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INTRODUCTION

The book Studies in Indian Art is w collection of my papers on the subject of Indian
art contributed to various Journals. They cover a wide range of subjects s soulpture, archi-
beoture, painting, arts and acsthotics, Indian art has a long history and is a subject of great
importance n¢ expressing the soul of Indian civilisation. Its value is equal to that of Indien
religion, philosophy and literature, which are all to be tapped as perennial sources for the
understanding of Indian art-forms,

Indian art is to be studied at two different levels, viz. the external form and the
inner meaning. Up fo now it has been nsual to approach Indian art from the external point
of view, i.e. the objective desoription of images, statuary, architectural buildings and monuments.
That is quite correct and essential as the primary busis of approach. But there js also the other
gide of the medal, viz. the esoteric side which consists in the study of meaning 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 Indien mind as
expressed in the creations of art.

In the essays sssembled here we have given cqual emphasis both on the external
form and the inner meaning. Indisn art consists of many great Schools of local and national
character through which the soul of India found its adequate expression, which hes been recorded
in the religious and classical literature of the country. Assuch artis vested in a wide terminology
found in literature and Silpa texts, We beliove in extracting this material with as much care
a3 possible, This is & new approach about which much more noeds to be done. This will reveal
the truth of Indian art in a more intimate manner.

Indisn 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 whoge endless glory and great splendour was
of real interest to human beings, Nothing aflords greater pleasure to the Indian art critic than
to feel divino presence of great gods like Rudra-Siva, and Vishyn, of goddesses like Sri-Lakshmi
and Pirvati or such divine personages as Buddha and Tirthankara, This calls for a new
approach both in the art connoisseur or the seulptor or painter. The papers collected here just
make the first attempt to invoke this point of view.

In the essays like “The Alphabet of Indisn Art Symbolism’, ‘Lalita-Kald’ we have
handled the subject with the point of view in which the vista of interest is much extended and
varions strands of art, religion and philosophy are put together to deepen the springs of
aesthetio joy, so far as Indian art is concerned.
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Indian art is full of hundreds of topies of an avspicious or symbolic character. The
paper on Parpaghata is one instance of it, The Harivarhda gives o lisl of 108 auepicions rigns
(Ashiottaratate mangalika akilina) and o standing call comes to the investigator to vxplore the field
much further, Sri-Lakshmi it another fascinating subject.  Thero hae been ex{ensive mingling
of forms in making of divine and art forms, Bri-Lukslon?, Phighuge, Padmavane, Diggeja,
these several elements beenme mingled in evolving arl-form of & very chauning chnracter,
The Kalpavriksha or the wish-fulfilling treo of heaven bas s sinilnr appeal wnd presents o long
evolntion controlling the decoration of the great Stiipus and railinge, The I'rpeghnis wus
Jmown a8 Parpakumbha, Indeakombla, Somakalage, Chandwnn=-Kiluda, Piana Virakirhsyn,
(Dropa-Parva [I, 20), Bladraghata, Mongalaghatae. It wee o well known auspleious symbaol
from tho time of the Bigveds whoro a givl bearing auspioious pitcher wae known as Udahalyumbliing
(RV. 1. 191. 14) same os the Parpakumbhandri of the dtharvaveda. In religious yprocessions in
astandard team of eight auspicions muidens there was one called Piirnabunlliakanyd mentioned
in the Valmiki Ramayana (Sundara Kanda) and the Lalitamstara (VIL p. 71),

In the paper on the Great Stiipa of Bharhut an explanation s offered lor the first timo
of the auspicions motifs of the land of Uttarakuru and of what gushing reeeplion they received
in the decoration of such great 8tapos ns at Bharhut, Banehi, Amaravati, This dircovery bestows
a new interest on the study of the making of theso monuments, Certainly their exbellishment
was organised on the basis of folle-beliels of long standing.

In the paper on the Pre-Kushina Art of Mathura the material shout the Yukshe in
carly Indian art and specially at Mathura wns brought togetler for the fitet tinte and hus ila
value even loday,

The Mathura school of seulpture has been my special ald and & buneh of 10 jupers
appertaing to the various aspeots of the Mathura school. The seotion of Gupla Ari is a class
by itself. This was the epoch of Indian scsthotic endeavour and the few arlicles given here are
only by way of a path-finding. The subject i. very vost and attractive, The Sive ligem
from Nachna Kuthara is a perfect example of the beautiful creation of the Gupta School. The
artist appears to have almostillustrated the description of Yogifvara Siva of the Kumarasambhava
of Kalidasa. [3.44—51.]

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

‘ VASUDEVA 8. AGRAWALA
Bawaras Hiwou UsivensiTy
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1. ALPHABET OF INDIAN ART SYMBOLISM

Indian arb representing life throngh the ages speaks an eloquent language of vast
and waried symbolism. Arf in India is not factual record of life in various forms, but
from the outset it wns intended to become a wvehicle of the forms of thought, which
onriched culture, religion, philosophy and literature. In India art has been employed to
convey through itz symbolical language—tho idens of the mind, Human speech has &
limited appeal, but the language of art presenta a universal approach to ideas. It was an
open book for all, rpenking o langusge which was the ouloome 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 ; highor only in the sense
that its themo was of a sublima world, not that art was in any way the preserve of the select
few only, nnd inaccessible to the masses of people, or deliberately kept back from them.

It was realised that art hiad a mission and s purpose which must be expressed
through forms, whose appeal was irresistible and meaning unmistakable. Such language was
devised in the Formn 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 idess accepled as truth
through ages by a devout humanity. The symbols also served the purpose of decoration,
adornment and space-filling. Even hers, 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 onter forms of life in relation to the inner growth of the mind.

In the Vedic period forms of thought and of art were taking shape. It wasthe
period of land settlement. Vast unmapped horizons stretohed 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. Ideassurge, are understood, analyzed, clavified, 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 distinct indications of meanings firmly
grasped ; ab others there is something which eludes from expression; at others there are
only dim intimations of thonght and part glimpses of reality.

The gods and goddesses flit across like the sons and daughters of Heaven and
Farth, those Hternal Parents. Bpirita presiding over forests and trees, brooks and ponds,



4 STUDIES IN INDIAN ART

spring up into existence as symbols of ideas in tho animistio consciousness and the earth-
bound feeling of the primitive settlers of the soil. These deities crystalised as timo elapsed
and aa later influences and ramifications of thought were captured and cast into forms
as gods and goddesses of the Brahmanical pantheon. A figure of Vishnu in the Vedio period
ia only a thought form, & conglomerate of several idens not yeb cast distinctly, The ides
was of the whole world, not yeb pinned to a partioular form. We find it 88 & miror of the
myth of the solar god at one place; ab another of the hnman soul passing throogh birth
and death in relation to the physical form in which it is embodied. Thoe germs of the
logond of Vishnu assuming o dwarfish form (Vamana) and later on cosmic one (Virdaf) are
present in the Rigveda, Woe find in it an honest attempt to give expression to an idea of
how the macrocosm (Brahmindsa) and the microcosm (Pinda) are related to each other,
the one reflecting the working of its counter-part, and the two being essenbially similar
in their nature and purpose. It is lilee 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 conscionsness, or the seed developing into s mighty
tree, The pattern of Vamana and Vishnu is symbel of thought and suits all the above
phenomena, being the motif par ercellence of the relationship of the miorocosm and
macrososm found in nature.

The Devas and the Adsuras engaged in an eternal conflict ropresent another symbol
of Vedic thonght. Aa Dr. Coomarnswamy interprebed it: “The Angles and the Titans
represent the heavenly powers of light and the subterrancan forces of darkness.,” They are
also spoken of as denizens of & non-human world, e.g. Garugdas representing solar light of
the ethereal regions, and Nagas the crawling foroes of the dark under-world.

All religions and arts flourishing on the Indian soil have acoepted these motifs as
vehicle of valuable religious ideas. Buddhism, Jainism and Hinduiam together with their secta
of Hinayana and MahAyina, Digambara and Svetimbara, Baiva and Vaishpava, as well as
hundreds of subsidiary cults—all pay homage to these motils without which none of them
would be able to exist. Buch mythology was ths life-breath of these religious systems, Which
vitalised and inspired them and explained adequately all that -they wanted fo convey, of the
moral and the spiritusl worlds. Myths are indispensable to religion and life. Without myths
and legends, Indian art and litorature 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 wers meant. For the erilique of pure reason, myths are like
meaningless chaff, but from the scientific point of wiew, where science represents an
attempt “o understand human thought in that proper environment of time and space when
the myths were cast, myths and legends have great valuo 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.
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Myths originate in the hearts of men, that fertile soil which receives, assimilates
and recreates all the diverse reactions and influences, Myths are wore real in monlding the
lives of men than other worldly things. 8o far as Indian religions are concerned, no factual
sccounts of the lives of particular prophets and saints were tolerated until they had been
transformed into myths, thie transformations being in accordance with certain laws on &

gormic maodel.

Buddha, for example, is born as the son of Miyidevi, not as natare would have i,
but through the right side of the womb of his mother. As a new-born babe, it would not
ery, but walle the Seven Steps, and be washed not with ordinary wator, but with two
miraoulouy streams issuing from the ground under the influence of the two Niga kings,
Nanda and Upananda. The two streams of hot and cold waler conform to the two warld
forces of peace and activity, rest and motion, Soma and Agni in Vedic language, At every
stage in the life of tho Enlightened Oue, the myths impart to it its devout religious character.
If we wish to understand the religious life of the Buddha, and not merely Gantamn the Man,
the myths and legends hold the key. Their meanings alone reveal to us 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 sssumes new
forms in the life of the Buddha, The victory over Mire, the Genivs of Evil, is only the new
commentary of an old motif, Unless we have understood the spiritual significance of the
Daivasuram and the related mystories of Yogio samddhi and contemplation, the victory of the
Enlightened One over the forces of passion and. darkmess 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 & spiritual pilgrim from stage to stage
had attained the end of jourmney and a triumph which could not be shaken by any later
upheavals, The Buddha of real value for the Buddhists was not the prince wallding the streets
of Kapilavastu in flesh and blood, but the Buddhs who had attained his spiritual rebirth in an
ideal world, The Supramundanist thinkers of Buddhism (Lokotiaravdding) perfected this
conception of the Buddha slowly working in accordance with the accepted traditional
motifs.

The pioture is equally trus for the Jainss and the Hindus, Mah@vira re-
presented in his victory over the serpent symbolising death, and Krishna defeating the
all-consuming poisonous fumes of a deadly serpent and dancing over its hoods and Trresting
from its clutches the Lotuses—thess are motifs in the same tradition symbalising: s 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 merely exorescences, but one can not miss the grain in the chaff.
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The supreme problem of Indian art, which in all atages was linked with religion,
therefore relates to the right interpretation of symbols, The myths could not be repre-
santed except through symbols eg. the cosmic Agvattha, or World-Tree, the Ash Tree
of Existence, the Yggdrasil of Nordio mythology, whosa root is up in heaven and whose
branches sre spresd down below, which lives through past, prosont and futuro; or the
Kalpa-Vyikihe aud the Kalpalatd, (he Wish-lulfilling Tree and Wisli-fulfilling Creoper,
which are bul the symbols of the mind, under which cack individnal bakes Din serb and
rushes through life : or the Pdrna Ghate, the Full Vase, which ix vorily the human bLody
which containg cverything and which overflows with plenty so long s there nee waters
of life in it; or the Kamadhenu, the Wish-fulfilling Cow of plenty symbolising word or
Bpeech; or Samudra, the Milky Ocean of human aspirations, the deep Bea of all
potentialities, which the Devas and the Asnras tried with combined effort to churn and
produce the Fourteen Jewels of idealised possessions that human Deings desive, most
coveted of them all being Amyita, the Immortal Drink, which bestows elernal lifo and
youth on mortal beings; or Svastika, a dynamic pattern whose four arms rotate round a
foeal point and generate the lifa-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 Ashia-mangalika-chiling, tho Eight Auspicious
Signs ; or tho Chalurdads Svapna, the Fourteen Lucky Dreams, each constituting an image
of thought to symbolise some phenomenon either of the cosmos or of the individuals life.
These with many more constitute alphabet of Tndian symboliem 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 multiplied and sometimes changed
their form. New themes were atbempted by the side of old ones ; e.g. the number of Mother
(Gtoddesses togebher 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
slways true to its spiritusl background and being vitalised by it. Radhi as the human soul
passea through all experiences in her quest for union with the Divine Purusha symbolised by
Krishpa, AsDr. Codmaraswamy interprets it : “In the Vaishnava devotional approach and
its poetry human love i= conceived as the means and symbol of all union. Lovers
represented are always Radha and Kyishys, typifying the eternal motif of Man and Woman
and revealing in every day events their heavenly image. The whole land of Ridhd and
Krishpa ie 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 Krishpa represented to the Vaishnavas
the Suprerne Deity, the Creator, from whom all Crestion was but a sportive emanation,
and full of love, passing the love of & father, to his devotees. Ridhd on the other hand
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was the human soul, led by religion to offer not of her own, bub her own, whole-self to
God. That religion taught just ns onr Christian doctors teach, the necessity of our
antire sell-surrender to God which it adorned, and so, too, imaged that devotion by human
love. But the Christians chose filial love as the model of the soul’s devotion, and
parontal lovo as that of the Creator's for his creatures. India took a different intorpretation.
The soul's devotion to the deity is pictured by Ridhd's scll-abandonment bo her beloved
Krishna and all the hot blood of oriental passion is encouraged to pour forth one miglity
flood of praiso and prayer to the Infinite Creator, who waits with loving ountstretohed arms
to receive the worshipper into his bosowm and to convey him salely to an olernal vest acvoss
tho seemingly shorcless Ocean of Existence. This passion i that of a child of nature....
T am pomsuaded that no indecent thought entered their minds when tliey wrote these
burning words.” (Infroduction to the Salsaiya of Bibari, 1896, p. 8). As language of sym-
bolism Radhi and Krishya almost ocoupy the entire ficld of the medieval Indian religions
poetry and the pictorial arts of the Rajasthani and Pahari schools. Art, religion and
pymbolism are all inter-related. The one serves the needs of the other, justilying its own
purpose by imparting richness to life and fostering ereative activity in difforent fields.
A troe 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 & spiritual urge and to mest the religious needs of the people in a very real sonse,
Religion provided food for the soul. Tt opend the gates of human hoart fora tide-
like flow of human emotions. Religion also provided zest to life and gave to it its most
valnable motive-forces. ITnspited by Religion, art retained its purity, It was utiliterian
from the worldly point of view, but was worshipped for its own sake, ie. [for the sake
of & higher spiritual purpose, Tts {unction wus not to please the eye, bub to estisfy the
spirit, There was no compromisc on this vital point. Although portraits also received
some attention in the Hindn paintings of Rajasthan and Kangra, but portraiture was a
very small part of the total creative sctivity of these schools. They gain their excellence
not as perfect portraits, bub as figures in which the factual treatment of the human hody
is the least part. It is the emphasis on the symbolic character of the scene which
gives to the paintings their true value. Tndisn 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 (ssvargiya). At another time, we. in the Gandliara school of the
North-West, the artista were working with consciousness of the human element in art, the
fignres being conceived as trne to human anatomy rather than as the idealised products
of the mind. It was the fatal weakness of Gandhara art that it conoeived the Buddha in
terms of the human body rather than in terms of the ideal Yogi. The more it succeads in
its anatomical representation, the poorer it becomes on the spiribual side. No humsan figure,
as it is, caries with it any sttention unless it undergoes a spiritual transformation. To the
extent that the image seeks direot representation, it becomes weakened in ifs symbolism.
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Indian art does not seek to create men and women frue to life, but types true
to the mind. They are like alphabets to convey ideas which can be handled as distinctly
as ordinary lebters. The Yakshas and Yokshis, the Nages and Nagts, and a host of othor
Water and Tree Spirits representing the symbols of fertility, have been handled by the
Indian artists with amszing mastery and clarity as vehicles of cult ideas, which no human
language counld possibly have conveyed with such effestiveness and charm. Their langusgo
is elevated to the rank of & universal code which becomes intelligible with least possille
offort, Thus Indian art with its extensive reperfoire of decorative and iconographio
motifs constitubes & virbual dictionary of India’s religious thought in its varied systems
canceived 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 plessurs 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 symbaols shounld be approached with sympathy and understanding.
Each symbol should be studied in its proper perspective in relation to the earlicr motils
of thonght and those which followed it. Chronological solutions based on art-objects being
nssigned to their proper sequence in time are good in so [ar ns they go, but that is not all.
We should co-relate art-forms to the ideas of which art was an expression in cach goriod,
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 keoping
as olose to objeotive facts as we do for chronological problems. Tt will then be found that
religion and philosophy provide a commantary not only to the increased understanding of
art-history, but of its genesis and purpose.
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Whatever bo the heights of metaphysical and moral thonght attained by a
peoplo, the measure of their greatness is more fruly reflected in those formal clements of
oulbure which are comprehonded in the torm art. Al is primarily concerned with the
cullivation of beauty through the physical medium, The physical object of art is only
s symbal that ovokes an experience, a8 it weve, of an aesthelic shock, and thereby it
connects us with the vast substratum of pleasure which in Indisn aesthetics i ealled Rasa.
Tho materinl world when properly lransformed into terms of the beautifol leads to an
exporicnce of Rasa, An uncarved stons is only a rongh primitive bloek, but it conceals
within itsell the potantiality of peerless beauty. The srbist only makes that beauty mani-
fest at a parlicular point and transforms the rough unhewn piece into a symbol that
radiates joy and beauty, Man's worahip 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.

Poricles warned the citizens of Athens when its sense-bound art was ab its height
in these words: “We support art but with a certain restraint and we support science
without becoming mwnmanly,” TIn the golden age of Indian art, that is the Gupls period
when Indian art had outgrown its craft traditions and really became fine art—Lalita Kald'
a8 the poet called it—Kilidasa gave utterance to & similar ideal of Indian aesthetics :
“Na Rapam Pgpavrittaye”. “Beauty ofconrse 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 Purdne and in the Brihatsamhitd of Vardhamihira we find mention
of Rdpasatira, i.e. Beauty-culture, and the refersmce cettainly relates to the popular passion
for beautiful form in the Gupta Age, As Kilidisa puts it: *0 Parvati, the common belief
that beauty is mot for sin, seems to be unexceptionable” (Eumirs-Sambhava, V. 86).
This was the ideal followed in the domain of art and lifs. The Mira-conquaring Buddha
represents the spiritual truth of the Gupta Age, and the vilality of its culture derives its
force from the ideal of the Higher Wisdom (dnuttara Jfidna) to which reference is found
in many inscriptions on the pedestals of Buddha fmages.

Indian art presents a long panorema, extending from the Rigvedio period to the
close of the 18th century. As observed by Gicdion in his Space Time and Arclstecture ;
“History is not a compilation of facts bub an insight into a moving process of hfe.” A
true and close-up study of Indian arb must lead to an insight into the moving process of
lifo that unfolded itsell under the Indian sky dwing the successive ages. Art has
preserved in visusl dooumentation the discoveries of thought and the impact of mind on

2
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{he world sround as manifested during the long course of our history. The Vedio

period, initiating the great march of Inclian culbure on its onward path, is truly tho poriod of |
Jand taking’. Not only in a pliysical senso when this nation got settled on the land, but

in the region of thought also it was an age of Path-finders, the Pathilgit Rishis, who
chartered nmknown domains of tho mind and ereated eternal motifs of thought that formu-
late and explain the cosmic processes as applicablo equally to the lifo of the individual and
the much bigger entity of the world. A clear inventory ol tho Vedie motifs remaing
a desideratum and the work should be carried out comprehensively from tho viewpoing
of art history. Dr. Coomaraswamy offered Drilliant expositions of somo of these great
gymbols of thought and life, which nalso were virtually the symbols of art.

The study of symbols is not only fascinating, bub nlso cssentinl for o clear
appraisal of the significance of Indisn art motifs. The Pérpa-Kumbla (F il Vasc),
Kalpavpiksha (Wish Fulfilling Tree), Kamadlheny (Cow of Plenty), Svastika, Chakra, Sirya,
Niga-Garnda and the Daivdsuram ave soms of tle great motifk that have been clearly formu-
lated in the Vedas, and throughout onr art history they serve as the vehiclor of thought
and of decoration. They constitute the basic voesbulary of Indian urt and literature.

