darkness does not reveal its true secret
to our understanding. We miss its true significance in the making of the Buddha, who
had become awakened or obtained perfect enlightenment, for whom the coveted portals of
wisdom had been flung open, and who marching as a spiritual pilgrim from stage to stage
had attained the end of journey and a triumph which could not beshaken by any later
upheavals, The Buddha of real value for the Buddhists was not the prince walking the streets
of Kapilavastu in flesh and blood, but the Buddha who had attained his spiritual rebirth in an
ideal world. The Supramundanist thinkers of Buddhism (Lokottaravidins) perfected this
conception of the Buddha slowly working in accordance with the accepted traditional
motifs.

The picture is equally true for the Jainas and the Hindus, Mahivira re-
presented in his victory over the serpent symbolising death, and Krishna defeating the
all-consuming poisonous fumes of & deadly serpent and dancing over its hoods and wresting
from its clutches the Lotuses—these are motifs in the same tradition symbolising a com-
mon pattern of thought. A systematic study of these mythical and legendary lives of
the founders of religions reveals the axis of their spiritual make-up. There would be many
details which are muﬂyaxmmhutmmunﬂmhmminhmm
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The supreme problem of Tndian art, which in all stages was linked with religion,
therefore relates to the right interpretation of symbols, The myths could not be repre-
sented except through symbols e.g. the cosmio Aévattha, or World-Tree, the Ash Tree
of Existence, the Ygedrasil of Nordie mythology, whose root is up in heaven and whose
branches are spread down below, which lives through past, present and future; or the
Kalpa-Vriksha and the Kalpalata, the Wish-fulfilling Tree and Wish-fulfilling Cresper,
which are but the symbols of the mind, under which each individual takes his seat and
rushes through life; or the Parpa Ghata, the Full Vase, which is verily the human body
which contains everything and which overflows with plenty so long as there are waters
of life in it; or the Kdmadhenu, the Wish-fulfilling Cow of plenty symbolising word or
Speech; or Samudra, the Milky Ocean of human aspirations, the deep Sea of all
potentialities, which the Devas and the Asuras tried with combined effort to churn and
produce the Fourteen Jewels of idealised possessions that human beings desire, most
coveted of them all being Ampita, the Tmmortal Drink, which bestows eternal life and
youth on mortal beings; or Svastiks, a dynamic pattern whose four arms rotate round a
focal point and generate the life-force; or Chakra, the Wheel which represents Time, the
one-wheeled chariot of the sun, and also all the attributes of things, the various Dharmas
that distinguish all created things: or the Aaﬁgaﬂﬂﬁﬁgaﬁha{ﬁihm, the Eight Auspicious
Signs ; or the Chaturdasa Svapna, the Fourteen Lucky Dreams, each constituting an image
of thought to symbolise some phenomenon either of the cosmos or of the individual’s life.
These with many more constitute alphabet of Indian symbolism representing religions ideas
through art. With the march of civilisation when the contents of both life and mind become
more elaborate in succeeding generations, the symbols also maultiplied and sometimes changed
their form. New themes were attempted by the side of old ones ; 8. the number of Mother
Goddesses together with their forms and names was an ever evolving conception. The
sports of Radha and Krishna were perfected as the arche-type of love symbolism in all its
nuances, imbued with hot passion and the fire of the Indian wind and the Indian sky, but
always true to its spiritual background and being vitalised by it. Ridha as the human soul
passes through all experiences in her quest for unjon with the Divine Purusha symbolised by
Krishna. As Dr. Coomaraswamy interprets it :  “In the Vaishnava devotional approach and
its poetry human love is conceived as the means and symbol of all union. Lovers
represented are always Radha and Krishna, typifying the eternal motif of Man and Woman
and revealing in every day events their heavenly image, The whole land of Radha and
Krishpa is the land of our own experience where Beauty and Love are sublimated and
transformed into the purest divine experience of the heart of the human soul”. (Rajput
Painting). In the words of Grierson: “The young Krishna represented to the Vaishnavas
the Supreme Deity, the Creator, from whom all Creation yas but & sportive emanation,
and full of love, passing the love of a father, to his devotees, Ridha on the other hand
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was the human soul, led by religion to offer not of her own, but her own, whole-self to
God. That religion taught just as our Christisn doctors teach, the necessity of our
entire self-surrender to God which it adorned, and =0, too, imaged that devotion by human
love. But the Christians chose filial love as the model of the soul's devotion, and
parental love as that of the Creator’s for his creatures. India took a different interpretation.
The soul's devotion to the deity is pictured by Radha's self-abandonment to her beloved
Krishna and all the hot blood of oriental passion is encouraged to pour forth one mighty
flood of praise and prayer to the Infinite Creator, who waits with loving outstretched arms
to receive the worshipper into his bosom and to convey him safely to an eternal rest across
the seemingly shoreless Ocean of Existence. This passion is that of a child of nature,...
I am persuaded that no indecent thought entered their minds when they wrote these
burning words."” (Introduction to the Satsaiya of Bikari, 1896, p. 8). As language of sym-
bolism Radhd and Krishna almost occupy the entire field of the medieval Indian religious
poetry and the pictorial arts of the Rajasthani and Pahari schools. Art, religion and
symbolism are all inter-related. The one serves the needs of the other, justifying its own
purpose by imparting richness to life and fostering creative activity in different fields.
A true history of Indian art is rooted in a sympathetic approach to the language of
its symbolism. Indian art was conceived not to serve an intellectual purpose but to
fulfil a spiritual urge and to meet the religious needs of the people in a very real sense,

Religion provided food for the soul. Tt opend the gates of human heart fora tide-
like flow of human emotions. Religion also provided zest to life and gave to it its most
valuable motive-forces. Tnspired by Religion, art retained its purity. It was utilitarian
from the worldly point of view, but was worshipped for its own sake, ie. for the sake
of a higher spiritual purpose. Its function was not to please the eye, but to satisfy the
spirit. There was no compromise on this vital point. Although portraits also received
some attention in the Hindu paintings of Rajasthan and Kangra, but portraiture was a
very small part of the total creative activity of these schools. They gain their excellence
not as perfect portraits, but as figures in which the factual treatment of the human body
15 the least part. It is the emphasis on the symbolic character of the scene which
gives to the paintings their true value. Indian art, except for the brief interlude of
Mughal art, did not interest itself in protraiture. In the words of the Sukraniti, portrait
painting is unheavenly (asvargiya). At another time, wiz. in the Gandhara school of the
North-West, the artists were working with consciousness of the human element in art, the
figures being conceived as true to human anstomy rather than as the idealised products
of the mind. Tt was the fatal weakness of Gandhara art that it ponceived the Buddha in
terms of the human body rather than in terms of the ideal Yogi. ’.l“he more it succeeds in
its anatomical representation, the poorer it becomes on the apifi.tunl side. No h?man figure,
as it is, carries with it any attention unless it undergoes a spiritual m?sf:frmutmn. _Ta the
extent that the image seeks direct representation, it becomes weakened in its symbolism.
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Indian art does not seek to create men and women true to life, but types true
to the mind. They are like alphabets to convey ideas which can be handled as distinctly
as ordinary letters. The Yakshas and Yakshis, the Nagas and Ndgis, and a host of other
Water and Tree Spirits representing the symbols of fertility, have been handled by the
Indian artists with amazing mastery and clarity as vehicles of cult ideas, which no human
language could possibly have conveyed with such effectiveness and charm. Their langnage
is elevated to the rank of a universal eode which becomes intelligible with least possible
effort. Thus Indian art with its extensive repertoire of decorative and iconographic
motifs constitutes a virtual dictionary of India’s religious thought in its varied systems
conceived with extraordinary richness and beauty. The Indian soul rejoices at the sight of
symbols in art, and clings to them also in religion and poetry. The pleasure of looking at
a purely factual subject is limited and of short duration, where as the symbols grow in
meaning according to the capacity of the mind and heart of the devoted on-looker.

The problem of symbols should be approached with sympathy and understanding.
Each symbol should be studied in its proper perspective in relation to the earlier motifs
of thought and those which followed it. Chronological solutions based on art-objects being
assigned to their proper sequence in time are good in so far as they go, but that is not all,
We should co-relate art-forms to the ideas of which art was an expression in each period.
The language of art-symbols throws light on the history of thought—a very important
purpose of art studies, provided the work is undertaken in a strictly scientific manner keeping
as close to objective facts as we do for chronological problems. Tt will then be found that
religion and philosophy provide a commentary not only to the increased understanding of
art-history, but of its genesis and purpose.



2. LALITA KALA

Whatever be the heights of metaphysical and moral thought attained by a
people, the measure of their greatness is more truly reflected in those formal elements of
culture which are comprehended in the term art. Art is primarily concerned with the
cultivation of besuty through the physical medium. The physical object of art is only
a symbol that-evokes an experience, as it were, of an aesthetic shock, and thereby it
connects us with the vast substratum of pleasure which in Indian aesthetics is called Rasa.
The material world when properly transformed into terms of the beautiful leads to an
experience of Rasa. An uncarved stone is only a rough primitive block, but it conceals
within itself the potentiality of peerless beauty. The artist only makes that beauty mani-
fest at a particular point and transforms the rough unhewn piece into a symbol that
radiates joy and beauty. Man’s worship of art consists in the creation around himself of
numberless symbols and expressions of this kind which purport to manifest one or more
aspects of the great storehouse of beauty that is in nature.

Pericles warned the citizens of Athens when its sense-bound art was at its height
in these words: “We support art but with a certain restraint and we support science
without becoming unmanly.” In the golden age of Indian art, that is the Gupta period
when Indian art had outgrown its craft traditions and really became fine art—Lalita Kald'
as the poet called it—Kilidasa gave utterance to a gimilar ideal of Indian aesthetics:
“Na Ripam Papavyittaye”. ‘“Beauty ofcourse is our ideal, but not sin.” It is true that
men and women in the Gupta Age cultivated beauty as a religious cult. Both in the
Vishnudharmottara Purina and in the Brihatsamhitia of Varihamihira we find mention
of Ridpasatira, i.e. Beauty-culture, and the reference certainly relates to the popular passion
for beautiful form in the Gupta Age. As Kalidisa puts it + “O Parvati, the common belief
that beauty is not for sin, seems to be unexceptionable” (Kumira-Sambhava, V. 36).
This was the ideal followed in the domain of art and life. The Mira-conquering Buddha
represents the spiritual truth of the Gupta Age, and the vitality of its culture derives its
force from the ideal of the Higher Wisdom (Anuttara Jiiana) to which reference is found
in many inscriptions on the pedestals of Buddha images.

Indian art presents a long panorama, extending from the Rigvedic period to the
close of the 18th century. As observed by Giedion in his Space Time and Architecture :
“History is not a compilation of facts but an insight into a moving process of life.” A
true and close-up study of Indian art must lead to an insight into the moving process of
life that unfolded itself under the Indian sky during the successive ages. Art has
preserved in visnal dooumentation the discoveries of thought and the impaet of mind on

2
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the world around as manifested during the long course of our history. The Vedic
period, initiating the great march of Indian culture on its onward path, is truly the period of
‘dand taking’. Not only in a physical sense when this nation got settled on the land, but
in the region of thought also it was an age of Path-finders, the Pathikyit Rishis, who
chartered unknown domains of the mind and created eternal motifs of thought that formu-
late and explain the cosmic processes as applicable equally to the life of the individual and
the much bigger entity of the world. A clear inventory of the Vedic motifs remains
a desideratum and the work shounld be carried out comprehensively from the viewpoint
of art history. Dr. Coomaraswamy offered brilliant expositions of some of these great
symbols of thought and life, which also were virtually the symbols of art.

The study of symbols is not only fascinating, but also essential for a clear
appraisal of the significance of Indian art motifs. The Pdrma-Kumbha (Full Vase),
Kalpavyiksha (Wish Fulfilling Tree), Kamadhenu (Cow of Plenty), Svastika, Chakra, Biirya,
Niga-Garuda and the Daivdsuram are some of the great motifs that have been clearly formu-
lated in the Vedas, and throughout our art history they serve as the vehicles of thonght
and of decoration. They constitute the basic vocabulary of Indian art and literature.

The Pirpa-Kumbha or Full Vase is pre-eminently a Vedic motif. It is referred
to as the over-flowing Full Vase (Pirpo asyd Kaladah) and as filled with all the pair of
opposites that constitute life in its dual aspect of Being and Becoming (Sat-4sat), Masculine
and Feminine (Stri-Purdn), Childhood and Age, Immortality and Death and all the
virtues that the gods have created and all the vices that Asuras love, In vedic thought
the human body itself is such a Full Vase (Piirna-Kaladah), and there is no other more
charming symbol created in nature than the human body. As saith an Upanishadic
passage: “‘Of all the forms that were created the human form was the most perfect”
(Purusho vava bala sukritah). This Piirpa-Kumbha appears as a symbol of Indian art in
a great variety of forms (Fig. 1a, 1b, Ic & 1d).

The Kalpa-Vyiksha or the Wish-Fulfilling Tree is another charming symbol. Asa
tree or a creeper it sometimes originates from the navel or mouth of a Yaksha, or grows
naturally and then sends its endless offshoots into scrolls or arabesques of intricate design.
According to the Vedic thought, the human mind—EKalpa—is the source from which all
thoughts, either disciplined or wuncontrolled (Samkalpa-Fikalpa) emanate. Mind is
the virtual Thought Tree, the Kalpa-Vyiksha, under which each one of us stands accord-
ing to nature’s life-scheme. The intricate foliage of thiz tree or Creeper comprises our
endless desires and passions that envelope our lives (Fig.4: a, b, ¢ & d).

Of the great Vedic motifs, the one relating to the eternal conflict of good and evil
known as the Daivdsuram, constitutes the most forceful and varied symbol for the flow of
religious thonght and the manifestation of art forms. All our gods and goddesses that
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enter into deadly combats with demoniac forces, the Buddha that vanquishes Mara the
genius of evil, the Yogi Siva that triumphs over Kama the god of love, are all but standing
commentaries to explain the dominant motif of Daivdsuram. Originally formulated in the
Rigveda, it subsequently underwent endless transformation, but remained throughout the
outstanding metaphysical motif of Indian religious thought and art expressing it.

There is an immense richness of Vedic motifs; a full study of them with
subsequent history would be regarded as a eapital contribution to the exposition of
Indian literature and art. Actual art remains of the Vedic period are still unknown. It
seems unlikely that they would ever be forthcoming for the Vedic thought revelled in
Deva-éilpa, the divine or cosmic forms. Like the life of a child waiting to manifest itself
in specialized formal elements, the whole cosmic life is beautiful to the Vedic seer. He
finds beauty in the golden goddess of dawn with a golden mien, moving in her golden
chariot across the sky and sprinkling immortslity with her golden fingered hands. The
acsthetic reaction of the Vedic poet is available to us in a number of beauty denoting
words, as if appearing just fresh from the mould. They are reminiscent of the Vedic
acsthetics, and we are indebted to Dr. Oldenberg for a very illuminating study of those
expressions. However, the thesis could be much further extended and each word or motif
could be studied with respect to its evolution in classical SBanskrit literature up to the
time of Kilidisa and Banabhatfa.

The two goddesses Sri and Lakshms, Beauty and Prosperity, are spoken of as
the twin mistresses of the soul (Sriécha Lakshmischa Patnyau), the two benign influences
that nurture an individual in his domestic and social setting, This conception was later
on developed as the goddess Padma-Sri in the Ramiyana and the Mahabharata, or the
figurine of Gaja-Lakshmi (Fig. 8) and Sri-Lakshmi (Fig. 2 a & 2 b) which begin to appear in
the art of Bharhut, Sanchi, the Orissa Caves and elsewhere, and survive throughout as
beautiful and significant motifs of Indian art. As a motif it received universal homage
from the Buddhists, the Hindus and Jains., Like many other Tree and Water motifs the
Sri-Lakshmi conception was rooted in the soil, and is a product of the earthbound sense of
life permeating the early Indian art (Fig. 4b.).

‘The main problem of the Indus Valley art is an investigation of its historical
connections with the ancient art of Western Asia on the one hand and its subsequent links with
the historical art of India herself. The Mother-Goddess and the Yogi-Siva offer clear
pointers to Indian affinities, and similarly are the decorative motifs, the geometrical and
floral patterns linked to historical survivals, and it seems highly improbable that an art
of such vital growth which flourished on the Indian soil from the Sutlej to the Arabian
Bea for @ thousand years should have vanished without leaving a trail for its successors.
Of its survivals we have as yet only dim intimations, but the subject does not seem to have
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been properly broached as yet. Recently my attention was drawn to the ring-stones of
haematite found at Taxila (Fig. 6), Mathura, Kosam, Ahichchhatrs, Bhita, Rajghat,
Pataliputra and elsewhere. They represent a mother-goddess with alternating tree and
animal motifs unconnected with any other objects of the historical period. A seal from
Rajghat of the same material shows a bull with a erib before it similar to the Indus
Valley unicorn and crib. It also bears a Brahmi inscription which I have not been
able to decipher. Tt seems to be an important bit of evidence, & unique relic, but an isolated
link in the chain of evidence that might be required to shed light on this obseure problem.
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Fig. 6. Ring-stone showing Mother Goddess, Taxila

The time from about the Sth century B.C. to the rise of, Mauryan imperialism is
the Mahd-Janapada period of Indian history. Tt is the period of the Grihyasfitras and
of Panini, of the rise of Buddhism and Jainism. In this period people began to cast off
the shackles of their tribal associations and became settled on the land in organized village
communities, Two outstanding features of our cultural life in the Janapada age are to be
particularly noted. The first relates to the full and unfettered freedom of association
enjoyed by each group according to its needs, giving rise to a variety of corporate organiza-
tions, some well knit like the Safigha or Sreni and others only loosely bound like the Vrata
or associations of warlike bands. But the second feature is really important for our present
purpose. With the people settled quietly on the land, pursuing the avocation of the plough,
there emerged factors which led to the cultivation of arts and crafts ge an imperative social
need and economic function. There were groups of people which formed part of the village
economy but could not wholly depend on the land. For them it was necessary to discover
new ways of earning a livelihood and this was the origin of an exciting variety of Silpas
(crafts). The whole Janapada society, as if it were a team awoke to activity and threw
itself into handicrafts. Any work done by hand, any occupation of manual skill, any
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activity requiring the use of mind with manual cleverness was called Silpa, Yaska tells us :
“Proficiency in the professions appertaining to the life of a village bestows on an individual
special distinction” (J@napadishu vidydto purushavidesho bhavati). An intensive cultivation
of crafts was the hall mark of this age; the invention of a large number of appliances or
skilful contrivances called Yantras, useful for agricultural and domestic life was a disting-

nishing feature of the civilization in this period, which is referred to by Manu as Mahd-
Yantra-pravartanam. The distinction between fine art and crafts did not exist at that time.

Panini’s definition of Silpa includes dancers, musicians, instrumentalists (playing on
madduka and jharjhara), and also barbers and carpenters. The material about the Silpas
in the Jatakas is to be viewed in this light.

New professions were being discovered and organized, each one looked upon with
due regard as fulfilling a necessary social and economic need. The barber, carpenter,
washerman, dyer, dancer, singer, gardener, mason, blacksmith, painter, snake-charmer,
goatherd, potter, florist, weaver, tailor, arrow maker, wrestler and a host of other workers,
constituted the rich pattern of the Silpas in the Janapada society. It was essentially a
Silpa-culture integrated with the village economy.

The net contribution of this period was the emergence and crystalization of
motifs and patterns of architecture and decoration in tangible form. Wood formed the
principal medium of carving and for architectural purposes : the carpenter and the wood
- worker are referred to with greater esteem than the stone mason. The gateways and the
railings executed in the Sunga period derived their ancestory from this earlier age. It was
an art of wood transfeerred to stone.

A second feature of the Janapada period art was the outburst of animmense
number of symbols—lakshanas as seen on the punch-marked coins. Indeed for about another
five hundred years, the vogue of symbols became conspicious in Indian art. A study of
the coin symbols with a view to their art history yet remains an unwritten chapter, but must
prove of interest in assessing the full significance and value of many decorative patterns
of Indian art,

But the most outstanding problem of this period is the investigation of the fo-
reign contacts that India established with the Persia of Darius on the west, with the Sa!ma
of Sakadvipa in Central Asia seftled near the Kumuda mountain (The Kuumenflm of
Herodotos) beyond the Oxus and the Yuechis or the Rishikas of Central Asia. The evidence
of Mahabhdrata is positive about these early contacts. Sakandhu and Karkandhu of the
grammatical literature in the Vartikas of Katyayana (4th century B.C.) point to the know-
ledge of the country of the Sakas and of the Karkas or the Karkians both uf. whom are
referred to in the inseription of Darius in the 5th century B.C. A definite flow of
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Weatern Asian motifs towards India seems to be predicated as a result of these contacts.
"The Assyrian passion for colossal animal forms, the Lion and the Bull, and the Babylonian
, repeat motif as seen in the representation of the Palm Tree, are clearly reflected in the

decorative motifs of Bharhut and Sanchi. The winged and fabulous animals that we usually
* associate with the Sakas already appear in early Buddhist art. We know of another

motif on the punch-marked coins and in sculpture viz. a triangle-surmounted standard. It
appears to me to be the ‘Standard’ symbol or Vatjayanti (Fig. 7), the Indrayashfi referred
to in the Mahdbhirata and said to be a banner raised in honour of Indra to mark the
weal and prosperity of the whole Janapada. Tt has an obvious resemblance with the Life
motif, Ankh (Fig. 5), that is first found in Egypt and then transmitted to other countries
in Western Asia. The tradition of the Epic relating to the architect Maya executing the

Assembly Hall of Yudhishthira after the pattern of the Vidvakarmd Sabha can be

explained only against a wider background of art extending beyond the borders of India.

Tt cannot however be forgotten that whatever the extent of foreign exchanges in the realm

of art may have been, the background of thought on which these were engrafted was

essentially Indian. The symbolism of the Lion capital could hardly have been conceived
except against the background of the religion of the Dharmachakra which once sur-
mounted it.

The art of the Sunga period is an art of folk inspiration, a documentation of popular

. life and cult beliefs, it is dominated by an abandon and freedom peculiar to sylvan deities, .

the Yakshas and the Nagardjas. There is in it no wurban temsion or sophis-

. tieation, nor is the moral severity of the Buddha’s religion impressed on its countenance.

The figure of the Yogl Buddha is, o to say, unwanted in that art; the Buddha permeates
it only as an influence,

The tension of the Buddha image would not accord with an art feeling of such
universal consciousness, The Yakshas stand out pre-eminent in their own right ; they are

. not yet the puny subordinated and accessory attendant figures that they bepoma:in
Kushana art. The problem of Sunga art apart from its proper stylistic evaluation,
itself mainly with the detailed investigation of all the art forms and decorative m otifis
with special reference to their folk symbolism, their exposition from literary souroes, specially
the Jatakas, the Epics and the Jaina canons, and the restoration of their technical names.
Much useful work was done in this line by Dr. Coomaraswamy in his essays on early
Indian iconography and on ancient Indian architeoture dealing with cities, city-gates and
palaces. But there is still a vast amount of material in the Jaina sources, specially rich in
this respect is the text called the Raydpaseniya, in which we find an account of an ancient
stiipa of the mythical Alkappa city, which seems to be & detail A0 oyewitisie el
of one of the ancient Jaina stupas of Mathura built at the Kaikili T3 site in the 2nd
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century B.C. The terminology is extremely rich and the acconnt of the Padmavara Vedika,
the Lotus Railing round the stiipa with the voluptuous female figures carved on the pillars
is exceptionally true to facts taken from actual architecture. This study, T am glad to
say, has been undertaken by my friend, Dr. Moti Chandra, with remarkable results,

The Kushana art continues further the same indigenous tradition of folk
inspiration of the joy arising from the life of the senses and the pulsating buoyancy
of open air feminine sports and pastimes, but their emphasis is increasingly human
and the centre is shifting towards an urban civilization. The emergence of the
Buddha image is the supreme gift of Kushana art. The image is not an abrupt or disrup-
tive phenomenon ; it rather stands integrated to the preceding religious processes and is an
outcome of the movement laying emphasis on personal devotion to a deity or person of
divine rank, counted supreme amongst other godlings. The colossal free standing
Buddha and Bodhisattva images cannot be separated from the preceding Parkham Yaksha
types. The problem of the origin of the Buddha image had been furnished with an answer
in its stylistic bearings long ago by Dr. Coomaraswamy. The key, however, to the priority
of the chronological position between the schools of Mathura and Gandhara rests with
archaeology and that key is still not forthcoming. The existence of temples of Bhagavin
Viasudeva in the time of Sodasa is however an established fact of archaeology and this
at any rate preceded the known images of the Buddha.

The Buddha image introduced a revolutionary change in Indian sculpture and
architecture. The images of gods and goddesses began to be executed in increasing
numbers according to the dictates of an expanding pantheon. With the main attention
focussed on the image, the railing receded into the background, and in the Gupta period
the railing was absorbed or assimilated in the pattern of the raised platform or temple
plinth, the Jagati-pitha, such as we find at Devagarh in which upright pillars with male and
female figures carved on them illustrating scenes from Krishna’s life and the Rimayana
were fixed against a masonry wall.

The flat-roofed temple of the early Gupta shrines with its modest cella
(garbha-gyiha) is derived in its architectural pattern from the simple Gandhakufis of the
Kushana period. These were constructed for the colossal free standing images of the\Buddha
by erecting three wertical plain glabs on the three sides and covering them with a flat
slab which was carved on its inside with the same decorative patterns and symbols as were
seen on the parasol or chhatra (Fig. 3). In fact, square parasol slabs of this carved
pattern have been recently discovered at Mathura showing clear devices and grooves for
erecting the upright slabs (Fig. 9). Subsequently with the addition of a porch and
a sikhara in the Gupta period the architectural pattern of the Hindu temple emerged
completely and fully equipped for its further development.

3
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During the Gupta period, Indian sculpture, painting, drama and music witnessed
an all round efflorescence. The tremendous outhurst of creative activity on a national scale,
engulfing the country from Mirapur Khas in Sindh to Dahparbatiya on the Brahmaputra
in Assam, established for the first time a national style of art distingnished by common
characteristics and activating from numerous centres. There is as yet no adequate study
which can be said to do justice to Gupta art comprising its rich sculpture, architecture,
painting, terracottas, beads, pottery, and details of ornamentation, decorative motifs, styles
of hairdressing and fashions in costumes and fabrics as they were developed in the age
of Kilidisa and Béinabhatta. A sumptuous volume like the Sanchi topss will have to be
undertaken to present the material with suitable reproductions, and to interpret it in terms
of the contemporary literary evidence. For no other period of Indian history is the
enltural material so rich and so amply documented in its literature and art specimens as
for the Gupta Age. We have, for example, reference to the varions styles of hair, as
Alaka also called Valibhrit ke$a (frizzled locks), Bhramaraka (Bee coiffure), Lild-mayira
Kebapasa (Peacock-feather style), the honey-comb style, the simanta parting of the hair
and its decoration with a forehead jewel known as the chafula tilakamani.

i;l
e

Fig. 8 Jaina. Ayigapatta with svastika and Fig. 9. Square parasol and flat top of the
mina-mithuna ete. motifs. Mathura, Gandha-Kuti (Mathura)
1st Century A.D.

The art motifs in the works of Kilidasa besides offering a rich field of study put
us into possession of evidence about the date of the poet. For example, Kilidasa refers
for the first time to the motif of the two river goddesses Gangd and Yamuni carved on
the temple doorways in human form and attending on the deity (mirte cha Gangd-Yamune
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Fig. 11. Temple doorway showing Gangd & Yamund (Devagarh)

taddnim sachdmare devamdsevishdtam) (Fig. 11). This agrees with the evidence of tlu
Vishgudharmottara Purina stating that the river-goddesses should be shown standing
f 4
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on their respective vehicles with legs bent at knee and holding Full Vases in their
handsl,

- Another typical Gupta feature is the reference to the conch and lotus symbols
' Sankha-Padma-nidhis carved on the jambs of doorways. According to the Vishpudharmo-
ttara, the two jewels, the lotus and the conch, should be shown in their natural form
(Sankha-Padmau nidhi kdryau svardipau), and this is confirmed by Kilidisa saying that
the house of the exiled Yaksha in Alakd was painted with the figures of the conch
and the lotus (Dvdropdnte likhitavapushau Sankha-Padmau), This feature is eclearly
seen in Gupta art, on the flanking posts of the three niches in the walls of the Devagarh
temple and on certain other pilasters of the Gupta period in Mathura art. The following
additional references indicate the chronological bearings of Kalidasa with the culture
of the Gupta period: The goddess Kali holding a skull, the seven Divine Mothers
(Matarak) ; Karttikeya riding a peacock (mayidra-prishthadaryi Guha), Vishnu sleeping on
Sesha (Seshaédyi Vishau) (Fig. 12); Vishpu seated on the coils of a serpent (Bhogi-
bhogasanasina Vishpu), as the one in
| the image on the lintel (lalata-bimba)
of the Devagarh temple; Ravana
lifting Kailisa; the dwarfish atten-
dants of Vishnu partly in human
and partly in their natural form
(jalaj@si-gadasirnga-chakra-lafichhita
mirtibhih, Raghuvamsa); the halo
resembling a  full-blown lotus
(padmdtapatra  chhayd-mandala) as
contrasted with the plain halo of the
Kushana period with only a margin
of scallops, ete. A more detailed
study of all the motifs and elements
of decoration mentioned by the poet
and seen in art and painting is likely
to render the picture of corelation-
ships even more complete. The lotus
halo of the Buddha, Vishyn and
Tirthankara images of the Gupta

period are well-known. According to
Fig. 12. Seshaéiyi Vishnu on the lintel of the the Brihatsambhita the halo should be

Devagrah Temple. covered with a pattern of geese with

L gfear godront aaifa FEIA | qUEAR: FTET afEwee: |
—Vishpudharmottara 3.42-51
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feathers treated in conventionalized scrolls, adorned with pear! festoons (mukt@phalopachita
-pralamba-malavila) and these features are corroborated by the actual specimens.

The cultural history of the Gupta Age stretched itself into the 7th century. The
- Kadambari and the Harshacharita of Bana written in the time of Harsha provide us with art
evidenee about iconography, ornamentation, drapery, decorative motifs, furniture, utensils,
trappings of horses and elephants, ete., which is extremely valuable for an understanding
of the material culture of the transitional period between the Gupta and the medieval
epochs. The importance of the Harshacharita as a cultural treatise cannot be over-estimated.
I have recently come across references there to two kinds of foreign imported textiles,
firstly Stavaraka manufactured in Tran and exported on one side to India and on the other
to Arabia where it finds mention in the description of the raiments of the Houries in Paradise ;
and secondly to a textile of Central Asian origin called Pringa which was a kind of damask
silk of one colour. The many coloured striped drapery of Ajanta is referred to as
Indrayudhambara the cloth resembling the rainbow; the tie and dye process is also
-mentioned. This varied material has to be properly presented and interpreted in the light of
the actual evidence from art.

The problem of Indian art terminology is a very vast one for which the avai-
lable material is extremely rich. It is embodied in specialized texts like the Vishnu-
dharmottara, the Chitras@itra part of it, the Minsira, or the Samarifganasiitradhira, ete.
The stray references in the Pali, Sanskrit and Prakrit literature amplify it. Dr. Coomara-
swamy in his Indian Architectural Terms made a beginning with this study, Mr.
Sivaramamurti at one time contributed fairly extensive articles on the art references in
the various classical Kavyas. Dr. Moti Chandra has bagged a rich harvest of snch terms
in his amply documented papers relating to Indian costumes, coiffure and cosmetics from
the Vedic period to the Gupta Age. 1 am drawing specific attention to them for the reason
that the terms which have been clearly identified and sssessed therein should now be

adopted and introduced in our art books. The restoration of Indian art terminology is
the condition precedent for the proper understanding of Indian art motifs, patterns and forms.

The specialized texts are awaiting authoritative editing, even the Vishpudharmottara chapters
on iconography and the Chitrasitra chapters on painting require fresh examination, and
these studies are bound to remain incomplete unless correlated with actual examples. The
Vishgudharmottara refers to Bahirava with round eyes (vritta-lochana) protruding teeth
(datishfra-kardla vadana) and broad nostrils (pwlla-ndsdputa). In a terracotta image of
Bhairava the Siva temple at Ahichchhatra I found these three features holding good.
In the case of the Sun images, Varihamihira refers to his girdle as avyanga (Brihatsamhila
Ch. 58.47) and the same is mentioned in the Vishpudharmottara as yaviyanga (Ch. 67,3),
which are only attempts to render into Sanskrit the Parsi girdle called aivyaonkan, We
have before us a great quantity of terminological material to be evaluated and cleared up,
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A third fruitful source of art terminology is the oral tradition. If properly
tapped, much useful material could be got out of it. It is illustrated by the list of
Some Art and Archacological Terms published by me in the Museums Journal, and in &
much more convicing way in Dr. Moti Chandra’s work The Technique of Mogul Painting,
in which several hundreds of painting terms were obtained from Ustad Ram Prasad at
Banaras who was the last surviving painter of the Mogul schools in that city.

A typological study and classification of Indian clay figurines might be mentioned
as another possible source of cultural material unsurpassed even by sculpture for its range
and variety. The clay figurines present as it were an inventory of the types of men and
women in the several walks of society in a particular period.

We find among them types not only of gods and goddesses but kings and courtiers,
domestic servants, warriors and palace attendants, monks and nuns, horse-riders and
elephant keepers, hunters and gamesmen, dwarfs and acrobatic figures ete. The toy
figurines mostly provide material relating to the children’s art in ancient India and this
line of approach should also be explored further.

The study and interpretation of Indian art is pregnant with great possibilities
for our coming cultural renaissance. As a nation the Indians were once the citizens of a
beautiful world of forms. The last two centuries disenfranchised us from that heritage and
tradition. An inroad of exotic forms affected all spheres of Indian life and our own
motifs and forms of painting, sculpture, decorative designs, architecture, furniture, dress,
even our flowers, perfumes, household utensils, music, dance and drama, etc., suffered
heavily, retreating under the fire of aggressive European vogues and fashions. India’s
struggle for Sva-rdjya can only be interpreted as a struggle of her soul to rehabilitate hereself
in her own forms of life and culture. Svardjys must mean a cultural rebirth. With the
* dawn of Independence the destiny of Indian culture must be fulfilled once again and the
national soul must reassert itselfl In the words of the Rigveda, the old and the new
generations have to enkindle the flame of knowledge and culture. Potent signs of the
coming revival are visible on all sides. Much depends on the people’s will to attain their
cultural rehabilitation. The Dharmachakra has become our natural symbol through a
prophetic decision of rare wisdom. The Dharmachakra must be understood by a modern
mind as the wheel of culture. This Dharmachakra must revolve steadily both in space
and time, imparting a new tone, quality and richness to life’s manifold manifestations
under the Indian sky. May the Goddess of Beauty lead to this fulfilment.
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‘Mighty in mind and power is Vidvakarmi, Maker, Disposer and most lofty Presence’,
Viévakarma represents the highest image (parmadasidrik). According to Meister Eckhart,
“Any thing known or born is an image”. Thus the world of Name and Form is the image of
Vidvakarma. It is his lofty Presence, his apparition, that was once concealed in the highest
heaven and has now become manifest as the immanent world of names and forms. The visible
objects which Vidvakarma is creating constitute This All (idam sarvam), i.e., the totality of all
images which we grasp through the mind and senses. Vidvakarma in his undifferentiated form,
Le,, in principium (agre) contains within Him all that has become known or born later on.
Each image or icon is a symbol of the divine supreme reality, and is the manifest form of that
which existed in the mind of the creator. There is an Original Model (pratirtipa) which unfolds
itself in diverse forms (riipam rilpam pratirdpo babhiva, Rigveda V1. 47.18). What the original
model (pratiripa) is we do not know ; or else we know it through the forms in which it is imaged.
To see Him, which is the same as to understand Him, we must find Him out in every figure of
which He was the original. The model is archetypal for all casts, figures and images. Viva-
karmi is that Archetype (prathamachchhada).

To know the model one should know the figure. The figures are within our purview.
They alone can be seen in concrete form. The great law by which Vidvakarma creates is the
equation : yathi=tathi. The visible world is yatha of which the variety and diversity are
infinite, beyond the power of words and thought to comprehend in fullness. Yathd is equal
to This, and tath is equal to That. The source of yathd is tatha. This is rooted in That. The
latter is beyond name and form. It is the supreme reality, the lofty presence in the highest
heaven (parama vyoman).

In later imagery Vishnu is called Viévakarma (in the Vishnusahasranama). He
is two-fold, viz. parama rilpa, same as the parama samdrik of the Rigveda, That which is
parama ripa is aripa ; the Highest Form is identical with the Formless, so says the Vishnu
Purdpa (VL. 7. 54):

‘Tachcha Vishnoh paramar@ipam ardpakhyamanutiamam
Vibva-svari@ipa-vairupya-lakshanam paramdatmanal’.

The cosmic forms constitute the vair@ipya, the manifold appearance of the deity.
Each of them in its strict definition is an apparition, o yaksha, merely name and form without
real substance. The yogin alone can comprehend the higher form (pararfipa) ; others can
think only of the material forms of images. Meditation of images is essential, the normal
way for the functioning of the mind.
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This material world of images is the endless world of art. It is the mind (chitia)
that depicts the images (chitra-karma). A mental concept is raised in the mind of the sculptor
or the painter, and the same is then projected as sculpture, painting, ete. The world of forms
is called Prajapati, i.e. the creator in his cosmic aspect. It is also Hiranyagarbha, the potenti-
ality of all manifest forms. In short, whatever is here is the material manifest form of Vishnu
(migrtam etad hareh ripam). The sun and moon, stars and planets, men and animals,
mountains, oceans and rivers, plants and roots, the animate and inanimate—all that which
i# the realm of art or images is to be realised through meditation. The visual aspect of an
image is a very fractional aspect, limited in time and space, almost a lifeless concept, but each
image has to be meditated upon as a symbol of an act of Vidvakarma.

The operation of the mind brings into being all the various kinds of human art. The
deva-$ilpa is the work of the Creator's mind, the minusha-éilpa that of the human mind. The
mind is the storehouse of all the various pictorial forms form the beginning to the end. Indeed
it has been said that the mind (chitta) is even more various-and-pictorial (chitatara) than
painting (chitta in Pali), because in the latter the conception is not perfectly realised while the
pictures made by the mind are faultless. (Coomaraswamy, “An Early Passage on Indian
Painting” ; Atthasalini, PTS ed. pp. 64).

Indian art primarily emphasises and insists on the intellectual act, Higher art is a
sublime way of the mind. What is now taken to be the sensible aspect, i.e. ‘grasped by the
senses’, is the aesthetic form with all its inherent principles of beauty. It is only a limited
portion of that infinite world which appertains to the realm of mind of a creative artist. He
is to be compared with Viévakarma on the human level of reference. The concrete is the
lower form (avara riipa) and the mental the higher (para riipa). The wise man is he who dis-
criminates the higher form ; the lower or material image gives him no real pleasure (riipa na
ramate),

Viévarkarmi is spoken of as lofty in mind (vimand). He is the Father of the Eye
(chakshushah pitd). This Eye is the same as mind or spirit, the wisdom of the Creator, It
is this Eye which is sometimes identified with the Sun, because the latter is Viévarfipa,
the maker of all forms or lightimages. In the primeval eye of Vidvakarma there was a reflection
on ‘the first day of creation’ (agre) of the world image. It was that reflection (abhdsa) which
has become mirrored in the shining stuff of this world. The world subsists in its formless simp-
licity in the Creator. It is undifferentiated in the beginning ; subsequently Indra (mind)
creates different light-images (rlipam rdipam maghava bo-bhavits).

The worship of an image is itself an art, a ‘technique’, as clearly stated in the Vishnu
Purina. “Tirst the worshipper should mediate on the differentiated form (mdrta riipa) of
Vishnu. He should make his mind strong, i.e., intent on concentration when looking at the

image”. This corresponds to the stage of dhdrand in Yoga. He should understand the form
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and meaning of each limb of which the image is a complete expression. The decorative orna-
ments and the various poses of the hands like varada and abhaya, should also interest him.

Next he should turn his attention to the higher stages, i.e., lead his mind on from
the conerete aspect to the intellectual concept. For this he should think of Vishnu as free
from his attributes, like the conch, wheel, bow and club, and only meditate on his t‘.rnnquii
form (praddnta réipa). Only the beaded rosary is to be imagined in this form. Then he should
meditate on the form in which all ornaments and decorations have been eliminated and the deva
appears as a unitary person (ekdvayava). The next stage is that in which only the divine feeling
inspires the mind of the devotee. This is diydna. Ultimately the worshipper attains to the
highest condition of the yogi when his mind becomes one with the divine being and loses all
distinctions of meditation (dhyina), one who meditates (dhyata) and on whom one meditates
(dhyeya ; Vishpu Purdna, V1. 7. 86-91). This is virtually the same as a vision of the parama
riipa, or Viévakarma's loftiest presence of the Rigveda. The worshipper is now transformed
into a seer or yogi.

Indian art theory does not belittle the visual symbolism of art. It links it in the
first instance to the verbal symbolism which is scripture. The two are co-related and essential
to each other. But ultimately both have to yield place to that which transcends all symbolism,
which is an ideal fathd or Suchness, The verbal symbolism plays an important part in Indian
aesthetic tradition. The seripture is the Veda, the source of all ndma-riipa, viz., the visual
symbolism of art. The Veda is absolutely essential for art comprehension. It explains that
which is known intuitively (manasd nidchita), or what has been visualised (taddhyatam). The
rishis saw with an eye which is gifted with the ‘seeing of ideas’ (mantra-drashiaraB). It is an
ever-happening process. Any one who creates a thought-form (mdnasa spishts) is 8 rishi to the
extent of that intellectual operation. Having produced in the mind, the artist proceeds to the
production of the concrete or visual symbolism as the various forms of art.

The gods—all the gods and goddesses in the various cults of the past and future—
were gathered together in the primeval germ of Vidvakarmi. Whatever man’s fancy has
created in the religious disciplines of the past or whatever it will create in future, is an intellectual
emanation from Vigvakarma who is one and only one name-giver to many gods (yo devandm
namadhd eka eva, Rig., X. 82.3). '

Viévakarma is sadhu-karma, one whose works are perfect specimens (Rig., X. 81.6).
His creation is an ever expanding process in time and space (havishd vivridhind, Rig., X. 81.6).
His highest and lowest natures (parama, avama dhama) exist side by side with a connecting
intermediate link (madhyama dhama). These three correspond to the triple forms of art
referred to above. The visual symbolism is the lowermost nature (avama, kshara, mirta). The
mental or the verbal symbol of seripture is the mid-most form, a station on the way to the

highest reality. Tt is the light-image (bhd-rizpa) o reflection (@bhdsa), an intellectual act which
4
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is the ‘art in the artist’, as Coomarswamy has put it. The highest form (parama dhdma) of
Viévakarma is that which is formless (arfipa), i.e., in which only the highest Unitary Prineiple
(tattva) transcends all particulars (vifesha) and definitions and in which all forms are to be
seen in identity with every other. In a true realisation of art these three distinctive natures,
which are at the same time linked by a unifying thread, should be borne in mind.

What a rich and liberal patron is Viévakarma under whose effulgent patronage such
magnificent art forms (deva-dilpa) are being produced? The common or average man
remains ignorant of the mystery and grandeur of this art. The liberal patron, however, is
continually producing. His imagination is limitless and his capacity to produce forms is
boundless. There is a purpose in His creative work, viz., to aid in the great continual process
of life as expressed both in nature and man. The archetypal parents (Dydvd-Prithivi)
when they create are soaked with the life-sap and their cosmic thread is far extended and
firmly fastened to the centre (nabhi, ‘navel’) of the Creator.
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4. INDUS VALLEY ART

The earliest material of Indian art is found in the Indus Valley. This forms a part
of a civilisation extending from the valley of the SBarasvati-Sutlej, along the Indus, upto Sau-
rashtra. It was an extension of over fifteen hundred miles with about a hundred sites clustered
in three chief sectors, with a uniform culture from the point of view of religion, life and arts.
This is termed proto-historic, coming after the pre-historic ages as known under paleolithic,
microlithic and neolithic with their respective stone tool industries mostly in the principal
river valleys of the Deccan, sonth of the Vindhyas, The proto-historic phase was at one time
assigned to the millenrium, C. 3500—2500B.C., but now generally shifted to C. 2500—1500
B.C. as inclining towards & relationship with historical beginnings of early India. The Induns
Valley people have much greater importance as holding the key to the patterns of Indian
civilisation than perhaps has been realised upto now. In religion and art many a form of
Indian culture owes their origin to them. Those people seem to be intensely creative, capable
of evolving a highly civilised urban life in which both beauty and order ocenpied a prime place.
Almost one third of India covering about half a million square miles stretching from Rupar in
Ambala District to Bhagatrao on the Kim river (midway between the Narbda and Tapti) the
southernmost settlement known so far, was the arena of origin and growth of the Indus Valley
civilisation. heeler rightly calls it the most extensive pre-classical civilization.

The sites of this culture are dispersed along three routes, viz. Dviriavati-Anarta
route, Sind route and Sarasvati route. There were both villages and big towns of
which Harappa? on the Ravi was the capital of the Sarasvati-Parushni province in the north,
and Mohenjodaro on the Indus, in the centre, was the capital of the other province of an equal
size. These two capital-towns were fortified citadels, each of about three miles perimeter, and
were the seats of strong monarchy, feeling secured within defence walls and leading a life of
luxury with rich nobles and middle men fed by a toiling populationj The number of richmen’s
houses and the two granaries, one at Mohenjodaro inside the citadel and the other at Harappa
out side it with workmen's quarters, point to the pattern of life lived there. ; Along the banks
of the Sarasvati about 25 Harappan sites have been found. It seems that: their penetration
reached up to the fringe of the Gangatic basin as shown by the :.H.a?mp]mn site of Ukhlina, 19
miles west of Meerut. In the Sind sector the site of Mohenjodaro is just towards the west of the
Indus, Bighty miles below on the east of the Indus is Chanbudaro. _ On the west the farthest
site is Sutkagendor nesr the coast in Baluchistan.

The Indus people were using both land and sea m:_ltl_as as !lmwn.bﬁ’ the hmﬂﬁ:
covery of their sites. There was a land route starting from Dvirivati and going through

' Harappa has been rightly identified with HarlyGplys, RV. VI. 27.5.
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and Anarta between the Sarasvati and the Mahi touched Nagarf (ancient Madhyamiki near
Chittor) and through the desert of south Rajasthan connected with the Indus at a point
by the Mirpurkhas Stiipa of later limes. On this route in the desert is the Harappan
site of Ahar. It is expected that such remains may be exposed at Nagarl itselfl, The
Harappan also took advantage of the sea-route lying at their feet along the eight hundred
miles of coast line. In Baurishtra the site of Lothal at the head of the Gulf of Cambay in
- Ahmedabad District was a sea-port with a dock-yard. Other sites are Rangpur (Dist. Jhiliwar,
Saurdshira, twenty miles to the south-east of Limbdi), Gop and Somnath, the two settlements
of Mehgam on the right bank and Telod on the left of Narbda estuary and the third one of
Bhagatrao, carry the migration of these pople 500 miles south-east of Mohenjodaro, a distance
equal to the north-east arm upto Harappa.

The Indus Valley people seem to have exploited to the utmost the possibilities of
these twofold approaches by land and sea. In India they obtained the yellow stone from Jaisal-
mer; the fine green amazonite not from the Nilagiries as was once thought but from the Hirapur
plateau north of Ahmedabad (as pointed out by Wheeler) ; methyst from the Deccan trap ;
copper from Khetri mines in Rajasthan ; tin for making bronze from Hazaribag: the only
Indian source with extant old workings. Lapis lazuli used by them had its source in Badakh-
shan mines in north-east Afghanistan ; turquoise in Khorasan in north-eastern Persia ; and
jadeite (hard jade) in the Pamirs and castern Turkistan. The supply of lime-stone for carving
images etc. was obtained from Sukkur; gypsum for making lime-mortar from the Kirthar hills;
and marble from Rajputana. |Gold used for ornaments, fillets and beads came probably from
South India, or in the form of washed gold from Central Asia through trade channels, Silver
used for vessels and ornaments may have been obtained from Afghanistan and Persia where
it is seperated from lead. They were thus in contact with south India, east India, Rajputana,
Gujrat, and western Afghanistan through the Bolan Pass, and with Persia through the Makran
desert in Baluchistan. / Their contact with Mesopotamia is proved by the discovery of seals
with pictographio script at Ur, Kish, Susa, Lagash and Tell Asmar, together with several art

motifs, as knobbed pottery, vessels with mat-pattern, emall boxes w; compartments,
some special kinds of beads, eto, e o

Town PLaNNING AND ARCHITECTURE :

remarkable thing is the de-
mud bricks with & revetment

The rampart wall had gateways of which the one on
! For the Dvirivati-Anarta—Sauvira-Sarasvati route ses

Petavatthu commen Paramattha-
Dipani, 11.9.1,p.84 ; Bhigavata, .10, 34-35 and X.71. 91.29, E
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the west was explored revealing a re-entrant side and a system of guard-rooms. The wall was
punctuated at frequent intervals by bastions or towers projecting in some cases higher than
the wall. In the description of the planning of historical towns the defence wall appears as &
regular feature raised on wide foundations (qu( a0y ) and both mud-brick ramparts
(wig wrere) and baked brick walls (gez%T wWr#rx) are mentioned. The later texts also
make mention of a surrounding moat (gft@r) but the excavations at Harappa and Mohen-
jodaro have not yet reported the presence of such an important feature, which seems to have
been absent owing to the proximity of the rivers. g -

The town inside the citadel was divided by broad streets into a grid system of which
the regularity is amazing and found nowhere else in the ancient world, for example at Ur where
the streets are winding like village lanes. The streets in the Indus Valley cut at right angles
running east-west and north-south dividing the city into blocks. A very noteworthy feature
is that this regularity of plan conceived at the outset was maintained with great fidelity even
later, which shows that a civic authority enforced strictly its building laws and that the people
on their part seem to have offered willing obedience to both town-planning and municipal sani-
tation. There were no encroachments on public roads by the builders of houses and
subsequent structures were raised on earlier foundations well observing the original align-
ment., This entracts admiration at least for the early setllers who were more prosperous,
better organised and more mindful of the laws than those who came later.

" The main street at Mohenjodaro cleared over half a mile is 33 ft. wide permitting
several rows of wheeled carriages to pass up and by down. It is intersected by some similar
broad streets, dividing the city into blocks, and by roads nine to twelve feet in width, and
these again by lanes and alleys four feet upwards. None of the streets was paved with bricks.
The height of brick-built walls as preserved along the streets is about eighteen feet whereas in the
lanes it is upto twenty-five foet since the houses there are better preserved. The houses in the
blocks were compactly built with common walls but sometimes two houses were separated by
small intervening spaces about a foot wide. The entrance to the houses was generally placed
in the lanes to ensure security and privacy. Many houses were two-storied, to accemmodate
an over-crowded population, the upper storey being reached mostly by a staircase in the court-
yard, but sometimes also straight from the street. The walls are plain without any recessing,
jambs or decoration. Windows are rare, only & few alabaster and pottery grills being found.
Lime-stone althongh plentiful in the Sukkur quarries is used rarely.j An average house
measured 27’ to 30’ and a large one double this size. The ceiling was supported most likely
on wooden rafters for which square and round holes were provided in the walls at proper height.
The roof consisted of a rush mat below and a layer of rammed clay above. Rain water passed
through pottery drains opening on the streets. Doors to the houses ordinarily measure 3'4” in
width with about double the height which were closed with shutters ; but larger doors upto
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7'10° width also exist. The columns were built of bricks and were either square or rec
tangular in'section ; only in one case it was tapering.  But no round column was found, In
one doorway a corbelled arch has been used to close the space, otherwise wooden lintels seem
to have been used like those used in villages until recently.

The rooms had unpaved floors of beaten earth except in the bath-rooms and latrines
which were made impervious by the use of very finely joined masonry made of rubbed bricks.
In some of the rooms there were big pottery storage-jars (Kumbhi) the like of which in Sind
are used even today (called Godi). The houses had kitchens with chilhds made of bricks.
But much more frequently round ovens with an aperture below either made of brick or clay
were used like the tandir of the present day used all over Sind and Punjab and similar to those
in Mesopotamia in ancient days. The bathrooms were generally placed on the street-side on the
ground floor but in rich men’s houses on the upper floor with arrangement for spill-water to
flow in a channel built through the width of the wall and connected with the drain outside,

DrAmNAGE :

The matchless drainage system, not found anywhere in the ancient world, is a credit
to the genius of the Indus Valley people and a proof of their developed sense of domestic and
municipal sanitation. Each street and lane was provided in the centre with a brick paved
channel with bricks on two sides finely jointed with mud mortar or lime or gypsum. The
bigger drains were about one and a half foot wide covered generally with loose stones and the
smaller half in size covered with bricks, They were connected with tributary drains from each
house, and care was taken to lead the water pass through a cess-pit which retained its solid
contents before overflowing plain water entered the public drain. Both were regularly cleaned
by a fastidious observance of sanitary laws. This accords quite well with the superior hygienic
sense of the people as indicated by their bathrooms, pottery-pipes, sumps, closed drains, brick-
lined wells and above all the Great Bath. Indeed the cleanliness of the body seems to have
been developed as a religious cult with these people. If the rich finds of jewellery, beads of
semi-precious stones and decorative pieces of ivory and shell be added to this picture, it would
be permissible to infer about their belief that the body is the SELF (Atmd) which should be

worshipped and beautified in this life and preserved in burials after death. That this was an
Asura belief and custom is stated in the Chhindogya Upanishad.1

WeLLs :

The supply of plentiful fresh water depended on wells which were found in almost
every big house, ranging in diameter from 2’ to 7 , more usually ', built with wedge-shaped
bricks and having a small coping and paved steening.

* s G 1 e i Rvrn et depdfa
—Ohhandogya Upanishad 8.85.



PLATE 1.

A. Great Bath. Mohenjo-daro.

C. Painted Pottery. Indus Valley.
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An idea of the architectural attainments of the Indus Valley people, maybe obtained
from the contingent of important buildings found within the citadel or the so-called Stiipa
mound at Mohenjodaro, e.g. the Great Bath, an Assembly Hall, the so-called “College Building™
with numerous paved rooms, a courtyard and a grand staircase, all pointing to its character
as a royal palace, and last of all a Granary recently explored by Wheeler corresponding to the
elaborate Granary of Harappa, the latter having round brick platforms for crushing of grain
and also workmen’s guarters. //The Assembly Hall, raised on twenty pillars arranged in four
rows of five each, is a spacions building, 85’ square, and must have been used for an important
public purpose. Mackay takes it to be a market hall, and Marshall a place for religions congre-
gation ; but perhaps it was of a multi-purpose character, being used both as a Sabhd and a
city-guild office, corresponding to the Samthdgara of later times.

The most impressive monument left behind by the Indus Valley people is t]?e Great
Bath (Mahi-Kunda) (39" long, 23° wide, 8 deep) reached by flights of steps on two sides and
forming the core of a big hydropathic establishment (180" % 108") surrounded by several rows
of double-storied rooms for changing clothes ete. and also some b“h'm?s', It m ’“1;"!'1‘9‘1
with fresh water from the adjoining well. Great care was taken fo make it impervious in the
floor paved with bricks on edge, and by three parallel vertical brick-walls, the first Phnm
the inside and Pluggu;l on the outside by 1" thick coat of bitumen after which ran the gz,
and the third wall separated by mudfilling, all made mmp{lnt+as several parts of -:rna =
enclosing device. Tt must have been frequently refilled as mﬂlcﬂtﬂd by tl}ﬁ emptying
in one corner connected with a big corbelled drain. An institution of this aflifborata nl.ture
must have had special significance for the builders most probably used for religious ablutions.

e A ; . s
i j + + - shelter inside a citadel to an aristocratic popula
The polity of Mohenjodaro giving she el i

with an authoritarian ruler is in full accord with the gra iy
divided into 27 blocks of solid masonry with attached loading :;ﬂ :rl:lf:ns IJljr i
ported a ti perstru , for storage proper gular arranged
froer, & Fpoer o gy hoth at Mohenjodaro and Harappa were
as to ensure perfect ventilation. Tt appears that s ST A
granaries of similar dimensions, but the one at Harappa Bﬂmi‘—'n::g ik ot Al R
ted earlier. The agricnltural wealth of a toiling Pp:asnnt.rf flo
the maintenance of a well provided urban population. : o ezt
The several monuments peculiar to the citadel throw l!gi:e“ t:IZPHOJ:H 3 :ha amml_
m Sﬂbh
s corresponding to the “Bath to the Royal
:TT::;:? tﬁ?‘ﬂn:l?ege" to the Prasdda ot Royal P“,Iaﬁ’ h Gr{:ﬂt lacement within
Pnshkari ;:Jmn] gwﬂed Each one of these institutions ‘md‘the_] y enfp Lt R
fortified illn lgrw: quite wf::ll with what we know u]:‘ simﬂlf:ﬂl;li'::“n“::; 3" historical &
nESDEIA : : ity with the capt “1““_ _“m""‘“
i i tralised kingly authority with B ) AR
road. wm' ?mm complete this picture is & religious establishment which it s expected
lies below the Buddhist stiipa.
5

Koshthagira, the
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: The copious art material offers firm proof of the refined taste of these people. They
i had developed the arts of stone sculpture, casting bronze figurines, making wheeled pottery
finished with painted designs, modelling human and animal clay figurines, carving ivory and
' shell pieces for inlay work, cutting semi-precious stones for a variety of beads, turning gold and
silver into ormaments and making various objects of copper such as tools, weapons and
domestic utensils. The three major items of civilized life, viz. agriculture, weaving and writing

g were also fully developed.

ScuLPTURE :

Sculpture, though pieces are limited in number (11 from Mohenjodaro), is enough
to show that the plastic medium of stone was handled with adequate skill by the Harappan
artists. The steatite head and bust (7" ht.) of a person, with a fillet fastened to the hair,
wearing a trefoil patterned shawl and having pruned beard and a shaven upper lip as in
Sumer figures and peculiar slanting eyes similar to those of deities at Kish and Ur, points to the
probable identification that this was also some divine image (Fig. ?1']. Scholars have gene-
rally taken it as a priest or ¥Yogi, but in the Indian tradition the Yogi type suits very well
as the model of a divine figure, and there is much less probability of a human priest
being depicted as a god. Taken together the group of stone images from Mohenjodaro has
a style of its own as shown by the receding forehead, larger face, narrow eyes, not found in
contemporary Mesopotamia or in the historical sculpture of India. On the other hand, the
sturdy neck, inlaid eyes and the shaven upper lip have similarity with figures in Mesopotamia.

In contrast to the formal and stiff style of the above, two pieces from Harappa
found in by Vats and Sahni are of such outstanding ssthetic value and anatomical Hestiotion
that: they have caused as much gladdening of heart amongst true art-lovers as flutter amongst
stolid archsologists, who look upon them with an uneasy eye against all evidence furnished by
the find-spot, material, technique and unique style. The one, a male torso (3-75%) of red
enloured fine lime-stone (Fig. 20), and the other, a female dancer {3:9%) of dark lime-stone
having #oft effiminate charm show a rare sensitiveness and skilful l:mde[ling unparallel in the
stone art of the ancient world (Figs. 14a &8). Thesealed levels in which they were exposed with
other associate finds of protohistoric age cancels all doubt about their being exotie, as confirmed
by Vats and Marshall. The particular stone of which they are made was being imported in the
Indus Valley from an unknown source and used for many other objects found there, but not &
single figurine or object of the same material has been found in historical art. The evidenoce of
technique is even more forceful as being in favour of the two statues being indigenous to the
Indus Valley, e.g., the holes in the shoulders and neck for attaching moveable arms and head
and the use of a tubular drill to make them, not known elsewhere, Their style also is dis-
tinctive and incomparable with any other thing that we know either in the East or in the

West, This solid evidence about their origin accords well with the fact that the excellence of
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Fig. 13. A Seal , e
Fig. 14 (a). Torso of a
dancer from Harappa

)

Fig. 17, Dancing girl
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carving observed in these two figurines was well within the competence of the master engravers
who have created wonderful figures of bulls on the steatite seals.

The male torso, with its developed muscles and stout limbs depicted in a frontal
position is explicit in expression. But the figure of the dancer standing on the right leg with
the left one thrown towards the proper right in a delicate pose presents some difficulty of iden-
tification as to its sex. It is taken as a male figure. But, as Marshall noticed its "soft and
effeminate’ built, no one can fail to be impressed with the rythmic animation in the various
limbs and pose as peculiar to a female body( Fig. I4 &). This is writ large in the broad hips
(gsifir)), contracted waist (wed w@wrgm) and somewhat narrower region between the
shonlders (fsezrwa<iam; these epithets are applied to the beauty of a woman, §'B.1.2.5.16,
3.5.1.11). The breasts with nipples attached in the holes are certainly not so prominent as
in the clay figurines but compare favourably with those of the girl in bronze.

Copper was the chief metal with the Indus Valley people and by mixing tin they
prepared an alloy of bronze for making some important articles. The process of casting
bronze by the eire perdue process, viz., making a model of wax and using it as the core inside
a clay mould and then pouring molten metal for casting the desired figure of solid metal. This
technique has been followed throughout the long period of the history of Indian bronzes, and
its earliest specimens are works of decided merit not only for a full mastery of the technique
but also for their realistic sytle. The bronze dancing girl (ht. 4.5%) is a matter of fact example
in which the rather longish legs and arms and the slightly tilted head bespeak the rhythm of her
movements (Fig: 17). The right arm, flexed at the elbow, is placed on the hip (wfege)
and the left, profusely loaded with bangles (@rea: ; RV.L1669, VIL 5613 and wifégs
V. 58.2) is suspended and touches the lefr thigh (@age). She appears to be the model
of Nritd, a female dancer with whom Ushi is compared in the Rigveda, wearing an embroi-
dered garment and opening her breasts (Adhi peshdnisi vapate Nritir-ivd-porpute vakshal,
RV. 1.92.4 ; Nritd=Nrityants Yoshit, Sayapa). Another similar figure but of poorer quality
was also found. Amongst the eleven animal figures in hronze those of a buffalo and a ram
are noteworthy, the former with the muscular modelling of the body and massive uplifted
head shows the reserve strength of the wild beast and is a study in realism. A toy cart on two
solid wheels with a driver gives proof of the use of wheeled conveyances by the Indus Valley
people for transport of men and goods as until recent times, The solid wheels resemble those
in use in Sind even today.

The vast number of terracotta figurines from the Indus Valley both human
(#igs. 18, 19) and animal are of a unique style different from that of the Mesopotamian
figures. They are geperally made of solid clay and modelled by hand except in the
case of human masks and a few hollow animal figurine, for which moulds were used.
The figurines were baked to s light red colour and were afterwards painted red. Some
of the animal figurine show ventholes for escape of air or ashes of the burnt core.
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Fig. 19. _ T
Mother Goddess : Fig. :[l‘;hi;ma
from Harappa from Harappa mage- odaro
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Stylistically the figurines are realistic and in the case of a moulded bull the general
effect is very pleasing (Fig. 24). The human masks having horns seem to have been
used as apropiatic figures. The epithet Vishanin is found in the Rigveda (VIL.18.7) as the
name of one of the five tribes who massed to battle against the forces of the Aryan king Tritsu.
The other names of this confederacy, viz., Bhalanas (people of the Bolan), Sivas (same as the
Sibis), Pakthas (Pathans) point to the fact that the Vishininas also belonged to the same
region. The discovery of over 1000 steatite seals with unicorn motif points to the importance

of the horn symbol in the religious belief of the Indus people.

A large number of animal figurines in clay were found used as toys for children and
showing in order of popularity such animals as the short-horned bull, humped or Brihmni
bull, ram or goat, rhinoceros and dog. The wide choice of toy animals, rodents, birds, reptiles
ete. also includes monkey, pig, hare, elephant, tiger, buffalo, mongoose, snake, armadillo, turtle,
dove, domestic fowl, peacock, squirrel, goose, pigeon, sparrow, parrot, owl, grasshopper ete.
This variety is similar to the pottery figurines of animals of the historical period. It was found

that a good number of animal figurines were hollow inside being made on a core of some com-
bustible material.

A remarkable technique was developed in the making of faience paste nsed for fine
moulded objects as toy figurines, ornaments like bracelets, studs, beads, amulets, buttons,
finger-rings, and miniature pottery (Fig. 23), balls and marbles, gamesmen, inlay pieces, seals
(Figs. 13, 15, 22), plaques, spindle whorls, weights ete. of extremely fine quality. Faience
was prepared from powdered quartz, or sometimes steatite also, with a binding material and
after being moulded to the desired form was coated with a glaze. The use of faience was
known in Egypt prior to the Indus Valley and possibly the technigue was borrowed
from there.

Some of the objects of faience (Fiwet firzdt) showing a high degree of artistic
gkill include a knibbling squirrel, a crouching ram and a figurine of coalescing monkeys.
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5. SYMBOLIC IMAGES AND PAINTINGS

Indian ritual is for the most part symbolical. The idea behind symbolism is that
the external form is useful for its inner meaning. The form is only apparent, the meaning
conveyed by it isreal. For example, in every piijd, a jar full of water (Pérna Ghata or Masgala
Kalada) is sanctified for worship in the very beginning. The idea is not the adoration of the
earthen pot, but the pot full of holy water is the symbol of the human body on the one hand
and of the cosmos on the other. Both pinda and Brahminga, namely the individual and the
universal are identified and the main object of worship is to understand the close correspondence
between the two. The water contained in the pot is the symbol of the life-sap. This is only
one instance. It can be said with clear understanding that the mass of religious ritual in
Hinduism is a vast body of symbolism.

The same is true with reference to Indian art, specially images in sculpture and pain-
ting. Here we have to deal mostly with images of gods and goddesses, that were either carved
in stone or wood, or moulded in clay, or represented in painting ; whatever be the medium, the
meaning behind these images was one and the same. To understand this meaning one should
make himself familiar with the language of symbolism. In Indian art this language is quite
artioulate and eloquent, in a series of formulas known as dhyana-mantras of the respective
deities,

The basic point of view is that the cosmos or creation is an emanation from the
Supreme Being, who is called Prajapati or the Creator. The several powers of the Creator are
the devatds. What is created is infinite nature comprising the five elements of gross matter.
Thus there are basically two entities, namely the Devas and the Bhiitas, or what in modern
terms may be equated as Energy and Matter. All external forms are material. They have no
substance in themselves. They are merely the vehicles of the manifest glory of the Devas.
The Devas are unmanifest, while matter or creation is manifest. Each form is a symbol of
the formless. Cosmos is an aggregation of forms. But its source is the Supreme Unmanifest
Creator. Fe is both formless (Ardpa), and Omniform (Vidvar@ipa).

Creation is thé result of the One becoming the Many. This multiplicity is basically
expressed as & Triad, which has many forms. In philosophy it is known as the t]m;e& ‘Enm
Sattva, Rajas, Tamas;in religious worship it takes the fur.m u!‘ three gﬁdfs, Brahmi, Vishpu
and Siva. The basis of Trinity is ml?tﬂph}'ﬂiuﬂl. Its antiquity 18 rooted in the vﬂiﬂﬁ.md
elaborated in the Purdpas. In iconography Brahma is ahnw.n as seated on a hasisa -.:ﬂ,h a
kamandalu in his bnnd He has a lotus under him ﬂu:&tmg in a lake, "I'he‘ lotus is the
symol of creation and of life. The hanisa 18 the symbol of mind or the Ego which is at the root
U.f individual manifestation. The water in the kamandalu represents unformed matter, The
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four faces of this deity are the symobls of the four arms of the Svastika, which is the basic
design of the universe. Brahma is the God of all knowledge, symbolised as the four Vedas.

Vishpu is the second deity of the triad. He is the preserver. His vehicle is Garuga,
which symbolises the sun or time. Vishnu's Chakra is also the revolving wheel of time. It
i8 also the Brahmanda-Chakra, that is the Cosmos imagined as a circle, which is infinite but
bounded. Vishnu is known for his three steps which signify motion. The Serpent on which
Vishpu sleeps is named Ananta or the Infinite which is the symbol of the Absolute. Vishou
stands for the imminent form and the cosmic serpent Sesha stands for the mn.nmudent absolute
or the unmanifest sub-stratum. The four arms of Vishnu are symbols of the i
fourfold pattern of Creation.

The images of Siva are two fold, namely in human form and i
The Lifga form is literally the symbolical form, namely the life prinei
not become manifest in body. It is the unmanifest or the Awyakta principle not yet
materialised. It is the symbol of fire or the creative principle or the primeval seed which is
the source of world progenition. The opposite principle of Siva is Parvati; whereas Siva is
fiery energy, Parvatiis Soma. They both typify the father principle and the mother principle
respectively. They are the cosmic parents. The male and the female conjointly become the
Ardhaniriévara. Both are essential for creation of new life, which is symbolised as their son,
EKumira or S8kanda. Siva is also shown with five heads which are the symbols of the five
gross elements of matter. The moon on his head is the symbol of mind and of immortality.
The snakes typify the opposite principle of death or poison or darkness or asura. The bull of
Siva is the symbol of Kama or passion whom the great God brought under his control by the
power of tapas and samadhi. The images of these deities are manifold but all of them illus-
trate the language of symbolism as adopted for the sake of religious worship.




6. PORNA-KUMBHA OR THE FULL VASE

The Parpa-Kumbha or the Full Vase is one of the most beautiful decorative symbols
of early Indian art. It is the emblem par excellence of fullness, and prosperity, of life endowed
with all its gifts, moral, material and spiritual. The full blooming, overflowing contents of life
are comparable to the plants and foliage luxuriating from the mouth of a jar filled with the
life-giving fluid. The potent contents of life must seek their inevitable expression. Just
as from a well-planted seed springs into manifest form the plant with its beautiful leaves and
charming flowers, so does human life manifest itself as a visible symbol of the most mysterious
and attractive force enshrined in Nature. In one word it is the Pérnam or the Plenum that
is life; the rest is its negation., Fullness that is within and that is without, Fullness that is
in the cause and that is in the effect—it is this the most loving and assuring thing that we know
of on this side of Life, The Upanishads declare the truth as follows—

RS qUTRET | Ui R 0
‘That is full. This is full. From the full proceeds the full'.
That (adah) and This (idam) are like two eternal poles of the law of Life—its cathode

and anode which govern this mysterious chemistry. Plentum or fullness is the great secret of its

eternal pulsation. Fullness is felt by the presence of the quickening force that bursts forth
into beauty ; its absence or diminution on the other hand marks the negation of beauty, art

and life.

The Rigveda, the oldest document of the Aryan life concepts, bears testimony to the
conception of the Pirna-Kalasa. We read there—‘Overflowing is the Vase of the Yajaména.
Glory to him. Asa bounteous pourer have I filled up the cup for yon all to drink?’,

*  Piarpa-Kalasa (Figs, 25-30) is made here the emblem of overflowing divine bounty
held at the disposal of the Yajamina and symbolising an alround plenitude of possessions.
The fluid contents flow from the pitcher to the chalice for the sake of human satisfaction.

There are many other references to Kalaga in the Rigveda occurring in connection
with the pressing of Soma and its storage in the Jar which is called S8omadhina, Soma-receptacle
(VL, 69, 6; IX, 97, 33).

The Kalada is made of gold, filled with milk (IV, 32, 9), anl WE.l'ﬂGWi]Jg (@pipydna,
anfiearr) with the shining liquid (IV, 27, 5). A definite suggestion s made that the
Soma while entering the Jar induces all kinds of beauty to reside in it—faear fam2

U anoquit sreq o wagr | P e fefad frasd 1 Rig. 111, 32, 15.
* Rig. IX, 62, 19. i
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Fig. 27. Amaravati

Kapiti

Fig. 26.

Fig. 25. Sarnath

PORNA-KUMBHAS

Fig. 29. Sanchi

Fig. 28. Sanchi
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Soma and Beauty (8ri) constitute a pair. Soma stands in relation to St as the
male principle to the female. Where there is Soma, the Life-elixir, beauty essentially lives
with it. Besides beauty, the Full Vase is also invoked as the witness of manifold auspicious
enjoyments and blessingsl.

Hence it is that the Pirna-Kalada is also called the Bhadra Ghata, the Auspicious
Vase. Inthe Atharvaveda another variation of the name is found, and that is Pirpa-Kumbha
(IT1, 12, 8). The imagery of the Pirna- Kumbha enlivening and vegetating in manifold forms
finds appropriate expression—

“The Pirpa-Kumbha is the firm substratum of Time. We behold it manifesting
in various forms2, This is a very significant passage. The endless stream of time, unfailing
and inexhaustible winding out before us from eternity—what is the source of its unfathomable
fullness ?

The seer explains that an overflowing Pa@rna-Kumbha exists in the womb of Time
and presides over the endless manifestations of the eternal and powerful time process. The
latter quality is symbolized by the significant Vedic word ‘Bahudha’. That which is in the
womb of the Vase is one, invisible and indivisible. When it becomes ‘many” (bahudha), it
manifests outside and appears at its mouth. The branches and leaves on the top of the Full

Vase convey beautifully the diversified urge of the creative process. They represent its
infinite fullness,

According to the divine law as explained in the §atapatha, the All and the Full are
verily one3, Again, what is all or the whole is also full® and conversely, that which is full is
necessarily universal or cosmic8,

The Pirpa-Kumbha is thus a charming symbol of double entendre, signifying the
one becoming the many, and the created many attuned to the universal whole. The mani-
festation of the life-force from the womb is the most subtle and mysterious thing that we know
of in the whole panorama of our existence. Its creation is a sacred and sublime act, an event
fit for universal rejoicing. The gods seem to sing with joy when life recreates life, This
process is ceaseless like the ever-unfolding process of time. What can be the secret uf its
inexhaustible power 7 The poet conceives that there is the Kumbha or the Full Vase enshrined
in the innermost secret of the womb which contains the infant, and this vase is said to be the

! gy war sow fsarm 1 —Rig, X, 32,9

* qui: geisfaere Tfet § g age g gk | —Ahares, XIX, 53,
Sgd gy —Sat, 1V,2,2,2,V 23, 1.

4 “Q“ﬁm —&L, IF. Elalzl
5 gdag ag iy, —Sat,, IX, 2, 3, 43,

3
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real progenitor by the force of its inherent mysterious powersl, In this sense the Full Vase
would be considered a representative symbol of the hidden vital force, and its fluid contents
signify life itself. The infant that grows out of the womb and attains to full human majesty
in due course epitomizes the virtues of the symbolical Full Vase, He is Piirpa, full and over-
flowing with prosperity and blessings (Bhati and Asis) and besides—

‘Enjoyments, pleasures and delights gladness and rapturous ecstasies.

Laughter and merriment, dance and play have made body their home2.’

Such is the spirit of joy and fulness in the Full Vase.

The specific association of the Pirpa-Kumbha with dwellings and homes which it
was used to adorn is explicitly stated in the description of the completion ceremony of a new
house in the Atharvaveda®:.—

‘O fair damsel, bring hither to us the Piirna-Kumbha, filled with streams of clarified
butter, blent with nectar. Bedew these drinkers with a draught of Amrita. May the
reward of our pious works (ishtd-piirta) guard this dwelling’.

Here we are brought nearer to thar charming conception which is familiar from the
Buddhist literature, viz,, Puppaghala patimapdita ghara, (qrez-afesifed %), a house
embellished with a Full Vase (Dhammapada Atthakatha, I, 147).

The representations of this delightful symbol ocours in art and seulpture and continue

from the Susiga to the medieval period. They are seen in a pleasing variety of forms
(Figs, 25-30),

1 gt afregafaar a=ifa-
aferad Wi walssea: | —Yajus, XIX. 87,
2 gt AR SRR RARE 7
ga afcer qenfy ol mfvag 1 —Adharva, X1, 8. 24,
3 qui mIf AW graRT o IO Sy |
T AT Aty WA | —Atharoa, 171, 12, 8.
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THE WISH FULFILLING TREE

Indian art conveys its meaning in a distinet symbol language. The lotus, the full
vase (Pirpa-ghafa), the Svastika, the wheel(Chakra), the three jewels(Triratna),and the Kalpa-
vriksha, part as it were of an alphabet, are being used with perfect mastery as elements
of decoration ; they have not only invested art, Buddhist and Brahmanic, with endless beauty
but also show it as a vehicle of ideas. These symbols formed an integral part of Indian thought
for ages serving like pegs for religions and metaphysical ideas, Their meaning was ingrained
in the consciousness of the people, and the art-connoisseur carried within him a subconscious
reaction to these symbol forms which intensified his appreciation of an art which was rich both in
external as well as inner meaning. '

The Lotus has been extolled as the prime symbol of creation, the seat and
substratum of universal creative force which springs from the navel or centre of the primeval
Creator. Simplified to a concise Siitra of art, it is expressed as Brahma, the genius of creation,
seated on a full-blown lotus with a long stalk springing from the navel of Vishnu. That the
elaborate Paurinic cosmogony could be treated with such mastery of form gives a vantage-
ground to the artist. As the lotus floats above water, so the created cosmos emerged to the
surface of the primeval deep or ‘chaos’, which originally was the confused mass out of which
the order of the universe was evolved. The Greek word chaos is the same as Vedic ‘Kha’.
‘Kham' represented the great chasm or vacuum out of which was born the ‘Kam’, or the
Plenum. ‘Kha’ is the navel from which the cosmic lotus takes its birth. Again ‘Kha'
represents the centre of the Wheel of which the spokes and the peripheral frame mark the
Universe,

The symbols of the lotus and the Chakra are primarily Vedic symbols, And so is
the full vase or the Pirpa-Ghaga in which, as the seer of the Atharva Veda sings, the gods filled
in one place immortality and life, prosperity and food, and many a good thing besides. Their
opposites, the principles of non-life and non-riches, also lurk, with divine sufferance, in some
unperceived corner of this Pirpa-Kumbha. But what is essential and anspicions for life is the
brimming and overflowing aspect of the Piirna-Kumbha symbolising the growth and creative
fertility in every phase of man's being on this earth. The Pidrpa-Kumbha is verily the human
I}{J-(IJ.F or Man hiﬂmuuunt.ﬂini_ng within him the fullest range of divine hlt-ﬁumgs and the choicest
gifts to which the soul aspires. With such a perfect symbol to express the idea of fulness and
prosperity the Indian artist felt enraptured, and with his genius for the beautiful he portrayed
that idea in the form of a full vase overladen with foliage and adorned with girdles of flowery
garlands on the neck, shoulder and base. A comprehensive study of the Pidrna-Ghata and its
variations as found in Indian art would be interesting. The same is the case with other symbols
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which enriched art as elements of decoration and at the same time gave to it deeper philosophie
meaning. Not only trees and creepers but also animals and birds of various forms, e.g., Sirha,
Vrisha, Harisa and Suparpa, lion ,bull, goose and “bird’, constantly appear in Indian art con-
tributing to its richness, gaiety and freshness as it would be from al iving contact with nature.

The symbol of the Kalpa-vriksha has been popular both as regards its representation
in sculpture and painting and description in ancient poetry and literature. It is variously
known as Kalpataru, Kalpadruma, Devataru, etc., and from the point of view of art the
Kalpavalli and the Kalpalatd are but extensions of the same motif treated with luxuriance,
The central idea of the Kalpa-vriksha is that it is the Wishing Tree which fulfils all desires.
It was produced as one of the fourteen gems at the time of the gigantic churning of the ocean
by the Devas and the Asuras. The auspicious conch and the auspicious cow—Pafichajanya
and Kamadhenu—were also produced along with the Wishing Tree and they too went to the’
gods. They are kindred symbols with the Kalpa-vriksha as bestowing fruition of human desires,
and have been employed in Indian art and poetry with remarkable success, The phrase
‘Kamadughd’ is frequent in the Vedas and is applied variously to speech (Vak), Sarasvati,
the goddess of learning, Aditi, the mother of the gods, and Prithivi, the Great Mother personified
(Mahi-matd). The Wishing Tree also is called Kimadugha as it grants all desires and fulfils
all wishes. So long as a man is under its shade, whatever he conceives he realizes, Wealth,
women and all kinds of enjoyments issue forth from its fructifying boughs.

The Mind is the Kalpa-vriksha or the Wishing Tree which gives us every thing for
the mere thought of it. In a very real sense the Mind is the most powerful creator, the perennial
source of all our enjoyments, and the inexhaustible fountain from which pleasure (rasa) cons-
tantly oozes out. Thought (sankalpa) is the nature and power of the Mind which makes life
teem with innumerable blessings. The artists made full use of a rich conception like this, and
employed the Kalpa-vriksha as one of the symbols which adorned art both in respect of beauty
of form and depth of meaning.

At Bharhut bounteous curves of lotus creepers run in continuous bands, each bough
or bud of which carries beautiful ornaments, earrings, ‘kundalas’ for the ears of the Prikira-
vapra design,! necklaces set with pearls and beads, armlets and anklets and spiral rings of
various designs, delicate scarfs with flower-patterns woven in their texture, and ‘siris’ with
‘pafl¥’ ends of ‘gomditrika’ designs®. The Kalpalatd decoration producing such ornaments is
a conspicuous feature of early Indian art and it is very often repeated leaving a pleasant effect
on the mind.

! For the meaning of the Prikira-vapra design earrings, see ABORI, XXXIII, p.p. 19-22.

% Pigini in the Ganasiitra ‘gomiitra Mu;onsmv.tarﬁnMnulﬂhuﬂd'M'
which seems to be the ‘siri’ worn by men and women in the reliefs at Bharhut and Sanchi; it seems
to have derived its name from the particular ‘gomditra * form of its front pendant portion.
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The motif developed and continued later in the art of the Gupta period and even
afterwards. The deep-cut folisge decorations and creepers with intertwining tendrils are a
familiar feature of Gupta art, and in some of them objects of enjoyment are carved as the
products of the Wishing Tree. On a beautiful pillar from Gadhwa a creeper with youthful
maidens springing from its branches has entwining leaves and offshoots (Eamalata). The
pillar is illustrated by Cunningham (ASR. Vol. X. PL VI and on p- .

Recently, Sivaramamurti drew attention to the Kalpa-vriksha- Kalpa-
valli motif explaining it in the light of a few literary references from Kalidasa®,
The conception of an idyllic land or clime in which all kinds of human enjoyments
are available to man as in a garden of paradise, is of old standing in Indian
literature. We read in the story of the Mahdvéanija Jitaka (No. 493) that a
group of merchants who had set out in search of a treasure come to a mighty
banyan tree with cool and pleasant shade. From its eastward branch pure
and clear water trickled for them ; they washed and drank their fill. One of the
branches on the south gave them all things to eat:

‘Both rice and meat out in a stream it brings,

Thick prorridge ginger lentle soup and many other things’,
From the western branch—

‘Outcame a bevy of fair girls all pranked in brave array,
And O the robes of many hues, jewels, and rings in plenty !
Each merchant had a pretty maid, each of the five and twenty'.
From the northern branch likewise—

‘........ontcame & stream of gold,

Silver in handfuls, precious rings and jewels manifold.

And robes of fine Benares cloth and blankets thick and thin,
The merchants then to roll them up in bundles did begin’.

This Tree which produced water streams, food, pretty maids and good
things is the ideal Kalpa-Vyiksha so often extolled in literature. The following
Pili githa sums up the virtues of this auspicious tree—

aifcar gfcan e ST T
aificar ofssar arar #=awm 9 39T 0 (Fausboell. Jat. IV, 352)

The idea that the tree deity gave the merchants water to drink, food
i i has an irresis-

to eat, beds to lie on, maidens to attend them and 3_Il treasures,
tible appeal of which both the poets and the artists took full adﬂntage‘tu
embellish their works. Tn the epic literature and in the Purinas the eonception

! Its present whereabouts are unknown, but 1 am indebted to Mr. A. G .Ehi:rraﬂ', L.CS., foran old
outline drawing of it which is reproduced here with his pammm,
% Journal of Oriental Research, Vol. XIV,§Pt. III, pp. 180-152.
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of the Wishing Tree producing all desires is extended to the idyllic land of Uttarakurn
where Elysian conditions prevail, leading to an exceedingly delightful life of the inmates.

In the Ramayana, Sugriva directs the monkey chiefs to go in quest of Sitd in the
northern direction. There, at the end of the earth they would find the land of the Uttarakurus.
“Flowers of gold as resplendent as fire are seen there in eternal bloom imbued with divine
fragrance. The beautiful trees produce garments of various kinds and costly gems which
are pleasant for men and women to use in all seasons ; beds with beautiful coverlets and pleasing
garlands ; costly drinks and food of many descriptions ; and to crown this all, maidens endowed
with beauty, virtue and youth”1

In the Mahabhirata, the Elysian land of Uttarakuru with all kinds of plenty in
fruits and flowers and with trees producing all objects of desire (sarvakidmaphald Vyikshah)
is conceived in the northern direction adjacent to Mern, There, as fruits from trees, are pro-
duced : garments, ornaments and youthful pairs of men and wome (mithundni) who draw
sustenance from the nectar-like milk of the milky trees and are perfectly matched to each
other in beauty, dress and appearance. The human beings in that region are happy and conten-
ted like gods being free from all sorrows and ailments, and they do not suffer the pangs of

separation.?

It appears that this description of Uttarakuru was an inherent part of the Bhuva-
nakoéa as we find it repeated in a similar context in the Vayupurina (Chap. 45 verses
Il—ﬁﬂ], The dmcriptinn in the Puri:_m, besides mm:ﬁing what the Epic contains is much more
elaborate, and we find therse reference to streams of ‘madhu’ and 'mirﬂyﬂ’. of butter and
curds, to mountains of delicious food, to groves furnished with beds, seats, cosmetics,
garlands, etc. and to a great many other items of pleasure. In that region there is sweet
music of every description rising from lute, flute and tabors, and hundreds andt housands of

Kalpa-Vyikshas produce fine and beautiful garments agreeable to wear.

! ST gaTEaT: | FreageEeTe A eragern v
Fesmrrarcaerah: gaty s wafa 7 | ATt ATt SeE AR 100
qRIAgATTT Yty ady 7 1 e agEf ge adr T vy

T wEgEeEniT Sewae AT | AgEaeniT Sewaet A e
Tl ggEe FemeonEts 9 1 el sl sewEm Zam iven
T 7 At wenfr fafants 91 ferass presrsn ewtamefaan nvan

—Kishkindhd kdpda, ch, 43, verses 43-48.
* g g aq 7o faafaafam uwn
1 g wawE FETersEE: | qenf 5 gehf wafs el T 03
gawmRaTET g iy | a9 sfeon T garers Tafew
% @< 1 & agd Sy | qenfn 1 sgEe sSemrontt T oyl
Firgefir < s ferresmearcaitoa: | i & e s Reawagaafony e
farge arad F19 a9 = wdd TEAETIE g9 T8 F 11211—Bhishmaparean, 7, 2-11
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A representation of the Uttarakuru land is probably what we find at Sanchi carved

on the western face of the western pillar of the south gateway of the Great Stiipa (Marshall,
‘Monuments of Sanch’, Vol. 1, p. 144 ; Vol. II, Pl. X1Xa). In several undulating bands of a
lotus creeper (one of which is reproduced here Figure 32) are youthful couples engaged in

music and pleasure surrounded by birds and animals and seated under the shades of boughs
overladen with costly ormnaments of many kinds.

This representation is so close to the literary tradition .
given in the Epics that it appears to suggest a conscious
treatment by the artist of a theme which literary tradition had
made popular. The sculptors at Sanchi and Bharhut (p. 13.
Figs.4: a, b, ¢ & d,) have carved time and again the lotus
creepers as producing ornaments (muktdvaiddryachitram
bhishandni). Kilidasa in the Kumdrasambhava, VIIL. 68,
refers to necklaces (Rdrayasti) hanging from the top of
Kalpa-Vryiksha trees. In the MeghadGta he mentions the
Kalpa-Vriksha as the one complete source of all objects of
adornment and toilet used by the women in Alaki, for
example, beautiful fabrics, wine cansing love glances in the
eyes, flowers and tender leaves, a variety of ornaments and
lac dye for painting the feet are the Kalpa-Vyiksha products
used for female beanty make-up (abald-mapdana).l

Again the poet refers to the Kalpa-Vyiksha ‘madhw’
= named ‘anafgadipaka’ (also called ‘ratiphals’ in Meghaddta
Fig. 32. Youthful couples II, 3) which was served in cups of scarlet uolauredﬁemn
engaged in Music. (Sanchi) ('Iﬂhﬁrh-mﬁ%hﬁum.’ Kumira 8, 75). The conception of

fine garments produced from the Kalpataru is found not only
in Kalisa (‘Kalpataru-lambi umi:ﬂ Kumar. 8.71), but also in Binabhatta who refers
several times to the ‘Kalpadruma dukdla’ or the ‘Kalpalatd dukila’ which was diaphanous
and transparent like the slough of a snake and so light as to be tossed ahuu.t even by
the air of human breath (W Frearagrd fAAiegfad] FeTaazee, Kadambari  text, ed.

Vaidya, p. 201, 206).2

1 arafed AR, JEEE 9 Freiafaomat famen |
ST TOTFAETEAd § e g7 grenqemet ferd. |l
i ® —Megha. I1. 11.
* From the above literary tradition we find that the Kalpa-Vriksha was considered as the source of
the following objects of decoration and enjoyment :

Ornaments: ‘harayashti’, ‘Sbharapa’, bhiisha pa-vikalpa. : ‘
Garments : 'hlpnmmbi aduka’ (Kumdr. 8, T1); ‘chitraviisas’ (Megh. IL. 11); ‘maigalya

43584
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With respect to the auspicious symbol the basic point of view was that each
one of them represents the truth and power of the creative force that is in nature.
For example, a single lotus flower in full bloom of its beauty is not an isolated pheno-
menon which depends on chance but it is the fruit of Universal system in which the
minutest part is related to the whole and depends essentially for its full manifestation
on the glory of the law that exists everywhere and at all times. Similarly a conch
depicted as a symbol points to the whole background of Neture's laws which are opera-
tive in the ocean and the birth of aquatic life in it and the evolution of the crustacea
in its waters. The same is true of a Kalpa-Vyiksha or a Mithuna motif, which although
singly represented, stand as dominant symbols of the whole idea of Uttarakuru. Each
_ one of them is like a sampling of the auspicious substratum of the divine laws in the
universe. Even one symbol depicted in painting or on the wall or in relief in sculpture,
terracotta or stucco was considered apotropaic and auspicious like the presence or the
divine. It is from this point of view that the many representations of the auspicious
objects (Mangala-dravya) in stone sculpture or in toy figurines were loved and adorned,
and were adopted as decorative motifs,

kshauma’ (Sak. IV), ‘Kasika’ cloth and blankets of Uddiyina or Gandhfira country, known as
Pandukambala in the Jatakas and in Pigini.

Cosmetics for the body and feet : ‘lakshariga’, ‘vichchhitti’, ete.

Wine and drinks : ‘madhu’ (Megha. 11, 11) ; ‘anafgadipaka’ ; (Kumdra. VIIL 75) and ‘ratiphala’
(Megha. 11. 3) ; ‘mahirhipi pinini’ (Kishkindh, 43. 48) ; ‘maireya’ (Vayu, ch. 45).

Beds: ‘chitristarapavanti dayanfini’ (Kishkindhi, 43, 47).

Garlands : ‘manahkiinta malya', (Kish. 43, 47).

Food : ‘vividha bhakshya, (Kish. 43-48) ; ‘bahu silimimsodana’ (Jat. IV, 352).

Maidens and Couples: ‘gupasampannd riipaysuvanalakshit striyah’ (Kish. 43, 48); ‘niriyo
samlapkatd’ (Jat. IV. 352); ‘mithunfini’ and ‘apsarasopamib striyah’ (Bhishma. 7.8)

Water in regaling streams (Mahivapija Jat. IV, 351).




8. CORNUCOPIA IN LITERATURE

In my Review of Dr. A.8. Altekar’s Catalogue of the Baydna Hoard (J.N.8.1., XVII,
Pt. 1) T had pointed out that cornucopia was a well known motif in Indian literature. Here
is that evidence,

1. Mahabhirata, Karpaparva, Poona edn. 6. 37—
_ arrquifaarites dvarggd: | afrpRETGET: qupTrFRETae: 1t
Duryodhana anointed Karna to the office of his Senapati (commander-in-chief of the
army) by pouring water on his head filled in the vishdna of elephants, rhinoceroses and bulls,

and by scattering pearls and jewels, as also using fragrant lucky herbs. Here the word vishina
means both a horn, as of a bull and a rhinoceros, and a tusk as of an elephant. Pouring holy

water on the head of the person anointed was an ancient custom employed also in the
Rajasfiya ceremony.

In the above verse the Critical edn. reads dvipi, a panther, which has no horn or tusk
and is meaningless in this context, as against dvipa, an elephant, of the Vulgate text which
gives excellent meaning and undoubtedly was the correct reading. MS. K 3 actually records
the variant reading dvaipa, which I have adopted here, meaning ‘of an elephant’.

2. At the prospect of Rima’s cornation a8 crown-prince, Sitd expresses her joy as
follows :

ﬁfﬂﬁmmﬁﬂﬁqﬁmmtmﬁtmu
— Ayodhyd, 16. 23.
‘I shall be by your side at the lucky time when you are consecrated, by taking the holy vow,
putting on the excellent deer-skin, and holding the homn of a deer in your hand (kurafiga-
dringa-pini). Here Rama is expected to hold the kurahga-éringa or cornucopia as a lucky
attribute in one of his hands.

3. At the time of Sugriva’s coronation, it is stated that he was anointed with water

poured from a bull's horn : .
mqmgﬁnﬁmummﬁmﬁwmu
g sodeda st | werge fafer wEfaf@m =
—Kishkindhd Kanda Ch. 26, Verses 33-34.

“The monkey-chiefs collected water from all the seven oceans, having filled golden
pitchers with it ; and then with ceremonies prescribed by the texts and as directed by the
sages, t—hej" bathed him with the uuapiciuu.e bull-horns and guldm jm'.

Here the word is rishabha-érifga, the horn of a bull, expressly stated as a lucky object
(éubha).
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4. In the Atharva Veda there is mention of spirits holding horns in their hands
preceding on her way the newly wedded bride :

% o aw 3 afi gy s fa |
This must have been some old custom, probably because even at that ancient
period the horn was believed to be a lucky object. Perhaps they filled it with holy water for
sprinkling on the way to ward off evil spirits.
I am indebted to Dr. Moti Chandra for the information that in Central Asia they still
hang ibex goat horns in the mosques, as remnants of an old custom of using such horns in the

temples of Siva by the primitive tribes there. Probably the people were the Mahavrishas
(Atharva, V. 22, 5) who are stated to be neighbours of the Balhikas and the Mijavatas.

Pandit Shri Ambika Prasad Upadhyay of the Banaras Hindu University informs
me that it is still the custom in Siva worship to anoint the deity with water poured from horns
made of silver. He also mentions that in the Sraddha ceremony water is offered to the manes
with the horn of a rhinoceros,

This proves the very ancient belief in India that a horn was an auspicious object
from which holy water should be poured as part of the religious rituals. Moreover the Sringa
was considered as a lucky symbol also, for it must have heen held as such by Rama in the
reference cited above (Ayodhya 16.23).

Greek cornu is the same as Sanskrit dringa. The Subha Spinga of Indian literature
is the same as “Cornu Copiae or Cornucopia which was the horn of sbundance used as the
symbol of plenty. In Greek mythology there are two different tales explaining its origin.
One which suckled Zeus; another to the horn of the river-god Achelous, wrenched off by
Herackles™ (Dictionary of Greek and Roman Antiquities, edited by F. W. Cornish, London,
John Murray, 1898, p. 211). According to the same authority ‘The cornucopia constantly
appears in coins and works of art, especially of the Roman period, as the symbol of abundance’.
I would invite experts kindly to throw further light on the antiquity and religious significance
of cornucopia in classical, specially Greek, art and mythology.

Fig. 33 Coin of Huvishka  Fig. 34 Coin of Hippostratos;  Fig. 35 Coin of Huvishka
Reverse side; Goddess city Goddess carrying Reverse side; Goddess Rita-
with cornucopia cornucopia. devi holding cornucopia.
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9. MAURYAN ART

THE MAURYAN PALACE AT PATALIPUTRA

Remains of the ancient Indian palaces are few and far between. We have, however,
found the material remains of the Mauryan palace at Kumrahar, the site of ancient Pataliputra,
There Dr. Spooner made excavations in 1912 and explored the remains of that particular
portion of the Mauryan palace which must have been its Asthina-Mapdapa or the hall of public
audience (also called Sabhd). There is a reference of the Chandragupta-Sabhd and Pushya-
mitra-Sabha in Patafijali's Mahdbhdshya. Now the word Sabhi according to the sitra of
Pinini denoted both an assembly and assembly-hall (also called Sil7). Megasthenes has loft
behind a factual discription of the assembly-hall of the king Chandra Gupta Maurya.

What we have actually found in the excavations is a magnificent big hall originally
supported on 80 pillars distributed in 8 rows of 10 pillars each, with two extra pillars at one
end which probably marks the spot of the royal throne. The pillars when complete were 18
feet high but unfortunately all of them, excepting one or two, have been broken into number-
less fragments, The one which is well preserved is about 14 ft. high, tapering from the bottom
towards the top and without a basement (having a plain shaft). On the bottom are engraved
several symbols including crescent and Chaityas and the triangle-headed standard (Indrayashfi
or Dhwaja). 'The Crescent or Chaitya or Meru, as it is called, was a typical Mauryan symbol
associated with the reign of Chandra Gupta. One of the most distinguishing features of the
pillars and their fragments is the bright polish as found on the Adokan Pillars. 1t is, therefore,
easy to assign them to Mauryan period when this characteristic polish on stone was a regular
feature of stone art. It appears that the super-structure was entirely of t:mber as rmrded
by the Chinese pilgrim. The whole building probably caught fire at some period of its exis-
tence and the result was its utter distruction as evident by the fragments.

We may draw the attention to the Sabhd of king Yudhishthira as described in thf

Sabha Parvan of the Mahabhdrata. Tt was built by the nmbiteﬂt.llnyn Asura.  That Sabha

is described as Divyd Mawimayi and Prabhayd Sampannd (polished). The Sﬂbk& WaS Te-

ctangular (dyatikara) and spacious (Vipuld). The Mahdibharata actually I.I!.Entlﬂlfﬂ that

the Sabhi was beautified by ereepers of silver and birds of gold. Its total perimeter is men-

tioned as 8750 yds. The basement of the palace was supported on the head of Atlantes dwarfs
(Kinkra) with pricked ears (Shanku Karna).

During the Mauryan period two art traditions can be clearly distingnished, namely,

(1) The court art exemplified in the monuments of Afoka for which the emperor

was directly responsible.
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(2) The tradition of folk art may be recognized in a group of free-standing statues
which have been found at many places in north India, in Bihar and in Orissa.
They are mostly figures of Yakshas and Yakshis and they carry with them a
distinet plastic tradition which it is not possible to connect with the finished
products of the court art. The material as observed about the images has
been found over a very extensive area, thousands of miles in length and breadth,
which establishes in an undisputed manner the existence of a far flung style.

The following images are noteworthy :—

(1) Yaksha statue from Parkham village in Mathura district (inscribed).

(2) Yaksha from Baroda village in Mathura district.

(8) Yakshi from Jhing Ka Nagard in Mathura district.

(4) Yaksha statue found at Noh, village in Bharatpur district.

(5) Yakshi from Besnagar near Bhopal; now presrved in Indian museum.

(6) A Yaksha statue from Pawiya ancient Padmévati, now preserved in the Gwa-
lior Museum (inscribed).

(T) A Yaksha statue from Patna, now preserved in the Indian Museum (inscribed).

(8) Yaksha statue from Patna (inscribed), now preserved in the Indian museum.

(9) A Yakshi statue at Besnagar locally known as the Telin.

(10) Trimukha Yaksha statue—trifaced image (Fig, 41) found at the site of Rajghat
(ancient Banaras), now preserved in the Bharat Kala Bhavan, B.H.U.

(11) A Yaksha image found somewhere in western India and now preserved in
National museum.

(12) A Yaksha image found at Bhilsa in bed of the river Betwa (Vetravafi).

(13) Several big statutes of Yakshas found recently in excavations at Shishupal-
garh in Orissa. g

IDENTIFICATION :

The question of the identification of the remarkable group of statutes is of para-
mount interest for understanding the history of early Indian art both in the Mauryan and
Sunga periods. Dr. A. K. Coomaraswamy, K. P. Jayswal and Ram Prasad Chanda had worked
on this problem and taken part in the controversy regarding the proper identification of these
images.

Prof. Jayswal was the first to suggest on the basis of his reading and interpretation
of the inseription on the Parkham image, that it represented the statue of King Ajataditru
of the §aifuniga dynasty, He read the name Kunika which according to the Juina tradition
was a second name of Ajitadatru. Subsequently when two more Yaksha statues were found at
Pataliputra Dr, Jayswal again identified them as the portrait statues of two Nanda emperors,
Nanda and his son Mahanandi. Ram Prasad Chanda, however, controverted this view with
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cogent arguments developed in his monograph entitled *Fous Yasksha Statues”. There
he has conclusively shown that these statues can not be taken as those of Magadha emperors
but represent figures of Yakshas and Yakshis who were worshipped as part of the folk cults
prevalent in ancient India. Dr, Coomarasawamy was at first inclined to agree with Jayswal
but later on convinced that these statues represent Yakshas and Yakshis, He wrote about
the Parkham Yaksha (Fig. 37), “In view of the recent criticism it is impossible to adhere to

Jayswal’s view and it is necessary to revert to the opinion that the statue represents Yaksha
and must date from the third century B.C.”

The question should be decided on the basis of the firm fact. In the first instance,
the short inscription on the female statue found at J hing Ka Nagari calls it a Yakhf (in
Prakrit, S8ans., Yakshi). The statue from Pawiya (Padmivati) (Pigs. 36, 38) also is mentioned
as that of Manibhadra Yaksha which was installed by the members of a Goshthi  at
Paway, The image found at Noh in Bharatpur district was traditionally known as that of a
Jakhaiyi i.e., Yaksha,
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Fig. 36. Pawiya Yaksha Fig. 37. Parkham Fig. 38. P:w;:v,-
(Front View) Yaksha (Mathura) (Back View)
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As regards the Parkham image which Dr. Jayswal identified with that of Kunika,
the fact is that the inscription mentions the name of a teacher called Kunika, and his pupil -
Kunikintevisi had established that image. At the beginning can be read three letters
Frwrz which obviously form part of the name Manibhdda (in Prikrit) or Manibhadra. So

the Parkham image (Pig. 37) undoutedly represented the Yaksha Manibhadra.

As regards the two Patna statues
(Fig. 40) inseription on one of them reads
# & o 7@ 7 faF which may be rendered
into Banskrit as Bhagdvin Akshaya Nivika
i.e., of inexhaustible wealth ; the inscription
on the other is g3z afig i.e,, in Sanskrit
Sarvatra Nandi. Both of these are appar-
ently good Yaksha names. Dr. Vogel has (in
his Catalogue of Mathura Musewm) mentioned
that the statue obtained in the Baroda
Village of Mathura district (Fig.39) was
also being worshipped under the name of
Jakhaiya.

We thus see on the basis of both the
inseriptions on some of the statues and also
local traditions obtained on the spot with
respect to some of them, these were the
Fig. 39. Yaksha from Baroda Village statues of Yakshas and Yakshis whose

(Mathura). (Back View) worship at one time was extremely popular,

STYLE :

Stylistically the above group of Yaksha images is distinguisded by the following

characteristic features :—

(1) They are of colossal size (Mahikiya, Mahd Pramana) and massively built

i with pronounced emphasis on muscular strength.

(2) They are usually carved in the round (Chaturmukhadaréana) and therefore
free-standing ; the main effect is frontal as if they were intended to be seen from
the front side only,

(3) The drapery consists of a turban on the head and upper scarf thrown on the
shoulders and arms, or tied round the chest and a dhofi hanging below up to
the ankles and fastened with a girdle.

(4) The ornaments consist of heavy ear-rings, heavy torque (Kamhd) and a flat
triangnlar necklace and also armlets with feathered projections.



PLATE II.

Yakshi. Didarganj.
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Fig. 41. Trimuksha
Yaksha statue
(Rajghat)

Fig. 40. Patna Yaksha Fig. 42. Yakshi
from Besnagar

(5) There is also a tendency to depict the figure as slightly protuberant or pot-
bellied as in the case of the Parkham Yaksha (Fig. 47) and Manibhadra
Yaksha (Figs. 36, 38) from Pawiya. These images are marked by the distintive
style which is the earliest in the history of Indian sculpture as known from
historical sites, We have no earlier specimens to connect this style with
preceding traditions or to throw light on the origin of this art. But its
dominant character and almost country-wide extension, as for example
from Mathura to Orissa and Pataliputra to Bombay, furnish certain indi-
cations that this art must have had a long history, most probably rendered

in perishable material like clay or wood. As regards their position in the
evolution of Indian art the most natural suggestion is that they were
executed during the Mauryan period (third century B.C). It was just

e .

ey
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the time when stone was being used for architecture and sculpture under
the direction of the Mauryan emperors Chandra Gupta and Adoka, The
polished specimens of Mauryan art represent a court style whereas the Yaksha

images are examples of folk art.

With the making of these images a style of art hecame established which the artists
- of the subsequent periods were bound to regard as their model. This is what we actually
find in the art of the Sunga period. The Yaksha images carved in the monuments of Bharhut
and Sanchi are the proof of the continuity of the Yaksha tradition both in iconography and
in the style of art. The Bharhut and Sanchi Yakshas appear in the direct line of their ances-
stors, namely, the Yaksha images found at Parkham in the Mathura district and nearer home
at Bhilsa and Pawiya. The Yaksha tradition, as we shall see later, was very strongly dominat-
ing the art of the Sunga period in which we actually find a number of images of Yakshas and
Yakshis carved on various pillars and gateways (see Stdpa of Bharhut). The images are
inseribed with the names of these cult deities, for example, Kupira Yaksha (Kubera Yaksha)
or Sudasand Yakhi (Sudardanda Yakhi) etc.

MAURYAN ART UNDER ASOKA :

The monuments of Mauryan art under Adoka as preserved up-till now comprise
the following :—

(1) Monolithic stone pillars.

(2) Monolithic stone railings preserved at Sarnath.

(3) Fragmentry parasol found at Banchi.

(4) Miscellaneous male heads found during the excavations at Sarnath.

(5) Rock-cut Chaitya halls in the Barabar hills in Bihar.

(6) An elephant carved on the rock at Dhauli.

(7) A few stlipas of brick and mortar which have gone subsequent enlargement.

Afoka may be said to have been a great builder on the basis of the surviving monu-
ments but tradition very much exaggerates his building activities and credits him with the
building of the gities, innumerable stfipas, Vihdras or monastries, pillars and railings of stone
bearing inscriptions of artistic sculpture. Tradition ascribes to Adoka the foundation of two
cities, namely (1) Srinagara, the capital of Kashmir and (2) Devapattana, a city in Nepal.
Afoka is said to have opened original eight stipas containing the relics of the Buddha and
redistributed them over 84 thousand stiipas which, it is said, he built. Archaeological evi-
dence acquaints us with only the few stiipas, the atﬁpa; at SBanchi and Bharhut for example,
built by Afoka. Form his own words in the Edicts, we learn that he enlarged to twice its
size the stiipa of Kanaghamana (Kanaka Muni), the previous Buddha at Niglivi, and built for
the sect of Ajivikas three sets of cave-valleys (Chaityas) in the Barabar hills of Bihar.

pam— ]
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Adoka is best remembered by the monolithic pillars. A few of which have survived,
rather have been discovered at Allahabad, Lauria Arardj, Lauria Nandangarh (with lion
capital), Rampurva (with lion capital), S8anchi (Capital with four lions), Sarnath (with a capital
of four lions, originally surmounted by a Dharma Chakra), Rummindei (with horse capital 2),
Nigliva and two pillars removed to Delhi by Sultan Firoj Tuglak in 1356, of which one originally
stood at Meerut and the other at Topra in Ambala district.

All the above ten pillars are inscribed. There are three uninscribed pillars which
are also taken on the basis of their bright polish and style to be Mauryan, namely (1) at
Bakhira (Vaiéali, with the lion capital), (2) S8ankisa (with elephant capital), and (3) Rimpurva
with a bull capital.

Recently one inscribed pillar has been discovered without its capital at Kavdambi
which also has characteristic Mauryan polish. Fa-hien noticed only six pillars but Huen-
Tsang, who travelled extensively, noticed fifteen of Adokan pillars of which only four or five
cannow be identified, for example, the pillars at Sankisd, Lumbini, Nigliva, Sarnath and
In his inscriptions Adoka mentions stone pillars already existing before his time.

The pillars represent the high water-mark of Maurya achievement in the domain of
fine arts. They generally consist of a round and monolithic shaft tapering from the base with
a diameter ranging from about 35.57 to 49.5" to a total height of between 40 and 50 feet,
diameter at the top ranging from 22" to about 35",

A study of the style of capitals of these pillars reveals some kind of chronological

sequence which may be roughly arranged as follows :—

‘ (1) The earliest one is marked by the lion capital at Bakhird (Fig. 43); the
elephant of Sankisi (Fig.44) pillar and the rock cut elephant of Dhauli also
belong to the crude style.

(2) The next stage is represented by the Raémpurvd bull cpital (Fig. 45) followed
closely by the lion capital at Lauria Nandangarh (Ftg. 46). . In both of these
we find the dignity of conception and balance in the execution of the
different parts. _

(3) The final stage is represented by the lion capital at Rampurvi (Fig. 47) and
the lion capital at Sanchi following closely the lion capital at Sarnath
(Fig. 48).

Tre Baxumga LioN CAPITAL:

The lion figure is clumsy and crude in style ; the shaft of the column is heavy and
dwarfish in proportion. The animal is uncomfortably placed on its abacus. It is rather
wooden in appearance and lacks in natural expression. The whole attitude is artificial and
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primitive (Fig. 43). Though the sculptor betrays his capacity to handle the mass before him
and to bring out a living form, there is no plastic feeling in the body of the lion. The abacus,
the inverted lotus and the standing shaft all point to an inferior workman who had not the
ability to integrate all the three elements of the pillar with its capital. We miss here that
essential majesty which is associated with the Mauryan pillars.

Tae ELEPHANT CAPITAL AT SANKISA:

The capital consists of three parts, namely (1) an elepfant on the top, (2) a round
ahacus in the middle and (3) an inverted lotus below. The decoration on the abacus consists
of the honey-suckle design and lotus, and a reel border. Here the abacus and the inverted
lotus are much better but the elephant is rather plump and static. It does not show any
motion and its. front legs are fitted like pillars (Fig. 44). The attitude of the body fails to
harmonise with the abacus and the lotus capital below.

Rampurva Burn CapiTAL:

Tt consists of an animal seulpture at the top, a round abacus in the middle and an
inverted lotus below seperate by a corded design in between them. The bull stands in a
graceful manner harmoniously poised on the abacus. Tts weight rests on its base in a natural
way (Fig. 45). The three elements of this pillar are symmetrical and rendered with remarkable
clarity. The body of the animal is muscular and the plastic treatment is of natural character.

Lavria Naxpaxcare Liow CapiTan:

This capital consists of a sejant lion, a round abacus decorated with pecking-geese-
pattern similar to that in Rampurva lion capital and finally an inverted lotus below. The
lower most portion is covered with overflowing recurved and stylised petals, It shows the
cord design both above and below. In this example the expression in the figure of the lion is
much more vigorous and intense (Fig. 46). The details of the nerves and the veins are more
sharply defined, yet the whole figure is marked by a good deal of stylising.

Ramreurva Liox Carrran:

It is similar to the lion capital at Laurid Nandangarh. In that it consists of three
elements, namely, a sejant lion, a round abacus with row of Harhsas and a lotus with overflowing
leaves and petals seperated by a plain round moulding. The lion figure is well executed and
displays all those qualities that are associated with the master-pieces of Mauryan sculpture
(Fig. 47), namely, a perfectly natural form, dynamic expression, technical perfection in the
precision of cutting and chiselling ; and above all a harmony of its component parts, the
abacus adequately ballances the animal figure, it supports. Some have regarded the lion
figure of Rampurva capital to be even superior to those of the Sarnath lion capital, the
latter being slightly on the side of greater stylization.
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Fig. 4. Elephant Capital
f901, Bekhuri from Sankisi
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Fig. 47. Lion Capital, Fig. 48. Lion Capital,
Rampurvi Sarnath

Lauria Nandangarh
)
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SarNaTH LioN CAPITAL :

This famous monument (Fig. 45) represents the highest perfection of Mauryan art
under Afoka. The capital should be studied from two points of view, namely, the nature of
its component parts with special reference to the sotrce of the motifs, and the meaning of
its symbolism.

The capital consisted of four component parts, viz. (T) the inverted lotus, (IT)
the round abacus or drum, (ITI) the surmounting animal figure consisting of four lions seated
back to back, and (IV) a crowning Dharma Chakra supported on the heads of the four lions,

(I) THE INVERTED LOTUS :

Its lowermost portion is similar to that we have in the other pillar capitals of Adoka.
There is some controversy about the exact nature and nomenclature of this motif,. Western
scholars generally interpret it as a bell and regard the parts as bell-shaped or campaniform.
There are several cogent objections in accepting this interpretation :—

(1) In a bell design there is hardly any place for the over-flowing conspicuons leaves
which form the decoration of the exterior suface.

(2) The smaller sepals—Even upto now the traditional artists in rendering the
flowers depict both the petals (Pakhadi) and sepals (Bachhedi).

(3) If we explain the motif as a bell there is no point in the corded or rope design
or plain moulding which we see in the neck of the object. Tt is only in the
case of the pot and the foliage or vase and flower motif that we get a consistent
explanation of these various decorative features,

Firstly, the idea of Parpaghata or Mangala Kalada had been known since the time
of Rigveda for which continuous literary evidence is available. The Buddhist literature refers
to it as Punnghata. More than literature actual religious as well as art tradition is full with
this motif of the Mangala Kalafa. 1t is universal in Buddhism, Jainism and Hinduism, It is
popular with all ranks of people, both rich and poor, and there is practically no festive occa-
sion in which the Pd@rnaghata is not installed either as religious symbol or for its beautifying
purpose. This can really be said to have been a universal, accessible and readily understood
of the symbols. Tts auspicious character is so obvious and patent as hardly to need any
argument. Moreover, there is another fact to be considered. A motif does not suddenly
appear in art and disappears without leaving any trace in subsequent art. Tt is not an exotic
phenomenon which is introduced for a while and then discarded. It is rather a natural thing
which grows from inside the tradition and is the fruit of an intelligent acceptance by the people.

Its appearance in art in subsequent years is linked in a perfect manner with the tradi-
tion that follows. In the case of the Piirpaghata motif this condition is perfectly satisfied,
for in the couple of centuries after the Mauryan art under Adoka we find this motif forming

& very natural element of the pillar decoration in the Buddhist art at Bharhut, SBanchi, Karle,
Knﬂhl.‘.ri, Btﬂt
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Thus it will appear that this element of Adokan capital is more naturally explained
and understood in the contest of Indian art tradition. Of course, there is the element of
stylization, so far as artistic rendering of the motif is concerned. That also can be properly
appreciated when we see that even in the rendering of the lion figures in this capital the artist
did admit a certain amount of conventional treatment as in the case of the mounstaches and

manes of the lions.

(2) Tar Asacus (Phalaka) -
The next component part in the making of the lion capital

consists of an abacus or round drum of pleasing proportion which

Fig. 49. Barnath Lion
Capital with Dharma
Chakra

is decorated by four running animals alternating with four smaller
Dharma Chakras. The animals are an elephant, a horse, a bull and
a lion, Each Dharma Chakra has 24 spokes. The animals are
depicted in a running posture going round and round the supposed
central axis. Quite obviously both the animals and the wheels
possess a symbolic character and cannot be taken to be merely
decorative. The full significance of the symbol will be discussed
later.

(3) THE FOUR LIONS :

The third constituent part of this Afokan capital or Sarnath
capital consists of four majestic lions seated on their hind legs in
an addorsed position.

They supported on their heads a Dharma Chakra
(Fig. 49) of bigger size which forms the fourth part of this capit-
al. The total height of the lion capital without Dharma Chakra
is 10 ft. and its breadth across the abacus is 12’ 11°. The Dharma
Chakra on the top was about twice as big as the smaller Dharma
Chakras on the abacus. It had 32 spokes and its base was inserted
in & mortise hole 8% in diameter with a depth of 4". Daring the
excavations at Sarnath about half a dozen fragments from the
spokes and the rim of thiz Dharma Chakra were found which bear
the same bright polish as the rest of the capital.

All authorities are agreed that the Samnath lion capital
represents the perfection of Mauryan art and testify to the undis-
puted mastery of the Mauryan stone-cutters of technical execution.
8ir John Marshall considers it as the finest carving that India has
yet produced and unsurpassed by anything of its kind in the ancient
world, Dr. V. A. Smith has observed, “The skill of the stone-cutter
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may be said to have attained perfection, and to have accomplished the task which would
perhaps be found beyond the powers of the 20th century. Gigantic shafts of hard sand
stone, 30 ft. or 40 ft. in length, were dressed and proportioned with the utmost nicety,
receiving a polish which no modern nation knows how to import to the material”,

Commenting on the art of lion capital Sir John Marshall has observed, “The Sarnath
capital, on the other hand, though by no means a masterpiece, is the product of the most
developed art of which the world was cognizant in the 3rd century B.C.—the handiwork of
one who had generations of artistic effort and experience behind him. The masterful strength
of the crowning lions with their swollen veins and tense muscular development and in the
spirited realism of the reliefs below, there is no trace whatever of the imitations of primitive
art so far as naturalism was his aim. The sculptor has modelled the figures direct from nature
and has deleted, therefore, with bold faithful tonch, but he has done more than this, he has
consciously and of set purpose infused the tectonic (related to architecture) conventional
spirit in to the four lions, so as to bring them in to harmony with the architectural character
of the monument. Equally mature is the technique of his relief work. In early Greek scul-
pture it was the practice to compress the relief between two fixed planes, the original front
plane of the statue and the plane of the background. In the reliefs of the Sarnath capital
there is no trace, whatever of this process, each and every part of the animal is modelled
according to its actual depth without a reference to an ideal front plane, with the result that

it presents the appearance almost of a figure in the round which has been cut in half and then
applied to the background of the abacus”.

MEANING OF THE SYMBOLISM OF THE SARNATH Liow CapiTar:

It may be said at the outset that the Sarnath lion capital is the product of a supreme
religions symbolism in which each part is a conscious conception in the aggregate. It also
appears that this symbolism was the result of an attempt to illustrate Afoka's own outlook
and philosophy of human relationships.

The grand architect of the idea underlying this capital was Adoka himself, as exem-
plified by the following three facts of his outlook on life and administration.

The first fact relates to his close contact with the masses of people which he
realised in his own person and also by organised tours of his officers throughout the kingdom,
The nature of this mass contact is laid down in one of his edicts—aT9T T ToG0 T

gfeger serfafy.

This, in fact, is the innovation of policy by the emperor aiming at mass contact
through direct visits to the people, holding discussions with them on the problems of
Dhamma or moral life, and finally enlightening them about the new ideas and definition of
Dhamma as formulated by the emperor. This then announces a new respect for the people,
hitherto unknown and unthought of in the ancient annals of the country by any monarch.

)
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The second dominant fact about Adoka was his paramount position as the emperor
of & vast empire ( #gr=+ fafdw), extending right from Bactria to Mysore and from
Sauriishtra on shores of the western ocean to Kalifiga on the eastern sea-coast, His authority
was unchallenged and almost unparallelled. All that he did was in the capacity of the sup-
reme head of the secular state and also as the spiritual guide, friend and philosopher of the
strongly organised spiritual church of Buddhism. Whatever the emperor would think, plan
and do, the effect of the emperor's power as the supreme ruler of his people would primarily
dictate action and had to be taken into account.

The above two factors were shared by other kings also before and after him, but
what was unique as a force in shaping the policies of Afoka was his new outlook of Dhamma
or the law of moral piety which served as the main spring of his actions. The edicts are
eloquent about his ideal of Dhamma Vijaya which was a moving passion with him.

These three facts, therefore, demanded adequate expression in the symbolism of art
created for him or at his instance by his workmen. If we apply these three ideals to the
various parts of the capital, we may readily discover that the crowning Dharma Chakra sym-
lises the policy of Dharma Vijaya, the four seated lions represent the majesty and power of
the emperor as the supreme ruler of the land. The next constituent part comprising the
decoration on the abacus falls in line with the ideal of serving the masses through Dhamma,
The four animals represent the divinity in the various orders of social organisations and
the Dharma Chakra illustrates its underlying unity as actually happened in the life of Afoka,
These three orders of reality were integrated and combined into a supreme manifestation
of all the resources and availability of the ruler and his kingdom. These three things together
represent the emotional integration of the personality of Adoka himself who dedicated his
life and his kingdom to the welfare of his people through the ideal of Dhamma.

Oricis oF MAURYAN ART:

The question of the origin and the sources of inspiration behind the monuments
of Mauryan art is of considerable importance.As is well known there is absence of :
of monuments representing the several phases of PrE-Mtr.urjrm At Dk thid i e ugh!a =
in literature to-indicate that art in India had a long history even before the Mauryan period.
For example, we have literary references to royal pala.-;es b{ﬁjt on s thousand pillars {ﬂ!ﬂl‘
&% qraTR), assembly halls (Sabha, Samthagara), pillars (9w, F_W]. towns (%) and cities
(A%), gateways (g, &TX) and city-walls (T#T%), stiipas, Chaityas, railings (3far), caves
(dwan), temples of gods (3T, FamEaA), imngm_ {nﬁwr_, mqf} and to a number of MW
crafts such as wood-carving {q;mﬁ, FEor), Weaving, lapu?m-}r 8 .m, (mforeat, #ﬁrﬁm]. soweller’s
art (gavifaer)ete. There iﬂnuduuhttlmtmtunlmhmlog:m!uﬂde?mf of any specimens proce-
ding Mauryan art are few and far between, but there were rich artistic traditions which found -

expression in one or more of the ahove classes of art objects which undoutedly existed. So far
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as architectural buildings are concerned they were almost exclusively rendered or made of wood
as shown by the remanents of the wooden palisade of Pitaliputra. The style of the earliest
Chaitya halls in the Barabar hills provides ample proof of early wooden protatypes. In
the Chaitya halls in western Indian caves elements of wooden constructions as vaulted ribs
and Kirtimukha sereen have actually survived. There are the minute details in the railings
of S8anchi and Bharhut which cannot be explained except with reference to the requirements
of wooden architecture. The ancient Yaksha statues, a few of which have been preserved,
also furnish evidence of the existence of the art of image-making in the pre-Mauryan
times.

But the question, which concerns us, directly relates to the origin of such finished art
as that of the lion capital of Adoka, which displays the climax of technical perfection and a
complete mastery of the secrets of modelling and earving in the round. The Mauryan polish
itsell is without any traces of its existence either in the succeeding or preceding periods. What
then was the source of the unprecedented artistic activity during the reigns of Chandra Gupta
and Afoka ? In the words of Sir John Marshall, “What is the explanation of the gulf which
separates these two sculptures (1) the primitive unifacial image of Parkham and (2) the richly
modelled capital of Sarnath 1. He himself gave an answar to this question, namely, that
it was the Achaemenian art of Iran which served as the model for the Mauryan art through
the intermediary agencies of the Hellenistic artists of Bactria, According to him the Aéokan
edicts were inspired by the Achaemenian inscriptions and the Mauryan palace at Pataliputra
by the palaces at Susa and Persipolis built by emperor Darius in the hey-day of that most
glorious empire of antiquity. According to him it was in Persia that the animal-crowned
capitals of pillars were evolved. The smooth shafts of the Mauryan pillars were copied from
Persian originals of which specimens are still existent in the plain of Murghat at Istakhr,
Naksh-i-Rustum and Persipolis, It was from Persia again that craftstnen of Afoka learnt
to give a lustrous polish to stone of which abundant evidence survives at Persipolis
and elsewhere. Sir John Marshall belives that the Persian influence came to India through
Bactria in which area there were great centres of civilisation under the Selucids with whom
political and cultural relations were established by the Indians. He has emphatically stated
that the Sarnath capital is alien to Indian ideas in expression and in execution. So far as
the contents of the lion capital, i.e. the ideas of expression, are concerned, we have already seen
from & two-fold approach how these ideas are wholly indigenous. On the other hand, they
are completely in accord with the tradition of Indian art both preceding and following the reign
of ASoka. Secondly the Dharma Chakra, the four lions and the figures on the round abacus are
eloquent expressions of the personal ideas and ideals of Adoka, with respect to the love in the
Law of Piety inculcated by the Buddhs; they illustrate his mighty authority as the sovereign
of & vast empire, and his keen anxiety to establish living contacts with his people as no crowned
head had done before.
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So far as the problem of the technical execution of the lion capital is concerned
(the lion capital in particular and the Adokan art in general) it may be conceded that Western
Asiatic forms as well as Achaemenian influences were at work to some extent at the Maurya
court. According to the established practice of the times reputed artists and expert workmen
were summoned from distant places and commissioned with large-scale undertakings to carry
out the architectural programmes of ambitious emperors. Fortunately, both in India and in
Iran we come across evidence of this international partnership in architectural experiment.
The best known historical example is that of Darius who built the famous palaces at Susa
and Persipolis by following an ambitious plan of extending invitations to expert workmen in
many countries and ordered the import of material from numerous places outside Iran. In
the foundation charter of the palace at Susa is stated that the emperor Darius invited adepts
in various crafts to come from many distant provinees of his empire including Gandhiira and
Sind ; the latter named fact clearly points to the knowledge of the Indian people that foreign
workmen were employed in such big undertakings. Chandragupta Maurya and his successors
Bindusira and Afoka seem to have followed the normal practice of the time and may have
invited workmen from Iran just as Darius had invited them from India. As Marshall
has himself admitted Iranian workmen assisted by a rich team of Indian artists and
architects who should be credited with the taking of a responsible share in the
execution of the work. On the Indian side also we have the explicit evidence of the
Maohabhirais where it is stated in the Sabhd Parvan that the services of the architect
Maya (who was of the Asura race) were employed by the royal court of Indraprastha
for building the assembly hall (Sabhd). Naturally, Maya as superintending architect
was allowed complete freedom to plan and execute the important architectural commis-
sion entrusted to him in accordance with his own artistic talents as well as Indian
traditions. The descriptions of the Yudhishthira-Sabha, as recorded in the Sabhi Parvan
of the Mahabhirata, leave no room for doubt that both traditions, Iranian as well as Indian,
were drawn upon by Maya so much so that we find there is a definite mention of the bright
polish on the surface of the walls and on pillars of that assembly hall. Although set in a
semi-mythical mould the story of the architect Maya is clearly eloquent with historical im-
plications; as more than one scholar have already appreciated the fact, the description of the
Yudhishthira Sabha in the Sabha Parvan may be ascribed to the Mauryan or post-Mauryan
period.

We may thus imagine that the Mauryan art was the result of a fusion of what was
best in the past tradition of India and Tran. An exact parallel may be pointed out in the
creations of the Mughal art under Akbar in which Indian painters of established tradition
were working side by side with the master painters of Persia and the emperor, naturally, was
kﬂ&nt}' desirous to utilise without a distinction the services of the most talented artists living
in his time.
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A similar phenomenon was witnessed in the Mauryan period in that the finished
products of Mauryan art possessed certain features taken from abroad, but are at the same ‘
time distinguished by the Indian elements of form, theme and decoration. Such motifs as

the row of pecking geese, lotus creepers, the four traditional animals, the Dharma Chakra

ete. are entirely of Indian tradition.

In speaking of the foreign influences on the form and style we cannot forget to
note the differences between the pillars and capitals of Achaemenian art and of Mauryan art.
Here are some of those features :—

(1) Stone columns of the Mauryan hall at Pataliputra (Chandragupta Sabha) do
do not show any capitals where as the pillars in the palace-hall at Persipolis
are provided with figured capitals.

(2) The Iranian pillars stand either on bell-shaped bases or on plain cireular moul-
dings, whereas the independent Mauryan columns had no base at all. Secondly
the bell-form used in the base of the Persian pillars is a part of the capital in the
Mauryan columns and produces an altogether different aesthetic effect.

(3) In form and appearance the so-called Mauryan bell is a long way off from the
Iranian bell. The latter consists of a ring of petals or reels on the upper end,
but has no bulge in the middle portion from which the so-called Mauryan bell
derives so much beauty. Moreover the so-called Mauryan bell is made to appro-
ximate as nearly as possible the Indian traditional designs of pot and folinge
(Pd@rna Ghata) rendered in a stylised manner, The Pirpa Ghaja motif was
known from the time of Rigveda. Moreover it was associated with Indian
pillars made of wood both to make it look more beautiful as well as to preserve
it from decay. A plain circular pillar fragment made of wood resembling the
plain shaft of the Adokan pillar has been actually found in a mound at Lauria
Nandangarh. In the early Buddhist literature as well as in the Epics there are
references to pillars standing independently in religious buildings and public
places. Adoka himself has mentioned the existence of such pillars, Similarly
with respect to the animal capitals on the top of the Mauryan pillars, it was an
ancient practice of providing pillars with animal capitals as shown by such
references as Garudadvaja, Vryishadhvaja, Makaradhvaja etc. Therefore the
upper component part of the Mauryan capitals fitted very well with the literary
and artistic traditions of pre-Mauryvan India,

(4) The shaft of the Tranian columns is fluted in all cases except in the facade of
the tombs or the Nechropolis (%) and also the single column that
remains from the palace of Cyrus (¥%7). This latter pillar dates from the
time when the Tranian art had not evolved its classical forms, The style of s
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the plain unfluted columns was discarded by the Achaemenians themselves,

It would be wrong to suggest that the Mauryan sculptors ignoring the fluted
shaft of the time of Darius went back in search for their models to the primitive

designs of Cyrus. In the case of the pillars of Nechropolis they form part of the
rock-cut tombs of the time of Darius and Yorks. In these tombs the shaft
was kept plain because the vaults stood at a considerable height above the
ground and if the pillars were made fluted it would have further reduced the
columns and diverted them of a frank and clear aspect, if viewed from a distance.
The Persian sculptor modified the form as the Greeks often did in similar cases.
We may thus justifiably search for the original model of the plain Mauryan
columns in such wooden pillars as found at Laurii Nandangarh.

(5) There is one more difference of a conspicuous character. The Achaemenian
shaft when erected independently is made up of several segments while the
Mauryan pillars are monolithic. The Persian columns show the requirements
of stone while the Mauryan pillar is connected with the originals of timber
construction which were made of entire logs of wood.

(6) The Persian and the Mauryan capitals also show marked difference. The
former are crowned with a cluster of stylised palm leaves and consist of two
human-headed bulls or lions seated back to back, or, by an inverted cup and
the whele shows projecting double volutes. These elements do not find exact
counterparts in the Mauryan capitals which show animal figures but not human-
headed and the so-called bell form is covered by a stylised lotus petals. The
crowning abacus and its decoration as found in Mauryan capitals are absent
in Achaemenian art.

(7) Lastly, the Persian columns were introduced to form part of elaborate archite-
ctural construction. But the Adokan pillars were intended to serve as indepen-
dent monuments and designed to produce their effect as such. They are
simpler, more harmonious and give a better feeling of stability, dignity and
strength. The Mauryan column iz no doubt ‘an original construction of indi-

genous art of that period. 4
The bright lustrous polish is a distinctive feature of Mauryan (Adokan) art.
We should, however, remember that specimens of pre-Mauryan art in . not

gervived and it is difioult to be positive on this point whether this polish was nced in
India for the first time in the Mauryan Pﬂ'iod, We should draw attention to literary evi-
dences which refer to such polish. Firstly, there is the description of a palace-hall built on
the bank of the Gaiga bearing such polish on its walls and ceiling in the ‘Makd Ummagga
Jitaka' ; and secondly in the deseription of the assembly hall of Yudhishthira,

10
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In the latter case the architect is Maya Asura who was a foreigner employed at the
royal court of Yudhishthira and it is quite possible that the idea and technique of imparting
this kind of polish to the surface of the stone was borrowed from outside, sometimes before or

during the early Mauryan period.
The question remains open for final judgement until some more archaeological evi-

dence comes forth.
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10. THE GREAT STUPA OF BHARHUT

The Mahastiipa at Bharhut was discovered by Cunningham in 1873 and fully exposed
in 1874. Its railings and gateways were then removed to the Indian Museum Calcutta where
they still form a magnificent collection of early Indian art, The discoverer fulfilled his due
obligation to the monument by publishing the famous work, ‘Stupa of Bharhut', of which the
excellent photographic reproductions on 57 plates are accompanied with a clear and precise
text.

The two Great Stiipas of Bharhut and Sanchi were the outcome of a continental
planning, the former occupying & central position on the eastern route and the latter on the
western. These two parallel routes were bee-hives of transport, the one connecting §rivasti
and Koambi with the Chedi country on the Narmada and South Kosala, and the other leading
from Mathura to Vidisa and Pratishthana on the Godavari in the south. The eastern highway
picked up the two important sectors ; one from Magadha via the Sona valley and the other
from seaports of Kalifiga through the forest regions of Gondwana. Similarly the western route
received two feeders ; one from Ujjaini and the other from the seaports of Bhrigukachchha and
Sirparaka (modern Sopara). The religious zeal of the rich merchants of these two regions
deposited their wealth as treasure-troves in the form of the two great Stiipas of Bharhut and
Sanchi.

The monuments served as the two valves of the pulsating heart of Madhyadeéa
sending out cultural effusions in all directions on those routes. Today we find them as epic
records of the eulture, society, religion and art of the teeming millions settled in the centre and on
the periphery of this vast area. Through the two sparkling eyes of these Mahichetiyas, we find
access to a rich documentary of early Indian cultural institutions similar in scale to as the
Riamiyana and the Mahébharata.

The Stiipa although now associated primarily with Buddhism had & much
earlier origin. It goes back to the Rigveda where the Golden BStipa of Agni
(ferwawga) is the type of the huge Pile of Splendour out of which the cosmos is pro-
duced. It was the very symbol of the life-principle conceived as the Mound of Gold or the
Pillar of Fire, because in Vedic symbology gold exemplified the Seed of Life or Life itself.
In pre-Buddhist tradition the Stiipa, therefore, was accepted as the monument associated with
the life of a Mahdpurusha, who had truly become transformed into a “Pile of Light" or “Mound
of Gold”. Verily, in nature Siirya is such a Pillar of Light or a Mound of Gold, a vast conflag-
ration of Divine Resplendence. The Buddha who had obtained such perfection of knowledga
and become the Enlightened One (¥, &% §4g,), was truly the object n{ wmfhp
through the symbol of the Stapa. As tradition ssys, his ashes were parcelled out into eight
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portions and each of them (sfarg) was deposited in a commemorative Stiipa. Of these
eight, seven were raised by Kshatriyas, viz. temporal powers, and the eighth by a Brahmaga
representing the Spiritual Authority of the Buddha. It means that the original Stiipa sym-
bolism associated with the Buddha represented completely the two essential elements of his
nature, viz. the Buddha as Chakravarti and the Buddha as Yogi which later on played an
mportant part in the formulating of the Buddha's image, i.e. sovereign ruler with Chhatra
and Chamara and a Yogic teacher of universal Dharma seated on the diamond seat of
Padmasana.

The Stiipa exercised its fascination on the minds of the people. The learned regarded
it as a metaphysical symbol and the common man worshipped it as the visible symbol of the
Great Light that once was and whose relics were still enshrined within the heart of the Stiipa.
The spherical or eylindrical drum, sited on the ground and crowned by a Harmikd, or Divine
Mansion (¥F-§&7), was in itself a complete symbol of the Mahdpurusha, the Great Being.
The Buddha was but a manifestation of the powers that inhere in that universal Purusha,
whose symbol is Siirya. As a scion of the solar dynasty, viz. the race of the Ikshviku Kings
whose descent from Siirya was well known, he represented an individual ray of that Light which
is the Divine Supernal Sun. It was, therefore, a problem for the early metaphysicians in
Buddhism to fix upon an appropriate symbol to commemorate the Englightened One. The
Chakra and the Stipa were selected as two arch-symbols by the early Buddhist teachers,
The Wheel or Chakra became the symbol of Dharma, i.e. the World Order of which the Buddha
was an exalted exponent. The Dhamma is the foundation and support of the cosmos, and is the
perfect symbol of Time which is three-fold as the Chakra is called Tryadhva, i.e. the revolving
wheel of the three times (&g, Heq ), i.e. present, past and future” (Edgerton, Buddhist
Hybird Sanskrit Dictionary, p. 260). The Stiipa as the second symbol represents the solar
light or the Sun which is the source of the power that manifest in the Dharma Chakra.

In Vedic symbology the Stiipa of Agni as the type of the cosmic fire or the universal
prineiple of creativity, becomes individuated at one centre in the Yajiia as Yiipa, the pillar.
This association is evident in the funeral mounds of Lauria Nandangarh where the Stfipa
and the Yiipa were found together, and also best illustrated in the great Stiipa of Banchi where
Afoka erected his pillar in front of the original Stiipa.

The symbolism or the representational basis of the Yiipa was completely transferred
to the Stiipa as we find it in Buddhism. The Yiipa was comprised of the following four parts :—

(1) The portion that is dug in the ground (Frame). This is sacred to the world
of the fathers {ﬁq}, the departed ancestors in whose memory the Stiipa also
is raised.

(2) The portion above the dug-in-part up to the girdle-rope (¥4 Framamararrit)
This is the portion sacred to the world of men (wqemeTs).

|
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(3) The portion above the girdle up to the top-ring (7% Fe% TavaT ATeATEY )
This is sacred to the world of Gods (¥=tF).

(4) The space of two or three fingers’ breadth above the top-ring (F=% =wreg

FEE AT W ar). This uppermost portion is sacred to the world of the
Archetypal Gods (a&Tead®)l.

This is a clear annunciation of the four-footed Great Being (wgerry #grqed or #77)
who becomes manifest in the cosmos as the Three Feet (fqrg) and remains unmanifest in
the transcendent source as the One Foot (w#7rg). In the Stiipa architecture this conception
received complete acceptence in the form of the various portions as the foundation, the
drum, the dome and the Harmiékd. The Trinitarian conception received further elaboration
in the building of the Stiipa as its three terraces (ffiy) and the three railings [fﬂ‘ﬁw},
viz. on the ground floor providing for the first circumambulation, the second in the middle also
giving space for the next processional path and the third on the truncated top circumscribing
the Harmiki. In the Hindu Temple also, of which the architecture followed similar meta-
physical principle, we find this four-fold division in the form of the basement (3rft), the cubical
portion (THE or HEAT), the tower (ferarT), and the Kalada placed on the Amalaka Sild as
its base and surmounted on the top by the Dhwvaja or the emblem of the deity, corresponding”
to the Yashti and Chhatra in the centre of the Harmika. It is evident that the ancient Stiipa
and the Prisada were developed from an identical religious consciousness and both were sym-
bolical representations of the manifest cosmos and the unmanifest Divine. In one case the
deitv is the Buddha, in the other the Deva, both enshrining the Great Light. The Stipa
ﬁm:; this point of view, although raised on the relics of a Mahi-Purusha when he had passed
away, actually was not a mournful sign but an emblem of greatest festivity. That the Great
h'[fm had entered Parinirodna was no canse for sorrow. The idea behind it was one of uni.verul
joy and felicitation—a thanksgiving that the Mahipurusha had appeared on earth and llghfad
a %lnme which was going to be perpetual, a light which would never be put out, a ray emfnatm.g
from his forehead that would encompass all regions of space. Thua the Stiipa was, verily, the
Mound of Gold (frrwr-=T), gtanding as the dominant symbol of Wisdom, Dharma ﬂl.'l-ﬂ
Sovereign Spiritual Aunthority. This is shown in the numberous scenes of dance anrd mum:;
a5 well as of the varied life of gods and men amongst the f’“‘_’"ﬁd 1y the ralings =
gatways of the Stiipas, and later on as at Amardvati and Nagirjunikonda even on the casing

glahs.

lﬂﬂﬂ‘ﬁﬂ'ﬂ;'ﬂl_l ¥ fee woa a3 Wh AR E mquivl
mmemmemm:ﬁmwmmﬂr
e & Arshgiyaty 7 gaEes 1 AT Ao 3., 2, 34; See Eggeling, Sacred Books of the
East, Vol. XXXI, pp. 173—4.
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Thus it is clear that the Stiipa raised its monumental head as a complete sample of
the indigenous religious spirit rooted deep in the soil and in the hearts of the people. It was
not an exotic innovation and did not depart from the belief universally held, It is, therefore,
that we find the entire community of the people dedicating themselves, as shown by the
donative epigraphs, to the building and the worship of the Stfipas. This is also the reason why
the Stiipa did not from the outset remain exclusive but incorporated within its fold the popular
cults of the Nagas, Yakshas, Suparnas, Kumbhindas, and the numerous rich worlds of gods
and men, Just as the varions streams mingle their waters in the ocean similarly the various
cults wholeheartedly contributed through the planning, decoration, imagery and the over all
embellishment of the Stipa. The building of a Mahistiipa like that of Bharhut and Sanchi
could not have been an ordinary event. It was as if the multifold life of the whole peaple found
its ample and lofty expression in these monumental Mahichaityas. That it was no haphazard

event either, is also demonstrated by the all-out sanction which the great Buddha himself had
given in its favour as his last will to Ananda.

“How should we honour the body (relic-bones) of the Tathigata 1 asked Ananda.

“0, Ananda! You need not engage yourself in worshipping the body of
the Tathigata. But you dedicate yourself to the right meaning (&%) expounded by the
- Tathiigata as so many Kshatriyas, Brahmanas, and householders are doing”.

But Ananda out of his overpowering devotion was impervious to this suggestion
of the Teacher, and he repeated the question—""How should we honour the body of the Tatha-
ph g'll

The Buddha knowing the devout heart of Ananda melted and replied—“As they
do for the remains of a Chakravarti King, so Ananda | they should do for the remains of

the Tathigata. At the four cross-roads similar to the Stiipa they raise for the Chakravarti,

shounld they raise a Stiipa for the Tathigatal

According to this injunction a Stlipa commemorates a Chakravarti king and a
Buddha. Amongst those deserving by their greatness or piety the honour of a Stiipa the
Buddha also included the Pratyeka Buddhas, which denoted the honoured saints of other
faiths also. This tradition of giving burial to the holy saints has been handed down to this

1 Knanda—5 71 97 quvaen a0t afersamar fiy 2 s
Euddha_*m T2 T2 19 FATTTET a0 | ey T2 AT T =,
Ananda—'gef 07 ¥ FaTIGER 74T qfevfewes ¢ fy )

Buddha—7ay &Y o =1 Twwafaew w0t afwewfa, TF aqrrEe wAT afe-
afemas’ fa 0

Ananda—‘gef o7 e T5=71 At TO% afrma fr 2

Buddba—-+++-, STqemgred == svwafoe of #0f | Ta " AT -
T 91wl

-,
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. day. It may be imagined that the Buddha was here giving his sanction to an ancient practice
wéll known to the people and of wide acceptance by them.

“ It may also be noted that in referring to the ancient tradition of the funeral mounds
the §atapatha Brahmana has noted two architectural forms, viz. square (wg@fe) and
round {qﬁm) forms for a burial mound, and it is specially recorded that the monuments
of the Easterners (3r=am:) were cireular.l

The building of a Stipa was a stirring event involving dimensional planning and
offort. This is evident in the description given by the Mahivansa (Chapters 28—31). The
Great Stipa was known as Makd Thipa, or Maha Chetiya (20.4). Its construction was
known as Thiipa-Kamma or Mahdthaiparambha, and the superintendent of work as Kammd-
dhitthayaka (30.98). A stone-Stiipa was called Sild Thiappa. The Mahdvansa specifically
tells us that at the site of the Stiipa (gq¥537) a pillar waserected and in accordance with the
ancient terminology, pointed out above, this pillar continued to be called a Yiipa [m fg
afg T4 quazH @ ). On the appointed day the Priest and the people assembled at the
chosen spot. A Full Vase (99 ¥2) was installed in the centre. The king walked up to
it and holding out to his minister a rod (afcaww d¥%) which was secured with a string
to a fixed golden post, asked him to measure the site for the Stiipa. When this was about
to be done a wise and experienced Mahdthera seeing the danger in planning a Mahastiipa
of that dimension adviced theking that he should desist from a plan of such colossal size which
was diffieult to achieve and restrict himself to building only a Magjima Chetiya instead of a
Mahi Chetiya. The central Stiipa was called Chetiya and round it the paraphernalia of railing
and gateways was called Chetiyavalia (d=zw, Feara) e the peripheral portion of the
Stiipa.

The laying of the foundation was the first act in the building. Boldiers were em-
ployed for transporting pieces of broken stone (e, 3 o) which were reduced to grit
form (=frg) with sledge hammer (%), It was further pulverized by moving elephants
having their feet covered with leather hoses (wemamgmafy wEEedfe #RfT, %.¥). The
building expert thus accomplished consolidation of the ground {1[ﬁ=|1n fqcwraes, 32.¥). Then
the foundation of this stony material (qraTURIfEw) was laid over with a kind of specially
prepared plaster called Navanita Mattiki which was given this name from its thin consistency
like that of butter (guaT T qﬁ[ﬂ'} This ancient name was replaced later on in the
Gupta period by the word Mashaka as found in the Vishnudharmottara Purina (40.3 ; 41.14)

in connection with the plaster used in preparing the surface for painting. This is called Masakd
1t | R FATTAT frererde 3aT AU SRR R
&mmmMmﬁtnmmﬁgﬂwmmg&:mmﬁ-
qogET |
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in the present day terminology, which is literaly the same as Navanita (Sans. Srerr—Pahlavi
qaeT—Sans. backformation #eFq—Hindi, Guj. #&®r). This plaster-clay was pre-
pared by mixing lime-plaster (&Tgar), murum-sand (¥ee), brick-powder (Egwr o),
clay (wfe®r), realgar or red arsenic (#Ifg@T) mixed with Tila oil (fo® &%), molasses
(zeaw), pulp of the Kapittha fruit, Kuruvinda powder and some incense (gueas). This
formula for preparing the Vajra Lepa plaster occurs also in the Vishnudharmottara, which
prescribes the Bilva fruit for Kapittha and names the incense as Guggulu (Vishpu D. P. Chap.
40.1-3). Such foundation floor of stone grit and plaster was actually found at Bharhut by
Cunningham.