The Parna-Kumbha or Full Vase is pre-eminently a Vedic motif. Tt iu refarred
to as the over-flowing Full Vase (Pdrno asyd Kalabe]) and as filled with all the pair of
opposites that constitute life in its dual aspect of Being and Becoming (Sat-4sat), Masvuline
and Teminine (Stri-Purdn), Childhood and Age, Tmmortality and Death and all the
virtues that the gods have created and all the vicea that Asuras love. In vedio thought
the human body itself is such a Tull Vase (Pirpa-Kaladah), and there is no other more
charming symbol created in nature than the human body. As saith an Upanishadio
passage: “OF all the forms that were created the human form was the most perfect”
(Purusho vive bata sukritah). This Pirna-KEumbha sppears a8 a symbol of Indian art in
a great varioty of forms (Fig. Ia, Ib, Ic & 1d).

The Kalpa-Vriksha or the Wish-Fulfilling Treo is another charming symbol. As a
tree or a creeper it soraetimes originates from the navel or mouth of a Yaksha, or grows
naturally and then sends its endless offshoots into ecrolls or arabesques of intricate design.
According to the Vedic thought, the human mind—Knlpa—is the source from which all
thoughts, either disciplined or uncontrolled (Samkalpa-Vikalpa) emanate. Mind is
the virtual Thought Tree, the Kalpa-Vyiksha, under which each one of us stands aocord-
ing to nature’s life-scheme. The intricate foliage of this tree or erecper comprises our
endless desires and passions that envelope our lives (Fig. 4: g, b, o & d),

Of the great Vedio motifs, the one relating to the eternal confliot of good and evil
kmown a8 the Datvdsuram, constitutes tho most forceful and varied symbol for the flow of
religious thought and the manifestation of art forms. All our gods and goddesses that




Fig. 1. (d) Parna-ghata Tig. 2. (b) (back View)

\ Fig. 2. () Br1-Lakshamg
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enter into deadly combats with demonino forces, the Buddle that vanquishes Mara the
genins of evil, the Yogi Siva that trinmphs over Kama the god of love, are all but standing
commentaries to explain the dominant motif of Datvdsuram. Originally formulated in the
Rigveds, it subsequently underwent ondless trmnsformation, but remained throughout tho
ontstanding metaphysical motif of Indian religions thought and art expressing it,

Thers is an imwense richuess of Vedic motifs; o full study of them with
subsequent Listory would Dbe regarded as a capital contribution to tho oxposilion of
Indian litaratuce and urt, Actual arb remains of the Vedio perind are still unknown, It
soomy mnlikely that they would ever bo [ortheoming for the Vedie thonght rovelled in
Deva-dilpa, the divine or cosmic furms, Like the life of a child waiting to manilest itsell
in speoialized formal clements, the whole cosmio life is beautiful o the Vedio scer, ITo
finds beauty in the golden goddess of dawn with a golden mien, moving in her golden
chariot across the eky and sprinkling immortality with hier golden fingered hands, The
sesthelic reaction of the Vedic poet is available to us in & number of beauty denoting
words, as if appearing just frosh from the mould. They are reminiscent of the Vedio
aesthetics, and we are indebted to Dr. Oldenberg for & very illuminating study of those

expressions, Howover, the thesis could be much further extended and each word or motif '

could be studied with respeot to its evolution in classical Sanskrit literature up to the
time of Kaliddsa and Banabhatta.

The two goddesses Sri and Lakshmi, Beauty and Prosperity, ara spoken of as
the twin mistresses of the soul (Sriécha Lakshmisoha Palnyau), the two benign influences
that nurture an individual in his domestic and sovisl setting. This conception was later
on developed as the goddess Padma-Sri in the Ramiyana and the Mahibhiirata, or the
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figurine of Gaja-Lakshmi (Fig. 8) and Sri-Lakshmi (Fig, 2 a & 2 b) which begin to appear in

the art of Bharhut, S8anchi, 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 motife the
Sri-Lakshm3 conception was rooted in'the soil, and isa product of the earthbound sense of
life permeating the early Indian art (Fig. db.).

The main problem of the Indus Vallsy 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 hersell. The Mother-Goddess and the Yogl-Siva offer olear
pointors 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 auch vital growth which flourished on the Indian soil from the Butlej to the Arabian
Sea for a thousand years should have vanished without leaving a frail for its successors.
OFf its survivals we have as yet only dim intimations, but the subject does not seem to have
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Round parasol on the head of a
froo etanding colossal Bodhi-
gattva image, Mathura, 1at
Century A. D. Now in
Sarnath Museum,

(o)
Fig, 4. Kalpalatd motif producing ornaments and cloths (Bharhut)
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been properly broached as yet. Recenily my attention was drawn to the ring-stones of
lnematite found at Taxila (Pig. 6), Mathura, Xosam, Alichehhatra, Bhita, Rajghat,
Pataliputra and clsewhere, They represent o mother-goddess with alternaling troe and
animal motifs unconnected with any other objeots of the historical period. A seal from
Rajghat of the same materinl shows a bull with a erilh hefore it similar to  the Indus
Valley micorn and erib. 1L also bears o Bralimi inscripbion which T have not been
able to decipher,  Th soema to be an important hit of evidenee, a uniguo relie, but an inolated
link in the chain of evidence that might be required to shed light on this ohaoure problem.

Fig. 6. Tgyptian life
motif, Ankh
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Fig. 6. Ring-stone showing Mother Goddess, Taxila

The tine from ebout the 8th century B.C, to the rise of Mauryan imperialism is
the Mahd-Janapada period of Indian history. It is the period of the Grihyastitras and
of Panini, of the rise of Buddhism and Jainism. In this period people began to cast off
the shacldes of their tribal associations and becamne settled on the land in organized village
communities. Two outstanding features of our cultural life in the Janapada age are to be
partioularly noted. The first relates to the full and unfettered freedom of associstion
enjoyed by each group according bo its necds, giving rise to & variety of corporate organiza-
tions, some well kit like the Sangha or Srend and others only loosely bound like the Vrdta
or associations of warlike bands.  But the second feature is really important for our present
purpese. 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 as an imperative social
need and economie funetion. 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, ns if it were a team awoke to activity and threw
itself into handiorafts. Any worle done by hand, any occupation of manual skill, any

Fig. 7. Tha Vaijayant
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achivity requiring the use of mind with manual clevarness was called Silpa, Vaska tells ns:
“Proficiency in the professions appertaining to the life of a village bestows on an individual
special distinotion” (Janapadishu vidyato purushavidesho bhavati). An intensive cultivation
of crafts was the hall marl of this age ; the invention of a largs number of appliances or
skilful contrivances called Fantras, useful for agrioultural and domestic life was o disting-
uishing featare of the civilization in this period, which is referred to by Maon a2 Makid-
Yantra-pravartanam. The distinetion between fine art and crafts did not exist at that time.
Panini's dofinition of Silpe eludes dancors, musicisns, instrumentalists (playing on
madduka and jharjhara), and also barhers and carpenters. The matorinl shout the Silpas
in the J@lakas is to be viewed in this light,

New professions were being discovered and organized, each one looked upon with
due regard as folfilling & necessury social and economic need. The barber, carpenter,
wagherman, dyer, dencer, singer, gardener, mason, blackemith, painter, snake-charrer,
goatherd, potter, florist, weaver, tailor, arrow malker, wrestler and a host of other worlers,
constituted the rich pattern of the Silpas in the Janapads socicty. It was essentially a
Silpa-onlture integrated with the village economy.

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

A seoond feature of the Janapada period art was the outburst of an immense
number of symbols—lakshanas as seen on the punch-marked eoins, Indeed for about another
five hundred years, the vogue of symhols became conspicious in Indisn art. A study of
the coin symbols with & 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 eatablished with the Persia of Darius on the west, with the Sakas
of Sikadvipa in Central Asin settled near the Kumuda mountain (The Koumedia of
Harodotos) heyond the Oxus and the Yucchis ox the Rishikas of Central Asia. The evidence
of Mahabliirata is positive about these early contacts. Sakandhu and Karkandh of the
grammatical literature in the Vartikes of Katyayans (4th century B.C.) pont to the lnow-
ledge of the country of the Sakas and of the Karkas or the Karldans both of whom are
referred to in the inseription of Darius in the fth century B.C. A definite flow of
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Western Asian motifs towards Indin secems 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 Roon in the represontation of the Palm Tree, are clearly reflected in the
decorative motifs of Bliarhut and Senohi. The winged and fabulous animals that wo usually
associato with the Sakas already wppear in early Buddhist art. Wa know of another
motil on the pineh-marled coins and in senlpbure viz, a trianglo-surmomted standaed. 1t
appenra to me Lo he the ‘Standurd’ symbol or Vaijayand (Fig. 7), the Indrayeshpi relorred
{o in the Malibhérata and said {o be a bamer raised in honour of Tnden to wark the
weal and prosperity of the whole Junpada. Ib has an obvious resemblinco with the Life
motif, Anlch (Fig. 5), that is first found in Bgypt and then transmitted to other countries
in Western Asin, The tradition of tho Tpic relating to the architect Mayn cxoculing the
Assembly Hall of Yudhishthira after the pattern of the Vidvakarma Salld ean be
explained only against a wider background of art exbending beyond the borders of India.
It cannob however be forgotben that whatever the extent of foreign exchanges in the realm
of art may have been, the background of thought on which these were engrafled was
essentially Indign. The symbolism of the Lion capital could hardly have been vonceived
exoept against the background of the religion of the Dharmachakra which once sur-
mounted it.

Tho art of the Sunga period is an art of folk inspiration, o decumantation of popular
life and cult beliefs, it is dominated by an sbandon and freedom peouliar Lo sylvan deities,
the Yakshas and the Nagarijns, Thers is in it no wurban temsion or sophis-
{ication, nor is the moral severity of the Buddha’s religion impressed on its countenance.
The figure of the Yogi Buddha is, 80 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 axt feeling of such
mniversal consciousness, The Yakshas stand out pre-eminent in their own right ; they are
not yet the puny subordinated and accessory attendant figures that they become in
Kushana art. The problem of S8ungs axt apart from its proper stylistio evaluation, concerns
itsalf mainly with the detailed investigation of all the art forms and decorative motifs
with special reference to their folk symboliam, their exposition from litersry sources, specially
the Jdtakas, the Epies and the Jaina canons, and the restoralion of their technical names.
Much useful work was dome in this line by Dr. Coomaraswamny in lis essays on early
Indian iconography and on ancient Indian architeoture dealing with cities, oity-gates and
polaces. Bub there is still & 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 m]?ﬂ]iﬂﬂl ﬁlklppﬂ Bitj', whiolh seemsa to be a detailed, Ej’ﬁWi‘l‘iﬂEBB dmripl.iﬂn
of one of the ancient Jaina stupas of Mathurn built at the Kankili Tila site in the 2nd
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century B.C. The terminology is extremely vich and the account of the Padmavara Vedikd,
the Lotus Railing round the stiipa with the voluptuous female figures carved on the pillars
is exceptionally true to facts taken from sctual architecture. This study, T am glad to
say, bas been undertalen by my friend, Dr. Moti Chandra, with remarkable results.

The Kushana art continues further the same indigenous tradition of foll
inspiration of the joy arising (rom tho life of the sonses and the pulsating buoyancy
of open air feminine sports and pastimes, bui their cmphasis is increasingly human
and the centre is shifting towards an urban civilization. The emergence of the
Bunddha 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 religions processes and is an
outeome of the movement laying emphasis on personal devotion to o 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 Buddhs image had been furnished with an answer
in its stylistic hearings long ago by Dr, Coommaswamy, The key, however, to the priority
of the chronological position between the schools of Mathura and Gandhara rests with
archacology and thai key is still not forthcoming. , The existence of temples of Bhagavin
Vasudeva in the time of Sodasa is however an established faot of archaeology and this
at any rate preceded the known images of the Buddha.

The Buddha image introduced & revolutionary change in Indian soulpture and
architeoture. Tho images of gods and goddesses began to be excouted in increasing
numbers according to the dictates of an expanding pantheon. With the main attention
focussed on the image, tho 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 mele and
female figures carved on them illustrating scenes from Kyishna's life and the Raméyana
were fixed against a masonry wall,

The flab-roofed temple of the early Gupta shrines with its modest cells
(garbha-gpika) is derived in its architectural pattern from the simple Gandhakufis of the
Kushans period. These were constructed for the colossal free standing images of the Buddhs
by ercoting three vertical plain slabs 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
geen on the parasol or ohhatra (Fig. 3). In fact, equare 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 argu&
cum;;lnba]y and fully equipped for ita further development,
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During the Gupta period, Indian sculpture, painting, drama and music witnessed
an oll round efflorescence. The tremendous outburst of creative activity on a national scale,
engulfing the countryfrom Mirapur Khas in Sindh to Daliparbatiya on the Brahmaputra
in Assam, established for the first time a national style of art distinguished by common
characteristica and activating from numerous centres. There is as yct no adequate study
which can be ssid to do justice to Gupta art comprising its rich sculpture, architecture,
painting, terracottas, beads, pottery, and details of ornamentation, decorslive motifs, styles
of hairdressing and fashions in costumes and fabrics as they were developed in the age
of Kilidasa and Bapabhotta. A sumptuous volume like the Sanchi topss will have to he
undertaken to present the material with suitable reproductions, and to inberpret it in terms
of the contemporary literary cvidence. For no other period of Indian history is the
eultural 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 various styles of hair, as
Alaka also called Valibhyit kela (frizzled locks), Bhramaraks (Beo coiffure), Lild-maydra
Eetapdsa (Peacock-feather style), the honey-comb style, the simanta parting of the hair
and its decoration with o forehend jewel known as the chagula tilakamaps,

Fig. 8 Juina, Ayigapatta with svastika and Fig, 9. Square parasol and flat top of the
mina-miithuna eto. motifs. Mathura. Gandha-Kuti (Mathura)
1st Century AD.

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

taddnim sachdmare devamdsevish@tam) (Fig. 11), This agrees with the evidence of the
Vishyudharmottara Purina stating that the river-goddesses should be shown standing
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on their respective vehicles with legs bent at knee and holling Full Vases in their
handsl,

Another typical Gupts feature it the reference to the conch and lotus symbols
Banlha-Padma-nidhis carved on the jabs of doorways. According to the Vishnudharmo-
ttara, the fwo jewels, the lotus and the conch, should e shown in their natural form
(Sankha-Padmau nidli kiryaw svardpau), and this is confimed by Kiliddsa saying that
the house of the cxiled Yuksha in Alek& was painted with (he figuren of the conel
and the lotus (Dudropdnte likhitavapushat Sankha-Pudmau), This feature s cleatly
seen in Glupte art, on the Hanking posiz of 1le three niches in the walls of the Devagarh
temple and on certain other pilastors of the Gupta poriod in Mathura art, Tho [ollowing
additional relerences indicale the clironological bearings of Kiliddss with the culture
of the Gupta period: The goddess Kali holding & skull, the seven Divine Mothms
(Matarah) ; Karttikeya riding o peacock (maydra-prishfhidaryi Gula), Vishou slecping on
Sesha (Seshaddyi Vishpu) (Fig. 12); Vishnu seated on the coils of a serpent (Bhogi-
Dlhogasenasing Vishpu), a8 Lho one in
the imnge on the lintel (laldta-bimba)
of the Devagarh temple; Rivana
lifting Kailasa ; Lhe dwarfish atten-
dants of Vishnu partly in human
and parlly in their natural form
(Jalajasi-gadaddrpga-clakra-lafichhits
mirtibhi}, Raghuvamsa); the halo
resemabling &  foll-blown  lotus
(padmatapatra  ohhdyd-mandals) as
contrasted with the plain halo of the
Knshana period with only a margin
of scallops, ote. A more detailed
stucly of all the molifs and clements
of decoration mentioned by the poet
and seen in art and painting is likely
to render the picture of corelation-
ghips even more complete. The lotus
halo of the Buddhs, Vishyn and
Tirthankara images of the Gupta
period are weall-known. According to
Fig. 12. Seshadiyi Vishnu on the Iintel of the  the Brjhalsamhita the halo should be

Devagrah Tomple. covered with o pattern of geese willl

! gfat aodiont amgmfn gedfdq | qigessn swbear afwaema: 1
—Vishpudharmotlara 3-42-51
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feathers treated in conventionalized sorolls, adorned with pearl festoons (muktaphalopachita
-pralamba-maldvils) and these features are corroborated by the actual specimens,

The enltural history of the Gupta Age stretolied itself into the 7th century. The
Kadambari und the Harshacharita of Bana written in the time of Harsha provide us with axt
evidence ubout iconography, ornamentation, drapery, decorative motifs, furnibure, utensils,
trappings of horses mnd elophants, ote,, which is extremely valuable for an nnderstanding
of the material enltwra of the transitional period between the Gupta and the medioval
epochs, The importance of the Hurshacharita ns o cultural treatizo cannot be ovor-estimated.
I have reconlly come across toforonces there to two kinds of foreign imported textiles,
firstly Stavarake manufactured in Tran and exported on one side to Indis and on the other
Lo Arabin where it finds mention in the deseription of the raiments of the Houries in Paradise ;
and sceondly 1o n textile of Central Asinn origin called Pringa which was a kind of damask
pille of one colour. The many coloured striped drapery of Ajanta is referred to as
Indraywdhambara the cloth resembling the minbow; the tie and dye process is also
mentioned, This varied material hus 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 s extromely rich, Tt in embodied in specialized texts like the Vishpu-
dharmottara, the Chitrasitra part of i, the Mnsira, or the Samarafganasitradhira, eto,
The stray references in the Pali, Banskeit and Prakrit literature amplify it. Dr. Coomara-
swamy in his Indian Architectural Terms mado a beginning with this study. Mr.
Sivarsmamurti at one time contributed fuirly extensive articles on the art refarences in
the various classical Kavyas, Dr. Moti Chandra has bagged a vich harvest of such terms
in lis amply documented papers relating to Indian costimes, coiffure and cosmetics from
the Vedic period to the Gupta Age. 1 am drawing specifie attention to them for the reason
that the terms which have been clearly identified and assessed 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 Vishnudharmottara chapters
on iconography and the Chitrasiitra chapters on painting require fresh examination, and
these studies are bound to remain incomplete unlesa correlated with actual examples. The
Vishnudharmottara refers to Bahirava with round eyes (vritta-lochana) protruding teeth
(darshira-kardla vadana) and broad nostrils (pulle-ndsGpufa). In o terracotts image of
Blinirave the Siva temple at Ahichchhatra I found these three features holding good.
Tn tho case of the Bun images, Vardhamihira refers to his girdle a8 avyanga (Britatsasihita
Clb. 58.47) and the same is mentioned in the Vishnudharmottara as yaviyanga (Ch. 67,3),
which are only attempts to render into Sanskrit the Parsi girdle called afvyaonhan. We
have hefore us & 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 gob out of it. It is illustrated by the list of
Some Art and Archacological Terms published by me in the Muscums Journal, and in &
much more convicing way in Dr. Moti Chandra's work The Technique of Mogul Painting,
in which several lundreds of painting terms were obtained from Ustad Ram Prasad at
Bannras who was the lnst surviving painter of the Mogul schools in that sity.

A typological study and classification of Indian clwy figurines might bo mentioned
as another possible source of cultural material unsurpassed even by soulplure for s range
and varieby, The clay figurines present as it were an inventory of tho Lypes of men and
women in the several walks of socicty in a particular period,

We find among them types not only of gods and goddesses but kings and courtiers,
domestic servauts, warriors and palace attendants, monks and nuns, horse-riders and
clephant keepers, hunters and gamesmen, dwarfs and acrobatie figures elc. The loy
figurines mostly provide materinl relating to the children’s art in ancient Indin and this
line of approach should also be cxplored further.

The study and interpretation of Indian art is pregnant with great possibilities
for our coming cultural renaissance. As a nation the Indians were onco the citizens of a
beautiful world of forms. The last two centuries disenfranchised us from that heritage and
tradition. An inroad of exotio forms affected all spheres of Indian life and our own
motifs and forms of painting, sculpture, decorative deeigns, architecture, furniture, dross,
even our flowers, perfumes, household utensils, music, dance and drama, ete, suffered
heavily, retreating under the fire of aggressive European vogues and fashions. India's
struggle for Sva-rdjya can only be interproted as a struggle of her soul to rehabilitate hereself
m her own forms of life and oulbure. Svardjye must mean a oultural rebirth. With the
dawn of Independence the destiny of Indian culture must be fulfilled once again and the
national soul must resssert itself, 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 visiblo on all sides, Muchdepends on the people’s will to attain their
culbural 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 Dharmachakrs must revolve steadily both in space
Fﬂd‘ time, imparting a new tone, quality and richness to life’s manifold manifestations
under the Indian sky. May the Goddess of Besuty lead to this fulfilment.
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‘Mighty in mind and power is Viévakarma, Maker, Disposer and most lofty Presence’,
Vigvakarm ropresents the highest imags (parmabamdpik). According to Meister Eekhart,
“Any thing known or bomn is an image”. Thus the world of Name and Form is the image of
Viévalarmi. Tt is his lofty Presence, Lis apparition, that was once concealed in the highest
heaven and lias now become manifest as the immanent world of names and forms, The visible
objeots which Vidvakarmi is ereating constitute This All (idam sarvam), i.e., the totality of all
images which we grasp through the mind and senses. Vidvalarma in his undifferentisted form,
ie, in principinm (ugre) eontains within Him all that has bocome kmown or born later on,
Each image or icon is & symbol of the divine supreme reality, and is the manifest form of that
which existed in the mind of the creator, Thera is an Original Model (pratiripa) which unfolds
iteelf in diverse forms (rdpam rilpam pratiriipo babhdua, Rigveda VI.47. 18). What the original |
model (pratirdpa) is wa do not know ; or else we Jknow it through the forms in which it is imaged.
To sce Him, which is the same 0s 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. Vidva-
karmh is that Archetype (prathamachehhada).

To know the model one should know the figure, The figures are within our purview.
They alona can be seen in concrete form. The great law by which Viévakarma creates is the
equation : yathd=tathd, The visible world is yathd of which the variety and diversity are
infinite, boyond the power of words and thought to comprehend in fullness, ¥athd 1s equal
to This, and tathd is equal to That, The sonrce of yathd is tatha. This is rooted in That, The
latter is beyond name and form. Tt is the supreme reality, the lofty presence in the highest
heaven (parama vyoman).

In later imagery Vishnu is called Vidvakarmd (in the Vishpusahasranama). He
is two-fold, viz. parama riips, same as the parama samdpik of the Rigveda. That which is
parama rilpa is aripa ; the Highest Form is identical with the Formless, so says the Vishpu
Purana (VL. 7. B4):

‘Tachoha Vishnoh pavamariipam ardpakhyamanuttamanm
Vikva-svar@ipa-vairupya-lakshanam paramitmanal’.

The cosmio forms constitute the vairiipya, the manifold appearance of the deity.
Hach of them in its strict definition is an appavition, & yaksha, merely name and form without
real substance. The yogin alone can comprehend the higher form (pararGpa) ; others can
think only of the material forms of images, Meditation of images is espential, the normal
way for the functioning of the mind.
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This material world of images is the endless world of art, 1t is the mind (chitta)
that dopicts the images (chitra-karma). A mental concept is raised in the mind of the sculptor
or the painter, and the snme is then projected as sculpture, painting, cte. The world of farma
ia called Prajipati, i.e. tho creator in his cosmic aspeot. Tt is also Hiranyagarbha, the polenti-
ality of all manifest forms. In short, whatever ix here is the material manifest form of Vishnu
(mdrtam etad hareh vidpam). The sun and moon, stars and plancts, mon and animals,
mountaing, oceans and rivers, plante and roots, the animate and insnimato—all that whicl,
ja the realm of arb or images is to Lo realised through meditation,  The visual aspect of an
image i & vory fractional aspect, limited in time and space, slmosl a lifuless coneept, Lut each
image has to be meditated wpon a8 & symbol of &n 8ot of Vidvakarmi.

The operation of the mind brings into being all the various kinds of luman art.  The
deva-4ilpa is the work of the Creator’s mind, the manusha-dilpa that of the hvman mind.  The
mind is the storehouse of all the various pictorial forms form the beginning to the end, Tndeed
it has been said that the mind (chits) is even move various-and-pictorial (chiltatara) than

' painting (ehdtte in Pali), becanse 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" ; Atthasdling, PTS ed. pp. 684).

Indian art primarily cmphasises and insists on the snfellectual act. Higher art is a
sublime way of the mind, What is now taken to be the sensible aspect, i.c. ‘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 tlhe realm of mind of & creative artint, Ho
is to be compared with Viévakarmi on the human level of reference. The concrete is the
lower form (gvara r@pa) and the mental the highor (para ripa), The wise man is he who dis-
criminates the highor form ; the lower or material image gives him no real pleasure (ripe na -
ramate).

Vidvarkarma is spoken of as lofty in mind (vimand). He is Lhe Father of the Eye
(chakshushah pitd). This Eye is the same as mind or epirit, the wisdom of the Creator, It
is this Eye which is sometimes identified with the Sun, because the latter is Viévariipa,
the maker of all forms or lightimages. Tn the primeval eye of Vidvakarma there was a reflection
on ‘the first day of creation’ (agre) of the world image. It was that reflection (@bkdsa) which
has become mirrored in the shining stuff of this world. The world subsists in its formless simp-
licity in the Creator. It is undifferentisted in the beginning ; subseqnently Indrn (mind)
creates different light-images (ridpam ré@pam maghavd bo-bhaviti).

The worship of an image is itsclf an art, a ‘technique’, as cloarly stated in the Vishpu
Purdpa. ““First the worshipper should mediate on the differentinted lorm (mérta riipa) of
Vishpu. He should make his mind strong, i.e., intent on concentration when looking at tho
image”. Thia corresponds to the stage of didrapd in Yoga. He shonld inderstand the form
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and meaning of each limb of which the image is a complete expression. The decorative orma-
ments and the various poses of the hands Jike varads and abhaya, should also intersst lim.

Next he should turn his attention to the higher stages, i.e., lead his mind on from
the concrete aspect to the infellectual concept. For this he should think of Vishnu as free
from his attributes, like the conch, wheel, bow and clnb, and only meditate on his tranquil
form (praéanta rigpa). Only tho beaded rosary is to be imagined in this form,  Then he should
meditate on Ulie form in which all ornaments and decorstions have heen eliminated and the deva
appears as a unitary person (ekdvayava). The next slage is that in which only the divine feeling
inspires the mind of the devotee. This is dhydna. Ultimately the warshipper attains to the
highesl condition of the yogi when his mind becomes one with the divine being and loses all
distinctions of meditation (dhydna), one who meditates (dhydta) and on whom one meditates
(@hyeya ; Vishpu Purdna, VI. 7, 86-91). This is virtuully the same s a vision of the parama
ripa, or Vidvakarmil's loftiest presence of the Rigveds. The worshipper is now transformed
into a seer or yogi.

Indian art theory does not belittle the visusl symbolism of art. It links it in the
first instance to the verbal symbolism which is seripture. The two are co-related and essential
{0 each other. But ultimaicly both have to yield place Lo that which transcends all symbolism,
which is an ideal tathd or Suchness. The verbal symbolism plays an important part in Indian
aesthelic tradition, Tho scripture is the Veds, the source of all ndma-rips, viz., the visual
symbolism of art. The Veda is ubsolutely cesential for arb comprehension. It expleins that
which is lmown intuitively (manasi nifchita), or what has heen visunlised (taddhydtam). The
rishis saw with an eye which is gifted with the ‘seeing of ideas’ (mantra-drashidra). It is an
ever-happening process.  Any one who creates & thonght-form (manasa syéshir) is o rishi to the
extent of that intellectnal operation. Having produced in the mind, the artist proceeds to the
production of the conerete or visual symbolism as the various forms of art.

The gods—all the gods and goddesses in the varions cults of the past and future—
were gathered together in the primeval germ of Vidvakarma, Whatever man’s fanoy has
created in the religious disciplines of the past or whatever it will oreate in Tuture, is an intellectual
emanation from Vidvakarmi who is one and only one name-giver to many gods (yo devindn
nomadha eka eva, Rig., X. 82.3), L

Vidvakarmi ie sddhu-karma, one whose works are perfect specimens (Rig., X. 81.6).
His creation is an ever expanding process in time and space (havishZ vioridhing, Rig., X. 81.6),
His highest and lowest natures (params, avama dhdma) exist side by side with & connecting
intermediate link (madkyama dhima). These three correspond to the triple forms of arb
referred to above. The visnal symbolism is the lowermost naturo (awama, kshara, mirta). The
mental or the verbal symbol of servipiure is the mid-most form, a station on the way to the
highest reality. It is the light-image (bki-riipa) or reflection (&bhdsa), an intellectual act which

4
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is the ‘art in the artist’, as Coomarswamy has puf it. The highest form (perama dhdma) of
Viévakarmd is that which is formless (ardpa), i.e., in which only the highest Unitary Prinoiple
(tatfva) transcends all partioulars (videshs) and definitions and in which all forms are to be
seen in identity with every other. In a true realisation of arb these three distinelive natures,
which are at the same tims linked by a unifying thread, should be borne in mind,

What a rich and liberal patron is Vidvakarma under whose effulgent patronage such
magnificent art forma (deva-éilps) are being produced? The common or average man
remains ignorant of the mystery and grandeur of this art. The liboral patron, however, is
continually producing. His imoagination is limilles and his capacity to produce forma i
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 parouts (Dydvd-Prithivi)
when they create are soaked with the life-sap and their cosmic thread is far extended and
firmly fastened to the centre (nabhé, ‘navel’) of the Creator.
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The carliesl materinl of Indisn art is found in the Tndus Valley, This forms a part
of & civilisation extending from the valloey of the Sarnsvali-Sutlej, along the Indus, upto Bau-
vishten, 10 was an extonsion of over filteen Tundreld miles with about & Tandred sites clustered
i ey ohiel seetors, with o uniform eulture from the point of view of religion, life and arts.
Thin i terued proto-historie, coming after the pre-historic ages as known under paleolithic,
microlithiv anl neolithie with their respoctive stano tool industries mostly in the principal
river valleys of the Decean, sonth of the Vindhyas, The proto-lustorie phase wus at one time
assigned o the millenvivm, C. 3500—20600B.C., hut now generally shifted to 0. 2500—1500
B.C. a8 inclining towsrds a relationship with historical beginnings of early Tndia. The Indus
Valley people have much greater importance as lolding the key to the patterns of Indian
eivilisation then perhaps has been vealised npto now., In religion and art many a form of
Indian culturo owes their origin to them. Those people scem to be intensely creative, eapable
of evolving a highly civilised urban life in which both beauly and order cecupied a prime place.
Almast, one third of India covering about half o million square miles stretching from Rupar in
Ambala Distriet to Bhagatrao on the Kim river (midway between the Narbda and Tapti) the
gsouthernmost settlement known so far, was the arenn of ovigin and growth of the Indus Valley
eivilisation, Wheeler rightly calls it the most exiensiva pre-classical civilisation,

The sites of this culture are dispersed along (hree routes, viz, Dviarivati-Anarta
route, 8ind route and Sarasvati route, There were both villages and big towns of
whicl Havappal on the Ravi was the capital of the SBarasvati-Parushn! province in the north,
and Mohenjodaro on the Indus, in the centre, was the capital of the other provinee of an equal
gize, These two capital-towns were fortified citadels, each of about three miles parimeter, and
were the seats of strong monarchy, feeling secured within defence walls and leading s life of
Inxury with rich nobles and middle men fed by a toiling population. 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 quarlers, point to the pattern of life lived there. Along the banks
of the Barasvati about 26 Harappan sites have been found. Tt scems that their penetration
renched up to the fringe of the Gangatic basin as shown by the Harappan site of Ukhlina, 19
miles west of Meerut. In the Sind sector the site of Mohenjodaro is just towards the west of the
Indus. Righty miles below on the east of the Indus is Chanhudaro. On tho west the farthest
site is Sutkagondor near the ccast in Baluchistan.

The Indus people weve using both land and sea routes as shown by the latest dis-
oovery of their sites, There was & land route starting from Dviravati and going through Hilar

1 Harappa has been tightly identified with Hariyipiys, RBRV. VL. 27.5.
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and Anarts between the Sarasvati and the Miht touched Nagarl (ancient Madhyamiki near
Chitbor) and through the desert of south Rejasthan connected with the Indus at a point

by the Mirpurkhas Stlipa of later limes. On this route in the desert i8 the Harappan
gite of Ahar, It is expected that such remains may be exposed ab Nogarl itselll. The
Harappan also took advantage of the sen-ronte lying ab their fest along the cight hundred
miles of coast line, Tn Saurashtra the site of Lothal at the head of the Gulf of Cambay in
Ahmedabad District was a gea-port with a dock-yard. Other sites are Rangpur (Tial. Jhiliwar,
Saurishtra, twenty miles to the south-east of Limbdi), Gop and SBomnath, the two sottlements
of Mehgam on the right bank and Telod on the left of Narlula estuary and the third one of
Bhagateso, carry the migration of these pople 500 miles soutl-east of Mahenjodare, u distance
equal to the north-east arm upto Harappa.

The Indus Valley peaplo seem to bave exploited to the utmost the possibilities of
these twofold appronches by land and sea, InIndia they obtained the yellow stone from Jaisal-
mer; the fine green amazonite not from the Nilagiries as was once thought but from the Hirapur
platean north of Ahmedabad (as pointed out by Wheeler) ; amethyst from the Deccan {rap ;
copper from Khetri mines in Rajssthan; tin for making bronze from Hazaribag, the only
Indian source with extant old workings., Lapis lazuli used by them had its source in Badakh-
ghan mines in north-east Afghanistan; turgnoise in Khorasan in north-eastern Persin ; and
jadeite (hard jade) in the Pamirs and eastern Turkistan. The supply of lime-stone for carving
images eto, was obtained from Sulklear ; 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 wers thus in contact with south Indis, east India, Rajputans,
Gujrat, and western Afghanistan throngh the Bolan Pass, and with Persia through the Malkran
&a:aathBnIunhEﬂmn.. Their mn?mt with Mesopotamia is proved by the discovery of seals
with pictographic seript at Ur, Kish, Susa, Lagash and Tell Asmar, together with several art
motifs, as knobbed pottery, vessels with mat-pattern, small boxes with compartments, and
some special kinds of beads, ete, l

Town PrANNING AND ABCHITECTUBE |

Harasppa and Mohenjodaro are brick-built capital cities with rampart walls and
gateways. The explored remains at both places demonstrate the acropolis to be a parallelogram
of 400—500 yds. north-south by 200—800 ydt. east-west. The remarkable thing is the de-
fence wall, 45 ft. wide at Harappa tapering upwards and built of mud bricks with a revetment
of baked bricks 4 5. wide on the outside, The rampart wall had gateways of which the one on

! For the Dvirdvati-Anarta-Sauvita-Sarasvati route see Petavatthu commentary Paramatthe-
Dipani, I1.9.1,p.84; Bhigavata, L10, 34-35 and X.71. 21-22,
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the west was explored revealing a re-entrant side and a system of guard-rooms. The wall was
punotuated at frequent intervals by bastions or towers projecting in some cases higher than
the wall. Tn the description of the planning of historical towns the defence wall sppears ns &
regular foature raised on wide foundations (Feiife ) and both mud-brick ramparts
(wig yrer<) and baked brick walls (gezwr sTHix) are mentioned, The later texts also
nake mention of & surrounding moat (afcar) but the excavations at Harappa and Mohen-
jodaro have not yeb roported the presence of such an important feature, which seems to have
boan absent owing to the proximity of the rivers,

The town inside the citadel was divided by broad strects into u grid systemn of whish
the regulnrity is amazing and found nowhere else in the ancient world, for example at Ur where
the strects are winding like village lanes. The streets in the Indus Valley out at right angles
running east-west and north-sonth dividing the city into blocks. A very noteworthy feature
ia that this regularity of plan conceived ab the outsct was maintained with great fidelity even
later, which shows that a civie authority enforeed strictly its building laws and that the peopls
on their part geem fo have offexed 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 lenst for the early setllers who were more prosperous,
Detter organised and more mindful of the laws than those who came later,

Thoe main street at Mohenjodaro cleared over half a mile is 33 ft. wide permitting
soveral rows of wheeled earringes to pass up and by down. It is interseoted by some similar
broad strests, dividing the city into blocks, and by roads nine to twelve feet in width, and
these again by lanes and alleys four [eet upwards. None of the streets was paved with bricks.
The height of brick-built walls a8 preserved along the streetais about eighteen feet whereas in the
lanes it is upto twenty-five feet sinee the lonses there are better preserved. The houses in the
blocks were compactly built with common walls but sometimes two houses were separated by
amgll intervening apaces about & foot wide. The entrance to the houses was generally placed
in the lanes to ensure security and privacy. Many houses were two-storied, to accommodate
an over-crowded population, the upper storey being reached mostly by & staircase in the court-
yard, but gsometimes also straight from the gtreet. Tho walls are plain wit-hm:}t any recesing,
jambs or decoration. Windows are rare, only a fow alabaster and pottery grills being found.
Lime-stone slthough plentiful in the Suldur quarries is used rarely. An average house
measured 27’ to 30’ and & large one double this size. The ceiling was supported most likely
on wooden rafters for which square and round holes were pravided in the walls at proper height.
The roof consisted of & rush mat below and & layer of rammed clay sbove. Rain water paaaefd !
through pottery drains opening on tho streets. Doors to the houses ordinarily measure 3’4" in
width with about double the height which were closed witl shutters ; but larger doors upto
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710" width also exist. The columns were built of bricks and were cither square or rec
tangular in seotion ; only in one case il was tapering.  But no round column was found. In
one doorway a corbelled axch has been used to close the space, otherwise wooden lintels seer
to have been used like those used in villages wntil recently.

The rooms hiad umpaved floors of beaten earth except in the bath-rooms and latrines
which were made impervious by the use of very Analy joined masonry made of rubhed hricks,
In some of the rooms (here wore big pottery storage-jara (Kumbfi) the like of which in Rind
are used oven today (eslled Gods). The houses had kitehens with chialhds mado of hricks,
But much moro frequently round ovens with an aperture below either made of hrick or cluy
were used lile the tanddr of the present duy nsed all over Sind and Punjab and similar to those
in Mesopotamia in ancient days. The bathrooms were generally placed on the steect-side on the
ground foor bul in rich men's lhouses on the upper floor with arrangement for spill-waler to
flow in a channel buill through the width of the wall and connectod with the drain outside.

Drarvags :

The matchless drainage sysbem, not found anywhere in the ancient world, is a credit
to the genius of the Indus Valley people and & proof of their developed sense of domeatic and
municipal sanitetion. Each street and lanc 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 o half foot wide covered generally with loose stones and the
smaller half in size covered with bricks. They were connected with tributary drame from cach
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 & fastidious cbservance of sanitary laws, This accords quite well with the superior hygienio
sense of the people as indicated by their bathrooms, pottery-pipes, sumps, closed drains, brick-
lined wells and above all the Grest Bath. Indeed the cleanliness of the body scems to have
been developed as a religions cult with these people, If the rich finds of jewellery, heads of
semi-precious stones and decorative pieces of ivory and shell be added to this pioture, it would
be permissible to infer about their belief that the body is the SELT (Atmd) which should be
worshipped and besutified in this life and preserved in burials after death. That this was an
Asura belief and oustom is stated in the Chhandogya Upanishad,l

Wezis :

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 3', built with wedge-shaped
bricks and having a small coping and paved steening.

! st gt | S oK frsnm awaemT iy degEfa
—Ohlidndagya Upanishad 8.8.5,
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An idea of the architectural attainments of the Indus Valley poople, maybe obtained
from the contingent of important buildings found within the citadel or the so-called Stlipa
mound at Mohenjodaro, e.g. the Great Bath, an Assembly Hall, the so-called “College Building”
with numerous paved rooms, a courtyard and o grand staircase, all pointing to its character
us & voyal palace, and last of all u Granary recently explored by Wheelor cortesponding ta the
elaborate Granary of Harappa, the letter having round brick platforma for orushing of grain
and also workmen’s quarters, The Assembly Hall, raised an twenty pillars arranged in four
rows of five eucly, is a spacivus building, 85 square, and must Liave been used for an important
public purpese. Mackay takes it to be o market hall, and Marshall o place lur religious congre-
gation ; but perhaps it was of u mulli-purpose charocter, being wsed both as a Sabkd and a
city-guild office, corresponding to the Sawthdgare of Inter times,

The most impressive monnment, lefl behind by the Indus Valley people is the Great
Bath (Maha-Eunda) (39' long, 23" wide, 8 decp) reached by flights of steps on two sides and
forming the core of & big hydropathic establishment (180’ 108') surrounded by several rows
of double-storied rooms for changing clothes ete. and also some bath-rooms, It was supplied
with frosh water from the adjoining woll. Great care was taken to make it impervious in the
floor paved with bricks on edge, and Iy three parallel vertical brick-walls, the first plastered on
the inside and plugged on the outside by 17 thick coat of bitumen after which ran the second
and the third wall separated by mudfilling, all made compact as several parts of one whole
enclosing dovice. It must have been frequently refilled as indicated by the emptying outlet
in one corner connected with a big corbelled drain. An institution of this elaborate nature
must have had gpecial significance for the builders most probably used for religious ablutions.