Ten crores of bricks were ordered to be stacked at different points of the compass each
marked by a platform for offering flowers (qoamaTa, 3e.4%, ie., Toqugvir afgwr, Buddhist
Hybrid Sans. Dict. p. 218; of. Smith, Mathura Jain Stdpa, plate XX). The Chaitya or
Dhatugarbha was to be built with those bricks (7Zz%T sa%ifeat, 30.4%). The actual form
of the dome is compared to a water bubble [w, 30.93). On the day when the cons-
truction was to begin the king ordered stores of clothes, garlands and food, barbers and
toiletmen serving the whole people (1% @waT ¥77), who had come to participate in the
great festival with music and dance. With large retinue, including forty thousand well dressed
persons, the king proceeded to the spot. Theras from many lands had gathered, what to say
of the priests of the Island itself ! (qmm2er'fa sv1== g 724 firverat 29, 3%.38).  Monks
from Rajagriha, Sravasti, Vaiéili, Kaufambi, Ujjayini, Pataliputra, Kashmira, Vindhyatavi,
Bothagaya and the Greek city Alasanda were invited and assembled in large numbers to witness
the foundation ceremony. After completion the brick Stiipa was covered with slabs
of marrow-colour (¥ZaWrF qrETT, 30.48). The decorative motifs on the various parts
of the Stiipa comprised the following :—wgwnfe® (dshta Mangalika symbols), qoEET
(flower garlands), Sge7T 9ot (rows of animals), gagdt (row of geese), Tarfsfsfmsares
(festoons of pearls and small tinklers), gavidzmdY (row of gldden bells), Frarfr (garlands),
gamamFers (clustured pearl-pendants), Wramarceragns (full lotus medallions, crescent-
shaped rosettes, stellar rosettes), qurgzgay (row of Full Vases), siorfemwrgr 3at (Gods
holding their hands in adoration), Foy%T #=a7 (T of fesaragm, groups of dancing
Gods), gf@amasaaar (Gods playing on musical instruments), sraTeTgTRaT (Gods holding
mirrors), qepETETITAAr (divine figures with flowering sticks), qgATfRwTEERAT  (figures
holding lotuses), Tqf= 4} (row of jewels), sws=aadt (row of Dharma Chakras), wwyee
(row of figures holding daggers), atfiarzr &t (row of figures holding bowls, Ferarfr 2ar: of
et ) and many other kinds of divine figures 3==Yay %' Fwur, Y0.84-5¢,30-41). Jitaka
scenes were carved in the meanders of golden creepers and numerous scenes from the life of the
Buddha (a list of about thirty-five scenes is being recounted), were carved on the
body of the Stiipa. Figures of Mahabrahma, Sakra, Pafichasikha holding a Ving, Mira with

TR,
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a thousand arms slong with his female retinue, the four Mahirijika Gods, the thirty-three
Gods (Afere Zagam), thirty-two divine princesses (giferam = gwmfan), twenty-eitht Yaksha-
kings (FFeTIa srgzdrafd), were represented. All the life-scenes of the Buddha beginning
from his decision in the Tushita heaven and upto his sitting on the Bodhi Manda were depicted.
The Vessantara Jataka specially was rendered in great detail (¥wfatamas g e swefa
30.¢¢). Other Jataka scenes also were carved on the railings and slabs of the Stiipa
(F 7w w1 smawit, 3e.¢9).

The above description of a Mahastiipa shows the extraordinary importance of these
monuments in the Buddhist world. It holds good in a large measure in the cases of such
Mahastiipas as those of Bharhut and S8anchi both from the point of view of architecture and
decoration, although it is of particular appliation to the Stfipas of the Andhra country, viz.
those of Amarivati and Nagirjunikonda. Those latter had decorative casing slabs which in the
case of Bharhut and Sanchi were plain (®TFT'® et q1gTeq qared, 30.89). The second
architectural feature in the case of the Stfipas in the Andhra region consisted in the box-
like projections on the four sides joined to the main Garbha and each supporting five Ayaka
Khambhas {Wﬁi"ﬂﬂ EE fag gifsm, 30.%0). Lastly the white colour of the stone
(Frarwor qET) mentioned several times (30.57, 59, 96) gives a true pointer in the direction
of the Andhra Stiipas and not those of Central India which are built of red stone,

The Stipa of Bharhut although not in situ at present furnishes valuable evidence
about the architecture of an ancient Stipa. The shape of the dome at Bharhut as shown by
its several representations (pls. 1X, XIII, XXXI) resembles more a bell (¥zrFrT) in which
the ratio of the diameter to the height is less than in the case of subsequent Stiipas. The same
is true of the Sanchi Stipa. But later on there was a tendency towards cylindrical shape
which was rightly compared to a giant bubble (¥gE=, HErEE 0. 21), as also shown by
the several illustrations of the monuments preserved on their railing or carved slabs.

The railing of the Bharhut Stiipa with its four gateways was highly decorated with
numerous motifs which set up the norm for the various elements of decoration in subsequent
art. For example, one finds here a wealth of lotus medallions (Pili, 9ga®) with many petals,
sepals, corona, calyx, treated in varying forms and combinations described in literature as
Utpala, Kahlira, Satapatra, Sahasrapatra etc. The meandering creeper is an other essential
clement in the decorative repertoire of the Bharhut masters. Actually it represented the
Kalpalata, the Wish-fulfilling Creeper of heavenly origin whose tendrils fulfil all desires by
producing pairs of Man and Woman (frg), omaments shown hanging from the boughs like
ear-rings, necklaces, girdles, anklets ete. which are represented in several shapes; costly textiles
like scarves and Sdris ; wines bottled in jars of jack fruit form technically known as Panasa,
and also mongo-shaped pendant containers for the lac-dye to paint the feet. The motif of the
Kalpa-vriksha or the Kalpalata (Fig. 4 : a, b, ¢ and d) belongs to the region of the Uttarakuru
88 found in the deseription given in the Mahdvinija Jataka (No. 493, 352).
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A group of merchants who had set out in search of a treasure came to a mighty banyan
tree with cove and pleasant shade, from its eastward branch pure and clear water trickled for ‘
them ; they washed and drank their fill of it. One of the branches on the south gave them all
things to eat :
‘Both rice and meat out in a stream it brings,
Thick porridge ginger lentle soup and many other things’,

From the western branch :—

‘Out came a bevy of fair girls all pranked in brave array,
And O the robes of many hues ; jewels, and rings in plenty !
Each merchant had a pretty maid, each of the five and twenty.

From the northern branch likewise :—

fersseriiniinn. Ot came a stream of gold,

 Silver in handfuls, prescious rings and jewels manifold.
And roles of fine Benares cloth and blankets thick and thin,
The merchants then to roll them up in bundles did begin’.

The following Pili Gathd sums up the virtues of this auspicious tree :—

Wgﬁqmmmmzﬁum:mﬁm%mmﬁamu
(Fausboell, Jat., IV, 362)

This flowery description of the idyllic land of Uttarakuru had been received from
great antiquity, and is re-enforced by the literary tradition recorded in the Epic literature
and Puranas.  For example, in the Ramiyana Sugriva directs the monkey chiefs to go in
quest of Sitd in the northern direction. There, at the end of the earth they would find the land
of the Uttarakurus. “Flowers of gold as resplendent as fire are seen there in eternal bloom
inbned with divine fragrance. The beautiful trees produce garments of various kinds and
costly gems which are pleasant for men and women to use in a]] seasons ; beds with beautiful

coverlets and pleasing garlands, costly drinks and food of many descriptions, and to crown
this all, maidens endowed with beauty, virtue and youth"1

' rrETiTfy gAY | frrgereerer A TATATTHT: 119311 |
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In the Mahdbharata, the Elysian land of Uttarakurn with all kinds of plenty in
fruits and flowers and with trees producing all objects of desire [m: Tam:) is coneeived
in the nothern direction adjacent to Méru. There as fruits from trees are produced garments,
ornaments and youthful pairs of men and women (frgarfa) who draw sustenance from the
nectar-like milk of the milky trees and are perfectly matched to each other in beauty, dress and
appearance. The human beings in that region are happy and contented like gods being free
from all sorrows and ailments, and they do not suffer the pangs of separation’l.

It appears that this deseription of Uttarakuru was an inherent part of the Bhuvana-
kosha as we find it repeated in a similar context in the Vayupurina (Chap. 45, verses 11-50).
The deseription in the Purina, besides recording what the Epics contain is much more elaborate,
and we find there references to streams of madhu and Maireya, of butter and curds, to moun-
tains of delicious food, to groves furnished with beds, seats, cosmetics, garlands ete., and to a
great many other items of pleasure. In that region there is sweet music of every description
rising from lute, flute and tabors, and hundreds and thousands of Kalpavrikshas produce
fine and beautiful garments agreable to wear.

The above tradition holds the key to many a scene on gateways and railings of the
great Stiipas of Bharhut and Sanchi. For example, we find at Sanchi carved on the western
face of the western pillar of the south gateway youthful couples engaged in music and pleasure
(Fig. 32), surrounded by birds and animals and seated under the shade of boughs overladen
with costly ornaments of many kinds (Marshall, Monuments of Sanchi, Vol. I, p. 144 ; Vol. 11,
pt. XIX a). On the entrance to the cave at Bhaja the visit of king Mandhati to Uttarakurn is
illustrated with great elaboration including the garden of the Kalpavriksha-trees and of
the Mithuna couples enjoying dance and music. One of the trees in the scene is in the style
of a true Kalpavriksha laden with many ornaments hanging from its branches. Another
shows girls coming out of its boughs.

On the Bharhut Stipa the Kalpavyiksha motif is a recurrent theme of decoration
as illustrated by Cunningham on plates XXXIX-XIVIII. These show various ornaments
like ear-pendants of the Prakira-Vapra-Kupdala type (Pl. XLI B), ear-rings of T'riratna
design (Pl. XLIV A), collars, necklaces, girdles, wristlets, spiral-finger-rings, spiral-anklets.
On plate VII of Bharhut Vedika by 8.C. Kala & beautiful armlet with triple rosettes above and
a row of small pendant bells below is a high watermark of Bharhut decorative art. Amongst

1 g g ae g frafAafmr ke
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fabrics we have specimens of scarves bearing floral designs and also female Saris. B.M. Barua
has illustrated some typical Bharhut ornaments in vol. 111 of his Barhut, pl. XXV. In several
of the meandering creepers or the Kalpalatd motif, jick fruits and mango fruits are depicted,
the former as containers of wine (#), and the latter of lac-dye for painting the feet of ladies
(®TaTT) as referred to by Kilidasa. Kalidisa has given a graphic picture of the Wish-
fulfilling trees growing in the capital of the Yaksha king :—

s sz Qe asfrT £ :

BT TOFAFAEART T TEHF: §F GHOAITOTAEA ST |

(Fregm, 2132)

The Kalpavpiksha alone provides all the dainties and fineries for the fair women
of Alakii, coloured clothes for the body, intoxicating drinks for exciting glances of the eyes,
and flowers for decorating the hair, ornaments of varions designs and lac-paint for the feet,
The same tradition in also recorded by Bana Bhatta mentioning bunches of ornaments shoot-
ing forth from Wish-fulfilling creepers—afcegammacommiiT serwarhmayT, $read (Vaidya
edition, p. 186). The gift of such divine ornaments was considered as the highest blessing
conferred on & human being hinted at by Kalidisa :—

& FfafrmmoeTen At |
{ﬁﬂﬁﬂ, “‘_"‘}

The four kinds of female decorations comprised clothes, ornaments, flowery garlands
and unguents, all of which were bestowed on them by the heavenly trees. The idyllie land
of Uttarakurn did not remain a dream but its symbolical significance extended to every home
and caught popular imagination as a motif both in literature and art from the earliest times
right upto the classical period, The Kalpavpiksha and Kalpalata were motifs of the vegetable
kingdom which in actual life represented the loving male and female relatives, father, mother,
brother, husband. For example, the father typified the branch that gave ornaments; the mother
the bough offering fabrics ; the brother the tendril yielding unguents ; the female companions
the off-shoots bestowing the lac-dye for painting the feet ; and the husband the youthful sapl-
ing bent low to offer jugs of hilarious wine. The home or the land of Uttarakuru or the Kal-
pavriksha is the same, producing all these auspicious blessings including the Mithunas, Man
and Woman, the most auspicious symbol of them all. This, the land of Uttarakuru which
was a heavenly region became mirrored as it were, in every home ; that which was an idea in
heaven became concrete and manifest for the life of the individual as Home or the Family
(7@ex). This had been from the remote antiquity. The Indian ideal of life which no pessimistic
or negative philosophy could eradicate, and naturally, therefore, the most important decorative
motif on the railings and the gateways of the Great Stiipas of Bharhut and Sanchi is the re-
presentation of the Elysium named Uttarakuru, a land of complete happiness with all the wealth

of its Wuh:flﬂﬁlling Trees and Creepers. It was a place of highest bliss which was the same
as the Vedic Nake and Buddhist Sukhivati, both implying a heaven completely free from
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sorrow and wants. It was a natural corollary of the positive view of life almost universally
held in India that both in literature and art the Kalpavriksha motifs stand so pre-eminent
with its deep symbolical significance. It was common to the Buddhists, the Jainas and the
Bhigavtas. In Jaina literature we read of ten kinds of Kalpavrikshas— s 7=, TEhT T,
Wr mhﬁ[@, (self-luminous tree), Tgad, wmﬁqa, (for utensils), ﬂq‘hqqr (producing
different lights), Fexfrqe, WiomiTgs, Ao, These idealised the ten kinds of highest
pleasures (zofaamgrarT ). It was, of course, a later elaboration of the original idea.
The Bhigavatas conceived of the Kalpavpiksha as the tree of heaven and elaborated the
theme inthe story of the gifeema flower which Krishna at the request of Satyabhima
wrested from Indra and planted it on earth to propitiate the presiding genius of each home
in the form of his own consort Lakshmi or S8atyabhimi. We may thus see that the Bharhut
Stiipa and similar to it that of Sanchi form part of an essential Indian idiom long accepted
by the common man for whom these monuments were raised. The Mithuna symbol and
the Srivriksha symbol travelled from the Stipa to the Brahmanical temple. The Srivpiksha
became a sign or the abbreviated symbol of Sri Lakshmi, Goddess of Abundance,
Prosperity and Fertility for which the Kalpavriksha of Uttarakuru stood as an all
embracing sign.

Another important motif of art, literature and cult handed down from pre-Buddhist
times was that of the Yaksha (725 #%%) who moves on the surface of Waters and is stirred
by Heat. In the Rigveda itself the idea of Yaksha was quite well known. It appears
from the several references that Yaksha was considered to be a wonderful or mysterious being
(7 amg fas qﬁ' T THH, To WISy ); that it was a cult of the common folk and not of the
developed minds [q’q:qﬁﬁ]‘, o Il ); that the Yaksha should not possess the body
of the worshipper (%o wI5¢14); that there existed special places for the worship of
Yakshas known as Yaksha- sadam (w7 w1 @ axfigil a1 A1 qfwat A%, % o¥1123).
Agni, the Great God is spoken of as lord of Yaksha (gerearesmst afaw 299, e {0l
ddl!ﬁﬂ- In one place the Yaksha is referred to as having a beautiful form (et 7
AT 74T, % wiwgigs). This idea of Yaksha or Yakshi being a model of beauty
is much cherished in literature and inspired their representation in the art of Bharhut
(Figs 50-53) and Sanchi as well as in Mathurd, Amardvati and elsewhere. The youthful hand-
some figure or & young student is compared to that of a beautiful Yaksha pleasing to the eye
(e 1 =ragar firait & syareny, MFETETT, YIRS TG, 201G XT-IET TRET, ULUY).
This belief in the benevolent Yakshas became a dominant feature of Yaksha worship who were
invoked for wealth, prosperity, beauty and all kinds of good things. In the classical age
Yaksha worship captured the imagination of the people.

_.mwmm.mﬂ:MHﬂmmn
(qamafaa of fawerd Ay, also TGARR, ATTHA, WIF 1)
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The Mahabhirata speaks of the Yaksha as having a huge body, a tall stature and
radiant form, towering like a mountain and death-conquering (because of the flask of
nectar held in his hands) :— :

freT wETd T§ AENSEAY, SAPARNAEEATS T |
Fguifaer faeeed axd W, Ao AT qeE AEEe
(s, 3361%e)

The colossal and massive Yakshas from Parkham (Fig. 37), Besangar, Shishupal-
garh and other places offer a commentary on the iconography as given here. Their shrines were
sited mostly near ponds or pools of water (cf. Hfewer T8 in HIFIT LoleI% ¢, same as fawTfaa
fares=ay of the FrTwas). Many of Yaksha images have been found near water reservoirs. The
symbolism was that Agni, the Son of Waters (97 797g) was symbolised by Yaksha, who was
a mysterious being (the epithet sy being applied both to Agni and a Yaksha), and both being
conceived of as towering pillars of light (FremTFwASTaT, ATCqFTd, 339130). Just as Agni
appears on the surface of waters so is Yaksha. An earlier conception about Yaksha was that
of his huge body (T % 7, ¥9Fe {oi133). This is confirmed by the independent
Yaksha statues as well as by their representations at Bharhut which iconographically are
beantiful and of big size. !

The Yaksha in the Atharvaveda is also called Brahma (wgr), and Yaksha-
Sadana or Yaksha-Vefma was also known as Brahmapura (7=, FqTo, follIR%—10;
arrfeaTd, Q0214R).

An epithet of Yakshapura is Apardjita [a:;:t;ﬁir te12133), the same as W
(w4, 1e113%) and dvadhya (wfad, 292143). This is exactly what the popular belief
about the Yakshas was, viz. that they had the power of averting death and bestowing

immortal life on their worshippers. The symbol of their deathless nature (=rqa, s@=1, #9=)
was the nectar flask held in the left hand of Yaksha images.

The popularity of Yaksha cult was very wide. We find both Yaksha Maka and

Brakma Maha in the list of popular religious festivals which formed part of the eult worship
in ancient India. Many such cults were known. For example, Indra Maha, Chanda Maha,
Khanda (Skanda) Maha, Rudra Maha, Maunda (Mukunda) Maha, Siva Maha, Vessamana
Maha, Jakkha Maha, Bhiiya (Bhiita) Maha, Nal (Nadf) Maha, Taliya Maha (same as Agada
or Avata Maha), Rukkha Maha, Cheiya Maha, Pavvaya (Parvata) Maha, Ujjana Maha, Giri
Maha, Thiiba Maha, Dari Maha, Sigara Maha, Dhanur Maha | Kima Msaha, Brahma Maha,
Ajja fﬁryﬁ] Msaha, Kottakiriyd (Kottavi Devi, a south Indian form of the Great Mother)
Maha, Gaiiga Maha (being a form of Nadi Maha), Raivataka Maha (being a form of Giri Mahs,
Adiparva, Poona, 211.2) ete. The long list of these ohsoure but popular eults provides the
background against which the popular religious scenes and images depicted on the Bharhut

'Y 3

Stiipa specially may be studied. This also throws light on the reason why the builders ofthe 3
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Stiipa gave such wide welcome to the cult of Yakshas, Nagas, Trees, Chaityas etc. As a
matter of fact the Stiipa worship was one of this divine fraternity, a part of the extensive
pantheon universally accepted and adored. Just as in the later temples any one of the main
deities enshrined in the sanctum had the other gods and goddesses amongst his Parivira Deva-
tis, similarly the Stiipa cult gave free admittance to the other folk deities as parts of its Vyiha.
This concord amongst the cults or deities had been a conspicuous feature of popular religion
throughout the ages and was so even in the time of the Buddha and Mahavira. What Adoka
officially did was to initiate a mingling of these cults with Buddhism. This seems to be the
intention of the perplexing words used in his Edicts—
Ffwar 341 g9 F e e w2
(Minor Rock-edict 1)

Fig. 51. Fig. 52.
Kupiro Yakho Sirima Devata Supavaso Yakho

12
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The deities of tults that at one time were excluded from or unmingled with
(Buddhism), became now mingled under the new policy of the Emperor initiated in the form of
with the common man (FTATEAT FET 797 FHAT 1 FHAfegEr, Rock-ediet VI,
Kalsi). Asoka realised the fact if Buddhism was to come to the people it must come through
their idiom, language and cult form. The sculptors of Bharhut and Sanchi were working
with the joyful visage of this new dictom. The mighty Stiipas raising their lofty heads to
sky are eloquent with the voice of the people as the numerous religious scenes on them fully
testify. Even the Jitaka stories depicted at Bharhut are folk tales which had hardly any
true connection with the life of the Buddha as approved by the priests. These are all conces-
sions to folk beliefs and the simple tales are of deliberate choice as alphabets of a popular level,
e.g. Baka Jitaka, Miga J., Niga J., Latuwi J., Kuruiiga Miga J., Kinnara J., Bidila J.,
Kukkuta J., Gaja-Sasa J, etc. These petty nursery tales have no place in the later Stiipas
of Amaravat] and Nagirjunikondi ete. where grand themes as those of Vessantara and Mind-
hitd were given an honorable place as edifying tales of Buddha’s spiritual preparation in
previous lives.

How many were the Yakshas, is a relevant question. The representations at Bharhut
give a correct indication. In Banaras there is the belief that each village has its Yaksha or
Bir, as they now call it (cf.rfa 7 %1 2%, 7i7 ala F1 617, a saying that I heard from a villager).
This seems to be right, for almost every village has a Yaksha platform. Four such Yakshas are
still in worship in the Hindu University and several others in the city, like Lahurd Bir, Bulla
Bir, i.e., the small and the big Yakshas. This is parallel to the Chullakokd and Mahikoka
Devatas of Bharhut. Yaksha worship even today is a prevaling cult amongst the people
from Bengal to Saurashfra and from the Himalayas to the Tamil land under several names as
Bir, Jikha, Yakas ete. At one time each locality seems to have had its Yaksha, e.g. Sikya-
vardhana of Kapilavastu, Puraga Yakshi of Pataliputra, Manibhadra of Pawiya, Avantisun-
dari Yakshi of Ujjayini, Punnabhadda of Champa, Suchiloma of Gayé (represented at Bharhut,
referred to in the Samyutta Nikiya, Yakkha Suttas, chap. X), Arantuka-Tarantuka and Yakkhi
Uliikhala Mekhala of Kurukshetra, Several lists of Yakshas are available, the most important
being that of the local Yakshas in the Mahdmdydri. Pinini also had mentioned the names
of four Y_a.k}shss, viz. Supari, Vifila, Aryama and Varupa {anzn %131¢¥ ) after whom childern
were named by the parents. The names of Varuna and Aryamai in this brief list should not
surprise us since at one time almost all Vedic gods were robed in the list of Yaksha deities.
For example, in the Atanitiyva Suttanta (Digha Nikaya, 111, 195), Indra, Siirya, Varuna, Praji-
pati are said to have been Yakshas like Mapibhadda, One of them, viz. Vidila was the Yaksha,
who gave his name to Vaifili. We find also reference to a Trimuka Yaksha worshipped at
Banaras. Thus almost every big town or locality was carrying on with its Yaksha cult.  The
names of the Yakshas and Yakshis found at Bharhut with lables engraved on them should
be understood as folk deities of a local character. We know these since thashcﬁ epigraphs

80y 80, otherwise their statues on the rails and gateways would have - unidentified
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as is the case with 80 many Yaksha figures at Sanchi and also in other places. The names
of Yakshas and kindred local deities are as follows :—
gl ww), faww aw, sif aey, gt ae, $RR e, swweer T@), g
dt, w=r (Sfam) @, fafom dar, Sewrer 3aan, wEwE 3T
Of the above list Supavasa (Fig. 52), was once taken as Suprivrisha deity of
plentyful rainfall, but Barua derives it from Supravisa, auspicious deity for travellers,
Virudhako, Kupiro (Fig. 50) (Virudhaka and Kubera), are two of the Chatimahirdjika gods,
viz. Regents of the four quarters, the other two being Dhritarishtra and Virdipiksha, the four
in order being kings of the Kumbhandas, Yakshas, Gandharvas and Nagas. Usually, Kubera
alone is considered to be the king of Yakshas but here Virudhaka also is labelled as Yaksha.
Kubera belongs to north, Dritardshtra to east, Viridhaka to south, Viriipiksha to east.
Garhgita is an unfamiliar name. But in the Sabhiparva (11.42) we read of a Goddess
Gamgatd which appears to be synonymous with the Earth Goddess. Probably its male counter-
part was worshipped as Gamgita Yaksha. The name of Suchiloma Yaksha appears in the
Sarvyutta Nikiya and Sutta Nipita and he is said to be worshipped on a platform in Gaya.
Ajakilaka, as the name implies, seems to be a bucolic divinity associated with goatherds.
A statuette of a Goat-bearing Yaksha has been found at Mathura. Sudasani Yakshi, i.e. the
Yakshi of the beautiful form, reminds of the strong literary tradition that Yakshis were

considered to be paragons ‘of beauty. In the Vanaparva, Damayantiin the forest is asked,
“Are youa Yakshi?” Chadd Yakshiis clearly Chandra, the Moon-Goddess conceived of as a

Yakshi. Sirimd refers to goddess Sri-Lakshmi, a popular deity worshipped as a type of
the Mother Goddess. The pair names Chulakokd and Mohikoka, i.e. the junior and senior
Koki Goddesses must have been of the same kind as the two Yaksha names Lahura Bir and
Bulla Bir, still worshipped in Vardpasi where Lahurd means small and Bulli as derived
from Sans. Vipula, Pri. Viula) denoted the bigger one. The word Koki is of indefinite
meaning, but occurs as early as Rigveda (VIL. 104.22) where Koka as the pair word with
Svd {!!'rﬂ'rq ﬁwrgq] seems to signify an wolf (see for Pali references and .this meaning,
Stede, Pali Dictionary). In the Gupta period also it was used as a word denoting wolf
(Freeefignpit g%, T U4ts). Kokimukhasvimin and Varshamukhasvimin are two
names of Vishnu, but the meaning with reference to the two goddesses is not so clear
excepting that they were considered to be local deities of a cult probably devoted to hunting
as taken by Dr. Barua.

Next to Yaksha, or perhaps equally strong and ancient, was the cult of the Niga,
for which abundant evidence is available thiroughout Vedic, Puripic, Buddhist and Jaina
literatures, and also in the country-wide folklore and forms of popular worship devoted to Niga
deities, The many-sided material from both literature and art has been brought together in
Dr. Vogel’s Indian Serpent Lore and also was early propounded (in 1868) by James Fergusson
i his Tree and Serpent Worship. It appears that the religious atmosphere round about
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Bharhut as a central place on the route of popular travel was saturated with elements of
Niga worship which have found a due place in the art of the Mahdstiipa, Elapatra, king
of the Niigas, pays his homage to the Buddha in a very graphic scene (Fig. 54) (Tat AT
WEET T (") =&). Another Naga at Bharhut is Chakaviko, a name apparently of local
significance.

The Niga motif appears to go hand in hand with Yaksha. Both have their source
in the Vedic tradition and in the local cults. There is a Niga or Ahi serpent in the legend of
Indra, viz. Vritra whose conflict with Indra forms the main plank of the great myth in the
Rigveda. There is the Naga Muchalinda as an important motif in Buddha's life and similarly
a Naga in the life of Mahavira, Krishpa and also in the religious conception of Mahadeva Siva.
These are all pointers to a metaphysical pattern based on the eternal conflict of light and dark-
ness, of good and evil, of the celestial powers and the chthonic spirits, Suparna and Naga,
or a8 the Brahmanas mention the feud between Sauparpeyas and Kidravyas. Here also we may
point in short that the Yaksha stand for the immortal elixir of life (aewremaTE =, o
TATo 3. 1. %¥), and the Niga for poison symbolising the principle of death ; but just as
the Yakshas are both good and evil similarly the Niigas also may be of benign character and
worthy of worship as Devatd. This is possible when they are under the control or influence
of a deity as Indra, Siva etc. The same motif was assimilated in Buddhism as part of the
Buddha’s life and that takes the form of-the Niga paying homage to the Buddha.

The worship of the Tree (3= 7g) was also of equal popularity and its place in higher
religion was admitted from the earliest times when Brahman himself was spoken of as the

Forest, the Tree (g aa# @ 3 qa1 sy, dferdr T, 3. & R%; see also Rigveda, X.81.4).

The religious masters at Bharhut accepted the Tree cult but in the context of the Bodhi
Tree of the Seven Manushi Buddhas,

The Stiipa of Bharhut was 67° 84" in diameter at the base but only a very small
portion was left when Cunningham visited it, viz, 10’ in length and 6’ in height. This portion
was on the south east-side and contained rows of small recesses (134" broad at top, 43" at bottom
and 8}" to 9” apart) for lights of which the number for whole of the Etilpg seems to have been
about 120 for 600 lights in each row. The whole Stiipa was built of plain bricks of 127X 12"
size, some large ones being 5* to 6* thick. The height of the Stiipa could not be ascertained but
its form with the dome and the Harmikd can be made out from the several replicas engraved
in relief on railings. The orginal Stiipa was made of plain bricks and stood on & strong foun-
th,iun of solid stone-blocks. Round the Stipa on the ground floor stood the magnificant
inner railing consisting of four quadrants and four gateways facing the cardinal points, The
Pradakshina-patha between the Stipa and railing had & terrace 10’ 4% wide. In all there
were eighty upright pillars each 7’ 1" in height with a coping on the top (7” in length, 1' 10° in
height, 1' 8" in width, total lengfh of the Copings 330°) raising the height of the rl.i.lingt;:bout @'
Between each pair of the uprights were fixed three cross-bars (gsft) (1’ 114” in length, 1’ 104"
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From Bharhut Rail-pillas

Closeup of the Yakshi.




10. THE GREAT STUPA OF BHARHUT
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Fig. 54. Erdpata Nagarajn;
Firstly the five-hooded Nagaraja is shown in
his natural form ; then in the right corner
accompanied by his queen and daughter ; and
lastly kneeling down and paying homage to

Bodhi Tree.
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in breadth, with a thickness of 6" ; in all 228 cross-bars). There were sixteen pillars in each
quarter portion of the railing with four additional pillars in the return-screen in front of each
gateway. The tall pillars of each gateway rose to a height of 9’ 73"; those on the east and west
sides were comprised of four octagonal shafts standing together, while those on the north
and south gatways square in form. These pillars supported an imposing superstructure of
three parallel architraves separated from each other by square stone blocks, and the horizontal
space between each pair of carved beams was filled by smaller pillars, A particular feature
of the Torapa beams at Bharhut consists in the open-mouthed crocodile figures with eurved
tails oceupying the projecting ends. It was on the account that the Torapa itself received
the name Siméumira Sirah, as given in the Mahabhirata (Adi Parva I, 176.15 ; see my
articles, Simumira Sirah, J.1.5.0.4, 1939 ; Mahabharata Notes, 4.B.0.. Vol. XXVI, pts,
ITI-1V, pp. 283-86), The topmost architrave was surmounted by a conspicuous Dharmachakra
supported on a base of honey-suckle design and this was on the two sides at the uppermost
height of the vertical pillars flanked by two smaller friratna symbols. Cunningham was able
Yo restore these pinnacle symbols from existing fragments. The detailed architectural scheme
has been described by Cunningham and discussed by Barua, Cunningham found 49 pillars
of the original railing, 35 on the spot and 12 from the neighbouring villages of Batanmara and
Pataora and 16 out of 40 coping stones. Pt. Brij Mohan Vyis has added to the collection
of the Allahabad Municipal Museum 44 pieces from the Bharhut Torapa Vedikd. “They
meluded 32 pillars, 1 corner pillar with a front and side face, 3 cross-bars, 14 coping stones, 1
fragment of a capital, 2 other blocks and a stair-way,1

The building of the four gateways with triple horizontal beams must have received
minute attention from the architects of the Stiipa, for these monuments bear witness not only
to the lasting strength of the stony framework, as testified by standing structures at Sanchi,
but also bespeak of the artistic charm by their harmonious scheme of the several elements
and also by the detailed and minute decoration which is precise, meaningful and informed with
much vitality. There is marked degree of restraint in the carvings producing the impression
th ti,m sculptors were brought up in a long tradition of such work irrespective of the medium
in which they were required to work.

The scheme of decorative motifs and illustrative themes must have been prepared
after much careful thinking so as to evolve a rare synthesis between Buddhist subjects on the one
hand and folk-cults on the other. The result is a perfect accomplishment and harmony in
which both of them get their due and impartial share, The Bharhut Mahistiipa is our earliest
monument of its type being raised about the middle of the second century B.C. in the time
of the king Dhanabhiiti of Sunga dynasty and deserves to be studied for its architectural

planning, art-style and themes as well as the decorations with which it is richly embellished.

———

1 8. C. Kals, Bharhut Vedika, P 14,

-4



11. PRAKARAVAPRA KUNDALA

In the Virita Parvan 10.1 (Critical Edition) oceurs the following verse :
FATTASFTAT ETHIRT HAMHAFEAN TIA |
sreTea wfiorsr gued F 7wy afcard @ o

Arjuna as Brihannadi appears in female disguise wearing ornaments which consisted
of a pair of kundalas and a pair of beautiful golden bracelets, The phrase prikira-vapra
qualifying kundala appears to have presented much difficulty. Amongst the variant readings
we find that the only Kashmiri manuseript written in Sarada characters available for this
Parva substitutes STHTTFET: for qrFT7ad, but it stands alone in this reading, which appears to
be an emendation of the original knotty text. The redactor perhaps ingeniously thought that
qr#< and qF being synonyms, one of them was superfluous ; and since 1T does lend itself
as a suitable ST for a hero's ideal chest, the correction naturally suggested itself. The
three Devandgarl manuseripts (DI-3) got rid of the difficulty by changing the text to fegmy =
7%, which conveys little sense in the present context. It should be mentioned, however, that
the remaining nine Devanagarf manuscripts collated for the Critical Edition faithfully adhere
to the old text tradition by retaining ST#Tead, although its satisfactory explanation may not
have been grasped. The South Indian recensions, evidently to obviate the difficulty of suitably
explaining STHTEEH, changed it to saTsfa, which is of poor value from the point of view of an
original reading. The learned Editor of the Critical Edition of the Virita Parvan must be
congratulated for retaining STHTTR as the traditional text, although he does so with a wavy
underline. This reading, besides respecting the overwhelming testimony of the manuscripts is
by far the best and the happiest for illuminating the wverse with an original beautiful
meaning.

The term STHTTER as the qualifying epithet of an ear ornament was used in a technical
sense as the name of a particular kind of kungdalas. This type of kundala is common in the
ears of the male and the female figures at Bharhut (Fig. 57) and Sanchi and in other places
where specimens of early Indian art are preserved. This omament consists of a prominent
square plaque seen in front of the ear, to which a projection with two spiral turns is attached
at the back dnd worn in the earlobe. Its front portion is adorned with the design of a four-
petalled flower.Clear examples of such ear ornaments (Fig. 58) can be seen in Cunnin-

Fig. 57.

Prikiravapra

Kundala
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gham’s Bharhut, plate XXIT showing the Yakshas, Kubera and Suciloma and the Yaksi
Chanda, and plate XXTI1 illustrating Sirima Devatd, Chulakokd Devatd (Fig. 53) and the
Yakshipi Sudasand, the last named figure showing the kundala and its arrangment in the
ear quite distinctly. A pair of such kundalas is also shown separately inside a Kalpalata
meander? at Bharhut and is illustrated on plate XLVITI, fig. E. 8 of Cunningham’s book.
Cunningham has also reproduced an enlarged sketch of the same on plate XLIX, figs. 13,
14. A beautiful male head shown inside a full blown rosette illustrates the same type of
ear ornament (Bharkut, plate XXIV, fig. 1).

These figures are datable in the 2nd century B. C. A still older statue of a eolossal
Yaksha from Parkham (Mathura Museum) also shows this feature, It is also noteworthy that
this kind of ear ornament prakdra-varpa kundala is not met with in Indian art after the Sunga
period. In the sculptures of the Kushina period the kundalas generally assume the form of
pendants ; more or less cylindrical in shape.  The fashions changed again during the Gupta
period when we find in sculpture and painting ear-rings of heavy discular shape resembling
a wheel, which Kilidisa has referred to in the Kumdrasambhava (IX. 23) as tdgankachakra
{mmﬁrﬁt T AEgIF Ead AT 1), with which Siva adorned the ears of his
beloved consort Pirvatl. Another kind of ear-rings in vogue in the Gupta period was the
makara-kupdala.

Literary descriptions are generally illustrated in the art specimens of each age,
and if properly understood and correlated with the preserved examples of sculpture, painting
and terracotta may prove valuable for providing chronological data. The epithet prakdra-
vapra in relation to kundala implies a comparison between the abrupt height of the rampart
or city-wall (prakdra) and the cubical front portion of the ear ornament as seen on the oldest

! The motif of the Kalpalatd or Kalpavyiksha producing various ornaments Gbharapas or
bhiishapa-vikalpa is an ancient conception referred to in the Rimiyapa (Kishkindhi, 43. 45), Maha-
viipija Jataka (Vol. IV. p. 352), Meghadita (II. 11). For other examples of Prakira-vapra kupdala
issuing from Kalpalata bends shown at Bharhut, see Plate XL-A-B. 3, XLI-B. C. 6, XLII-C.E.
2. XLV-E. 3, XLVIII-E. 5 and E. 8 of Cunningham’s Blarhut,
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11. PRAKARAVAPRA KUNDALA E

statues in Indis. Some of the city-walls incidentally shown in sculpture possess a coping
decorated with a band of four-petalled flowers exactly similar to that decorating the kundalas.
This can be seen in the representation of the city of Banaras at Amarivati illustrated by Dr.
Coomaraswamy in his Early Indian Architecture, 1 Cities and Citygates, Fig. 13.

In ancient architecture the prikira and vapra go together. As stated by Dr.Cooma-
raswamy, “On the city side of the moat rises the wall (pakara, 8kt. prakira), from a founda-
tion or plinth (vapra)”. [Ibid.p.213]. In the same place he says that vapra and prakdra are
sometimes treated as synonyms (Acharya, Dictionary of Hindu Architecture, 534), but in
Kautilya's Arthadastra we have qweqIaf< SIHIT ie., the prakira (wall) was raised on the
vapra (plinth).}  Dr. Otto Stein has also observed that the texts and the respective descrip-
tions in literature are not always strict in distinguishing the vapra and prakira (Arthasastra
and Silpadastra, Archiv Orientalns, Vol. 7, p. 483).

Some specialised investigation is needed to arrive at the exact significance of the
two words in earlier and later literatures. But it appears that the distinction in their meaning
was later on missed and the two began to be treated as synonyms, In the compound phrase
prakira-vapra, Vapra seems to resemble the spiral attachment and prakira the cubical
block portion of the heavy kupdalas familiar to us in the sculptures of the Maurya and
. Sunga periods.

It may be noted that the word parihtaka is used twice to qualify kambu or & pair
of bracelets, which must have been made of gold (Virdta, 10.1,5) ; and again twice to describe
the kundalas worn by Arjuna (Virdta, 15.2; 18-19). The expression qfegre® gves of the
Mahibhirata reminds us of the graphie reference to such kundalas by Pataiijali as afgagT-
T gves (Mahabhishya ed. Kielhorn, Vol. T, p. 7) and by Manu as R OFr T g
(IV. 36).

1of. alsoqy=(1) m#rx () #T | Seft @ ATEET WTRTC A |
STETCYER @Tg doear qATREE) | AT 6 ttee



12. SIMSUMARA—SIRAH

In the Draupadi-svayathvara Parva of the Makabhdrata, Adi Parval, we find the
following éloka :

aa: ST 89 arigatteT | fagmrgt s afeier T afE
I, 176.15.

The variant readings found in the foot-note to this verse are : K4 Dy 8 dinh (Ggéi)
dumdra-girivn (Kq “firam’ ; Dy, °diraly’).

Thus we have two other readings, viz., ‘sitéumdra-girisn’ and dirah’ from the Mss.
The reading in all the printed editions of the Vulgate text is ‘éiiumara-girah. The Kumba-
konam edition (Ch. 200. 24) also confirms it. We have therefore to examine the original reading
as to whether it was ‘fira}’, ‘puram’, or ‘girim’.

It seems as if ‘giriy’ and “puram’ were readings better suited for an intelligible
meaning. Dr. Sukthankar kindly informed me that he preferred ‘#ibumdara-puram’ and
considered it to be the name of some locality where the ‘samija-vita® for Dranpadi’s ‘svayar-
vara’ was built ; it may have been in the vicinity of the capital of Drupada. The other reading
‘$im$umdra-girisy’ appears to be the attempt of some puzzled copyist or commentator, who
could make little sense out of ‘fiméumara-dirah’ and so cut the Gordian knuot by changing
‘4iraly’ into ‘puramh. But such an emendation of the text due to lack of understanding of its
meaning cannot be justified.

We, therefore, submit that the reading ‘$fiméumara-sirah’ as preserved in the Yulgate
is correct, ‘Sivaumira-sirah’ has been used as o synonym for ‘makara-torana’, the well known
motif of the ancient gateways in Indian architecture. The verse says :  “The citizens clamo-
rous like the surging sea, as well as the other kings approached the dimdumara-dirah’ (the
architrave of the gateway adorned with fish-tailed erocodile), and thence entered the arena™.

‘Sihéumara’ and ‘makara’ are synonymons. The head of the fishtailed Makara
occupied the ends of the architrave beams in early Indian art. There is no ‘makara-torana’
in any of the Sanchi gateways where only plain spiral volutes are found, but the superstructure
of the three architraves of the Bharhut gateway (in the Indian Museum) shows all the twelve
faces of the volute ends adorned with the ‘makara’ motif represented with coiled fish-tail and
a gaping mouth (‘kardla-mukha’). The school of Mathura also abounds in ‘makara toranas’
In the fragments Nos, M., 2. and M. T, for example, consisting of the end of a ‘torana’ architrave
the curled-up fish-tail of the yawning crocodile follows the curved outline of the sione. (Vogel,

Catalogue of the Mathura Museum). Many other specimens are preserved in the museums
at Mathura and Lucknow.

! Published from the Bhandarkar Oriental Research Institute, Poona, under the editorship
of V. 8. Sukthankar.
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The ‘makara’ motif occurs in the art of the Sunga period and in the subsequent
centuries down to the Kushina epoch, ronghly from the middle of the second century B.C. to
the end of the second century A. D. The mention of the motif in this partileuar passage of
the Mahabhdrata incidentally sheds light on the problem of its probable date. The literary
tradition of the ‘makara-torana’ or diméumdira-$iral’ antedates our knowledge of it in the lithic
art of the Sunga period by several centuries ; it is believed that the patterns executed in stone
were preceded by works in wood.

In October 1938 T had written to late Dr. V. 8. Sukthankar to enquire the meani-
ing of the expression fargX fr: occuringin Adiparvan, 185.16 (Vulgate text). In reply he wrote
to me : “I am not sure about the meaning of Siméumdra Sirah, in Adi. 185.16, Our old group
of Northern Mss. has ‘puram’ while Southern Mss, read ‘girim’. We have accepted ‘purar’
for our critical text, and take that it was some place—a suburb—near Drupada’s capital,
where a special camp was erected for the Svayasiwara”. Subsequently, I published my
interpretation of the word in the Journal of Indian Society of Oriental Art for 1939, suggesting
that fapre fre could best be explained as an architectural term implying the architrave
of a Torana carved with an alligator’s head. The meaning had come to me by looking at the
old gateways of the Sanchi Stiipa in which the torana beams are finished off in volutes at
both ends decorated with alligator’s head and coiled fish tail. This meaning suits the context
admirably. In response to king Drupada’s proclamation of the Svayarhvars, many Kings,
Rishis, sages and Brihmanas flocked to his capital from different places to participate in and
witness the ceremony. Those kings were well received by Drupada with respect due to their
rank (Adi. 176.14). Then we have—

& ST 89 anrogatie: | fgagd st Afewe 9 qrea

(Critical Text, 1.176.15)
i.e. on the next day the citizens of the capital and those royal guests proceeded with rumbling
deep noise to the fargmT far<: (keeping the Vulgate reading) and entered (the FHTaTZ).

Then the poet describes in elaborate detail the architecture of the samdja-vifa
furnished with ST#TT and gficar, i.e. first a moat then an outer wall, and then the T or
the main gateway in the enclosure wall which gave access to the inner grounds. Inside it were
rich pavilions and palaces (faam, sramz) furnished with many articles of comfort and show
(Adi, 176. 16-93). The Epic description faithfully reflects the early Indian architecture of
cities and city-gates as found in many places in the Buddhist and Jaina literature (cf. Milinda
Pafiha, 1.34 and 380 ff.). As Dr. Coomaraswamy has shown. : the most conspicuous and
necessary parts of a city are the moat (Parikha) and rampast (prikira), gates (dvara,
gopura), more specifically gate-houses (dvira-kofthaka) with their defence towers (dvdra-affalaka)
and the king's palace (prisida, harmya, raja-nivedana, Vimana, ete.). [Early Indian Archi-
tecture, Cities and City-gates, Eastern Art, 1930, p. 211},

1 Letter No. Gen. 3494 of 1938-1939, dated 5/11/1938.
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The Epic writer has in my opinion preserved in the word feRpaT< farT: a conspicuous
feature of the early Indian gateway architecture. The voluted ends of the architraves or
temple cross-heams were adorned with figures of fish-tailed elligators in a very attractive
and prominent style. This feature impressing even a casual observer of the Sanchi gateways
persists upto the Kushina period in the art of Mathura. It should, however be mentioned
that this artistic feature which is so very common in the style of the Sanchi Torapas is cons-
picuous by its absence at Bharhut where only the spiral motifs are carve on the two ends
of the beams, I should also note that I am unable to quote any other evidence from early Jaina
or Buddhist literature to corroborate the above explanation which can, therefore, be taken
at best a suggestion deriving its force from the evidence of available architectural styles of
early Indian art. .

Dr. Sukthankar referred my suggestion to Dr. P. K. Acharya whose explanation
was a bit different from mine as Dr. Sukthankar wrote to me: *I have been pursuing the
question of the best interpretation of the word #iméumdara §ira}, and in that connection 1 wrote
to Prof. P. K. Acharya of Allahabad University. I have now heard from him that he prefers
the reading Sirah, and opines that it is an architectural term. In his opinion it means not
architrave of gates, but ““the hand-rail on the balustrade of the gallery of pavilion marked pro-
bably at the bottom by the head of crocodile”. This gallery of pavilion, in his opinion, Was
probably reserved for the Paurajanah. He refers me to Minasira Vastufdstra (30-78-80) where
there is mention of “‘stair-case of elephant’s trunk pattern said to be decorated with lion faces”.

I am sending you the information for what is worth. 1 cannot make much of it
myself. But it might give you a clue for further investigation™

. Although I cannot agree with the suggestion of Dr. Acharya I think we can under-
stand his meaning.  He seems to suggest that in the pavilion (feWTa) inside the FHTwATE
there were seats for the kings on the ground floor and an upper gallery for the sight-seeing
g, to which a stair-case was leading. The hand-rail on the side of this stair-case was
decorated with the head of crocodile, and this decoration was carved at the bottom near the
first baluster or upright post. If I am right in understanding Dr. Acharya’s meaning T should
say that no doubt, there were upper galleries and stair-cases (cf, mﬁ’ﬂﬁ in the present
passage, Adi, 176.20) with small hand-rails as found in the representations of early Indian
art, yet I think that the term fargar fr: as applicable to this small baluster is, for one thing,
of much weaker force than if applied to the full-fledged torapa architrave and for the other
does not seem to hold good in the present context. A careful reading of the passage (Adi
176.15-26) makes it quite clear. The fergmz farz: according to the Epic was approached by the
citizens and the kings and the question of any upper gallery being reserved for the former
does not arise. The obvious and natural inference is that the ﬁ'rqlrr( fae: (whatever be its

! Letter No. Mbh. 3528 of 1940-41 dated 9/10/1940,

-
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meaning) was approached by the guests as the first thing before they made their entry into
the arena.

Having accepted the reading Rrpamafiix: to be the correct one as dictated by the pro-
priety of meaning I had entertained doubts regarding its textual support since Dr. Sukthankar
wrote to me ; our old group of Northern Mss, has ‘puras’, while Southern Mss. read ‘girim’,
we have accepted ‘puras’, for our Critical text. In the printed footnotes to the Critical edi-
tion only MgK, of the Kashmiri version gives fagmiz fat and Dy of the Devanigari version
FQTQ]‘IT( farz:, all others record 93 or ﬁlf{lL Besides the fact that feeble textual support is not
always the find argument in rejecting an otherwise superior reading?, we have here a good
reason for the belief that fergarx far<: represents the original reading. It is a very fit example
of lectico difficilior, i.e. the more difficult text preserving the correct reading, which in process
of simplification was substituted by a reading palpably easier of comprehension. But all
doubt about it is now set at rest by the discovery of the oldest extant Ms. of the Adiparvan
from Nepal which according to Pt. Hemaraja is between seven hundred and eight hundred
years old and which the learned general Editor of the Mahibharata hailed as a discovery of
capital importance of Mahabhirata Studies. The reading of this Ms. is faspAT< fare :
(Sukthankar, Epic studies VII, Sukthankar Memorial Edition, Vol I, p. 282), and this to my
mind sets the seal of final approval on this debated reading.

Fig. 59. Suhsumira—Sirah-Bharhut

1 Compare the reading gugar: in Arapyaka Parvan, 229, 5. ‘Vasudeva 8, Agrawala has
suggested the emendation of zqq(ﬂaﬁ' (of the Vulgate) to m (which is our reading)
Though rather feebly supported by Ms. evidence, it is undoubtedly the correct reading.; (Dr.
Sukthankar’s Critical Notes to the Arapyaka Parvan, p. 1106).



13. A NEW YAKSHI IMAGE FROM MEHRAULI

This beautiful Yakshi image is stated to have been found during excavations near
the Quth Minar at Mehrauli in 1912. It remained deposited all these years in the Delhi Fort
Museum as a Buddhist railing pillar No. A 29 (2'6}" < 93" x 8" carved face), It has now been
shifted to the National Museum,

The sculpture (Fig. 60) shows a female figure standing under a tree and embracing
the trunk of the tree with her left hand, in an attitude which suggests that she held a branch
of the tree with the up-lifted right hand like a Silabhafijitd figure. Unfortunately, the
seulpture is dimaged and a portion of the proper right side has vertically been ecut away
(Fig. 36). Similarly, the above portion showing the upraised hand and the foliage of the
tree and the lower portion of the legs are lost.

The long braid of hair interwoven in two locks coming down to the girdle is shown
falling on the side. Of a pair of simple ear-pendants the one in the right ear is damaged,
and the face is badly mutilated. The fizure is wearing a flat torque of which the details have
been effaced, and three pendant necklaces. The one falling above the breasts has a clasp
consisting of eylindrical beads separating two round human-faced plaques with a nandipada
symbol pendant from each. The second necklace falls between the middle of the breasts
and has a square plaque hanging from it. The third one falls below the breasts and has in
the centre a prominent round padaka carved with a lotus. A thin double folded string passes
below the breasts and a chain running from it connects with the broad girdle below to keep
the latter in position. A thin richly decorated ribbon embroidered with pearl pattern on the
two sides and a series of horned animal heads in the centre, is knotted in front of the girdle,
with its loop falling on the left and the two loose ends in front of the legs, This charming
device lends beauty to the whole figure. The broad girdle consists of six strings, the first, third
and fifth of hexagonal fluted beads, the second and sixth of square beads with round ends and
the fourth of flattened round beads carved with cight-petalled lotus flowers. The lower part
of the figure is wearing a dhofi indicated by folds and a zig-zag fringe on the left thigh,

The original pillar was broader, but it was converted for subsequent use by catting
it on the proper right side veritcally across the shoulder down to the legs and making three
mortice holes on each side. The upper protion accommodated the foliage of the tree under

which the Yakshi was standing in Salabhafijika pose.  The sculpture is made of buff coloured
sandstone and is to be assigned to the second century B.C,



13. A NEW YAKSHI IMAGE FROM MEHRAULI

Fig. 60, Mehrauli Yakhhi Image
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14. VASUDHARA

According to Mahiyins iconography Vasudhird is a consort of Jambhala. She is
believed to be an emanation of Ratnasambhavs, and sometimes of Akshobhya, but in seulpture
she is more ancient than either of her spiritual fathers, the two Dhyini Buddhas named above.
According to a note in the S@dhanamald, p. 89, only three sadhanas are devoted to her worship,
and in one of these only she is said to bear the image of Akshobhya. In two others, she is
assigned to the Dhyéni Buddha Ratnasambhava, which word means ‘born of jewels’. Vasu-
dhiri, literally ‘custodian of Vasus or riches’, found her appropriate male counterpart in
Jambhala, the god of wealth, and both were made dependent for origination on Ratnasam-
bhava, the latter event taking place at a much later date, since the incorporation of this Dhyani
Buddha into the pantheon of the divine Buddhas was in itself a subsequent accomplishment.

The Dhyiina lays down that the goddess exhibits the varads mudr@ in the right
hand and carries ears of corn in the left:

Dakshina-karena varaddm vamakarepa dhanya-madijarsdharam.

[Sadhanamald, p. 907]

According to another Dhyina [ibid, p. 117]! she carries on her left hand the ears of
corn with vessel showering gems :

Dhanya-mafijars-nanaratnavarsha-ghaa-véma-hastam. In the images from Sarnath
[B(f) 19—22] which belong to the late medieval period, we find the three distinguishing features
as given in the Dhydna; which shows that the sculpturs followed a genuine tradition. The
right hand of the goddess is shown in the gift-bestowing attitude, and from the stalk beneath
the left hand it is suggested that this hand held an ear of corn (dhdnyamafjari). The other
emblem, the vase of treasure (ratnaghata) which in reality is the most important of her attri-
butes, is represented by a pair of vases one under each foot (Catalogue of the Sarnath Museum.
B (f) 19, p. 147, Plate XV, b). In sculpture No. B (f) 20 the right foot of the deity ‘is placed
on an inverted vase which rests on a lotus flower. This vase is apparently a treasure vase,
the attribute of Vasundhard. The line of seven similar vases lying upside down on the top
of the vase was added manifestly by the sculptor to emphasise the idea of Vasundhara's control
over the wealth of the world’. [Sahni, ibid, p. 147]. The eight vases most probably correspond
to the Ashta-Vasus, the eight Vasu deities who are comnted as the gana-devatas making up
the traditional number of the Trayas-trihéat Devas, Whatever that may be, the fact
remains that the images of Vasudhird emphasized the ratna-ghata as an emblem of the goddess.

of statuettes from Mathura in which we find a two-armed female figure standing with the

Also Foucher, I’ deonographie Bouddhipue de'dnde, 1905, p-84.
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right hand in ebhayamudrd. In her left hand she holds a lotus parasol. For all practical
purposes the female figure is identical with the well known Gaja-Lakshmi or Nagi figures from
Mathura, but without the elephants or the serpent hoods, The typical standing female figure
with left hand akimbo is also known to us from the coins of Mathura and some of the tribal
coins. In the early centuries of the Christian era there seems to have been a recognised type
of female figure which was employed with certain minor changes to represent the iconographie
forms of the different goddesses, such as Lakshmi, Hariti, Nagi ete. It is this form that
constantly recurs in the numerous female statuettes of the Kushana period discovered at
Mathura, The two-armed female figure with a pair of vases and with right hand in eblaya-
mudrd is certainly of divine rank, and the vases appear as her distingushing symbol.

The statuette No. 1695 in the Mathura Museum shows the goddess holding a lotus
parasol in her right hand, left hand is akimbo, and on her right side is a pair of vases placed
one over the other. In statuette No. 1411 the lotus parasol is in the left hand, the right hand is
in abhayamudrd, and the vases are placed, one on each side of the legs. The same arrangement
of the ghatas is found in statucttes Nos, 1583, and 2623. A Fragment No. 127 shows only the
lower portion of the goddess standing between two elongated jars bearing on the pedestal
an inscription reading Dharasenasya in the script of the Kushapa period. It is therefore appa-
rent that the iconography of the goddess in the art of Mathura shows some difference from
that at Sarnath, viz., that the right hand is held not in varada, but in abhaya pose; and a
lotus parasol held either by the left or right hand is a new feature, The connecting link bet-
ween the two group of figures from two different periods remains, however, the treasure vases,
and these may be looked upon as the principal cognizance in the iconography of Vasudhiri.
Much of the Buddhist and Hindu iconography was in its formative stage during the Kushina
epoch and details had not yet become crystallised. It therefore does not much matter if
the varada pose and the dha@nyamafijari of the medieval period are missing at an earlier period,
or more correctly speaking had not been perfected as emblems of this goddess. The ratna
pitra was deemed enough to mark out the identity of the deity represented.

There is yet another symbol which is met with in the images of Vasudhird from
Mathura described above. Tt is & mina-mithuna or pair of fish that is found suspended from
the lower handle of the lotus parasol ( padmatapatra) held in the left hand. Figures Nos. 1411,
1695, 2523 and 748 also have the fish symbol. Tt should, howewer, be noted that in statuette
No 2523 which is well-preserved the number of fish is three, the third fish is shown attached
to the upper end of the lotus parasol. We shall presently see its earlier connections. In
statuette No. 1683 we find the female figure with the right hand in abhaya pose, but without
the fish-pair suspended from the umbrella post ; the ratnaghatas, however, indicate her true
character. It represents the transitional stage when the fish symbol was being omitted.

In one specimen [No. 748] the abhaya pose and the fish symbol with the padmdta-
patra occur but the ratna-ghagas are wanting. It most likely points to an earlier transitional

stage when the symbol of the treasure-vases had not come into vogue, And this brings us to
14
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a third gronp of figures consisting only of terracottas in which the fish symbol alone is found
associated with the standing female figure whose left hand is placed on the girdle and the right
hand holds a string with a pair of fish suspended from its ends. A typical specimen [Mathura
Museum, No. 2243] is illustrated in the Mathura Museum Handbook (second edition), Plate
VII, Fig. 141, Stylistically the figure is related to the Yakshi figures from Bharhut and Bodh-
gaya, and the conspicuous headdress, heavy earrings, full broad face and the narrow junction
of the breasts and waist point to its being a product of the Sunga period. Here the auspicious
jewel-vases find no place, and the iconographic conception with mina-mithuna appears to be
insulating itself from the vague and general belief in a Mother Goddess who was the precursor
of the later classical goddesses. The fish symbol associated with waters, which is the birth-
place of the nidhis or mythical riches, is much more elemental in conception than the treasure-
vases. We do not yet precisely know the significance of the fish symbol in relation to these
female figures from Mathura. But working back from the known figures of the Kushina
period in which both the ratna-ghata and the ming-mithuna occur side by side in one and
the same figures, to terracotta figurines with only the fish emblem, we at least find some com-
mon links which may tentatively serve as pointers in the direction of identifying these early
figurines of the Sunga period. Whether in the religious upheaval accompanying the early
Indian art of Bharhutt, S8anchi and Mathura of the Sunga period, the conception of Vasu-
dhird had been developed and grasped we have no obvious means of determining. The
few Mathura figurines are our only source at present.

It may also be pointed out that a third fish placed horizontally below the two others
i8 found in the terracotta figurines . It is visible also in the illustration of terracotta No.
22483 described above. We have also seen that in statuette No. 2523 of the Kushina period
discussed before a third fish figures separately from the mina-mithuna and is carved near the
upper end of the lotus-stalk. Perhaps the explanation may be found in the tradition of the
Tantras where the Ganga and the Yamuna as the two principal energy-systems and the Sarasva-
t1 as the central one are symbolised as rivers, and naturally by means of fish.

Vasudhird may ultimately be found to have been identical with the Earth goddess
Vasundhari whom the Atharvaveda calls hiranya-vaksha, the golden bosomed who conceals
within here womb the treasures (vasu, mapi, hiranya) of the world. The following two verses
give us a vivid picture of the Earth goddess as the presiding deity of wealth? ;
freean agarelt sfrer feoamn @ frderdt )
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1 An almost similar Mathura specimen is figured by Dr. Coomaraswamy in his Indian Terra-
cottas published in the IPEK, 1928, Fig. 24, ;

® Atharva, Prithivi Sikta, XI11.1.6 and 44,

4
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We find here the significant epithets Vasudhinfand Vasuda applied to earth which
are only synonyms of Vasudhdri. We also meet with the imagery that the goddess earth
sends out myriad streams (dhdrd) of wealth as an unflinching cow rains streams of milk :

T W dfee § g g Ao

This is just the idea underlying Vasudhiri. Earth is the prototype of the Great
Mother Goddess (Mahi Matd), and Vasudhird as a specialised classical goddess may only
be an emanation from that cosmic form of the Magna Mater which antedated all that we have
in Indian iconography. In fact the identification of Vasudhirda with the Earth goddess is
carried one step forward by the appearance of the Earth-goddess with a vase beneath the right
hand of the Buddha in Sarnath [Catalogue, p. 67, B (b) 175, plate IX). The association of a
vase with the Barth goddess during the Gupta period is also in keeping with the iconographic
evolution of Vasudhira after the Kushina period when the fish symbol ceased to be associa-
ted with her.

The above iconography of Vasudhird, ancient as it is, was preceded by an elaborate
symbolism rooted in Vedic philosophy and ritual, and transferred to an extensive folk-cult.
Vasudhira literally means ‘Shower of wealth’. 1t is the same as the latter idea of the ‘Rain of
Heavenly Gold’ (divya-suvarna-vrishti). 1t had become an accepted literary motif and a
common belief in the people that the rule of piety, Dharma, of the Chakravarti Sovereign
brings the Rain of Gold from Heaven. In the Sdnti Parva, we read of Hiranya Vrishti in the
kingdom of Suhotra (Santi Parva, 29.24—26, Poona Ed.). The Divyivadana says that in
the reign of the Chakravarti King Mandhita there was Rain of Gold for a week (vrishfam me
saptiaham antahpure hiranya-varsham, Divyavadina, p. 213). The motif of the *Shower of Coin’
is repeated in the Divyavadina (na kiréhapana-varshepa triptih kameshu vidyate, Divyivadana,
p- 224). This was a predominant belief during the Golden Age of Indian history when moun-
tains of gold accumulated in the country as a result of inter-continental commerce so that
actually a shower of golden coins appeared to have come as heavenly rain. This is visible
to us even today in the abundant hoards of Gupta Gold coins. Bipa inspired by the same
ideals of plenty and prosperity mentions the motif of Vasudhdrd, Shower of Wealth brightened
with gold descending from a merciful Heaven (mahdkanakivaditash Vasudharamiva dyaub,
Harsha Charita, ch. 4, p. 134, Nirnayasagar, 5th Ed.). Mahakanaka is taranslated by Saiikara
as tila-suvarna, i.e. minute particles of gold (Hindi, ravdld sond) which was the same as the
ancient Paipilika suvarna, or in other words, gold-dust. When the earth reaches its maximum
point of productivity that is known as abhyudaya, prosperity ; but when even that is exceeded
due to the potency of good Karmas, a state of mahi-abhyudaya, Great Prosperity, is made
visible in Heaven's Grace by sending down a rain of gold, Dhana-vrishiih (Vasudhirid maha-
bhyudaya sfichaniya diva patati, Saiikara). The above references are from the Gupta civili-
sation and later than the figurines of Vasudhiiri discussed above but they show the continuity
of this idea. As in the case of Sri-Lakshmi, her iconography and cult had been handed down
from Vedic times and continued up to even later periods, so it was in the case of Vasudhari.
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In the Yajurveda, Book 18, known as the ‘Chamakadhyiya’, is an elaborate adoration of the
Goddess Vasudhira (Vedic Vasor Dhard) in which all the blessings of Mind and Matter, of the
Devas and the Bhiitas, are invoked to come to the worshipper as the fruit of his performing
the Yajiia. Theidea of Yajiia is to propitiate the divine powers, that is, to become attuned with
them, and the fruit of Yajfia is Dakshipd which the Gods confer on each Yajaména according
to his wishes. About four hundred such dhutis —oblations are enumerated, e.g., Vija, Kratu,
Prina, Jyoti, Vik, Mana, Asn, Chitta, Atma, Tanu, $arira, Ayn, Mahimi, Batya, Sraddha,
Moda, Amrita, Jivatu, Abhaya, Sudina, Sarmvit, Kima, Krishi, Pushti, Riddhi ; but the most
sublime gift in this list is that of Vasu bestowed in the form Karma and Sakti (Karma cha me
saktischa me, Yajus, 18.15),

The Brahmanas make the idea more explicit. “This Agni on earth is Vasu, the
greatest wealth ; for him the gods sent this shower and propitiated him. Since the divine Vasu
sent this shower, the latter is called Vasudhdrd (§B. 9.3.2.1). ‘Because it is the Stream of
Wealth (Vasumayi Dhird) ,therefore, they call it Vasor Dhard (§B. 9.3.2.4). Of this Vasor
Dhiird, the immortal heaven is the Self (ctasyai Vasordhirayai dyaurevitma, §B. 9.3.3.15) ; for
the Shower of Wealth clouds are the teats of Heaven and lightning the breast, ablramddhab,
&B. 0.3.3.16, vidhyut stanah). Wherever there are Showers of Gold it becomes the capital of
God Indra (Vasordhdrindm Aindra-nagaram, Gopatha, 1.1.23), The last idea is repeated by
Kiilidisa—a prosperous kingdom is the abode of Indra (riddhasi hi rajyar padamaindramahub,
Raghuvariéa, 2.50).

In the iconography of Vasudhird the Piirpaghafa and the Fish are important features.
The full Vase stands for the auspicious divine Waters which are the Mothers of the Vasus or
Vasu in the form of Agni identified as the Jewel (Ratna) or Wealth. The Fish is also believed
to be the source of pearls. Thus these two became the signs of Vasudhira, but the Fish also
was the symbol of the Egg, viz., Hiranya Garbha, the Golden Germ. It is the Shower of the
Golden Germ or the Life-principle that was really at the root of the whols conception of Vasu-
dhird. It was an offshoot of the Vedic doctrine of Hiranya Garbha.
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15. PRE-KUSHANA ART OF MATHURA

During the first three centuries of the Christian era, Mathura filled almost the whola
picture in the realm of artistic activity in North-eastern India, It is common knowledge
that the great Kushina emperors Kanishka, Visishka, Huvishka and Visudeva were
munificent patrons of the Buddhist faith and took pride in raising stupendous monuments
for the edification of their cherished religion. Innumerable Stidpas and Vikdras must have been
built under their liberal patronage and at Mathura we have evidence of a definite instance in
which a Vikdra or monastery owed its existence to the liberality of Emperor Huvishka. The
Shahanushihis not only evinced personal interest in the erection of public buildings of a religious
and secular character, but also encouraged their higher officials to dedicate funds for the
endowment of public institutions. In a recently acquired pillar inscription from Girdharpur
it is recorded that in the year twenty-eight, in (the month of) September, the first day (of the
month) a Charitable Home (Punyadili) was endowed with a perpetual gift by the nobleman
Prichi, son of Rukamana, ruler of the Kharisalera and chief of the Vakana tribe...... “Whatever
be the merit of the gift, that belongs to His Majesty Huvishka, and to those who hold His Majesty
dear’, (J.B.O.R.S., Vol. XVIIL, p. 5). This nobleman must have been obviously a devout -
servant of the Devaputra Shihi Huvishka, who though of foreign origin was in this case edifying
the Brihmanical religion by endowing a substantial sum for such acts of piety as gave to the
Punyadili its significant name. At Barnath we have the instance of the Great Satrap
(Mahikshatrapa) Kharapallina and the Satrap Vanashpara who erected a colossal Bodhisattva
together with a Chhattra-yashti in the year third of the Mahirija Kanishka (Sarnath Museum
Catalogue, pp. 35-36). Thus we may be sure that the abundant architectural output of the
Kushina period was the result of a carefully-devised policy emanating from the emperors
and permeating the entire rank of state officials. In the development of art and architecture,
Mathura took long strides in a short time and perfected its artistic canons to a degree
of excellence that for a time put into shade the ancient stone-cutters of Sanchi and Bharhut,
Mathura became the most prolific centre of art production during this period and its ateliers
flourished as warehouses for the newly conceived Buddha and Bodhisattva images to be
exported to such distant places as Sarnath, Sanchi, Kusinagara and Srivasti.

The sculptors of Mathura were confronted with one supreme task, viz., that of
amalgamdting the two divergent currents of differing religious traditions, i.e., worship of
Kubers with all its attendant Yakshas and Yakshis, Vrikshakas and Pushpa-Bhaiijikis on
the one hand, and the worship of the Bodhisattva or Buddha on the other. It must be said
to the credit of these Mahiyinist art-workers that they acquitted themselves remarkably
well. They realised that the people were anxious to bow to the Buddha, but not at the cost
of the traditional Yaksha. They were ready to welcome the serene Yogi Buddha but did not
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like to be deprived of the cherished female motifs to which they had been used since the days
of the Mauryas and the Sungas. The Buddha figure offered to be integrated on the broad
canvas of religious life as one contributing to the refinement of the life inside the home and
not to its unsettlement, The Buddha incarnating in stone for the first time was not to play
the role of an iconoclast with regard to other deities of the existing pantheon. In art, and in
religion, everywhere the prevailing note was harmony and amity, not dissension or discord.
The genius of the Kushina art-makers comprehended the problem rightly and rendered a
good account of themselves by producing most splendid and beautiful specimens of the Bodhi-
sattva, the Buddha, Vishnu, Siirya, Siva, Jina, Kubera, Yakshas, Nagas and their female
counterparts.

We may briefly summarise the achievements of the Kushana artists as follows :—

1. Carving out for the first time the Buddha figure in stone;

2. Making images of the various Brihmanical deities, as Siirya, Vishnu, Siva,
Durgi, Sarasvati and Beven Mothers, ete. ;

3. Perfecting in an endless variety the ancient cult of the Kubera and Yaksha
worship and giving plastic forms to them, in short a faithful adherence to the
older traditions of Sanchi and Bharhut both in composition and technique ;

4. Retaining the non-sectarian character of their work and yet serving the ends of
all the three cults, the Buddhist, Jaina and Brihmanical.

But the great age of the Kushinas, though veritably the golden age for the Mathura
School of sculpture, does by no means represent its beginning. They were not novices in the
art of stone-cutting who fashioned the Katra Bodhisattva (Mathura Museum, A 1), portraits
of Wema, Kanishka and Chashtana and a vast gallery of most beautiful and perfectly carved
railing pillars with figures of Yakshinis and Vrikshakis engraved on one side and Jataka and
life-scenes of the Buddha on the other. The traditions of the Mathura School were already
of respectable antiquity when the revival of art took place under the Tigra-khaudas. The
early Indian school of Sanchi, Bharhut and Bodh-Gaya had an important outpost at Mathura,
where remarkable parallels of the Yakshis and Vrikshakas, dwarfs and fantastio animals,
toranas and railings were being constantly wrought in considerable numbers, Dr. Coomara-
swamy remarks that ‘the school of Mathura is more nearly related to Bharhut than to Sanchi,
and is represented by some fragmentary sculptures which must go back to the middle of the
second century B.C.". It is proposed in this article to give an account of the pre-Kushina
gpecimens found at Mathura and now preserved in the local Archeological Muse and we
shall naturally devote our attention to the elucidation of certain points mnnent:;nj ith
; g with the
famous group of the colossal Yaksha images which are said to be the most cons

of the old national and indigenous school of art in India, picuous specimens

Mathura must have been an important centre in the
5 : Mauryan empire of Adoka
but it is strange that while Sarnath, Prayiiga and Sanchi were mnai::rmd suit:;:lasihu ﬁ:lb;

]
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chosen for the erection of his monolithic inscribed columns, Mathura, an important town
connecting, a5 & natural emporium of trade, the north-west with the centres on the lower
Gangi, should have remained without any such monumental remnant of the Great Buddhist

Emperor.

Tt has been affirmed with some justice that no genuinely Mauryan relics have so far
been discovered at Mathura (R. B. Rama Prasad Chanda, 4.S.R. 1922-23, p. 164). In none
of the sculptural finds can we detect the characteristic polish which-proclaims without doubt
the Mauryan nature of a find. But it is hard to believe that Mathura as a religions centre was
at a discount in the Mauryan age. We read in the life of Hiuen Tsang: “In the kingdom
of Mathura there are still to be seen the Stipas in which were deposited of old the relies of
the holy disciples of Sikyamuni, viz., Siri-putra, Mudgaliyana, Piirana-Maitrayani-putra,
Upili, Ananda, Rihula and Mafijuéri. On the yearly festivals, the religious assemble in
crowds at these stiipas, and make their several offerings at the one which is the object of their
devotion. The followers of Abhi-dharma offer to Siri-putra, and those who practise contem-
plation (dhydna) to Mudgaliyana. Those who adhere to the Sitras pay their homage to
Piirana-Maitriyani-putra. Those who study the Vinaya honour Upili, religious women
honour Ananda, those who have not yet been fully instructed (catechumens) honour Rihula ;
those who study the Mahi-Yina honour all the Bodhisattvas. Five or six [i, i.e., about a
mile and a quarter to the east of the town is a monastery on the hill said to have been built
by the venerable Upagupta. His nails and beard are preserved there as relics” (Mathura
Memoirs by Growse, part I, p. 62). These seven stiipas with the exception of that of Rihula,
are the same as those noted by Fahien. Now we know from the Adguttara Nikiya that Sari-
puttal, the foremost of the highly wise (Maha-pafifia), Mahi Moggallina, the foremost of the
possessors of miraculous powers (iddhimantinam), Punna Mantaniputta, the foremost of the
preachers of dhamma {{Iﬁamm}nfji}ﬁmm]_ Rihula, the foremost of the students (sikkha-
kamanam), Ananda, the foremost of the vastly learned (bahussutinam) and Upili, the foremost
of the masters of Vinayn (Vinayadharinam), were the most proficient disciples of the Buddha
in subjects noted against them and their names can be recognised in Hiuen Tsang's list of
saints whose stiipas existed at Mathura from days of old with relics of the above worthies
enshrined in them from a remote antiquity. What that period could possibly have been
when stiipas were reaised over the relics of these great teachers 1 It seems but reasonable to
suppose that it should have been the age of Afoka when Mathura was fitly honoured by the
construction of a number of holy stiipas. Nor need the mention of Mafijusri disturb us, for
Hiuen-Tsang is careful enough to associate the Mahiyinists with the worship of the stiipa if
Maiijuéri and the other Bodhisattvas, who were thus isolated from the gallery of older patriarchs
being worshipped by their respective followers,

1 Journal of the Department of betters, Calcutta University, Vol. III, 1920, pp. 2562-33,
15
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1t is not necessary to dwell more on the achievements of Mathura sculptors during
the Mauryan age in the absence of any definite site which could be demonstrated as sheltering
a Mauryan monument. The reason of such an absence may probably be that all that was
excavated at Mathura during the last seventy-five years was not adequately surveyed at the
time of proper operations, or it is also just likely that there are yet some mounds which may
one day bring to light genuinely Mauryan relics both in the field of sculpture and architeture.
This should be so specially with a thorough exploration of the sites which have yielded Sunga
relics, like the Parkham statue, and the Mora and Ganeshra inseribed bricks or the fine cross-bar
of the Gayatri-Tili. The paucity of sculptural specimens of the Adokan art of the Maurya
period may be said to be more than compensated by an abundance of the pre-Maurya and
Maurya terracottas discovered at Mathura in surprisingly large numbers and deposited in all the
big Musenms in India and outside. The study of these terracottas is a vast subject in itself
and it is much to be regretted that a systematic treatment of the problems disclosed after
such study is a desideratum in our study of the ancient Indian art.

The earliest extant specimens of sculptures at Mathura bring us face to face with
the so-called Ancient National School, which arose side by side with and possibly even prior to,
the Adokan school, and a continuous history of which may be traced for four hundred years
in India (4.8.R., 1922-23, p. 164). Sir John Marshall speaks of three main classes of pre-
Kushiina sculptures at Mathura ; the earliest belonging to the second century B.C. (to which
class we would assign the Parkham statue and Mansidevi), the second to the following century ;
and the last associated with the rule of the local Satraps (Cambridge History of India, Vol. 1,
pp- 632-633). Amongst specimens of the first class stand ont the colossal statues of Yakshas
discovered at Parkham and Baroda villages and Yakshini called Mansi Devi still worshipped

at Jhinga-ka-nagara village in the Mathura district. The first two are preserved in the Mathura
Musenm while the Yakshini is in situ 13 miles north of the city.

The present writer had the good fortune of recently discovering another colossal
statue of a Yaksha, an exact prototype of the Parkham image, having a lateral topknot on the
head and standing with an epic foree of volume and expressiveness (Figs. 61, 63). Theimageis of
the samestoneas the Parkham Yaksha, and most probably bears an inscription between its feet,
but the inscription level of the image has not yet been penetrated. The height of the image
visible above ground is 5 feet, its girth at shoulders inclusive of both arms is 7 feet. There are
three very heavy earrings suspended in each cloven ear-lobe. The flat torque (graiveyaka) is
tied at the back of the neck by a band having an inter-woven knot and terminati ng in two
very beautiful tassels which most artistically dangle below on the back and whose thick flowery
terminals are shown as if attached to the loop and the allied lotus-shaped medallion fastened
within it, this latter device being intended to keep in position the conspicuous flat triangular
necklace of the chest in front (Pig. 63). The artistic effect of these brocaded bands and the
clever way in which the sculptor has arranged them far.excels any other thing of the kind so
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far seen on these colossal Yaksha figures. The figure wears a dhoti which is held fast by a girdle
on the loins and there is a second flat girdle laid round the chest touching the lower-most
fringe of the necklace. This device of the second girdle is also found in a slightly varied form
fulfilling the same purpose in the corpulent Yaksha figures of the Kushina period (¢f.. Vogel's
Catalogue, C 3). In the right upper arm there is an armlet decorated with an outstretched
plumage of three feathers, while in the forearm are seen four bracelet bangles of the finest
workmanship and studded with jewels of various shapes and sizes. The right arm is turned
at the elbow and raised towards the shoulder. It seems to have held something which was
supported against the shoulder, probably a chauri (Fig. 61). The left arm is broken away but
it may have held a purse as in the Purkham Yaksha. Technically the figure is in all details
related to the Parkham image, and artistically also it is a replica of the same though much
improved in finish and gracefulness of pose.

Fig. 63 Mathura Yaksha
Yashha (Profile View) Yaksha (Back View)
These Mathura images have been spoken of as ‘the crudest products of the early
Indian school’ (R. P. Chanda, 4.8.R. 1922-23, p. 165), nevertheless they evince some genuinely
aesthetic features, They should not be understood to be isolated examples of an art pre-
vailing in the third and second centuries B.C. We have till now discovered about ten such
big statues and it will be found useful to give the following list of them :—

Fig. 61 Mathura



116

STUDIES IN INDIAN ART

1. Yaksha from Parkham (MM. C. 1, Fig. 37).

Yaksha from Baroda village (MM. C. 23, Fig. 39).

3. Yakshiniimage called Mansi Devi still worshipped at Jhinga-ka-nagara, 13 miles

north of Mathura.

Another colossal Mathura Yaksha, discovered by me Figs. 61, 63).
Patna Staute of Yaksha Vafnandi in the Bharhut gallery of the Indian Museum,
Calcutta.

Colossal statue of another Bhage (Bhagavin) Yaksha in the Indian Museum,
Calcutta,

Inscribed Manibhadra Yaksha from Padmivati now in the Gwalior Museum
(4. S. R. 1915-16, p. 105-06) (Figs. 36, 38).

8. Female Chauri-bearer from Didarganj in the Patna Museum.

10.

Colossal female statue from Besnagar, now in the Indian Museum, Calcutta
(Smith’s History of Fine Art, p. 62, Plate XIV). ‘An uninscribed colossal statue
of a female, 6 feet 7 inches in height, and found near Besnagar adjoining Bhilsa
in the Gwalior State, Central India, a locality associated by tradition with
Asoka, is attributed to his regin on account of the style and costume, The
image now illustrated for the first time (Plate XIV) has suffered so severely
from violence and exposure that it is difficult to estimate its ssthetic quality
but so far as can be judged from what is left, the statue was a good naturalistic
figure, probably intended for a Yakshi, or minor deity’. (Smith’s, ibid, p.
62-64).

Colossal female statue, T feet high, locally known as the Telin, or oil-woman,
existing within the walls of Besnagar (Smith's, ibid, p. 64 ; Cunningham’s
Reports, Vol. X, p. 40).

Attention may also be invited to the stone figure without head and feet, excavated
by Pandit Dayaram Sahni at Kosam and illustrated in plate XXI of 4. 8. R. 1921-22. On
page 46 of the Report is suggested that the figure probably was of a Yaksha but unfortunately
no dimensions of the same are given. On account of its very close resemblance with the style
of the Parkham and Pawiya Yakshas, the image deserved a more detailed notice than accorded
to it in the Report. The triangular flat necklace, folds of flesh below the breasts, the dhofi, and
the belt, position of the left hand suspended low and holding probably a purse, mark it out as
an example of the old school, the same feature of the left hand being common also to the two
Patna statues and the Pawiyi Yaksha, In the same plate (XXI b) is given a Sarnath female
chauri-bearer which is stylistically suggestive of the ancient National School. The Besnagar
Kalpa-Vriksha in the Indian Museum, Calcutta, is also an example of this same old school.
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IpENTIFICATION
There has been a mass of controversy about the identification of the first eight
figures in the above list which constitute a distinet icon-group. The archaic aspect of the
Parkham and two Patna statues and a reading of their inseriptions led Mr. K. P. Jayaswal to
pronounce them as portrait statuesof the great Saiduniga Emperor Ajitéatrn and of Udayin,
Vanda and Varta Nandin respectively, who reigned between 600 B.C. and 400 B.C. Dr. A. K.
Coomaraswamy and several other scholars were once inclined to favour acceptance of Prof.
Jayaswal's views, but later researches and a more thorough study of the development of
the old indigenous art has led them to revise their opinions, as will be evident from the
following remarks of Dr. Coomaraswamy about the  Parkham Yaksha: “But in view
of more recent criticisms it is impossible to adhere to Jayaswal's views and it is ﬁmary
to revert to the opinion that the statue represents a Yaksa and must date from the third century
B.C.” (History of Indian and Indonesian Art). Mr. Rama Prasad Chandra minutely entering
into epigraphical details has examined the question at length in his article entitled “Four
Ancient Yaksha Statues” (Journal of the Department of Letters, Calontta University, Vol. IV)
and has to a large extent succeeded in establishing that this group of images represents the
ancient Yaksha figures.
We propose here to deal with this queutiun on the basis of three sources, viz., (a)
epigraphy, (b) tradition, and (¢) iconography, and shall see in the end that arguments from
these different sources point to one unanimous conclusion.

A. ErioraPHY.

The images found at Parkham, Jhinga-ka-nagara, Patna and Pawidya bear
inscribed records on them.
1. PargmAM ™MAGE :—Vogel's reading of the inscription is as follows :—
(ni) Bhadapugaring(ka)......... (ga)atha.........Ppheevece.. Buni(ka) tevasing (Gomita-
kena) katd,
“Made by Bhadapugarin......Gomitaka the pupil of Kunika™ (Vogel's Catalogue,
p. 83), Here the first letter should be read as pi instead of ni, then bhada becomes clear.
It is likely that the lost letter before the initial pi may have been ma, and then the first word
would be restored as Manibhada, which is also the name of a famous Yaksha on the large
figure found at Pawaya. The two letters after bhada have been read as puga, by Dr. 'Vogfl
and Sten Konow, but elongated right vertical of pa and the horizontal top hook of ga mfaka it
more probable that the word intended was piige, which will give the meaning that (the image
was placed) in the pilga or guild of Manibhadra, an analogy being available in the gausthi of the
Manibhadra-Bhaktih at Padmivatl. The remaining two letters after piga are read as ﬂ?ﬂﬁ
or rdjd and the rest are doubtful. It is just possible that they gave the name of the ruigm.ng
king. The inscription falls into two parts and I am inclined to believe t]mt}n the first PD!"EIOD.
running on the proper right side and between the legs were recorded the circumstances, time
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and locality of establishing the image, while in the second half portion on the proper left side
was given the name of the sculptor by whom the image was made (Kunikatevising kata),
a peculiarity of construction also found in the record on the Mansi Devi image. The last but
one letter on the front side is decidedly pi (as read by Dr. Vogel) and it is very likely that the
entire word read as pafithapito,

9. Maxsa DEvi, FEMALE nMAGE—The inscription on the female image in worship at
Jhinga-ka-nagara in the Mathura district has been deciphered by Mr. Chanda (A.8.R. 1922-23,
p. 165) from whom we quote below :

“Rai Bahadur Pandit Radha Krishna of Mathura has now discovered another
statue of the same age, a colossal female figure seated on a wicker chair (moord) at present
worshipped as Mansa Devi in a modern temple at a village called Jhinga-ka-nagara (Nagariya),
13 miles to the north of Mathura. The head of the statue is lost and has been replaced by a
modern one. The front side is covered with a thick coat of vermillion, but on the pedestal
between the feet is a mutilated inscription in three lines which may be read as follows :—

1. Si putehi karito.

2. Yakhiliyiva Kunikate.

3. (Vasing Nike) na katd.

(This image of) Yaksi Liyava has been caused to be established by.........together
with his sons, and made by Nika, pupil of Kunika.”

Thus according to the inscription itself the Mansa Devi is the image of a Yakhi or
Yakshi. The two verbs kdrita and kutd are applicable to the donor and the sculptor res-
pectively. In the now-remaining letters of the Parkham image inscription, it is not possible
to trace the word Yakha (Yaksha) but if the Kunika mentioned in it and the Mansd Devi
inscription refer to the same teacher whose disciples carved the two images, then on the analogy
of the Yakhi carved by Nika, pupil of Kunika, we may safely identify the image of Parkham
to be that of a Yaksha, made by Gomitaka, another pupil of the same Kunika. The expected
inseription on the new Yaksha is sure to throw much welcome light on this knotty point.

3. Pavivi SraTurE—This image of Mipibhadra was discovered by Mr. Garde,
Superintendent of Archmology, Gwalior State, at a place called Pawiyi, the site of ancient
Padmivati and is now preserved in the Museum at Gwalior. The front face of the pedestal
bears the following inscription in Banskrit in the seript of about the first century A.D.:—

1. 1| @ =i framfaear da@mt 999 droamd fadfm 3 ey
2 g {oR U qAid wrewr wfnrEwEEr T gfean wrEa
3 wifrqzen sfaar sfrermafa Mewr wmar g @ a6 -
4 wzd 5 A6 frag aReET Aawer wAEr aRmer sEarer e
ﬁﬁﬂ“‘[ﬁ'ﬂ srer dawaer fawafoer farmrer gower a7 32—
T a0

...H_H-‘l—'
b R e TR T |
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This image of Minibhadra was installed in a club (goshghi) by his devotees. M. M.
Hara Prasad Sastri conjectured without much support that Manibhadra was some Bodhisattva,
but R. B. Rama Prasad Chanda has proved beyond doubt on the basis of evidence derived
from Sanskrit, Jaina, and Buddhist literature that this Manibhadra was the name of a Yaksha
(Four Ancient Yaksha Statues, pp. 3-6). We can therefore be sure that this Manibhadra
was & Yaksha whose worshippers organised themselves into a kind of guild and dedicated the
image of their favourite deity inside its premises.

4. Patxa Statues—These two statues bear the following records according to
Mr. Chanda :—

(a) Bhage Achachha-ni vi ka
(b) ya kha Sa (1) reata namdi.

The first may be rendered in Sanskrit as srEraifa® which is the auspicious
name of the deity associated with inexhaustible wealth (akshaya-nivi) and he can be no other
than one of the gods in the train of the tutelary deity of wealth, the lord of the Yakshas.  The
second needs no straining and is clearly designated as a yakha or Yaksha and his Sanskrit
appellation can be rendered as a¥x-4. From the epigraphic evidence collected here it is
clear that the trend of the record is to style these images as those of Yakshas whose high position
in the pantheon is indicated by the application of such honorific titles as Bhagavin.

B. TrRADITION. -

1. Baropi ImacE—The two parts of the colossal male figure from Baroda near
Parkham (Mathura District) are even more massive and archaic than any of the other figures ;
the complete statue must have been over 12 feet in height (Dr. Vogel's Catalogue, p. 92 ; Mathura
Museum No. C. 23). The carving is much obliterated but the heavy earrings, the necklace
with four tassels at the back, and the flat girdle suggest a close relationship between this figure
and the Parkham image which it surpasses in size. Pandit Radha Krishna obtained these
fragments from the village of Baroda, four miles from Parkham and 2 miles from Chhargion.
It was being worshipped under the name of Jakheya. The information contained in the last
sentence is of utmost importance for the identification of such images. It is not a little sur-
prising that the village folk should have clung so persistently to the hoary tradition
of worshipping this colossal image as a Yaksha.

9 Ngw Marauvra Yaxsua (Fig. 61, 63)—It was one of my rare surprises when,
strolling in a village, in reply to a query about some old images, I was told by four illiterate
simple village-men that they had none of the objects I wanted except a big statue which they
were worshipping as Jakheya. I readily offered to see what it was and discovered in a minute
the beautiful image illustrated here in Figs. 61, 63. In this case too, the tradition has
faithfully preserved through at least twentytwo centuries the name by which the image must
have been designated on the day of its original creation.
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C. IcoNoGRAPHY

The evidence furnished by epigraphy and supplemented by tradition is also confirmed
by the iconographic form and style of these images. They constitute stylistically a distinct
icon-group, the technical traditions of which have been handed down through at least half
a millennium from the second century B.C. to the third century A.D. The Yaksha formula
supplied by these big statues was followed and adopted in the case of numberless images of
moderate dimensions carved during succeeding centuries, representing Yakshas, Nagas,
Bodhisattvas and Vishpu.

We have above referred to the purse carved in the left hand of the Parkham (only
the purse still remaining), Pawiyd and Patna Yakshas. The purse wasa characteristic symbol
of the Yaksha-raja Kubera in the iconography of the Kushina period and no wonder if this
feature is traceable to a much earlier epoch. Then the protuberant belly (Kumbhodaratea)
was also the mark of the Buddhist god Jambhala, and this feature is conspicuous in the two
Mathura statues, as also in a number of other images found at Mathura. The costume 18
always a dhofi tied with a belt on loins and another girdle tied round the chest, while later on
we also find a scarf thrown over and passing on the back. Of ornaments we recognise a flat
torque, triangular necklace, armlets, and very dumpy earrings. We may perhaps be justified
in recognising the mention of the torque in the following siitra of Pénini:—

Kula-kukshi-grivabhyo Svd-sya-lankdreshu, IV. 2. 96.

This regularises the form graiveyaka in the sense of a neck-omament, As available
examples of the earliest graiveyakas we can quote the flat torques round the necks
in the Parkham, Barodi and other Yakshas, which along with the triangular necklaces were
handed down to the images of the Kushina Bodhisattvas,

It is clear from the above that three classes of evidence vis., mmmg,uph\ﬂ.
epigraphic and stylistic, converge in pointing to but one conclusion, viz., that in at least the
third century B.C. there flour'shed a school of art wholly the result of indigenous traditions and
posss«sing a separate individuality of its own, which inspired the cutters of the Maurya- Suiigs
periods to conceive and create colossal images worshipped as Yakshas, It seems reasonable
to suppose that this school did not come into existence all at once in the Mauryan period,
but should have been the result of development of several centuries before that, We know
of the cyclopean walls of Jarisanda ki-Baithaka which have been assigned to the Saifuni s
period, and which point to the use of stone for building purposes in at least the sixth century
B.C. It is in the fitness of things that Pinini, whose date on a moderate estimate must be
fixed at about 500 B.C., makes mention of Takshan artisans, which term we prefer to render by
the word sculptor, because the rival term for a cartwright was rathakira and vardhaki. As to
the enquiry about the artistic canons of Panini's takshans the most plausible answer that
suggests itself is that they were representatives of the old Indian school of sculpture, termed
above as the Ancient National School. This school should not be considered an upstart

-
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in the third or second century B.C. It must have naturally passed through an evolution of
several centuries prior to the subsequent period when the masons of India came to be influenced
by the Hellenistic eutters of the north-west. It is due to the existence of a gradual and pro-
tracted evolution of artistic traditions that the ancient Indians succeeded in creating absolutely
independent types and motifs which in the judgment of all critics are pronouncedfad un-
affected by traces of foreign influence. We gather from Panini that there were two kinds
of Silpins (artisans), viz., those belonging to the village and those working for the king. These
two classes were (1) gramaéilpi and (2) rdja-filpi respectively. The siitra Gramah &ilpini (VL.
2.62) is illustrated by such form in the Kafiki as graima-napita and grama-kulila, ie., the
village hair-dresser and the village potter. The latter workman most probably was responsible
for turning out pottery and terracottas in which the village-folk were interested. The other
Siitra rdja cha-pradasmsayam (V1. 2. 63) states that when praise is implied for the work of the
artisan, the word Rajan is added as a former member of the Karmadhiraya compound without
effecting any change in the accent of the latter member. The general form obtained would
be ridja-$ilpi which was to include all workmen attached to royal courts and not providing for the
simple tastes of the country life. As special class of artisans coming under the grama-éilpi
category Pinini has himself spoken of the grama-takshan (V. 4. 85), i.e., & stone-cutter catering
for the democratic art, as opposed to court art. In fact the Kasika gives the counter-example
of Rajfias-taksha (king's sculptor) as opposed to grima-taksha or village-stone-cutter of Papini
(V. 4. 95).

Let us consider what these two classes of art-workers stood for. Scholars have
testified to the existence of a two-fold art tradition in the Mauryan period. The monu-
ments of Adoka, highly polished monolithic columns with their spirited animal-mounted
capitals, have been assigned to be the products of the official or court art of the Emperor. The
other was a purely indigenuous art embodying the older Indian traditions and ministering
to the needs of a people interested in the worship of Yakshas, Niagas and Dryads (tree-spirits).
Dr. Coomaraswamy who has fully dealt with the subject, remarks that “the distinction was
not so much between a native and a foreign art as between a folk art and a court art. Probably
the most important examples of the old art are the famous free-standing figures from Besnagar
and Parkham, ete. of colossal sizes. Although of archaic aspect, and designed from a forntal
view point with flattened sides, they represent a relatively advanced art and imply a long
anterior development and practice, if only in the handling of wood. Magnificently conceived
they express an immense material force in terms of sheer volume ; they are informed by an
astounding physical energy which their archaic “gtiffness” by no means obscures” (H. I. I. 4.).
This is the most reasonable view to hold about the past history and evolution of the
old indigenous art otherwise known as the Ancient National School, wrought at the hands
of the grama-takshans whose services were requisitioned by the people for purposes of embel-
lishing their chaityas (chetiyas or chaeyas) principally with the architectural and soulptural

18
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forms of railings and forapas. This was an art untouched by the philosophy of the great
enlightenment which made men look before and after in search of an ideal. The same learned
authority further states that “‘there is no suggestion here indeed of introspection or devotion,
this is an art of mortal essence, almost brutal in its affirmation, not yet spiritualised. But
this is the material that must later on be used to serve the ends of passionate devotion (bhakts)
to spiritual and unseen powers, and for the exposition of cosmie theory in terms of an elaborate
theology ; the same energy finds expression in the early Kushana Buddhas and survives even
in the more refined creations of the Gupta Age”.

A detailed study of the specimens of the early school represented in the Yakshas
and Yakshis on railings and foranas at Sinchi, (Fig. 64) Bharhut, Bodhgaya and
Mathura, leads us to an important problem of Indian iconography, viz, the Indian
origin of the Buddha image. One has just to look at the following series and one will not
be able to resist the conclusion that the Bodhisattva type of the early Kushina period, colossal
and carved in the round, is a direct descendant of the early Yaksha types. We feel as if
the face of the Parkham or Patna Yaksha has been transplanted to the torso of the Sarnath
Bodhisattva or the Mathura Bodhisattva in the Lucknow Museum. Dr. A. Coomaraswamy
who has treated the subject at length (Origin of the Buddha Tmage, Art Bulletin, 1927, pt. 4,
Museum of Fine Arts) has also drawn attention to the stylistic continuity presented in the
following :—

1. Parkham image (8' 8") in the Mathura Museum ; (Fig. 37).

9, Patas Yaksha with head (Fig. 40).

3. Bodhisatva in the Lucknow Museum, originally found at Mathura (8°).

4. Tmage of Bodhisattva Sikya Muni at Sarnath (8 1}") [Sarnath Musewm Catalogue

B (a) 1'; gift of Bhikshu Bala of Mathura.

“In such a series the relationships are very evident, and there is no room for the
insertion of any Hellenistic type”. (Yakshas by A. K. Coomaraswamy, p. 30). Here we meet
with an unconscious or at least unintentional stylistic evolution. “In early Indian art, 8o
far as cult images are concerned one inconographic type stands out predominant. That is the
standing figure with the right hand raised, the left on the hip. Sometimes the right hand
holds a flower, or Chauri, or weapon ; sometimes the left grasps the robe, or holds a flask, but
the position of the arms is constant ; those with four or more arms do not appear before the
second century A.D., when the fundamentals had already been established. Stylistically the
type is massive and voluminous, and altogether plastically conceived, not bounded by outlines ;
the essential quality is one of energy, without introspection or spiritual aspiration, Of this
type are the early images of Yakshas and Yakshis whether independent or attendant. And
it is also this type which provided the model for cult images of other deities, such as Siva
or Buddha, when the necessities of Bhakti determined the appearance of all deities in visible
forms”. (Yakshas, p. 29).
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Stylistically speaking, therefore, the Yaksha-Bodhisattva formula affords a complete
and most satisfactory explanation of the origin of the Buddha image as a genuine expression
of the Indian sculptors’ artistic genius.

We have to remember that in the earlier Buddha-Bodhisattva images produced by
Mathura artists the difference of style between the Buddha and the Bodhisattva figures is
absent. As instances may be quoted the Katra and Anyor Buddhas (MM. Nos. A. 1 and A 2)
which are mutually similar in style and form, representing the seated Bhagavin Buddha under
the Bodhi tree in the attitude of imparting protection, but the one is called a Bodhisattva
and the other an image of Buddha, Their inscriptions inform us :—

A 1. Budharakhitass malare Amohd-Gsiye Bodkisacho patithiyito......i.e., Budhara-
khita's mother Amoha-isi erected the Bodhisaliva.

A 2. Upasakasya Sushasya Harushasya dinam Bu-(d) dh pratimd.....i.e., The
Buddha image is the gift of Updsaka Susha of Harusha.

Dr. Vogel remarks in this connection that ‘palacographical evidence points to the sculpture
(A. 1) belonging to the early Kushina period. It is with the Buddha image of Anyor (4 2)
the oldest representation of Sikyamuni of which the date can approximately be fixed by an
inscription, and must be one of the first Buddhist images made in Mathura’.  (Vogel's Catalogue,
p. 48). According to him A 2 Budiha-pratimi may be assigned to the early Kushdna period
on account of the character which agrees closely with that of the Sarnath Bodhisattva ins-
criptions of the third year of Kanishka. The image is the oldest Buddha figure designated
as such in an inscription and must, therefore, be one of the first representations of Buddha
found in India, excluding Gandhara. (Vogel's Catalogue, p. 49). The question of Gandhara
characteristies, if any, in the style of these Buddha images, need not detain us, as here we
aim at showing that in the Mathura school the artists in the beginning made no distinction
between a Buddha and Bodhisattva statue. They had before their mind’s eye the stylistic
type of the Yaksha and the idealistic type of Sikyamuni. Iconographic niceties between
Buddha and Bodhisattva did not matter to them. .

This Yaksha-cum-Bodhisattva-Buddha formula is seen applied at its best in the
eolossal Sarnath and Lucknow images, the former one [Sarnath Museum No. B(a)1] has been
invariably designated a Bodhisattva in the three inscriptions engraved on the image and its
umbrella-post (Chhatra-yashti) [Vogel's Catalogue of the Sarnath Museum, pp. 35-36]. The
absence of this distinetion between Buddha and Bodhisattva is attributable to so late a date
as the year third of king Kanishka.

Thus it is established that the earliest Buddhas or Bodhisattva at Mathura were
cast into the plastic moulds of the Yaksha forms of the ancient Indian School. Neverthe-
less scholars like Dr. Coomaraswamy whilst recognising the independent contribution of the
Mathura school in the shaping of the Buddha image on the lines of older traditions have noted



124 STUDIES IN INDIAN ART

the fact ‘that a Hellenistic element, plastic and iconographic of some kind, enters into and
is absorbed by Indian art, remains’ (H. I. I. 4. by Coomaraswamy).

Much has already been written for and against the famous theory of the Greek
origin of the Buddha image, propounded by Foucher, and once adopted by many adherents.
Of late, criticism on the point has become more sober and scholars are beginning to feel that
emphasis on an absolute origin in one school is academical rather than real, because the im-
portance of foreign or Gandhara influences in the composition of the Yogi Buddha image is
only slight. Mr. Vincent Smith went so far as to say that the Gupta Buddha is ‘absolutely
independent of the Gandhara school’. It should then be conceded that the Kushina Bodhi-
sattvas and the transitional forms could not originally have been derived from Gandhara.

Let us look at the facts from an unbiassed point of view. Mathura in the first
century B.C. came under the sway of the ﬂaka-Sa.tmps, viz., Maha-Kshattrapa Sodasha and
his father Rafijuvala, and others. The most famous monument of this period is the well-
known Lion-capital of Mathura, now in the British Museum, with Kharoshthi inseriptions
which mention the Mahasanghika order of monks, the Sarvistividin monk from Nagar and
an other resident of Taxila. It was during this period that intercourse between Mathura
and Gandhiira seems to have been fairly established, as a result of which the workmen of
the interior of India came into contact with those of the North-west for the mutual advantage
of both. Within the geographical triangle of Ujjain, Mathura and Taxila held under the
sway of the Kshaharata Satraps, named Nahapina, Sodasha and Liaka respectively, was wit-
nessed the powerful mingling of three different currents of culture, ancient Hindu, Yavana
(Greek) and Iranian (Saka-Parthian), in the first century B.C. and later. Mathura became
the sacred spot for the confluence of this Triveni of cultures, and this contact is fully reflected
in the specimens of its Museum (cf. R. P. Chanda’s remarks in the Heport of the Mathura Museum
for 1931, page 7). 1t became a period of unprecedented artistic activity and sapplied a be-
fitting prologue to the age of the Great Kushanas in the first and second centuries A.D. In
this interval the earlier Buddhist school of Mathura with its fundamentally Indian character
Received an inspiration partly from the North-west, but there also it thoroughly indianised
its borrowings (¢f. Vogel's Cat. of Mathura Museum, p. 33). 1t continued to follow unham-
pered the traditions of Bharhut and Sanchi in the making of numberless types and composi-
tions, viz., the Yakshis, Vrikshakis, Atlantes, winged animals, tritons, Padma-pinit Yakshas,
Jatakas, life-scenes of Gautama, figures of donors, lotus-seat ete., and also its architectural
forms of stipas, vihdras and chaityas, the Buddhist railing and the Toranas, together with
a vast array of animal and floral designs and sacred symbols. Thus equipped with an effective

1 Examples of Padma-Pini Yaksha in the ancient Indian sculpture ocour at the following
places: 1. Sinchi-Guardian Yaksha at the base of a pillar, north Torapa (Fig. 64):
2. Amin (Thaneshwar) Yaksha with Padma in hand : 3. Mathurs Yaksha on railing
pillar with lotuses in right hand (Fig. 66); also Smith’s Jaina Stapa, pl. 64).
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individuality of its own and coming into possession of an enhanced political prestige during
the Saka-Satrap period, it stretched out one of its hands with the Buddha and Bodhisattva
figures to offer to Gandhara, and the other hand with the same delectable present eastward
to Sarnath, Sahet-Mahet, Kusiniri and Bodhgaya which were once important centres of
ancient National School in East India, where numerous Mathura Buddhas and Bodhisattvas
have been unearthed. R, B, Rama Prasad Chanda writes about this eastward contribution
of Mathura : “There is apparently a gap of about three centuries in the history of sculpture
in Eastern India between the Suiga and the Gupta periods, and almost all sculptures of the
intervening space that are found there are either importations from Mathura or are works
of artists from Mathura with red sandstone as the material’ (4. S. R. 1922-23, p. 170). What
has been said above with regard to the westward expansion of the Mathura school, may as well
upply to the eastward expansion of the Gandhara school, as Dr. Coomaraswamy succinctly
puts it: ‘It (Gandhara art) may be described from one point of view as representing an east-
ward extension of Hellenistic civilisation, mized with Iranian elements from another as a west-
ward extension of Indian culture in a western gart’. (H. I. I. A.). This discovers to us in a
most balanced manner the contribution of one school to the other, and having juxtaposed
the two together as neighbours, independent yet friendly, guides us to the grasp of that status
in which in ancient times the courses of their progress mutually influenced each other. After
all that has been said and written, the fact remains of the old Indian art, now shifted from
Sinchi to Mathura still continuing to flourish in full vigour and splendour during the first
three centuries of the Christian era in the Sirasena country, of course with the absorbed tradi-
tions of its new culture-feeders.

Let us now turn to other examples of older art at Mathura. It is well known
that in the scenes from the life of Buddha depicted in the older art ; Ae is not represented in
human form, but only by symbols, of which the chaitya-vriksha, Bodhi-druma, Stiipa, and
Dharmachakra or the wheel are the most usual. Beneath the Bodhi-tree is an altar (Bodhi-
manda) or throne (vajrdsana). On the other hand, in all Jitaka scenes, the future Buddha
(Bodhisattva) is wisibly represented in his human or animal form. The anthropomorphie
representation of the Buddha figure nowhere occurs in the plastic language of the ancient
Indian schoolat Sanchi, Bharhut, Bodh-Gaya or Mathura, At Amaravati in the second century
A.D. we find the old symbolic schemes are still in use but side by side with these is also met the
image of the Buddha introduced as an integral part of the composition. Between Sanchi and
Amaravati stands inserted the Mathura school, whose Jaina Tirthankara images and some of
the Buddhas or Bodhisattvas cannot be related to any known examples of the Gandhara school,

In the pre-Buddha image period in Mathura sculpture the use of the following
symbols representing Buddha deserves notice :—

1. Dharma-chakra on pedestal (MM. 438, Fig. V). It is found in the central
medallion of a railing upright (2 feet in height), found in a well at the Mahadevaghat, ad-
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jacent to Jumna Bagh in Sadar. Above is a half-lotus, in the centre is installed a Dharma-
chakra from which four streamers are flowing, placed on & Damaru-shaped pedestal in which
the central cylinder is joined to two sets of triple parasols. The Dharma-chakra is thus
elevated to a Sapta-bhiimika Asana (seven-storeyed seat). In the lowest medallion is carved
& winged lion expressive of great spirit. The specimen must belong at least to the first century
B.C. and was discovered in the vicinity of the group of mounds, Saptarshi and others, which
yielded the famous blue schist female Queen or Hiiriti.

9. Stipa-worship (Vogel's Catalogue No. 1. 10). This is a frieze probably belonging
to the Urdhvapatta of a Stipa. It depicts the worship of a Stiipa decorated with two parasols
worshipped by a Sreshthin preceded by two attendants carrying parasols probably intended
to be dedicated to the Stipa.

3. Two other symbols, the Ushnisha and the begging-bowl (Bhikshd-patra) are
shown on a Torana tympanum carved on two sides (MM. No. L. 1), each divided by concentric
arches into three lunulate areas. On one face the centres of the three compartments are
occupied by an alms-bowl apparently filled to the brim with offerings, a Buddha seated in
the protecting attitude, and a Bodhisattva in royal attire seated in meditation under a tree.
On the reverse we have in upper compartment Buddha's head-dress which, as we know,
received the homage of the thirty-three gods and in thecentral one a Bodhisattva (Dr. Vogel's
Catalogue, p. 133).

This piece must belong to early first century A.D., and is interesting as an icono-
graphic epitome in that it shows the symbolical and anthropomorphic rnpmsnt.u.ﬁum of

the Buddha and Bodhisattva treated together.

Another noteworthy example of the Suiiga period is a jamb fragment (MM. No.
1516) consisting of several panels of carving but of which only the first one is completely
preserved, while in the second separated from the upper one by a Buddhist railing are seen
head of two male figures with characteristic heavy Sufiga turbans, The interest of this piece
proceeds from its representing & Chaityu-vriksha very closely resembling the Kalpadruma from
Besnagar (now in the Calcutta Museum) encircled by a square railing, in the angles of which
are planted three parasols dedicated to the tree spirit.

Torana Jamb No. H.12 is important for two reasons, firstly it makes us familiar
with the earliest form of seat originally meant for the symbols but here supporting the
Buddha himself, and secondly for the plastic form of the Buddha's face which wery much
resembles the old Bhikshu faces. The composition depicts the scene of the four Lokapilos
presenting Bhikshi-patra to Buddha, but it must be a very early piece belonging to the begin-
ning of the first century A.D. The graded pyramid placed inverted on a square Agana, re-
presents the seat for the Buddha which at once reminds of the Sapta-bhiimika Asana of the
Dhamma-chakra described above (MM. 438), This peculiar pedestal is in turn supported by 8
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pair of addorsed lions. The whole piece is effectively reminiscent of the transitional forms
in the growth of the Buddha image.

The Vedikd or railing was the most important produet of the early art and was
cherished as the main object for display of the sculptor’s decorative skill. The emergence
of the Buddha image gradually threw the railing into the background. It was still the favourite
theme in the Kushana period but went out of fashion during the Gupta epoch. The railing
originally consisted of the following parts :—

1. Upright pillars having three mortices gn each side (Pali thaba, Sans. stambhia).

2. Cross-bar (Suchi).

3. Base (dlambana-pindika).

4. Coping-stone (Ushpisha).

The railing flourished as an architectural feature common to the monuments of
all the three religions. Instances of Buddhist railings are already so numerous.

Dr. D. R. Bhandarkar succeeded in excavating railings (Sild-prakdra) in the Hindu
shrine of Sankarshana and Visudeva at Nagarl ancient Midhyamiki (Arch. Survey Memoir
No. 4, p. 119), and has remarked in this connection that “without being dogmatic on the
point, I must say that I could not help thinking that what are now called railings round Stipas
were really puji-dili-prakdras, though they were round and ours was rectangular” (Ibid.,
p. 129). He has rightly connected this instance of a Hindu railing termed the pujd-éila-
prikara with the silavigadabhichd occurring in the Rummindei pillar inscription of Adoka.
For examples of Jaina railings we may remark that though King Khiravela of Kalinga has
referred to the Kalinga Jaina image (line 12) and the temples of all deities (sarva-devayatana)

.in line 17 of Hathi-gumpha inscription, which facts prove the antiquity of the Jaina religious
art in the second century B.C., yet it is the unique fortune of the Mathura School that ins-
tances of Jaina railings have been unearthed at one of its most ancient sites, the Kankali
Tila. Hundreds of examples of railing pillars and cross-bars decorated with a vast multitude
of animal, floral and religious patterns were found which are now deposited in the Lucknow
Museum and have been adequately illustrated in V. A. Smith’s The Jaina Stidpa of Mathura,
The finds from the Kankali site constitute a group by themselves for purposes of detailed
study of the Mathura sculpture. There existed on the Kankali site, Mathura, a Jaina Prisida
(temple) in the second century B.C., to which subsequently another was added about the
middle of the first century B.C. Dr. Biihler wrote that “with respect to the history of the
Jaina seot, we learn throngh No. 1 (inscription of Utaradasaka recording the gift of a prisida-
torana) that the Jainas were settled in Mathura in the second century B.C. and through No.
XX (vodve thupe deva nirmite) that an ancient Jaina Stiipa existed in Mathura, which in A.D.
167 was considered to have been built by the gods, i.e., was so ancient that its real origin had
been completely forgotten”. (Biihler, E. I. Vol. 11, p. 198). To quote again “there were
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two temples (prasida) on the site of the Kaiikali mound. One of the two temples existed
on the evidence of the very ancient No. 1 of my second series of Mathura inscriptions already
in the middle of the second century B.C., while the likewise archaic inscription No. IV of the
same series which records the creation of the second temple cannot be later than about the
middle of the first century”. (E. I. Vol. 1L, p. 319). For an example of the ancient Jaina
Stiipa carved in sculpture may be cited a figure given on a cross-bar medallion from the Karikali
site (Smith’s Jaina Stipa, plate 72, fig. 1, here Fig. 22). Bhandarkar has drawn attention
to this edifice as an example of a square Stipa. He writes, “It is a structure built in hori-
zontal tiers and must be a Stipa as indicated by the heavy sausage-shaped garlands”. (Ez-
cavations at Nagari, Archaeological Memoir No. 4, p. 136). The structure is surmounted lil}r
a Dharma-Chakra. The whole figure is an exact replica of the figure already described (MM.
No. 438) as a Dharma-Chakra on Sapta-Bhiimika-Asana or Prasida, and this view is further
strengthened by comparing the winged lion on the lower medallion of the Buddhist upright
with that carved on the reverse medallion of the Kankali tila cross-bar. We know from
other specimens of Mathura art that the wheel was a symbol common to both Buddhism
and Jainism. The Stiipa likewise was a monument raised by the followers of these two reli-
gions for enshrining the relics of their saints. As examples of the Jaina Dharma-Chakra
and Stiipa we have reference to the Wheel and the Relic Memorial in line 14 of the Hathigumpha
cave inscription in the following words :—

Fn v T grEe-fem-asgaa-s aEEn qfense (fr) @ Fm-frddam ang-
srafe ww-fafafy femaanfr am-faarf
[E. 1. Vol. XX, p. 80].

i.e. “In the thirteenth year, on the Kumiri Hill where the wheel of conquest had
been well-revolved (i.e. the religion of the Jina had been preached), (he) offers respectfully
royal maintenance, China-clothes (silks) and white clothes to (the monks) who (by their aus-
terities) have extingnished the round of lives, the preachers on the religious life and conduce
at the revic memoriAL”. (IBid., p. 88). Line 15 of this inscription again refers to the Relie
Depository (nisidi) of the Arhat on the top of the hill. On this hill was set in motion by the
Great Patriarch (Arhaf) the wheel of conquest (vijaya-chaka) which we may take to be the
same asthe Dhamma-Chakka of the Buddhists. On the same spot was raised a Relic memorial,
called Kaya Nisidi, which term must be understood as an rquivalent of Stapa. We are famliiar
from many other inscriptions that Nisadya (with various forms Nimsidhi, Nishidi, Nididhi,
Nishidhi, Nisid , ete.) was the common name in the imscriptions of f.heLManryn and Sungs
periods for a Stipa. Ushavadita, son-in-law of Satrap Nahapina of the first century B.C.
boasts in the Nasika inscriptions that he erected many such buildings (E, L. Vol. I, p. 274,
Ind. Ant., Vol. XII, p. 99). Here it may not be out of place to recall the following ’mh
of Dr. Bithler, “These new sculptures from the Kaikili Tili teach..... and prove that the
ancient art of the Jainas did not differ materially from that of the Buddhists, Both sects
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used the same ornaments, the same artistic motives and the same sacred symbols, differences
occurring chiefly in minor points only. The cause of this agreement is in all probability not
that the adherents of one sect imitated those of the other but that both drew on the national
art of India and employed the same artists" (Ep. Ind., Vol. 11, p. 322).

The foregoing statement will allow the conclusion that the railing as a pattern of
architectural design was non-sectarian, being commonly employed to embellish the Hindu,
Jaina and Budhist monuments, for which we have quoted examples of railings discovered
at Nagarf, Mathurd, and Sinchi. The non-denominational nature of the other plastic forms
in ancient art is also very evident, It may be said for the Yakshis and Vrikshakas that they
formed part of a common heritage of art-motifs handed down from the epic period. Females
standing under blossoming trees, gathering flowers or indulging in arboreal sports were charac-
teristic of an idyllic inspiration of life, These Pushpa-bhafijiki women occur in countless
poses on the railings of Bharhut, S8anchi, Mathura and Amaravati and form the chief element
in the compositions of older art. We may almost be sure that Panini was referring to these
floral sports in his siitras Prachdnm Kridiydm (V1. 2. 74) and Nityarni Krida-Jivikayoh (I1. 2, 1T),
which have been explained by the commentators to regularise forms like Uddalaka-Pushpa-
bhafijiki (plucking of Uddilaka flowers) and Virana-pushpaprachayikd (gathering of Virana
flowers), Sala-bhafijika (gleaning of sila flowers) and Talabhafijika (plucking of plam leaves),
eto. Thess were characteristio features of the Prichya sculpture, here called the ancient
National School for the sake of convenience.

Of other pre-Kushina specimens deposited in the Mathura Museum it will be pro-
fitable to draw attention to the following selected examples:—

1. Cross-Bar fragment from the Gayatri Tila (MM. 1341), carved on either side
with a richly caparisoned elephant mounted by a mahdvat and a prince, who appears to be
riding ont to meet some saint. The finish of the composition is supremely exquiste and bears
testimony to the high achievement of Mathura sculptors in the Sufiga period.

2. Railing pillar No. J. 2 the central portion is octagonal in section. The
standing Yakshf wearing elaborate headdress and ornaments, carved in tha_act of unloosing her
girdle, covered with most diaphanous muslin, and standing over a crouching grotesque figure
with protruding eyes and erect ears, is a representative example of the Bharhut traditions
transplanted at Mathura. A medallion above the female figure represents a man mt:h an
umbrella in his left hand who apparently is addressing an assembly of people, depicting a
scene in the Mahidbodhi Jataka.

3. Railing pillar No. 586 of Mathura Museum found from Gosna Tili, three miles
north of Mathura, It is a fine specimen of first century B.C. The two complete lotuses
engraved on it are perfectly carved, while in the uppermost half resette is carved a Jitaka
scene, of which the identification has been proposed by Dr. Foucher. He writes about this
pillar :—*Its simple style of decoration precludes any doubt about its belonging to the old

17
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Indian school, free from influence of the Gandhara one, although the easy sitting posture of
the man, seen three-quarters, already shows a considerable advance in the technique. We
have to deal with the nsual type of the Brihmanical anchoret, known to us through so many
replicas and easily recognisable by his heavy chignon, his beard and his short garments. He
is seated on a kind of rolled-up mat (brisi), at the door of his round hut, the walls of which are
visibly made of reeds and the roof covered with leaves (Parna-éild). His elbows areon his hent
knees and his hands extended forward, he 'is engaged in an earnest conversation with four
wild inhabitants of his jungly hermitage, artlessly super-posed in front of him along the rim
of the half-medallion, viz., a crow, a dove, a kneeling doe and a coiled snake. “Four monks
of the Jetavana convent were one day discussing to know which is the worst evil in this world.
Love, said the first, Hunger, said the second. Hate, said the third. Fear, said the fourth.
And they quarrelled each upholding his own opinion. Suddenly the Buddha came and asked
the subject of their dispute. When each had explained his own idea, the Buddha said, “Your
reasons do not go to the core of the matter. All evils come from the fact that we have a body.
Love, hunger, hate or enmity, fear of some misfortune as well as all other sufferings are felt
by a being only because he has a body. The body is the root and origin of every evil, trouble
and care. Selfishness, and its consequence the series of our deaths and rebirths, all that
comes from the body. The worst of evils is to have a body. Therefore whosoever wants
to escape suffering must seek, by the practice of abstention and abstraction, the final repose
to be found in extinction and which is the supreme happiness. In olden days four creatures,
which were living together in a cave discussed the same subject. It is irresistible love which
is the most dangerous of evils, said the dove. Tt is hunger which throws one into nets or
snares, aid the crow. It is envenomed hate, said the snake. It is perpetual fear, said the
deer...... “No", said an ascetic, who had been listening to them, “the worst of evils is to
have a body”. (A. Foucher. On an Old Bas-relief in the Museum at Mathura, J.B.O.R.5.,
Vol. VI, 1920, p. 470). It will not tax our ingenuity to surmise that the four monks of the
Jetavana Vihira once were the four creatures of the jungle, and the Buddha the sage ascetic.
This tale is the evident subject of our medallion.

We have said above that besides the stone specimens of the pre-Kushiina sculpture
we have in the Mathura Museum a large number of terracottas which plentifully corroborate
the stylistic and iconographic peculiarities of the old art. These clay monlded objects are
of supreme artistic merit and exhibit the same standard of skilful execution as demonstrated
by the stone sculptures. In most cases the themes and decorative elements are very much
identical. The full importance of these art objects may be gleaned from the following ob-
servations of Dr. Coomaraswamy : “No less important is a considerable group of Maurya
and Suiiga terracottas of which examples have been found in the lowest, or nearly the lowest,
levels at several widely separated sites, extending from Patliputra to Taxila. These moulded
plaques and mﬂellx:dlhmdn and busts represent in most cases a standing female divinity
with very elaborate coiffure, dressed in a tunie or nude to the waist, and with a dhofi or skirt

of diaphanous muslin. Despite the garment special care is taken to reveal the Mount of
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Venus in apparent nidity, a tendency slmost equally characteristic of the stone sculptures
in the Suiga, Andhra and Kushina period..... These types may have behind them a long
history ; they may have been votive tablets or auspicious representations of mother goddess
and bestowers of fertility and prototypes of Maya Devi and Lakshmi. Other plaques often
in high relief represent male and female couples like the Mithuna and Uma Mahefvara groups
of later art. These terracottas have been found at Basirh, Taxila, Bhita, Nagari, Mathur,
Pitilaputra, Kosam and Sankisi. They may range in date from fifth century B.C. to the
first century A.D. The more primitive types from Pataliputra and Mathura, especially in
respect of the two lateral masses or horns of the headdress, closely approximate to some very
ancient examples from Mohenjo-daro.

“The technique of these terracottas is stylistic and almost always accomplished,
although made from moulds, few or no duplicates are met with, and there is a great variety
of detail. In some cases the figure is endowed with real grace, foreshadowing, as Sir John
Marshall remarks, the free and naturalistic development of the succeeding century™. (History
of Indian and Indonesian Art). In the Mathura specimens preserved in the Museum, the
lateral horns are very remarkable. We are familiar with the top-knot or the headdress
in some of the old Yaksha figures (¢f. Vaiéravana Yaksha image from Kankali Tila,
now preserved in the Lucknow Museum. The headdress is developed into two high
horns, stamped with rosettes, or a central big knot with an appended volute. Dr. A. Banerji-
Shastri is disposed to connect these primitive types with the Opasa and Kaparda of
the Vedie period, in the case of his Buxar terracottas. (J.B.O.R.8., Vol. XVIII, p- 1-3).
This provides an additional proof for an inherited common stock of very antique forms in
the old school of Indian Art. The village-potter (Grama-Kulila) being an integral part of
the art-economy of ancient India, and claiming a place equal to that of the mason and stone-
cutter for the high standard of his art, was able to produce faience objects which by their
highly finished quality and manifold variety compared most favourably with the best sculp-
tural productions of that age. Most common forms are those of plaques depicting females
engaged in toilet scenes, holding a mirror in the right or left hand decorated with elaborate
ornaments, and standing either nude or dressed in finely creased diaphanous drapery, Yakshis
occupied with foral sports or holding lotuses in the hand, or very often the male and the
female treated together in the characteristic pose of Dampatis, modelled with great delicacy
and skill. A curions but very archaic type of female form is that with bird or pig-like features
ornamented with very heavy earrings and a collar, often in hard gray clay with or without
slip. Pot-bellied and deformed dwarfs serving as Atlantes (vihana) or playing on musical
instruments are also found. Apart from this general idea conveyed here a detailed description
concerning these archaic terracottas discovered from Mathura and ranging in date from the
pre-Mauryan to the Suiiga period is reserved for treatment in a separate article.
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Fig. 65. Head of Ahichchhatra
Yaksha,

in the Mathura Mussum. Ahichehhatra Yaksha,

Fig. 67. A New Yaksha Image  Fig. 68. Front View of Fig, 69. Bombay Yaksha 1



APPENDIX
FOUR NEW YAKSHA STATUES

I. Boupay Yaxsma

In the compound of the Victoria and Albert Museum! Bombay stands the lower
half portion of the colossal image. It represents a standing male figure now preserved from
the girdle below. The image is carved in the round but the main effect is frontal like that
in the Parkham Yaksha image. On the proper right of the main image is a female figure
standing in three-quarter profile. Similarly, on proper left is a highly grotesque figure of
s Yaksha carrying on his shoulders an equally grotesque female figure.

Main Figure: The right leg is but forward, and the left is slightly bent. The
figure is wearing a dhoti with a long fold between the legs touching the ground and fastened
by a narrow ribbon the two loose ends of which are knotted on the left thigh. A heavy
flat scarf is arranged in front of the legs in a conspicuous loop similar to that of the flat pendant
necklaces, The long ends of the scarf are indicated on the back. Near the left leg of the
male figure is a fluted dmalaka-like fragment of some object which might have been a double-
headed vajra (Fig. 69).

The female attendant on proper right : A female figure is standing on right in a
position forming an acute angle with the main figure. She wears a head-dress secured with
a band, ear-pendants, a torque with a taurine symbol in the centre, a scarf, a breast-band
(stana-pagga), armlets and wristlets. A pair of loose locks is shown falling on each shoulder.
The drapery consists of a dhofi with lines of folds marked in relief, but nudity is indicated.
She is also wearing & girdle, heavy anklets and a tight cylindrical ornament round each leg
above the anklets, The flexed right arm is held near the stomach, grasping something
which is now broken. The left hand raised to shoulder, is also damaged.

The male attendant on left: 'The male attendant on the proper left side stands
facing towards the back. He has a heavy chignon on the head from which a conspicuous
projection tapers behind horizontally. There are round ear-rings in the cloven ear-lobes
and a small necklet round the neck. He held in the right hand an indistinct object now
broken. A remarkable feature is a ndga serving as wristlet round the wrist of the right hand.
This is the upper figure, being carried on the shoulders of a grotesque lion-faced dwarf pro-
truding eyes and manes shown on the back of the head. The gaping mouth of the lion shows

1 Since writing the above the image has been presented by the Muniﬂipfl Corpora-
tion, Bombay to the National Museum, New Delhi, to which place it has now

A been removed.
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protruding fangs and tongue. The head of the Atlantes Yaksha is abnormally big (15" high)
in proportion to its dwarfish body (24"). He is holding in his hands the legs of the figure
mounted on his shoulders.

Size: The measurements of the different parts of the image are as follows:

Pedestal, 3’3" 1'6"x2" thick ; -front height 3'6" including pedestal; height at
the back, 4' ; height of the female figure on right, 3'4” ; height of the grotesque Yaksha atten-
dant with the figure he is carrying, 34" ; girth at the heads of the two attendant figures, 710" ;
height of the vajra-like object, 117 (as now preserved) but 7" from the tip to the lower part
of its middle band, so that the complete object measured 14°.

Identification : The main figure seems to have represented a Yaksha image of
the class of the Parkham Yaksha. Both in its treatment and in subject it is similar to'the
ancient Yaksha statues,

Find-place :  The records of the Museum show it to have been found at Elephanta,
but the entry is not definitely vouchsafed to be correct. It is possible that sometime in
the last century the image was collected from one of the old sites in Western India, possibly
Sopéra. In the list of ancient Yakshas compiled in the Mahdmayuri four Yakshas are named
in Western India, viz. Vishnu in Dvirka, Asanga in Bharukachchha, Vira in Karahitaka
and Pilaks in Vanavisl. (The Geographical Contents of Mahamayari, JUPHS., XV, Pt. I,
pp- 27-29).

Before the advent of the images of regular Brahmanical gods and goddesses there
was a wide-spread belief in Yaksha worship and almost each region possessed its tutelary

Yaksha. Some of these images have already come to light and others may still be explored
in course of time. For example, we have found at Mathura the colossal Yaksha image at
Parkham, another bigger image at Baroda village in Mathura district, a third similar Yaksha
in the Noh village about three miles from Bharatpur, and lastly a female Yakshi image now
in worship at a village called Jhinga-ki-Nagrd, a few miles from Mathura.

1I. Pavwar Yaxsaa

The statue consists of the head and bust of a colossal Yaksha image of red sand-
stone. It was found at Palwal in Gurgaon District in 1914 and is now deposited in the Pro-
vineial Museum, Lucknow (0.107). The figure is wearing on the head a conical turban with
tiered folds, big round discs in cloven ear-lobes, a double flat crescent-shaped torque, a flat
trisngular necklace, armlets with triple vertical projections and four heavy wristlets. The
right hand is raised towards the shoulder and holds & conch-like tapering object, now muti-
lated. There are traces of a scarf looped on right elbow. On the back are shown pendant
tassels of the necklace. The style of the turban, the torque and the necklace and the armlets
with feathered projections seen in the side view, all point to the image being an early ‘f“hhn
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type that may be assigned to the early Suiiga period, about second century B.C. The object
in the right hand is unfortunately not very distinct and therefore the identification with
Kubera is far from certain. It adds one more example to the colossal Yaksha statues found
in the Mathura region. ‘

ITII. Rajomar YARSHA

This colossal statute was found at the old site of Rajghat near Banaras at the time
of the railway dig in 1940. Tt has now been removed to the Bharat Kala Bhavan. Its dia-
mensions are ht. 5’ X width 111" % girth round the stomach 85" (Fig. 41).

The statue is somewhat strange, viz. representing a triple image which T propose
to identify only tentatively as Trimukha Yaksha. On a three-sided block of stone, which
has a square pedestal below, each side is carved with a standing male figure in bold relief,
One of the side figures is hetter preserved than others. The figures are rather dwarfish in
stature, plump, and have their hands lifted up as in Atlantes Yaksha figures. The eyes are
large and bulging. The facial expression is that of a good-humoured fellow with laughter
in the cheeks. The head is covered with a high turban of which the details are not wall-
preserved. In between the legs in front, there seems to be a prop-like object, of which the
purpose i8 not clear. There is no trace of any drapery on the lower legs, but the bust seems
to be covered with a kurtd-like costume falling to the knees, This is rather unusual as all
other Yaksha images wear dhofis on the lower portion of the body. Stylistically, the image
seems to belong to the early Suinga period. The whole formula of a triple figure, the dimen-
sions, its free standing nature and facial expression seem to suggest that we have to deal here
with one of those early cult images, which represented the local tutelary deities called Yakshas,
Other important examples of Yaksha images are well known.

The Mahibhirata (Sabhaparva) gives a list of Yakshas present in the assembly
of Kubera, but much more important and full is the list of Yakshas in the Buddhist work
called Mahdmayuri, Literary tradition shows that each region had its local Yaksha for
whose worship appropriate images were installed. These stone images and the tradition of
worship cannot have disappeared altogether and it is very likely that patient search into
local history and archaeology will reveal traces of Yaksha worship and statuary in many
other places, Fortunately, the gap for Banaras is filled by this image. I have nut.haan
able to find up to now a proper identification of this figure in the lists of Yakshas mentioned
above, and the subject requires still further investigation.

IV. A xEw Yaksaa mack 1N THE MatAUrRa Museum

This image appears as No. E9 in Dr. Vogel's catalogue of the Mathura Museum

(Catalogue of the Mathura Museum, p. 108). Pandit Radha Krishna found this sculpture
let into the wall of a house inside the Bharatpur Gate and secured it for the Museum. The

LY
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bust (ht. 2'4") shows a male figure wearing a conspicuous turban and heavy ear-rings. The pe
carving on the face and bust is much defaced (Fig. 67). During my last visit to the Mathura
Museum, the image attracted my attention on stylistic grounds and I now feel convinced that

it is one of the early colossal images assignable to the Suiiga period. The high turban with

a rolled-upend as well as the ear-rings and the facial expression put it in that group of
early images, which have been found at Mathura and classified as Yakshas.



16. DHYANI BUDDHAS AND BODHISATTVAS

The Buddhists believe in a Pantheon consisting of the five Dhyini Buddhas and
five Bodhisattvas emanating from the former. The Dhyini Buddhas, also known as the
Divine Buddhas, are of a passive nature in the process of creation. They remain merged in
peaceful meditation and voluntarily restrain themselves from directly associsting in the
act of creation. They therefore represent the principle of rest in Buddhist philosophy. To
create is the duty of their emanations, the Divine Bodhisattvas, Who as their counterparts
are mainly responsible for controlling and guiding the dynamic aspect. of the cosmic forces.
There are in the main five Bodhisattvas corresponding to the five Dhyini Buddhas, The
five Dhyani Buddhas might have owed their origin to the eternity of the five senses and the
five elements, with which they are severally connected. According to Advaya Vajra, a
writer of the eleventh century, they took their origin from the five Buddhist Skandhas, or
rather they were the embodiments of the S8kandhas which were held by Lord Buddha to be the
constituents of a Being. (Cf. Buddhist Iconography by B. Bhattacharya).

To the five Dhyani Buddhas connected with the five senses it was natural that a
sixth should have been added in the capacity of one presiding over mind, and as such an
embodiment of the five senses collectively. According to the traditions developed in the old
Vedic schools mind is the sovereign of the five Pranas. The five Prinas were identical with
the five senses in the orthodox religious schools, and it is no wonder if the Buddhists also
worked on the same solid foundations. To impart 8 symmetrical character to the Pantheon,
the five Dhyani Buddhas were connected in course of time by the Buddhist thinkers with the
five mudrds or poses of hands, which the great Sage, Gautama Buddha, had used on different
occasions and which consequently were nsed in Buddhist art to symbolise the great events
of his life. Or still further, on account of the number five, they came to be related with the
five vargas or groups of consonantal mutes, viz., §, W, E, T, and §, and similarly with the
five seasons and the five quarters (viz., the four cardinal points plus the centre).

‘It has already been said that the five Dhyani Buddhas are passive and in deep
meditation. For purposes of creation they have each an active counterpart called Boddhisat-
tva. These Bodhisattvas, in successive ages, uphold the creation and then retire and merge
again into their original sources. The Bodhisattvas exert their influence over the universe
in successive ages through the most exalted of human beings called Manushi Buddhas or
Buddhas incarnate. They are a sort of human agent to the Bodhisattvas’. [N. K. Bhattasali,
Tconography of Buddhist and Brahmanical Sculptures in the Dacca Museum, p. 18]. Both
the Hinay@nists and the Mahdyinists believe in a list of twenty-four past Buddhas, each

18
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Fig. 70. Bodhisattva Torso

Fig. 73. Bodhisattva Head
with two Buddhas in Crest

Fig. 71. Bodhisattva head Fig. 72 Head of Avalokites-
with Garudas vara

Fig. 4. Bodhisattva Head  Fig. 75. Bodhisattva Head
with Dhyani Buddha from the Collection of
R & o hsrs R B Radha Krishana

{
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having a peculiar Bodhi tree. Of these the last seven Tathigatas are designated by the Ma-
hiyinists as Minushi or mortal Buddhas, with Maitreya, the coming Buddha, added as
the eighth and last of all. The Manushi Buddhas were also made to fit in within the frame-
work of the Dhyani Buddhas and their Bodhisattvas,

139

We thus get the panel of the Dhyini Buddhas, their corresponding Dhyani Bodhi-
sattvas, and the Manushi Buddhas, all these together making up a triad, which in import and
significance possessed great similarity with the philosophical Hindu triad. The meditative
and detached Dhyiinl Buddhas represented the prajiidna-ghana or adhyitma aspect, the active
Bodhisattvas the pranika or adhidaiva aspect, and the mortal Buddhas the ddhibhautika or
mmcarnate aspect of the Absolute. On the stable foundations of this Trinity a host of gods
and goddesses were evolved in later Buddhism, and the scheme of the five Dhyini Buddhas with
the related Bodhisattvas is considered to be the most convenient synthesis for introducing
order into an otherwise complex pantheon. The following chart illustrates the Divine Buddhas,
the Bodhisattvas and the mortal Buddhas in proper relationship to one another and also to
the different mudrds, vehicles, skandhas and position in a Stiipa :—

Ic | Position in :
eIt 37 a“:faml TE | W | oSiapa| 71| Crest sign
|
&0 | GTHeaWE| $F9E) THT% | Dragons | ¥ Centre | %o Discus
seirer | gerfor | wwf] wfeeas |Elephants | fesr East | s Vajra
THATFAE| T | FTET | 6] Lions | %1 South | @t Jewel
sifgary | oomifer | oifaw | awfa | Peacocks | €97 West | ==t Lotus
AW IR
GRS
. [orafafa] fremfnl @87 | W | Garudas | @&FC | North | qad | fysaaw
Double
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EarLy REFERENCES

The above Pantheon was not perfected all at once. We do not find the mention
of the five Dhyani Buddhas in the literature of the Mahayina Buddhists prior to the time
of Indra Bhiti (cir. 700—750 AD.). We meet with none of them in the works of Aévaghosha
(c. 15t century A.D.), Nagirjuna (2nd cent. A.D.) and his disciple Aryadeva. We have evidence
that during A.D. 148170 the Sukhdvati Vyiha or the Amitayus Sitra was translated into
Chinese. This Sitra mentions for the first time the name of Amitébha, and his other name
Amitayus, who resides in the Sukhavati or Akanishtha heaven, where he remains in constant
meditation and where he is believed to have brought forth the Bodhisattva AvalokiteSvara
into existence. The smaller recension of this Amitiyus Sitra which was also translated into
Chinese between A.D. 384—417, mentions two more names, of Akshobhya as a Tathigata and
Maifijuéri as a Bodhisattva. It may be noted, however, that Fahian mentions the names of
Maitjuéri, Avalokiteévara, and Maitreya ; Hiuen Tsang the names of Avalokiteévara, Maitreya,
Maiijuér, and also Padmapéni, VaiSravana, Sikya Bodhisattva and Haritl. The latter also
refers to many saints deified as Bodhitttvas, e.g., Advaghosha, Nagirjuna, Asanga, Sumedhas
and others. He refers to many of the previous Buddhasalso. It-sing, another devout Buddhist
traveller (A.D. 671—695), mentions Avalokitedvara, Amitiyus or Amitabha, Maitreya and
Mafijuéri. [Cf. B. Bhattacharya, Buddhist Iconography).

It is evident from this that the Bodhisattva Avalokitefvara Padmapani and his
apiritual father Amitibha or Amitiyus were the most ancient and popular of the Divine
Buddhas and Bodhisattvas. Of the mortal Buddhas, besides Gautama, Maitreya is most
frequently mentioned, both Fahian and Hiuen Tsang making reference to him. It may he
because Avalokitedvara presides over the present aeon, the Bhadra-kalpa, and Maitreya
is to incamnate as the future Buddha in the next kalpa, that the worship of these two besides
Gautama, the Buddha of the present age, was more popular than others.

EvipeExce or Arr

\l:'g wish to dm:_wa here especially the evidence that is available in Mathura scul-
pture, relating to the Dhyani Buddhas and Bodhisattvas, Dr. Vogel wrote in his Introduc-
tion (p. 38) to the Catalogue of the Mathura Museum :— F

‘The Mathura sculptures, however, poi i i
' . ; » point to the fact that during the Kushiana period
this Bodhisattva cult was not ye% developed. The statuettes, No. A 43 and 68 of the Mathura
Museum are the only ﬁgu_m which can be identified with Maitreya. I do not know of any
representation of Avalokitedvara, not to speak of other less popular Boddhisattvas. Even

those well known groups of a seated Buddha
i between t . .
in later Buddhist art, do not seem to occur at h[ath:r:“amg of e

SRR Eelaks ‘were alroady kuown in Gandhise’ This is the more remarkable, a8

e
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Fxow,
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But since the above was written in 1910, important evidence has accumulated which
warrants us to revise the above view in regard to the origin and early development of the
Bodhisattva cult at Mathurd. There are nine sculptures, all produets of the Mathura school,
which I came across during my recent compiling of an uptodate Catalogue of the antiquities
in the Mathura Museum and my studies relating thereto, They are discussed below :—

1. Standing Bodhisattva [B. 82, deposited in the Lucknow Museam] :—Completely
preserved figure on a railing pillar. Halo of scalloped border round the head. He wears
heavy earpendants, a flat torque and a flat triangular necklace as are found on the image of
Parkham Yaksha and on the colossal Bodhisattvas of Mathura. A scarf thrown on the
shoulders and a dhoti with a girdle tied over it, are also similar to other Mathuri figures of
the Kushapa period. The right hand is raised to shoulder in abhayamudra, and the left hand
holds an ampita-ghata. The mukufa on the head is the chief item of interest, as it shows the
effigy of a Buddha seated cross-legged with right hand in abhayamudrd and the left holding
saighdfi. The image is undoubtedly of the Kushina period, about the 2nd century A.D,

This image is illustrated by Dr. Coomaraswamy in his History of Indian and Indo-
nesian Art, plate XXI, fig. 78. It is wrongly described as Bodhisattva Avalokitedvara on
p- 233 of that book. Dr. Coomaraswamy published it again as fig. 17 in his well R‘n?wn essay
entitled “The Origin of the Buddha Image’ [The Art Bulletin, 1927}, where the figure is correctly
identified as Bodhisattva Maitreya (p. 38). Even if the miniature figure of the spiritual
Buddha in the crest of the crown were absent, this image would easily be identified as Maitreya
on account of the presence of the amrita vase, which is invariably associated with Maitreya
in Kushina art (Cf. Maitreya Images, A. 43, A. 68, in Dr. Vogel's Catalogue]. The abhayamudra
of the right hand of the Dhyani Buddha, however, leads additional confirmation to the
identification, and according to the table given before, the Dhyini Buddha should be called
Amoghasiddhi. That the cult of the Dhyini Buddha in respect to Maitreya had been estab-
lished as early as the second century A.D. during the Kushina period is proved beyond doubt
by this image.

2. Upper Fragment of a Bodhisattva head [No. 2367, now deposited in the Mathura
Museum, originally obtained by me from Mahadeva Ghat, Sadar Bazar, Mathura] :—For-
tunately, enough portion is preserved to reveal the true character of the image. The Dhyani
Buddha is seated in padmdsana in abhayamudrd, and has a ciroular halo of segmented border,
On both sides there is a worshipper standing with folded hands, and each has a halo round the
head. The composition and style of the figures are extraordinarily similar to those of the
group on the top of the relic casket from Kanishka's Stipa at Peshawar. We may be justified
in identifying the two attendant figures, whose divine rank is beyond doubt, as Indra and
Brahmi. The Dhyini Buddha is without a lotus-seat. This piece also must belong to the
same period as the Bodhisattva Maitreya given above. The Dhyanf Buddha also on account
of the abhayamudri should be identified as Amoghasiddhi. This head was described in the
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Ann. Bib. of Indian Archaeology for 1934, p. 14 [V. 8. Agrawala, Acquisitions to the Mathura
Museum).

3. Head and Bust of Bodhisattva [No. 2361, obtained from Dig Darwaza, Mathura ;
now deposited in the Curzon Museum. Material red sandstone. Age about 2nd century
A.D.]. There are traces of a halo at the back. Loose locks falling on both shoulders. The
ornaments are the same as on the Bodhisattva Image No. A. 45 in the Mathurd Museum [Dr.
Vogel's Catalogue, Plate X}, viz., pearl string round the neck, flat torque, profuse pearl neckl-
laces held below with makara-mukha clasps, chain and pendant padaka, amulet string (raksha-
vitika siitra) and garuda keyiira on the arms. The head is slightly inclined to the right in a
position in which the gaze is directed towards the left arm, which is thrown obliquely towards
the stomach. [Fig. 70]

The mukufa, again, is of more than usual interest. It has a projecting central
rosette and is held fast by a metallic fillet. The rosette is occupied by a facing Garuda squatt-
ing with spreadout wings. Surmounting the fillet is a row of three smaller Garudas on the
right and another similar row on the left. The total of Garuda figures thus comes to seven,

which of course must have been a symbolic number. According to the Bodhisattva doctrine
Garudas serve as the vehicle of Bodhisattva Maitreya. 1In that case this and similar other

T PR ——— —

images with Garuda emblem in the crest must be representing Maitreya. The symbolism of
the Sapta Suparnas may go back to much older Vedic tradition, and it may well have been
adopted as a counterpart of the symbol of the seven Nigs hoods common in Buddhist art.
The Suparpas represented the celestial powers of Light, and the Nigas the titanic powers
of Darkness. The Sun was sopken of as the Great Suparna, and his seven rays or the seven
vital airs were symbolised as the Sapta Suparnas. The eternal feud between the Suparna
and the Naga has also been found represented in Mathura art of the Kushiina period. [Smith's
Jaina Stapa, plate XXV, fig. 1]. The sapta-suparna Bodhisattvas therefore might have
represented enlightened Beings, i.e., Buddhas, in whom Pervfect Wisdom had triumphed over
Ignorance or Darkness.

4. Bodhisattva Head [No. 510, acquired in February 1915 from the site of Katra
Keshavadeva, deposited in the Mathura Museum ; material grey white stone, about 3rd century
AD.J. The head and crown are similar to No, 3 above, and the arrangement of the Garuda
figures is also alike, though not so well preserved. There is a continuous pearl string held in

the beak of all the Garuda figures and fastened at both ends with small rosettes attached to
the crown. [Fig. 71]

5. Bodhisattva head preserved in tact above the nasd mila sitra. This head is
illustrated by Dr. Coomaraswamy as fig. 21 in plate VI of his History of Indian and Indonesian
Art.  On page 230 he writes—'male head from Mathurs (fragment). Mottled red sand stone.
Maurya or Sufige’. The present whereabouts of this antiquity are not given, but it is likely
iR like the head in fig. 20, it forms part of Dr, Coomaraswamy’s private collection. Itis
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incorrect to take it as of the Maurya or Sufiga period. On stylistic grounds this head must
belong to the Kushina period, being similar in treatment to numerous other Kushina Bodhi-
sattva heads.

The head is illustrated by Dr. Coomaraswamy in three-quarters profile. There
is a band above the fillet. In the centre we notice a crescent, and a row of seven Garuda
figures on the proper left side. Obviously a similar line of Garugas adorned the right side.
The crescent is absolutely a unique feature so far as Mathura art is concerned. Mr. Har-
greaves, however, noted its provenance in Gandhara specimens of Buddha and Bodhisattva
figures. He writes, “The most interesting of the group are Nos. 835 and 858. Both show a
seated Buddha in the centre. with hands folded in the attitude of meditation, dhyina, and
with a number of smaller standing Buddha figures at an angle on either side, while a noticeable
feature of both is the crescent moon above the central Buddha’s head. Nos. 850 and 859,
having a Bodhisattva with three radiating figures on either side, are worthy of attention as
the former has a crescent? above the head and one of the radiating figures bears a trident’.
[H. Hargreaves, Handbook to the Sculptures in the Peshawar Museum, p. 86]. It would be
interesting to know the age of the Gandhira specimens and also to institute a comparison
with our figure. But pending good photos and further details ofthe Peshawar figures we must
not venture a definite identification.

6. Bodhisattva Padmapini or Avalokitedvara head [No. 2336, deposited in the
Mathurd Museum. Reproduced in Plate 1V, C, and described on p. 14 of the Annual Biblio-
graphy of Indian Archaeology for 1934, Vol. IX.] The Dhyini Buddha in the centre of the
crown is seated in padmasana on a lotus, and has both hands in dAydna mudri. He wears
an elaborate saighdfi covering both shoulders. There is a scalloped halo at the back of his
head. There are three Garugas on his right and three on the left, above the fillet fastening
the crown over the ringlets. There is an firna dot between the eyebrows, The material is
red sand stone at the back with a patch of grey white colour in front.