The pality of Mahenjodare giving shelter inside a citadel to an aristoeratio population
with an authoritarian ruler is in full accord with the granary of massive construction (1507 x 76°)
divided into 27 blogks of solid masonry with atteched loading and unloading platforms. The
blocks supported a timber supersiructure for storage proper and wero regularly arranged so
as to ensure perfect ventilation. Tt appears that both at Mohenjodaro and Harapps were
granaries of similar dimensions, but the one at Harapps comprising six units had been excava-
ted earlier. The agrioultural wealth of u toiling peasantry fowed forth into royal coffers for
the maintenance of a well previded urban population.

The several monuments peculiar to the citadel throw light on the political and social
organisation, the granary corresponding to the Koshthdgara, the Assembly Hall to the Sabla
or Sanitligira, the “College” o the Prasada or Raysl Palece, the Great Bath to the Royal
Pnshkarini zealously guarded. Each one of these ingtitutions and their en}phu:'ama?lt- mthm
fortified walls agrees quite well with what we know of similar institutions in historical times
associated with a centralised kingly awthority with the capital town and palace scross the
road. What remains to complete this picture is a religious esteblishment which it is expected

lies balow the Buddhist stiips.
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The copious art material offers firm proof of the refined taste of theso people. They
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 ornaments and making various objects of copper such 85 tools, weapons and
domuostic utensils. The three major items of civilized life, viz. agriculbure, weaving and writing

were also fully developed. "

SouLPTURE :

Soulpture, though pieces arc limifed in number (11 from Mohenjodaro), is enougl
to show that the plastic medimn of sione was handled with adequate skill by the Harappan
artists. 'The steatite head and bust (77 ht.) of & person, with o fillet fastened to the hair,
wearing & trefoil patterned shawl and having pruned beard and a shaven wpper lip as in
Sumer figures and peouliar slanting eyes similar to $hose of deities at Kish and Ur, points to the
probable identification that this was also some divine image (Fig, 2I). Scholars have gene-
rally taken it as a priest or ¥ogi, 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 sculpiure of India, On thoe othoer hand, the
sturdy neok, inlaid eyes and the shaven upper lip have similarity with figures in Mesopotamia.

Tn contrast to the formal and stiff style of the sbove, two pieces from Harappa
found in by Vats and Sahni are of such outstanding msthetic value and anatomical perfection
that they have caused ss much gladdening of heart amongst true art-lovers as flutter amongst
stolid archeologists, 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 (375") of red
ooloured fine lime-stone (Feg. 20), and the other, a female dancer (3:9") of dark lime-stone
having soft effiminate charm show a rare sensitiveness and skilful modelling unparallel in the
stone art of the ancient world (Figs, Ida &0). Thesealod levelsin which thoy were exposed with
other associate finds of protohistoric age cancels all doubt about their heing oxotic, 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 a
single figurine or object of the same material has been found in historical art, The ;ﬁﬂrmw of
techniqne is even more foveeful as being in favour of the two statues being indigenous to tho
Indus Valley, e.g., the holes in the shonlders and neck for attuching moveable arms and head
and the use of a tubular drill to make them, not known elsewhere, Their style also is dis-
tinotive and incomparable with any other thing that we know either in the East or in the
West, This solid evidence ahout their origin aceords well with the fact that the exvellence of

e s
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carving obsarved in these two fignrines was well within the corpetence of the master engravers
who have created wonderful figures of bulls on the steatite seals.

The male torso, with its developed museles and stout limbs depicted in & 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 & delicate pore presents some diffioulty of iden-
tification s to ite sex. It is taken as & male Agure. But, as Marshall noticed its ‘soft and
efferninate’ built, no one can fail to be impressed with the rythmic animation in the various
limba and posa as peculiar to a female body( Fig. J4 b).  This is writ large in the broad hips
(qepsitfin) ), contracted waist (=it wwmgr) and somewhat narrower region between the
ghoulders (mﬁw* these epitliets ave applied to the heauly of & woman, A7.1,2.6.16,

» 3.5.1.11). The breasts with nipples attached in the holes are certainly not so prominent as
in the clay figurines but compare fuvourably with those of the girl in hronze,

Copper was the chiel metal with the Indus Valley people and by mixing tin they
prepared an alloy of brenze for making some important articles. The process of easting
bronze by the cire perdue process, viz., making a model of wax and using it as the core inside
& 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 realistio sytle. The bronze dancing girl (ht. 4.5%) is o matter of fact example
in which the rather longish legs and arms and the slightly tilted hoad bespeal the rhythm of her
movements (Fig. I7). The right arm, flexed at the elbow, is placed on the hip (wfe-ger)
and the left, profusely loaded with bangles (mraa:; RV.L166.9, VIL. 5613 and wrfage
V. 58.2) is suspended and touches the left thigh (wamger). BShe appears to be the model
of Nritd, s femalo dancer with whom Usha is compared in the Rigveda, wearing an embroi-
dered garmont and opening hor breasts (Adhi peshdnsi vapate Nritdr-ivd-porpute vakshal,
RV. 1924 ; Nritd=Npityansi Yoshit, Siyana). Another similar figure but of poorer quality
waa also found. Amongst the eleven animal figures in bronze those of a buffelo and & ram
are notaworthy, the former with the musoular modelling of the body and massive uplifted
head shows the reserve streangth 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 terracotts figurines from the Indus Valley both human
(Figs. 18, 19) and animal are of a unigue atyle different from that of the Mesopotamian
figures. They are generally made of solid olay 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 a light red colowr amd were afterwards painted red. Some
of the animal figurine show ventholes for escape of air or ashes of the bumt core.
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Btylistically 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 heve been
used as apropistio figures, The epithet Vishapin is found in the Rigveda (VIL18.7) as the
name of one of the five tribes who massed to battle against the forces of the Aryan king Tyitsu.
The other names of this confedaracy, viz., Bhalanaa (people of the Bolan), Sivas (same as tho
Sibig), Pakthas (Pathans) poini to the faot that the Vishininas also belonged to the eame
region. The discovery of over 1000 steatite seals with unicorn motif peints to the importanee
of the horn symbol in the religious belief of the Indns people.

A lurge number of animal figurines in clay were found used as toys for eluldren wud
showing in order of popularity such animals as the short-horned bull, humped or Bralmul
bull, ram or goat, rhinoceros and dog. The wide choiee of toy animals, rodents, birds, reptiles
eto. also includes monkey, pig, hare, elephant, tiger, buffalo, mongoose, anake, armadillo, turtle,
dove, domestic fowl, peacock, squirrel, goose, pigeon, sparrow, parrot, owl, grasshopper ete.
This variety is sumilar to the pottery figurmes of animals of the historioal period. 1t was found
that a good number of animal figurines were hollow inside being made on & core of some com-
bustible material.

A remarkable technigue was developed in the making of faicnce paste used for fine
moulded objects as toy figurines, ornaments like bracelets, studs, beads, amulets, butions,
finger-rings, and miniature pottery (Fig. 23), balla and marbles, gamesmen, inlay pieces, reals
(Figs. 13, 15, 22), plaques, spindle whorls, weighta ete. of extremely fine quality. Faience
waa prepared from powdered quartz, or sometimes slestite also, with a binding material and
after being monlded to the desired form was coated with a glage. The vso of faience was
lmown in Egypt prior to the Indus Valley and possibly the technique was borrowed
from there.

Bome of the objects of faience (wiweft firgdt) showing a high degree of artistic
akill include & knibbling squirrel, a cronching ram and a figurine of coalescing monkays.
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5. SYMBOLIC IMAGES AND PAINTINGS

Indian ritual is for the most parl symholical. The idea hehind symbolism is that
the external form is uselul for ite inner moaning. The form Is only apparent, tle meaning
conveyod by it is resl. For exampls, in every 1ilji, a jar full of water (Pirna Ghata or Mangala
Kalafa) is nanctified for worship in the very beginning. The ides is not the adoration of the
carthon pot, buf the pot full of holy water is the symbol of the human body on the one hand
aud of the oosmos on the other, Both pinda and Brakmands, namely the individual and the
universal ave identified and the main object of worship is to understand the close correspondance
betwaen the two, The water contained in the pot is the symbal of the life-sap. This i only
one instance. It can be saidl with clear understonding that the mass of religions ritnal in
Hinduism is a vast body of symbolism.

The samp is trus with reference to Indian art, specially images in seulpture and pain-
bing. Here we have to deal mostly with fmages 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 tlis meaning one should
make himsell familiar with the langunge of symbolism, In Indian art this language is quite
artionlato and sloquent, in » sories of fovmulas known as dhyana-mantras of the respective
deities,

The basie point of view is that the cosmmos or erestion is an emanstion from the
Supreme Being, who is called Prajapati or the Creator. The several powers of the Creator are
the devatds. What is created i8 infinite nature comprising the five elements of gross matter,
Thus there are hasically two entities, namely the Devas and the Bhitas, or what in modern
terms may be equated as Energy and Matter. All external forms are material. They haveno
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. Hach form is a symbol of
the formless. Cosmos is an aggregation of forms. But its source is the Bupreme Unmanifest
Creator, He is both formless (Ariipa), and Omniform (Vidvardpa).

Creation is the resull of tho One becoming the Many. This multiplicity is basically
expressed as o Triad, which has many forins. In philosophy it is lmown a8 the bhrfu gnpas,
Sattva, Rajas, Tamas ; in religions worship it takes the form of three gnd?, Brahmi, Vishnn
and Siva. The basis of Trinity is motaphysionl. Its antiquity is rooted in the Vedas and
elaborated in the Parinas. In iconograply Brahmi is shown as seated on & harsa with a
kamapgals in bhis hand. He hes o lotus wnder him floating in s lake. Thu lotus is the
aymol of ercation and of life. The harsa is the symbol of mind or the Ego which is at the root
of individaal manifestation. The water in the kamaggalu represents unformed matter, The

8
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four faces of this deity ave the symobls of the lour arms of Lhe Svestike, which is the basic
design of the universe. Brahmd is the God of all knowledge, symbolised as the four Vedas.

Vishgu ia the second deity of the trind.  Ho iy the preserver.  His vebicle is Garuda,
which symbolises the sun or time, Vishnu's Clakra is also the rovolving wheel of time. It
is also the Brahméngda-Chakra, that i tho Cosmos imagined as a oirele, which is infinite bt
bounded. Vishnu is known for his three ateps which signily mokion. Tho Serpent on which
Vishpn slecps is named Ananta or Uhe Infinite whicl is the symbol of the Absolute. Vislimu
stands for the imminent lorm and the cosmic serpent Sesha stands for the transcendant shsolute
or the unmanifest sub-stratum, The four arms of Vishpu are symbels of the Svastika, i.6. the
fourfold pattern of Creation.

The images of Siva are two fold, namely in human form and in Lifga form,
The Lifga form is literally the symbolical form, namely the life principle which has
not become manifest in body. It ia the unmanifest or the dwyakts principle not yel
materialised. It is the symbol of fire or the creative principle or {he primeval seed whicl is
the source of world progenition. The opposite principle of Siva is Pérvati; whereas Siva is
fiery energy, Parvatiis Soma. They both typify the father principle and the mother principle
respectively. They ars the cosmic parents. The male and the female conjointly becomo the
Ardhaniirigvara, Both are essmtial for creation of new life, which is symbolised ax Lheir kon,
Kumira or Skanda. Siva is also shown with five heads which are the aymbols of the five
groes elements of mattor, The moon on his head is the symbol of mind and of immortality.
The snakes typify the opposite priuciple of death or poison or darkness or aswra. The bull of
fiva is the symbol of Kima or passion whom the great God brought under his control by the
power of tapas and samadhi. The images of these deilies are manifold but all of them illus-
trate the language of symbolism as adopted for the sake of religious worship.

Vo= T
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6. PORNA-KUMBHA OR THE FULL VASE

The Pdrpa-Kumbha or the Full Vase is one of tho most beautiful decorative symbols
of early Indian art. It is the emblem pur ezcellence of fullness, and prosperity, of life endowed
with all ite gilts, moral, matevial and spiritual.  The full blooming, overflowing contents of life
are comparable o the plants and folisge luxuristing from the mouth of o jar filled with the
life-giving finid, The potent contents of life wmust scek their incvitable expression. JTust
as [rom & well-planted seod springs into manifesl 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 foree enshrined in Nature, In one word it is the Pirnam or the Plenum that
i life; the rest is its negation. TFullnees that is within and that is without, Fullness that is
in the cause and that is in the effest—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—

QAR qoifaeEe | qui qoimEs 1)

That is full. This is full From the full procecds the full’.

That (adab) and This (idam) are like {wo cternal poles of the law of Life—ita cathode
and anode which govern this mysterioua chiemixiry, Plenum or fullness is the great searet of its
eternal pulsation. Fullness is felt by the presence of the quickening fores that bursts forth
into beauty ; its absence or dimirmtion on the other hand marks the negation of beauty, art
and life, )

The Rigveda, thoe oldest document of the Aryan life concepts, bears testimony to the

conception of the Pirpa-Kalada. We read there—'Overflowing is the Vase of the Yajamina.
GHory to him. As a bounteous pourer have I filled up the cup for you all to drink?.

Pirpa-Kalada (Figs. 25-30) is made here the emblem of overflowing divine bounty
held at the disposal of the Yajamana 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 reforences to Kalade in the Rigveda ocomring in connection
with the pressing of Soma and ils storage in the Jar which is called Somadhina, Soma-receptacle
(V1, 69, 6; IX. 97, 33).

The Kalaés is made of gold, flled with milk (IV, 32, 9), and overflowing (apypyina,
afieqrer) with the shining liquid (IV, 27, 8). A definite suggestion is made that the
Soma while entering the Jar induces all kinds of besuty to reside in it—fawm fFam?

1 qrqoit arer wom ey | fawia wrg fafed fasd R, 111, 32, 16,
? Rig.IX, 62, 19.
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Fig. 29, Sanchi Fig. 80. Amaravati
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Soma and Beauty (Sr) constitute & pair, Soma stands in relation to St as the
malo principle to the female. Where there is Soma, the Life-elixir, beanty essentially lives
with it, Besides beauty, the Fall Vase iz also invoked as the witness of manifold auspicious
gnjoyments and blessingsl,

Menen it is that the Pdrpa-Kaleda is wlso called the Bhadra Ghata, the Anspicious
Vase. In the Atharvaveds another variation of the name is found, mnid thet i Pirge-Kumbha
(ITI, 12, B). Thoe imagery of the Pdrna-Kembla enlivening and vegetating in manifold forms
finds appropriate expresajon—

"The Piirga-Kumbha i the firm aibetratom of Time. We behold & maonifesting
in varioun forms'®, This is o very significant passage. The endless stream of time, unfailing
and inexhaustible winding out before us from eternity—what is the souree of its unfathomable
fullness ¢

The seer explaing Lhat an overflowing Pirpa-Kumbla existe in the womb of Time
and presides over the endless manifestations of the eternal and powerful time process. The
latter guality ix 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 month. The branches and leaves on the top of the Full

Vasze convey beautifolly the diversified urge of the crestive process. They represent its
infinite Fullnoss,

According to the divine law ns explained in the Satapatha, the All and the Full are
verily oned,  Again, what is all or the whole is also full® and converscly, that which is full is
necorsarily universal or cosmieS,

The Pirpa-Kumbha is thus a charming symbol of double entendre, signifying the
one becoming the many, and the created many attuned to the universsl whole. The mani-
festation of the life-force from the womb is the most subtle and mystertous thing that we know
of in the whole panorams 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
proess is ceaseless like the ever-unfolding process of time. What can be the secret of its
inexhavstible power ¥ The poet conceives that there iy 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

1 garfr war wow feoy | —Rig, X, 32, 9

® qif; griifear afgaRl § ced agur e | —ddlarve, X1X, 63, 3
S & qig —Sat, 1V, 2,2,% V 2,3, 1

b & & og aq oy —Sat, IV, 2,3, 2,

b wdwey aq oy, —dat., IX, 2, 3, 43,
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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 flnid contents
signify life ifself. The infant that grows out of the womb and attaing to full human majeaty
in due course epitomizes the virtues of the symbolical Full Vase. He is Pirpa, full and over-
flowing with prosperity and Llessings (Bhati and Akis) and bevides—

‘Enjoyments, pleasures and delights gladness and rapturous ccstasics.

Laughter and mexriment, dance and play have made body their home2'

Suel ia the spirit of joy and fulness in the Tull Vase.

The specific association of the Parpa-Kumbla with dwellings and homea which it
was used to adorn i explicitly stated in the description of the completion ceremony of & new
honse in the Atharvaveda®:—

‘0 [air damsel, bring hither to s the Parpa-Kumbha, filled with streams of clarified
butter, blent with nectar. Bedew these drinkers with a draught of Amrita. May the
reward of our pinus works (ishid-pirta) goard this dwelling'.®

Here we ave brought nearer to thar charming conception which is familiar from the
Buddhist literature, viz, Puppaghafa pafimandita ghara, (qoraz-afeifea w<), a house
embellished with a Full Vase (Dhammapada Aghakathd, I, 147).

The representations of this delightful symbol oconrs in art and sculpture and continue
from the Suigs to the modieval period. They are seen in a ploasing varisty of forms
(Figs, 25-30).

1 gt gfesdfaar afa-
dfered gt mifsmn | —Yajus, XIX. 87,
* sy AT gRAISEEEe 7 |
gt Afceer qenls g wfemd 0 —Atharva, X1, 8. 24,
2 quf i T e S AT S |
T TR EATaReTeTgq e W | —dAtharva, IIT, 12, 8. T



7. KALPAVRIKSHA

THE WISH FULFILLING TREE

Indian art conveys its moaning in u distinet symbol language, The lotus, the full
vase (Pirpa-ghafa), the Svastika, the wheel{Chakra), the three jewels(Zviratna), and the Kalpa-
vriksha, part as it were of an alphabet, ave being uwod with perfect mastory as elements
of decoration ; they have not only invested art, Buddhist and Brahmanic, with endless beauty
Lut also show it as a vehicle of ideas.  These symbels 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 enrried wilhin Lim & subconseious
reaclion to these symbol forms which inbensified his appreciation of an art which was rich bothin
external as well as Inner meaning.

The Lotus has been extolled as the prime symbol of creation, the seat and
substratom of universal ereative force which springs from the navel or centre of the primeval
Creator. Bimplified to a consise Bnitra of art, it is expressed as Brahma, the genius of creation,
seated on & Full-blown lotus with a long stalk springing from the navel of Vishan. That the
alaborate Pauriinic cosmogony could be treated with such mastery of form gives s vantage-
ground to the rtist. As the lotus floats shove water, so the created cosmos emerged to the
surface of the primeval deep or 'chaos’, which criginally was the confused mass ont of which
the order of the universe was evolved, The Greels word chaos is the same a8 Vedic TEha'.
‘Kham’ represented the great ehasm or vacuum out of which was born the ‘Kam', or the
Plenum. ‘Kha' is the navel from which the commic lotus takes ita birth, Again ‘Kha’
represents the centre of the Wheel of which the spokes and the peripheral [rame mark the
Universe.

The aymbols of the lotus and "‘:‘mrkcmprlmnrﬂy Vedic symbols. And so is
the full vase or the Pdrna-Ghafa in which, as the seer of the Atharva Veda sings, the gods flled
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 Pidrpa-Kwmbha. Bul what is essential and auspicious for life is the
brimming and overflowing aspect of the Pirpa-Kumbha symbolising the growth and creative
fortility in every phase of man's being on this earth. The Pirpa-Kumbla is verily the human
body or Man himself containing within him the fullest range of divine blessings and the choivest
gifts to which the sonl aspires. With such & perfect gymbol to express the idea of fulness and
prosperity the Indian artist folt envaptured, 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 Parpa-Ghata and its
variations as found in Tndian art would be interesting. The same is the case with other symbols
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which eurielied art as eloments of decoration and at Ule same time gave to it deeper philosophic
meaning, Not only trees and ereepers bub also animals and birds of various forms, e.g., Sivika,
Vrisha, Hasisa and Suparna, lion bull, goose and ‘bird’, constantly appear in Indian art con-
tri].'ll%ﬁﬂﬂ {0 its richness, gaioty and frashiess ad it would be from al iving contacl with nature,

The eymbol of the Kalpa-vriksha has bheen populir hoth us vegards its ropresentation
in senlpture and painting and description in ancient poetry and literature, Tt is variously
known a8 Kalpataru, Kalpadruma, Devatary, ele., aud from the point of view of art the
Kalpavalli end the Kalpalatd nre hut extensions of the same mobif treated with luxoripneo,
The central idea of the Kalpe-vrikeha is that it is the Wishing Tree which lulfils all desives.
Tt wan produced as one of the fourteen gems nt the time of the gigantic chiurning of the neean
by the Devas and the Asuras. The auspicious conch and the auspicious cow—Paflchajanya
and Kaomddhenu—were also produced along with the Wishing Tree and they {oo went to the
gods, They are kindred gymbols with the Kalpa-vrikeha 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 aud is applied variously to specch (Vak), Sarasvati,
the goddess of learning, Aditi, the mother of thegods, and Prithivi, the Great Mother personified
(Makiv-mata). The Wishing Tree also is called Kamadugha as it grants all desires and fulfils
all wishes, So long as p man is under its shade, whotever he conceives he realizes. Wealth,
women and all kinds of enjoyments irsue forth from it froetifying boughs.

The Mind is the Kalpa-vrikshe or the Wishing Tree which gives us every thing for
the mere thought of it.  [na very real sense the Mind is the most powerful creator, the perennial
gource of all our enjoyments, and the incxhaustible fontain from which pleasure (rasa) cons-
tantly oozes out, Thought (sedkalpa) 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, nad

employed the Kalpa-vrikshe as one of the Hymhnlu which adorned art both in respect of beauty
of form and depth of meaning.

L

At Bharhut bounteous eurves of lobus creepers run m continuous bands, each bough
or bud of which carries beautiful ornaments, earrings, ‘kundalas’ for the ears of the Prakara-
vapra design,! necklaces set with pearls and beads, armlets and anklets and spival rings of
various designs, delicate scarfs with flower-patterns woven in their texture, and ‘siris' with
‘patly’ ends of ‘gomitrikd’ designs?. The Kalpalata decoration producing such omaments is
& congpionous feature of early Indien art and it is very aften repeated leaving a pleasant effeot
on the mind.

1 For the meaning of the Prakiira-vapra design earrings, see ABORIL, XXXIII, p.p, 19-22.

* Panini in the Gayasiitra 'gomitra dohohhddane ; on Bitra V. 4. 8., refers to a cloth called ‘gomiasrika’

which seems to be the ‘siri’ worn by men and women in the raliefs at Bharhut and Sanchi; it seema
to have derived ita name from the particular ‘gomditra * form of its fiont pendant portion.
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The motif developed and pontinued later in the art of the Gupta period and even
afterwards. The deep-cut foliage decorations and creepers with intertwining tendrils are a
familiar featurs of Gupta art, and in some of them objects of enjoyment are carved as the
producte of the Wishing Tree. On & beantiful pillar from Gadliwa a ovesper with youthful
maidens springing from its branches has entwining lonves and offshoots (K@malatd). The
pillar i illustrated hy Cunningham (ASR. Vol. X, PL VI and on p. )L

Recently, Sivaramamurli drew sttention to the Kalpa-vrikshs- Kalpa-
valli motif explaining it in the light of a few literary roferenses from Kalidisa®.
The conception of an idyllic land or clime in which all kinds of human anjoyments
are available o man ws in & garden of paradise, is of old standing in Indian
licerature. We read in the story of the Mahivagijs Jitaks (No. 493) that a
geaup of merchants who had set out in search of a treasure come to a mighty
banyan tree with cool snd pleasant ahade. From its eastward branch pure
and clear water trickled for them ; they washed and drank their fill. Ome of the
branches on the south gave them all things to eat;

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

Thick prorridge ginger lentle soup and many other things',
From the western hranch—

‘Outeame & bevy of fair girls all pranked in brave axray,

And O the robes of many hues, jewels, and rings in plenty !
Bach merchant liad a prebby maid, each of the five and twenty’.
From the northern branch lilkewise—

eeeensnoutoame & stream ol 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 cxtolled in literature. The following
Piili gathi sums up the virtues of this auspicious tree—

aifen gforr e smamss Ffem |
i wfsgan ava gewmw @ 997 W (Fausboell. Jat. IV. 852)

The idea that the tree deity gave the merchants water to drink, food
bo eat, beds to lin on, maidens to attend them and all treasurcs, has an irresis-
tible appeal of which both the poets and the artists took full advantage to
embellish their works. In the epie literature and in the Purinas the conoepbion

| Tta present whereabouta are pnlmown, but I am indebted to Mr. A. G Shirreff, 1.C.8., foran old
outline drawing of it which is reproduced here with his kind permission.
' Journal of Oriental Research, Vol. XTIV, Pt IIT, pp. 180-182.
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of the Wishing Tree producing all desires is extended to the idyllic land of Uttarakurn
where Blyrisn conditions prevnil, leuading to un excecdingly delightful life of the inmates.

In the Ramiyana, Sugriva dircots the monkey chiefs to go in quest of Bl in the
northorn dircetion. There, ab the end of the carth they would find the land of the Uttarakurus,
“Flowors of gold as resplendent as fire are seen thero in eternal bloom imbued with divine
fragrance. The besutiful trees produce garments of various kinds and costly gems which
are pleasant for men and wormen to use in all seasons ; beds with beautiful covarlets and pleasing
gavlands ; costly drinles and food nf many descriptions ; aud to orown this all, maidens endowed
with beauty, virtue and yonth” 2

In the Mahibhirata, the Blysian land of Utlarakuru with all kinds of plenty in
fruits and flowers aud with tvees producing all objects of desiro (sarvakimaphald Vyikshah)
ia comeeived in the northern direction adjacent to Meru. There, as fruits from trees, are pro-
duced : garments, ornaments and youthful pairs of men and wome (mithundni) who draw
sustenance from the neotar-like millk of the milky trees and nve perfoctly matohed to each
other in beauty, dress and appearance. The human beings in that region are happy and conton-
ted Iike gods boing free from all sorrows and ailments, and they do not suffer the pangs of
separation.?

It appears that this description of Uttarakurn was an inherent part of tho Bhnva-
nakoga a8 we find. it repeated in a similar context in the Vayupurdna (Chap. 40 verses
11-60), The description in the Purina, besides recording what the Epic contains is much more
elaborate, and we find there reforence to streams of ‘madhu’ and ‘maireya’, of bniter and
curds, o mountains of delicious food, to groves farnished with beds, seats, cosmotics,
garlands, ete. and to a great meny other ibems of pleasure. In that region there ia Aweot
musio of evory deseription rising from lute, flute and tabors, and hundreds andt housands of
Kalpa-Vrikshas produce fine and besutiful garments agreeable to wear,

| STy g | T T A eAaTEen 193
 Femrawgermd: safy s @ T 0 amrait aweif s s 00
g quefy ada = | ST aweETT ge g T vy
TALgEAAT GoEwqed Araan | AEreni i Geeaed aurean 1Y8)
i gga Femrenfs 9 1 smarar sy sevweet gam v
qrnfa = Agrgitn wemtn fafamfy 71 feroes quererar soamafan nvan

—Kishkindhi kinda, oh. 43, verses 43-48.
* g gt e oo faafmta i
o qa wweT fragermetean | genfer 5 gt wEf werf = 03
FAFIEATE T STagaeT T | vt sfifoat A gareT AfaT )
% erfr wmy W agd SEORs | g T agee SEsEnrentt )
fagaif 5 s femeamearcamar: | 3 & afifort ot Framagaatiom nen
Fest oTres 7% & e AT | GETETIAE SAY a9 5 11%11—Bhishmaparan, 7, 2-11
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A ropresontation of the Uttaralkurn 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 (Morshall,
*Monuments of Sanchi’, Vol. T, p. 144 ; Vol, II, P1, XIXa). Tn several undulating bands of a
lotus oreoper {ono of which is roproduced here Figure 32) ave youthful couples engaged in
music and pleasure surrounded by birds awd animals and ssated undor the shades of houghs
ovorladen with costly omamenta of many kinds,

This ropresantation i s0 close to the literary tradition
given in the Tpics thal it appears to muggest a conssious
treatment hy the artist ol a theme which literary trudition had
made popular. The ssulptors at Sanchi and Bharhus (p. 13.
Figs. 4: a, b, 0 & d,) hwve carved time and again the lobus
oreepers a8 producing  omaments  (muktdoeididryachitrans
bhaghanant). Kilidisa in the Kumdrasambhava, VIII. 68,
refers to nocklaces (Adrayast) honging from the top of
Kalpa-Vyiksha trees. In the Meghadita ha mentions the
Ealpa-Vyiksha us the one complete source of all objects of
edornment and toilet uwsed by the women in Alaki, for
example, beantiful fabrics, wine causing love glances in the
eyes, fowers and tender leaves, a varicty of ornaments and
lng dye for painting the fect are the Kalpa-Vriksha products
used for femalo beauty make-up (abald-mandana).t

Again the poet refers to the Halpa-Vpiksha ‘madhu’
F named ‘anahgadipaks’ (also called ‘ratiphals’ in Meghaddta
Fig. 32. Youthful couples II, 3) which was served in cups of soarlet coloured gems
engaged in Musio, (Sanchi)  (Tlohitdrka-mani-bhdjane. Kumira 8. 76). The conception of

fine garments produced from the Kalpetary is found not only
in Kilisa (‘Kalpataru-lombi aiduake Kumir, 8.71), bub plso in Banabhatta who refers
several times to the ‘Kalpadruma dukila’ or the 'Kalpaldd dukdla’ which was diaphanons
and transparent like the slough of & snake and so light as to be tossed sbont even by

the air of human breath (&% Freavaerd FieqfadT Fereargge, Kadambari toxt, ed.

Vaidya, p. 201, 206).2

" ATt AT, T T e fe |

WIEATUT TOTFRSATART  qEAHE: G GHeAISHEd Ferder: || N

? From the ahove literary tradition we find that tho Kalpa-Friksha wna considered as the source of
the following objecte of decoration and enjoyment :
Omaments: ‘harayashii', ‘Abharana’, bhidahana-vikalpa,
Garments ; ‘knlpatornlambi axéuka’ (Kumdr, 8, 71}, ‘chitraviisss' (Megh. 1L 11); ‘matgalya

49550



b2 STUDIES IN INDIAN ART

With respect to the auspicions symbol the basic point of view was that each
one of them reprosents 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 igolated phenc-
menon which depends on chance bui it is the fruit of Universal system in which the
minutest part is relsted to the whole and depends essontislly for its full manifestation
on the glory of the law that exists overywhers and st all times, Similarly & conch
depicted a8 n symbol points to the whole background of Neture's laws which arg opera-
tive in the occan and the birth of aquatic life in it and the evolution of the crustacon
in ite walors, The samo i true of n Kalpa-Vyiksha or a Mithuns motil, which although
singly representod, stond as dominant symbols of the whole idea of Uttaraknru, Each
one of them is liks a sampling of the auspicions substratum of the divine laws in the
universe. Hven one symbol depicted in painting or on the wall or in relief in soulpture,
terracobta or stnoco was considered apotropaic and auspicions like the presence or the
divine. It ia from this point of view that the many representations of the auspicious
objects (Mangala-dravya) in stone seulpture or in toy figurines were loved and adorned,
and were adopted as decorative motifs,

kshanma’ (Rak. IV), Kisiks' cloth and blankets of Ud diyina or Gandhira country, known as
Pindukembals in the Jatakns and in Pénini.

Cosmetips for the body and feet: ‘laksharfiga’, ‘vichohhitti’, eto.

‘Wine and drinke : “madba’ (Megha, I1, 11) ; “anatigadipalea’ ; (Kumdra, VIIL. 76) and ‘ratiphala’
{(Megha. II. 8} ; “mahichini plnfgl' (Kishkindhi, 43, 48) ; ‘maizoys’ (Vaya, oh. 45),

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

Garlands: ‘manabkiints milya’, (Kish. 43, 47).

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

Maidens and Couples: ‘gugpssampsnndi ripayauvanalakshits striyal’ (Kish. 43, 48); ‘niriyo
samlapkatd’ (Jit. IV. 362); ‘mithunini’ and ‘spsarasopamill striyal’ (Bhishma, 7.8)

Water in regaling streams (Msbhavanija Jat. IV, 351),
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8. CUORNUCOPIA IN LITERATURE

In my Review of Dr. A. 8. Altekar's Catalogue of the Bayang Hoard (J.N.8.1,, XVII,
Pt, I) T lnd pointed out that cornucopia was & well known motif in Tndian literature. Hare
is that evidence.

1. Mahibhirata, Karnaparva, Poona edn, . 37—
araguifaaTies @ragrwed: | wltmwTRdTT g

Duryoedhans anomted Karpa to the office of his Sendpats (commander-in-chief of the
army) by pouring water on hiv hend filled in the vishdna of elephants, rhinoceroses and bulls,
and by scattering pearls and jewels, us also using frageant lucky herba, Here the word vishina
means both a horn, as of a bull and & rhinoceres, and a tusk as of en elephant.  Pouring holy
water on the head of the person anointed was an encient custom: employed also mn the
Rijesliyn ceremony,

Tn the ahove 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 dvaipe, which 1 Liave adopted here, meaning ‘of an elephant’.

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

ifird wamer aofra] o) gtrgmnin 5 geosd @t T i
—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-gkin, and holding the horn of a deer in your hand (kuranga-
dringa-pani). Here Rima is expeoted to hold the kurehga-drifiga or cornucopis s a lucky
attribute in one of his hands.

3. At the time of Bugriva's coronation, if is stated that he was anointed with water
poured from a bull’s horn :

" g W ey SRR AT | AT FEgERy e faws o 11
e wemeaa w15 | Ao fafir weffafeie 0
—Kishkindhd Kinda Oh. 26, Verses 33-34.

“The monkey-chiafs collected water from all the seven oceans, having filled golden
pitehers with it ; and then with ceremonies presaribed by the texts and sa directed by the
safges, thoy bathed him with the auspicious bull-horns and golden jurs'.

Here the word ia pishabha-8pifiga, the horn of a bull, expressly stated as a lucky object
(4ubha),
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4. In the Atharva Veda there is mention of epirits holding horns in their hands
preceding on her way the newly wedded bride :

7 g aeat 3 af=r gey i frsm: |

This must have heen some old custom, probably because even at that anciont
period the harn was believed Lo be a lucky object, Perhaps they filled it with holy water [or
sprinkling on the way to ward off evil spirits,

1 am indebled to Dy, Moti Clhandra for the information that in Central Axin they still
hang ibex goat homs in the mosgnes; ws remnants of an okl custom of uxing such horns in the
semples of Siva by the primitive triles there, Prolably the people were the Mabivrishas
(Atharva, V. 22. 5) who arc stated to be naighlours of the Balhikas and the Mijavaias,

Pandit Shri Ambika Prasad Upadhyay of the Banaras Hindn University informs
me that it is still the custom in Biva worship to anoint the deity with water poured from horna
made of silver, He also mentions that in the Sraddha coremony 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 shionld be poured as part of the religious rituals, Moreover the Sringa
was considersd a8 a lucky symbol also, for it must have been hold as such by Rama in the

reference cited above (Ayodhyd 16.23).

Greek cornu is the same as Sanskrit éringa. The Subka Spings of Indian literature
is the same a8 “Cornu Copige or Cornucopia which was the horn of abundance used as the
symbol of plenty. In Greek mythology there are two different tales explaining its origin.
One which suckled Zous; another to the horn of the river-god Achelous, wrenched off by
Heracklos” (Dictionary of Gresk and Roman Antiguities, edited by T. 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 antiguity and religious significance
of eornucopis 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 Rila-
with ecornucopia gornucopis. devi holding cornucopia,
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THE MAURYAN PALACE AT PATALIPUTRA

Romaina of the anciont Indian palaces are fow and far betwaen. We have, howavar,
found the matarial remains of the Mauryan palaoe at Kumrahar, the sito of ancient Pagaliputra.
There Dr, Bpooner made excavations in 1912 and explored the remaina of that partioular
portion of the Mauryan palace which must have been its Asthana-Mandapa or the hall of publie
audience (also called Subkd). There is a reference of the Chandraguptn-Sabha and Pushya-
mitra-Subhd in Patafijali's Mahabhaehya, Now the word S8abhi sccording to the sdira of
Papini denoted both an assembly and assembly-hall (also called Sald). Megasthenes has left
bohind o factual discription of the assembly-hall of the king Chandra Gupta Manrya.

What we have actually found in the excavations is & magnificent big hall originally
supporied on 80 pillara distributed in B rows of 10 pillars cach, with two extra pillars &t one
ond 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 info 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 s plain shaft). On the bottom are engraved
several symbols including crescont and Chaityas and the triangle-headed standacd (Indragashgi
or Dhwvaja). The Crescent or Chaitya or Mern, as it is called, was a {ypioal Manryan symbol
associated with the reign of Chandra Gupta. One of the most distingnishing features of the
pillars and their [ragments is the bright polish as found on the Afokan Pillars. Tt is, therefore,
casy to assign them to Manryan period when this characteristic polish on stone was & regular
feature of stone art. It appears that the super-structure was entirely of timber as r‘awrﬂad
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 Sabha of king Yudhishthira as described in the
Sabhi Parvan of the Mahabharata. Tt was built by the architect Maya Asura.  That Sabha
is desoribed as Divyd Manimayi and Prabhays Sampaennd (polished). The Sabhd was re-
otangular (dyatikara) and spacious (Vipuld). The Mahibharata actually mentions that
the Sabhi was hesutified by orespers of silver and birds of gold. Its total perimeter i men-
tioned as 8750 yds. The basement of the palsce was supported on the head of Atlantes dwarfs

(Kinkra) with pricked ears (Shanku Karna).
During the Mauryan period two art traditions can be clearly distinguished, namely,
(1) The court art examplified in the monuments of Afoka for which the emperor
was directly responsible.
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(2) The tradition of folk art may be recognised in a group of free-standing statues
which have been fornd at many places in north Indis, in Bihar and in Orissa.
They aro mostly figures of Yakshas and Yokslds and they earry with them a
distinet plastie tradition which it is not pussible to connech with the finished
products of the conrt avt. The material as observed about the images has
bean found over a very extensive area, thousanda of miles in length and breadth,
which establishes in an undispubed mawner the existence of a far flung style.

The following imagea are notaworthy :—

(1) Yalesha statuo from Parlchum village in Mathura distriot (insoribod).

(2) Yalksha from Baroda village in Mathure district.

(3) Yoksht from Jhing Ka Nagsra in Mathura distriot.

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

(6) Yaluhi from Besnagar near Bhopal; now presrved in Indian museum.

(6) A Yaksha status from Pawidyd ancient Padmivati, now preserved in the Gwa-
lior Mugeum (inscribed),

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

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

(9) A Yalsli statue at Besnagar locally known as the Z'elin.

(10) Trimukha Vaksha status—trifaced imago (Fig. 41) found at the «ite of Rajghat
(ancient: Banaras), now preserved in the Bbarat Kala Bhavan, B.HU,

(11} A Yalshsa image found somewhere in western [ndia and now preserved in
National museum,

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

(18} Several big statutes of Yalwhas found recently in excavations at Shishupal-
garh in Orisen. '

ToENTIFIOATION

The question of the identification of the remarkable group of statutes is of pam;.-
mount interest for understanding the history of early Indian art hoth 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 thesa
images.

Prof. Jayswal was the firat to suggest on the basis of his reading and interpretation
of the inseription on the Parkcham image, that it represented the statno of King Ajatadatru
of the Saidumign dynssty. He read the name Kunika which according to the Jaina tradition
was & second name of Ajatadatru. Subsequently when two more Yaksha statues were fonnd at
Pataliputra Dr. Jayswal again identified them as the portrait stattes of two Nanda emperors,
Nanda and his son Mahf&nandl, Raem Prasad Chanda, however, controverted this view with
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cogent arguments developed in his monograph entitled “Four Yasksha Statues”. There
he has conclusively shown that these statues can not be taken as those of Magadhs emperors
but represent figures of Yakshas and Yakshis who woere worshipped as part of the folk cults
prevalent in ancient Indin. Dr. Coomarasawamy was ot first inolined to agree with Jayswal
but later on convineod that these statues ropresent Yakshas and Yakshis, He wrote about
the Parkhamn Yaksha (Fig. 87), “In view of the recent oriticism it is impossiblo to sdhere to
Jayswal's view and it in nocessary 1o revert to the opinion that the stetue repressnts Yaksha
anid must date from thoe Fhird century B.C.”