This Avalokiteévara head is almost an ancient duplicate of a similar Avalokites-
vara head in the S8anchi Museum [B. 30, Plate XV of the Catalogue of the Museum of Archaeo-
logy at Sonchi, also p. 387 Both these heads cannot be later than the 3rd cantur‘y AD.
It is practically certain that a group of Mathurd artists was workf'ng at Sanchi durmg the
Kushiina period. Images in Mathurd stone and style have been discovered at this mt:e [Cf.
Sanchi Museum Catalogue, A. 83]. Specially interesting is the mmbnd pedestal :af the image
of Bodhisattva Maitreya. On the front of its pedestal is a figure of Bodhmtf;vn Maitreya mhﬂ
cross-legged, wearing usual ornaments including amulet string, and holding a small ampita-
ghata in left hand. [A. 84, Sanchi Museum, photo on plate VIII (b) of A.S.R., 1912-13,

Pt. T [Fig. 72] : :
7. Bodhisattva head [No. 2573, obtained by me in 1935, from the village of Kota—
Chhanora on the Delhi road about 3 miles from Mathura] Material, spotted red sandstone of
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darker colour. Early Gupta period. :—The middle portion of the crown above the head, nose
and chin are damaged. The hair is held by a fillet, and above it is a double garland, all three
held together on either ends by lotus medallions. On proper right side surmounting the
upper garland band, is a Garuda figure just above the lotus clasp. Next to it is a Buddha
figure seated cross-legged between two dwarf trees, the left of which is lost. There is then
a gap of 8" on account of the wearing off of the surface. On the proper left side is again a
Buddha figure, with one dwarf tree and one Garuda figure on its left. Between the two Buddha
figures there is room, exactly enough for three more Buddha figures flanked by trees. It is
probable that in all there were five Buddhas seated in padmasana between two (larudas on
the crown of the Bodhisattva's head. Dr. B. Bhattacharya remarks in his book, Buddhist
Iconography, that the images of Maitreya sometimes bear the figures of the five Dhyéni
Buddhas on the aureole behind them. In that case this would represent the head of Bodhisa-
ttva Maitreya, carved in the Mathurd art of the Gupta period, incorporating in it elements
of later iconographic evolution. [Fig. T3]

8. Bodhisattva head [No. 1944, purchased from Major Bridge in Mathura Cantt.,
and now deposited in the Museum. Material spotted red sand stone. Gupta period, about
5th—6th century A.D.]:—The head is much water-worn. It shows in the crest the effigy
of a spiritual Buddha seated in padmasana, with right hand suspended below in an attitude
which cannot be deciphered at present. The Buddha is flanked by two respectant lions, who
according to the table of the Dhyéni Buddhas serve as vehicles of the Divine Buddha Ratnasam-
bhava. It is therefore probable that this head belonged to an image either of the Bodhisa-
sattva Ratnapini or his mortal Buddha Kadyapa. That the images of Kasyapa Buddha
were carved at Mathuréd as early as the Kushina period, is borne out by a recent find men-
tioning the name of the Kadyapa Buddha (described elsewhere in this book), in Kushina Bri-
hmi characters. [Fig. T4]

9, Boddhisattva head : —This head is neither deposited in the Mathurd Museum,
nor the present provenance of it is known. I have recovered a photo of it from the collection
of photos left behind by the late R. B. Pt. Radha Krishna. On the back of it I find the follow-
ing entry : —

No. 383, Ht. 8", Weight 2} seers or 5 lbs. Price £10.

It is obvious that the owner sold it away to some museum or private collector.
The photo, however, is very clear. We see in the high crown a Divine Buddha seated in
padmasana on a lotus seat, and having'a prominent round halo at the back of half the body.
The Buddha wears an elaborate robe covering both shoulders. The left hand holds the sasi-
ghafi, while the right one is held in varada mudrd. On either side of the Buddha is a lion
standing rampant on the fillet, facing in opposite directions, and holding pearl festoons in the '
mouth. From the attitude of the right hand and the lions, the Dhyant Buddha can be identi-
fied with Ratnasambhava as in No. 1944. This Buddha figure must be assigned to the Gupta
petiod. [Fig. 75]
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The above nine antiquities furnish valuable evidence for a proper study of the
beginnings and growth of the Dhyani Buddha and Boddhisattva cult in the philosophical
schools of the Mahiyina Buddhists at Mathura. We are well aware from the extended
studies of Dr. Coomaraswamy that Mathura took a leading part in the origin and development
of the Buddha image [vide his essay on the Origin of the Buddha Image]. It is therefore in
the fitness of things that the creative and prolific genius of her artists should have been
employed to carve also the various Bodhisattvas who appeared with the rise of Mahayénism.
The available specimens from Mathura include the following special classes of Buddha images :

1. Tmages of Gautama Buddha seated under a pipal tree in padmdsana, wearing
no ornaments, but styled as ‘Bodhisattva’ in the epigraph on them, e.g.; A. 1 from Katra,

2. Image of the Buddha, Sikyamuni, similar to the above, but styled as ‘Buddha’,
eg., A. 2 from Anyor.

3. Freestanding Bodhisattvas, of colossal type and muscular built, carved in
the round, like the Sarnath Bodhisattva of the year 3 of Kanishka's reign. Compare also
the massively built standing Bodhisattva No. A. 40 in the Mathurd Museum, wearing dhoti,
scarf, girdle, torque and flat necklace like the Parkham Yaksha.

4. Life size statue of freestanding Buddhas, built as above, but not wearing orna-
ments, e.g., A. 63 of the Mathurd Museum.

5. Seated and standing Bodhisattvas wearing an amulet string along with other
ornaments, Cf, A. 45 and A. 46 of the Mathuri Museum.

6. Seated Buddhas wearing elaborated drapery covering both shoulders, as
“A. 18 and A. 21 ete., evidently influenced by Gandhara specimens.

7. Friezes showing a panel of ‘Sarva Buddhas’, or seven Buddhas or sometimes
eight including Maitreya. Cf. I. 7; 1. 37. Similar rows of Buddhas with attendants are
found in the Graeco-Buddhist art of Gandhara.

8. Btatues of Maitreya with the distinguishing symbol of the amrita ghta, which
are common at Mathura. Compare A. 43, A. 68,

9. Btatues of the previous Buddhas, which have no distinguishing marks, their
identity being revealed by the inscribed labels on their pedestals. Two such images have
been discovered so far in the art of Mathura, viz.,

(a) Dipaikara Buddha preserved in the Lucknow Museum, B. 22. Originally
found from the bed of the Yamuni with an inscription of the early Gupta
period.

(b) Image of Kiaéyapa Buddha recently found at Mathurd. Kisyapa was the
mortal Buddha related to the Dhyiani Buddha Ratnasambhava. This image
is of the Kushina period, though the two heads of Ratnasambhava are of
the Gupta period.

19
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/ 10. ImngeﬁufthaDhymIBnﬂdhaBodhmtm Of this group heads relating
to the last three Divine Buddhas only, viz., Ratnasambhava, Amitabha and Amoghasiddhi,
have 8o far been found. In terms of the Buddhist Pantheon, they are respectively connected
with Kiéyapa, Gautama and Maitreya, the three Buddhas who are also known independently
from other specimens at Mathura,

The above account reveals a vastly complicated background behind the Buddha
iconography of the Kushina school, in which both indigenous as well as extraneous influences
played a considerable part. For a religious history of Buddhism as reconstructed from its
Iconography, the early school of Mathura sculpture provides valuable and ample material
which must be minutely studied before definite conclusions can be arrived at. A Corpus of
all Buddha figures found in Mathura art will be of the utmost importance in solving some of
the knottiest problems in relation to the origins of Buddhist iconography.

)
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17. A NEW BODHISATTVA AND A BACCHANALIAN
GROUP FROM MATHURA

The sculptors of Mathura took their cue from the ancient art schools of Sanchi and
Bharhut for the symbols, decorative motifs, and patterns of architecture. They also vigor-
ously assimilated the foreign art forms assembled in the phenomenal culture complex brought
about by the introduction of the Iranian and Hellenistic elements into Indian life. The
ancient indigenous art heritage was carried forward with an exceptionally prolific enrichment
of its contents by the artists of the Saka-Kushina epoch.

About two and a half miles to the south-west of Mathuri city is situated the ancient
village of Madhuvan-Maholi. About two furlongs outside the Maholi village towards Mathur
city is a group of old mounds of considerable dimensions.

Recently, in the first week of July 1938, an image of colossal size camsé to light from
one of the above mounds (Fig. 76). The leg stumps disclosing themselves first to view led to
the eventual discovery of the whole statue by the villagers. It was subsequently taken posse-
ssion of on behalf of the Government and removed to the Mathurdi Museum, The height
of the image from the feet to the head is 8'-3" or in all 9°-6° including the tenon by which it
Was at one time fixed in its brick pedestal. The image is carved in the round and made of the
spotted red sandstone of Mathuri. The right hand which was most probably held in the
attitude of protection (abhayamudri) is broken away. The left hand holds the drapery at
the waist. The figure is draped in the Buddha’s usual tri-chivara, leaving the right shoulder
bare, with the lower garment reaching down to a little below the knee-joint, held at the waist
by a knotted girdle. Between the feet there is a prominent cluster of lotus buds surmounting
a coiled lotus garland. On the exterior side of the left leg is a dwarf Adoka tree. The head
of the Buddha is of the shaven type. The ushnisha protuberance is broken away leaving a
shallow depression in the skull. There is a faint arnd dot between the eye-brows, and the
eatlobes are prominently elongated, There are also traces of a halo at the back.

An adequate idea of the style and appearance of the new discovery can be had by
making a reference to the well known colossal Bodhisattva statue found at Sarnith (ht. 9'-5")
which is inscribed in the year 3 of Kanishka and was established at the place of the Buddha's
chaikrama at Virinasi by friar Bala, who was most probably a resident of Mathurd. A
similar free standing colossal Bodhisattva statue of Mathuré red sandstone was discovered
by General Cunningham during 1862-63 from the ruins of ancient Srivasti in Gonda district
which is also inscribed and was established by thesame Bhikshu Bala, a master of the Tripitaka.
General Cunningham felt satisfied that the Sravasti colossus must have been transported from
Mathurd. (Areh. Survey Report, Vol. 1, page 339). Thus a family likeness between these
three colossal Bodhisattva images is established.
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Unlike the other two statues the Maholi Bodhisattva bears no inscription either
on the pedestal or on the main body of the image. But a search for the broken pedestal
brought to light a piece of stone (10" % 4") bearing four lines of Brahmi inscription which was
found sticking in mnd to the pedestal at its side. It is dated in the year 92 and states that a
monk named Grahadasika, resident of the Khanda Vihira monastery “established” in the
Stiipa, the object so established being left unspecified in the epigraph. But there seems little
doubt that the inscription referred to the statue with which it has remained associated under
the earth for so long a time. The name of the reigning king is not given, but referring the year
to the Saka era of 78 A. D. the inseription would belong to 170 A. D. which coincides with
the reign of the Kushina Emperor Visudeva. Although stylistically the Sarnath and the
Maholi statues form part of one independent group they are separated from each other by a
period of 89 years. The date of the Srivasti statue is unfortunately lost, and it is not possible
to say by how much time it was separated from the other two images. In the Museum at
Mathuré there are three other Bodhisattva statues, A. 40, A. 41, and A. 63, which are similar
in style to the Maholi Bodhisattva and must be assigned to the same group. The image No.
A. 63 (ht. 6"-4") from Likhnau,district Aligarh, is dated in the year 35 of Huvishka. It is thus
evident that the style of making colossal freestanding Bodhisattva images inaugurated by
the Sirnith Bodhisattya in the year 3 of Kanishka continued throughout the Kushana period
down to the reign of the last king Vasudeva. This type of the indigenous Buddha image is
akin to the colossal Yaksha statue from Parkham, in which no affinities with the Gandhira
Buddhas and Bodhisattvas can be traced. It is both in its plastic language and concep-
tion completely a product of the Mathurd school.

The inscriptions on the Sarnath and Srivasti statues make reference to the post
and umbrella (‘danda’ and ‘chhatra’) set up with the main statues. No such details are avai-
lable in the short Maholi epigraph, but the Bodhisattva was certainly crowned by a large
parasol which was square and not circular like the one at Sarnith. A fragment of this parasol
carved with the same symbols as at Sarnith (four of which namely the lotus garland, fruit
vase, svastika and piirnpaghata have survived) has been discovered. (Fig 80)

A search for the pedestal of the Bodhisattva statue led to another still more important

discovery at a distance of about 6 feet from the original site of the Bodhisattva.

A New BacCHANALIAN GROUP

Figs, 78-79. This is a sculpture carved on both sides, measuring 3'-4" X 2'-8"x 12",
It supported a bowl, now partially damaged, resting on the topof the trunk of a tree carved in
the background. On the obverse side there are four figures, the middle one showing a
graceful female in half kneeling posture. She is evidently intoxicated, and her left hand finds
rest on the shoulders of a girlish figure holding a drinking cup, and the right one is held
by & standing male figtire,obviously her husband, who supports her. The fourth figure on the
left side carved in the background and shown in the attitude of ‘vismaya’ represents a female
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Fig. 80. Fragment of Chhatra

Fig. 81. New Inscribed Image anairlpl
Buddha

%
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« attendant. BShe is apparently a hermaphrodite as seen from her undeveloped breasts,
masculine shoulders, and hips. Such attendants under the sppellations of ‘shandha’ and
‘varshadhara’ were employed in royal harems (Fig. 78), *

On the reverse side there is a scene involving four figures in a joyous dance (Fig. 79).

The whole group bears the class name “Bacchanalian” (madhupdna)’ and is a valuable
addition to the already known specimens of this type from Mathura, namely Stacy’s Silenus
group found in 1836 from Mathura and now in the Calcutta Museum, and the well known
Palikhera group, in the Mathurda Museum No. C. 2. The present sculpture is in excellent
preservation and reveals an unknown standard of achievement of the Mathurd artists during
the Kushana period. In the Maholi group the dress and the features of the male and female
figures that make up the group on the two sides are purely Indian and do not betray a clumsy
mixture of Greek and Indian elements asin the other Mathurd groups previously found.
The interest of this find is enhanced by the fact that a somewhat mutilated specimen carved
on both sides and similar to this group was found from Naroli village, about half a mile
southeast of Maholi in 1922-23, and is now in the Indian Museum, Calcutta.l

It may also be stated that an exact copy of the reverse side of the Maholi Bacchana-
lian group is reproduced in the upper panel of a jamb fragment (No. 371, Mathuri Museum)
which was rescued from the well of the famous Kanikali Tila in 1914, which place also lies within
a radius of two miles from Maholi. The three villages Maholi, Palikhers and Naroli
situated within less than a mile of each other, have each produced a remarkable Bacchanalian
group of its own.

The Maholi Bacchanalian group unearthed at a distance of about 6 feet from the
Bodhisattva statue and from about the same level must have stood inside the temple of the
Khanda Vihira monastery, Since the circumstances of its find are known with such absolute

L certainty it may not be unwarranted to interpret the intended purpose of setting up a Bace-
hanalian group inside a Buddhist shrine in the heart of a Buddhist monastery. The Bacchanalian
group stands for the sensuous and material side of life symbolising the pleasures that overflow
the bowl of life which these groups invariably depict. The Buddha on the other hand represents
the ascetic ideals of internal peace attained by self mastery and his defeat of Mara, the genius
of worldly temptations. After the Buddha's victory and final enlightenment Méra pays homage
at the feet of the great teacher, which according to the beautiful synthetic ideals of the Mahai-
yana Buddhism represented a lasting compromise between the life of the world and the life of
restraint preached by the Buddha, both of which were consequently enshrined under a common
roof inside the same religious edifice. It was this ideal which inspired the works of the Kushana
artists and which found its most suitable expression in the line of the poet :

STt Eedh AT | .

' 1. Archacol. Survey of India, Annual Report, 1022-23, p. 161, pl. XXXVIII (b).




18. A NEW INSCRIBED IMAGE OF KASYAPA BUDDHA
*  FROM MATHURA -

In the month of May, 1937, the Mathura Municipal Board performed digging opera-
tions in the main street of the city from Kanskhar to Chhatta Bazar for laying their sewage
line. Ata depthofabouteight feet below the surface, were discovered about fifteen fragmentary
antiquities, mostly of the Kushina period. The following pieces may be noted :—

(1) An image of Kiéyapa Buddha carved in the round, showing a male figure
standing on a pedestal and preserved remarkably well from the meghramila to the feet.
He wears a dhoti, a mekhald and a scarf. On the pedestal is an inscription presently to be
described. (Fig. 79).

(2) An inscribed pedestal of a Bodhisattva image broken vertically into two pieces.

(3) Fragment of a frieze carved with three Buddha figures seated in padmdisana,
each placed between two attendants. Traces of two more attendants on either end of the
broken frieze. It may be persumed that it depicted the panel of the seven Buddhas, and may
be compared with the two friezes numbering 1-7 and 1-37 in the Mathura Museum. (Vogel's
Catalogue, p. 135 and 139).

(4) End of a torana architrave carved on one face with a yawning crocodile having
a curled up fish-tail (jhasha makara) and by its side another panel containing & human being
with a forked tail ending in a dragon's head.

(5) Fragment showing a Bodhighara with a few branches and leaves of the Bodhi
tree coming out of an ogee arch and others from behind the temple facade. The foliage of
the pipal is exquisitely carved.

(6) A slab with foot-prints showing such auspicious marks as the lotus, aikuda,
dhvaja, ete.

(7) Railing pillar showing a female figure, preserved below the nabhi-sitra, stand-
ing on & postrate dwarf.

(8) Beveral cross-bars and a fragment of a Buddha image,

The first antiquity is of great importance for the purpose of Buddhist inonuﬁmphj’-
For the first time it introduees us to an actual image of one of the previous Buddhas, viz.,
Kidyapa Buddha in Mathura art. The inscription is boldly carved in Brahmi seript of the
Kushina period in one and a half line on the front face of the pedestal, which I propose to read
as follows :—
l. 1—{%] =57 3 3= o4t wmt [ : | g0 wavw
l. 2—a% wgeasa

";I.' : G] ift of an image of the Buddha Kadyapa by Ruvaka, Chief of the village, of the Devaputra

i,
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The order of words in the sentence is somewhat faulty. Ruvaka is connected with
dinam and must be the name of the donor. The phrase Devaputro Magho is not intelligible
except as proper name to be connected with padra-mahasthakena, but I confess inability to iden-
tify this Devaputra Maghe. 1 wonder if the reading could be amended as deva pratimdyah but
for this I see little warrant. The words Buddhasa Kasapasa constitute the soul of the record
‘and happily do not present any difficulty, The last word padra-makasthakena is in the instru-
mental case and must refer to the donor who it appears was an officer placed in charge of a village.
The word padra, according to Dr, Sten Konow, occurs in the Shakardarra Well Inscription
and consequently in its copy, viz., the Rawal Kharashthi Inseription from Mathura. [Sten
Konow, Corpus of Kharosh{li Inscriptions, p. 160]. Tt is also found in the inscriptions of the
Gupta period in such terms as Siuukmpadmks (ef. Fleet, Cropus IT1, Ins38, line 22, Pp. 170, note
3). Itsdictionary meaning is ‘village' and that suits the sense in the present context. Maha-
sthaka seems to be a title and is met with for the first time. Curiously enough, in line 20 of
the very inscription quoted above from Fleet, the word makattara has been used. Floot takes
it as a class of officers, and accepts Monier Williams' meaning of it as ‘the head or oldest man
ofavillage." (Ibid.,p. 169, NoteT). I think the title mahasthaka is an earlier form of mahattara,
and padra mahasthaka would therefore be a real village official in the systom of Kushiina polity,
corresponding to the gramani of the still earlier epochs.

According to the Buddhotpida doctrine, the Buddhists belisve in a list of seven
Buddhas who incarnated in the past in successive kalpas, They still think that the eighth
to come will be Maitreya, who is at present a Bodhisattva on the way to Buddhahood.

We have also the valuable evidence of Afoka's Nigali Sagar Pillar inscription that
a Stipa, dedicated to the Buddha Konakmana (which had existed from an earlier epoch),
was enlarged by the Emperor to the double of its original size,

The evidence for the Suiiga period is far more perfect. We get a full list of the Seven
Buddhas in the inscriptions at Bharhut together with their symbolic representations. A list

of them is given below :—
Latin name of

Pali Name Banskrit. _Bodhi tree. the Bodhi tree.:

1. faoeit faafeg qrefs Bignonia Suoveolens.

2. fafw farfer HTH Magnifera Indica.

3. ﬂ'mi g 1] Shorea Robusta.

4. FFEY. FET ferdm Acacia Sirisa,

b, wETTHR FITTHA or Efio it Ficus Glomerata,
FAw

6. a7 FTEaT T Ficus Indica.

7. arFafa At Haeq Ficus Religiosa.

(CE. Barua, Barkut, Book 11, pp. 1—7).
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The belief in the Seven Buddhas seems to have been later on supplemented by a
hierarchy of numerous Bodhisattvas. During the Kushana period we find in Mathura art,
on the one hand friezes depicting the past, present and future Buddhas in one single sculpture,
and on the other several Bodhisattvas treated independently. Of the former class frieze No.
1-7 in Vogel's Catalogue is a typical specimen. He says, “The figure to the proper left wear-
ing royal dress must be the future Buddha or Bodhisattva Maitreya. In his left hand we
recognise the vessel, which is his emblem in the Greeco-Buddhist sculptures of Gandhira.
The other five fizures wear monk’s dress ; that next to Maitreya seated in meditation must be
Sikyamuni, the Buddha of the present age, and the other three his immediate predecessors,
Krakuchchhanda, Kanakamuni and Kidyapa. Probably three Buddha figures are lost to the
proper right.” (Vogel, Catalogue of the Mathura Museum, p. 135 ; also 1.37, p. 139). The
present image of Kadyapa Buddha rightly belongs to the class of representations of the previous
Buddhas in Kushina art. We have already found from Mathura the image of Dipaikara Bud-
dha who was the first of the twenty-four Buddhas. This statue was dedicated by the Buddhist
nun Dhavasri in the Kushina period, and is now deposited in the Lucknow Museum, B. 23.

, Of the new Bodhisattvas carved in the form of independent images we have several
examples of the Bodhisattva Maitreya who is always distinguished by an amyita-ghata held
in his left hand. (Vogel's Catalogue, A. 63, p. 64). Gautama Buddha, too, is called a
Bodhisattva in his earliest images and is seated under a Bodhi tree, similar to the tree found at
Bharhut. Mathura has also produced about a dozen specimens of Kushina period Bodhisattvas
of the type bearing the Dhyani Buddhas in their crown, but this phase of the Buddha-Bodhisat-
tva iconography reflects the beginnings of the more complex Bodhisattva cult of which we find
a fuller development in the arts of Sarnath and Nalanda.

It is thus evident that at a time when, owing to the portrayal of the Buddha in his
human form, the worship of the Buddha’s image was extremely popular, there was a tendency
to worship the previous Buddhas on the one hand, and to develop a pantheon of many new
Bodhisattvas on the other.



19. MATHURA RAILING PILLARS

The great school of Mathura sculpture representing one of the most illustrious periods
of India’s artistic achievement is distinguished by its production of a large number of railing
pillars carved in high relief on the obverss and generally in low relief on the reverse. In
ancient times thess pillars formad part of stone enclosures erected round Buddhist and Jaina
monuments. Each pillar had three mortices on the two sides in which cross-bars were fitted
to join with other similar pillars. They were held in position by a basement below and they
supported a coping stone at the top. The entire structure of the railing was pierced in the
centre by four elaborate gateways each of which stood facing in one cardinal direction, The
earliest specimens of monumental railings and gateways have been discovered at Sanchi,
Bharhut and Bodh Gaya. At Mathura with the advent of the Kushina period independent
figure sculpture achieved important development, but still the railing continued for another
two centuries as the principal medium of expression for the work of the artists,

Besides their superb excellence for aesthetic beauty the railing pillars stand out
as interesting documents for the study of human life in jts social and cultural spheres as lived
in those days. Here one can see preserved in stone sketches of contemporary life showing men
and women engaged in their favourite sports and pastimes, dance and music which reveal their
joyous ountlook on life and testify to their faith in a creed of freedom and sun-shine. It is also
pleasing to notice on these pillars some of the familiar scenes with which our classical poets
have acquainted us in a variety of most beautiful descriptions.

The following scenes may be recognised to be of unusual interest, and their portrayal
in places where religions things as a matter of course should have predominated, points to the
great hold which themts of this nature enjoyed on the lives of the people. In fact, it may be
said to the credit of India’s creative genius that her great thinkers took a balanced view of life
and evolved a frame-work in which the material and positive sides of life were harmonised with
its spiritual and religious ideals. India has, therefore, boldly stood for assigning an honourabls
place to paintings and seulptures as well as to dance and music in her gigantic experiments of
religion as unfolded in her long creative traditions through the ages. Religion is viewed not
A8 & negation of life, but as a potent factor which by its magic touch ennobles all that which life
stands for. This synthesis demonstrates itself in the extraordinary interest which religions
art shows for the contents of womanly life, marked by a genuine attempt to probe deeper into
her mystry and to present her as the mother and sustainer of creation. Tt is apparent from the
study of the scenes on Mathura railing pillars that the artists do not approach their delicate
subject in a light-hearted manner ; they evince a respect and restraint which does not permit
works of art to be degraded into scenes of mere sensuous narration.
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The scenes which are interpreted here are carved on pillars which although originat-
ing from Mathura, have got distributed over three different museums, viz., those at Lucknow
and Calcutta besides the local museum at Mathura, This awkward arrangement is a serious
handicap to the pillars being viewed as a unit for realising the full effect of their artistic per-
fection, and also hinders a comparative study on the basis of the entire material easily accessi-
ble in one place. We now proceed to describe the more important of the pillars :—

1. Adoka-dohads,—Pregnancy or desire of the Adoka tree. This scene is carved
on railling pillar J. 55 in the Mathura museum, sculptured with a graceful female figure wearing
a bead girdle and standing under an Afoka tree of which she clasps a branch with her left hand,
and leans with her back against its trunk. With her left foot she touches the Adoka, thus ill-
ustrating the poetic description expressed in the Meghadiita as Vama-pidabhilashi ASokah.
The most eloquent description of this theme is found in the drama of Kilidisa treating of the
love of Milavika and Agnimitra. Acccording to an old éloka quoted by the commentator
Mallinatha, it is said that the Afoka tree longed to kiss the left foot of a beautiful maiden before
its time of efflorescence. Although literary tradition is uniform in the matter that only the left
foot was employed for this purpose, there is another railing pillar in the Mathura museum, No,
2345, in which the woman touches the tree with her right foot, Surely the poetic fancy behind
this scene seems to have had strong hold in the cultural life of Kushiana and Gupta periods.
Recently Dr. J. Hackin has discovered from the site of Begram (ancient Kapida), about 40 miles
north of Kabul, a carved ivory plaque illustrating the scene of Adoka-dohada, in which the
figure of the maiden with her peculiar spiral chignon is greatly similar to the figure on the Mathura
railing pillar.

2. Sadyal-sniti,—Woman after bath. This scene carved on pillar No. 1509 in
the Mathura museum depicts a woman wearing a short petti-coat and wringing out water from
her wet locks after bath (keda-nistoya-kiring) ; a swan is shown receiving the drops in its beak.
This idea has found favourite repetition in classical Hindi poetry and continued as a motif in
Indian art right upto the 19th century. It was fancied that Krishna himself incarnated as
a hamsa to drink the drops of water from Radha’s hair.

3. Nirjhara-snina,—Bath under a water-fall. This scene is carved on two pillars
now preserved in the Lucknow museum. Of these J. 278 shows a female figure in three-
quarters profile standing to right under a projecting precipice and receiving on her back a stream
of water coming down in swift torrents,

4. Adoka-pushpa-prachiyiks,—Gathering of Adoka flowers. This scene is repre-
sented on pillar No. J. 55 and 2345 in the Mathura museum and B. 80 in the Lucknow museum.
The woman stands on Afoka tree in full blossom and is gathering flowers with her right hand

raised up in a basket held in left hand. She stands in a very graceful manner with her back
towards the visitor and head and face shown in profile. The gathering of flowers was one of the
most popular sports with women in ancient India. In such scenes the Adoka tree plays a pro-
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minent part, although kadamba, mango and other garden trees also must have formed part of
floral amusements. Pushpa-prachdyikd and also Pushpa-bhafijika were the special names for
such diversions which we find recorded even in the grammatical literature. For example, on
Pinini's sitra, Prdacham kridiyam, we find such illustrations as Ashoka-pushpa-prachayiki,
Uddalaka-pushpa-bhaiijikd, ete. The lovely poetic expression Sila-bhafjika which we find both
in Advaghosha and in Bina's Kadambari, must have been derived originally from such sports
in which the peculiarly graceful motif of a beautiful woman standing with tribhangi curves of
the body under a tree and clasping one of its branches, soon came to be recognised as the most
delightful thing for the eye both in art and life.

5. Madanotsava,—Dance of Love. On pillar No. B. 92 in the Lucknow museum
we see a female figure dancing in one of her happy love ecstasies. A parrot who is the veheil
of the god of love, Kiimadeva, has conveyed to her the message of love, thus initiating the youth-
ful maiden into the consciousness of a new world. Like the princess in the fable she wakes up
after a long spell of maidenly innocence, and the intense activity of her heart bursts forth into
rhythmic dance. The bird is perched on her girdle and is shown to be nibbling at the central
binding knot. The whole idea is most delicately and beautifully executed.

6. Suka-krida,—Diversion with a parrot. This is a very common scene represented
on Mathura railing pillar. Generally the parrot rests on the left hand or shoulder of the woman
who tempts it with a fruit held in right hand. On a well known specimen now in the Indian

Museum the woman is actually holding a cage in right hand while the parrot sits on the left arm -

as if whispering into her ear (Dr. Vogel, La Sculpture de Mathurd, Pl. XIXA).

1. Khadgabhinaya,—Dance of the sword. On railing pillar No. 152 in the Mathura
museum found from Bhiiteshwar we find a female figure standing in a dance posture holding &
sword in her left hand. The obvious meaning of such a motif is the demonstration of sword-
dance, On a pillar in the Lucknow museum No. J.275, the same scene is repeated, the
woman being shown standing under a kadamba tree.

8. Nartaki,—Court Danseuse. Pillar B. 75 in the Lucknow museum illustrates
a very typical dance pose common in court dances which have survived to this day, and in which

the dancer with great rapidity of movement doubles her legs at the knees and rests her body
on the ground.

9. Gopa-yoshit,—A female Gopl. On railing pillar B. 86 in the Lucknow museum
we have the representation of a woman wearing a rustic petti-coat (lehngd) and a scarf (orhni)
falling back from the head, and carrying a big pitcher on her head. Her features and the :wa]]-
built limbs make her out to be a village woman lacking in the finer graces of city life. Sheshould
be identified as a gopi or a typical country-woman in the land of Braja, where powerful living
traditions about her have survived both in religion and in literature in relation to the le-
gend of the divine cow-herd Krishna. The conception of gapis certainly goes back to the Ku-

e



19. MATHURA RAILING PILLARS 159

shana period. The Buddhacharita of Aévaghosha refers to gopa-women and their dalliances
(IV. 14). 1In the famous Tamil classic Silappadhikaram (Epic of the Anklet) which is one of
the five great Mahikivyas of Tamil literature and is definitely assigned to the 2nd century
A.D., there is distinct reference to a cow-herd Krishna and his dance with the gopis. [English
translation by V. R. R. Dikshitar, Canto XVII, p. 228

10. Prasdadhikd,—Toilet-gttendant. The scenes of prasddhana are common enough
on Mathura railing pillars. We find separate pillars devoted to the Nayikad or the Queen herself
locking in & mirror doing her coiffure or applying toilet paste, and also to her attendants carrying
the §ringdrapetika (toilet-basket) in one hand and a jug of water in the other. The specimen in
the Bharat Kala Bhavan is in perfect state of perservation. (Vogel, La Sculpture de
Maihura, Pl, L. also Plate XVIII E).

11. Kanduka-kridi,—Playing with the ball. This scene is represented on railing
pillar No. I. 61 in the Mathura museum. Kilidisa has referred to Parvati's kanduka- -krida
in the Kumdirasambhava (L. 29) and it appears that playig with balls was favourite sports of girls
in ancient India.

12. Vamsi-vind-vidint,—Woman playing the flute and the harp. The flute has special
association in the history of music at Mathura, and it is therefore gratifying to find several frag-
ments of railing pillars on which woman playing the flute are shown. The harp or the sapta-
tantri ving is common not only at Mathura but at almost all other centres of ancient Indian art,
and its representation at Mathura also is fairly common both in stone and clay.

The number of railing pillars is pretty large, and other miscellaneous scenes may also
be gathered. For example, we have the representation of a mother amusing her child with a
rattle (I. 16), or women adorning themselves with heavy garlands or with a conspicuous
necklace and still others characterised by a sensuous appeal displaying erotic charms of
various descriptions.
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On railing pillar No. J. 7 in the Mathura Museum is carved thefigure of a boy (PL XI)
which Dr. J. Ph. Vogel has described in his Catalogue of the Mathura Museum :—"‘a male figure
of Faun-like appearance with elaborate turban, necklace of beads and other ornaments. He
is standing under a mango tree in blossom with his right hand raised to his lips, and with his left
placed against his thigh. He wears a sash round his waist and a curious necklace round his shou-
Iders. Over the tree is a baleony without figures.” Writing later about the same image in his
book ‘La Sculpture de Mathura’ Dr. Vogel identifies this figure as that of a young man, probably
a Yaksha, of a fashionable type. He also suggests that its pose resembles that of Harpokrates
found at Taxila by Sir John Marshall (p. 102, PL. XXT, fig. (b) ; see Archaceological Survey Report,
1912-13, PL XX, figs. f, g, h, for the statuette of Harpokrates).

The figure cannot be that of Harpokrates. The difference in the attitudes of the right
hand of the Mathura figure and of the Taxila statuette is striking. In the Harpokrates’ figure
the index-figure of the right hand touches the lower lip which is indicative of silence. If we
were to trace a parallel to this pose of Harpokrates’ figure in Sanskrit literature it could be found
in the figure of Nandi, who in Kalidisa's Kuméarasambhava (IT1, 41) guards the entrance of Siva’s
place of meditation. “Nandi posted at the entrance of the bower, having a golden staff resting
against his forearm, bade the Ganas to observe stillness with a gesture in which a finger of his
right hand touched his mouth”, Ouly one finger was needed to indicate the gesture of ‘silence’.

Two fingers of the right hand however of the figure on the Mathura railing-pillar,
the index and the middle one, are placed on the lower part of the chin and do not touch the
lower lip as the finger of the Taxila statuette does, This Mudra is indicative of astonishment
(vismaya) and reflection (vitarka). The eye-balls are turned upwards and the whole expression
is one of deliberation in which an awareness of the immediate surroundings is absent, Satis-
faction beams on the face. (Fig. 88).

The decisive symbol however in the iconography of this figure is the dwarfish horn
(21") projecting against a leafy background above the forehead from under the turban. This
featnre suggests the identification of the figure with Rishya Srifiga. The story of this
sage occurs at length in the Ramayana, Bilakinda, Sarga 10, and Mahabhdrata, Vana
Parva, Adhyaya 110-113. The legend is also related with a lyrical charm by the poet Kshe-
mendra in the sixty-fifth Pallava of his Bodhisattvivadina-Kalpalati.l  All the versions agree
that the Muni-kumira was born of a hind (mrigyamutpannal) and won the name of Rishya
Gringa. Kshemendra calls him Eka-Srifiga from a single horn growing on his brow.

1 Bodhisattvavadana, LXVI, 18 ; cf. also Mahdbhdrata, ch. 110. V. 30,
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He was the son of saint Kadyapa and having lived in a solitary forest, knew nothing of
women. He was tempted by maidens sent for this purpose by king Lomapida. The maidens
after stirring his amorous emotions went away, but the mind of their fresh victim turned cons-
tantly to them. He neglected his duties of a religious student, and when his father questioned
him as to what had happened, he related innocently his meeting with another 'Brahmachirin’
who had bewitched his mind. Next day when Kidyapa was not in the hermitage, the maidens
returned and enticed away Rishya §ringa on @ floating hermitage to the kingdom of Lomapada.
On his arrival the king bestowed his danghter on him in marriage.

The most suggestive moment in the story is that in which the young Brahmachirin
has for the first time beheld a maiden. “And through him then her eyes did flash a current
of celestial fire ; the poor boy did not understand the rushing feeling of desire.” (Jowrnal of
the Buddhist Text Society of India, Vol. L. Pt. I1, p. 5, V. 26.)

It is this state which the scalptor has shown on the railing pillar. The upturned
(@rdhvadrishi ; Vanaparva ILI 21) and rolling (vighiirnamina ; Ksh. V. 63) eyes are clearly
discernible. The version of the Mahibhirata also refers to beautiful and fragrant garlands
twined with silken threads which the maidens gave him. The Mathura figure actually wears
a conspicuous garland thrown over both shoulders. The young sage is also shown adorned
with a necklace of big pearls and several wristles. There are two pendants in the ears. Thus
he has been bedecked by his female paramours,

The figure which was described as one of Faun-like appearance can be no other than
that of Rishya Srifiga whose story was a favourite subject with both the Brahmanical and Bud-
dhist writers. Hiuen Tsang says that the place of the sage Ekadrifiga was situated somewhere
near Peshawar in the Gandhira territory. “Going North-West from the stone-cell above 100
li or so (from Poluga, the modern town of Pali near Peshawar), we cross a small hill and come to a
large mountain. To the south of the mountain isa Sanghirama, with a few priests as occupants,
who study the Great Vehicle. By the side of it is a Stiipa, built by Adoka Rija. This is the
place which in olden time was oocupied by Ekadriiiga Rishi. Deceived by a pleasure woman
he lost his spiritual faculties, 'The woman, mounting his shoulders, returned to the city”".1 The
Buddhist version of this legend is that Buddha was once born as Rishya Srifiga and the maiden
who allured him was Yadodhara,

! “This account of Hiuen Teang about Ekasrifiga is evidently based on the episode of Rishya
Srifiga in the Ramigapa  According to Kshemendra, the maiden who enticed away
Ekariniga was a princess of pure morals . The story of Ekafriiga is constantly referred
to in Buddhist books. Sce Eitols' Handbook, Catena of Buddhist Seripture, p. 260,
Romantic Legend, p. 124 ; Yule’s Marcopolo, vol. 11, p. 233. Ind. Ant. Vol. I, p. 244 ; Vol
11, pp. 140£."

Journal and Teat of the Buddhist Text Society of India, i. c. p. 14,
1 |



21. NATIVITY SCULPTURE AT LUMBINI

It is worthwhile reproducing what Babu Puran Chandra Mookerji who made a survey
of the ancient sites in the Tarai wrote about this group-statue of Mayadev.

“I'may bring to prominent notice the sculptured gronp of Mayidevi. Itssize is about
5§ by 3}’ in height and breadth. Though it is completely defaced, yet, from what remains, it
appears to be once an excellent example of the ancient art, being of the style of workman-
ship which is generally associated with the time of Ashoka the Great. This group-statue is
of the yellowish kind of stone, which was employed in the edict pillars and in the two famous
Yaksha door-keepers (Dvdrapalas) of Pataliputra, now in Calcutta Museum . The composition
of the group is no less spirited than artistic. The group consists of four female figures, of
whom that on the right is Mayadevi. She stands in a graceful attitude, holding the branch
of a Sila tree with her right hand, while with her left she adjusts her lower garments., The
head and body are defaced, but the background above shows delicate gradation of relief in ex-
hibiting the branch and the leaves of the tree, contours of the head and hands show the skill
of a masterhand, and her hair falling on wavelets on her left shoulder maintains the balance with
the right hand raised up to hold the brunch. Dignified action is exhibited in her whole attitue.

On the right of Mayadevi, and immediately below her right hand, stands, close by a
female attendant of younger age and smaller stature, with her right hand raised to help her.
Her pose bespeaks considerate action, while the third figure, probably Prajipati Gautami,
the younger sister of Mayadevi, energetically comes in bringing water, presumably from the
tank of the 8ikyas, and bends her person to give it to her, thus reminding us of the suddenness
of the delivery. But the fourth figure stands as a spectator talking and meaning business in
her own way of aiding the queen. The queen, however, is already free from the pains of
delivery ; an infant Boddhisattva descending on the earth from her right side, and having taken
the first seven steps indicative of the seven-fold initiation before the attainment of Buddha-
hood, stands triumphant knowing full well that this was his last birth, and that henceforth he
was free from the miseries of further re-incarnation. It would be well if the missing fragments
that have peeled off are recovered from the ruins and reflexed in their proper places to convey
the full meaning of this most interesting and, I should say, historical group-statue, which was
probably executed under the orders of Afoka in the second century, after the death of

. Buddha."* .

The nativity group is reproduced by P.C. Mookerji on plate XXIVa of his book by

wood-cut block. Mr. Dube’s photograph is so far as I know the first photographic illustration

* P.C. Mookerji, A Report on a tour of Exploration of the Antiquities in the Tardi, Nepal,
the region of Kapilavastu, during February and March, 1809, Caleutta, SBuperintendent,
Government Printing 1901, (Pp. 37 & 38).
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of this important sculpture, although one wishes that this photo were more distinict. I have
not seen the original myself, but on stylistic grounds I do not think it can be assigned to the
reign of Asoka. The oblique fold of the Dhofi running from the knee of the proper right leg to
the thigh of the left leg of Mayadevi is a typical Kushina feature. The wavy flowing locks of
Maha-Prajipati Gautami also connot be a Mauryan feature. Although the details of the
Indra’s head are defaced, there is a suggestion of the projecting high crownron his head as seen
in Kushiina representations of this deity. The fourth figure on left is not a female but male
attendant wearing a foliated mukuta typical of the male figures in Kushina art. In Mookerji's
wood-cut illustrations he is bearing a cloth band round the chest (Vaksha-Bandhana) which is
seen on other Kushina sculptures also. On grounds of style, therefore, I think it is warranted
to assign it to the early Kushana period, or more precisely the reign of Kanishka.

Babu P. C. Mookerji's remark about the stone calls for attention. 1 take that stone
is not that of the Afokan pillars —which is pinkish Chunér sandstone, but the same as that of
the famous statue of Kanishka, a yellowish rather buff-coloured stone which is used in the case
of a limited number of Mathura sculpture beginning from the statue of Parkham Yaksha to the
Kanishka portrait and other images of the reign of Kanishka. It seems to me that the famous
Buddhist places of pilgrimage were surveyed, identified and marked more definitely in the reign
of Kanishka and statues of Mathura origin were sent to sacred spots at Sirnith, Kasia, and
Sravastiand Lumbini where the present Nativity group has been found. The sculpture however,
requires to be published from better photographs and to be examined more closely. Other
fragmentary sculptures hoarded up at the site should also be examined for ascertaining their
stylistic affinites with Mathura art.



22. PALACE-SCENES ON A MATHURA PILLAR

A red sand-stone pillar in the Lucknow Museum (No. J. 533 ; ht. 4" 8" 10" 11") unear-
thed in 1890 by Dr. Fiihrer in the ruins of the Kankali Tila, Mathura, is worthy of special atten-
tion. It was published by Smith on PL XXVII of the Jaina Stupa of Mathura and also in the
Journal of Indian Art and Industry for October 1893 (Pl 86 of No. 44 of Vol. V), but without
any explanation of the scenes depicted, From the cultural point of view the sculpture is a
worthy document of the rich and picturesquelife of the Kushina period illustrating scenes of
dance, musie, sports, drinking and toilet past-times. Although the spiritual faith of the people
was grounded in the teachings of the Buddha, Mahivira or Bhigavata Vaishnavism during the
early centuries of the Christian era at Mathura, yet behind the religious facade we meet with
a free and frank enjoyment of life in all its aspects.

The pillar is carved on the back and front sides, each containing four superimposed panels.
[Figs.80-96]. The eight scenes taken together represent the palace amusements(STaTz-fagrejof a
young loving couple—in this case Nanda and his beautiful wife Sundari, & suitable subject for
poetic description and sculptural illustration. Aévaghosha who lived in the reign of Kanishka
(1st-2nd century A.D.) was deeply touched by the story of Nanda and his peerless wife and
has immortalized the charm and pathos of their life in his poem, the Saundarananda. Nanda
ghut up in his palace and absorbed in love enjoyed and lived with his mistress like a
chakravika bird with its mate—

graTeEedl AEAwen: fEammEmy fAagE = g
a s%aTFIe (g Tsareerar g famar g o 3

From the art point of view the pillar is a remarkable specimen of the Kushiina school of
Mathura sculpture. The scenes are treated in a very simple and natural style and are full of
vivid expression. The happy balance between the direct rendering of the subject-matter and
the simplicity of execution as evident in this pillar was the hall-mark of the early Kushina style.

DEescrIPTION OF THE SCENES,
FroNT SIDE.
Scene 1.—Propitiation of the proud lady (Tt —Fig. 89). Aévaghosha distinetly

refers to Sundari as a type of Manini nayika :

FEEAT § A0 | AT TEAA T T A |

et % qrAa F witaAa gt 7 g fafaga awar
“Three were the names by which she was known—Sundari on account of her majesty and
beauty ; Manini for her obstinacy and pride ; and Bhimini for her radiant loveliness and high
spirits.” (Saundarananda, IV. 3).
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Fig. 89 Propitiation of
the proud lady




166 STUDIES IN INDIAN ART

The scene in this panel illustrates Nanda reconciling or propitiating his proud and
spirited wife. Both are seated on a long bench.  Sundari’s head is turned away from Nanda
and her back is turned towards him. The weight of her body rests on the right hand placed on
the bench. The pose of the left hand shows that it was placed against her cheek or head.
The left leg is placed on the right one as of interlocking and fixing it. Sundari is wearing pro-
fuse armlets (valaya), heavy anklets (ndipura), a dhoti and a broad girdle over it. Under the
bench is a garland basket (#Eg-wifeFT).

Scene 2.—Toileting (wwsw, Fig. 90). Bundari seated on a round ¢l air of wicker work
(vetrisana) is holding a toilet-morror in her left hand and painting her face with the right.
A female attendant is standing at the back and is in the act of arranging her locks. Nanda
is standing in front of her holding a lotus garland in right hand. Behind the lady in a corner
is a water jar placed on a high fluted stand.

Seene 3,—Dance (Fz Fig. 91). Nanda and Sundari are dancing together. A female
attendant is standing in the background.

Scene 4.—Drinking (w7, Fig. 92). Nanda and Sundari seated together on a bench are
enjoying intoxicating drinks. ‘In the intervals of exhaustion the pair sportively intoxicated
each other by way of mutual refreshment.’ (FFATT A AIAAEAT TR A A T,
Saundarananda, IV. 11),

Nanda is holding the goblet between the fingers of his right hand and offering it to the
lady. Sundari is wearing a big garland round her neck and shoulders and grasping it with
the left hand. Similar conspicuous garlands ocour in other scenes at Mathura and are sug-
gestive of special amorous moods. In the background are two female attendants, one of
whom a surdhdri is bearing the wine-jar (surd-bhanda) in her left hand.

Seene 5.—Music (5, Fig. 93). Both Nanda and Sundari are seated on cireular wicker
stools facing each other. Sundari is holding a ving in her lap and playing on it. Her eyes
are intently fixed on the instrament. Two female attendants are standing at the back.

Scene 6.—Coiffure of the lady (Ffrgmres, Fig. 94). Sundari is standing in profile looking
sideways. She is holding a mirror in right hand and is looking her face in it. With her left
hand she seems to be painting her face, most probably the scene of paining tattoo marks
(Frsra 7==11) to which reference is found in Advaghosha (Saund., IV. 13, 20). ' Nanda is stand-
ing on the right side and is in the act of dressing her hair. He is holding her long braid (veni)
in his left hand, and with the right he is lifting a garland from a basket supported on the head
of a dwarf servant. On a railing pillar in the Mathura Museum (186) a similar scene is repre-
sented (4 Handbook of Sculptures in the Mathura Museum, p. 40), and there also it apprars to
be a scene depicting the love sports of Nanda and Sundarl. Aévaghosha gives a detailed
description of the facial decoration of SBundari, but with this difference that in the poem



PLATE 1V.

Details of a railing pillar showing palace-life. Mathura, Kushana,
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Sundri is said to have transferred the mirror to her husband whereas in the carved scene she
is holding it herself. (Cf. Saund. IV. 13, 20).

Scene 7.—A palace-amusement scene showing a lady and jester (3erfrarasaowr Fig. 95).
Sundari is seated on a vefrisana with right leg placed on a foot-stool. In front of her stands
a jester wearing a quaint skull-cap marked with a front knot or plume. From his shoulder
hangs a scarf. The lady is pulling the scarf which the jester is holding against her. A fe-
male attendant is standing at the back. All the three figures are looking mirthful.

This was a favourite palace amusement in ancient India, Besides its artistic represen-
tation on this pillar and elsewhere literary reference to it also found in the Kidambari of
Binabhatta. A detailed description of a similar scene on a terracotta panel from Mathura
was given by me in an article in the J.[.8.0.4., 1942, pp. 69-73. The inmates of the harem
regaled themsleves by practising such light jokes on the palace chamberlains (kanchuki), jes-
ters (vidushaka) and such other attendants (chefa, vita). The cap with a frontal plume and
the conspicuous pricked ears projecting at right angles from the head are intended to em-
phasise the humorous character of the male figure who appears to be a Vidiishaka, The
scene on this Kushina pillar presents an earlier version of the secne on the Gupta terracotta
panel, both from Mathura.

Scene 8.—Dance (777, Fig. 95). Nanda and Sundari are dancing together. A female
attendant is standing in the background and a dwarf by his side.

The discovery of a Buddhist pillar from the predominantly Jaina site of Kankali Tila
requires some explanation. Unfortunately there is no record left of the excavations conducted
by Dr. Fihrer in 1890-92, at this very important site, nor does it appear that the dig had
any well-defined scientific purpose other than that of collecting mere stone antiquities. There
is, however a very strong Jaina tradition which records that the Buddhists for some time
entered into a dispute with the Jainas for the possession of the Stipa at the Kankali site, and
that after about six months of controversy during which time the Buddhists appear to have
remained strong the issue was decided by the king in favour of the Jainas. This tradition
is preserved in the Vyuvahirasitra Bhishya (V. 27-28), Brihatkathikosha of Harishepa (931-
32 A.D.), Yadastilakachampi of SBomadeva (959 A.D.) and the Vividhatirthakalpa of Jina-
prabha Siiri (1325-1351 A.D.) of which the Mathuripurikalpa gives a detailed account of the
legendary history of the Jaina Stipa. There is no doubf that originally the site was sanctified
by the construction of a Jaina Stipa. Subsequently when the #igit gained in importance
the Buddhists who were powerful at Mathura during the first and second century A.D. seem
to have appropriated a portion of the site for building a monument sacred to their own reli-
gion. This temporary trespass by the Buddhists on an avowedly Jaina site explains in
some manner the discovery of some Buddhist sculptures, amongst which the Nandasundari
pillar is one, from the site of the Kankali Tila.



23. THE VINE MOTIF IN MATHURA ART

Recently we acquired for the Mathurda Museum a relief carved with a scene of the
worship of a Siva Linga (No. 2661. Fig. 97). Two persons wearing Scythian dress, boots,
trousers and coat, holding garlands and flowers in their hands are shown as worshippers, paying
their homage to the deity, i.e. Siva Lifiga placed on a pedestal. This is the earliest representa-
tion in Mathuri art in which the actual worship of a Brihmanical deity is depicted. A flying
celestial poised in the air showering flowers is also carved in the proper left corner of the sunken
arch containing the scene, and is similar to the Deva figures found in Buddhist sculptures of
Mathuri. (Cf. Katra 3odhisattva image, Vogel's Catalogue, A. 1).

What invests this sculpture with an importance in excess of the iconographic value
pointed out above, is the vertical border on the proper left side representing the vine ereeper
(Vitus vinifera). The cinque-foiled compound leaves and the cluster of grapes are shown
alternating with each other. On the lower leaf inside a semi-circular tendril is perched a
peacock looking towards the worshipping figures and the deity.

It is of some interest to note that in the repertoire of the decorative motifs familiar
to the Mathur sculptors during the Kushina period, the vine occupied an important place,
probably next to lotus and Adoka-tree. It has been possible to trace this feature on the
following seven sculptures from Mathura, all of the Kushina period :—

1. Siva Liiiga relief described above (No. 2661).

2. Big stone bowl (No. 97), about 3'-3" in diameter, carved all round with a border
of vine, 10’-3" long, of which about 1"-6” is broken away. The encircling creeper is arranged as
an undulatings scroll with about thirty-five leaves and e'ghteen grape-clusters, It issues forth
from the navel of a squatting Yaksha and oceurs in this specimen as the most luxuriant
representation of this motif at Mathuri. The base is conceived of and represented as full-blown
lotus, the symbol of cosmic purity and fulness, The surmounting border of the vine-creeper
(draksha-valli) most likely points to the M@M:L which offers its exhilaration
to the human indvidual here reprel;sunted as & Yaksha Fig-. 98),

3. Stone bowl similar to the above (No. 662), from Palikhera (Fig. 99).

In this the vine motif is shown mixed up with that of Adoka. The stalk is shown
issning from the mouth of a seated pot-bellied Yaksha, who holds the other end of the stalk in
his right hand.  The single compound vine leaf and the bunch of grape fruit are cleatly visible
on the proper left side of the Yaksha figure under the crest of the seroll, The bowl is inscribed
on the upper rim and the decipherable portion reads as ‘Sarghiyanan parigaha’ (Annual
Pro. Report, H. and B. Monts, N. C., 1917, p- 8 ; Coomaraswamy, Yaksas, Pt. I, p. 65). but
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as some letters are broken away in the beginning it is possible that the name originally read
Mahdasanghiyanam, which would show that the gift was given to the priests of the Mahasari-
ghika sect, which was one of the eighteen schools of Buddhism. That it flourished at Mathura
is also proved by another inscription engraved on the pedestal of a Buddha image (No. 1612)
reading Apanaka-vihare Mahdsanghiyanam parigahe.

4. Fragment of a proper left doorjamb, which is described in Dr. Vogel's Catalogue
of the Mathura Museum (p.2). The front proper left side contains a decorative band of Afoka
design. The proper right side of the stone which was turned to the passage of the doorway is
decorated with a vine border, having eleven fully developed leaves and three fruit bunches.
The vine is shown coming out from the open jaws of a Makara, carved horizontally at the base
of the decorative band (Fig. 100).

The above four sculptures are preserved in the Museum at Mathura and the follow-
ing three at Lucknow.

5. Door-jamb (J. 526) carved with a band of undulating vine scroll, in which each
curve with the exception of one contains a cluster of grapes and some leaves, The creeper
issues out of the navel of a standing Yaksha of corpulent features. It is illustrated in
Codrington’s Ancient India, p. 46, Fig. 17, and in Smith's Jaina Stupa, plate 26.

6. Jaina Ayigapatia from Kankali Tila (7. 253) ; on one side is the border of vine
springing from a Piirna-ghata. (Coomaraswamy's Yaksas, Part 11 ; Smith's Jaina Stupa,
plate X).

7. Relief from Kaikali Tili carved with four-petalled and eight-petalled lotuses
having on the upper rim the border of Afoka and on the lower that of vine (Smith’s Jaina
Stupa, plate XXII). As a portion of the relief on the proper left side is broken away, it is
not possible to know in this case the source of the vine, whether it was a Yaksha, Makara,
or Piirnaghala. k

It is interesting to note here that viticulture was known in India from very early
times. Watts supposed the plant and its products to have been known for perhaps 3000 years
. in this country (Dictionary of Eeonomic Products, Vol. VL. part IV, p. 264). “That the earliest
classic literature of India necessitates our acceptance of the vine or of a vine as having been
known to the Sankrit authors, is a matter upon which there can be little room for doubt’
(ibid. p. 269). Grapes have been mentioned both by Suéruta and Charaka (ibid. p. 263). The
* best reference perhaps ocours in Kautilya who tells us that this commodity was being imported
from the lands of Kapiét or Harahfira (northern and western Afghanistan): *Myidviki-raso
madhu., Tasya svadeio vyikhyanarh Kapiiayanan Harahiirakamiti” (Book II, c¢h, XXV).

Pinini derives the word Kapidiyana from Kapidt (kipidydh sphak, 1V, 2. 99) and
the Kadika gives Kapisdyanai madhu and Kapitayani drikshi as illustrations, which

show that the adjective was prefixed before nouns alike to those of Kautilya. It is not im- &
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probable that Pavini himself was aware of the grapes of the Kapiéi region, and that in his
own days also the phrase KapiSayanam was prefixed to ‘madhu’ in the then current form of
speech. We possess stronger evidence regarding the import of grape wines from the north-
west in the Maurya period, as a correspondence between Bindusira and Antiochos is recorded
in which the former requested the Greek king to send him some figs and raisin wine (Smith’s
Early History of India, p. 155), which must have been the same as the myidvika raso of Kautilya,

With the establishemt of the Kushina empire comprising both Mathura and Kabul
under one banner, the import of raisin wine on account of increased intercourse with the north-
west appears to have received greater impetus. In the early centuries of the Christian era the
importation of Yavana wines is also referred to in the literature of the Tamil land (ibid. p.463).
Even in the far south where commerce with the Roman empire flourished, the importation of
these wines from across the seas was a common feature of trade in this period (ibid. p. 463). It
is said that during the last years of the Roman Republic Italy had become such a wine country
that the relation between wine and corn was reversed : wine was exported and corn imported.
Cato was of opinion that of all kinds of culture that of the grapes was the most profitable.
The cultivation of the vine in the Roman provinces threatened to choke the cultivation of
grain to such a degree that the emperor Domitian in an excess of anxiety, ordered that half
and more than half of all the vine-yards outside Italy should be destroyed. (Watt's Dic-
tionary, p. 267). The Kushina and Roman empires came within six hundred miles of each
other. Italy was at this time famed as the favourite land of Bacchus and the evidence of
the Kushina art in India amply bears out the popularity of Kubera worship as the Indian ,
counter-part of Bacchus. We find a number of Bacchanalian groups discovered from Mathura
(4.8.R., 1922-23, R.P. Chanda, “The Mathura school of sculpture’, p. 167, and pl. XXXVIII,
b.). The one form Palikhera (C. 2) preserved in the Mathura Museum actually shows a grape
cluster held in the hand of the female attendant standing beside the wife of Kubera, It must

have been at this time that the artists adopted the vine motif as a decorative element of
their work.1

! Bee Bharhut, foreign soldier with a grape bunch (Barua's Barhwt, fig. 71. On p. 63 of
Vol. IIT he regards a bunch of grapes as a cognizance of a man of IAUTT ).

Vine motif in Q. 3 #AETE  (Mathura musuem).

Vine motif in P. 70 Jimb £ )

Vine motifin P. 69 ( ,, )

Vine motif on Sarnath Lintel O(b)9, plate XXIII of the Museum Cataloga.

Vine motif on Vema Takshama statue embxroidery design on shoes.

See also Driksharima in Ganjam Dt. (4dnn. Bib. 1938, entry 205).



24. A SYRINX-PLAYER IN MATHURA ART

The head and bust of a female figure in the Lucknow Museum, No. B215(e) is
reproduced here as it is more than of ordinary interest. The statue is in the spotted red
sandstone of Mathura and was found in one of the mounds at the famous site of Kankali
Tila, Mathura, It shows a young woman playing on a syrinx which is made of reeds fastened
together in a row and tuned to produce varying notes. This wind instrument is said to have
been the invention of Pan, the god of shepherds in classical mythology and therefore known as

_Pan pipe or Pandean pipe. In the present illustration the number of reeds is eight. They
are all of equal length. In the classical pan-pipe they are gradually lessening in length.
(Fig. 101).

The representation of the pan-pipe in the Kushana art of Mathura is not within
cultural interest. Being a foreign musical instrument its introduction at Mathura points to
cultural intercourse between Indian and the Greek world. The Parthians seem to be the
agents of this exchange.

In the terracotta figurines from Seleucia also there are similar specimens of Syrinx
players. This can be clearly seen on one of the Seleucia figurines, No. 579 (pheto 2921)
published by Wilhelmina Van Ingen.

_ Seleucia was an important centre of the culture of the Parthians (Pahlavas),

under whom Greek forms fused not only with the Iranian but also Indian themes and motifs
of elassical art and life.

Points of contact between Parthian (Pahlava) and Indian art are noticeable in more

ways than one, and especially in the domain of terracottas. Such influences found free scope

during the reign of the Kushanas. The present figure also belongs to about the 2nd century
AD.

1 Terracolla figurines from Seleucia on the Tigris by Wilhelmina Van Ingen, Oxford
Umversity Press,



25. A NAGA IMAGE FROM MATHURA

On the morning of 31st October 1941, T went fo se¢ the sculptures in the villages of
Nagaria and Dharau. Nagaria is a suburb of Mainpuri about a mile from the city and about
less than two miles from it is the small village of Dharau. At Nagaria is a colossal Niga figure
of the Kushana period made of spotted red sandstone of the usual Mathura school. The local
legend about the colossal Niga figure is that the figure represents Maindeva to whom is traced
the origin of the name Mainpuri. This Maindevo is remembered as a bridegroom of Nagaria
who became petrified for having returned to the house after once he had come out of it for the
marriage procession. Worship is offered by pouring oil on it by the local people when a ma-
rriage ceremony is solemnised. A big fair is held at the place on the fall-moon day of Karttiki
each year. The image is lying flat on a platform under a neem tree and is 69" in length, The
feet are broken off at about the ankles and are lying near. The image when complete from
head to foot measured 8 ft. Its width across the chest is 26" and the girth at the mouth including
the radiating hoods is 6'2". The seven serpent hoods are marked on the back by slightly grooved
lines continuing to about the whole length of the hooded halo, Although the image is lying
at its back a careful observation failed to reveal the existence of an inscription. The image is
coated with thick vermillion which has preserved the details of the figure under it almost intact.
In style of drapery and ornamentation and in its attitude the image is very much similar to
the colossal Mathura Nagas, e.g., the Chharagaon Naga. The right hand is broken from near
the shoulder and the left was held at the girdle with an amritaghata now worn out. The figure
wears a typical muku/a and a turban on the head, heavy kupdalas in the ear, a short necklace
of circular beads round the neck and a flat triangulac necklace laid on the chest. The drapery

consists of a dhoti held by a girdle and a scarf passing near left shoulder and falling on the left
side.

The dilapidated platform on which the image stands is about 20 sq. ft. and 8 f. in
height and is approached by steps on its north side. It is built up with fragments of old bricks
complete specimens of which measure 15" to 16" in length, 8" to 91" in breadth and 2}” in thick-
ness.  To the north and east of the platform are traces of a pukki floor forming the ground level
and built with bricks of the same size. About a hundred feet to the north of the platform is a
big tank surrounded by a pukk wall made of lakhauri bricks which is said to be built by the
Rani of Mainpuri. The tank explains the existence of the Niga image in its vicinity. We
know it from Mathura archmology that images of Nagas were installed to ensure perennial
supply of water near tanks or pushkarinis built by pious benefactors, It seems reasonable to
infer that the present pukka tank marks the site of an ancient pushkarini which was
renovated with the pukki modern walling at some date in the 19th centary. It seems that
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at this time the big Niga image which may have originally stood by the side of the tank was
shifted to its present side site about a 100 feet to the south of the tank, and at that time an
indifferent pukki plartfom seems to have been built with fragmentary old bricks and mud,
and the Nigs image instead of being properly installed and erected in & vertical position was
deposited on its back ina somewhat careless manner.

From the north-east corner of the dilapidated platform I was lucky to recover a
terracotta figurine of a Niga (ht. 31") which is unique in one respect from all other Naga terraco-
ttas T have seen so far, The Niga is represented in its human form as in other figures but on
its back there is also shown an actual serpent mounting upwards with its hoods serving as
phanafopa over the head of the human Niga. I consider it as a combination of the anthro-
pomorphic and the theriomorphic representations which are usually found separately and which
[ was able to discover in one instance in a big stone Niga image in the Mathura Museum which
does not seem to be published so far. The terracotta has a prominent aquiline nose with dia-
mond-shaped eyes roughly etched and is reminiscent of other crude terracotta female figures
with bird like features. It is preserved only up to the waist and should be assigned to about
the 3rd century A.D. The provenance of the terracotta from the Naga platform, although the
platform I believe to be modern, can be explained by taking it as an ancient votive figure remo-
ved from the original site of the Niga along with the debris constituting the platform.

The marriage party which had reached the outskirts of another village called Dharan,
about a mile and a half from Nagariz, is locally pointed out as having turned into stone at
the latter place. 1 visited this site also and found that the sculptures there are far removed in
date and style from the big Niga at Nagaria. They are mostly fragmentary sculptures and
architecural pieces of medieval Brahmanical temples and are mostly of Kaikar stone and
devoid of any historical interest, From amongst the fragments I could recover the upper
half of a statuette showing a kalpvriksha of Jaina mythology having a seated Tirthankara at
the top and a female Yakshini under the right bough, the corresponding male Yaksha figure
on the left being now lost. A boyish figure is shown ascending the trunk of the tree. Ewven
this fragment is of some iconographic interest, as similar figures of Jaina kalpavrksha are
found clsewhere on Jaina sites, There is one in the Mathura Museum in which a lizard is
seen in the same position as the impish figure in the present case.

F .-



26. NEW MATHURA HEADS AND OTHER ACQUISITIONS
TO THE MATHURA MUSEUM

It will be profitable to study the preceding head from Mathura with its strong Indo-
Scythian features, in comparison with another head (ht. 17.3. e.m.) which also ariginated from
some ancient site in Mathura, but has now found its way to the Budapest Museum. T am indeb-
ted to Dr. Zoltan de Takac of Budapest for the excellent photograph reproduced here, The
Budapest head wears a cylindrical tapering cap with ornamental parallel patterns and is
adorned in front with a rosette enclosing an unopened bud in the centre which is typical of the
head-gear decoration during the Kushina period. The ears without extended lobes, the eyes
and the facial expression confirm this dating. The Mathura head on the other hand should be
assigned to the carly Gupta period, and not to st century A.D. as stated by Mr. Nagar, the
frizzled locks (vellita kesa) and the distended ear-lobes (pralamba-karnapiliki) pointing to its
Gupta affinities.

The question of the subjects represented by these two heads is also of some signifi- -
cance. The head in the Budapest Museum seems to depict a secular figure, probably a por-
trait figure of an Indo-Scythian personage or dignitary of high rank whose foreign origin is
emphatically conveyed by means of the gorgeous cap fitting it. This face no doubt conforms
more to a standardised style matured during the Kushina period so frequently seen on the male
figures from Mathuri. The same thing could also be said with regard to the two portrait heads
bearing monograms, viz., Nayasa (No. 1252) and Lavana (No. 1566) now in the Mathura Museum,
illustrated in Dr. Vogel's La Sculpture de Mathura (PL IV, figs. a-b and ¢-d). The artists even
while executing portraits from life, as undoubtedly they did in the Kushina period, unconscious-
ly succumbed to conventionalised types.

But in spite of some traces of a known formula in the facial expression, the Budapest
head no doubt represents a secular figure. On the other hand, the identification of the Mathura
head with its ribbed cap and frizzled locks is of interest for religious iconography. The figure
does not appear to be an attempt to portray from life. The style indicates affinities with Siirya
inconography. The nearest parallel is the head and bust No. D. 1 in the Mathura Museum, wear-
ing an almost similar Fulak cap, and also having frizzled locks on the nape, and a short beard
covering the chin. [Cf. Journal of the India Society of Oriental Art, 1937, Brahmanical Images
in Mathura, p. 129, Plate XV, fig.4.] These figures show considerable Sassanian influence in the
matter of drapery, and Dr. Hackin observed the same thing with regard to the marble Sun image
discovered from Khair Khaneh near Kabul [Cf. Memoir on the Researches at Khair Khaneh,
P- 13.] indicating adoptation of a foreign style in the drapery of the solar images of the fourth
century A.D.
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The plump face and the goggle eyes are still more remarkable. From a close study ima-
ges of the two attendants of Sum, viz., Danda and Piigala, whose statues made of unspeckled-
red sand-stone are common enough in Mathura art of the Gupta period, I am inclined to take
the head No. 2844 as one which represented one of the two acolytes of Siirya, more probably
Piiigala, who stands on the right side of Siirya and holds a pen in right hand and an inkpot or
parchment in left. 1In this connection the best specimen to compare with is an independent
image of Piigala, No. 513 in the Mathura Museum wearing bushy hair and kulak cap with cres-
cent and globule (chandra divikara) sign on it. The rigid treatment of the whiskers and the
stylized pruning of the beard continued right into the early medieval period and is traceable
in a more deteriorated form in several late images of Pingala and Danda from Mathura made
of white stone.

x P4 P4 X X x

The following antiquities have been selected for description because they present
certain new iconographic features and throw new light to illustrate Mathura art.

First in importance is a terracatta piece (No. 2440, ht. 31%) showing a male
squatting figure grasping firmly in both of his hands the paws of a fullgrown lion, who is standing
.at the back and whose beastly fury the human figure seems to have subdued. It is easy to
recognise in this an Indian adaptation of the well-known greek sculpture of ‘Herakles and
Nemean Lion’ found from Mathura and now deposited in the Calentta Museum. The terracotta
should be attributed to the Kushina period on account of the similarity of the face of the
Herakles having typical ear-rings with other Kushina figures.

Next is reproduced a head (No. 2564, ht. 9%, fig. 102) of spotted red sand-stone, turned to
the right, and wearing a peculiar helmet with two recurved horns, This emblem signified the
“Iranian Majesty’. (Kushano-Sasanian Coins-by prof Hersfeld, p. 22) and has been traced on
the so-called Macedonian soldier type of Coins of Kujula Kadphisis I (see Whithead, Catalogue
of Coins in the Lahore Museum, Vol. Indo-Greek Coins, p. 173), and also at Mathura from the
well-known Indo-Persian capital found from the Chaubara mound, which has four winged
animalswit human heads adorned with ram’s horns (see Cunningham, A.S.R., Vol. 111, p. 18).

There are two more heads (Nos. 157 (fig. 103) and 1511) of this type in the Mathura
Museum obtained from Bhuteshwara mound and Asgarpur Village repectively.

Amongst Buddist sculptures we note the upper fragment of a railing pillar (No.
9663, ht. 2-'8 1”17 }") acquired from a site adjoining Mahiban, showing the worship of the
Dharmachakra by two devotees in afijalimudri. The wheel is only a plain disc, but the new
feature in the representation is the background of the Bodhi tree foliage shown very much like
that in sculptures from Amarivati (Ency. Britanica, Vol. 12,p. 214, plate 1V, figs. 1 and 4).

Among Brihmanical sculptures the bas-relief (No. 2661, ht. 1-'7") showing a Siva
Lifiga on a pedestal with two worshippers holding thick garlands and wearing coats and trou-

=
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sers or the nothern dress—deserves special notice. The whole scene with a fiying celestial show-
ering flowers is corved in a sunken arch, and represents a typical Kushira composition. It is
also the carliest representation of the actual worship of a Siva Lifga. The vine motif in the
left gide border is also an important feature,

To the same period must belong the curious sculpture (No 382, ht.1'10" white stone)
with three heads having above them the bust of another figure whose divine rank is indicated
the halo above them. The whole is unified by the foliage and flowers of the Adoka tree carved
on the back. The image bears resemblance to the well-known Indra and Niigarija sculptures
of the Mathura Museum, and shows the earliest iconographic representation of the four-faced
god Brahmi in Kushina art. There are two other similar, but smaller, images of Brahmi of
the Kushipa period in the Mathuri Museum. (Nos. 2134 and 2481).

Three other Brahmanical sculptures of the Gupta period are also important in that
they originate from the vicinity of Katra Keshava Deva and may have belonged to the Brah-
nical temple which stood on that site during Gupta times, The first (No. 2577, 9 1) represents
Ravana lifting mount Kailia, on which Siva and Parvati are seated, the former being shown
firdhvaretas. The scene is full of commotion due to sudden upheaval caused by the tremendous
strength of the demon-king.

The second fragment (No. 2664, ht. 87) shows the Trivikrama incaranation of Vishnu,
measuring out the worlds with his outstreched left heg. Both this and the former scene may
reckon as being amongst the earliest representation of these myths in Indian Art.

The third piece is a pillar fragment showering Yamuni with a Pirnaghata in right
hand standing on her vehicle the tortoise. Such door jambs bearing the figures of Gaiiga and
Yamunii were a common feature of Gupta temples, and this pillar is strong proof of the existence
of a Brahmanical. Gupta temple at Katra Keshvadeva, whose plinth is still traceable.

Aunique image of Gupta period is that of Pirigala, attendant of Siirya, having a halo
at the back of head and wearing a kulah cap, scarf and Persian coat. The pot-bellied god

holds a pen in right hand and an inkpot in left. The image is undoubtedly the earliest represen-
tation of Pingala so far met with in Indian art.

A clay seal with five letters deeply engraved reading Pusadevasa (Pushyndevasya)
and a swastika symbol on the knob is important for the early Maurya variety of its Brahmi
seript,
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The sculptures from the ancient Stiipa at Kankali Tila, Mathura, which was a
monument raised by the pious Jaina community of that place, are highly interesting both for
their symbolism and for their quality of art. Of the numerous statues and architectural pieces
including railing pillars and torana lintels found there none perhaps are so worthy of attention
as the small number of beautifully carved stone slabs which bear the technical name of Ayiga-
pattas. This name was rendered by Bithler as a “tablet of Homage or Worship”, since such
slabs were put up in temples, for the worship of the Arhats (Ep. Ind. Vol. 11, p. 314), It appears
that in the domain of Indian art the Ayigapatta as an itemin the reperfoire of religious devotees
was peculiar to the early Jainas. The Buddhists do not show anything similar to a Jaina
Ayagapatta amongst the sculptures of their religion found from Mathura, although the two
faiths flourished side by side for several centuries and also probably employed the same artists.

There is, however, a word in the carly Buddhist art terminology which throws
selcome light on the meaning and purpose of an Ayiigapatta. In the excavations at Jaggayya-
peta on the site of the old Stiipa, Dr. Burgess discovered in 1882 three inscribed pillars, bearing
each a dedicatory inscription in Prikxit recording the gift of five Ayaka-Khambas at the
eastern gate of the Great Chaitya at that place. The great Stiipa at Amarivati also was ador-
ned with such pillars, since the highly ornamental chaitya slabs from that site exhibiting in
miniature the Stipa in all its details show a row of five columns surmounting a balcony in
the procession-path opposite each cardinal entrance. The explorations at Nigirjunikonda
have also brought to light seventeen inscribed specimens of Ayaka-pillars. According to
Dr. Liiders who edited these inscriptions such pillars do not appear to have had any structural
function as supporting members, but, besides carring well-known Buddhist emblems, they
were utilised for dedicatory inscriptions (Ep. Ind., Vol. XX, p. 2). The Ayigapattas likewise
were devoid of an archetectural purpose but were carved with sacred symbols and figures of
Tirthaikaras for being worshipped. The words Aydga at Mathura and Ayaka at Jaggayyapeta
seem both to have been derived from Aryaka which in Sanskrit means ‘honourable’ or ‘worthy
of reverence’. Since the sacred symbol or the figure of the saint carved on the slab was an
object of veneration, the slab on which it was carved rightly came to be regarded as a tablet of
homage bearing the technical name of Ayigapattal.