The question shonld be decided on the bagis of the firm fact. In the first instance,
tho short inscription on the female statue found at Jhing Ka Nagari calls it a Yakhi (in
Pralrit, Bans, Yalshi), Tho statue from Pawdyi (Padmaivati) (Figs. 36, 38) aleo is mentioned
as that of Manibhadra Yakuha which was installed by the members of a Goshhi at
Pawiyd., The image fonnd at Noh in Bliaratpur district was traditionally known sa that of u
Jakhaiyd i.e., Yakaha,
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Fig. 36. Pawayd Yaksha Tig. 37. Parkham Tig. 88. PWWE?"E Yakeha
(Front View) ~ Yaksha (Mathura) {Back View)
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As regards the Parkham image which Dr. Jayswal identified with thet of Kupika,
the fact is that the inseription mentions the name of & teacher called Kunika, and his pupil
Kunikantevisi had established that imoge. At the beginning can be read three letters
feramg which obviously form part of the name Maniblada (in Prakrit) or Manibhadra. So
the Parkham image (Fig. 87) undoutedly represented the Yaksha Manibhadrs,

As regards the two Putna statues
(Fig. 40) insoription on ona of them reads
% i o 7 & A Fas which may be rendered
into Banslrit as Bhag@vin Akshays Nivika
i.¢., of inexhaustible woalth ; the inseription
on the other is w9z afg Le, in Sanskrit
Sarvatra Nandi. Doth of these are appar-
ently good Yaksha names, Dr, Vogel has (in
his Catalogue of Mathura Museum) mentioned
that the statue obtained in the Bareda
Village of Mathura district (Fig. 39) wos
also heing worshipped under the name of

Jakhawyd.
¥ We thus see on the basia of both the
insgriptions on some of the statues and also
local traditione 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) warship at one time was extremely popular.

BryYLR:

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

characteristio features ;:—

(1} They are of colossal size (Makikiys, Makd Pramana) and massively huilt
with pronounced ernphasis on muscnlar strength,

(2) They are usually carved in the round (Chaturmukhadaréana) and therefore
free-shanding ; 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 1o
the ankles and fastened with a girdle.

(4) The ornaments consist of heuvy ear-rings, heavy torque (Kamfhd) and a flat
y triangular necklace and also armlets with feathered projections,




PLATE II,

B. Facade of Lomns Rishi Cave,

A. Yakshi. Diduarganj.
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Fig. 41. Trimuksha
Yaksha statue

(Rsjghat)

Fig. 40. Patus Yakshs Fig. 42. Yaksh

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. 87) and Manibhadra
Yaksha (Figs. 36, 3) from Pawhyi. These images are marked by the distintive
style which is the earliest in the history of Indian seulpture 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 end 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 Indisn art the most natoral suggestion is that they were
exeouted during the Mauryan period (third century B.0.), It was just
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the time when stone was being used for architecture and sculpture under
the direction of the Mauryan emperors Chandra Gupts and Afoka. The
polished specimens of Mauryan art reprosent & court style whereas the Yaksha
images are examples of folk art.

With tho making of these images a style of art beeame eatublished which the artists
of the subsequent periods wero bound to regard as their mqdel. This is what we actually
find in the art of the Sungs period. The Yaksha images carved in the monuments of Bharhut
and Sanchi are the proof of the continuity of the Yuksha tradition both in jconography and
in the style of art, The Bharkut and Bunchi Yukshus appeur in the direct line of their ances-
stors, namely, the Yaksha images found ut Parkham in the Mathura district and nearer home
gt Bhilaa and Pawiya. The Yaloda tradition, as we shall sce later, was very strongly dominat-
ing the art of the Sunga period in whicl we sctunlly find & number of images of Yakshas and
Yakshis carved on various pillars and gateways (see Stidpa of Blarhut). The images are
inscribed with the names of these cult deities, for example, Kupira Yaksha (Kubera Yaksha)
or Sudasand Yukhi (Sudarfand Yakhi) ete,

MAURYAN ART UNDER ASOKA :

The monuments of Manryan m nnder Adoka as preserved up-till now comprise
the following :—

(1) Monolithie stons pillars.

(2) Monolithie stone railings preserved at Sarnath.

(3) Fragmentry parasol formd st Sanchi.

(4) Miscellancous 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 stiipae of brick and mortar which have gone subsequent enlargement.

Afioka may be sairl 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 cities, innumerable stipas, Viharas or monastries, pillars and railings of stone
bearing insoriptions of artistio sculpture, Tradition aseribes to Adoka the foundation of two
cities, namely (1) Srinagara, the capital of Kashmir and (2) Devapattana, a aity in Nepal.
Adoka is said to have opened original eight stipas containing the relics of the Buddha and
redistributed them over 84 thonsand stfipas which, it is said, he built, Archaeological evi-
dence acquaints us with only the few stiipas, the stfipas at Sanchi and Bharhut for &mmpliJ,'
built by Adoka. Form his own words in the Edicts, we learn that he enlarged to twice its
size the stipa of Kaenaghemana (Kanaka Muni), the previous Buddha at Nigliva, and built for
the seot of Ajivikas three sets of cove-valleys (Chaityas) in the Barabar hills of Bihar.
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Adoka ia best remembered by the monolithic pillars, A few of which have survived,
rather have been discovered at Allahabad, Laurid Ararij, Laurid Nandangazh (with lon
gapital), Rémpurva (with lion capital), Sanchi (Capital with four lions), Sarnath (with a capital
of four lions, originally surmounted by & Dharma Chakra), Rummindei (with horse capital 1),
Niglivi and two pillazs removed to Delli by Sultan Firoj Tuglak in 1356, of which one originally
stood at Meorut and the other at Topra in Ambala distriet,

All the above ten pillars ave insoribed, Thoee are three wninsoribed pillars which
are also taken on the basis of their bright polish and style to be Mauryan, namely (1) ai
Balkhird (Vaidili, with the lion capital), (2) Sankisi (with elephant capital), and (3) REémpurva
with a bull capital,

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

The pillars represent the high water-mack of Maurye achievement in the domain of
fine arts, They generally consist of a round and monolithic shaft tapering from the base with
o diameter ranging from about 35.6" to 40.6" to a total height of belween 40 and 50 feet,
diameter at the top ranging from 227 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 carliest one is marked by the lion capital at Balkhird (Fig, 43); the
elephant of Sankisd (Fig.44) pillar and the rock eut elephant of Dhauli also
belong to the crude style.

(2) The next stage is represented by the Rampurva bull epital (Fig. 45) followed
closely by the lion capital at Laurid Nandangarh (Flg, 46). In both of these
we find the dignity of conception and balance in the exeoution of the
different, parts.

(8) The final stage is represented by the lion capital at Rémpurv (Fig. £7) and
the lion capitsl at BSanchi followig closely the lion capital at Bamath
(Fig. 48).

Ter Baxmipa Liow CArITAL:

The lion figure iz clumsy and crude in elyle ; 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 lnoks in natural expresgion, 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 threa elements of the pillar with its capital. We miss here that
essentinl majesty which is associated with the Msuryan pillars.

Tere Brermant CAPITAL AT BANKISA:

Tho capital consists of three parts, namely (1) an eleppaut on the top, (2) & round
abacus in thio middle and (3) an invorted lotus below. The decoration on the abaons consists
of the honeysuckle design and lotus, snd 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 fitbed like pillars (Fig. 44). The attitude of the body fails to
harmonise with the abaous and the lotus capital below.

Raseunva Borny CApITan : -

Tt consists of an animal sculpture at the top, a ronnd abacus in the middle and an
inverted lotus below seperate by a corded design in bebween them. The bull stands in a
gracefnl manner harmonionsly poised on the abacus. Tis 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 musoular and the plastio treatment ia of natural character.

Lavnia Nawpaweany Liow CaprTAL:

This capital consists of a sejant lion, a round ubmul; decorated with pecking-geese-
pattern similar to that in Rampurva lion capital and finally an inverted lotus below. The
lowear most portion is covered with overflowing recurved and stylised petals. It shows the
gord design both above and below. In this examplo 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
eharply defined, yot the whole figure is marked by a good deal of stylising,

Ramemnva Liow Carrran:

It is similar to the lion capital at Laurid Nandangarh. In that it consists of three
elements, namely, a sejant lion, a round abaous with row of Hathsas and a lotus with overflowing
leaves and petals geperated by & plain round moulding. The lion figure is well executed and
displays all those qualities that are associated with the master-pieces of Mauryan soulpture
(Fig. 47), namely, a perfeotly nabural form, dynamic expression, technical perfection in the
precizion of cutting and chiselling ; and above all & harmony of its component parts, the
abacus adequately ballances the animal figure, it supports. Some have regarded the lion
figure of Rdmpurvd capital to be evan superior to those of the SBarnath lion capital, the
latter being slightly on the side of greater stylization,
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Fig. 43. Lion Capital Fig. 44. Elephant Capital Fig. 45. Bull Capital
from Bakhird from Sankisd Rampurva

Fig. 46, Lion Capital, Fig. 47. Lion Capital, Fig. 48. Lion Capital,
Laurii Nandangarh Rampurva Sarnath
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Bannary Liow Caprran:

This famous monument (Fig. 48) represents the highest perfection of Mauryan art
under Afoks. The capital should be studied from two points of view, namely, the nature of
its component parts with special yeference to the source of the motifs, and the meaning of
its symboliam,

The capital consinted of [our component parts, vis. (I) the inverled lotus, (II)
the round absous or drmn, (ILI) the surmounting animal Agure consisting of four lions weated
back to back, and (IV) a erowning Dharma Clnkes supported on the heads of the four Lions,

(I) THE INVERTED LOTUS :

Tta lowermost portion is similar to that wo have in the other pillar capitals of Adoka.
There is somo controversy ahout the exact nature and nomenclature of this motif, Western
scholars gemerally interpret it os o bell and regard fhe parts as bell-shaped or campaniform,
There are several cogent objections in accepting this interpretation :—

(1) In & 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—Tven upto now the traditional artists in rendering the
flowars depict both the petals (Pahkhadi) and sepals (Bachhedi).

(3) If we explain the motif as a bell there is no point in the corded or rope design
or plain monlding which we see in the neck of the object. Tt is only in the
case of the pot and the folinge or vase and flower motif that wo got & consistent
explanation of these varions decorative featurcs.

Pirstly, the idea of Pa@rpaghats or Mangala Kaleda had been known since the time
of Rigveda for which continnous literary evidence is available. The Buddhist literature refers
to it as Punnghaga. More than liternture actual religious as well as art tradition is full with
this motif of the Mangala Kalads. It is nniversal 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 Parpaghata i not installed either as religions symbel or for its beautifying
purpose. This can really be said to have been a universal, nocessible and readily understood
of the symbols. Its auspicious character i& 8o obvious and patent as hardly to need any
argument, Moreover, there is another fact to bo considered. A motif does not suddenly
appear in art and disappears without leaving any trace in subsequent art, It is not an exotic
phenomenon which is introduced for & while and then disearded. 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 perfeot manner with the tradi-
tion that followa. In the case of the Pirnaghata motif this condition is perfectly satisfied,
for in the conple of centurics after the Mauryan art under Adoka we find this motif forming
a very natural element of the pillar decoration in the Buddlist art at Bharhut, Sanchi, Karle,
Kanheri, abe.
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Thus it will appear that this clemont of Adokan capital ia more naturally explained
and understood in the contest of Indinn art tradition. Of course, there is the slement of
stylization, so far as artistio rendering of the motif is concerned. That also can be properly
appreciated when we see that even in the rendering of the lion fignres in this capital the artist
did admit & eceriain amount of conventional treatment as in the case of the moustaches and

manes of the lons,

Fig. 49, Sarnath Lion
Capital with Dharma
Chakra

(2) Tum Anacus (Phalaka):

The nexl component part in the making of the lion capital
consists of an abacus or round drum of pleasing proportion which

) 0 is decorated by four running animals alternating with fonr smaller

Dharma Chakras, 'The snimals are an clephant, a horse, & bull and
o lion. Tach Dharma Chakra hes 20 apokes. The animals are
depicted in & running posture going round and round the supposed
central axis, Quite obvionsly both the animals and the wheels
possess & Bymbolic charncter and cannot be taken to be merely
decorative. The nll significance of the symbel will be discussed
later,

(3) Tre roul Liows:

The third constituent part of this Adokan oapital or Barnath
capital gonsiats of four majestio lions seated on their hind legs in
an addorsed position,

They supported on  their heads a Dharma Chakra
(Fig, 49) of bigger sise 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 abaous is 19’ 11°. The Dharma
Chakra on the top wae about twice as big as the smaller Dharma
Chaleras on the abaous. It had 82 spokes and its base was inserted
in & mortise hole 8" in diameter with & depth of 4", During the
excavations at Sarnath about half a dozen fragments from the
spakes and the rim of this Dharma Chakra were found which bear
the same bright polish as the rest of the eapital.

All authoritics are agreed thal the SBamath lion capital
represents the porfection of Mauryan art and testify to the undis-
puted mastery of the Mauryan stone-cutters of technical execution.
Sir John Marghall considers it as the finest carving that India has
yet produced snd unsurpassed by anything of ite kind in the ancient
world., Dr. V. A. Smith has observed, “The akill of the stone-outter
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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. @igantic shafts of hard sand
stane, 30 ft. or 40 ft. in longth, were dressed and proportioned with the utmost nicety,
receiving & polish which no modern nation Jmows how to import to the material”,

Commenting on the art of lion capital Bir John Marshall has observed, “Tlie Sarnath
eapital, on the other hand, though by no means & masterpicoe, is the product of the most
developed art of which the world was cognizant in the 3rd century B.0.—the handiwork of
one who had generations of artistic oflort and exparience behind him. The masterful strength
of the orowning lions with their swollen veins and tense musoular development and in the
spirited realism of the relicfs below, thore is no trace whatever of the imitations of primitive
art so far as naturalism waa his aim. The sculptor has modelled the figures divect from nature
and has deleted, therefors, with bold faithful touch, but he has done more than this, he has
conscionsly and of set purpose infused the tectonic (related to architecture) conventional
spirit in to the four lions, so a8 to bring them in to harmony with the architectural character
of the monument. BEqually mature is the technique of his relief work, In early Greek scul-
pture it was the practice to compress the relief hetween two fixed planes, the original front
plane of the statue and the plane of the background. In the reliefs of the S8arnath 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 abacns™.

MEANING OF THE SYMBOLIAM OF THE SanNaTH Liow CArrran:

’ It may be said st the outset that the Surnath lion capital is the product of a suprems
religious symbolism in which each part is a conscious conception in the aggregate. It also
appenrs that this symbolism was the result of an attempt to illustrate Adoka’s own outloole
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—STATE T8 TAAH 74
qfeger ety

This, in fact, is the innovation of policy by the emperor aiming at mass contact
through direct visits to the people, holding discussions with tlem on the problems of
Dhamma or moral life, and finally enlightening them about the new ideas and definition of
Dhamma s 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 a vast empire ( wgre® fafwr), extending right from Baotria to Mysore and from
Saurishfra on shores of the western ocean to Kalifiga on the eastern sea-coast, His authority
was unchallanged and almost mmparallelled. All that he did was in the capacity of the sup-
reme hoad of the sooular state and also as the spiritual guide, friend and philosopher of the
ftrangly organised epiritual ehurch of Buddhism. Whatever the emperar would think, plan
and do, the offect of the emperor’s power as the supreme ruler of his people would primarily
dictate netion and had to bo taken inte account.

The above two lactors wero shared by other kings also before and after him, but
what was unique as o force in shaping the policies of Adoka 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 abont his ideal of Dhamme Vijaye 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 workman. I 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 lour 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 musses through Dhamma,
The four animals represent the divinity in the various orders of soeisl organisations and
the Dharma Chakra illustrates ite underlying unity as actually happened in the lifa of Adoks,
These throe orders of reality wore integrated and combined into a supreme manifestation
of all the resources and availability of the ruler and his kingdom. These three things together
ropresent the emotional integration of the personality of Adoka himsell who dedicated his
life and his kingdom to the wolfare of his people through the iileal of Dhamma.

Ortary or Mavryaw 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 specimens
of monuments representing the several phases of pre-Mauryan art but there is enough evidence
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 palaces built on a thousand pillars (waem
®W qraTT ), assembly halls (Sabha, Samehagdra), pillars (&, Tqur), towns (gT) and cities
(re), gatewnys (g, 1<) and city-walls (ST61T), stlipas, Chaityas, railings (3f=T), coves
(dwggr), temples of gods (3%, ¥TATEA), images (sferer, =) and to a number of subsidiary
crafts such as wood-carving (FTsEwH, TaT0T), Weaving, lapidary’s art (wford, wiftrfirer), jweller’s
art, (gavifeeT) ste. Thare is no doubt that actual archaeological evidences of any specimens prece-
ding Mauryan art are few and far between, but thero were rich artistio traditions which found
axpression in one or more of the above 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
ag shown by the remanents of the wooden palisade of Pigaliputra. Tho style of the earliest
Chaitya halls in the Barabar hills provides ample proof of carly wooden protatypes. In
the Chaitya halls in western Tndian caves cloments of wooden constructions as vaulted ribs
and Kirtimukha sereen lave actually survived. There are the minute details in the railings
of Sanchi and Blurlnet which cannot e explained oxeept with reference to the requivemonts
of wooden avehitecture, The ancient Yulmha statues, n fow of whicl hoave been preserved,
ulso furnish evidence of the eoxisbenor of tho art of image-making in the pre-Manryan
times.

But the question, which concerns ws, divectly relates to the origin of such finished art
as that of the lion capital of Adoka, which displaya the climax of technical perfeotion and a
complete mastery of the seorets of modelling and carving in the round. The Mauryan polish
itsalf iz without any traces of its existence eithor in the suceoeding or preceding periods.  'What
then was the source of the unprececented artistic activity during the reigns of Chandra Gupta
and Adoka 1 In the words of Bir John Marshall, *“What is the explanation of the gull which
separates these two soulptures (1) the primitive unifacial image of Parkham and (2) the richly
modelled capital of Barnath . He himself gave an answar to this question, namely, that
it was the Achaemenian art of Tran which served as the model for the Mauryan art throngh
the intermediary agencies of the Hellenistic artists of Bactrin. Aoccording to him the Adokan
edicts were inspired by the Achaemenian inseriptions and the Mauryan palace at Pataliputra
by the palaces at Susa and Persipolis built by emperor Dariuvg 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 wero evolved. The smooth shalts of the Mauryan pillars were copied from
Persian origimals of which specimens ave still exisbent in the plain of Murghat at Istakhr,
Nalksh-i-Rustum and Persipolis, It was from Persia agsin that craftsmen of Adola learnt
to give & lustrous polish to stone of which abundant evidence survives at Persipolis
and elsewhers. Bir 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 lns emphatically stated
that the Barnath capital is alien to Indian ideas in expression and in exeoution. 8o far as
the contents of the lion capital, i.e. the ideas of expression, are concerned, we have already seen
from a two-fold approach how these ideas are wholly indigenous. -On the other hand, they
are completely in acoord with the tradition of Indian art both preceding and following the reign
of Adoka, Becondly the Dharma Chakra, the four lions and the figures on the round abacus are
eloguent expressions of the personal ideas and ideals of ASoka, with respeck to the love in the
Law of Piety inouleatod by the Buddha; they illustrate lis mighty authority as the sovereign
of & vast empire, and his keen anxiety to establish living contacts with his people a2 no crowned
head had done before.
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So far as the problom of the toclnical execution of the lion capital is concerned
(the lian capital in particular and the Adokan art in general) it may be conceded that Western
Asiatio forms as woll as Achaemenian influences were at work to some extent at the Maurya
court. Acoording to the established practioe of the times roputed artists and expert worlmen
wore summonod from distant places and commissioned with large-scalo indertakings to carry
ont the architectural programmes of ambitious emperors, Fortinately, both in India and n
Tean we come across ovidence of thin interuntional partnership in architectural experiment.
Tha best Jnown historieal cxample is that of Davius who built the famous polaces at Susa
and Persipolia by following an ambitious plan of extending invitations to cxpert workmeon in
many couhtries and ordered the import of material from numerous places outside Tran. Tn
tho formdation 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 Gandhara and
Sind : the latter named faot clearly pointa to the knowledge of the Tndian people that foreign
workmen were employed in such big undertakings. Chandragupta Maurya and his successors
Bindusara and Adoks seem to have followed the normal practice of the time and may have
invited worltmen from Tran just as Darius had inviled them:from India. As Marshall
has Timsell admitted Iranisn workmen assisted by a rich team of Indian actists and
architests who shomld be credited with the taking of a responsible share in the
execution of the work. On the Indian side also wo have the explicit evidenca of the
Mahabharata 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 (Sabha). Naturslly, Maya os superintending architect
was allowed complote freedom to plan and excoute the important architectural commis-
sion entrusted to him in accordance with his own artistic talents as well as Indian
traditions. The descriptions of the Yudhishihira-Sabha, as recorded in the Sebhd Parvan
of the Mahabhirata, leave no room for doubt that both traditions, Iranian as well as Indian,
were drawn upon by Maya so much #o that we find there iz & definite mention of the bright
polish on the surface of the walls and on pillars of that assembly hall. Although set ina
semi-mythical mould the story of the architect Maya ix clearly eloquent with historical im-
plications; as more than one scholar have already sppreciated the fact, the description of the
Yudhishthira Sabha in the Sabhi Parvan muy be nseribed to the Mauryan or post-Mauryan
period,

We may thus imagine that the Mauryag art was the vesult of a fusion of what was
best in the past trodition of India and Iran. An exact parallel may be pointed out in the
oreations of the Mughal art under Akbar in which Indian painters of established tradition
were working side by side with the master paintcrs of Persia and the emperor, naturally, was
keenly desirous to utilise without a distinotign 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 {rom abroad, but are at the same
time distinguighed by the Indian elements of form, theme and decoration. Such motifs as
the row of pecking geese, lotua crecpers, the four traditional animals, the Dharma Chakra
ete. are entirely of Indian tradition.

In gpeaking of the foreign influences on the form and style we cannot forget to
note the differonces bebween the pillars and eapitals of Achaemenian art and of Mauryan art.
Here are some of those featores :—

(1) 8tone columns of the Manryan hall at Pitaliputra (Chandragupta Sabla) 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 ecircular moul-
dings, whereas the independent Mauryan columns had no base at all.  Secondly

the bell-form ugod in the base of the Persian pillars is & part of the capital in the
Mauryan columns and produces an altogether different sesthetic cffect.

(8) In form and appearance the so-called Mauryan bell is & long way off from the
Iranian bell, The latter consiste 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 us nearly as possible the Indian traditional designs of pot and foliage
(Phirna (fhafa) rendered in a stylised manner. The Pdrpa Ghafa motil was
known from the time of Rigveda. Moreover it was sssociated with Indian
pillars made of wood both to make it look more beautiful as well as to preserve
it from decay, A plain eironlar pillar fragment made of wood resembling the
plain shaft of the Adokan pillar has been sctually found in & mound at Lauria
Nandangarh. In the early Buddhistliterature as well as in the Epics there are
references to pillars standing independently in religious buildings and public
places, Afiola 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 a8 Garudadvaje, Vyishadhvala, Makaradhvaje ete. Therefore the
upper component part of the Mauryan capitals fitted very well with the literary
and artistic traditions of pre-Mauryan Tndie.

(4) The shaft of the Iranian columms is fluted in all cases oxcept in the facade of
the tombs ar the Nechropolis (™) and also the single column that
remains from the palace of ﬂy{uﬂ (%wg). This Iatter pillar dates from the
time when the Tranian sart had not evolved its classical forms, The style of
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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 Darins went back in search for their models to the primitive
designs of Cyrus, In the case of the pillars of Nochropolia they form part of the
rock-cut tombs of the time of Darius and Yorks. In these tombs the shaft
waa kept plain because the vaulis stood at a considerablo height above the
ground and if the pillars were made fluted it would have further reduced the
columms snd diverted them of a frank and elear aspect, if viewed from & distance.
Tha Persian sonlptor modified the form as the Greeks often did in similar cases.
We may thug justifiably search for the original model of the plain Muuryan
columns in such wooden pillars as found et Laurii Nandangarh.

(5) There is one more difference of a conspicuous character. The Achaemsnian
shaft when ereoted independently is made up of several segments while the
Mauryan pillars are monolithiec, The Persian eolumns show the requirements
of stone whilo the Maurysn pillar is connected with the originals of timber
copstruction which wore made of entire logs of wood.

(6) The Persian and the Mauryan copitals also show marked difference. The
former are crowned with a cluster of stylised palm leaves and consist of two
Imman-headed bulls or lions seated back to back, or, by an inverted cup and
the whole shows projecting double volutes. These elements do not find exact
counterparte in the Manryan eapitals which show animal figures but not human-
headed and the so-called hell 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-
otural 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 harmonions and give & better feeling of stability, dignity and
strength. The Mauryan column is no doubt an original construotion of indi-
genous art of that period.

The bright lusteous polish is a distinctive feature of Mawryan (Adokan) art.
We should, however, remember that specimens of pre-Mauryan art in stone have nob
servived snd it is dificult to be positive on this point whether this polish was produced in
India for the first time in the Mauryan period. We should draw aftention to literary evi-
dences which refer to such polish. Firstly, thero is the deseription of & palace-hall built on
the bank of the Gadigd bearing such polish on its walls and ceiling in the *Mala Ummagga
Jataka' ; and secondly in the description of the assembly hall of Yudhishthira.

10
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In the latter case the avchitect is Maye Asura who waa a foreigner employed at the
royal oourt of Yudhishphirs 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 opon for final judgement until some more archacological evi-
dence comes forth.
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10. THE GREAT STUPA OF BHARHUT

The Mahasttpa at Bharhut was discovered by Cunningham in 1873 and fully exposed
in 1874, Its railings and gatewnys were tlien removed to the Indian Museum Calcutta where
they still form a magnificent collection of early Indian art. The discoverer fulfilled Lis due
obligation to the monument by publishing the famous work, ‘Stupa of Bharhut', of which the
excellent photographic reproductions on 07 plates are nccompanied with a clear and precise
text,

The two Great Stfipas of Bharhut and Sanchi were the outcome of & continental
planning, the former cecupying a central position on the eastern route and the latter on the
western, These two parallel routes were hee-hives of transport, the one connecting Srivast]
and Koéimbi with the Chedi country on the Narmndé and SBouth Kosala, and the other leading
from Mathuré to Vidis and Pratichfhina on the Godaverf in the south, The eastern highway
picked up the two mmportant sectors ; one from Magadha via the Sona valley and the other
from seaports of Kalifiga through the forest regions of Gandwana, Elmi]n.ri:,r the western route
received bwo feeders ; one from Ujjaini and the other from the seaports of Bhyigukachchha and
Strparake (modern Sopird). The religious zeal of the rich merchants of these two regions
deposited their wealth as treasure-troves in the form of the two great Btfipas of Bharhut and
Banchi.

The monuments sarved as the two valves of the pulsating hieart of Madhyadeda
sending out cultural effusions in all directions on those routes, Today wo find them s epic
records of the culture, society, religion and nxt of the teeming millions settled in the centreand an
the periphery of this vast area. Through the two sparkling eyes of these Mahichetiyas, we find
acocess to a rich documentary of early Indian enltura] institutions similar in scale to aa the
Ramayana and the Mahabharata.

The Stipa although now associated primarily with Buddhism had & muech
eatlier origin, It goes back to the Rigveda where the Golden Btapa of Agni
(fgzowwgg) 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 symbalogy gold exemplified the Seed of Life or Life ifself.
In pre-Buddhist tradition the Stipa, therelore, was accepted as the monument assooiated with
the life of a Mahdpurusha, who had truly become transformed into & “Pile of Light’ or “Mound
of Gold”, Verily, in nature Strys is suck & Pillar of Light or & Mound of Gald, a vast conflag-
ration of Divine Resplendence. The Buddha who had obtained such perfection of knowledge
and become the Enlightened One (WAH, 9% w54, ), was truly the object of worship
through the symbol of the Stiipa. As tradition says, his ashes were parcellsd ont into eight
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portions and each of them (wdxary) was deposited in & commemorative Btfipa. 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 Btiipa sym-
bolism assogiated with the Buddha represented completely the two essential elements of hia
nature, viz. the Buddha as Chalravarti and the Buddha as Yogl which later on played an
important part in the formulating of the Buddha's image, i.e. sovereign ruler with Chhatra
and Ohamara and a Yogic teacher of nniversal Dharma seated on the diamond seat of
Padmdsana.

The Stipa exercised its fascination on the minds of the people.  The learned regarded
it as o metaphysical symbol and the common man worghipped it as the visible symbol of the
Grent Light that once was and whose relics wore still enshrined within the heart of the Btipa.
The spherioal or eylindrieal drum, sited on the ground and crowned by a Harmikd, or Divine
Mangion (%F-5a7), wos in itself a complete symbol of the Mahipurusha, the Great Being.
The Buddha wes but & manifestation of the powers that inhere in that universal Purusha,
whose symbol is 8firya. As a scion of the solar dynasty, viz. the race of the Tkshviln Kings
whase descent from Sfirya was well known, he represented an individual ray of that Light which
is the Divine Supernal 8un, It was, therefore, a problem for the early metaphysicians in
Buddhism to fix upon an appropriste symbol to commemorate the Englightened One. The
Chakra and the Stiips were selected as two arch-symbols by the early Buddhist teachers,
The Wheel or Chalkra 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 coamon, 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 (Hwgd, weaq), ie. 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
principle of creativity, becomes individuated at one centre in the Yajfis as Yiipa, the pillar,
This associntion is evident in the funeral mounds of Lauria Nandangarh where the Stiipa
and the Yiipa were found together, and also best illustrated in the great Stiipa of Sanchi where
Adoka erected his pillar in front of the original Btipa.

The symbolism or the representational basis of the Yiipa was completely transferred
to the Stipa as we find it in Buddhism. The Yiipa was comprised of the following four parts :—
(1) The portion that is dug in the ground (fe@r@). This is sacred to the world
of the [athers (f&q), the departed ancestors in whose memory the Stlipa also
is raised,
(2) The portion above the dug-in-part up to the girdle-rope (% Framamarcmri)
This is the portion sacred to the world of men (#q=®i®).
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(3) The portion above the girdle up to the top-ring (7% wef T srenyTe )
This is sacred to the world of Gods (I=siw).

(4) The space of two or three fingers’ breadth above the topring (= sureTg
gui @ & =@ 37). This uppermost portion is sacred to the world of the
Archotypal Gods (gregay)l.

This is & clear annuneistion of tho four-footed Clreat Being (w AEITEY or W)
who becomes manifest in the cosmos as the Throe Feet (frarg) and remains St
the transcendent source as the One Foot (wwwig). In the Stiipa architecture this conception
received complete acceptenco in the form of the various portions as the foundation, the
dram, the dome and the Hamnikd, The Trinitarian conception received further elaboration
in the building of the Btfipa as its three terraces [ﬁi}f‘q} and the three railings ( Fﬂiﬁ‘ﬂ'},
viz. on the ground floor providing for the firet cireumnambulation, the second in the middle also
giving space for the next processional path and the third on the truncated top circumseribing
the Harmikd, In the Hindu Temple slso, of which the architecture followed similar meta-
phynical principle, we find this four-fold division in the form of the basement (snrft), the cubical
portion (g or #¥1E3), the tower (fra), and the Kaluba placed on the Amalaka Sila as
its base and surmounted on the top by the Dhvaja or the emblem of the deity, corresponding
to the Yashti and Chhatra in the centre of the Harmikd. 1t is evident that the ancient Stapa
and the Prisids were developed from an identical religions conspionsness and both were sym-
bolical representations of the manifest cosmos and the nnmanifest Divine. In one case the
deity is the Buddha, in the other the Deva, both enshrining the Great Light. The Stiipa
from this point of view, although raised on the relics of a Maha-Purusha when he had passed
away, actnally was not & mournful sign but an emblem of greatest festivity, That the Great
Man had entered Parinirodnag was no cause for gorrow. The idea behind it was one of universal
joy and felicitation—a thanksgiving that the Mahipurusha had appeared on earth and ]igh?Ited
a flame which was going to be perpetual, a light which would never be put out, a ray emanating
trom his forehead that wonld encompass all regions of space. Thus the St@ipa was, verily, the
Mound of Gold (fgwwa-wy), standing as the dominant symbol of Wisdom, Dharma a.rtd
Sovereign Spiritual Authority. This is shown in the numherous scenes of dance nn:d musio
as well as of the varied life of gods and men amongst the carved scenes on the ralings and
gatways of the Stipas, and later on as ab Amnrayati and Nagarjunikondi even on the casing

slnbs.

vy afivare | 3t e oy e Fremararnd AW A dawe age
S § areAdtiaty 7 wadEEE || TET e 3,9, 3, R4; See Bggoling, Sacred Books of the
Rast, 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. If 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 Stipes. This is also the reason why
the Stipa did not from the oulset remain exclusive but incorporated within its fold the popular
cults of the Nagas, Yakshas, Buparnas, Kumbhindss, and the numerous rich worlds of gods
ond men, Just as the varions stronms mingle their waters in the ocean similarly the various
cults wholeheartedly contributed through the planning, decorstion, imagery and the over all
embellishment of the Stipa. The building of a Mahastipn like that of Bharlut and Sanchi
could not have been an ordinary event. It was as if the multifold life of the whole people found
its ample and lofty expression in these monumental Mahachaityas. That it was no haphazard
event either, is also demonstrated by the all-ont sanction which the great Buddha himself had
given in its favour es his lnst will to Ananda.

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

“0, Anandal You need not engage yourself in worshipping the body of
the Tathigata. But yon dedicate yourself to the right meaning (&2vq) expounded by the
Tathigeta as so many Kshatriyas, Brihmanas, 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-
gata 1"

The Buddha knowing the devout heart of Ananda melted and replied—“As they
do for the remains of a Chalravarti King, so Aunanda | they should do for the remains of
the Tathigata. At the four cross-roads similar to the Stiipa they raise for the Chaloavartl,
should they raise a Stipa for the Tathigatsl

According to this injunction a Stipa commemorates a Chakravart! king and a
Buddha. Amonget those deserving by their greatness or piety the honour of a Btiipa the
Buddha also included the Pratyeka Buddhas, which denoted the honoured sainta of other
faitha also. This tradition of giving burial to the holy saints has been handed down to this

1 Roanda—'wd 7 Wy aqmraer a0 afegeamr fiy 1
Buddha—‘srsqrae] gFg W §19 TNTGEE FUIATT | 69T 52 AT aed gew,
Enanda— e o WA e w0 qlgfemss 1 fr )
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day, It may beimagined that the Buddha wase Lers giving his sanotion to an ancent practice
well known to the people and of wide ecceptanes by thom.

Tt may also be noted that in referring to the ancient tradition of the funeral mounds
the §atapatha Brihmapa has noted two architectural forms, viz. square (wgfir) and
round (fgfge) forms for a burial mound, and it is specially recorded that the monuments
of the Easterners (sr=am:) wore ciroular.t

The building of & Stiipa wus a stirring event involving dimensional planning and
effort. This is evident in the deseription given by the Mahdvarise (Chapters 28—81). The
Great Stfipa was known as Makd Thipa, or Makd Chetiya (20.4). Its construction was
kenown ns Thipa-Kamms or Mahathapdrambha, and the superintendent of work as Komma-
dhitthayaka (30,98). A stone-Siiipn was called Sili Lhippa. The Mahivamsa specifically
tells us that at the site of the Stips (quazr) a pillar waserected and in accardance with the
ancient terminology, pointed out above, this pillar continued to be called a Yiipa (grear fe
afg af yuzaw smmie).  Onthe appointed day the Priest and the peaple assembled at the
chosen spot. A Full Vase (g7 52) was installed in the centre. The king walked up to
it and holding out to his minister a rod (iAo g=F) which was secured with a string
to & fixed golden post, asked him to measure the site for the Stipa. When this was about
to be done a wise and experienced Muhithera sseing the danger in planming a Mahastfipa
of that dimension adviced theking thathe should desist from a plan of such colossal size which
wag difficult to achieve and restriot himself to building only & Magjima Chetiya instead of a
Mahi Chetiya. The central Stiipa was called Chetiya and round it the parsphernalia of railing
and gateways was called Chetiydvaifa (&&Fa, Seame) Le. the peripheral portion of the
Btiipa.

The laying of the foundation was the first act in the building, Holdiers were em-
ployed for transporting pieces of broken stone (FEwTT®, %.3¢) which were roduced to grit
form {W} with aledge hammaor {F] Tt was further pulverized by moving elephants
having their feet covered with leather hoses (wwwrawawidfy wereedife wefr, 32.¥). The
building expert thus accomplished consnlidation of the ground (yfaw feormer, 3%.¥). Then
the foundation of this stony material (qrEToERIfET) wos laid over with a kind of specially
propared plaster called Navanita Mattikd which was given this name from its thin consistency
like that of bufiter (gwar et #fewr).  This ancient name was replaced later on in the
Gupta period by the word Mashaka as found in the Fishpudharmotiura Purana (40.3 ; 41.14)
in comection with the plaster used in preparing the surface for painting, This is called Masaki
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in the present day terminology, which is literaly tho same as Navanita (Sans. Weqr—Palilavi
ggHr—Sans, backformation wewg—Hindi, Guj. w&®r). This plasterclay was pre-
pared by mixing lime-plaster (w<ger), murum-sand (weeg), brick-powder (gg#r =),
olay (wfersr), realgar or red arsenio (wAifeer) mixed with Tila oil (fyw &%), molasses
(zerz®), pulp of the Kapittha fruit, Kuruvinda powder and somo incense (geas), This
formula for preparing the Vajre Lepa plastor ocours also in the Vishpudharmotiara, which

presoribes the Bitva [roit for Kapittha and names the incense as Guggulu (Vishyu D. P. Chap,
40.1-3). Such foundation floor of stoue grit and plasier was actually found at Bharhut by

Cunninghnm,

Ten orores of bricks wore ordered to be stacked at difforent points of the compass cach
marked by a platform for offering flowors (qearar, 3o.4%, Lo, qeaweet Afawr, Buddhist
Hybrid Sans: Dict. p. 218; of, Smith, Mathura Jain Stdpa, plate XX), The Chailya or
Diatugarble was to bebuilt with those bricks (5Zo%7 sasifeat, 30.48). The aetual form
of the dome is compared to & water bubblo (WgR(®, 10.23). On the day when the cons-
trnotion wna to begin the king ordered stores of clothes, garlands and food, barbers and
toiletmen serving the whole people (17 5TawaT ¥7), who had come to participste in the
great festival with music and danco.  'With large rotinue, including forty thousand well dressed
persons, tho king proceeded to the spot. Theras from many lands had gathered, what to say
of the priests of the Taland itself ? (Fmmaen’'fr &v7== g agay firrmat 19, 3.3%).  Monks
from Rijagriha, Srivast], Vaidali, Kauéimbi, Ujjayini, Pataliputra, Kashmira, Vindliyagavl,
Bothagayi and the Greek city Alasanda were invited and assembled in large numbers to witness
the foundation coremony. After completion the brick Btiips was covered with slabs
of marrow-colour (HaFvr qreTor, 'itn.‘{t}. The decorative motifs on the various parts
of the Stipa comprised the following :—srgwnferm (Asha Mangalita symbols), gomear
(lower garlands), sg=Ts &t (rows of animals), FEdell (row of geese), Hadwlrfrrares
(festoons of peatls and small tinklers), gaviezrieft (row of gldden bells), armifr (garlands),
TS (clustured pearl-pendants), TRrs=mTeemgsF (fnll lotus medallions, crescent-
shaped rosettes, stellar roseties), qowraeddt (row of Tull Vases), siwfergwmgr &ar (Gods
holding their hands in adoration), swewwr &Zam (wamwe® of fesymam, groups of dancing
Gods), gfaaasgaar (Gods playing on musical instroments), sravaTRFTRET (Gods holding
mirrors), qeFETETSTRAT (divine figures with flowering sticks), sgATRTEERAT  (fgures
holding lotuses), @afreg 91 (row of jewels), sewswwddt (row of Dharma Chakras), ey
(row of figures holding daggers), qifgaw Gt (row of figures holding bowls, FTemfir &ar; of
fhsq'l:n}nnd many other kinds of divine figures @==1aar =’ F¥wm, 30.84-%¢,%0-13 ). Jataka
scenes were oarved in the meanders of golden creepors and numerous scenes from the life of the
Buddha {a list of about thirty-fivo scencs is being recounted), were carved on the
body of the Stfipa, Tigures of Mahibrahma, Sakra, Pofichaikha holding & Ving, Mara with
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& thousand arms along with his female retinue, the fonr Mahirdjika Gods, the thirty-three
Gods (&few Fager), thirby-two divine princesses (gifemr 7 Fmif), twenty-eitht Yalksha-
kings (FwaReTeRy srgAtafir), 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 Jataks specially wae rendered in great detail (¥wiqs smas g favartr smrefr
%0.¢¢). Othor Jataka scones also were carved on the reilings and slabs of the Stipa
(& gzl el ST, 3o.€u).

The above description of o Mahéstiipa shows the extracrdinary importance of these
monuments in the Buddhist world. It holds good in a large mensure in the cases of such
Mahastiipas as those of Bliarlut and Sanchi both from the point of view of architecturs snd
decoration, althongh it is of particular appliation to the Stipas of the Andhra country, vis.
those of Amarivati and Nagarjunikondi. Those latter had decorative casing slabs which in the
caso of Bharhut and Banchi were plain (®T%17 sy gea1f 9gwed HATH, 0.%¢). The second
architectural feature in the case of the Btipas in the Andhra region consisted in the box-
like projections on the four sides joined to the main Garbla and each supporting five dyaka
Khambhas (wqgeafig sg0 79 faw 4199, 30.50). Lastly the white colour of the stone
(Frgoer grar) mentioned several times (30.57, 69, 96) gives a true pointer in the direction
of the Andhra Stitpas and not those of Central Indin which are built of red stone.