From the point of view of art the Ayigapattas from Mathura rank amongst some of
the most beautiful specimens of the Mathura School of Sculpture. They are exceedingly well

1 The remark of Dr. Burgess that the word Ayaka in Ayakakharibha perhaps means entrance
should be modified in the light of the meaning of Ayaka pointed out here (cf, Amaravats and
Jaggayyapata Stupas, p. L),

y o
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conceived and the composition adequately conveys the meaning of the symbolism they seek
to represent. The grouping of the static and moving figures and the arrangement of the
religious symbols produces a fine hormonious effect. The Tirthakiara figure seated in the
central circle in meditation, symbolises as it were the bedrock on which Jaina metaphysics
bases its conception of world creation. The Arhat figure predominates the whole group,
every thing else, viz., the Triratnas, the Svastika and the other symbols atan:fﬁﬁ _xed in relation
to it and revolve round it. An ideal harmony of the static and dynamic aspects of creation
seems to have been achieved in art on these Ayigapattas (Figs. 8,104) The conspicuous
Svastikaon J. 250 with a circle at the eentre enclosing the figure of a Jina is primarily a symbol
of creation or birth. The Svastila has been universally worshipped in India as part of the
natal cormonicshl ong with Shashthipiana performed after the birth of the child. Bina
Bhatta gives ah elaborate description of the ceremonial of Svastika worship after the birth of
Prince Chandripida and the custom can be traced to earlier times,

The Dharmachakra and the Triratnas are other symbols prominently figured on the
Ayigapattas. Dr. Coomarswamy in his paper on the meaning of Kha and other words denoting
Zero has shown that the axle point of the wheel represents the ultimate reality, the “rock
of ages”, serving as the central point of the great wheel of creation. This wheel known as the
Dharmachakra symbolises the two-fold cosmic forces of rest and motion. The centre of the
wheel is firm, devoid of changes, but its circumference is the rallying plane of infinite forces
whirling and moving under the governance of a central fixation based on the navel of the wheel.
The wheel is thus the most appropriate symbol to express the harmony and synthesis between
the two creative forces and conditions one of which is referred to in the Vedas as apihita, hidden,
and the other jayamdn, manifested. The perfect Diarmachakra forming the central figure
on the Ayigapaita represents in a besutiful manner the above two aspects of the wheel sym-
bolism. The eight Maidens of Space, Dikkumdrikds, poised gracefully in a circle around the
peryphery of the Dharmachakra are according to the Jaina Texts goddesses of the Bhavanapati
class, presiding over the quarters of space, and as stated in the Jambiidvipa-prajiiapati they
come first in the priority to celebrate the glorious event of the birth of a Tirthaikara,

The Dharmachakra and the elephant also appear as symhols surmounting the two
side pillars on Ayigapatta No. J. 249, Just as the Buddha is spoken of as the bull and musk-
elephant among great spiritual leaders (Makagani—asabla—gandhahathi, Ep. Indi, Vol
XX, p. 17), similarly the Jainas apply to their Tirthaiikara the virtues implied by these noble
comparisons. The elephant, the bull, and the lion were accepted as common symbols both
amongst the Jainas and the Buddhists, and the two arts bear testimony to it.

The scheme of eight auspicious symbols (ashtamangalas) is adopted for decorative
purposes on Aydgapatta No. J. 249, and the same is repeated, although somewhat weakly
on No. J. 250. The symbols that may be readily identified are the two fish (Mina-Mithuna),
the pot of jewels (Ratna-pitra), Tritatna, lotus garlands (Pushpa-diama), Srivatsa and the full
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vase (Pirna-kumbha) . The second symbol in the upper row may represent the celestrial
abode (Deva-vimana-ghara) which was one of the fourteen dreams seen by the Brihmani Deva-
danda at the time of her conceiving as described in the Kalpasitra.

The Ayagapattas with their emphasized symbolical character have greater affinities
with the earlier Indian art as known to us in the monuments of Safichi which are the products
of an age in which symbols constituted the language par excellence for the expression of religious
and philosophic thought. That phase fell into the background after the emergence of the
cult images of the Tirthaikaras and the Buddhas, both perhaps serving a common religious
urge in about the 1st century A.D. In the art of Mathura itslf-the symbols gradually give
place to the image. But on the Ayigapattas there is still a stage of transition and it is clearly
apparent that the symbols there are not less important a medium of the artist’s language than
the figure of the principal saint. They may be taken to belong to about the early first century

; A.D., when the symbol worship and the image worship existed side by side, the one as o signi-
ficant heritage of the past and the other as an usher of a new era

.

Fig. 10+ A Ayizapaiia from Mathura
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The rich and famous school of sculpture which flourished during the Kushina and
Gupta periods (cir. 1st century—6th century A.D.) at Mathura has to its credit a considerable
number of Brihmanical images, in addition to the vast and varied collections of Buddhist and
Jaina sculptures which are well known. Belonging to the formative period of Indian art when
the earliest images of gods and goddesses in all the above three religions were being evolved,
these statues are of the utmost importance. We know that early examples of the Buddha
image have been found at Mathura, which according to Coomaraswamy was the place where

the image of the Buddha originatedl, a conclusion in which there is much more substantial
truth than is at first recognised.

The images of the Jaina Tirthankaras also for the first time appear on the Aydgapaffas
discovered from the site of the Kaikili Tila, and may belong to the beginning of the first
century A.D.2

Like in Buddhist and Jaina statvary, the first iconographic forms of the Brahmanical
gods and goddesses can be traced in Mathurd. The fact that Mathuri artists were
fashioning the deities of these three religions at one and the same time, must have had its own
causes in the religions history of India of the early Kushana period. It appears that Mathura
was the nucleus of powerful devotional movements in the religious thought of the Jainas, the
Buddhists and the Hindus. So far as Hinduism is concerned we know that the religious
movement centring round Visudeva Krishya and his brother Balarima originated at this
ancient city. It is therefore natural that the urge for shaping the gods in their human form
should have been felt strongest at Mathura.

For studying the origins of Brihmanical images we should concentrate on the earlier
statues of the Kushana and Gupta periods. Their total number may be about five hundred.
The following is the full list of the pantheon for these two epochs: I. Kushina:
1. Brahmi. 2. Siva. (¢) Siva in ‘lige vigraha’. (b) Siva in ‘purusha vigraha'. ()
Siva as Ardhandridvara. (d) Siva. with Pirvatl, 3. Karttikeya. 4.  Ganapati.
5. Vishpu. 6. Sarya. 7. Indra-vajrapini. 8. Kiamadeva. 9. Balarima.
10. Barasvatl. 11. Lakshmi. 12. Durgi Siahavihini 13. Mahishisaramardini.
14, Sapta Mitrikas. 15. Nigarajiil.

1 The Indian Origin of the Buddhs image, J.40.5., Vol. 46, 1926,
2 The only exception, an earlier Jaina Tirthankara image, is the recently discovered image of the
Maurya period from Baunkipur, published by K. P. Juyaswal, J.B.O.R.S., March 1937, pp-130-32.
R. P. Chanda, A.S.R., 1925-26, p. 180, ' The earliest images of the Tirthafikaras have been
found at Mathura'.
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Fig. 105 A scenc from
Krishna's life

Fig. 111 Sun-god
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Il.  Gupta period : All the above with the addition of the following : 16. Hari-
Hara, 17. Ravana lifting Kailasa. 18, Vishnu as Trivikrama. 19, Pingala.
20. Danda. 21. Navagrahas. 22. Gangi. 23. Yamunda. 24. Ayudhapurushas.

Of this list only Siirya, Siva-liiga and Gaja-Lakshmi were known in the earlier art
preceding the epoch of the great Mathurda school.

BRAHMA. In the Brihmanical triad Brahmi comes first as the creator of the
univrse, The idea of Trinity consisting of Brahma, Vishnu and Siva seems to have been fully
realised in the religious philosophy of the Kushina age, Brahmi is shown as the deity with
four faces (chaturmukha). We have three Kushina images of Brahmi in the Museum. The
earliest image (382) shows the god with three faces and a haloed bust superimposed at the
back of the central head to complete the number of four heads. On the reverse is carved an
Asoka tree similar to that in Nagarajiif and Indra images (392) which also belong to the Kushana
period. The right hand of the projecting figure is held in abhayamudri and the left shoulder
is covered with drapery like in Buddha images of this period. Statute No. 2134 shows an
identical arrangement with the difference that the three lower faces have all beards and matted
locks. Statuette No. 2481 shows only three heads, as the fact of the invisibility of the fourth
one in a front view came to be gradually recognised. A halo is shown at the back of the head.
Another feature of importance is the pot belly, which in the case of Brahmi persists throughout
later art.

VISHNU. We get evidence of Vishou worship in the Suiga period from the
Besnagar pillar of Heliodoros and the Ghosundi inscription of Sankarsapa Visudeva. At
Mathurd itself a lintel of the time of Mahikshatrapa Sodisa (1st century B.C.) mentions a
shrine dedicated to Bhagavian Vasudeval. But the earliest representation of Vishnu in human
form is found in the Kushina period, the Vishnu image appearing as almost a replica of the
Budhisattva image with two additional hands holding a long, heavy gadd and a Chakra. Image
No. 2487 is typical and shows all these features clearly. The prominent necklace of Vishnu
is noteworthy as it is taken from the images of Indra (cf. 392). In some statuettes Vishnu
wears the high ‘kirita” of Indra which may be due to the fact that Vishpu as Upendra was
looked upon as the younger brother of Indra.

It is strange that no early image depicting the life incidents of the cowherd deity
Krishpa has come to light at Mathura. An exception may be deemed in the case of a relief
(1344) of the Kushina period bearing a scene which Daya Ram Sahni interpreted as one showing
Vasudeva walking across the river Yamuni to transport the new-born Krishna to Gokula for

safe custody! (Fig. 103), I agree with this view and think that the relief is the earliest
representation of a seene from Krishna's life,

v Archewology and Vaishnava Tradition, by Rama Prasad Chanda, 4.8.M.5.
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The Kushina relief No. 2520 acquired from the collection of the late Pandit Radha
Krishna, appears as a veritable document of Brahmanical iconography (Fig. 106). It
shows the following four figures, all standing with right hands in ‘abhayamudrd’ : 1. Two-
armed Siva in ‘ardhandrifvara mirti’, with the right half bearing male and the left half female
features, viz. breast, extended hip, long dhoti, and a bracelet rouni the foot. Siva is shown
‘Grdhearetd’, which is of unique importance for the study of the early phases of Mathura
&nivism. 2. Four-armed Vishyu, holding a heavy mace and a Chakra in the two additional
hands. The two normal hands are exactly like those in the Bodhisattva images, i.e. the right in
‘abhayamudra’ and the left holding a monk’s bottle of long neck and conical bottom.  Of all the
Vishnu images found in hfjl-ia. this may be said to be the earliest specimen, and may be
assigned to the 1st century A.D. It shows the transition from a Buddbist to a Brahmanical
image, 3. Two-armed female figure holding a lotus in het left hand as in the Hariti images of
the Kushina period. Above the canopied head the sculptor has shown a pair of miniature
elephants in order to distinguish Gaja-Lakshmi from Harit. This Gaja-Lakshmi type is
distinet from the well known Gaja-Lakshmis rising in the midst of lotuses?, of the Suiga
period found at Sifichi, Budhgayi, Kosam and Anantagumphi, ete. The stamp of a Kushana
period Harit! is obvious in her form and composition. 4. Two-armed male figure holding a
purse in the left hand and a mace-like staff under the left armpit. It depicts Kuvera without
his usual corpulence. We also have one Ganeda statuette without this feature which is
otherwise almost universal in both cases (No. 1112). These details make the above relief
of unique importance for a knowledge of the carliest features in the iconography of these

A fragmentary statuette of the Kushina period (1010) showing an ' eight-handed
male figure is of excoptional interest OF the four right hands which are preserved,
three seem to carry the mount Govardhana, “pésa’ (or sakti), and ‘danda’ and the fourth
one doubled at the elbow is stretched towards the breast and also held an indistinet ¢hject.
This represents the Virdt form of Vishnu and is the only male figure of the Kushira period
in which such multiplicity of hands is visible. i

With the advent of the Gupta period Vishyu worship received a fresh impetus and
images became much more common. There were Vishpu temples at Kaikili (image in the
Lucknow Museum, H. 111), Jamilpur (G. T, Vishnu torso), Giyatel tl8 (1342, eolossal Vishnu-
bust), ete. There is also ample evidence to show that s magnificent Brihmanical temple
dedicated to Vishnu was built at the site of Katra Kedavadeva? by the emperor Chandragupta I1
1A8R., lﬁﬂﬁvﬂﬁ, pp- 18384, :

# 8anchi, north forapa of Stapa T, fig. 53 in H.I.1.A. ; Bodhgayi, C.H.L, Vol. T, fig. 50 ; Kosam,
Annual Bibliography, 1934, fig. d, pl. 113 Anantagumphi, C. H. I. Vel. 1, fig. 75, Cf. also Coo-
maraswamy's article §ri-Laksmi, Eastern Art, January 1929,

3 Katra-Kefavadeva, the Birth-place of Krishga, by V. 8. Ageawala, Gitd Dharma, Benares,
Vol. I, pp. 666-76.
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whose inseription was also unearthed from this place. Architectural and sculptural pieces
which formed part of this building were recovered in excavations and are kept in the Museum.
One piece shows Vishnu in his T'rivikrama incarnation (2664) with the left leg stretched aloft.
Dancing and adoring Jambavin, the demon-head typifying Brahminda and knecling Prithivi
Deviare shown. Vishnu wears the ‘vaijoyanti and ‘ekivali necklace. The panel is surmounted
by a dwarf Gupta railing and was enclosed between two pilasters.

A perfect example of a Gupta Vishnu is E. 6 of Vogel's Cataloguel. Tt shows all the
highest qualities of the Golden Age, the face revealing the contemplative serenity of celestial
samdadhi, The elaborate crown is adorned with the jewel (forming a ‘trirafna’ shape with its
seroll), lion-faces emitting pearl festoons ‘simhdsyodgirna mauktika-jila’ and a ‘makarika’
ornament consisting of two addorsed alligator heads. The figure wears a ‘vaijayanti yajiiya
suvarpa-sitra, keyiiras, ekivali’ and iatayashtita devachanda necklace, and also a creased
clinging loin cloth (skhshma vimala kafi-vastra) held by a girdle technically known as “netra-
siitra’ in contemporary literature on account of its similarity with the cord round the
‘manthana dande” 2 The image was four-armed. The fore-arms separated near the elbow, the
bifurcating line being still visible on the left side.

Another important image of Vishnu (2525) resembles the above in its artistic deco-
ration but shows the god with a Nrisirhha face on the right and a Variha face on the left.
Coomaraswamy published the bust of a Nrisihha-Variha Vishnu from Mathura (now in
the Boston Museum), which is almost like our figure. He says ‘The figure exhibits the broad
shoulders and slender “lion™ waist of the Indian ideal type, with the firmness and fullness of
flesh and massive modelling characteristic of the Gupta period ; it is an important document
equally of art and iconography’3. This Vidvariipi Vishnu presents a combination of Variha
and Nrisiaha avatdras. The Museum also has a terracotta panel (2419) showing a similar
four armed Vishnn, two of whose arms now broken must have held the symbols ‘padmd’ and
“4aikha’ in their natural form, and two others were placed on the heads of dwarfish ‘chakra’
(male) and ‘gadd (female) ‘Gyudha purushas’ squatting in ‘wthbutikisana’. Kilidisa, Raghu,
10, 60, mentions the dwarfish statues of the Vaishnava ‘yudha purushas’ in the Gupta period.
The representation of the symbols both in their natural and personified forms and also the

placing of the right leg a little in front of the left, suggest affinities of this image with the Para-
Visudeva form mentioned in Hindu Teonography’s

! Cf. St. Kramrisch, Die figurale Plastik der Gupta Zeit, p. 22, fig. 5; Wiener Beitraege sur
Kunst wnd Kulturgeschichte Asiens, vol, V, 1931,

* This nefra-siifra cord used in churning is still known as ‘neti’ in the Hindi speech of North
India,

 Bulletin of the Boston Museum of Fine Arts, Dec. 1919 No. 104, pp. 60-62, Gupta torso of
Vishyu.

4 T. Gopinath Rao, Hindu Tconography, Vol. I, pp. 24243,

. ]
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BALARAMA. Patafijali refers to Balarima in his Mahibhishya (Kielhorn, Vol. L.
p- 426.) “let the power of Krishpa increase with the assistance of SBankarshana”. Sankarshapa
is the name of Balarima, the elder brother of Krishna, who is said to have changed the course
of the Yamuni near Mathurd by his ploughshare, The legend must have been popular in
the days of the Bhashyakara in the 2nd century B.C. Again in a quotation given by Pataiijali
mention is also made of temples dedicated to Kuvera, (Bala) Rima and Kefava (Krishna) :
wHR gAafarmEmamm  (ibid. Vol. L. p. 426).

It is not surprising that an image which must have once adorned such a temple,
was actually found by the late Pt. Radha Krishna in 1929 from the village named Junsuti, six

miles off Mathuri on the road to Govardhana. It was sold to the Lucknow Museum and is now
kept there. It is published here from photos found in the record of the late Panditji (Fig. 107).
The back entry gives its ht. 2-6”. Balarima is standing with a canopy of six serpent
hoods and holds the “musala’ in his right hand and the ‘hala’ in his left, both the ‘G " res-
ting against his shoulders. He wears a very conspicuous turban, heavy earrings in cloven ears,
a torque with single oylindrical bead and double wristlets. The upper body is nude and the
lower is draped in a dhofi, its creased arrangement, triangular fold and the girdle being exactly
similar to those on the ancient Yaksha statues of the Suiga period. The image can not be later
than“the second century B. C., and must be regarded as the earliest representation of any
Brahmantical deity in the whole field of Hindu iconography. Its importance therefore cannot
be exaggerhted for throwing light on the most controversial question of the origins of iconogra-
phic art in\India. The Bankipur Tirthaikara image of the Maurya period and the Mathurd
Balarima image of the Suiga period together prove that the religious tradition of the land had
allowed the shaping of the principal deities in human form for purposes of worship much earlier
than ;iﬁﬁén conceived by archaeologists in relation to the question of the origin of the Buddha

_ SIVA The. god Siva is known to us in an earliest form from the Gudimallam linga
of the Suiiga period. The Bhita Siva liiga of the ‘paiicha-mukha’ type comes next in order.
After that we get the representation of Siva both in liiga and ‘purusha’ form at Mathura in the
Kushiina period. Siva worship at this time must have been extremely popular in the religious
life of this city. D. R. Bhandarkar editing the Mathuri Saiva inseription of the time of Chandra-
gupta I, showed that a powerful branch of the Pasupata Saivas adhering to the tenets of the
teacher Lakuli was established at Mathurd by one of his four disciples, Kuéika, in the beginning
of the 2nd century A, D1 This pillar also shows the representation of god Lakulida, a form
of Siva holding a ‘danda’ and his trident. We also find Siva standing against his Nandi bull
on the reverse of the coins of Kushiana emperors, and a well-known coin of Visudeva shows the
polycephalic god Oesho who can be on other than Paiichinana Siva or Iéa. The heroic Vema
takes pride in calling himself a Maheévara in the legend of his Saiva coins, How devoutly the

" 1 Ep. Indica, Jan. 1931, p. b.
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alien Kushana chiefs paid homage to the great god is vividly depicted on a recently acquired
bas-relief (2661) which shows a lifiga installed on a pedestal and two Kushina noblemen in the
attitude of worshipping it with garlands and flowers (JIS0A, vol. IV, PL XXIIL, Fig. 1). It
also contains a flying ‘deva’ performing ‘pushpa-vrishti as in Buddhist images. A relief slab of
the Kushina period showing Siva and Pirvati standing as a typical dimpati gives us the earliest
human form of Siva different from a Yaksha (G. 52). But for the @rdhvareta so prominently
shown in the case of Siva, we would take it as 4 common ‘mithuna relief.’! Siva is two armed,
there is no bull or any symbol except that the right hand is in ‘abhaya mudrd’. Siva wears ear-
rings, torque and scarf and there are no Jatas. This scene becomes very much transformed,
though retaining its essential features, in the Gupta period as evinced by the Siva-Pirvati and
Nandi relief (2084) carved on both sides. Both Siva and Pirvati hold a ‘nilotpala’ that is
symbolical of their married life.

One of the most unique Siva images from Mathura is illustrated by Coomaraswamy
in his History of Indian and Indonesian Art (Fig. 68). Tt shows the fonr-armed ‘irdhvareta’
Siva carved in high relief against a lifiga in the same manner as the Gudimallam Siva?, The
Gupta sculptors of Mathuri also made Ekamukhi Siva lingas of the Bhumara and Khoh type.
We find them installed in several places in the eity, still in worship®(cf. also Museum collection,
2312). We have also specimens of two-faced (462) and five faced# (516) Siva liiigas of the Gupta
period. Most probably the five heads have reference to the Idana, Tatpurusha, Aghora, Vima-
deva and Sadyojata forms of Siva. Of the ‘filds’ of Siva not one has been traced in Kushina
art. The Gupta sculptures, however show a representation of the famous scene of Ravana
lifting the mount Kailisa on which Siva and Pirvati are seated (2577 ; Fig. 108). Icono-
graphically as well as artistically this piece is of great importance. It is full of lively commo-
tion resulting from the unprecedented upheavel. The giant kirg with protruding eyes is exert-
ing his full vigour to summon all the resources of his great might. The wavy lines and the re-
ticulated breaks in the ridges of Kailisa express the strain to which it was put reminding us of
the famous and almost contemporary description in the Meghadiita of Kilidisa (158), viz.
mwm I. The eminences of he peak as well as the ridges

! For an image of Siva-Parvati from Kosam, showing dirdhavaliiga Siva holding the right hand in
abhaya and an ampila ghata in the left, see 4.5.R. 1915-14, part II, plate LXXC. It is inscribed
and helongs to the Gupta period. (Fleet, G.1.1., p. 266).

* I found a photo of this frdh the collection of the late Pt. Radha Krishna giving in the back
entry its ht. 2°-5", but the present whereabouts of the image are unknown. It may be in
some European private or museum collection,

* A note on a Gupta Siva Lifga at Mathuri, V., 8 Agrawala, J. U. P. H. Society July 1935,
pp. 83-85.

! For illustration, see my article in Hindi on the Brihmanical Sculptuers in the Mathuri Mu-
seum, fig. 19, Journal of the Hindustani Academy, Jan. 1937,
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appear like dense masses of clouds layered one upon another. Phrvati sits to the right
of Siva, and her left hand finds support on the right shoulder of her lord, who is bracing up at
a time when the great oscillation must have convulsed all nature.

The Ardhaniriévara form of Siva (326 Fig. 109) though known in Kushina
times (cf. PL XIV. Fig. 2) was handled by the Gupta artists with an unexcelled perfection.

It illustrates those elements that are present in two cosmic forces which are irresistibly drawn
tawards each other to embrace and fuse themselves, but are held back to preserve their entities
by an invisible axis.

SORYA Images of Siirya of the ancient Indian type seated on a chariot of four horses
are known from the art of Bodhgaya (Fig. 61, H. I. 1. A), Bhaja (Fig. 24, H. 1. 1. A), and Anan-
tagumpha,! where chhiyi and Sajiia also occur.  The Mathuri examples of the Kushina period,
however, are different. They are shown squatting in European fashion, wearing the Northern
dress (udichya vesha) consisting of a coat, trousers and padded boots, and holding a dagger in
the left hand between the legs and a lotus cluster in the right. The chariot is drawn by two
horses (894).

The number of horses later on is increased to four (cf. Siirya image D. 46, in which
the solar orb is also shown), and subsequently to seven. We have an interesting variety of
Siirya images in the Gupta art of Mathura, showing Siirya dressed like a Sassanian king. One
soapstone statuette (1258 ; Fig. 110) in which the two acolytes Pingala and Danda also
oceur, has a beard and a round apron style tunic fringed with pearls like the solar image from
Khair Khaneh discovered by Hackin, by which it appears to have been inspired. Its age should
coincide with the reigns of Shapur IT and his successors Ardashir IT and Shapur I11, i.e., between
300 and 3863 A. D. Another bust in the Mathura Museum representing the Sun god (D. 1 of Dr.
Vogels Catalogue) is even more marked by Sassanian influences, bearing the ‘sun and moon’
Chandra-divikara) symbol on the kulah cap. He has frizzled bushy hair as in Gupta figures,
a bearded chin (émadrula mukha) of the honey-comb design (cf. ‘saraghivyipta kshaudrapatala’,
Raghuvavisa, TV. 63), knotted scarf and pinafore like cuirass (Fig. 111).

Though the two solar attendants ocour on the Khair Khaneh relief, Mathura i8
the only place where independent images of Piiigala and Danda of the Gupta period have
been found. Pot-bellied Pifigala (513) has a halo and is holding a pen in the right hand and
an inkpot in the left. His hair is bushy and on the kuluh cap occurs the globule and crescent
sign. A Gupta relief from Kaman shows the eight Grahas, Ketn being left out. HExcept
Siirya, the other six wear jati-jilfa and Rahu is in tarpana mudrd, This agrees with Maha-

1 Hackin's Memoir on .!.'u' Researches at Khair Kkaneh near Kabul, p. 15, footnote, BSee also
Anceint Monuments in Bihar and Orissa, by M. H. Kuraishi, p. 273.

2 A higger example is illustrated in Vogel's La Seulpture de Mathura, plate XX XIIb, and
Coomaraswamy’s H.II.A., fig. 64, where it is identified as Kushina king.
% Recherches Archéologiques au Col de Khair Khaneh pres de Kabul, by J. Hackin, p. 13.
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bharata, Sabhi Parva, ch. 11, verses 28-29, which mention only eight Grahas attending the
the audience-hall of Brahma (pitamaha-sabha).

KARTTIKA. The figure of Kirttikeya with his name inscribed occurs on one series
of the Yaudhaya coins about thégecond century A.D.! Of about the same period is a statuette
in the Mathurd Museum (2332) showing the standing figure of haloed Kirttikeya holding
a spear in the right hand and a cock in the left2,

A singular image of the Gupta period in the Mathurd Museum (466) shows Skanda
seated on his peacock (of. mayira prishihasraying guhena, Raghu. VI. 4) with an important
iconographic feature, viz. the performance of his abhisheka by four-faced Brahmi on the
right and Siva on the left side holding jars, both wearing matted locks.

GANESA. A Mathuri frieze of the Kushina period (2325) shows a row of five ele-
phant-headed Ganas very similar to the Amarivati relief depicting the same figure3 (about
2nd cent. A.D.). Of about the same period is a statuette (758) in which elephant-headed
Ganeda appears as an ithyphallic nude figure with pot-belly and ndga yajfiopavita, He is
two armed and is tasting the sweet balls out of the cup in his left hand. These are the earliest
Ganapati figures so far known.

Miscellaneous gods :  Vajrapini. A torse (E. 24) shows the god Vajrapini holding
a double thunderbolt. He wears heavy ear-rings, torque and flat triangular necklace like
Bodhisattva images. But the feature that shows the Brahmanical nature of the image is the
conspicuous vanamald arranged on the left side which justifies his identification with Vajrapini
Indra of Hindu mythology (cf. Kilidisa, Raghu. IV, 42). The vaijayanti is the principal
distinctive feature of the Brihmanical gods employed by the Kushina and Gupta sculptors.

KAMADEVA. A beautiful terra-cotta (2452) of about the first century A.D. shows
the god Kimadeva standing in a flowery field with a sheaf of arrows in the right hand and a
long sugar-cane bow (ikshu-dhanus) in the left hand. He is standing upon the chest of a
young man who is in a supplicating attitude, I am indebted to Dr. Johnston (letter dated
Oxford, 8th Dec. 1936) for identifying the scene with an old legend about Kimadeva in which
the leading persons are the fisherman Sirpaka and the princess Kumudvati, The details
are uncertain, but apparently Kumudvati fell in love with Sirpaka, who did not return her
love, till he was cunqu::ered by Kimadeva. Advaghoéa refers to the legend in his J Zvyas, viz.
Buddhacharita, X111, 11 and Saundarinanda, VIII, 44, which as may be inferred must have
been very popular in his days,
'J. B. 0. R 8. 19386, p. 61.
* A very similar Kirttikeya image with spear and cock was recently found at Taxila. Ses

A.8.R. 1934-35, p. 31, plate VIII (f) where it is doubtfully identified with Kuvera.
¥ Coomarsaswamy, Yalshas, part I, plate 23, fig, 1, p. 28,
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INDRA. In Buddhist iconography Indra and Brahma occur as attendants of the
Buddha. Some times Indra alone is shown paying homage to the Buddha in the Indrafaila
Guha at Rajagriba but in the Kushina art of Mathura the iconography of Indra had a much
greater significance, There is a unique image in which Indra is shown as polycephalic (having
many heads) figure, i.e. with one figure in the centre and five others emerging out of his shoul-
ders and head. This should be identified as the representation of the Paiichendra form or this
deity to whom detailed reference is found in the Paiichendropikhyina of the Mahabhdrata
and the Markandeya Purina. Indra is also depicted as Yaksha Vajrapdni, i.e. holding a
thunderbolt in his hand. The one distinguished feature of Indra images is a high cap, rather
a projecting crown, on his head, Some times a third eye is also shown over his forehead.

AGNL 1In the Paiichila coins of Agnimitra we always find a deity with a halo
of flames, He is depicted on the Kushina coins as an Iranian deity under the name of Athso.
No image of the early Kushiipa period has been found but there are several Gupta sculptures
showing Agni as a Brahmanical deity with a halo of flames round the body and also with
jatdjita, & beard, Yailjopavita, pot-bellied and holding amritagaja in the right hand.

DURGA. There are images of Durgi having four arms and seated on a lion as-
signable to the Kushi: a period but the form, which was extremely more popular, was that of
Mahishasuramardini, i.e. goddess Durgi in the form of killing the demon. Her images with
two, four and six arms are found in considerable number in Kushina and Gupta art. The-
most eloquent description of her exploits and power is contained in the Devi-Mahatmya of
the Mirkandeya Puripa. The worship of Mahishisuramardini became popular throughout
the country and we find a magnificant repre entation of the conflict of the goddess riding on
a lion with the demon Mahishasura in the early Pallava art.

SAPTA-MATRIKA, In the Kushina period the worship of the female goddess of
the form of Reality asso many goddesses found its most tangible expression as the scul-
ptures representing & group of the Sapta-Mitrikis (Seven Divine Mothers), Brahmini,
Vaishpavi, Ambika-Pirvati, Indrani, Kaumiri, Varahi, Narasirhi, and Chimunda.!

I These were the images of Sakti of the respective gods. Asa matter of fact these were
developed in the mystic symbolism of Yoga as depicted Sakties of various Chakras or
nervous centres in the body. These were known as the Matrkis. Gradually their number

“inereased to 8,9, 10, 12 and 16 (Shodasa Mitrikis). All these again were the varying symbols

of an esoteric discipline of thought and meditation.

4
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The present relief [Mathura Museum No. 2520], which is 73" in height, 10" in length
and 2% in breadth, was in 1933 selected by me from the collection of the late R. B. Pt. Radha
Krishna and subsequently acquired by the U.P. Government for the Curzon Museum. On
a close study it appears to be one of the earliest Brahmanical pieces of the Kushiina period,
and from its consents may be taken as an iconographic document in sculpture. There are
in all four standing human figures, three male and one female : but if we take into account

the first hermaphrodite figure combining characteristics of both sexes, the number of godde-
sses represented would become two. (Fig. 106)

Tuae First Fiouvrg : ARDHANARISVARA

The first figure (61" high) shows a composite form of man and woman. It represents
Siva as Ardbaniridvara, i.e., the aspect in which he had become one with his consort Pirvati,
and in which the fusion was symbolically expressed by representing the great God as com-
bining both male and female characteristios in his own person. The description of the Ardha-
niriévara form is given in the Mastya Purana, ch. 258, and the genesis is also well explained
in a sotry of the Siva Puriga :—

‘Brahmi first begot & number of male beings, the Prajapatis, and commanded
them to create various other beings. They were found later on to be unfit for the
task for which they were intended and Brahma feeling uneasy at the slow progress of

form of male-female and asked him to cease feeling distressed. Thitherto it did not coceur to
Brahma to create a female also, and at the sight of this composite form of Mahesvara he rea-
lised his error ; thereupon he prayed to the female half of Mahesvara to give him a female to
proceed with the act of creation : . Brahmi’s r quest was complied with and the creation
went on afterwards very well.’ [Gopinath Rao's Hindu Lconography, Vol. 11, pp. 321-322).

This story accounts for the Ardhanariévara form of Siva, The present relief from
Mathuri represents the earliest iconographic form of Siva's ardhdsga aspect which has been
found in Indian art so far., At Mathuri too, although independent image of Siva and Parvati
or Umi-Mahedvara mirtis are common enough, this is the only specimen of Ardhaniriévara
belonging to the Kushina period.

The image has two arms, The right hand is shown in ablaya mudrd as usual in the
Buddha-Bodhisattva images of the Kushina period and is connected with the slab by means
of a projection similar to that in the Katra Bodhisattva image of the Mathura Museum [Dr.
Vogel, Catalogue, A. 1i]. The left hand holds a round mirror like the one held by the woman
. on railing pillar No. J. 5. Above the head is a prominent jatd-jita covering slightly more
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than half the portion of the head. The coiffure on the left side is not clearly preserved as the
image probably remained under water. The ear-pendants are alike in both ears. The
chest on the right side is that of a man, and of a woman on the left marked by a stana-
parisara. The girdle is sharply distinguished on the right and left sides of the loin. But
the most important iconographic feature is the irdhva-linga :—
femmrimed i, — Aeeagam 258, 7.
This feature also occurs on the four-armed combined Siva-and-Lifiga image of
the Kushina period from Mathura, which was first described by Dr. Coomaraswamy. [ef.
History of Indian and Indonesian Art, p. 67. fig. 68].

The right leg is slightly bent, the left is straight and wears a dhotl reaching down
to the ankles, and also has a pada-valaya.

It is evident from this image that Mathuri must have been an important centre of
Saiva religion during the early centuries of the Christian era, when numerous linga and purusha
vigraha images of Siva were produced. Dr. Bhandarkar, working out the genealogy of the Saiva
teachers in his discussion of Chandra Gupta IT Pillar Inscription, has shown that Mathurd
was the centre of the Pasupata school of Saiva religion during the first quarter of the second
century A.D., and that the asceitics in the line of Lakuli’s first pupil Kufika were settled
at Mathurda. [Ep. Ind., Vol. XXI, pp. 6-T].
Sgcosn Fioure: Four-Armep VisaNU

The standing figure next to ArdhanariSvara is that of four-armed Vishyn. Vishnu
images make their first appearance in the Mathura art of the Kushana period, and even amongst
them, this image is decidedly one of the few aerliest specimens which show the connection of
Vishnu with the Boddhisattva iconography of that period. Images of Bodhisattva Maitreya
are two-armed, holding the right hand in abhaye mudrd and a nectar flask in the left hand.
The earliest Vish u images were provided with two additional hands, holding gadi and chakra
on the right and left sides respectively The mace tapers downwards, and is touched at the
top by Vishnu with one of his hands.

In this relief Vishnu shows all the above features. Holding gadd on right and
chakra on left, he shows his right hand in abhaya mudra and holds an alabastron with the left
hand. There are two other statuettes in the Mathura Museum, No. 933 from Palikhera
and No. 948 from Isapur, in which the two front hands are similarly shown. According to
the orthodox canons Vishnu is required to hold padma and ankha in these hands.

We have evidence in Mathuri art that the ampita ghata was soon replaced by the
conch, held in the front left hand near the girdle. But the abhaya attitude continued much
longer, probably accommodating the lotus in the palm of the right hand.

The miniature figure on the left of Vishnu is not very distinet, but in all probability
his vehicle, Garuda, seated to front.
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Tamp Fieure : Gasa-Laksami
The third standing figure is a two armed female representing Vishnu's consort
Lakshmi. Her right hand is shown in abhaya mudrd and with her left hand placed near the
girdle she holds a lotus stalk surmounted by a full-blown lotus flower, which may more appro-
priately be called a lotus parasal or padmitapatra described by Kalidisa in association with
Lakshmi [Raghuvamsa, IV, 5, 9THT TEATATA. .. ].
Lakshmi has a hood on her head as found on most of the goddesses of the Kushana
period. This representation is in every detail similar to that of Kushina period Hariti
_ portrayed with Kubera or independently. To discriminate her from Hariti the sculptor
has shown a pair of miniature elephants surmounting the hood and standing facing each other.
The images of Gaja-Lakshmi are the first to have been represented in sculpture amongst all
the Brahmanical gods and goddesses. She is repeated twice on the portions between the archi-
traves of the right pillar, belonging to the north torana of Stiipa T at Sanchi [Cf. Coomaras-
wamy, H.I.I.4, fig. 53]. Another early but conspicuous form is found on an arch of the Ananta
Gumpha cave in Orissa [Cf. Cambridge His. of India, Vol. 1, fig. 75], which was a Jaina mo-
nastery [150 to 50 B.C.]. Dr. Coomaraswamy writes: ‘Tn Buddhist art this would represent
the Nativity of Buddha, in Hindu art Gaja-Lakshmi, but what it represents in Jaina art,
unless perhaps the Nativity of Mahivira, we do not know.” [H.I.I.A., p. 38]. Most pro-
bably it was an ancient motif commonly understood to be representing beauty and prosperity
(8ri-Lakshmi).
The Kushina art shows several examples of Gaja-Lakshmi carved independently, but
the present relief is the only specimen in which Vishnu and Lakshmi have been shown together.

Between Lakshm! and the next figure there is also a miniature elephant head mark-
ing her vehicle,

Fourra Ficuze :
The last in order is a two-armed standing male figure, who from the abhaya mudra

of his right hand appears to be of divine rank. In left hand he holds a purse placed near
the waist. His dress and ornaments are identical with those of the Vishnu figure.
There is a long staff near his left shoulder clutched under his armpit.

In a relief depicting Ardhaniriévara Siva, and Vishnu with his consort Lakshmi,
Brahma would have fitted most naturally to make up the Trimfirti. But there is no distinguish-
ing mark to take the figure as Brahmi. The purse points to its identification with Kubera,

and the absence of a pot belly though uncommon for Kubera, should present no inﬂumiount-
able difficulty in the way of his identification. We find in Mathurd art both Brahma and

Ganeda figures without their protuberant belly and the usual corpulence. It is the same here
with Kubera. This statuette represents the earliest iconographic forms of Siva, Parvati,
Vishnu, Lakshmi and Kubera, five important deities of the Brahmanical pantheon.

o

]



30. INDIA REPRESENTED ON A SILVER DISH FRCM LAMPSACOS. -

Lampsacos was an ancient Greek colony in the Mysia district of Asia Minor si-
tuated immediately opposite Gallipoli on the Hellespont. Its ancient name is preserved in
the modern village of Lapseki. It was the chief centre of the worship of Priapus, a gross
nature god closely connected with the culture of the vine. It was celebrated for its silver
utensils in aneient times and is now well known for the discovery of the Lampasacos treasure
consisting of may precious ohjects of art,

For students of Indian history the place is of special interest as here a beautifully
carved silver dish was discovered bearing a strikingly original representation of India as
a woman seated on a chair supported on elephant tusks, The dish is now preserved in the
Tstanbul Museum of Antiquities.! According to Warmington? who published this silver dish.
India is surrounded by mammals and birds which reflect Rome’s commerce with India by
the land route which was chiefly in use for such itmes of Indian export. He assigns the dish
to the first or second century A.D, (Fig. 112)

The female figure occupies the centre of the dish, and the birds and animals are
arranged in three rows and in pairs, one on each side of the figure. The bird on the proper
right is of the parrot family, representing the large Indian parrakeet found throughout India.
It resembles the many other representations of this bird in Indian sculpture and art.

The bird in the corresponding left position is according to Warmington a Guinea
fowl representing some African species, although he sees that its head is unlike that of a
Guinea fowl. He thinks that it was added amongst things Indian under some mistaken noticn
of the artist. Dr. Coomaraswamy on the other hand takes it to resemble a Himalayan quail.3
But the quails do not have the pair of lappets on the throat as seen in this figure.

The two animals in the second row near the ivory legs of the chair were supposed
by Warmington to be Hanumén monkeys, but that is not correct. They represent dogs of
the tigirine breed which was produced as a cross between a bitch and a tiger,

Fortunately we possess a detailed account of this class of animals as recorded by
Alexander’s historians. A demonstration of their extraordinary strength and ferocity was
given in the presence of Alexander himself, who witnessed one of them matched to a lion and

! T am indebted to Mr. Aziz Agaw, Director of the Museum of Antiquities, Istanbul, for kindly

sending me an enlarged photograph of the dish from which the present illustration is repro-
duced. (Fig. 112)

* The Commerce between the Roman Empire and India, 1923, p. 143.

? Coomaraswamy in a review of Warmington's book in Journal of the American Oriental
Bociety, Vol. b1, p. 181,

5
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cut to pieces bit by bit but not yielding before his adversary up to the last. This filled him
with great regret that a specimen of such superb fearless spirit should be lost. However, four
dogs of this class were presented to him.! This breed was reared in the old Kekaya country
of the Salt range as recorded in the Vialmiki Rimayana :
#T-gofragae sadEEET |
AT ETTTAT AT 979+ 251 11
(Ayodhyikanda, 70, 81).

‘The king of the place presented to his nephew Bharata dogs of enormous size, who were
brought up in the palace, had terrible fangs, and possessed extraordinary strength equal
to that of tigers.” These creatures formed an important item of trade between India and
the Western world and their fame had reached even up to Greece in very early times.

In the third row two human keepers with flowing scarfs are restraining with ropes
two carnivorous animals, the one on proper right being a tiger and the other on left a panther
or leopard bearing ring spots on his body.2

The female figure is seated in the centre on a chair supported on elephant tusks
resting on the ground. She wears a siri, most likely with one end tucked behind, i.e., the
sakachchha style common amongst Maratha women in Western India. The sandals (chappals)
on the feet deserve notice and are a Roman feature, In proper Indian art women generally
do not wear shoes. She wears on her head a turban with a twisted role in front. Under
it is shown the front line of frizzled hair, arranged on each side of the face in three superimposed
tiers each consisting of three strands. We have yet to know if this style of coiffure was known
to aristocratic Roaman matrons in the first or second centry AD. In India this style of
hair appears on the terracotta figurines of the early Gupta period, about 4th century A.D.
The significance of the two small rods projecting from the truban is not clear.

The crooked object in the left hand isa bow.3  The right hand is held in abhayamudra,

i.e., the pose for imparting protestion. It is a happy conception of Mother India to show

in one hand the abhayamudri and the bow-wielding attitude in the other hand. The attri-

butes and emblems of the figure suggest its most obvious identification with India [Bharata-
Lakshmi] as Warmington suggested.

! Mcrindle :  Alerander’s Invasion, pp. 363 ff,, where the naterial is brought together in an
appendix,

* Warmington takes the right one as a leopard and the left one as a tiger ; Coomaraswamy
as a hunting cheetah and a lion respectively. The left one with ring spots is certainly what
we call gulddr tendua (7@arT §gar) in Hindi a panther.

* T am indebted to Col. Stuart Piggot of the R.A.F. for this suggestion conveyed to me in a letter
by Mr. T. G. E. Powell of the R.AF.
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Tharammntobanunuppurttnidenﬂfyinthafurmofthisﬂgumuypnﬁmht
goddess from the Hindu pantheon. The attributes in her hands and the associated birds
and animals do not convey the details of any religious figure.

Western Asia was familiar with carved Indian figures, and especially Indian ivory
from very early times. In the Palace Inseription of Darius from Susa the import of Indian
ivory is specially mentioned for building the Palace.

The artist who carved this beautiful dish in silver deserves much praise for his
ingenuity in one respect, vi~., associating Indian ivory in the representation of the figure in
the form of the legs of the delicate chair. This feature pointedly refers to India as the object
of portrayal. The art of this dish is distinguished by a remarkable freedom from conventions.
It is eloquent in its expression and shows some independence of technique. For portraying
a subject like this, no ready-made conventional formula existed before the engraver. He
had therefore to fall back on his own resourcefulness to devise an effective symbol language
for conveying the intended theme. There is no doubt that he succeeded eminently well
in portraying India as a woman with fidelity to formal elements then associated with India
in the contemporary commercial world. The entire conception is no doubt original and

happy.

Fig. 112 Silver Dish from
Lampsacos
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31. A SURVEY OF GUPTA ART

The surviving records of Gupta civilisation present to us a brilliant picture of ad-
vancement in literature, religion, philosophy, social and human ideals, and none the least in
art, which ensemble is a mirror of all that was graceful, elegant, sweet and noble in that culture.
The permanent spiritual values of life had been cast into an aesthetic mould that we call art.
The art creations of this Golden Age are expressions of the spiritual harmony and blissful
realisation that were the hall-mark of the superior motifs of thought and life comprised
in Gupta culture. There was a passionate desire to cultivate the beauty of the body in all
its aspects, e.g., in the dressing of hair as seen in the charming styles of coiffure both in pain-
tings and sculpture, in the elegant diaphanous drapery which aims at revealing the hidden
beauty of the figure, the beautiful ornaments on the head, bust and limbs that pressed into
service glittering gold and jewellery to enhance physical charm, but with a restraint that
i the sign of high nobility. Dance and music constituted the life-breath of the people’s
culture who regarded them as superior to even religions meditation :

AT ATAAT AT AAET THAAH |
TqT /AT XA T ATty A 0

(Jaiminiyifvamedha, 12.22)
“When the people dance and sing and play on their several musical instraments, they make
the Deity happier than by their meditational practices—thus have we heard”.
This was the radiating spirit of buoyant life in the Gupta period. Verily aesthetic culture
was wedded to spiritual culture during the Golden Age, as never before and after. Life is
rich session of beauty, a livanya saftra, or ripa sattra, in which the real emphasis is
to invoke the presence of Sri-Lakshmi as a blessing on the visage of our earthly existence,
The Goddess of Beauty is the supreme divinity to be realised as the aim of all our integrated
efforts, and objects of art are but symbols of her sparkling effulgence. Besides her concrete
manifestation in many a beautiful form comprised in the octave of aesthetic creativity, Goddess
Sri as the consort of Vishnu fills the cup of life with superb ambrosia for the ennobling of the
human mind and spirit. This confers a higher purpose on Ripa or Beauty. The Gupta
citizen was conscious of this supreme mission ; he realised that life should be filled with forms
of external beauty in order that it become a fit shrine for the permanent beauty of the spirit
as manifesting through the higher moral and religions perfections. Each higher being is a
scaling summit of paramitds, moral and spiritual perfections, and the beauty of the body and the
charm of objects that attend are invariable concomitants of that supreme realisation. Such
was the positive idealism of life in the Gupta age—beauty and moral perfection must go
togéther ; beauty and purity are like the warp and woof of that richly embroidered fabrie
* termed “Life” : this is the meaning underlying the statement of Kaliddsa—na ripasi pipa-
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vrittaye (beauty—but not for sin)—in the inspiring message and essence of the aesthetic
culture permeating the Golden Age.

This magnificent and courageous striding of the human spirit into the spheres of
concrete realisation is the key-note of Gupta culture. Art provides abundant illustration of
this golden synthesis. Gupta art, be it painting, bronze, sculpture, or terracotta, is essentially
beautiful. Men and women demonstrate in their person the highest ideals of physical charm.
Sensuous beauty is conveyed through an idiom that is easily comprehensible. There is a
genuine feeling of joy writ large on the visage of the figures that are so beautiful. Their grace
is heart-bewitching, their placid charm haunts the mind, and the heart un a new
baptism under the graceful countenance of the Gupta figures.

During the Gupta period, the beauty that showed itself in images, reliefs, scul-
ptures and temples, was intended to reflect the glory of the Divine Principle called Deva or
Vishnu or Siva, ete. Vishnu's heaven is the supreme abode of the cosmic moral order and
the perfection of all physical forms. Religious experience consists in a simultaneous vision
of these two perfections. This conviction had a genuine significance for the Bhigavatas
(Fig. 113). They believed that the physical world around them must be transformed into a
creation of real charm so that it may reflect the glory of heaven where Vishnu's own presence
made everything so effulgent. The acceptance of the Bhigavata Dharma was at once an
invitation to share in the divine feast of beauty. The Divine must be made manifest to
visual experience through beautiful temples and religious establishments where carved reliefs
are fixed as mirrors of heavenly beauty and divine glory. The religious shrine was no common
building ; it was rather the embodiment of the universal desire to recapture and recreate on
earth something that was in heaven, to realise that ripa of Lord Vishnu, which no human
mind could conceive and no physical eye could ever see:

faemifameamaaroiafagrre sxfaamar an )
(Raghuvariia, XII1.5)

“Its form is beyond conception either in extent or in nature”.

The invisible Lord should be cast in a concrete form to bestow fixity on Him in
time and space. This function is served by the shrine, the image and the worship there, all
three being enriched with the devotional and meditational powers of the human mind. Thus
the prasida loaded with beautiful religious sculpture, plastic forms and decorative elements,
together with an architectural symbolism of great richness, became a dynamic factor in the
assertive aspects of Gupta culture. It stood as the most dominant symbol of all that was best
in literature, art, religion and metaphysics. The carved reliefs depicting themes from Puranic
legends were documentaries replete with symbolical significance. Thus the architectural
planning of a religios temple, with its cirrumambulatory railing, stairway, terrace, focal shrine,
cella, image, decorative doorframe, friezes, string-course mouldings, an intricate fikhara
veneered with gavikshas and topped by an @malaka and its kalada, was considered to mark
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= — Al Fig. 117

Fig. 118, Heahaﬁyl Vishnu on a Rathiki of the Devagrah Temp_IeF

Fig. 115. A terracotta figurine from
Ahichhatri

Fig. 114. A terracotta figurine
from Ahichhatra
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a supreme event in the life of the community, and depended for its success on the completest
expression of its moral and material responses. The shrine stood as a visible symbol between
man and God, as the emblem of human endeavour blest by divine grace showering from above.
To understand the springs of life and thought in the Gupta age, one should understand the
elogquent symbolism of the shrine, whose interior was lighted up with divine forms rapt in
samddhi and peace, and the exterior adorned with an unusual decorative fervour drawn from a
wide range of plant, animal and human motifs or semi-divine forms. The understanding of
art-forms is an invitation to unravel the mystery of its symbolism, especially where the esoteric
context is all-important in creating the outer form and symbolism is but the essential language
of metaphysical thought.

Art and religion became closely wedded in the Gupta period to command an unprece-
dented creative enthusiasm and to map out movements of universal dimension, which not
only filled the entire country from one end to the other, but also inundated the surrounding
regions in a peripheral overflow. It was truly a nation-wide movement in the sphere of art
with many a centre functioning in snch direction and each region displaying a spontaneous
exuberance. Wheresoever the Bhagavata religion spread its benign influence backed by an
impassioned literary appeal, art monuments sprang up in its train as visible reflectors of the
popular surcharge. We find the farthest limits of the movement preserved at Dah Parbatiya
in Tezpur District on the Brahmaputra in Assam, in the form of a typical brick-temple in
Gupta style. Its most beantiful part is the stone doorway with vertical bands covered with
floral and scroll designs, but the most typical feature is a pair of flying geese on either jamb
which is a unique representation of the mingalya vikaga motif mentioned in the Brihatsamhits
of Varahamihira. The influence of the art of Madhyadesa is patent in every detail of sculpture
and architecture, whether the monument was raised in the east or in the west. The monuments
were sited on the geographical routes of commerce and general communication and it is easy
to discover the principles of planning to link each region with the other. To the west of the
Brahmaputra, the country of Pupdravardhana, now comprised by Rangpur, Dinajpur, Bogra,
Rajshahi, Malda, ete., has yielded a large number of Gupta sites and antiquities, Vanhga
(East Bengal), Samatata (the Gangetic Delta), Suhma (West Bengal called Rac ha) and Pundra
(North Bengal), these were clearly marked divisions of the Gupta empire under Samudragupta,
each fostering a local schqol of art, but all together bearing the hall-mark of Gupta style,
especially in the rofined creations of the terracotta figurines.  This rich and fertile
land of Varendra lying between the Brahmaputra on the east and the Kosi on the west
and watered by the parallel streams of the Mahinandi, Apunarbhavi, Atreyl, and Karatoya
(from west to east) was once the cradle of Gupta culture, from whieh wave after wave travel-
led via the sea and overland routes to Burma, Malaya and Indonesia, influencing the art and f
cn ture of those peoples. ' : 3
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The next crucible of Gupta art and enlture was the region of Afga and Mithil with
flourishing centres at Champi and Vaidili, the latter being an important centre on the trade-
route north of the Ganga, and also a political capital receiving the special attention of the
royal house owing to its alliance with the Lichchhavis. Vaiili, the modern Basarh in Muza-
ffarpur District, has produced a large number of the inscribed clay sealings and terracotta pla-
ques. On the Ganga was situated Pagaliputra, the capital of the empire, known far and near
as the “City of Flowers’, and famous throughout Jambidvipa for the fashions and fancies of
its citizens, whose aesthetic zeal is preserved in numerous sculptures and clay figurines from
old sites in Patna, viz.. Kumrahar and Bulﬂ.ndiliugh. Recently the late Dr. A. 8. Altekar
exposed a terracotta plaque of unusual quality showing the figure of a rake (vifa) with a chal-
lenging look and vigorous expression so natural to the leader of the courtesan’s quarters of
Pataliputra. A subsidiary arm of the artistic acivity of this period extended towards the
south of the Ganga up to Nilanda and Rajgir and thence to the west throngh Bodhgaya towards
the Sone Valley covering the Uchchakalpa territory of the Parivrijaka Mahirijas and also
what was then known as the Atavikardjya, as well as the fertile valleys of the Betwa, Sindh
and Chambal. There is a cluster of Gupta sites in this region, the main commercial routes being
all along dotted with art centres as prominent landmarks or stages of journey. The long route
connected Magadha with Ujjayini, intersected towards the east by the Srivasti-Kaufambi-
Chedi sector and towards the west by the Mathurd-Vidisi sector, all three taking within
their lap almost all the principal monuments of this virtual courtyard in the mansion of Gupta
culture. The valley of the Sone and its upper feeder Johila (ancient Jyotirathi mentioned by
Kalidisa, Raghuvarita, VIL. 36) was an important highway towards the Chedi country or
Jabalpur, and the eastern line of Gupta monuments stood along the Kosam-Jabalpur line
of communication. This was an ancient route from Mauryan times and the modern railway
line follows it. A few miles from Satna, in the former Nagod State, was built the great stipa
of Bharhut in Adokan times, later enlarged by stone railings and gateways. The Gupta ar-
chitects built near Nagod the small Siva temple at Sankargarh. Uchahra (ancient Uchchaka-
Ipa) is a station on this line, and the beautiful Siva temple of Bhumra is only six miles from
here. Another important Gupta centre was Nachna-Kuthara, only about ten miles from
Bhumra in the erstwhile Ajaygarh State. At Nachna there were two Gupta temples, one the
early so-called Pirvati temple and the other later, dedicated to Siva. At Kari-Talai was
also built a Gupta shrine, just midway between the headquarter of the Tons on the left and
the Sone on the right. Down below on the route is Tigowa where a beautiful Gupta temple
has been found. South of Tigowa only a few miles distant is the ancient site of Rupnith
where Afoka had put one of his edicts. At the upper end of the sector just after Prayiga have
been found the Gupta sites at Bhita (ancient Sahajiti) and Gadhwa (ancient Bhattagrima) ;
at the latter place sculptural remains of a very magnificent Gupta temple of the time of Kumi-
ragupta had been found by Cunningham. Besides stone there were also brick temples with
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moulded pillars, pilasters and reliefs. Terracottas and moulded bricks (Figs. 114-7), formed
a very popular media of aesthetic expression during the Gupta and post-Gupta times,

Along the western vertical sector connecting Mathura with Bhilsa, marked by the
river Betwa, the number of Gupta monuments large enough ; those at Deogarh, Udayagiri,
Sanchi and Eran being famous. The Dadivatira temple at Deogarh is a veritable gem of
Gupta sculpture and architecture. Its carved reliefs and the decorative doorway are inspired
works of great artists, in which one is face to face with the equipoised and restrained power
of their aesthetic creations (Fig. 113). The cluster of monuments on the Udayagiri hill, only
five miles from Bhilsa (now Vidiéa), preserves celebrated works of Gupta carvers. In the
words of Coomaraswamy, “The Variha Avatira of Udayagiri is of unsurpassed splendour and
unabated energy ; here Vishnu as the Primal Boar raises the earth (goddess) from the cosmie
waters at the initiation of a new oyele of creation (Fig. 118)".}

The small fertile valley between the Betwa and its tributary the Bina was adorned
by its Bhigavata citizens lavishly through the erection of a number of temples, The chief
centre was Eran (ancient Airikina) on the left bank of the Viad river as an important stage
on the route from the east towards Ujjayin, and from the north linking Mathura with Vidida.
The temples dedicated to Varaha, Vishnu, and Narasiraha are typical Bhigavata monuments
with a wealth of gigantic sculptures and beautiful reliefs, and also the monlithic Vaish-ava
pillar, 43° high, set up by the two devotees of Vish u, Mat ivish u and Dhanyavishpu in the
reign of Budhagupta in A.D.. 485. The small Siva temple at Mukandara just on the point 'of
the mountainous pass between Kotah and Jhalawar is in simple early Gupta style but charming
in its carved reliefs,

The resourceful builders in this period evolved the technique of brick shrines con-
ceived from top to bottom in terms of moulded courses and terracotta plaques load d with
religious and secular scenes as well as floral and geometrical designs of infinite variety. From
Shorkot in the Punjab to Mirpur Khas in Sindh, and from Bhitargaon in Kanpur District to
Sirpur in Raipur District, there are hundreds of Gup a brick temples of which an account as
yet remains an unwritten chapter in the glorious records of the Golden Age. Cunningham
wrote about the Shorkot finds: “The moulded bricks are the most characteristic feature
of all the old cities in the plains of the Panjab. They are found of all sizes, from about 6"
to 18" in length. The variety of patterns is infinite”.2 Some of them were decorated with
bangle designs for the wrist, called kataka (kadaga in the Angaviya), for the feet, called khadaga
(Angavijja), with leaves, petals, and sepals, with floral rosettes and lotuses, with trumpeting
elephant heads (Aatthika in the Angavijja), with the trident or the kuiljardksha motifs of diaper
variety. There were rectangular and square (lekhakira) or even round bricks (mandaleshiaki).

 * A K. Coomaraswamy, " Indian Sculpture,” The Art News, New York, April 7, 1999, p. 46.
* Alexander Canningham, Archacological Survey of India, Report for the Year 1872-73, Vol v,
Caleutta, 1865, pl. XXX,
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Cunningham obtained similar material at Bavanni, ten miles from Montgomery on the Ravi,}
at Gulamba and Asraur.? A very large number of such ornamental bricks was obtained by
Hiranand Shastri from Sahet-Mahet, and typical specimens are still in situ fixed in the brick
stiipa at Sarnath, This was the technique of broadcasting aesthetic culture by means of trans-
ferring geometrical, floral, animal and human patterns to essential building material like bricks
and baked pilasters. Its possibilities were fully exploited, as evidenced by the large number
of monuments distributed over an extensive area. As Bina has suggested in the Kadambari,
the architecture in stone and in baked clay enjoyed equal rank (stambhita iva, likhita iva,
utkirna iva, pustamaya iva) and the production of elay and stucco work ona mass scale beautified
all the distant quarters of space. As already stated, the Dah Parbatiya temple in the Darrang
District of Assam was made of bricks, with terracotta plaques discovered around the stone
doorframe. which have been considered to be the best examples of terracotta art known at
present. The style was flourishing in Bengal as demonstrated by the finds from ancient sites
in Dinajpur, Rangpur, Rajshahi, Bogra and Malda, and last but not the least at Paharpur where
the tradition as developed later has preserved a veritable feast of ornamentation in the thousands
of plaques fixed in the temple. Continuing through Bihar and Uttar Pradesh, the line of
monuments ext 'nds to the Rang Mabal region near Suratgarh in Bikaner, and then crossing
the Thar Parkar desert in the stiipa of Mirpur Khas in Sindh. The moulded brick and
terracotta plaques and pilasters from the temples at Rang Mahal and in the vieinity which
once were highlights in this region of the Drishadvati are some of the gems of Indian plastic
art. There is amongst them a figure of the (hakra-Purusha of Vish u and another of Ahir-
budhnya, & form of Rudra worshipped by the Pasupatas. Thus it is evident that this region
once came under the influence of the Paficharatra Bhagavatas who were the strongest advocates
of the view that religion must be made concrete through shrines, pillars or art monuments,
A similar phenomenon was witnessed in the Fatehpur District of Uttar Pradesh where the banks
of the Ganga are dotted by numerous Gupta temples in brick and terracotta like the magnificent
fane at Bhitargaon in Kanpur District. The rich merchants who had amassed wealth by the
riverine trade along the Ganga donated it to founding many religious establishments and art
monuments in their territory. The western-most extension of this movement is embodied
in the Great Stipa (Mahesikhya Chaitya) at Mirpur which must have been the result of an
enlargement of the earlier monument there. The selection of its site was quite happy, being
on the junction of two vital commerical arteries, viz,, the one transversing north Gujrat and
south Rajasthan to Patala in Sindh. The same route passes through Barmer to Hyderabad
(Sindh) at present, but in ancient times it had much greater importance as the connecting
link on the one hand between the marts of Barygaza (Bharukachchha) on the mouth of the
Narmada and of Ujjayini in Malwa, which was the richest trading town in the whole of Asia
and rightly celebrated as the Sarcabhauma Nagara or the City International in the Gupta

1 IH‘I FP- 1“"5:
% Ibid., pp. 112-4., pd XXXV, figs. 1-12.
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age, and on the other the Central Asian markets, from which flowed an uninterrupted stream
of commodities along the two routes on both banks of the Indus which were picked up at
Patala. These routes are mentioned with their two sectors both in the Pili and Sanskrit-
Buddhist literature, and the occupation of Sindh by the Indo-Greeks and their sunccessors
the Saka Satraps of Ujjain was the outcome of wars waged to control the rich trading prize
of the Dvirivati-Bihlika route. The magnificent stdpa at Mirpur Khas shone as the visual
symbol of the double glories of this route. Very naturally its decorative motifs and figure scul-
pture display the art influences of both Gandhara and Malwa, which were its two feeders.

A comprehensive survey of Gupta art monnments with reference to the sites where
they originated is indispensable for understanding the national character of the movement.
The geographical factor played a dominant role in the distribution of the monuments, and the
pulsating forces of commerce and religious propaganda determined their character and magni-
tude. We have seen how certain areas received a special share of the visible fruit of this aesthe-
tic creativity. Owing to historical reasons the largest number of well preserved monuments
is found in Madhya Pradesh at present, but at one time the cradle-land of Uttar Pradesh was
enriched by temples and buildings in Gupta style on an extensive scale. Sarath, Rajghat,
Kosam, Bhita, Gadhwa, Sahet-Mahet, Bilsad (Farukhabad), Sankisa, Atranji Khera (Eta),
Kudarkot (ancient Gavidhumat in Etawah District), Bhitargaon, Ahichchhatra and Ma' hura—
these and many other sites have produced valuable wiaterial of Gupta art in the form of
temples, stiipas (Fig. 119), sculptures, architectural pieces, terracotta plaques and figurines,
bricks, pottery, beads ete. These antiquarian objects may have been casually observed
and even illustrated, but have not yet been made the subject of an overall study to demons-
trate the extent and quality of the great art fostered in the Gupta period. In Uttar Prade:h,
Mathura and Barnath gave birth to two local styles of great vitality and beauty which
exercised far-reaching influences on the art of the northwest and Central Asia and China
through the overland route on the one hand, and on the art of Burma, Malaya and Indo-

nesia on the other.

In the Punjab, Gupta relics have not yet been systematically surveyed. But it is
important to mention the Jaina temple at Murti, near Choa Suidan Shah in the Salt Range which
was visited by Sir Aurel Stein in the old town of Sirahapura, of which the remaining anti-
quities are preserved in the Lahore Museum. The other sites include those of Pattan-Munara
with its brick tower, of the Gupta period, Bhera (Shahpur District), Sangla-tiba, Shorkot,
Sunet (Ludhiana District), Sugh (Ambala District), Theh Polar (near Kaithlal), Amin (Karnal
District), Agroha (Hissar District), and Khokra Kot (Rohtak Distriet). The time is now
ripe for an intensive search which is likely to make a substantial addition to our knowledge.
This survey onght to be extended to Gujrat, Saurashtra, Bombay, Berar, Hyderabad, Andhra,
Tamiland, Mysore and Malabar on the mainland of India, and to Ceylon and the islands of
Greater India, which received in full measure strong influences of Indian art as it flourished
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in the Gupta age. As literary and religious heritage was transported across the seas so also
vital styles of art and architecture were borrowed by the colonies from the Indian homeland.

The ideal of Gupta cul ure was harmony and synthesis. The houscholder’s path of
sensuous life and that of the recluse in rising above the senses to obtain a consciousness of
the Divine were both honoured and the same found expression on the formula blekti-mulkti-
prada, ie., a way of life that is “true to the kindred points of heaven and home”. Active
participation in the affairs of the world and a release from their tension to acquire the serene
repose of higher bliss, both were cultivated with an equal zest in the different stages of life.
This attitude so widely reflected in literature and religion exercised & very wholesome effect in
the realm of art. On the one hand it invokes beauty with all its perfection of physical form
and ornamental and decorative make-up, and on the other part pays full homage to the ideal
of spiritual realisation as seen in the figures of Siva, Vishpu, Buddha (Fig. 120), Bodhisattva,
ete. All are representatives of the invisible divine principle which confers infinite richness,
peace and bliss on human beings and is the only essential reality worth striving for to escape
from the ups and downs of life. There is no doubt a perpetual session of beauty portrayed in
the art of Gupta inspiration, but all that is dedicated to the spiritual ideal which is everywhere
dominant. Art, dance, drama, musie, literature—all are aspects of the goddess Sarasvati, and
should be designed to lift the mind to higher planes of consciousness where the individual
merges itself into the pure realm of the Universal. This divine symbol is cast in the concrete
form of the Gupta image enshrined in temples, which was the eternal light approached within
the interior of the garbhagrihas or the human hearts. Serenity, repose, calmness, joy, unruffled

" fixity of the mind, control over the objects of senses, perfect knowledge, compassion, discrimina-

" tion and wisdom—these are some of the great principles of life and character which the divine

| images make manifest in the abiding charm of their visages which once seen can never be
forgotten. Hundreds of such images and paintings are extant to proclaim firstly the aesthetic
perfection and secondly the attainment of the highest spiritual vision for which art was
dedicated. .

The depth and purpose of Gupta art can be perceived in the religious and philoso-
phical literature of the age, specially the Purinas, Paficharitra Sambhitis, Saiva Agamas,
Sanskrit-Buddhist texts and the Jaina Agamic commentaries. That task remains to be
done, viz., the correct understanding of the ideals and symbolism of Gupta art in the light of
contemporaneous statement. Art was not a fleeting stimulation but a perfect dedication to
the ideal of life in which best of human action and thought are in harmony,
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32. ART EVIDENCE IN KALIDASA

The works of Kilidisa provide a rich literary documentation of the art and icono-
graphy of the period in which the great poet flourished. This untapped evidence throws
some clear light on the vital problem of his date. That the poet lived in the early Gupta
period is now the majority view. Most likely the tradition of Kilidisa being placed in the
court of Vikramiditya to be identified with Chandragupta II of the Gupta dynasty rests on
true foundation, although archaeological evidence for the same is still lacking and perhaps
may never come. In the absence of the same, dating within the prescribed limits of a parti-
cular king's reign could not be warranted by positive evidence, still the intrinsic testimony of
the poet’s own works points eloquently and unmistakably to the Gupta period (4th-5th
century) as the age when he lived.

A satisfactory solution to the chronological basis of the evidence furnished by the
poet’s works should be looked for in classifying the internal data under the following heads and
then placing him at the point where all the lines of evidence may converge. The various
approaches are : (I) literary forms and motifs ; (2) vocabulary, language and style ; (3) geogra-
phical and historical allusions ; (4) social life, economic conditions and political institutions ;
() religious pantheon and Puranic myths as studied in the light of their growth from simple
to eloborate forms ; and (6) art and iconography.

It should be definitely possible to arrive at some chronological basis for the date
of Kilidasa from the picture of cultural life known to him. The present essay is confined
to the evidence of art as providing the following important landmarks in this enquiry.

1. Elaborate Lotus-like Halo.

The halo in the images-of the Kushina period (1st-3rd century) is quite plain marked
ouly by an edge of scallops (Sanskrit hastinakha). This halo becomes elaborate in the Gupta
period as seen in the famous Buddha images from Mathura and Sarnath. The essential element
in the decoration of the Gupta halo is a lotus flower. Kalidisa makes specific reference to this
kind of halo styling it as padmatapatra-chhdyi-mandala (Raghuwvarida, IV, 5). In comparing
the halo of his ideal hero Raghu with a lotus parasol the poet imagines that invisible Lakshmi
held a lotus-parasol on the head of the king, this cast a shadow, and the shadow was the halo
itself resembling a lotus.! A lotus parasol reflects itself in the lotus holo.

The scheme of lotus decoration so far as the parasol is concerned was developed in
the Kushina period, an example of which is found in the big round chhatra in the Sarnath
! eraTHTEesY aagEar 5 s |
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Museum once crowning the colossal Boddhisattva dated in the year 3 of Kanishka (Fig. 3).!
The lotus also figures in the centre of the square fragmentary parasol of the Kushana period
belonging to the Maholi Bodhisattva dated in the year 922 The change in the Gupta
period consisted in the lotus design shifting from the parasol to the halo (Fig. 120).

The next reference to an elaborate halo occurs in the description of Pirvati where
the poet conceives of her beautiful form to be embellished with a radiating halo (sphurat-
prabhamandala). The term ‘prabhimandala’ has since the time of Kilidisa all along been
used for the halo. The radiating pencils of light forming the halo have been compared by
the poet to the slender ribs of crystal (udbhinna-ratna-dalaka). This imagery rests on & real
feature in the decoration of the halo as illustrated in the orb of some images, e.g. the standing
Buddha image from Mathura dated in Gupta era 230 (549-50 A. D.) (B. 10 Lucknow Museum)
and also a Tirthaikara image from Kankali Tila (J. 117,% Lucknow Museum). It is undoubted
that the decorative elements of these Gupta halos were derived from parasols in actual use at
that time. The halo on the Buddha image No. A.55 from Mathura occupied by a full-blown
lotus at the centre shows in concentric bands the designs of a rope, small rosettes (phulldvali),
foliated scroll consisting of peacock design, a coiled garland, a border of beads, and lastly an
edge of simple scallops. The peacock design and the pearl beading are actually referred to in
the Brihatsarihiti of Varihmihira as motifs decorating a royal chhatira. Banabhatta also refers
to this decoration as the female peacock in the midst of a lotus pond (padmavana-fikhandini).

9. Conch and Lotus :

Kilidasa refers to conch and lotus as decorating the door-jambs of houses.
The Yaksha in the Meghadiita points out to the cloud that the cognizance of his house was
the painted figures of faikha and padma on the two sides of the entrance.® This motif is typically
a feature of Gupta art as seen in the Devagarh temple where figures of conch and lotus with scroll
work rising from them are carved on the jambs framing the three exterior wall-panels (rathi-
kidbimba) depicting Gajendramoksha, Seshadiyi Vishnu (Fig. 113), and Nara-Niriyana.” In
several pillars from Mathura of the same period these decorative symbols are carved with
beautiful rising scroll (patralatd). In no specimen of Kushina art have faikhia and padma
as regular features of entrance decoration been found, although as individual motifs without

1 D, R. Sahni, Catalogue of the Archaeological Exhibitis in the Sarnath Museum, 1910, p. 34, pLVIIL

* Y, 8. Agrawala, New Sculptures from Mathura, Journal of the U.P. Historical Society, Vol. X1.
Pt. II {Dec., 38), p. 72, pl. I1 ; also Journal of the I'ndia Society of Oriental Art, 1937.

2 J. Ph. Vogel, La Sculpture de Mathura, pl. XXXI, fig. 1.

4 V. A. Bmith, The Jain Stupa and Other -[n.'lq'ml'u-l of Mathura, Alluhl.ba.d 1901, pl. XCL

5 V. 8. Agrawala, Gupta Art (1947), p

8 Dvdropinte likhitavapushau mn.i'h-pddmnu cha drishivd, Meghadita, 11, 17.

TV, 8 Agrawals, Gupta Art (1947), pl. XII-XIII,
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the rising scroll both were known to early art. The poet here seems to be drawing upon,
a familiar motif of his time.

3. Figures of Gaiigi and Yamuni.

The reference to the goddesses Gaigi and Yamuna manifesting in human form and
serving as attendants of ‘Deva’ (god Siva) with fiywhisks in hand (miirte cha Gangd-¥amune
tadanini sachamare Devamasevishatim, Kumdarasambhava, V11, 42) reflects greater chronological
precision. This was the most typical decoratian on the door-jambs of the Gupta temple.
No specimen of early or late Kushina art has so far been found portraying this feature. Indeed,
with the emergence of the flat-roofed small shrines in the early Gupta period (4th century A.D.),
the frame work of the entrance to the temple received special attention and various elements
of decoration were introduced to impart beauty, grace and life to the architectural portion
leading to the place of the deity in the shrine. No doubt the various elements of decoration
of the doorways of Gupta temples, namely, the projecting image in the centre of the lintel
(dvdralalita-bimba), attendant figures (prafikiri) occuping the lower one-fourth portion of
the jamb, auspicious birds on wing (maigalya-vilaga), usually flying geese, auspicious tree
(Srivriksha), stylised svastika, Full-Vase ( piirpakalaéa), amorous couples (mithunas), foliated
scrolls (patralatd), rosettes (phullivalli), dwarfish figures (pramathas), and last but not the
least figures of Gaigd and Yamuni standing on their vehicles, have invested these architectural
specimens with exquisite richness and delightful form, seldom equalled by anything else in
Indian art. The existing specimens of temple doorways at Devagarh in Jhansi (Fig. 11),
Tigowa (Jubalpur district), Bhumra (Nagod State), Nachni Kuthira (Ajaigarh State), Khoh
(Nagod State), Dah-Parbatia (Darrang district, Assam,) furnish these details in varying degrees,
but the figures of Gaigi and Yamuni are conspicuously shown on most of them. Indeed, this
motif became an established feature of temple decoration thronghout the later temple arhi-
tecture, We have definite proof that the figures of Gaigi and Yamuni had begun to be
carved in the reign of Chandragupta II (375-413 A.D.), as in the Udaigiri cave depicting a
colossal figure of Mahivariha in the act of lifting the earth, we find two flanking scenes show-
ing the descent of Gaiigi and Yamunil on earth to the accompaniment of celestial music and
universal rejoicing. The rivers Gaiigi and Yamuna, the two arteries of Madhyadeda, seem to
have become the symbols par excellence of the homeland of the rising powers of the Guptas.

4. Vishpu's Attributes in Dwarfish Human Form.

An important reference in the Raghuvaséa may be considered of capital value
for our enquiry, as the truth of its picture entirely depends on contemparaneous iconography,
although its exact significance remained obscure, The poet imagines that when Vishnu's
 germ had entered the womb of the queens (Kaufalyi and others), the usual attributes of

Vishnu transforming themselves into dwarf human figures posted guard on the deity in the
1V, 8. Agrawala, Gupta Art (1947), figs. 6 and 7.
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embryo. Each of them was distinguished by his respective symbol, namely,lotus, sword,
mace, bow and disc.! This picture is based on three facts verifiable only in the Gupta
period, viz. (1) that the attributes were onceived in human form., ie., the dyudhas had
become dyudha-purushas ; (2) that as attendants they were of dwarfish size (vimana); and
(3) that in addition to the human form (purusha-vigraha), each was marked (ldfichhita) by its
respective real form (miirti). The first featnre is referred to in a more explicit manner in the
same canto of the Raghuvanta, speaking of Vishnu as being received with acclamations of
victory by his attributes in living form.2 All these three features appear for the first time in
the images of Vishyu of the Gupta period, more particularly the images from Mathura illustrate
these features in & distinet manner. - Vishnu images of the Kushina period at Mathura show
the Gyudhas in their natural form. In the Gupta images the attributes specially the gadd
and chakra began to be represented in human form, carved as dwarfs on the two sides of Vishnu
and at the same time marked by the natural figures of mace and dise. Vishnu figures, Nos.
Kt 191, B28 and 2419 (a terracotta panel showing a seated figure of Narasimha-Variha Vishnu),
are typical specimens in the Mathura Museum illustrating these features, the first image being
carved on a lintel which formed part of a Vishnu temple at the site of Katra Keshavadeva
built in the early Gupta period, probably during the reign of Chandragupta Vikramiditya
whose inscription was found at the same site.? Kilidisa had carefully observed these dis-
tinguishing features of Vishnu iconography as developed in the Gupta period. It was not a
mere convention, but definite iconographic data which supplied the poet with his material
for the picture presented in the above verse.

5. Other Iconographic Form.

The history of Brahmanical iconography based on the evidence of art shows distinct
stages of evolution from the Kushiira to the Gupta and from the Gupta to the medieval period.
The available evidence shows that images of Brahma, Siva, both in human and liga form,
Vishnu, with four arms, Sirya in “Northern dress” (udichyavesha) wearing coats, trousers
and boots, Indra, Kamadeva, Kubera, Kirttikeya standing and holding spear, Lakshmi,
Durgi, Saptamatriki and Mahishisuramardini had made their appearance in the Kushiana
art of Mathura. The pantheon developed further in the Gupta period and also the various
forms of each deity became more elaborate, e.g. Vishyu sleeping on Sesha, Mahi-Vishpu with
the faces of Narasiriha and Variha added near the shoulders, Vimana, Trivikrama, Rima
and Krishna incarnations of Vishnu, Siva in his varions exploits, Kirttikeya riding on peacock,
these are the forms for the first time seen in the Gupta art. A reference to these forms in

' Guptarh dadpifur-Gtaminar sarvdh seapneshu vamanath ; jalajasi-gadatariga-chakra-ldnchhita
mirtibhih, Raghu. X. 60.

t hetibhih chetandvadbhih, Raghu., X 12.

3 J, Fleet, Corpus of Gupta Inseriptions, No. 4, p. 206.
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the works of Kalidisa does appear to have some chronological bearing, as for example, the
description of Vishnu seated on a serpent’s seat, (bhogibhogisandsinah) with Lakshmi shampooing
his extended foot is a definite iconographic form (Raghu., X. 7, 8). The mention here is of
Vishnu not sleeping on the serpent but seated (dsina) on the coiled body (bhoga) of a snake (bho-
in). The reclining form of Vishnu is pictured in Raghu., XIIL 6. In the Devagarh temple
both the reclining and seated forms are present together. In the lintel of the main doorway
the projecting figure! is that of four-armed Vishnu sealcd on snake coils with the hoods for-
ming a radiate halo at the hack (cf. Kilidaza, ‘whose body was made effulgent by the gems
fixed in the canopying hoods’).2 The right extended leg of Vishnu is held in the hands of the
seated figure of Lakshmi (Fig. 12). Thus the forms presented in art and the literary deseription
are in complete accord. The form of Vishnu lying on Sesha with Lakshm® shampooing the
foot is found on the panel of an exterior niche in the same temple. The first form, however,
seems to have been limited to the Gupta period, whereas the reclining form continues
throughout in Indian art.

In Raghuvania V1. 4, Kirttikeya is mentioned as seated on the back of a peacock
(mayira-prishthasrayind Guhena). An inscribed image of Kirttikeya recently found at
Mathura and the only one known from the Kushina period shows the deity in standing pose
holding a spear but without the peacock. The Gupta images on the other hand mark him out
a8 riding on peacoak.?

Kilidisa’s reference to the goddess Kali wearing skull ormament (kapilibharana,
Kumr., VIL 389 ; Ragha., XI. 15) is a later iconographic feature which cannot be reconciled
with anything known in Suiga or Kushina art and thus provides a strong argument against
a date prior to the Gupta period. The Seven Divine Mothers (Saptamitarah, Kumar.), VIL
30, 38) were also unknown in the Suga period. Their earliest origin lies in Kushana art and
they take a pronounced place in the iconographic list of the Gupta period. The reference in
Kumarasambhava, XIV. 2-12 (although this portion of the book does not enjoy unchallenged
authority) mentioning Kirttikeya with fakti, Indra on elephant, Agni on ram, Yama on
buffalo holding danda, Nairita on corpse (preta), Varuna on makara, Viyu on deer, Kubera
naranihana holding gadd, and Rudra riding on mahdvrisha, is only an amplification of the
Brahmanical gods represented in Gupta temples, e.g. the Gupta sculptures of several of these
deities from Bhumara in the Allahabad Museum. They agree with the list of the guardian
deities of the eight quarters recorded in the Amarakosha (1, 3, 2-3).

1V. B. Agrawala, Gupta Art (1947), fig. 25.

* Tat-phapd-mandalodarchi-mani-dyotita-vigraham, Raghu. X. 7.

2 V. 8. Agrawala, A Handbook of the Sculptures in the Museum of Archaeology Mathura (1939),
Fig. 40. A prominent example of this type of Gupta Karttikeya is now in the Bharta Kala
Bhavan, Banaras.
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Another reference characteristic of Gupta iconography relates to the lifting of
Kailasa by Rivana, the ridges rendered loose by the upheaval.! The scene is found depicted
for the first time in Mathura art, Museum No. 2577.2

6. Pearl Necklace with Central Sapphire Bead.

A typical neck ornament of the Gupta period consisted of a necklace with a single
string of pearls variegated by a central larger and elongated bead of sapphire. Its most graphie
illustrations are found in the Ajanta paintings in both male and female figures. The great Ava-
lokiteévara painted in Cave I illustrates the single pearl string with a blue sapphirewoven in the
centre(Fig. 121). Ki lidasa refers to this ornament as muktavali ( Raghu., X111, 48) or muktdguna
(Meghadiita, 1, 46). In the latter place mention is made of the big sapphire bead in the centre
(sthiila-madhyendranila). A eloud hanging low to drink the waters of the Charmanavati i8
compared to a bead of sapphire decorating a single stringed pearl necklace. This ornament
seems to have enjoyed a universal vogue, as not only paintaings but sculpture and terracotta
figurines also show it to be in fashion. The poet himself remarks in another place : ‘Remark-
able is the beauty of the pearl itself, nothing to say when combined with theradiant sapphire’.
The same comparison of the pearl necklace (muktimayi yash{t) with sapphire is found in the
description of Gaigd and Yamuni (Raghu., XIII, 54). The poet saturated with the lore of
contemporary life gives expression to its cultural details in delightful fine touches. In the
geventh century this ornament had attained the climax of popularity undet the name of ekdvali
to which Bana frequently refers.

7. A Painted Terracotta and Painted Sculptures.

Kalidisa has only one occasion to refer to a terracotta figurine where he does not
fail to observe that the clay peacock of the Rishi child Markandeya was painted with colour
(varnchitritamrithikimayira, Sakuntald, VII). Although terracotta figurines were known as
early as the Suiga period it is only the Gupta terracottas which reveal the use of brush by
gkilful painters. Unfortunately a limited number only preserve the traces of this once common
decoration. Gupta terracottas of this kind were found in 1911-12 at Bhita about which Sir
John Marshall wrote : “Side by side were produced in Gupta times, figurines of a far more
finished style, which reflects in minor measure the artistic spirit of the paintings and sculptures
of that epoch. Some of the figurines are without a slip or paint ; others are painted in a mono-
chrome—red or yellow, for instance, and others are coated with a slip and adorned with a
variety of colours—red and pink and yellow and white™.* More recently a few of the numerous
clay figurines found at Rajghat show colour and line paintings on them. The sir7 of a female

1 Kailisasya dasamukhabhujochehhvdsitaprasthasandheh ; Meghadiita, 1, 58.

t V. 8. Agrawala, Brahmanical Images in Mathura, J.1.8.0.4., 1937, p. 127, pl. XV (fig. 1.).
3 Prigeva multd nayandbhirdmd prapyendranilas Fimutonmayiikham, Raghu., XVI, 69.

t Annual Report, A.S.I 191112, p. 12.
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figure is painted in wavy bands of red and white and the breast band (kuchapattika) is indicated
in black. On the figure of a small boy the short drawers are marked by vertical bands in
alternating colours. On some female heads the painter has indicated in fine black lines the
ornaments on the body. In others the eyebrows and the evelids are marked in clear black
colour.! Painted female heads with rich varieties of hair dressing and colours were also unear-
thed at Shihgirda near Begram. Indeed, during the Gupta times paints were used to finish
off the exterior surface of not only clay figurines and stuccos but also sculptures as seen in the
stone images of the Ajanta Caves. In another place (Raghu., XVI, 17) Kilidisa refers to the
female figures carved on pillars which had become dull on aceount of losing their colours.

8. Styles of Hair.

Numerous references to the alaka style of hair occur in the works of Kilidisa
and Béapabhatta. According to the Amarakosha, a document of the Gupta period, the
alaka style of coiffure consisted in arranging the hair in curls (chdrnakuntala). But even a
more explicit explanation is offered by Kilidisa himself in describing the hair of Indumati
that her alakas were frizzled or twisted in small spirals (valibhrit, Raghu., VIIL 53).
The female toilet experts (prasidhikd women) employed scented paste in order to
secure the effect of spiral twisting. 1In the description of Yakshiuf living in separation from
her husband, the poet styled her hair as lambalaka (Maghadiita, I1), i.e. long hair loosely falling
on shoulders, since the devoted wife had denied to herself the luxury of toilet, and her Spartan
bath (sudhd-sndna) had made the alaka hair rough (Parusha ) for want of oil, thus letting it
fall on the cheeks (Meghadita, 11, 28). The alaka hair style is vividly illastrated in the portrai-
ture of male and female heads in Gupta terracottas, sculpture, and painting, being the typical
style of popular coiffure in that period (Figs. 122-4). Beyond India the style found its devo-
tees in the fashionable society of Sassanian Iran and Imperial Rome, As negative evidence it
may be stated that in none of the art specimens of the Kushiya period has the alaka style of
spiral locks been so far seen. The spiral locks of hair when well-dressed and arranged in parallel
tiers framed the face in charming manner as is evident from some of the terracotta female heads
from Rajghat and Ahichchhatra exposed during recent excavations. The style seems to have
been considered a distinet contribution to female beauty. (Figs. 122-25)

Another equally charming and gorgeous, but less common, manner of hair-dressing,
probably employed by high-placed ladies only, was the one referred to as the peacock-feather
style (barhabhira-keta, Meghadiita, 11, 41). That this was a recognized style of coiffure is made
certain by a couple of references in the Dada-kumara-charita of Dandin, viz. (i) arranging the
hair in the style of the feathers of a dancing peacock?, and (2) the masses of hair arranged in
imitation of peacock feathers?, Both Kilidisa and Dan-in have used the term barha (peacock

1 V. 8. Agrawala, Rajghat Terracottas, J.U.P.H.S., XIV, Pt. 1, (July 1941). p. 6.

* Daéakumdracharita, Nirnayasagar Press Edition. lild-mayira-barthabhaigyn kafapiiam cha
vidhdya, p. 46.

* Thid, barki-barhdvalim vidambayati kesakalipena, p. 58,
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feather) for naming this coiffure. The arrangement as seen on a few female terracotta heads!
consists in the hair spreading from the central parting (simanta) in horizontal sweeps on' both
sides and ending in volutes (F. ig. 125). No doubt the style imparts a princely dignity to the face
and the highly aristocratic effect produced by it must have been very much coveted. This coi-
ffure is conspicuous by its absence in Kushina art.

The use of pearl festoons is a common ornamentation in the male and female head-
dresses of the Gupta period. The paintings of Ajanta bear ample testimony to the superior de-
corative effect produced by the use of hanging pearl strings in the hair and the crown. Nowhere
has this been observed in Kushina art and festooning of hair with pearl strings may safely be
considered to be a Gupta novelty in fashion. Kilidisa must have observed this and had re-
ferred to it freely in his works, The city of Alaki carrying on her head dripping clouds is com-
pared to a heroine whose hair are beantified with pearl festoons (muktijila-grathitamalakam,

Meghadita, 1 63); compare also the reference to jalake-maultita woven in the, alakas,
(Raghu, IX, 44).

9. Scarf with Geese Pattern (harsa-dulila).

The geese seem to have been a favourite pattern in the Gupta period. Cloth with
hamhsa design painted or printed on it occurs in the Ajanta painting (Fig. 126). Kilidisa
refers to scarf with havisa pattern (hawisa-chifna-dukila, Raghu., XVI, 25, and kalahawsa-
lakshana dukila, Kumar,, V, 67). The use of this beautiful design must have continued for
many centuries afterwards. We find mention of it in the Kadambari of Bana in the seventh
century. Later, the Aansa pattern occurs on Indian textiles of about the tenth century disco-
vered at Fostat in Egypt which were taken from India by the Arab traders and were probably
of Gujarat manufacture?,

The flying geese pattern with bits of lotus stalk held in the beak was a favourite motif
of Gupta art being present in Ajanta paintings, sculpture and in the beautifal ivory plaques
from Begrim. Kilidisa has immortalised this motif in one of the most beautiful verses of
Sanskrit: literature describing the magnificent phenomenon of the clouds gathering and thun-
dering in the sky to which the earth responds by horripilating in the from of growing mushrooms
a sign which gives the harhsas a recollecting thought of the Minasa lake and makes them start
on their aerial journey, clutching little bits of lotus in their beaks to sustain them on the way3,

10.  Small Four-Pillared Pavilion.

It seems that the style of erccting small pavilions supported on four slender pillars
with a modest seat under the canopy was a characteristic feature of Gupta art. Kilidisa men-

___-__——--—-_ —
' V. 8. Agrawala, Rajghat Terracotta, J. U. P, H. §., XIV, Pt. I (July 1941) figs. 1, 4,
IR Pfister, Les Totles Imprimees De Fostat Et I' Hindustan (Paris, 1938),
5 wa-inth-pmewmm rdjahanisih, Meghadita T, 11,
2 .
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tions it as chatulstambha-pratishthita vitina, Raghu. XVII, 9). Binabhatta is more explicit
in his description of such a pavilion (vitina), moderate in size (natimahatah) and supported
on four slender posts (manidandika-chatushtaya), from the roof of which festoons of big pearls
were pendant!. The true nature of the structure can be understood by looking at its painting
in the Ajanta Caves® (Fig. 127). Such a vitdina constituted the dsthanamandapa or a pavilion
to contain the royal seat of private and public audience,

11. Webbed Fingers,
The webbed fingers of hands and feet were considered an auspicious mark on the body

of a great man (Mahapurusha-lakshana) and are often mentioned in relation to the physical
body of the Buddha both in the Lalitavistara and other Buddhist works. Kalidasa also refers
to this feature in connection with the hand of the princely child Bharata who was recognised by
Duhshyanta as of royal birth from this sign observed in his hand extended to hold the toy
peacock (jala-grathitangulih, Sikuntala VII). As this cannot be called exclusively a Gupta
feature, its chronological value is lessened. . Advaghosha also refers toit in the Buddha-charita.

12. A characterstic Feature of Female Beauty.

Innumerable specimens of Gupta female terracottas and sculptures point to one
characterstic feature of womanly beauty, viz., full breasts pressing against each other without
any intervening space between them (Fig. 128), Kilidisa refers to this feature in describing
the beauty of Parvati's youthful body, saying that not even a filament of lotus would separate
the two breasts, so closely they were pressing against each other, This must have been a con-
vention of beauty accepted in the Gupta period for representing female figures in art. No-
where do we find this feature in the portraiture of women figures in Kushana art,

13. Some Literary Motifs.

As in art so in literature Kilidisa holds up a mirror to motifs and ideals of the Golden
Age in which he lived. Some important literary motifs so well known in Buddhist Sanskrit litera-
ture have their counterparts in the poetry of Kilidisa. We know that the great moral virtues
of the Buddha were receiving meritorious praise in the literature of the Gupta period. Of
the several perfections of virtue known as the Paramitis, the one depicting the perfection of
Buddha's compassion towards all creatures (Karuni-pdramiti) was a theme for which the
Buddhist story-tellers expressed their highest admiration. In the collection of the Jataka
tales specially compiled in Sanskrit by Aryadira during the early Gupta times, the opening
Jitaka deals with the theme of Buddha's infinite mercy in giving his own body to relieve the
pangs of a hungry tigress, The obvious moral of the tale was that the Buddha was indeed a

1 Kadambari, P. L. Vaidya, p. 9; of. also chatub stambhamandapiki, p. 127,
T V. 8. Agrawala, Gupla Art (1947), p. 24 fig. 26,
¥ anyonyam wpidayad-utpalikshyik stonadvayam, Kumir., 1, 40,
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Great Being, whose magnanimity nfhmrtmnnhdnumtiﬁnetmgmatbomﬁmthamﬁeﬁng
of men and animals. The Vyaghri Jitaka has its counterpart in the story of King Dilipa who
offers his body to a hungry lion in order to save his preceptor’s cow, The poetic excellence and
the warmth with which the story is realted are in no way less effective than the Tale of the
Tigress. Induedﬂﬁﬁdimhaam:mctedmﬂpninthaﬁaﬂuryofiﬂmlhﬂm

The theme of Buddha's temptation and his victory over Mira is the subject of a
beautiful poem in the Buddhacharita of Aévaghosha, From the repertoire of Hindu legends Kili-
dasa has selected a similar incident relating to Siva, the king of Yogis, who when made the target
of his arrows by the god of Love reduced him to ashes. Buddha’s Maravijaya and the Madana-
dahana of Siva are but two versions of a single religions and philosophical theme, The motif
underlying ‘hoth is identical.

A third motif is that of the Jewel and the Serpent Maiden. 'We read in the Saddhar-
mapupdarika (p. 264-65), how the daughter of the serpent-king Sagara who possessed a priceless
Jewel equal in value to the whole world, offered the same to the Bodhisattva named Prajiiakiita,
who accepted it. Corresponding to this is the story in the Raghuvamsa (canto XVI) in which
Kumudvati, the daughter of a Serpent-King got a priceless ornament which slipped from the

body of king Kuga, while the latter was bathing in the Sarayii, and that her father offered both
the jewel and the maiden to the king.

Another extraordinary example of the identity of motifs in Kilidisa and in Gupta
literature is that of the Rain of Gold. In the story of King Raghu and Kautsa as related in the
oth canto of the Raghuvayéa, we find the motif of the Golden Rain handled with the utmost
charm. The profusion of gold in the country evidenced even now through out the hoards of
(Gupta”gold coins must have given the impression of a real Golden Age to its contemporaries,
who it seems tried to explain the phenomenon of overflowing wealth in terms of heavenly
gold being showered on earth. The same motif of Suvarpavarshd occurs in the Divyivadana
(p. 223-24) in the story of King Mindhita, in whose palace there fell for one week an incessant
shower of gold coins.

These resemblances serve as reliable guides to the solution of the problem of the
date of Kilidasa. The literary motifs combined with the evidence of art are of such a definite
character as to justify the inference that Kilidisa and the art and literature of the Gupta epoch
have an intimate relationship and that they both should be viewed against an identical back-
ground,
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On the banks of the river Vetravati which is held specially sacred in Bundelkhand
and beautifies many a landscape of that inviting region, there stands an immortal monument
of Gupta Art, the Dadivatira temple of Devagarh. It is like a perpetual tribute to the crea-
tive genius of Gupta sculptors who conceived nobly and with equal elegance gave plastic form
to their ideas.

This temple is important in more ways than one. Architecturally it is a perfect
example of a “house of god” as brought into existence by the religious needs of the Gupta
people and combines many features worthy of attention. The etyle of its set-up was copied from
contemporary stipas like which the temple stands on & sufficiently raised terrace, square in
section and approached by four axial steps on the four sides. The face of this plinth was
adorned by a large number of sculptural panels suitably framed by short pilasters so that the
visitor while going round the temple on the ground floor could be made acquainted with a
number of mythological scenes appertaining to the Hindu religion. It was like the Buddhist
temple to teach the Jataka stories carved on their railing pillars.

On the plinth and in its centre was built the main shrine, a modest building with
sanctum measuring 9'0” square inside and the four walls 3’ 7" thick. The roof is flat but
supports at the top a towering Sikhara (Fig. 129). The flat roof is a well-known feature of
Gupta architecture but the tower seems to indicate a somewhat later growth.

DOORWAY

The best preserved portion of the temple and from the sesthetic point of view carry-
ing the highest appeal is its doorway facing west (height 11 27, breadth 10° 9°; the actual
entrance measuring 6’ 11"<3'4}"). The two door jambs and the upper lintel reveal several
remarkable features. The jambs are adorned with beautiful standing figures of male and
female attendants (Fig. 11) (pratihari). These figures with their gorgeous flowing hair and
elegant drapery rank amongst some of the most exquisite creations of the Gupta workmen.
The portions above the figures have beautiful bands of foliage pattern on artistically earved
scroll works known as patralata or patrivali in contemporaneous Sanskrit literature. Of the
other features amorous couples (dampafi), dwarfish male figures (pramathas) and the Tree of
Prosperity (Sri-Vriksha) and bands of rosettes (phullsvali) are typical of Gupta architecture.
The upper lintel has two special features to show : (1) in its centre it has a prejecting image
(lalitabimba) which seen for the first time in Gupta temples became a regular feature later on
and continues in houses and temples up to our own times, and (2) the two ends of the lintel
are adorned with the images of the river goddesses, Gaigi and Yamund standing on their
respective vehicles, the alligator and the tortoise. This was a specially attractive feature
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which originated in the Gupta period and for many centuries afterwards was accepted as the
best decorative and religious pattern of a temple doorway (Fig. 11). It is most remarkable that
Kalidasa with his unusual powers of observing contemporary art and life records the presence of
the twin river goddesses Gaigd and Yamuna as being in attendance upon the diety (Kumarasa-
mbhava, VII, 42). The literary description truly supports the architeclural tradition.

RATHIKA-BIMBA
The three other walls of the shrine are decorated exteriorly each with a big scul-
ptured panel held up in position by a beautifully carved framework of posts, lintel and a sil.
The choice of scenes on these panels is strikingly original showing —
(1) Gajendra-Moksha, i.e., the god Vishnu redeeming the lord of elephants from
the clutches of a monster-size Naga ; (Fig. 130)
(2) Nara-Nardiyana-tapaicharyi, performance of austerities by the eage Nara
and Narayapa in their Himalayan hermitage at Badarinitha',l
(3) Anantadayi Vishpu, ie., Vishnu sleeping on the cosmic serpent Sesha? (Fig. 12).
The panels are extremely well-done and are exquisite specimens of Gupta seulpture,
“The drawing of the figures is generally spirited, and, in the case of the sleeping Vishnu, the
attitude is not only easy, but graceful, and the expression dignified...The excellence of these
Devagarh eculptures has struck every one who has seen them, and in execnticn, I would infer
the comparatively early date of the temple”.3 It is noteworthy that the clutching figure in the
elephant scene is that of a colossal serpent and not of an alligator (griha) as required by later
tradition. The framed and sculptured panels bear the significant name of Rathiki-bimba.

JAGATI-PITHA

The terraced basement, Jagatipitha, as mentioned above, was adorned by a row of
carved panels. Only & couple of them have survived in situ, the rest loosened from their
position were buried in debris or scattered in neighbouring jungle and the village. They have
now been brought together under roof of the local archaeological godown. The panels are
veritable documents of Indian iconographic history. They were in two sizes ; the bigger ones
measure about 2 9" in height and about 1’9" in breadth and supported a freezelike course of
smaller panels about 12" high.

RAMA STORY

The following bigger panels relate to the Rama legend —
(1) Visit of Rima-Lakshmana-Siti to the hermitage of sage Agastya who with
his wife Lopimudri welcomes their honoured guests ;

—

' Smith, History of Fine Art, pl. XXXIV; later identified correctly by Y. R. Gupte, Annual
Progress Report, Northern Civcle, Hindu and Buddhist Monuments, 1918, '

* Smith, iid., pl. XXXV.
* Cunningham, Archacological Survey Report, Vol. X, p. 110,
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(2) Lakshmana mutilating Siirpanakha in presence of his brother Rimal;
(3) Resurrection of Ahalydi by Rima from the petrified condition (Fig. 131).

This clearly shows the presence of Rimdyaua story in the Devagarh temple. Besides
the few identified ones there were others left unidentified. Amongst such may be included the
following :—

(1) Rima and Lakshmana practising archery. Rima draws the bow and tries
to shoot at a target. Behind him is Lakshmapa stringing the bow (Fig. 132).

(2) Rima-Lakshmana and Sitd on their way to the forest (Fig. 133).

(3) Rivapa intimidating Sitd in the Adoka garden.

Amongst the smaller panels are many miscellancous scenes of secondary importance
from the Riamayana story, eg.

(1) Rima and Lakshmana garlanding Sugriva.

(2) Fight between Bali and Sugriva with Hanfimin as witness standing behind.

(3) Bugriva being persuaded by his wife and Angada to welcome Lakshmana.

(#) Monkeys collecting stones for construeting the bridge across the ocean.

(5) Hanfimin carrying a mountain across the sky, most probably representing the

scene of his bringing the Safijivani herb from the Himalayas.

KERISHNA SCENCES

The definite connection of the Devagarh temple with the life story of Rima is thus
established beyond doubt. But what had never been suspected before is the association of
this temple with the Krishna legend. For the first time it has now been revealed that the
detailed cyele of Krishna’s story was also depicted in the plinth of the Devagarh temple. The
present image in the centre of the lintel in the doorway of the temple shows Vishyu seated
on the coiled body of a serpent. It indicates that the temple was dedicated to the god Vishnu
whose image must have been installed in the sanctum of the shrine. The presence of the
Rimiyana panels confirms the Vaishnava character of the temple. But the worship of Vishnu
in the Gupta period was popular both in the form of Rima and Krishpa. Kilidisa
while treating of the Rimiyana story in his Raghuvariia does not fail to make repeated
allusions to the Krishpa cycle. In the Meghadiita he refers to the cowherd Krishya bedecked
with the feathers of a peacock shining like clustered jewels.2  In the Bhitari inscription of
Skandagupta we find a pointed reference to Krishna waiting upon his mother Devaki after
he had made short work of his adversary Karsa. It is now to be clearly understood on the
basis of not only literary references but also of sculptures that the Krishpa story had been
perfected in very great detail in the early Gupta period (IVth—Vth Century A.D.). From

! Cunningham, Archaeological Survey Report, Vol. X. p. 109,
* Barhepeva sphurita-ruchind gopa-veshasya Vishpoh, Meghadiita, 1-15,
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amongst the panels at Devagarh the following scenes relating to the cycle of Krishpa legend
can be identified :—

(1) Birth of K_ns.hgm—ﬂer{- Vasudeva and his wife Devaki are represented and the
latter is handing over the new-born babe to her hushand to be carried away
in concealment to his friend’s house at Gokula.

(2) Nanda-Yafodd in their domestic retreat fondling Krishna and Balarima.
Obviously Yafoda is holding Krishna and Nanda has Balarima in his arms.
In the background are the cows standing as well as seated.

A remarkable feature is the distinction made by the artist in the
dress of Devaki and Yafodi. In the first panel Devaki is dressed in a Sari
with an attractive coiffure of frizzled hair, whereas in the second panel Yafodi
is draped like a rustic woman wearing a head cover (odhani) and shirts (lalingd).

(3) Krishna kicking at the milk eart. This is the unmistakable scene of Sakatalila
which in fact supplies a clue to the Krishna story carved at Devagarh. The
child Krishna is lying on his back and is shown kicking at the cart with his
left foot, The three milk pitchers on it have toppled down. Yafoda astonished
at this childish feat stands by on the right.

(4) Krishna and his friend Sudama. XKrishpa in the centre is elegantly attired,
wearing his hair in a gorgeous wig of flowing alakdvali. On his left stands his
Brahmin friend Sudimi leaning on a erooked stafl. On Krishna's right stands
the lady Rukmini expressing her discomfiture at the unbounded generosity of
her husband.

These four panels almost complete in size portray four important scenes from the
life of Krishna and offer welcome seculptural evidence indicating the extent of popularity of the

Krishna story in the Gupta period. The panels are in the best style of Gupta art and may
be assigned to the early Vth century A.D.

INSCRIPTION

A short inseription in Gupta Brihmi characters on a big square pillar noticed for the
first time by R. B. Daya Ram Sahni! reads as follows :—
Line (1)—Kefavapurasvimipadiya Bhigavata.
Line (2)—Govindasya dinam.
“The gift of Bhigavata Govinda at the holy feet of the Lord of Kefavapura”.

Two interesting questions arise out of these, viz., the identity of Bhigavata Govinda

and the identification of Kefavapurasvimi. My suggestions in respect of these are as follows:—
Kedavapurasvimi appears to be the name of the particular image which was

installed at Mathura in the Brahmanical temple at the site of Katra Keshavadeva

1 Annual Progress Report, Northern circle, 1918, p. 13,
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which is known even to-day as the Keshavapura muhalla of Mathura city. From
several architectural fragments and four-armed Vishnu images found at this site it
is certain that a temple of Vishnu occupied this place in the Gupta period. Now,
an inscription of Chandragupta IT was found long ago by Cunningham from the site
of Katra Keshavadeva. This inscription was intended to record, as inferred from the
construction of the last broken sentence, some pious work done or some monument
raised by Chandraguptal.

As the architectural and sculptural finds point out this monument at Mathura was
a temple dedicated to Vishnu. It appears that the builder of the Vishnu temple at Devagarh
derived his inspiration from the original Vishnu temple at Mathura and the presiding deity was
given the same name as the deity at Mathura, viz., Kedavapurasvimi.

As to the identity of Bhigavata Govinda it may be suggested that he was a son of
Chandragupta IT and is the same as Bhigavata Govinda of the Basarh Seal, and now of the
newly discovered Gwalior inscription?. In all likelihood this Bhigavata Govinda was the
son of Chandragupta Vikramiditya from his wife Dhruvasvimini and like his father he con-
ceived the idea of building a Vishnu temple similar to the temple at Mathura during the period
of his rulership in Malavi.

! Fleet, Gupta Inscriptions, No. 4,p. 256, Mahdrdjadhirdja éri Samudraguplasya putrepa tatparigra-
hitena mahddevyin dattadevyimutpannena paramabhigavatena mahdrdjadhirdja 41 (Chandra-
fJuplena),

* Being edited by Mr. M. B. Garde, Director of Archaeology, Gwalior State, in the Epigraphia
Indiea,

)
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The small temple at Darri in Kotah (Malwa) adds one more example to the moderate
sized temples of early Gupta period. It stands on a raised plinth measuring 44°x 74" with
stepped approaches from the left and right corners of the front side. The temple facing east
stands nearer the western side of the plinth. The cella or sanctum (garbhagrika) consists of
four square pillars, 5} ft. apart from each other (Fig. 134-5). FEach pillar is surmounted by a
square capital with projections on the four sides carved with scroll work. Above the two pro-
jections on the same side is a lintel covered by a flat stone of moderate size carved with a big
full-blown lotus in the centre showing two bands of petals and a band of floral scroll work.
There are four similar but smaller lotuses in the four corners.

In the sanctum is placed a pedestal 4} ft. square, with a square recess in which the
slab or yonipafta for the linga seems to have been once inserted.

On each of the three sides of the sanctum two pilasters have been erected at a
distance of 3'9". The pillars are surmounted by capitals with three projections on which three
lintels were placed, each covered by a rectangular flat stone carved with five lotuses on the

On the front side two square pillars were erected in a line with the sanctum pillars
at a distance of 5} ft. These supported capitals and lintels were covered with a flat top
stone, so that on all sides of the temple a continuous circumambulatory path was provided.
Outside the pradakshinapatha a stone course only 16” high from the ground ran on three sides
of the temple at a distance of 2'2" from the pilasters,

At a distance of 18 ft. from the pillars towards the east side a mukha-mandapa resting
on four square pillars was once built, which probably served as a mandapa for the Nandi bull
The pillars of this mandapa were standing in situ until about three years back when the restora-
tion work of the temple was undertaken. Due to some misunderstanding on the part of
the P.W.D. Engineer, the old pillars were pulled down and were replaced by modern pillars.
The mukha-mandapa seems to have measured 8 ft. square from centre to centre of each pillar.
Dr. A. 8. Altekar who saw the temple with Dr. Mathura Lal Sharma of Kotah before the Mukha-
mandapa was demolished informs me that he read on one of the pillars the name Gopavaraman
written in Gupta script. -

On one of the two pillars of the front porch is written the name Achintya-dhvaja
Yogi in characters of about the 11th—12th century A.D.

This temple stands inside the Darra or the mountain pass connecting Malwa with o
Nurt.hIndia,whiuhinmwcnlladh[uhndman&mnragu]mhighmyintbuﬁuphpeﬁﬂd
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and later. The temple seems to belong to the early Gupta period as indicated by the following

facts :—

1.
2.

3.

Small size of the sanctum.
Flat-topped roof covered by a
single slab.

Lotus decoration on the ceiling
which is similar to the lotus on
the parasol of the Gupta period
Buddha images and also that of
the XKushina period Bodhi-
sattvas,

The architectural feature of the
square flat top of the sanctum
is similar to the square parasol
of the Bodhisattva images
found at Maholi and Mathura,
placed above freestanding
images installed inside a small
Gandhakuti improvised for the

purpose. The design of the
temple is extremely simple.

About 100 ft. to the west of the
temple stands a Siva-litgam, 28" above the
ground and 3’9" in girth on a modern chabutra.
It is a plain lingam and seems to have
originally belonged to the main temple, but
removed to its present site after the temple

had fallen,

Adjoining the chabutrd is a well of
moderate size built with ashlar masonry and
having steps on one side leading to the

water,

at Darra.

Fig. 135 Carved ceiling of Gupta
Siva Temple—Darra.

The Darrd temple is worthy of being declared a protected monument. It would
be better if measures for its complete restoration are undertaken, since majority of the carved
architectural stones were either still standing in situ or lying on the terrace when I visited the
temple on 13th February 1950,
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The glory of Gupta art is fully exemplified in the Gupta Siva-liiga from Uchahara
area. Siva’s face shows the perfect expression of samddhi as described by Kalidisa in the
Kumirasambhava (IT1. 44-50). The gorgeous matted locks in two tiers are charmingly depicted
in an orderly fashion, with a girdling band in the middle and strands of descending locks on
the two sides also arranged in a happy manner. The whole treatment is distinguished by a
balance and well defined features, and the effect of eminence imparts dignity to the expression.
1t is the unnaddha-jati-kalipa of the poet, but without the ophidian ribbons which would only
be searing in such a serene countenance. The digit of the new moon above (bilendu) and the
vertical eye in the forehead below (kapila-netra) perfectly balance each other in a face aestheti-
cally perfect, and the neat akshamali on the neck serves as the fitting base of an ascending
symbolism. The moon is the symbol of Soma, the ambrosial essence of life and the death-
conquering principle of mental illumination or samadhi. According to the Rigveda (X. 90.13)
the moon is the symbol of the cosmic mind of the Creator (chandramad manaso jatah), representing
its basic serenity and peaceful coolness which nothing can disturb, as also an orderly fluctuation
of light and darkness manifesting as the brightness of creation and the invisibility of its with-
drawal. Kalidisa has brilliantly interpreted the moon symbol by speaking of Siva’s mind as
collected in perfect concentration (samadhi-vadya manas) and restrained from the sense attrac-
tions of the ‘nine doors’ in the citadel of the body (nava-dvira-nishiddha-vritts). It is the
condition of the withdrawal of the mind into its own unmanifest source or centre expressed in
Vedic terminology as hridaya (hridi vyavasthapya). The introvert gaze was a typical feature
of samadhi-mudra, and all the five points detailed by the poet are here represented, viz., the
slightly beaming pupils made motionless, the eyelashes still, the vision directed to the centre
of the eyebrows, the rays shooting downwards, and combined effect of it all being one of self-
vision. It is difficult to escape the impression that the artist of this perfect image had a real
grasp of the poet's conception of Siva in samadhi. In the whole range of Indian sculpture this
particular Siva-linga is hard to be surpassed for the expression of spiritnal contemplation or
samdadhi in its face. It is verily the flaming lamp of supreme wisdom, untrammelled by outer
flickers—a nishkampa pradipa in the words of Kilidisa. It is only in the Gupta age that we
find such perfection gracing the endeavour of the artist. He was no doubt a real genius who
captured a vision of the truth in one of his rare moments. The image seems to have been
carved in the last quarter of the 4th or the first quarter of the 5th century when Gupta art was
at its best. The height from base to top of the lingam is 38" and that of the head 10"

It may also be noted that there are three Siva-lingas from Khoh or from Uchahara
area published so far. One is preserved in the Allshabad Museum and illustrated by 8. C. Kala
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on Pl. XXA, B, of his book Sculptures in the Allahabad Municipal Museum, and described :
“N. 164 Ekamukha Siva Lifga (6”x18") from Koh. Gupta Period. The lower part
is roughly chiselled. Above it there is a plain cylinder which contains on one side the bust
of Siva™. (P. 30). A second Siva-liiga similar in style to the above but with more elaborate
ornamentation in the form of a broad torque round the neck, a manimali near the line of hair
on the forehead, and a gevilsha-chidimani ornament on the hair above, really belonged to
the Bhumara Siva temple and was published by R. D. Banerji in his Memoir, The Temple of Siva
at Bhumara (1924 ; PL. XV ¢). This was reproduced by A. K. Coomaraswamy in his article
entitled “Indian Sculpture” published in the special art number (dated April 27, 1929) of the
magazine The Art News (New York), fig. 16. Somehow Coomaraswamy mentioned it as a
find from Khoh, and in borrowing the figure from Coomaraswamy the same mistake was
committed by me in my Gupta Art (1947 ; fig. 5, pp. 6 and 35). The third example is the
present one, which is decidedly the best specimen amongst all such examples. It was found
somewhere in the Uchahara area and at present is in the collection of Smt. Pupul Jayakar,
in New Delhi (Fig. 136).

The iconographic form of the Ekamukhf and Pafichamukhi Siva-lingas had been
developed as early as the Kushina period, but in the Gupta period the former became much
more popular and was extensively installed by the Miheévara teachers in the shrines established
under their inspiration. In the five-faced form, the five faces correspond to the five elements
as follows : -
Badyojati—Earth (front face);

Viamadeva—Water (next face to the proper right side);
Aghora (and Ghora)—Fire (the Terrific face on the proper left side);
Tatpurusha—Air (the face on the back side):

5. Idina—Sky (top face).

Siva is conceived as ashfamitrti, the Eight-formed Deity. It was a Vedic conception
explaining the principle of manifestation through the eight-forms of Agni, also called the Eight
Vasus, whose names are given in the Satapatha Brahmana (VL. 1. 8. 10-18, tanyetani ashiau
Agniriipani). For the Purina writers the theme of Agni manifesting as Rudra was a popular
one, and they have elaborately described the eight forms of Siva. Kilidisa enumerates them in
the first verse of the drama Abhijiana-Sakuntala, and says that they are the ‘eight visible
forms’ (pratyaksha tanu) of Siva. The list includes the Five Elements, the Sun and Moon,
and the Yajamana. Although at first sight couched in sacredotal terminology, the whole
conception is rational and clear ; the Five Elements represent the gross body or the material
form ; the Sun and the Moon symbolize the Twin forms of enmergy or the Life Principle
expressed as prina and apina; the yajomina represents the mind as explained in the

(mano yajamanasya ripam, XI1, 8. 2.4). Manifestation is thusa combination of
Mind, Life and Matter, where Life results from the union of Matter with Mind :

e i
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Fig. 136 Siva-linga from Uchahars; Fig. 139 Mahinata Siva in the Tindava dance
early 5th century A.D.

Fig. 140 Family of Deer
Nachna Kuthara
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I. Matter—Five Elements (paficha-bhita) ;
II. Life—Sun-Moon (prina-apina) ;

III. Mind—Focal centre of manifestation, called the yajamdna of the yajiia.

In the Pafichamukhi Siva-linga, the symbolism of the Five Elements as the Five
Face (paficha brakma) is explicit. But the Ekamukhf form 'was a more subtle formula, Here
the one face is taken to symbolise all the five senses or the Five Elements, all of which have
their centres in the head as ears, eyes, nose, tongue and skin. The lifiga framing the head is
explained in the Liiiga Purdna as the Invisible Reality called avyakta (avyaktar lingam uchyate,
111 1), which embodies and symbolises both life (prina) and mind (mdnasatattva). The two
rings in the ears, deseribed by Kalidisa as karndvasakta akshasitra (Kumarasambhava, T11. 46),
and as shown in the present example, were also interpreted to signify the two mandalas, viz.,
the transcendant and the immanent, the absolute and the relative, the paramdkiéa and dahard-
kisa. The conception of Siva offers a detailed formula of the creative principle or cosmogony
as originally evolved in the Vedas and later elaborated in the Purinas. The images offer
concrete iconographic solutions to the problem. The formless Litigam is the flaming Pillar of
Fire that resides within each one of us as the akshara or Imperishable Prina, and the human
is the gross material form in which Life incarnates or manifests on the visible plane within the
orbit of sense-experience. :

The next sculpture (Fig. 137) is the head and bust of a male figure found in
the jungle round Nachna Kuthara. Its heightis18”. A typical Gupta feature is the pearl
string (ekdvali) round the neck and a big necklace pendant from the left shoulder reminiscent
of the fesha-hira described in the Kadambari which became known as fodara in the medieval
period. The figure is powerfully built and the head thrown up with a partial twist towards
the right.

Fig. 138 represents a Pramatha or one of Siva's ganas. Siva is the lord of
cosmic energy ; s Fiery Rudra he is the supremé director and controller of all that lives and
moves. He personifies the collective principle, the cosmic form which is one indivisible whole
as the supreme divinity, But He manifests himself in creation as so many ganas. The One
becomes the many, and this is creation. Each gana symbolises the prineiple of individualisation
and Siva is the lord of all the ganas. A gana is aptly designated as a Pramatha, a turbulent unit
of energy, challenging and aggressive, possessing a destructive tendency, unless controlled
by the master and in tune with his cosmic dance. The ganas are represented in the pose of
frolicking young boys. They are the wonderful Boy Heroes submitting to the power of the
Eternal Yogi or sage that is Siva. In Saiva temples a number of them were depicted in an
endless variety of postures, as shown on pl. X of the Bhumara Memoir by R. D. Banerji. The
playful gapas became a favourite motif of Gupta architecture, to which reference is made in the
Vasavadatid of Subandhu as manavaka kridita (Jivanand’s ed., p. 53), as bila-krida in the
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Kadambari (Vaidya ed., p. 52), as dharma-balapatya in the Avantisundari (p. 5), and as
§ibu in the Nalachampii. In an age surcharged with the ideal of Kumira, the depiction of
those playful boys received added significance as & decorative motif in residential buildings and
shrines, The present one is a fine vigorous example of this motif duly adorned with fluttering
ringlets, writslets, armlets, a tiger's claw-pendant (vydghra-nakha) and a waistband.

The next sculpture (Fig. 139) is reported to have come from Nachna Kuthara;
its height is 13" and breadth across the arms 18}"%. It depicts Mahinata Siva in the Tandava
dance, only the upper portion of the bust being now preserved. Fortunately what has remained.
viz., the head and the arms, adequately illustrate the action of the cosmic dance undertaken
by the deity. The expression on the face bespeaks great majesty and steadfast support to the
titanio pulsations of the dance. The released energy is expressed through the upper two arms
rhythmically thrown up and artistically framing the head, and also the pair of lower arms,
one of which in puissant horizontal extension is partially preserved. The fourth arm and the
legs must have been portrayed in a manner to convey adequately the power and rhythm inherent
in the performance. The twist of the bust towards the proper left is a very significant feature
marking both the direction of the force and the overall restraint, exercised in its liberation.
Dance is primarily the creation of rhythms, the balancing and equipoising of revolutionary
tensions in one restrained harmony. This appears to be the earliest representation of the
Tandava motif so far known in Indian art, and one may at once concede that the artist's effort
has been crowned with complete success in the portrayal of the necessary elements of the theme,
viz., cosmic power lashing into motion but wedded to eternal poise and rest. The ruffled matted
locks, the chintamani jewel on the head, the ananta-valaya on the arms and the bangles on the
wrists serve as happy items of decoration enhancing the general effect of the subject.

The last example (Fig. 140) showing a family of deer (height 16", breadth 16”),
originates from the older temple at Nachna Kuthara and was found near it. Most probably it
was fixed in the outer surface of the wall of the verandah. In a hilly terrain a male deer with
two does and a young one is majestically seated in a reposeful attitude. The group represents

a fine treatment of animal sculpture in early Gupta art of about the beginning of the Gth century
AD*

* Figs. 137, 139 and 140 are also in the collection of Smt. Pupul Jayakar. Fig. 138 has been gifted
by Smt. Jayakar to the Prince of Wales Museum of ‘i'i?mm Indi;. P;lt;mbty. y



36. A NOTE ON GUPTA SIVA LINGA AT MATHURA

The Museum at Mathura though rich in sculptures of the Kushina period, still has
some specimens of the Gupta age which are of excellent artistic merit, The famous standing
Buddha of the 5th century A.D. is a well-known example as representing a quality of art
unachieved by other less fortunate centres. It is proposed through this Note to introduce a
group of Mukha-liigas of the Gupta period found at Mathura,

The temple in which the lifgas are still found stands on a raised mound on the slopes
of the Mahavidyi Devi Temple from which locality many specimens of Kushina and Gupta
art were collected. A description of the temple and the Ligas is given below :—

The temple stands on a solid plinth 10’ square. The flat roof of the main
shrine is supported on four columns each bearing two brackets which support four
horizontal architraves, The height of the roof is & from the floor. The main
image faces to the East. It is not in a state of good preservation. It is an Ekamukhi
Siva Lifgam, which is 2'-6" above the floor. Phe Mukham is the chief object of
interest and artistically an excellent specimen of the Gupta-Vikitaka period resem-
bling the Siva Lifigas at Khoh, Bhumara and Nachana, ete. (Fig. 141) and displaying
the characteristic serenity of Siva's contemplative mood (Samadhi). It is remarkable
that in an age when cultural life found its ntmost expression, India instead of allowing
herself to debase in a sensuous appreciation of beauty regained her self-consciousness
and worshipped the ideal of eternal self-control as embodied in Siva, who had subdued
even the God of Love. On the forehead of Siva is shown the third eye in a vertical
position. The strands of the matted hair are shown in parallel flutes turning upwards
and termnating in an Amalaka shaped knot on which is shown the beautifal crescent,
Round the neck there was a very rich necklace of several strings. The first string of this
nacklace shows arranged round the central rectangular bead four big pearls, then one
smaller plaque, and again five pearls on each side. The biggest pearl is of the size
of an ordinary Amalaka and the smallest of a plumbery. In all there are eighteen
pearls (multas) and three rectangular beads in the string. Below this is a precious
necklace of metallic plaques whose number probably was seven. Its breadth in the
centre is about 2°. This has two strings of smaller pearls attached to it one above
and the other below. In the neck above the first string of the big pearls are shown the
three lines of the Grivi. On either side following from the root of the upper crest of the
fluted locks are shown three loose locks falling parallel to each other and coming down -
to the base of the Litgam. The circumference at the upper end of the hair knot is
3'—4, at the base 3'—6", at the nose 4—1”, at the third eye 4—4”. Height of
the locks including the top-knot is 11”. Distance from the floor to the roof of the locks
above the third eye 1'—4}".
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The five lifgas are arranged in two rows. In the first row there are three only,
one of which is well preserved, the remaining two have completely decayed. The first one is
a four-faced liigam (Ht. 2'2", circumference above Mekhala 2'8"") having near the top a Mekh-
ala consisting of two inter-twining cords whose inter-twined spaces alternate with eircular
plaques. Of the two Siva litgams in the second row the more important one has been described
above, the other is a plain shaft (Ht. 2'—3", circumference o'__11”, Ht. of the nut 1’—10", Ht.
of the shaft below the nut 8”) . In the middle of the nut is a radand consisting of three
inter-twining cords, probably representing the Ida, Pifigald and Sushumna.

Between the two rows of the lingams is placed the Nandi, which also seems to be of
the same age as the liigams, It is a well carved lively figure of a bull.

It may be added that in the principal shrine above the mound are found embedded
in the wall two soulptures of the Gupta period, one a Brihmanical Goddess of seducing features
holding & bowl in both hands, and the other a typical standing Buddha with halo and folded

drapery as found in specimens of this period.
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37. PANCHA-VAKTRA OR KIRTIMUKHA
MOTIF

This word occurs in the following passages of the Padma Purana :

(%) 7T FRaeTIaL 3T A% TS EE THRFHAT (o2 a U FAAT T AT
AATAL qIaTe Tetaty wnE nfew awd fefad qenafig as aertEAiOEE oeeu
fefra aawae aff srar 93 afags 593 1304

a9 AT o T EREat et avige wfeam gaen et e
HATAT AT THIT 1102

T Il A Tt AT vt A oser fos frdter T srsToRETET-
Far: farmat wevimawEata n3to

(R) gzt v % T=wEErwaT | fasdr qswar A W et AeRTeRfr 1333

L

Atikiiya and Mahikiya spying in Rima’s encampment were caught but treated
kindly by him. They divulged this secret of Rivana’s ruin : “In the entrance
gateway to Larki is a beam carved with Paficha-vakira motif, Sukrichirya
has said that as soon as this beam is cut into pieces, Rivana will meet his death.
Therefore, when this event takes place you should move to Patila tosave yourself,
This prophecy of Bhirgava Siitra is engraved on a plate. Therefore, O Rima,
you cut that Diru into five pieces by a single shot of your arrow. We shall
thereby know your might and offer stiff resistance’ (208).

When Rima learnt it as Sukra’s prophecy, he put an arrow on his bow
and communicating (his intention) to the two demons through Hanumin let
the arrow fly (209). The shaft so discharged from the bow split the wooden
beam (ddru) into five pieces. The demons when they saw this prayed to Rima
to spare their family (210).

‘The wooden beam that forms part of the Gopura (in Lanki) and which is carved
with the Paficha-vakira motif would be split into five pieces and thereby Rima
will cause your death’,—thus spoke Vibhishana to Rivana (233).

(Padma Purina, Patila-khanda, ch. 112)

It is clear from the above that there was a deep-seated superstitious belief in Lanka
that the destruction of the Paficha-vaktra Diru which formed part of the chief entrance to the
capital, would result in the death of Riavana, the ruler of the kingdom. The apparent mieaning
of Paiichavaktra is ‘five-faced’, but it was an architectural term meaning the decorative motif

of a lion’s face carved on the lintels of doorways or frienzes of buildings, A lion is called

Pafichinana or paiichasya because of its wide gaping mouth (the word paficha being
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derived from pachi vistire, Rimdsrami commentary to the Amarakoda)l. The Paiichavaktra
motif was the same as the Kirtimukha motif of ancient Indian art. Originally the word Kirti
signified an excavated chaitya-hall, and then a temple or palace, and its earliest use in the
sense is recorded in a copper-plate inscription from Kanheri dated A.D. 493:

: A feaid wag gasd o9d TEEr |

The large window or opening with which the hollowing out of the rock started and
which remained as the most conspicuous part of the whole operation, was naturally called
Kirtimukha, 1.e., the opening to the interior chaityamandapa or selaghara. This kirtimukha
design was employed as a decorative motif on the facade of the earlier chaitya-halls. Later
on it was used to enclose or frame beautiful human faces in the frieze of Gupta buildings,
and in the third stage the human faces were replaced by lion-faces, when the word
Kirtimukha became synonymous with the lion-face motif :3

Hifaard gET F9ad w1 gt | (Manasira, 18.151)

According to the Manasira the front portion of the doorway (mukhabhadra) was to
be decorated with the design of a gaviksha, a circular motif enclosing the figuree of a deva,
bhita, vydla, simha, harisa, ete. and adorned by plants or creepers of foliated pattern, and this
was beautified on the top by a projecting Kirtivaktra or Kirtimukha design :

AfEFEAATG T TAATR § TAIT 1100 FeRTETA T g AT T ET: |
st Ea A et aa, 1094 | aged Fifaew g frwmeta waad |

This Kirtivakira became a favourite motif in Gupta art, and dozens of sculptures
are preserved in the Sarnath museum illustrating this ornamental design, showing a convention-
alised grotesque form, with several features specially noted in the Minasira, viz, (a) large goggle
eyes (A fa® #arg); (b) round plump cheeks (e Tz ), (o) fan-shaped ears like
those of an elephant (TafrarFfa=Td ), and (d) wavy lines on the lower portion of the cheeks
(wog ey LAY, Minasira, 18, 147-148).

This motif began to be considered auspicious and expressive of the divine power of
Rudra in warding off evil. The lion became an integral part of Siva’s retinue, as stated by

Kilidéea : ; 1
femA  IAEEAL  TRETIMAAEIATSA |
safy wf FEForezaE: geaEe AW fageafaag 0 (Raghuvaméa T1. 35)

1 For this meaning of q=, see also, %ﬁmiﬁ durEd: FEd R AaTRaTT-
g dsargiaaTdaar (Bagabhaita, Harshacharita, Nirnaya Sagar 5th Edn., p, 147; my
Cultural Commentary on it, p. 83, where this difficult passage has been correctly explained
in preference to Cowell & Kane.

2 JBBRAS, V, p. 32, pl. XXVI ; Arch. Survey of Western India Series, No, 10, Inseriptions from
the Cave-temples of Western India, Kanheri Caves, Ins. 1, line 8.

3 See my article, Kirti, Kirtimukha And Kirtistambha, VAK, no. 5 (Feb. 1957), pp. 147-151,
Decean College, Poona.
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Of the Eight Forms of Siva, as explained in Saiva philosophy, there are three
categories :
I Mind—called W, TAAA, AT, Siferw, avaron, ST, ete.
II Energy—called s7or, or S7orrar, or gaf=w=wa?, representing the dual form of energy.
111 Hattat—acompriaiﬁg the Five Elements, qfadt, 5%, &=, 4, sF1w, the s==m
or the gross material forms.

This constitutes the Ashtamirti principle of manifestation, referred to by Kilidisa
as the eight visible forms of Siva (seranf: sraerfaag senfre=ifadr, Sikuntala). We find
very ample elaboration of these in the Liiga Purdna (Uttara Kharla, chs. 12, 13). The gross
Five Elements or the Paficha Bhiitas are symbolised by the lion, who is mentioned as the
servant of Bhiitapati Siva (Bhitanithanuga, Raghu. 11. 58). The Five Elements were regarded
as the five faces of Siva called Pafichinana or Pajichamukhi, whose iconographic form was
concived of as the Linga with 5 faces. By the use of double entendre on the word Paiicha the
lion was also described as Pafichdnana and considered to be an appropriate symbol of the
Paiichamiirtis or the Five material Elements of Rudra's esoteric form. ;

The artistic symbol of the lion-face (Kirtivaktra or Harivakira) was gradually sub-
limated in the temple architecture of the Gupta age. The Viyu Purina giving an elaborate
description of a Sahasrapida Prisida of Siva (corresponding to a Sahasrastambha-mandapa
temple) speaks of the lion-faces carved on the pillars, showing different expressions and
beautified by the chain ornament fastened on the four sides of the shafts:

T ATATAHEIET FEATTHA AT 1133011 Saamfmdtiaeg rgei: 70 795 |

amrags faamt qa a7 fafaarg uzsin (Vayu Purina, ch. 101)

The chain-motif with lion-faces is a typical description of Gupta pillars, Rudra and
Agni were both considered to be identical (SB. 5.3.1. 10, ete.) and to be Pasupati :

§is &t T At AR A g | (Siva Purana, Viyaviya Sam., 17.137)

ST (Harivarda, 2.122.24)
sgAfdgae anrdar wgiteast | (Linga Purana, 1.34.7)
sfefoasry At v an dodt 77: 1 (Siva Purdna, Vaya,, 28.3)

The chain-motif on the pillars thus symbolised the flames of fire and the lion-face
the Padupati aspect of Siva. wramazs of Viyu 101. 21 has reference to the multiple forms
created by the Maya or power of Rudra. Each of the thousand pillars in the temple of Siva
corresponds to the yilpa or stake of a Vedic Yajiia. The Purnanic Rishis of naimishﬁrﬁnyn
questioned about the symbolism of the lion-faces and they were told that they represented ‘the
wrath’ of Rudra, which botn from his body or the single fiery principle assumes diverse myriad
forms :

a9 Fefrares aaiE giafeEn | I SO AR 180

S gEETAt g g wuy 1 % fagEenan ' & s e 1kk3n
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fagr: FvoaaT qarar gwlreET | dwEor: O §EEEg 99 9O 1331

Aat gEAE e AAEG WNE g | 98 WEA FagmmieRw  sgre

AT AFTEERAT fagfamar: nz’y 1 AAHEE T 90 FatfmEaT |

mramifafas «  Srwramssmar @ar n3skn (Vayu P, Ch. 101)

The Vaiévinara Fire manifesting in each body is the fiery chain that keeps the five
elements in the form of lions (Simha Mahabhiitas) tied together. That Fire represents a flicker
of Siva’s Anger (Krodha), which is the same as the manyu of the Sata-rudriya litany of the
Yajurveda : ; ;

ATEY  WE  WAASIAAS T AR | AGEAT T AW
Each lion symbolises the wrath of Rudra, but is kept restrained by the fiery chain
forged for him in each Yajiia. One of the beasts was permitted to get loose from this ordered
dispensation (Vidhina) and he as Virabhadra wrought havoc to Daksha's sacrifice :

i fawama fadA% dear) T oA g9 ST g1 AEET WF: 13%00

q U7 WA FEl SEEEETea | AIES TR 39 e 133401

The grotesque lion-face, Simhamukha or Kirtimukha as described by the Manasira
seems to have become very popular and a universal feature of Gupta temple architecture.
From India the motif travelled to Indonesia where enormous Kirtimukha crown the main entra-
nee of the magnificent Siva temple of Chandi Kalasan in the Prambanam group (Como-
raswamy, History of Indian and Indonesian Art, p. 203).

This Kirtimukha motif received the technical name of pafichavaktra and found a
conspicuous place on medieval temple gateways, as mentioned in the following :

wRiTaTd g SifaaeEd W u0 qgen gfeers 1 dwfin aaewa |
FUTPITEET: | WETA@sF A 1%0  (dpardjitaprichehha, ch. 129)

i.e. on the sides of the two festoons (mandira) there should be two Kirtivakira,
whose grotesque apprearance should be indicated by frowning eyebrows, and bulging eyes,
fangs, ears and projecting horns (upériiga). Or, we find in the Kasyapa-filpa,

TRIPEATH  TEEAHROEE |

i. . on the gateway known as makaratorana, there should be a piirima (spase-filling
spiral or festoon) motif in the centre and on its two sides two makara-faces combined with the
grotesque form of Paiichavaktra or Kirtimukhas (Kaéyapa-filpa, 12.8). Describing a stambha-
torana, it is said :

FEh TeNaAad arpEfafaar g5 1 avved weOeq ar fewErore a1
(Katyapa-silpa, 14.27)

i. e. the front portion of the beam or lintel of a torana should be adorned with the
lion-face (pafichavakira) motif, and it is variously named as vakiratorana, makaratorapa or
chitratorana . Indeed in the medieval art-motifs the pafichavakéra or Kirtimukha decoration
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had become very much formalised so that it also seemed to resemble a makeramukha,
specially owing to goggle eyes and projecting horns, The traditional architects name it as
gqirdsadd from the word gris meaning a lion-face, and also sdnkadd, from fafiku or an elon-
gated horn-like appendage.

We have in the Padma Purdna a parable relating to the origin of this rather im-
portant motif of the Kirtimukha. It is said that once Rihu, as the emissary of the demon-
king Jalandhara, approached Siva, causing great consternation amongst members of his family

and their vahanas ;

FAET FEERIACAE A HEE 1380
Pramaforaofergse:  aogmam | @ 3 fifgEn aw feer afest sge ngen
& 74T ¥ FUSIS! AATAEGY AIT AT QI NVE EOUET: FAgE: S 13
afomer fod Zawerd wfaa ol R GHOTH WaOE T EAR 13N
&t faerd & FareqgeEar T AwT | wanw Wi s mwor  feErf aven
am: Afgadarg @i g 7 afgan | Afaam www fFfREe T wEm e
TR T g W FfeEe 5 ggayee W gwR fawe & e e
mfeedia e wfaafs woed | & afefy e fegs: Sisaters 999 e

(Padma Purana, Uttara Khanda, ch. 11).

The Chandralekha ornament on Siva’s head oozed out its ambrosial fluid owing to
the fiery sniffings of the serpent Vasuki, as a result of which Siva’s body was drenched with
it, and the series of heads became fresh with life again and muttered their practised - recitations.
There ensued a lively debate amongst them as to each one’s superior rank and priority of
function, and they also became depressed with the thought of omissions in their duties, (Thus
when the five heads were in a state of confusion) there sprang up a mighty Gana from the pile
of Siva’s matted locks. He has three faces, three feet, three tails and seven hands,—he was
the mightly Kirtimukha, having a resplendent tawny colour on the body and massive locks
on the head. -

The five heads of Siva were struck dead at the sight of this strange creature. He
bowed at Siva’s feet to pacify his enormous rage, and Siva thereupon conferred on him the
boon: You maintain yourself by making food of those who are killed in battle. But the
Gana Kirtimukha, unable to find any battle ground ready at hand, pounced upon god Brahma
to devour him, but was restrained by Siva. There upon the Gana Kirtimukha under the pangs
of consuming hunger devoured his own body, and limbs. This bold action and devotion
of his pleased Siva who assigned to him an abode in his temples with the following stipulation
‘he who enters my place but does not pay heed to you or does not become conscious of  your
presence, shall face an instantaneous doom.’

The above legend makes the Kirtimukha motif a part of Siva’s iconography. Siva
is Rudra and identical with Agni or Prinic energy. He manifests himself as Paficha-Brahman
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or the Five Gross material Elements which are symbolised as the Five Heads on his body.
On the plane of manifest life they have their respective functions and governed by an orderly
dipensation. But when there is disorder and confusion amongst them in the ante principium
stage, 1. e. when their duties are not specifically marked or differentiated, they have the form
of a single monster concealing all the heads in the form of matted locks. That is the Kirti-
mukha emanation of Siva himself. Siva as Agni is represented by a mandala, which is occu-
pied by a pulsating Purusha of tawny colour (Piigala Purusha), who is no other than the
Akshara Purusha, or Sirya, or Angi himself, or Kilignirudra, the personified rajoguna or
principle of activity. His place is very conspicuous, occupying the centre or apex of the
main doorway of the divine temple. Any one who enters the tempe but is not conscious or
attuned in mind to this presiding genius of life and pranic activity, becomes devoid of life in
no time. The word kirti originally signifying a rock-excavation, now becomes synonymous
with mandala, mahimd or yasas and the ‘face’ filling it becomes esoterically indentical with
Yijusha Purusha or Akshara Purusha, which is the same as Chikshusha Purusha residing in
the Bun. Siirya himself is the Sinhamukha, the lion-face, the gaping mouth in respect of this
cosmos. The Kirtimukha or ‘Face of Glory’ is Aditya itself, where Kirti from its inceptive
meaning of ‘a chaitya-window to a rock-cut interior’ is synonymous with Yadas :

s arm @ or (anfeer:) awfe  (SB 14.1.1.32)

FHY a1 anfaen: foorer, oW 99, U¥ A9, U7 9, oF FifE

(Chhindogya U. 8.6.1)
The Aditya is called Pifigala and so is Kirtimukha described to be Pingala ; both
are forms of Rudra or Agni. The Kirtimukha is born of the matted locks of Rudra and
is himself hairy (jafila). The significance of this is also clear. Keda or hair is the pravargya
or refuse or ejected portion of live energy. Rudra is the predominant principle of ‘Life’ and
Kirtimukha is its material manifestation pulsating with rhythm of expansion and contraction,
which are spoken of as the two jaws (hani) of an open mouth. The Kirtimukha in this new
setting assumed an all-comprehensive significance, equal to that of Rudra himself, and as
the principal Gana became the most important architectural feature of medieval temples
both in India and Indonesia. The Purinas testify to the various stages in the wolntl.nn of
the Kirtimukha or Pafichavaktra motif of literature and art.



38. KIRTI, KIRTIMUKHA AND KIRTISTAMBHA
I

Recently Dr. B. C. Canapra had drawn attention to the technical meaning of
the word Kirti and its cognate kirtana, both of which denoted ‘a shrine’ or ‘a temple’. It is
clear that, though in a majority of cases the word Eirti denotes ‘a temple’, it also means ‘a
monument” in general, ‘any constructional work or sculptural object intended to perpetuate the
memory of its author’, and that in this sense the word kirfana can also be employedl. We
propose to examine the word more closely. ¥

The medineval Sanskrit lexicons record kirfi as an equivalent of prasida—
Firtir yalasi vistire praside kardame'pi cha
(Hemachandra, Anekirthasathgraha).

MoxteR-WiLLiaMs on the authority of lexicons had recorded so early as 1899 :
‘kirti=prasida (favour) or prisida (a palace)’. Although the printed text of the Medin
gives kirtih prasida-yasasoh and some others follow, it may be stated categorically that prasida
is an error for prasida and that kirti never was an equivalent of prasida. The other synonym
prisida denotes both ‘a temple’ and ‘a royal palace’, as Dr. CamanrA has mentioned. Tt
s not correct to render kirti as ‘a palace’, as Monier-Williams had done ; the meaning of ‘temple’
or ‘shrine’ is more appropriate, but needs clarification.

Originally the word Eirts signified an excavated chaitya-hall. The earliest epigraphic
use of Kirti occurs in a copper-plate inscription found in 1839 in front of the large arched cave
or chaitya-hall at Kanheri on a ledge of the mountain, some 30 or 40 feet below inside a big
tope with 2 coins and dated in the year 245 of the Traikiitakas (a.p. 493) :

tivat kirtih sthireyars bhajatu $ubkakari satsutam pushyandmnah?
‘3o long may this permanent kirti remain auspicious to Pushya's noble son I'. What was the
nature of this kirti monument is mentioned in the epigraph as:

Arya—séaradvatiputrasya chaityaris ghatitapishaneshiakibhib......... pratishthapitavan,
Le. ‘he established the chaitya of dressed stone-bricks which was dedicated to the venerable
S:&mdmﬁpm. It is to be noted that the chaitya was not a chaityamandapa or chaitya-hall
but & stiipa which was also called chaitya. The expression ghatitapishaneshtaki may mean
‘dressed stone blocks and bricks' or dressed stone-bricks, preferably the latter. One thing
is clear that the monument referred to as kirti in 493 A.D. was structural and not rock-cut.
The meaning of kirti current in the fifth century applied to such monuments as were then

! B. Ch. Cunasra, Kirti ; Its Connotation, Siddha-Bhirafi, pp. 38-42.
* Published in the JBBRAS, V. p. 32, pl. XXVI; Archaeclogical Survey of Western India Series,
No. 10, Tnscriptions from the Cave-temples of Western India, Kanheri Caves, Ins. 1, line 8,

a
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known. Structural stipas and chaitya-halls and Brahmanical temples had come to be erected
in the Gupta period, side by side with rock-cut caves or chaitya-halls and even rock-cut
temples.

To understand the origin of the word Eirti we must look to the earlier tradition
of the pre-structural stage of chaitya monuments.

As firmly evidenced by the chaitya-halls at Bhaji, Pitalkhord, Kondane, Bedsa,
Karle, Kanheri, Ajanti, ete. these selaghara, selamantava, chetiaghara monuments were exca-
vated in the face of live rock. Their construction was remarkable, comprising a large opening
to admit light and air, an inner pillared hall with vaulted roof, two aisles, and a semi-circular
apse accommodating a rock-cut stiipa. It has been admitted by all authorities that prior
to the introduction of rock artchitecture there was a stage when the chaitya-halls were erected
in timber. Such appears to have been the chaitya-prasida of Ravana in Laika which was
reduced to ashes by Hunumin :

tatra chignih samabhavat prisidad chipy adahyata. (Sundara. 43. 18).

But gradually the technique of cutting the chaitya-halls in rock was discovered

and perfected, and this architectural mode fired the imagination of the people.

Here then there was the scope for a new word. The cutting or scooving of the
rock commenced with the boring of an opening into the facade of the intended chaitya-hall.
The facade (gharamukha) consisted of two parts, a large opening above now called chaitya-
window and a lower solid screen pierced by three doors, one in the centre to give access to
the nave*(mandapa) and the two side ones to the two aisles (pradakshindpatha). As the work
proceeded the opening was widened and the debris from inside was thrown or cast outside
thropgh that opening. The hollowed out mapdapa of the interior was given the literal de-
signation of kirti and the initial opening with which the cutting commenced and which served
a very real function in the execution stage was naturally called kirtimukha. The ancient terms
for our modern chaitya-window must have been kirtimukha. We are familiar with the root
wt-kri—*to dig'up or out, hollow out, excavate, carve, engrave’. The root is shown to have
the meanings ‘to pour out, scatter, throw, cast’ (Moxier-Wirriams), The word kirti was
a verbal noun from « kri and in the earliest semantic phases was considered quite adequate to
denote a modest and plain excavated or hollowed out chamber, such as the early cells
(garbha) and caves (guhi) must have been. That the original rock-cut chaitya-halls must have
been so designated is also borne out by the historical etymology of the two subsequent
words kirtimukha and kirtistambha, Let us first dispose of the second one.

II. KIRTISTAMBHA

Literally the word kirtistambha implies ‘a pillar associated with kirti’. We actually
have such free-standing lofty pillars in front of the chaitya-halls at Karle, Kanheri, ete. As
a matter of fact such pillars formed an integral part of the earliest chaitya-prasida architecture.
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This is borne out by the description of the prisida in Laiki, of which a monumental pillar
formed a distinguishing land-mark : prisidasya mahas tasya stambhavi hemaparishkyitam|
utpijayited vegena Hanumin marutitmajal (Sundara. 43 17).

We may go even earlier, and we find that the stipa monument, when standing
under the open sky, had also its free standing pillars, The mounds of thick yellow clay ram-
med as hard as stone, at Lauriya Nandangarh offer typical examples. Their contents indicate
that they were burial mounds. In the particular mound in which a piece of gold-leaf with
the figure of the Earth Goddess was found, a little below that level was discovered a long
hollow shaft 10" in diameter showing that once a wi.oden pillar was placed there. In another
adjoining mound the shaft of the wooden pillar was found in situ. We have another instance
in the A ‘okan pillar installed in front of one of the Gateways of the Great Sinchi Stipa. Pro-
bably reference to a wooden pillar (sthiing) associated with a mound of earth raised over
the relics of the departed ones may be traced to the Rigveda X. 18, 13.1 The SBabhiparvan
refers to such a pillar erected on the top of a smasana chaitya as chaityayiipa, the two together
invoked as a befitting upamdna in point of loftiness to Vishnu riding on Garu a2

Thus in sccordance with a well-established old custom the eaifya-prasida was
provided with its associative column. This explains the existence of kirtistambhas in front
of kirti excavations,

1. KIRTIMUKHA

The term kirtimukha was at the outset applied to the chaitya-window or the big
round opening through which the excavation work began and gradually proceeded. It was
virtually the gaping mouth of the excavated interior. The curve of the opening was rudimen-
tary in the earliest caves being broader at the base ; it then became hemispherical, the two
open ends of the curve were still further drawn inside until it became a perfect circle in the
Gupta period. Apart from its functional role as an opening for scooving in the rock and
subsequently for admitting light and air into the dark interior of the hall, the kirtimukha
was also adopted as a decorative pattern and its miniature repetitions were employed to beau-
tify the cornice mouldings or doorways or other portions of the facade. In this new setting
the small chaitya-windows enclosed human heads, mostly female faces peeping out of windows
(gaviksha or vatdyana). On the facade of the chaitya-hall of cave XIX at Ajanta, we find the
miniature chaitya-windows with female faces employed as a very elegant decorative device on
the exterior of the cave. In course of time the human faces were substituted by lion-faces

1wt te stabhnami prithivi tvat pariman logass nidadhan mo ahaws risham. etim sthands pitaro
dhdrayantu te’ trd yamah sidand te minotu. I keep off the earth above thee, while over
thee I place this clod (or heap) of earth. May I be free from injury. Here let the Pitris make
stead-fast this pillar for thee, and there let Yama make an abiding place for thee.”

* ohintayimisa krishpo ' tha garutmantaniy sa chibhyoyit, kshane tasmin sa tenisich chaityayilpa
swochchbpitah Sabhi 22.22, Poona Edn.

QR ——
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as decorative members of the chaitya-window patterns, and these became known as Frtimulfas
or kirtivaktras. On the pillars of the Gupta period we find the kirtimukha decoration in which
the lion-face has been accepted as a natural member of the pattern. But the Kirtimukhas
attained to their fullest possibility as an architectural member on the front portion of the
dikhara of a Hindu temple. The functional chaitya-window or the large circular opening of
the excavated caves had long been superseded or left behind, but it was retained as the prin-
cipal decorative element on the facade of the &ikhara. This monumental lion-face was
termed Kirtivaktra (tadirdhve Kirtivaktran tu nirgamakyitini bhavayet, Manasdra 18. 146) or
harivaktra (Kirtivaktram harivaltram choltavat kirayet sudhih, Mansdra, 18, 151).

IV. KIRTANA

The word kirtana was derived from the same root as kirti and used in the same sense.
Grammatically they are analogous to drishii and dariana. From the seventh century onwards
the use of kirtana for a “temple’ became increasingly popular. Aryasiira had used it in the
Jatakamila as a current term of the Gupta cultural vocabulary (érimanti Eirtanasatani nive-
fitani satrajir asramapadini sabhili prapié che. Jatakamald, p.219; Encertox, Buddhist
Hybrid Sanskrit Dictionary, p. 184). But the most conspicuous use of the word occurs in
the Ellora Inscription engraved on the Kailisa temple which is called a kirtana : kartapi yasya
khalu vismayam dpa &lpi tan nima kirtanam akirayata yena rajia. Dr. FLEeT missed the
significance of the word and rendered it as ‘fame’ (Ind. Ant., XII. 159). But Dr. Huvrzsca
appraised its true meaning and worte that ‘the word must be taken to signify a temple’ (Ind.
Ant. X11. pp. 228-229). HurrzscH added two examples from literature, viz. from the Ki-
dambari (kurvan Eirtanani lekhayan éasandni......Prithivim vichachira, ‘he travelled the earth
...... constructing temples and causing land grants to be written.’ and the Agnipurina
(Kirtandni cha kirayet), ‘cause temples to be constructed’, As noted by Dr. P. K. AcHARYA,
it was originally Pt. Bhagavanlal Inorast who had realised kirtana as a technical term mean-
ing ‘a temple’, ‘a shrine’ (Ind. Ant. IX, pp. 34, 36 and note 13). (Acharya, An Encyclopaedia
of Hindu Architecture, p. 117-118).

In an inscription dated V. 8. 1093 (a.p. 1036) are found the significant words kirti-
tar, with reference to a Vishnu temple in a cave at Udayagiri near Bhilsa (B. C. Caaasga,
op. cit. p. 42). The past participle form kirtitas means ‘was built’ and here the original sense
of the root kri was retained in its semantic evolution,
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The period from about 300 to 1200 A.D. falls into three divisions of almost equal
length during which Indian sculpture passed through three phases of maturity. Stylisti-
cally, these phases correspond to the Classical, Gothic and Rococo conventions of Western
art. In Indian history they are known as the Gupta (300-600 A.D.), the early medieval
(600-900 A.D.) and the late medieval periods (900-1200 A.D.). The present chapter deals
with the history and characteristic features of Indian sculpture during the first phase,
whilst the last two phases will be treated in their proper place in the next section. '

The Gupta period has often been described as the Golden Age of Indian history,
above all in the domain of art. In the words of Kilidisa, the greatest thinker of the age,
the art of the period maybe described literally as “fine art’ (lalita-kald, Raghuvawsa, VIII,
67). It reflected indeed a passion for refinement that was patent in every walk of life; it
eliminated ponderousness and volume and concentrated more and more on elegance, produc-
ing ultimately a surpassing grace and delicacy which distingish Gupta work from that of
all other ages.

Gupta sculpture is, more consciously and explicitly than most schools of plastic
art, a synthesis between the external form and the inner meaning. As Kilidisa has put it, it
is like the union of Speech and Thought (vig-artha-sasprikta, Ragh. 1, 1). The spiritual
content underlying the outer forms of Gupta art is writ eloquently in the faces of the Buddhist
and Brahmanical images, which combine an intense religious feeling with a tranquil and
classical charm. Such expression can only represent the achievement of a true harmony, at
this period, of thought and action in the actual lives of men. In the religions sphere the
Bodhisattva ideal of the preceding Kushina epoch, enjoining each to live for all, gave place
to a new ideal of the attainment of the highest wisdom as an individual objective (anuttra-
Jjhanavapti). In accordance with this new outlook, each secker looked for reality within him-
self and strove for individual deliverance. He became himself a glowing centre of beauty
and spirituality. The introvert vision of the Gupta Buddha image is sharply distinguished
from the open, smiling countenance of the Kushiana Bodhisattva. Peace, light, and bliss,
emblems of the highest wisdom, are reflected in the radiant visage of the Gupta Buddha.
The change is visible to anyone who looks at a seated image of Buddha carved in the Sarnath
School (Fig. 120) or the standing Buddha image of the monk Yadadinna wrought in serene con-
templation, or the image of the sage Kapila in the Isurumuniya Vihara in Ceylon.

" The Buddha image was first made some time in the early Kushina period. The
evidence of the dated images points to the beginujnguft.hnmignnfﬂaniahkautba:m
of its first appearance in stone. The image from Kosam is dated in the year 2 of Kanishka,

N



246

STUDIES IN INDIAN ART

i.e. 80 A.D., or forty years later according to some scholars. The seated Bodhisattva image
from Katri Keshavadeva, Mathura, although undated, is considered to be a typical example
of the art of the first century A.D. (Fig. 150). If we compare it with standing Buddha image
of monk Yadadinna in the Mathura Museum, we notice a remarkable difference of style.
The distinguishing features of the Kushana and the Gupta images of Buddha and Bodhi-
sattva may be briefly tabulated as follows :

=

10.

11.

12.

13.

14.

15.

16,

KUSHANA

Plain halo with scalloped margin.
Absence of beaded border in the halo.

Simple background of seated figures.

Muscular body.
Shaven hair. Spiral hairlock covering
bump of intelligence.

Bodhi tres carved on the back elab.

Drapery partly plain and partly folded ;
folds less stylised.

Folds of samghifi engraved.

Drapery covers the left shoulder (ekir-
sika).

The lower garment reaching the middle
of the leg from knee to ankle.

Presence of fly-whisk bearing attendants
in seated images,

Right hand in abhayamudrd joined to the
back slab with a projecting eushion.
Orad mark between the eyebrows usually
present.

Eyes round and fully opened ; the line of
the eyelids projecting,

Upper and lower eye-lids equal. Figure
looking up or towards the spectator,
Plain border of samghafi.

A

GUPTA

Elaborate halo covered with lotus design.

Presence of beaded border as part of the
decoration of the halo.

High-backed throne with horizontal archi-
trave and brackets of prancing figures
(vyila-torana), as in the seated Buddha
at Sarnath.

Elegance of form.

Shaven hair type extremely rare. Hemis-
pherical protuberance on head covered
with short curls.

Absence of the Bodhi tree.

Drapery entirely shown folded ; folds more
stylised. Specimens with foldless drapery

 rare.

Folds shown in relief.

Drapery covers both shoulders (ubhaydni-
sika),

Drapery falling still lower.

Absence of this feature.

Right hand in abhayamudri carved free.
SBame mark absent in most cases.

Eyes clongated and slightly opeued; 10
projecting eye-line. g )
Upper eyelid broader. Gaze figed at Bp of

nose

Edgs of the samghdfi frilled and ornamented. i
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Fig. 151 Bhairava—Terracotta plaque from
Ahichchhatra, Gupta Period.

Fig. 150 Bodhisattva Image from Kafra
Keshavadeva, Mathura Ist Century A.D.

Fig. 152 Peripatetic Aspect of Siva with Fig. 1563 Dakshipamiirti—Terracotta plaque

" the begging bowl, Ahichchhatra, Gupta Period. from Ahichchhatra, Gupta period.
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Thus the Gupta type of image shows many features of stylistic evolution which
can be easily distinguished. Aesthetically the Buddha image attained a high perfection
in early Gupta art. It becomes the true vehicle of the spiritual quality of Gupta culture, which
found its consummation in Perfect Wisdom. This supreme ideal of the Mahiyina was now,
according to the Saddharmapundarika, called the Ekayina, ‘The Only Way'. Bothin the
seated and the standing images, the figures are gracefully conceived with “wet” drapery
revealing the form without excess of folds or ornamentation. The image is now fully evolved
and becomes the arch-type for all subsequent Buddhas, whether in sculpture or in painting,
and whether in India or abroad. The mudris or poses of the hands become clearly defined for
specific purposes. The figures of the two attendant Boddhisattvas, Avalokitedvara and
Maitreya, establish themselves in full majesty as independent images. Beautiful specimens
of them have been found; for example, the Avalokiteévara figure in the Sarnath Museum
standing on a fullblown lotus.! Near the Bodhisattva’s feet appear two tantalized spirits
(preta) with emaciated bodies whom the compassionate lord is feeding with a stream of nectar
flowing from his right hand. Similarly the cult of the Bodhisattvas with the effigy of their spi-
ritual parents, the Buddhas, became widely popular in this period. Amongst the best crea-
tions of the age may be reckoned the standing Buddha of Mathuri, the seated Buddha of
Sarnath in preaching pose, the colossal copper Buddha from Sultangunj (Bhagalpur), now
preserved in the Birmingham Museum, and the bronze Buddha now in the Boston Museum
—all products of about the 5th century and marked by ineffable sweetness and spiritual
calm.

. Another aspect of Gupta art is its wide geographical range. From Dahparbatiyi
in Assam to Mirpurkhds in Sind, monuments of Gupta sculpture are scattered all over the
country-side. Great centres of the art included Sarnath, Mathuri, Pataliputra, Devagarh,
Bhitargaon, Udaigiri, Nigod, Bhumard, Ajanti, and the Gandhara province, where a great
mass of remarkable sculpture, in stone and in stucco or baked clay, was produced. Outside
India, the school exercised far-reaching influence on the art of China and the Far-East,
moulding them into something of an all-Asian pattern.

Architecturally, Gupta sculpture is often integrated with the increasingly ela-
borate architecture of structural temples and excavated cave-shrines. In the Kushina period
the image was predominant and the modest shrine was only just beginning to appear. It
more or less resembled the form of a gandha-kufi improvised with three plain slabs held in
position by a flat top. In the Gupta period the image of the deity, now fully evolved, found
its counterpart in a fully evolved temple with flat roof, porch and plinth. The two match
admirably and each a gem in its own way fits the other like jewel and its setting, Sub-
sidiary images and reliefs of attendant figures also find their due place in the scheme of temple-
decoration. For instance, at Devagarh the main enshrined image must have contributed

1 Sarnath B(d) 1—Catalogue of the Sarnath Museun, pl. XIIT (b).
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not a little to the beauty of the temple ; but 20 also, and more chviously, did the carved reliefs
representing subsidiary images on the plinth and doorway. The entrance of the Daéivatira
temple marks the high point of exquisite carving. The figures of Gaigd and Yamund in
the upper corners and the pairs of male and female attendants (pratikaris) cccupying the
lower: portions of the jambs are fine specimens of sculpture. Other decorative motifs on
Gupta doorways included figures of dwarfs (pramatha), small flowers (phullavalli), seroll work
(patravali or patralatd), the auspicious tree (Srivriksha), the full-vase (pfirnaghata), and pairs
of flying geese (harisamala) (Fig. 11). We also find in some places the lotus and conch symbols
(¢ankha and padma) carved on the jambs. These together with the figures of Garigi and
Yamuna form a characteristic feature of Gupta art, and both are mentioned in the works of
Kiliddsa, As a typical decorative feature of the seated images may be mentioned the
highbacked seat with a prancing horse or animal (vyala-torapa) between the pillars of the
architraves on both sides of the back, e.g. on the seat of the BarnathBuddha image.

Sculpture also found a due place in the cave-architecture of the pericd. Epecially
rich in this aspect are the facades of Cave XIX at Ajanta and of the Caves at Karli and
Kanheri, in which images of the Buddha occur as a beautiful and effective feature of the
decoration.

From the point of view of iconography, the Gupta age marks an advance over
the preceding Kushina period. In the Kushina artat Mathura the earliest forms of Buddhist
iconography appear in the images of the Buddhas and Bodhisattvas, and the age was also the
formative period for the images of the principal Brahmanical gods such as Vishpu, Brahma,
Siva, Kirttikeya and Siirya, and of goddesses such as Sarasvatl, Lokshmi and Parvatl. But
the artists were still feeling their way and conventions were elastic. With the advent of
the Gupta age, about 300 A.D., not only do the sculptors follow conventionalized formulas
(hyana), but they also work on an expanded pantheon in which the number of gods and

* goddesses and their lilis greatly increased. For example, Vishpu, is represented holding

different attributes in his four hands, and also in the guise of his various incarnations (avatdras)
of Trivikrama, Variha, Narasiha, Rama and Krishna. The form of Vishnu resting on the
cosmic serpent Sesha appears in several examples, the most cutstanding being the one at
Devagarh (Fig. 12). The deities Karttikeya, Indra, Brahma and Siva also appear in their develo-
ped iconographic forms in the upper part of this panel. In the same temple are two other sculp-
tured reliefs encased in door-frames, forming niches projecting exteriorly from the temple
walls known as rathik-bimba, and representing two other parts of Vishpu legend, namely,
his rescue of the lord of elephants from the clutches of a gigantic serpent (Gajendramoksha),
and Nara and Nariyana engaged in austerities in their Himilayan hermitage at Badari-
nitha (Nara-Nardyapa-tapasya). In this important temple, dedicated to ‘Fisha;.u under the
name of Keéavapurasvami, were carved in the panels of the plinth the life-stories of Rima
q_lcmnumwnmy, History of Indian and Indonesian Art figs. 168-161,
az
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and Krishna. The scenes from the Rimiyana include Rama and Lakehmana practising .
archery, the redemption of Ahalyi, 8itd and the two brothers marching to the forest, and
the episode of Sarpanakha (Figs. 131-33). In several minor panels fixed in the upper course
of the plinth were found subsidiary scenes, e.g. monkeys making a bridge over the ses,
Bili and Sugriva combating each other, and Sugriva appeasing the angry Lakshmana.

The story of Krishna had not previously been identified in the Devagarh temple,
but recent examination has revealed scenes from the Krishna-lili carved on some panels of the
plinth. The more conspicuous ones depict Krishna's birth and transference from the prison
cell, Nanda and Ya$odi with the holy children in Gokuls, the toppling-over of the toy-cart
(4akata-lila), and others. Perhaps the most interesting is the scene showing Krishpa receiv-
ing his supplicating friend Sudimi leaning on a crooked staff, in the presence of Rukmiuj,
perplexed at the generosity of her husband. In a couple of Gupta sculptures of the Mathura
school, Krishpa's dance on the head of a serpent (Kaliya-damana) has been identified.

The remarkable bronze statue of Brabmi from M purkhis, Bind, now deposited
in the Karachi Museum, is an exceptionally good specimen of the art of metal-castir g in this
period. But comparable with Vishnu in rank and popular grace was Siva, whose classical
story is sung with exceptional charm by Kilidisa. By devoting his attention both to Rama
through the Raghuramséa and to Siva through the Kumdrasambhava, Kilidisa, as the re-
presentative genius of the times, points to the synthesis of the rival claims of theee two gods.
We have evidence in Kushina sculpture of the Pisupatas and the Bhignvntu fashioning
their images to win sectarian recognition. During the Gupta period Siva and Vichpu are
no longersectarian deities butemergeas national gods entitled to universal adoration
and the same high honour as was bestowed on the Buddha ; and images of Siva in the fom
of ekamukhi-linga now came much into vogue (Fig. 136). -

The most important group of Gupta temples has survived in Central India, namely
at Udaigiri, Bhumar and Khoh in Nagod State and at Nachni-Kuthari in Ajaigarh State.
The temple at Bhumard has preserved a fine Siva-linga and a still finer one has been found
at Khoh. These temples also contain images of the principal gods and goddesses of the Brab-
manical pantheon popular in classical times. A conclave of them is found in each temple, almost
corresponding to their enumeration by Kalidisa in the Kumarasambhava (I1. 20-26); that
at Bhumara, for example, preserves those of Yama, Sirya, Kubera, Brahma, Indra, Karttikeys
and Mahishasuramardini. The colossal image of Mahivaraha at Udaigiri, depicting the scene of
the rescuing of the earth from the ocean (prithivi-udvahana) is a powerful sculpture and affords
an instance of geo-tectonic movement expressed in art, A kindred subject is the lifting of
Kailasa by Ravana, found at Mathuri, and Mount Govardhang by Krishna, of which a bea-

1 Kumdrasambhava, V11, 42 (mirte cha Ganga-Yamune tadinis sachimare devam-asevishatam) =
Meghadita, 11, 17 (dvdropinte likhita-uapushau daikha-padmau).
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Mathura, Gupta Period.

Mahinarayana Vishnu,.

Fig. 149.
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utiful example exists on a pillar from Mandor in Jodhpur State.! The sculpture of the late
Gupta and early Pallava period shows other examples of the successful rendering of tense
colossal movement in sculpture, of which the Mahishisuramardini carved at Mahabalipuram
is a good example,

In the great Siva temple at Ahichchhatri were recently unearthed a number of beau-
tifu! terracotta plaques of large size, which had formed part of the frieze around the upper terrace
of the temple and depicted the principal events in Siva's life : his destruction of the sacrifice of
Daksha Prajiapati, his father-in-law, the holocaust wrought there by his playful ganas, his assu-
mption of the terrific form of Bhairava (Fig. 151), his peripatetic aspect with the begging-bowl
in hand (Fig. 152), his iirdhwa-retas form as Lakulisa, his dalliances with Parvati in the renewed
marital life, and finally his reposeful ascetic form as Dakshinamirti, Lord of yoga and divine
wisdom? (Fig. 153). Withthe growth of the complex Puranic pantheon a full picture of which
can be built up from the works of Banabhatta in the first half of the Tth century A.D., the
scope of Saivic iconography was greatly enlarged, and this is more fully reflected in the next
phase of artistic development represented in the great temples of Aihole and Ellora built
during the early Chilukya and the Rashtrakiita periods.

The terracotta art of the Gupta period was a major factor in the development of the
art-consciousness of the age, and claimed a place of honour alongside stone-sculpture, painting,
and architecture. Binabhatta, in a poetic reference to the love-smitten condition of Vai-
gampiyana, speaks of him as being seated statuesquely like a pillar in a building (stambhita iva),
a figure in painting (likhita iva), a carved image in sculpture (utkirpa iva), or a figure modelled
in clay (pustamaya iva).

Fortunately a fair number of temples built in brick with ornamental mouldings and
friezes of terracotta-panels survive from this period and are distributed over a wide area in
the Panjab, the Uttara Pradesh, Bihar and Bengal. Speaking of the Shorkot temple Cunnin-
gham remarks: “The moulded bricks are the most characteristic feature of all the old eities
in the plains of the Panjab. The variety of patterns is infinite and some of them are very bold
and effective.”® Many of the famous buildings in Northern India at the time of Mohammadan
invasion must have been built entirely of brick and were decorated with terracotta ornaments
and alto-relievos. This was certainly the case with the great temple of the Sun at Multan, the
famous shrine of Jogsoma atThinesar, the great Buddhist buildings at Sankisi, Kaudimbi and
Srivasti, all the Brahmanical temples of the Gupt-atper:iud at Bilsar, Bhitargaon, Garhwi and
Bhitri, and also the great brick temples of Bodhgayi and Nilandi.® The bricks show &

1 Coomaraswamy, History of Indian and Indonesian Art, p. 86, fig, 166 ; AS.L A.R., 19056, p.
135, fig. 1.

2 Ancient India, No. 4 (July 1947-Jan. 48), p. 167, figs. 298-302,

3 Qunningham, 4.5.R., V, p. 100, pl. XXIX, 1-8.

¢ Cunningham, 4.8.R., XI, p. 42; A.81, AR, 19089, p. 5, pl. V,
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pleasing variety of designs, such as the nandyivarta, lotus, dogtongue, guilloche, fret or diaper.
The stuceo figures and terracottas connected with these temples show an equally high quality.
The Bhitargaon temple in Kanpur district contains a frieze of panels with sharply defined
features of much excellence, but has not yet been adequately illustrated in detail.l The
Ramiyana panels from Sahet-Mahet are full of liveliness, although inferior in art. The large
image of Pirvati from Kasia, now in the Lucknow Museum, must have presented a technical
problem in baking, as it is always difficult to fire a clay image of this dimension. The
life-sized clay images of Gaiga and Yamuna fixed at the two sides of the steps leading to the
upper terrace of the Ahichehhatri Siva temple were also remarkable specimens when complete,
By far the best examples of the stucco art of the Gupta period, however, were the images
(now mostly destroyed) on the Maniyar Magh at Rijgriha, which were fixed round the base
of & circular structure and consisted of a Sivaliiga, a six-armed dancing Siva, a four-armed
deity wrongly identified as Banasura, and several Nagas and Naginis, the latter showing fine
and sensitive workmanship, These sculptures afford the capacity of the Gupta clay-modellers
to execute clay sculpture of considerable size. On a lower scale, the Gupta coroplasts took
full advantage of the terracotta medinm to broadeast the aesthetic message of their times.
The numerous small clay figurines found at most’ sites present a veritable inventory, as it
were, of the types of men and women in all grades of society.

We also find, both in stone and in modelled bricks, an infinite variety of seroll-
motifs, with a tendency towards arabesque. The most conspicuous example of this decoration
is available in the casing slabs round the Dhamekh Stiipa at SBarnath, perhaps the most success-
ful example of large surface-decoration in this technique in ancient India (Fig. 119). Contem-
porary literature refers to scroll-work as patrdvali, patralatd, patranguli, ete. The fashion for
deap-cut seroll-work was increasing and found its culmination in the stone Jali, of which the
earliest specimens can be seen in the perforated temple-screens at Aihole, that with radiating
fish-spokes in the Ladkhan temple being particularly notable.? This temple has been ascribed
to about 450 A.D.

Gupta art and culture continued in full bloom during the first half of the seventh cen-
tury, when Harsha was ruling in north India. The University of Nilanda was at the height of
its glory and shared equally in the field of literary and artistic activity. Hiuen Tsang mentions
several colossal images that he saw in north India at this time, specially the 80"-high copper
image of Buddha set up by king Piirpavarman in the early Tth century at Nalandi. The colo-
ssus no longer exists, but other remains at Nalanda have preserved evidenee of advanced artistry;
for example, the decorative reliefs with beautiful kinnara motifs and lotuses in Site I, and

1 A8, AR, 1908-9, pp. 816, pL I, V, and fig. 2.

* 481, A.R.,1907-8, pl. LXXI. y
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a series of more than 200 sculptured panels in Site IT of the 6th-Tth century A.D.1 The
Gupta sculptures and detached images at Sanchi are “infused with the same spirit of calm
contemplation, of almost divine peace, as the images of 4th and 5th centuries, but they have
lost the beauty of definition which the earlier artists strove to preserve and, though still
graceful and elegant, tend to become stereo-typed and artificial .2

In the Madhya Pradesh the brick temples at Sirapura (ancient Sripura), Rijim and
Kharod, each has a stone doorway in typical Gupta style showing figures of Ganga and
Yamund. The door-lintel in the Rajim temple, 3 miles from Sirapura, represents a bust of Siva
flanked by Niga figures, whose tails knot and intertwine and make a bold and very effective
pattern.® 1In the temple at Kharod the stone door-frame of the sanctum is a well-executed
piece of sculpture. The inner frame mouldings and jambs are richly carved in conventional or-
naments in which makara, lotus medallions and rising scrolls are most conspicuous. At each
side of the door-frame is a well-carved, life-size female figure, standing under an umbrella and
attended by a diminutive maid, represensing the rivergoddesses.4”

! A8, AR, 191516, p. 12,

3 Marshall, 4.8.1., A.R., XXIII, XXIV. Guide o Sanch, p. 22,

3 4.8.1., AR, 1909-10, p. 14, fig. 3.

¢ Cousens, “Ancient brick Temples in the Central Provinces”, 4.8.I., 4.R., 1909-10, p. 16,
pL IV (b).
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40. EARLY MEDIEVAL PERIOD
(Sth—0th Century)

On the break-up of the Gupta empire in the ninth century the current of its fine cul-
ture also received a setback. We enter upon the seventh century as the period of transition
between the Gupta and the early medieval age. Tn this transitional period the older convention
of art began to be replaced by newer conceptions which were characterised by a conscious
force and an urge for vigorous expression. With the rise of the Rajput states in the different
parts of the country in the eighth century many institutional developments of great value for
the future evolution of society were witnessed. In the sphere of art the refined and restrained
convensions of the Gupta period were replaced by colossal ereation and cosmic conception.
Art now fulfilled its purpose, firstly by gigantic execution of such monuments as the Kailida
temple of Ellora ; secondly by the comprehensive narration of cosmic themses taken from the
life-stories of gods and demons, and thirdly by interpreting the spiritual message of the age
through a significant symbolism. We find that in the domain of philosophy, Safikaricharya
proclaimed the unity of the individual soul and the universal soul, Atman and Brahman, The
old ideas about man and his powers circumscribed within the mortal coil of three and a half
cubits were no longer sufficient to satisfy the inherent, human craving for greatness and expan-
sion. All departments of human thought seem to have been affected. No longer satisfied with
the tame, flat-roofed shrines of the Gupta period, new fashions in architecture concerned them-
selves with the developments of the éikharas and the mandapas, and bold architects worked to
convert entire mountain blocks into monolithic temples resembling Kailida and Meru. Both
royalty and the people were moved by the same spirit. The Kailisanatha temple of Ellora was
the outcome of the grand conception of the Rashtrakiita emperors in the eight century. The
ideal divine abode of Siva on mount Kailisa where he lives in eternal conjugal happiness with
his consort Parvati and hosts of devas, was recreated on earth, as if it were, in the form of the
Kailasanatha shrine for the visual delectation of the pious and devout worshippers,

In the social and religious sphere the same spirit was manifested inthe growth of such
institutions as the Saptasigara-Mahidana (Gift of the Seven Oceans’), Brahmayda-dina (‘Gift
of the Universe'), Dharitri-dina (Gift of the Earth’), etc., an index of the increased tempo of
man's aspirations. In the realm of poetry the figures of speech (alarikiras) became subordinate
to an uncommon fondness for Atidayokti or hyperbolic description. Of course, this led to in-
evitable degeneration of the poetic art, as of all arts but there was no escape from a process
which ultimately petered out in convensionalised descriptions and trivial details of the poetry
of the lut-pr medieval period. The high sounding titles like Paramabhafiaraka Mahardjadhirdja,

35
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Paramesvara of many a potentate ruling the country from one end to the other and also the
doescriptions of the universe-enveloping dust stirred by their marching hordes give us some idea
of the unbridled passion for big size and glory that was the rampant vogue of that age.
The national soul bestriding the vast expanse of land and ocean from Madhyadeéa to Svarna-
dvipa and Srivijaya in Sumitri on one side, and to the teeming Central Asian cities on the
other, witnessed an unprecendented cultural empire unknown before or after in the history of
Greater India.

The medieval period of our history falls into two divisions: Early Medieval
(8th-9th cent.) and Late Medieval (10th-12th century). Four great imperial powers strived for
supremacy in the first period, viz. the Gurjara-Pratihiras in the north (Kanauj), the Rishfra-
kiigas in the Daccan (Minyakheta), the Pallavas in the far sourth (Kinchi), and the Pilas in
the east (Bihar—Bengal). The architeotural monuments of the Gurjara-Pratihiras in north
India have rolled into dust, leaving the whole Madhyadeda a blank for old Brahmanical temples.
The Rashgrakiitas were more fortunate, having left the magnificent Kailisa temple of Ellora,
as an immortal monument to their glory, The Kailisa temple of Dharapuri (Elephanta), al-
though a little later, is in the same tradition, combining rich sculpture with bold architecture.
The Kailidanitha temple of Kanchipuri in the south is a Pallava monument eloquent with the
same spirit, but rather conventionalised. The sculptures and images of the Pila school belong
to the early medieval art, and at times show genuine grace and feeling,

The Pauriinic stories of the lives of gods and goddesses play an important part in the
sculptural representations of this period. The triumphant exploits of Siva and Vishnu sym-
bolise the spirit of the times and give power to its art. The image of Siva Natarija performing
his cosmic dance was conceived and created in this period and makes eloquent at one point the
artistic urge of the times. Siva vanquished the demon Gajisura, controlled its riotous energy
and discovered a new rhythm of life in the form of his Tindava dance. The images of Siva-
Tindava in the Lakhimandal temple of Princess Iévard (eighth century) on the banks of the
Yamuni in the remote interior of Dehradun district show the wide extension of this motif.

LATE MEDIEVAL PERIOD (10th-12th century)

Both sculpture and architecture entered on a new lease of creative activity and
elaborate workmanship in this period. The great centres of art were Khajuraho in the north,
Mount Abu and Pilitina in the west, Tanjore in the south and Bhuvaneévara and iji.rkn in
the east. Under the patronage of the powerful Chandella kings and the Parmira rulers of Malwsa
a large number of temples with rich sculpture were executed. The Khandiriyi Mahideva and
other temples of Khajuraho are noted monuments of this period. King Udayaditya and
Bhoja of Malwa also caused several big temples to be built of which the Nilakantha or Udaye-
évara templo built by Udayaditye (1059-1080 A.D.) st Udsipur in Gwalior State represents the |
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best style of this period and is in fine preservation. The Jaina temples of Dilwara at Mount
Abu are in marble, and the very elaborate carving of their pillars and reliefs shows how the
sculptors handled hard stone like soft wax. In the Sun temple at Konirka and in the temples
of Bhuvaneévara the elaborate wealth of beautiful sculpture and decoration has reached extreme
limits, testifying to a passionate love for exuberant detail as the universal festure of art in
this period.

Several features may be noted about the subjects represented in this period. The
iconography of the principal Pauranic gods and goddesses that had been evolved in the early
medieval age entered into a new phase of elaboration, leading to an inconceivably complex
pantheon,-almost each deity revelling in & multiplicity of hands, attributesand variety of forms.
Aninfinite number of goddesses, Matrikis, Yoginis, Yakshinis, Sisana-devatds, ete. took the
place of what used to be a vital religious art with significant religion, The iconographic forms
were supported by a number of Dhyinas, Dhiranis and 8adhanamilis. We also witness a con-
glomeration of numerous cults and faiths—Vaishnava, Saiva, Sikta, Jaina and Bauddha, which
multiplied and freely met and mingled with one another. Vajrayina, Sahajayina, the cult of
the Siddhas, and the Natha Yogis, of the Tintrikas and the Siktas, and many other imbecile
forms of worship were serving as props for the religions beliefs of the people. There were many
corrupt philosophies based on free sexual relationship, almost elevated to a religion. We
witness its influence in several medieval temples portraying a series of ‘posture figures’, re-
prasenting the eighty-four Karanas or Ratabandhas. This erotic basis of art and philosophy
found its culmination in the later images representing the gods and their female counterparts
in Yab-Yum (‘Father-Mother’) poses.

In the domain of philosophy the rational power of man became ineffective to conquer
new regions of thought or master new systems. As a palliative, the human mind keeps brewing
and boring at its own centre, entering into futile details of ratiocination like the beetle which
bores through the wood at the point under its feet. As a result we find that the system of logic
pursued in this period is reduced to a bundle of absurd niceties and new off-shoots of thought
are nipped in the bud by the double-edged sword of hair-splitting avachchhedaka and avach-
chhinna. There was enough vanity, but little scope for original ereation.

In the field of art also hardly any scope for individual initiative was left ; all images
became like dead imitations of each other. The artist instead of looking for new creative themes
works according to stereotyped dhyanas of images, and indulges in cutting deeper and deeper
into the outline of scroll-work until the chisel drills through to the other side of the stone, leaving
behind a vacuum of jili work from which its narrative contents had as if it were been squeezed
out,

In the realm of architecture there is the same partiality for details. The varieties

' of Prasida, Jagafi-Pitha (basement) and Siklaras with their innumerable spires (andas or
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or §ringas) are perplexing, and it is doubtful if the classification was not more theoretical
than real.

The religions synthesis between Brahmi, Vishnu and Siva was expressed graphically
in the form of the Trikiita shrines or triplecomposite temples both in the Chandella art of the
north and the Hoysala art of the south. The plan of the temple combined three shrines in three
directions leaving the fourth as the entrance ; the three sanctums opened into a common
mandapa, and over the roof of each was built a #ikhara. The art of this period still breathing

of some force and a certain degree of freshness maybe compared to the last glow of a flickering
lamp.



41. A NOTE ON SCULPTURES AT LAKHAMANDAL! -

There are some important seulptures of Hindu gods and goddesses at Lakhamandal,
a place of great antiquity on the Jumna in the Chakrata Tahsil of the Dehra Dun district.
It is situated at a distance of 24 miles almost due east of Chakrata and can be covered on foot
in two days. The seulptures are assembled at two places, firstly built into the side walls and
ilso placed on the floor of the antardla and of the sanctum of the Likhedvara temple, and
socondly collected in the closed shed built for the purpose by the Archaeological Department.

The present entardla of the temple, Which is a later addition to the Lakheévara shrine,
contains the following images :—

South Wall—In the first row is a Saptamitrika panel (length 4'—13"xht. 1°—0)
depicting the Seven Divine Mothers, Brahmini on full-blown lotus, Maheévari on bull, Vaish-
navi on Garuda who has a human face and two out-spread wings, Kaumiri on peacock, Virahi
on a prostrate human figure, Indrinf holding Vajra and seated on elephant, and Chamunda
on a Preta. The lotus in place of harisa in the case of Brahmini and the human figure as the
asana of Varahi are remarkable features.

In the second row is also a Saptamitrika relief (3'—4" > 10}") with Virabhadra on right
and Ganapati onleft, followed by two more seulptures, viz., one showing a standing male figure
(ht. 1'—103" 3 113") with a bull behind him, and the other a figure of six-armed Mahishasura-
mardini. The figure in the second image is two-armed with a bunch of flowers in the left and
a club.in the right hand (now multilated). He wears a kirita mukula, pear] ear-rings, ekivali
pearl necklace, armlets and wristlets. The hair loosely fall in frizzles and a scarf is worn on the
arms. A short dhofi is secured by a mekhald knotted in front with a loop over a floral pattern
from which depends an elegant chain going round like festoons, which shows the tassel ends
falling on both knees. The figure is well-finished and gracefully posed ;it reveals the post-
Gupta_ style and may be assigned to the early Sth century A.D.

In the third row are five smaller images including two Karttikeya figures, one Sap-
tamitrika relief and two Hara-Gaurf images. The first Kirttikeya image (1'—3"x10°) is of
interest as besides the peacock vehicle in the centre are shown two more peacocks one at each
end looking towards the god. The second four-armed figure of this deity has six heads arranged
in a double row of three each, but is of a very late date. Tn the north wall of the antardla, are
small statuettes showing Hara-Gaurd, standing Vishnu, a female goddess probably Durgi, La-
kshmi-Niriyana, and a big rounded stela showing Siva-Parvati seated in aliigana-mudrd
(ht. 3'—0x1'—10"). Amongst loose sculptures placed on the floor two are noteworthy, one
representing Siva-Pirvati (ht. 3'— 2" x 2'—2°) seated on Kailasa and the other showing squatt-

1 In collaboration with Pt. M. 8. Vats,
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Fig. 154. Image of Dvirapila, Lakhimandal.  Fig, 155, Fourarmed Siva with Parvati.
Lakhimandal.

Fig. 166, %ﬁ@trwﬁm with  Fig. 167. Tripurintaks Siva, Likhimapdal
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ing Kubera with three treasure vases. Both the images are of considerable artistic interest and
maybe dated to the early medieval period. (Circa 8th century A.D.) Inside the sanctum of
the Lakhedvra temple is a Siva liiga in worship. About two dozen sculptures of the late me-
dieval period are placed along the walls comprising 5 images of Hara-Gaurd, 4 of standing Siirya,
3 of Durga, 1 of Parvati performing penance, 1 of Siva as Lakulida, 1 of Niga, 2 of Vishnu and
& few others. An image of Siirya placed along the central wall is prominent (3'—0x 2'—0).
It shows the god holding lotuses in both hands wearing boots and attended by Aruna and the
smaller figures of Danda and Pingala,

The wooden porch in front of the temple is remarkable for some good carvings of a
symbolical nature and has two Nandf bulls (length 4'—3"; 3'—3") placed in front which are
made of the same fine black stone in which are carved the two Dvirapila images of Jaya and
Vijaya in front of the larger Liiiga shrine in the northern part of the compound. These Dvi-
rapila figures are two-armed, each holding a mace in his outer hand while the inner hand is placed
on the thigh (Fig. 154). Each wears fine jewelled mukuta, ekivali pearl necklace with a central
elongated bead, short jaighikis or loin-clothes secured by a girdle, their busts being extremely
well-done both as regards finish and polish. On stylistic grounds these figures maybe assigned
to the Gupta period (circa Sth century A.D.). The two Nandi bulls and the bigger Siva linga
(girth 6'—8}", ht. above floor 2'), which was reinstalled at some later date in its present
position in the northern part of the compound, probably belong to the early medieval
period.

Of the three exterior niches (Sanskrit 7fg#1) of the Likhedvara temple, the north
onecontains an image (fgwifars) of Mahishisurmardini in its originalposition ; theniche on
the west is ocoupied by a small relief (ht. 1'—77) showing two female figures, with two atten-
dant parasol-bearers, the right one on lotus being Lakshmi and the left one on makara being
Gangi. The third niche on the south side i8 now empty.

The niches were surmounted by a chaitya window or torapa ornament containing an
image of Karttikeya on south, Ganapati on west and Kubera on north.

In the sculpture shed built by the Archaeological Department are collected about
70 sculptures. These have now been arranged and classified by Mr. M. 8. Vats, Superintendent,
Archaeological Survey, Northern Circle, Agra. Almost all the images appertain to the Saiva
pantheon and most of the beautiful architectural pieces belonged to the Saiva temple built at
Lakhamandal by the Princess Iévard whose inscription incised on a blackbasalt slab is preserved
in this collection (Ep. Indica, Vol. 1, pp. 11-15). The sculptures roughly belong to three
different periods, viz., (1) circa Sth century, that is, of the time of the Princess Iévari, (2)
late medieval period or circa 12th century and (3) post medieval period, i.e., about the 16th
century or later.
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have formed part of the impressive facade of the monumental Siva temple built under the
patronage of Princess Isvara. Many other pieces of pediments showing either the Trimiirti
heads or a single head are also preserved and reveal varying degrees of artistic merit.

An architectural piece carved in the form of a door-way (117X 1°~7") with central
slit to accommodate a miniature shrine is carved on the jambs with two vertical bands, the
inner one showing a foliated scroll and the outer one the Dvirapalas along the lower edges.
Karttikeya on proper right and Ganapati eating sweet balls on left are shown in the upper
corners. Above the lintel is a Siva head with three eyes. This piece possesses considerable
merit and must date from the post-Gupta period.

INSCRIPTIONS

A. 1. Inscribed slab (2—10}" x1'—9") bearing 14 lines of writing known as the Lakhamandal
Prafasti, recording the dedication of a Siva temple by Iévari, wife of Chandragupts, prince
of Jilandhara (Ep. Ind., 1, pp. 11—15). i

A. 2. Inscribed slab (1'—10"x1"—5}") bearing the epigraph in a sunken panel. The writing
originally consisted of about 20 lines in Gupta seript of which not more than one-fourth is
now indifferently preserved. (Edited and published elsewhere in JUPHS, XVII (1)

A.3. An irregular slab (1'—I1}"x1'—6") inscribed with several irregular lines of writing in
Sadikhalipi of the Gupta Period.

A. 4. Left hand piece of a rectangular inscribed stone slab (ht. 97 % 8”) containing traces of 5 lines
of writing in Gupta script. Removed from the Likheévara temple to the museum shed.

A.5. An irregular slab (2'—3"x1'—4}") bearing a Devanigarl inscription in six lines dated in
Vikrama Sarivat 1954,



42. A SAMUDRAMANTHANA SCULPTURE FROM HARDWAR

This nice lintel (ht. 11 ; length 2'6" ; width 11") originating from a village named
Jhivarhedi, 16 miles south of Hardwar, is now deposited in the Gurukul ‘Kangari Museum
at Hardwar, It is a welcome addition to a style of art, of which only few specimens are known
in north Indian sculpture. The whole scene is very animated and the composition of the
figures is rendered with great mastery and success. The force and dynamic application of
power as appropriate to the occasion of the churning of the ocean are manifest in every detail

of the sculpture, specially in the poses of the figures on the proper right side (Fig: 158). .

The scene represented relates to Samudramanthana, churning of the ocean by
the Devas and the Asuras. The cosmic serpent Visuki was used by them as the churning rope,
Mount Mandarichala was employed as the churning stick and its end rested on the back of
the cosmie tortoise. The story says that the gods were relegated to hold the tail portion
of the serpent as a mark of their receiving inferior treatment from the Asuras, who caught
hold of the head of the serpent by virtue of their being of elderly rank. In the picture we
find eight Deva figures holding the long body of the serpent and using their strength to pull
it to their side, The figures have matted locks and beards. The bodies of the first two are
shown slanting with the feet planted firmly on the ground and the busts exerting backwards,
In between the first three figures there appear two more heads probably attendants or spec-

tators. The third figure is wearing a lafigofi and the serpent passes under his right arm. His
serious-looking long drawn face is the work of a master, and the same can be said of the face of

the fourth oldish figure posed in tension. This figure has a long beard and a top knot and
is holding the serpent with both hands, the right elbow showing a sharp angle. The fifth
figure is rather of younger age. The sixth figure is standing in an opposite way, with its
back to the visitor, the serpent passing under his armpits. The next two, figures are facing
towards and standing nearest to the churning stick.

In the left corner of the relief, there is one figure which must be that of an Asura.
He is holding the hood of the serpent, is wearing a conical kulah cap, and has a short beard
and pointed cheek bones like those in Sassanian figures,

In between the first and the second figures on this side there is a longish object
around which the body of the serpent is coiled twice. It is the churning stick in a jar (ghata)
placed on a mountain below which rests on the back of a tortoise.

The sculpture seems to be the work of a master. Its crowded but well ordered
composition, the animated poses and rendering of the bodies in a realistic manner mark
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it a8 & work of extra-ordinary merit and an outstanding specimen of north Indian sculpture,
The concentrated exertion of force, the pressure of crowding figures and the tension of feeling
are effectively rendered, permeating the entire scene. In the gigantic trial of strength bet-
ween the Angels and the Titans, or the cosmic struggle for supremacy—the Datvdsuram—
the Devas appear to have had to summon much greater reserve of power and the application
of corrbined strength than the Asuras who seem to have taken it easy. As against eight
Deva figures only one Asura is pitched and the expression on his face shows the easy assurance

of victory. On stylistic grounds the sculpture maybe assigned to about the seventh centary
AL,

Fig. 158. Samudramathan seulpture from Hardwar.



43, THE KARDAMESVARA TEMPLE AT KANDWA, BANARAS

The small temple of Kardameévara Siva is a remarkable monument of medieval
architecture being the only surviving specimen of the Gahadawala period, It is situated on the
Pafichakroéi road or the circumambulation (Pradakshini Patha) of the holy city of Banaras at
a distance of two miles from the Hindu University towards its west. It marks the firet stage on
the Pafichakrodi yitri.

Sited on the western hnnk of & rectangular tank lined with stone slabs and having
ghats on its sides, the temple stands on a raised stepped plinth with its doorway facing east.
Itis a triratha temple and has a small porch attached to it on the east. Each side consists of
a middle projection the Rahapaga (7gTr—=7guz) flanked by two recessed sides, each consis-
ting' of two parts, viz. the Anurahapaga (374wz) and the Konakapaga (®¥1ms7z). The
plinth (Prishtha) consists of a double moulding. Above it is the vertical projection consisting
of the Janghd in two parts, the Talajaiigha and the Uparijaiighii separated by a projecting
Kapotivali moulding. The lowermost course in the Talajaighd is adorned by decorative
floral motifs in niches. The Talajangha contains three sculptures on each of the three sides of
the temple, one in the central niche (rathika) of the Rahapags, and one each in the Anurahapaga
and Kopakapaga. On each of the north and south walls there is one panel extra, The Upari-
jafghi contains only one image in a central niche on each of the three sides. Each face of the
temple thus has four images, and the three sides have twelve images in all plus two additional
ones on the north and south walls.

WESTERN SIDE

(1) Talsjanghd, central niche. Four-armed Nataraja holding damaru and Triéila in
right hands and a skull and ghanti in left. Below is Nandf and a gana playing on drum.

(2) Talajangha, proper right side : Four-armed Brahmi holding sruva_and aksha-
mili in right and Veda and Kamandalu in left. A hamsa on the pedestal below.

(3) Talajaighii, proper left side. Four-armed Vishnu holding gadi and padma
in right and Chakra and Saiikha in left hands. There are four attendant figures round Vishnu,
and Garuda on the pedestal below.

(6) Uparijafighi. Four-armed Vishpu bolding attributes similar to the above figure,

SOUTH SIDE

(5) Talajaighs, central niche, six-armed Siva seated in Padmiisana on a lotus
with Nandiin front. Siva is holding a triéfila and lakuta in right and a khatviiga and ghanta
in left hand. The remaining two hands are held in front in the exposition-pose (Sathdaméa
mudri), the fingers of the right hand hold an akshamila.

(6) Talajaiigh, proper right side. Umi-Maheévara seated in lalitisana. Gapesa
in upper right and Kirttikeya in left corner. Nandf and lion shown below, and also two atten-

dant figures,
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(T) Talajangha, proper left hand side: Umi-Maheévara seated on Nandl. In the
upper corners garland-bearing celestial figures, and in the centre a row of five liigas. Below :
In the middle portion of the panel on the two sides are Ganeda and Karttikeya.

(8) Uparijaighd : Umi-Mahedvara on Nandi.

(9) Talajafighé, central niche: Eight-armed Siva as Vira-bhadra standing with
left leg forward in a pose called pratyiliiha.  He is holding a skull in left hand, other attributes
being lost. A gajacharma is thrown over the head.

(10) Talajanghi, proper right side on Anurahpaga: Four-armed Balarima, holding
hala and cup in right and musala in left hand, with a snakehood canopy above head ; standing
by his side is his wife Revatl. Balarima is wearing an ekiavall. Stylistically this seems to
be an earlier image by about a couple of centuries (Gurjara-Pratihira in style), which was
incorporated later as a panel in this temple or copied from an earlier model.-

{11) Talajangha, proper right side on Konakapaga: Four-armed Ardhaniriévara
iva with trisiila in right and darpana in left upper hand. The usual male and female features
in the two halves of the body are indicated. This is an additional image on the north wall,
the corresponding one on the south wall is completely defaced.

(12) Talajaiighd, proper left side between Anurahapaga and Kopakapaga: Four-

armed Mahishasuramardini piercing the buffalo-demon, who is also shown in human form,

(18) Uparijanghd Rahapaga: Two-armed Vimana, holding right hand in Varada-

mudré with a lotus in the palm, and the Safikha in left hand. On right is the figure of king

Bali and on left a female figure probably Prithivi, and another woman seated on ground with
folded hands.

PORTICO

The portico is supported on eight pillars, arranged in two rows. The two pillars of the

back row support the vestibule (antarila) in front of the doorway, The figure on the

door lintel (lalisa bimba) is damaged.  In the proper right wall of the vestibule is an image

of eight-armed Mahishasuramardini killing the buffalo-demon and on the left wall is a figure

of dancing Ganapati, now worn. On the two jambs of the doorway are images of the river

goddesses, Ganga and Yamuni, whose vehicles are defaced. Each of the two groups consists

of three figures : in the centre is the river goddess with a chhatra above head and a lotus in

hand, on right of her is a male dvarapila and on left a female attendant above whose head

is a Nagakanyi in afijalimudrd. Gafgd wears a crown on head with a horned Kirttimukha

ornament in centre and pear' festoons on the sides, She is wearing round the neck a torque and

a necklace on breasts. Round the waist is a girdle with vertical pendants falling on each knee.

There are three Anda-Sikharas in each of the three diminishing horizontal tiers in
which the Gandi or Sikhara is divided. The Sikhara is surmounted by an smalaka, on whicl
is & kalada and then an dyudha .

—
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44, A NOTE ON MEDIEVAL TEMPLE ARCHITECTURE

Vistu-Saral is the name of an interesting work on architecture written by Thakkura
Pheru‘in 1315 A.D. in the reign of King Alauddin Khilji at Delhi, as stated by the author
himself. It must have served as a practical handbook for architects of Jaina temples in the
early Sultanate period. Its value for us lies insupplying architectural terms of precise significance
applied to various parts of a temple building. Except for differences in the images installed
in the sanctum of the religious edifices of the Hindus and the Jainas, the temple architecture of
both was substantially identical, and more often than not the same artists and architects were
being commissioned to build for the patrons of both religions. Thus the terminology used by
Thakkura Pheru can be said to have been quite widely current, and as appears from
a comparison with other texts, these words must have been the result of an uninterrupted
evolution of architectural traditions as embodied in literature and illustrated in the existing
monuments of the period. Some of those details can be recognised even in the temples of Un
and Nemawar in Indore state published in this issue (i.e. JUPHS. Vol. XVI, Pt. I)and a
knowledge of the original words designating the different parts, motifs and mouldings of a
temple would make the study of such monuments more interesting. The following words are
therefore recorded.

A temple is called Prasida. It has three principal divisions along its vertical line.
The lower portion is the Adhishthina (base), the central one the Mandovara and the upper one
the Sikhara surmounted by an Amalaka. Vertical height is called Udaya or Samutsedha®.

The entire basement or the Pitha was subdivided into two portions, the lower one
directly rising from the ground level called the Jagafi-Pitha and the one above it Prasida-
Pitha. These consisted of various mouldings and bands of decoration of which each had a
separate name and a definite measurement allotted in proportion to the total height of the
building. The simpler form of basement is said to consist of several preliminary courses with
a variety of mouldings above them known as Addathara, Pushpakantha, Jadya Mukha, Kayi
and Kayavili (Skt. Kapotali). Above is a course of lion faces called Grasapaffi. A Mahipitha
is more elaborate having in addition five more courses (Zhara or Stara) named in order Gajathara

1 A good edition of this text with Hindi translation has been published by Pt. Bhagwan Das
Jain in the Jain-Vividh-Granthamala of Jaipur. For the time of the author, see p. 10 of this
o
* yfyem—sdr (SEEEET 3, 1); five kinds—WgTH, AT, s=TH, W and IS
(apsidal and elliptical).
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(Elephant band), dévathara (Horse band), Simhathara (Lion band), Narathara (Band of human
figures) and Hamsathara (Geese band).

Next to the Jagati rises the central portion-ef the temple which forms its main body.
It is called Mandovara or the main portion of the height of a temple equal to which the Mandapa
is made. The Mandovara also has its mouldings and bands of decoration. Beginning from
the lowermost the Vistu-Sdra enumerates them as follows :
|, §°9, To9, ¥awe (Foarhe), s, s, o, g, a7, e, T, A%, T9E |
The height of the Mandovara is determined in relation to the length of the temple
and is less than the length.

The Sikhara is the last element of height in a temple building dominating the whole
structure and contributing more than any thing else to its grandeur and majesty.

Twenty-five kinds of temple buildings are enumerated with reference to the growing
numbers of their subsidiary Sikharas called Andakas. The first of them, Kesari Prasida,
has one central Sikhara and four Andakas at the four corners and the last one Meru has 101
Andakas,

The eaves mark the last course of a Mandovara. Above it rises Sikhars. At the
level of the first course are found on three sides of the temple three images enelosed in niches
(Rathikayukta Bimba). Projecting above it are the Uruériiga projections and in‘the four
corners are four small Andakas also called Kdfas. Surmounting the Sikhara is the Amalasira
and on it at the top is the Kalasa. '

The sanctum or adytum in the temple is called Garbhagriha, from which is derived
the Hindi form Gambhird. The cella marks the central lotus of the entire temple structure
[Piﬁ.ﬁﬂu-xmh} There are three series of mandapas or pavilions leading from the sanctum.
The first is the Giadha Mandapa or the Antarila Mandapa which serves as a vestibule. In the
centre is the Middle Hall called Raiga-Mandapa, Navaraiga or Nritya-Mandapa. In three-
celled structures of the triple shrines found in the Hoysala style in Mysoré (c. 1047-1286), in the
southern Chalukyan style and the north Indian Chandela style of architecture (as for
example at Dudhai in Jhansi district in the Small Surang Temple), the central Middle Hall serves
as the most conspicucus portion of the building. Its pillars support a high projecting cone as
the roof with a pendentive and decorated all round with deep cusps, The entrance in front
ﬁ the centre hall is connected by another covered space called the Balapa-Mandapa or Mukha

The doorway of the sanctum was another centre of attraction. In the early Gupta
temple the doorway served as an elegant outer frame to give a proper setting to the image
installed inside. This is particularly noticeable in case of the Gupta Vishnu temple st !



4. A NOTE ON MEDIEVAL TEMPLE ARCHITECTURE 273

Devagarh. The same tradition was kept up right into the medieval architecture and some

of our temple doorways are models of good carving combined with a wealth of symbolical
details.

The lintel is called Uttaranga or Sirapaifi (Apabhraraéa Siravagti, Hindi Serva), the
doorsil is Udumbara (Xz1); the two side jambs are Dvirasikhd. The image projecting
from the lintel of the doorway is referred to as dvdra-lalifa-bimba. Each jamb is composed of
several posts numbering three, five, seven or nine. There are attendant figures Prafihdris

ocoupying the lower portion of the jambs nearer the entrance. This agrees with Varihamihira
who gives a more elaborate and clear picture of the door-jumb decoration :

q9 AT TEATT TR (AATAT 1 A ForAtaE: AEa-ateae: |
frad: Taedifa: sdeTaaT 1

Brihat. 56. 14-15.

One quarter of the door jamb height is occupied by human figures of Pratihiris,

The doorway decoration on the jambs consists of flying geese (mangalya vihaga), ans-
picious tree, Svastika and full vase (Sri-Vriksha-Seastika-Ghata), amorous couples (Mithunas),
foliated scrolls (patravalli) and dwarfish figures (pramathas). These are illustrated on the
Devagarh temple doorway and most of these features are continued in the medieval temples
although in a conventionalised form. The festoon motif on the sil is called Manddraka or
Santdnaka. The two lion heads on either side of the festoon are Grdsa. It is also laid down
that in the eight corners of the temple in the Parikrami path there are figures of the eight
Dikpilas carved in niches.

A prominent and very charming feature of medieval temples is the representation
of dancing and acting female figures in different poses. A band of these figures was placed
exteriorly on the walls of the Mandovara at about its middle portion called Jasighd. They are
aptly termed Pikkhanaya (Prekshanikas), i.e.,acting female figures shownin beautiful dramatic
poses.

Thakkura Pheru wrote also another book entitled the Prasida-mandana which
awaits publication. We have also the Samardiganasitradhira of Bhojadeva (11th century)
containing an exceptionally rich stock of architectural terminology and minute details of
buildings together with their several parts as the Mandaps, Jagati, eto. The Manasollisa
written by King Someévara of the Western Chalukys dynasty of Kalyayi (e. 1124-1135) seems
to preserve the officially accepted canons of architecture, sculpture and painting in the Chalu-
kyan period. It is extremely important that these texts should be studied with reference to
existing monuments and their technical terms explained and illustrated by actual examples

found in them.
35
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Fig. 169. Deogarh gateway showing

Prafihari, Patraldta, Mithuna
Srivpiksha and Pramatha.

D By

in dramatic poses on the cntside
of medieval temple.
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Fig. 160. Door-sil with grisa
(lion face) and festoon.

Fig. 161. Rathikabimba or exterior
niche from a wall of Deogarh temple.

= ShEESnSm

Fig. 163. Prekshapikd or women  Fig, 164, Part of doorjamb showing

Pratihiri and auspicious birds
(mangalya vihaga).

Fig. 162. Mahdapitha showing
the Five Courses or
Paiichathara. 2

g
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EXPLANATION OF THE FIGURES

159,—Proper right side of the gateway in the Gupta temple at Devagarh, illustrating (1) in the
lintel the projecting image (@@ Tzfirs) which became a regular feature ofall later doorways ;
(2) on the jamb the standing attendant figures {H‘ﬁl‘@‘ﬁ‘] thefoliated serollTTaes1 o TAAT
theamorous couples fia or Z#TeT figures ; the Prosperity Tree (5{94) on the outer most
band ; the dwarfish figures (79T:) in the third band, which also occur in a great variety of
poses on the Gupta architectural pieces from Nagod (now in the Allahabad Museum).

160.—Door-sil showing two lion faces (FTAT:) and a festoon (HATHF or H2TTF) between them.

161.—Niche from a wall of the Devagarh temple, containing a profoundly movingreligious scenes,
viz,, the =, ‘ Deliverance of the Lord of Elephants.’ The whole composition took
the form of a sunk panel or false window framed in an architectural setting of pilasters
and architraves and was repeated on all the three sides of the temple visible in the prada-
kshindpatha, The composition came to be technically known as TaFgwiaa and conti-
nned thronghout the medieval period.

162.—Mahipitha consisting of a basement (S7T) below and the five horizontal courses (aT or
&%) consisting of Elephants, Horses, Lions, Human Beings and Geese, named in order
T, HAAT, Fagae, 7797, g99%. Below are other mouldings named in descending or-
der JTETEY (lion-faces or Kirtimukhas), F7a1fer or pigeon-row course or the bird's beak
(sivarafes), swreaT (leaf moulding), Fofy (torus), AEUFFA (pot-form moulding) and
three parallel plinth courses one above the other.

163.—Dancing women in various dramatic poses called ﬁ'ﬁlﬁm or TFETAFT, and carved as
a course in the Mandovara portion of the vertical height of the temple.

164.—Part of a doorjamb from Dah Parbatiya in Assam (Sivaramamurti, Seulpture inspired by
Kalidasa, Fig. 38). It clearly shows the auspicious flying birds referred to by Varihamihira

as WX fagT. The Pratihiri figure with a garland ocenpying the lower portion of the
jamb is also clear,

. . Fig. 165.—Side view of a temple showing the SRTETTIS (ground plinth), STETTIE (temple basement),

[ &1

L3

WEET (the central portion), the fA&IT and the STHHF.
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The following list of words compiled from various sources maybe found useful
for preparing labels, guide-books and catalogues in Indian languages :—

Abacus o, T (arfas)
Acanthus leal design qL T qE, @AM gy T, THE T 9T
Adytum THE, AT

Agate T AT AT A

Aisle saferemoa, afcemma
Alignment q% § g0

Alligator FY, WE
Alligator-mouthed WE AT, TEET, ATRTET
Alto-relievo THT TH, TAA T
Ambulatory passage gafimg

Amethyst aqfrar

Amulet AT, TG, TAHLIF, TAEIZH
Amulet string TR, A A, T
Amorous couples Zegeft, faee, ST
Anklets aig7; 99T
Anthropomorphic qRafang, AT

Applique wzat, famat

Applying colours HTEY, T

Arch WEE, T

Architecture ATEY ATET, AT, TATTET Tl
Architrave are, 430

Area FETEATT AT, TFAT

Armlet HIT

Assembly hall T T

Astragal 81, geaT

Atlantes FrF, T

Background TR, FdtT-aream, gfaer
Back-view TesTEE, 19 1 59, g
Baleony : T, T
Bamboo-stick design FEeE, NS

Bangles zTE, qrEawy
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e Barrel roof (vaulted) e e, ST, TS I
Base afg=m, T .
Basement T, vy, sfqeem, §41, fafewr, Tt 3,
ECLal
Bas-relief ] TR0 fayeTg, 6T gaT 0
Basso-relievo adferr, e 3%, 84 g€ %0
Battlement F
P Bay YT, T ;
Beads #rer, AT, 7%, T, 99
Beaded necklace T FE
Beaded moulding g #7 7
Bead and reel design afear-gtes 1 99
Beam g, TN
=  Belly (of a pot) frer, gafwr
Belt-clasp TFET
Birth of the Buddha T, AT
Blackening FAT AT
Black lines FTHT TGt TR AT
)  Bodice ST
Bodily frame FTST
Bondstone A FT AT
Bolts e, 99
Border lines T, TR AT
Bottom T, T
p.  Bracket #réy, 7w, giem
Bracket femiale figure ATt
Brickbats =R
Burnisher 2T, #ga
Bust FaTHT, I qf
. Calyx T, AT
d Camber TEAT
Capital of pillar AT, qqT, FH, 79, e foe
Carved in the round FIT 7 JATE g§, FIC F7 F1
Carving ‘ THAT, AT, THA, FE, AFOFL, AAHTFIL,
~ are, A5ET ¥ U, TEUE w7 e

*  Cartouche " . g, avr, afafmT
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Cast

Cat’s eye

Cemetery

Centre

Centring

Cella

Cire perdue process
Chaitya window
Chamfer

Chevron
Chiarascuro (light and shade effects)

Circumambulation
Citadel

Calmps

Cloister

Closed hall

(oin cabinet
Coating

Column
Composition
Commemorative stiipa
Concave
Conspicuous truban
Conventional
Convex

Coping

Coral

Corner shrine
Correct ontline
Costume

Couchant lion
Counterpart
Courtyard

Coverlet (for horses and elephants)

T

T

s, fagam, afwan

wTT, weafarg, &

FITAT AT

THE

ngfegw fafy

ST AT, S AT

T AT, T1% iz, fasd 3w

FerTET

arT-AEr, quely, aram, SErd, feaf,
WE-FAT, WSS, dqq-3fagraT, I3
SR EEIGE]

afcs, sEfeom
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Crescent and globule
(C'rescent

Crest-jewel

Crocodile mouthed conduits
Crease

Creeper

(Cross-section

Cuneiform writing

Curvilinear tower temple (Orissan)

Cusp

Cusped

Cyma

Dabber

Dancing hall
Dazzling colours
Debris

Decorator and pager
Decoration

Dentils

Design

Diamond

Dividing into compartments
Dusting

Display

Dome

Doorjamb

Doorsil
Doorway
Double jamb
Drapery
Dwarf

Dwarf pillar
Earring
Eaves

S GACCIE 2
TREFIL, THFOT
STt

R
qHE, TEAAT, HiAal

FAL, 9

ST FT 7T, BT

FomT, Festeft, aai=
T 3w

T

ATHETT

It

g, g (),
qeaHET, Fenf=
W @

T, WTE, I &, Ol &, §e, 4
9%, aHY, T, &1 @iz (double), & wiz
(triple), Prare-fram-dfra

&=, ol

91, 31T

AT AT, Xrga A7 &7 &tz &

o, A9e, feam

7y, avew, faemfed

sifer we

§TW, TTAT, AT 00

L]
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Edge WL, THET,

Elephant pair THAAATE

Elephant, trumpeting FearemeaT gdT, 72w gedt
Elevate TSI, |ET FTAT, gATaAT
Elevation =ET 799, I fa=aTE, ATAA FT T
Embankment g1z, 997, 419

Emerald THT, AL

Emhbrasure g+ =

Enamel T LY, W T
Enclosure ATST, FZE, FTLEEATL
Eungraving HATE, TEOTE
Enlightenment sfqagifa, Fifa
Exfoliation oz Fagar ar saw, migamn
Expanded metal THIZIT AT, BTATET ATHT
Facade AR

Facial expression : SRR

Facing of stone slabs HAFET FHTT

Ferrnle 51, B0, T30

Festoon =20, 9F, FIEF

Filling interspaces €T e

Final outline WL, IHIEA, TEUT
Finial il

Fish-tailed elephants SR, Ao, T
Flaking TafeamT

Flower band wHgE

Flower basket k1 ﬂ"l"i‘ﬁl m

Fluted |, A # wify
Flutings &1L, & ¥ T4 97 wreare vat 5 av afat
Flutings, to make &9 ¥ w9 dF Ay
Trold of dhoti e

Foliage decoration TET AT 7, G 1 T
Foundation #ra, afrar, w2
Free-standing gateway afigte drom, waar

Fresh from mint faaar firswr

Fret , T

Frieze TET, o, srtww, g
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Front elevation
Front hall
Front view

Full vase

. Gallery

Grarnet

(rems

Gem inlay
Girdle

Gravel
Granulated
Great Decease
GGroove
Grooved rim
Grotesque mask

Grotesque mask course

Ground plan
Gypsum

Half front view
Half medallion
Hall

Halo

Hatehed design
Head

Hexagonal
High light
Hood
Horse moulding
Horse pair
Horse-shoe arch
Hymaritic writing
Incense burner
Inlay
Iulay work
[terspace
Tnthyphallic

36

LT THAT, THIZ F7 79407, A9 fa=rm
TEHET

A T, T, AR, AT AT
qUieE, UIReT, FaAFe, e
Y, S

arEr

i

A F1 F19

T

AR, FIHaT

afefraior

&Y, AT

T fEaTa

s

LILE G E

qaT FF, TR-famnE

T Te9<

qF W T

afcer, fefmar

TET, HEY
FHIL F1 g7, FLAT, AS-A021
wew, fae

¥ T

A, SR
ATT 9T, AATET

& d9E
qEAT® TR
& s, awdr fafr

TeSIHTLl, 2
=9 1L FT FTH, T F1 9

ST, FHIE, AHFT
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Kiosk

Laminated
Lapidarist

Lapis lazuli
Lattice work
Leogryph

Life-size

Lintel
Lion-mouthed
Locks

Lotus leaves
Lotus moulding
Lozenge

Lug handle

Margin

Meander

Medallion
Mellowing of colours
Merlons

Mixed colours
Modelling
Modelling, to show
Modeller
Monastery
Moonstone

Mortise and tenon
Moulded work
Moulding
Mouldings, to make
Mound

Neck moulding
Niche

Northern dress
Notched impression

Onyx

STUDIES IN INDIAN ART

i

B EGrikd

5T, 4%few (Fe), T aUW

ATAaET, AT

firarT

=TS, AT

ABATE, FIAGCATT

fowe, satm, ggEd), w9, Sy, TR
G

=z
BIGIHT Tl, W71, 7997, F4S T
T

AT, BIATAT, THIETT

afear, g5

it femr

TSR BT, Tfawr, atamaa
fefiwar, gran, afcrs

T FEAT

L, FiTAAT

feat o, a9 a0

q1&, TAR, TAEE

9t% faamn

mm,gtawﬁ

TR

sz faeT

&I, TE-TEA, A, SO
Fafe, owd

T

wEaw free

4T, g, I T, T

T T

arw, aren, e, s

L

e

o1 gewHT (whr ardmTe T < a7 ),

AT, AR, w0

y
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Open mouthed
Oranmental mask
Outer gate
Outline

Oval

Painted canvas
Painted pottery
Painting

Painting peatls and lac dye
Palace

Palmette

Panel

Panelled

Papier mache
Parallelogram design
Parasol

Parasol, triple
Pavilion

Pearl festoon
PB&I-BhaIw.

Pedestal

Pellet

Pellet and reel border
Pendant (ear)
Pendant bells
Perspective

Petals

Petticoat

Picture album
Picture gallery
Pilaster

Pillar
Pillar capital
Pinnacle

wifeam, St T=fr (Ho)

ferraelt, BT

Ferremrern, e, Feerrsy ferrer, faompg

Tl G, O 5T ¥FT, TR FT 74T GHeT
qEATE WA AT 9,

mm,m,m,ﬁ

AT, e
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Pitting

Pitted surface
Plan

Plaque

Plaster of Paris
Platform

Plinth

Portico

Portrait

Potsherds
Preaching
Preparing the ground
Processional passage
Profile

Proportion
Promenade

Pulpit
Punch-marked coin
Punched marks
Pinched nose
Palley

Pulley block
Railed parapet
Railing

Railing pillar
Rampant
Rampant lion
Rampart

Recessed
Rectangular

Red sandstone
Reel and Bead berder
Relic

Relic chamber
Relic casket

Relic stiipa

STUDIES IN INDIAN ART

THIEAT

ZHA FHE
A, TET AFAT
fewa, fewdt

AW, FTALET, FHACR! T
T, =

FTATHT
afirsta, mE, fe=s
3wt AT

qH% gAqA, AT
FHE qTTAT
srafeorm o

0F TEHT

FiEr

EEL

famz

ST AT

=Y, AFH

Fagzat a5

fereet, Foft, T
ATATFAT, TTAT
AT

Iz, ST
&9, 99, Af7wr A
IHET g1, TEAT AT

'smrr{.mw"n

THHIL, FAHI IFT F41 g1
T AAT

# g, AT TRaT
T 71 3%
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lief
lief image
pousse
liquary
i
ng
ingst;nnes
ingstone wells
iveting
osette

fe

cred bell
netuary cell
netum

alloped

roll =
ulptor
at
-elephant
mi-circle
pals
hade-light
hading
hading minute
woulder
waft, middle portion of the pillar
des
ide elevation
ilhoutte
ading with crossed lines

hading in which lines melt into one
another

hading in which every hair is shown
separately

FHAT TR

FHTEETE AT

0T FT FTH

AT

F17, T, %

FH

afear, i1, FFAT, TS

gz % g, A=

ST, FEA

gear, ¥5% (fixed to a doorleaf), ¥ %%,
Zoqr

BEIE

FreeT

T

THE, TEATT

Frdare, Afea

T FT AT FTFW, TASAT, TAHTLAAT, ST

e, faeae, doeTF

A

FHH, TEEET, FOAFT

T, AT

TBE

arr-ga T, drar-an e, e, T

qaTaTT. TR

fo=TT, =T

w41, gefaart o7, A w1 fe

THHT, TET, TS

= T AFET

2|

srE g@me, ZF (from the rliomboid
shape of the diamond)

T TR

T AT TR
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Shading with close in distinguishable wgr 7o
lines

Stippling ada, TR,
Stippling with minute parallel lines @@ v TradaT
Stippling with dots arAT g, fagaear
Sketching TAANAT, STFTAHT Fad, AL AT _.
Skirts A, FE ;.
Slab 5%, fas
Slip wifaa, sirmfady, g
Small decorative turret GEG
Small fort FEET

- Spout EATA| ;
Stiipa, commemorative sefars o
Stiipa on relics arifes ! J -
Stiipa erected over articles sfciifs !
Terraced platform gy
Staircase a1 !
Monumental waareT . | |
Miniature S {
Dome T T
Drum 1G]
Post afez
Four gateways iR
Spandril gfaan, w2, aq@ |
Spiral THE, AR GeoT " s
Spittoon q e, fream
Spont Y
Square T, SHE
Spokes T, qY
Square s
Stairs #r 1
Statnette T > :
Steatopygous qsifer, Pt
Stele afear
Step-well AT, A ([erw),
Stone fragments L q
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5. SOME ARCHAEOLOGICAL AND ART TERMS

Story

Straight

Strut

Stucco

Stucco heads
Stiipa on relics
Stipa facing or covering
Subsidiary shrine
Sunlight

Symbol
Symmetrical
Tapering
Terracotta

Terrace
Theriomorphic
Thousand pillard
Three celled temple
Tie and dye

Tile

Tip of the nose
Tomb Chamber
Topaz

Torus (semi circular)

To sweep or incline to one side

Toy

Torso

Tracery
Transparent colour
Transparent orhmni
Trefoil
Trelliswork, tracery
Trifoil arch
Tumulus

Tunic

Turquoise

a k8

am, Aiaw, 9
g

T, A
T § AEE

ariifes |9

ATvSTAT

gzar wieT

HATU

FE, ¥

g

FSTHIETT, TAEH

(a) Fagy &1 featr

(b) miws

wi|

e \

ZoTT WY, HEEad, WEEeae
fagerae AiaT (Chalukyan)
afeq &1 T8

S 1521

qrE™

gaTT, GHITE
g, TR
et

afear =T
fa@eT, Beas

Gt 4

W@ W T
T T

T A

# FiearT

ATHL

Hramr I

der (From fwan)
T

Lagee 1
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Tracing paper

Tympanum
Type

Unhewn block

Variety
Vase

Vase & foliage

Vault
Vestibule
Waistband

Wall in the form of false railing

Wavy line

Webbed fingers
Weeping willow tree
Wheel of hfe
Winged harpy

Winged lion

Worshipful columns

Wrapper
Wristlet

STUDIES IN INDIAN ART

Faf (gold beater’s skin)
FORAIT T
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