The Stipa of Bharhut although not n situ at present farnishes valuable avidenes
about the architoeture of an ancient Stfipa. The shape of the dome at Bharhut as shown by
its several representations (pls. IX, XTI, XXXIT) resembles more o bell (szm@rc) in which
the ratio of the dinmeter to the height is leas than in the case of subsequent Stfipas. The same
is true of the Banchi StGpa. But later on there was a tendency towards eylindrical shape
which was rightly compared to a giant bubble (WgTe=(w, WgrE® 0. $3), s also shown by
the saveral illustrations of the monuments preserved on their railing or carved slabs.

The railing of the Bharhut Stipa 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 & wealth of lotus medallions (Pali, qgw) with many petals,
sepals, corona, calyx, treated in varying forms and cowbinations described in literature as
Utpala, Kahlara, Satapalra, Sahasvapatra ete. The meandering creeper is an other essential
element in the decorative repertoire of the Bharhut masters. Actually it represented the
Kalpalats, the Wish-fulfilling Creeper of heavenly origin whose tendrils fulfil all desires by
producing pairs of Mon and Woman (firqd), ornaments shown hanging from the bougha lile
ear-rings, necklaces, girdles, anklets eto. which are represented in soveral shapes; costly textiles
like scarves and Sdris ; wines bottled in jars of jack fruit form technically lmown as Panasa,
and also mongo-shaped pendant containers for the lac-dye to paint the feet. The motif of the
Kalpa-vyiksha or the Kalpalata (Fig. 4 : a, b, ¢ and d) belongs to the region of the Uttarakurn
as found in the description given in the Mahavanija Jataka (No. 493, 352).
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A group of merchants who had set ouf in search of a treasures came to a mighty banyan
{res 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 onb in a stream it brings,
Thick porridge ginger lentle soup and mauy other things'.

From the weslorn hranch i —

‘Out eame a bevy of fair gitls all pranked in brave areay,
And O the robes of many hues ; jewels, and rings in plenty |
Each merclnnt had a pretty maid, each of the five and twenty.

From the northern branch likewise :—

..out came o stream of gold,

Eﬂvar in ]maﬂ.fuln presoious rings and jewels manilold.
And roles of fine Benares cloth and blankets thick and thin,
The merchants then to roll them up in bundles did begin’.

The following Pali Gatha suma up the virtues of this auspicious tree :—

FiiaT 9femr gvar swTsy i | At af ST e g T 999w )
(Fausboell, Jat., IV, 362)

This flowery deseription of the idyllic land of Uttarakuru had been received from
great antiquity, and is re-enforced by the literary tradition recorded in the Epio literature
and Puripes. For example, in the Ramiyapa Sugriva directs the monkey chiefs to go in
quest of 81td in the northern direction. There, ab the end of the earth they would find the land
of the Uttarakurus. ‘Flowers of gold as reaplendent as fire are seen there in eternal bloom
inbued with divine fragrance. The beautiful trees produce garments of various kinds and
costly gems which are pléasant for men and women to use in all seasons ; beds with beautiful
coverlets and pleasing garlands, costly drinks and food of many deseriptions, and to crown
this all, maidens endowed with beauty, virtue and youth™l.
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In the Mahabharats, the Elysian land of Uttarakurn with all kinds of plenty in
fruits and flowers and with trees producing all objeots of desire (Fd@TaweT: Fam:) is conceived
in the nothern direction adjacent to Mern. There s fruits from trees are produced garments,
orngments and youthful pairs of men and women (firgathir) who draw sustenance from the
nectar-like mill of the milley trecs and are perfectly matohed to cach other in beanty, dress and
appearance. The human beings in that region are happy and contented like gods being Free
from oll sorrows and silments, and they do not suffer the pangs of separation’d,

It appears that this deseription of Utkaralenru was an inherent part of the Bhuvana-
louha ns wo find it repeated in a similar context in the Vayupurina (Chap, 45, verses 11-50), °
The deseription in the Purdna, besides recording what the Epies contain is much more elaborate,
and we find there references to streams of madhu and Maireya, of butter and curds, to moumn-
taing of delicious food, to groves furnished with beds, seats, cosmetics, garlands eto., and to o
great many other ilems of pleasure. In that region thero is sweeb musio of every description
rising from lute, flute and tabors, and hundreds and thonsands of Kalpuvrikshas produce
fine and beautiful garments agresble to wear,

The above tradition holds the key to many a scene on gateways and railings of ths
great Stipas of Bharhut and Sanchi, For example, we find at SBanchi carved on the western
face of the western pillar of the south gatewny youthful couples engaged in musio and pleasure
(¥'ig. 32), surrounded by birda 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 @), On the entrance to the cave at Bhija the visit of king Mandhita to Uttaralura is
illustrated with great olaboration including the garden of the Kalpavrikeha-trees and of
the Mithuna couples enjoying dance and music. One of the trees in the scene is in the style
of a true Kalpavpiksha laden with many ornaments hanging from its branches. Another
ghows girls coming out of its boughs.

On the Bharhot Stipa the Kalpavpiksha motif is a recurrent theme of decoration
ad illustrated by Cunningham on plates XXXIX-XIVITI. These show various crnaments
like enr-pendants of the Prdkira-Vapra-EKundala type (Pl XLI B), earrings of Triratna
design (Pl. XLIV A), collars, necklaces, girdles, wristlets, spiral-finger-rings, spiral-anklsts.
On plate VII of Bharhut Vedika by 8.0. Kala a beautiful armlet with triple rosettes above and
a row of amall pendant bells below iz a high watermark of Bharhut decorative art. Amongst
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fabrios we have specimens of soarves bearing floral designs and also female Sdris. B.M. Barna
has illusirated some typical Bharlut ornaments in vol. I1I of his Barkut, pl. XXV, In several
of the meandering creepers or the Kalpalatd motif, jack fruits and mango [ruits are depicted,
the former as containors of wine (#1), snd tle Intter of lac-dyoe for painting the feet of Iadies
(wrearaer) as roferced to by Kilidisa, Kalidisa has given a graphie picture of the Wish-
[ulfilling trecs growing in the capital of the Yakshn king :—
Frafesd srEma T aRTEd (OER aefmredfReAr e |
WA FOFHEATGENE T § GReTaeTied SeaqE: 1|
(g, )

The Kalpavrilsha alone provides all the dainties and finorics for the fair women
of Alaks, coloured clothes for the body, intoxicating drinks fur exciling glances of the cyes,
and flowers for decorating the liair, ornaments of variouns designs and lac-paint for the feet.
The same tradition in also recorded by Bina Blinttn mentioning bunches of ornamenta shoot-
ing forth from Wish-fulfilling croopers—gfgaraTmaaia SeveaimaeT, sred (Voidys
edition, p. 186). The gift of such divine ornsments was considered as the highest blessing
conforred on a lmman heing hinted at by Kalidiss :—

w Ffafargmogaen  Atrerfaegay |
(s, stw—y)

The four kinds of fomale decorntions comprised clothes, ornaments, flowery garlands
and unguents, all of which were bestowed on them by the heavenly irces. The idyllic land
of Uttarakarn did not remain o dresm but its symbolical significance extended to every homa
and caught popular imaginstion as'a motif both in literature and art from the carliost times

right upto the classical poriod. The Kalpavrikshae and Kalpalatd were motifs of the vegetable
kingdom which in actual life represented the loving male and female relatives, father, mother,

brother, husband. For example, tho father typified the branch that gave ornaments; the mother
the bough offering fabrics ; the brother tha tendril yielding unguents ; the female companions
the off-shoots bestowing the lac-dye for painting the feet ; and the hushand the youthful sapl-
ing bent low to offer jugs of hilarious wine, The home or the land of Uttarakurn or the Kal-
pavriksha is the same, producing all these auspicious blessings including the Mithunas, Man
and Woman, the most suspicions symbol of them all. This, the land of Uttarakuru which
was & heavenly region became mirrored as it were, in every home ; that which was an idea in
heaven became conerete and manifest for the life of the individual as Home or the Family
(78%9). Thishad beenfrom the remote antiquity, The Indian ideal of lifo which no pessimistio
or negative philosophy could eradicate, and naturvally, therofore, the most important decorative
motif on the railings and the gateways of tho Great Stfipas of Bharhnt and Sanchi is the re-
presentation of the Elysium named Uttaralarn, a land of complete happiness with all the wealth
of its Wish-fulfilling Trees and Creepers. It was o place of highest bliss which was the same
as the Vedic Naka and Buddhist Sukhdvati, botl implying & heaven completely free from
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sorrow and wants. It was a natursl corollary of the positive view of life almost universally
held in India that both in literature and arb the Kalpavpiksha motifs stand so pro-eminent
with its deep symbolical significance, It was common to the Buddhists, the Jainas and the
Bhagavias, In Jaina literature we read of len kinds of Kalpavpikshas—waiy T, Tﬂﬂ' 47,
T, suifge, (self-luminous tree), srager, wramimge, (for utensils), vimger (producing
differont lights), aetwryer, WIowiTger, Awefmasl.  Theso idealised the ten kinds of highest
pleasures (zafasmgrisr ). It was, of course, a later elaboration of the original idea.
The Bhigavaias conceived of the Kalpavpiksha as the trec of heaven and claborated the
theme in the story of the mrfismy fower which Krishpa at the requesl of Saiyabhimi
wrested from Indrn and plauted it on earth to propitiste the presiding genius of each home
in the form of his own consort Lalshmi or Batyabliimi.  We may thus see that the Bharhut
Stfipa and similar to it that of Banchi form part of an cesontinl Indian idiom long accepted
by the common man for whorn these monuments wers raised. The Mithuna symbol and
the Srivriksha symbol travelled from the Stipa te the Bralmanical temple, The Srivpiksha
became & sign or the abbeviated symhol of S Lakshmi, Goddess of Abundance,
Prosperity and Fectility for which the Kealpowpitsha of Uttarakuru stood as an all
embracing aign.

Another important motif of art, liternture and cult handed down from pre-Buddhist
times was that of the Yaksha (¥gg %) who moves on the surface of Waters and is stirred
by Teat, In the Rigveda itself the idea of Yaksha was quite well kmown. It appears
from the several reforences that Yaksha was eonsidered 0 be a wonderful or mysterions being
(7 7rg Fot gt 7 789, o Wi gy ) ; that it was a enlt of the common follc and not of the
developed minds (#afaeT, o wigtly); that the Yaksha shonld not posscss the body
of the worshipper (%o 15414 ); that there existed specinl places for the worship of
Vakshes known as Yaksha- sadam (a7 sea 2y aafagyt a1 A7 o wfawal 71, 5 o¥12113).
Agni, the Great God- iz spoken of as lord of Yaksha (#semens afaw g, e Lol
¢¢13%3). In one place the Yaksha is referred to ss having o beantiful form (F@ga 7
opge 7T, % eivgi25).  This idea of Yaksha or Yakshi being & model of beauty
ia much cherished in literature snd inspired their representation in the art of Bharhut
(Figs 50-53) and Banchi as well as in Mathurii, Amarivati and elsswhere. The youthful hand-
somé figure or o young student is compared to that of a beautiful Yaksha pleasing to the eys
(et g e Foreit AT sqaveny, (@A, 31134 AARTE, Q6I0Y; BT TREA, U4,
This belief in the benevolont Yakshas became & dominant feature of Yaksha worship who were
invoked for wenlth, prosperity, beauty and all kinds of good things. In the classical age
Yokshs worship captured the imagination of the people.

3 g syt fagater e aedn | Rrg Sirg AT ST T T
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The Mahabhiirata speaks of the ¥akshs as having a huge body, a tall slature and
radiant form, towering like s mountain snd death-conguering (hcoanse of the flask of
neotar held in hig hands) :—

fremed TR T WOEIEN, SASATHECRTARE  TEGTA |
wgmtaer foeed awdl W, AN amEr s wgEed I
- (s, 3391%0)

The colossal and massive Yakshas [rom Parkhem (Fig. 87), Besangar, Shishupal-
garh and other places offer a commentary on the iconogeaphy as given here. Their shrines wore
sited mostly near ponds or pools of witer (of. FfFTRTTE in FTALIT L ol018L,mume as Jgwfae
fersawee of the arwasad ). Many of Yaksha imnges have been found near water reservoirs, The
symbolism was that Agni, the Son of Waters (st #rg) was symbolised by Yaksha, who was
& mysterious being (the cpithet s being applied botl to Agni and o Yaksha), and botl being
conceived of as towering pillars of light (vammTaaimTan, sTCasTd, 350130 ). Just as Agni
appears on the surface of waters so is Yaksha, An carlier conception about Yuksha was that
of his huge body (e 95 @, AT oi3R). This is confirmed by the mdependent
Yaksha statues as well as by their representations at Bharhut which iconographically are
beautiful and of big =ize.

The Yaksha in the Atharvaveds is also called Brahma (wgr), and Yaksia-
Sadana or Yaksha-Velma was also known as Brakmapura (WgR, aqde, {eldiR%-10;
wifrd, (9g14R).

An epithet of Yakshapura is Aporijita (%9, 1013133), the same as AL
(am:i, Lei13}) and Advadhye (wifrd, te43). This is exactly what the popular belief
about the Yakshas was, viz. that they had the power of averling death and bestowing
immortal life on their worshippers, The symbol of their deathless nature (srm, @7, s7qe)
was the neotar flask held in the left hand of Yaksha images.

The popularity of Yaksha oult was vpry wide. We find both Yakshe Maha and
Bralma Maha in the list of popular religious festivals which formed part of the cult worship
in ancient India. Many such oults were known. For example, Indra Maha, Chanda Maha,
EKhanda (S8kanda) Maha, Rudra Maha, Maunda (Mukunda) Maha, Siva Maha, Vessamana
Maha, Jalkicha Maha, Bhya (Bhilta) Maha, Naf (Nadf) Maha, Taliyn Maha (same as Agada
or Avata Mahs), Ruklcha Maha, Cheiys Maha, Pavvaya (Parvata) Maha, Ujjina Maha, Giri
Maha, Thilba Maba, Dari Maha, Sagara Maha, Dhanur Maha , Kama Mahs, Bralima Maha,
Ajja (Arys) Mahs, Kottakiriys (Kottavi Devi, a south Indian form of the Great Mother)
Maha, Gatigd Maha (being o form of Nadi Maha), Raivataka Maha (being a form of Giri Maha,
Adiparva, Poona, 211.2) ete. The long list of theso obscure but popular cults provides the
baolground against which the popular religious scenes and images depicted on the Bharhut
Btfipa specially may be studied. This also throws light on the reason why the builders of the
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Stfipa gave such wide welcome to the cult of Yakshas, Nigns, Trees, Chaityns ote. As a
matter of fact the Stfipa worship was one of this divine fraternity, a part of the extensive
pantheon universally ascepted and adored. Just os in the later tomples any one of the main
deities enshrined in the sancbum had the other gods and goddesses amangst his Parivdra Deva-
tivs, aimilarly the Stfipa cult gave free admittance to the other follk deities as parts of ite Vipidha.
This concord amongst the culta or deities had been a conspicuous feature of popular religion
throughout the ages and waa so even in the time of the Buddha end Mahavira, What Adoka
officially did was to initiste a mingling of these cults with Buddlism. This scems to be the
intention of the perplexing words used in his Ediets—
v a7 g9 F 2 frar Fer

(Minor Rock-ediot 1)
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<
Fig. 50. Fig. L. Fig. 52.
Kupiro Yakho Sirimi Devata Supavaso Yakho
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The deities of cults 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 (SFTRTEET S9T 6 SHTEE 47 gATOTET, Rock-ediot VIII,
Kilsi), Adoka realised the fuct if Buddhism was to come to the peoplo it must come through
thoir idiom, language and enlt form. The sonlptors of Blharhnt and Sanchi were working
with the joyful visage of this new dictom. The mighty Stapas wuising their lofty heads to
gky nre eloquent with the voico of the poople i the numerous religions soenes on them fully
testily. Even the Jatalks stories depicted at Bhorhat are [olle tales which had laedly auy
truo conneotion with thn life of the Buddha as approved by tho pricsts.  These aen all conces-
siona to folk belief and the simplo tale are of deliberate choice as alphabeta of n popular level,
e.g. Baka Jataka, Miga J., Nign J., Latawid J., Kuriiga Miga J., Kinnara J., Bidila J.,
Kuldwuta J., Gaje-S8asa T, ete, These potty nursery tales have no place in the later Stipas
of Amarivati and Naghrjunikond4 oto, where grand themes as those of Vessantarn and Mind-
hith were given an honorable place as edifying tales of Buddha's spiritunl preparation in
previous lives.

How many were tlie Yiliehas, is o relevant question.  The representations at Bharhut
give n oorreet indication. In Banaras there is the helief that esch village has its Yaksha or
Bir,aa they now call it (of. i wfa %1 argw, nlw w7 &7 7, a saying that T heard Irom a villager),
This seems to bo right, for almost overy village has a Yakslia platform, Four such Yakshas are
still in worship in the Hindn University and several ofhors in the city, like Lalwrd Bir, Bulld
Bir, i.e., the amall and the big Yakshas. This is parallel to the Chullakoki and Mahakoka
Devatés of Bharhnt, Yaksha worship oven today is o prevaling cult amongst the people
from Bengal to Baurdslgra and from the Himalayas to the Tamil land under several names as
Bir, Jakha, Yakas oto. At one time each losulity seema to have had its Yaksha, o.g. Sakya-
vardhana of Knpilavastu, Puragi Takahi of Pafalipntra, Manibhadra of Pawiyd, Avantisun-
dari Yakshi of Ujjayini, Ponnabhadda of Champa, Buchiloma of Gaya (representod at Bharhut,
referrad to in the Sevyuie Nikiya, Yaklha Suttas, chap. X), Arantnks-Tarantuka end Yakichi
Uliilchals Melchald of Knrukshetra. Several lists of Yakshas aro available, the most important
being that of the local Yakshas in the Maldmdydri. Pinini also had mentioned the names
of four Yakshas, viz. Supari, Vidala, Aryama and Varunae (3rezre YIR1<Y) after whom childern
were named by the parents. The nsmes of Varuna and Aryama in this brief list should not
surpriss us since at one time almost all Vedic gods were robed in the list of Yaksha deities,
For axampls, in the Afanitiya Suttanta (Digha Nikays, IT1. 195), Indra, 8irys, Varuna, Praji-
pati are snid to have bopn Yakshas like Manibhadda.  One of them, viz, Vidila was the Yaksha,
who gave his name to Vaidali, We find also reference to a Trimuka Yaksha worshipped at
Banaras, Thus almost every big town or locality was carrying on with its Yaksha eult. The
names of the Yakshas and Yakshis found et Bharhut with lables engraved on them should
be undarstood as folk deities of a local character. We know these since the short epigraphs
say s0, otherwise their statnes on the rails and gateways would have remained unidentified
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as is the case with so many Yaksha Agures ot Sanchi and also in other places. The names
of Yakshas and kindred local deities are as follows :—
graat e, foawr me, sifien ga, gt @, gird o, sowee o=, geEar
wEt, = (¥=T) g, o 3, g dadn, SErerw |
Of the nbove list Snpavasa (Fig. 52), wns once taken ss Suprivrishe deity of
plentylol rainfall, but Barus derives it from Bupraviiss, auspicious deity for travellers,
Virudhako, Kupiro (Fig, 50) (Virndhakn and Kubera), ore (wo of the Chiaiimahirdjika gods,
viz. Regents of the four quarters, the other two being Dlipitarislira and Virfipalsha, the four
in order being kings of the Kumbhandas, Yokshas, Gandharvas and Nagas, Usually, Kubera
alone is considered to be the king of Yakshns but here Viendhulea slso is labelled as Yaksha,
Knbers belongs to north, Dritarislitra to cast, Vieidhaka to south, Vifipilksha to cast.
Garhgila 18 an unfamiliee name. Byl in the SBabhiparva (11.43) we read of o Goddess
Garhgatd which appears to be synonymous with the Earth Gocldess. Probably its male counter-
part was worshipped as Gamgita Yaksha, The name of Suchiloma Yaksha appears in the
Sarhyutte Nikaya and Sutta Nipidta and he is said to be worshipped on a platform in Gaya.
Ajakaloka, a8 the name implies, secms Lo be o bucolic divinity associnted with goatherds.
A statuette of & Goat-bearing Yaksha has been fonnd at Mathara, Budasani Yakshi, i.c. the
Yaleshi of the beautiful form, remind« of the strong lilerary tradition that Yakshis were

congidered to be paragons of heauly. Tn the Vanaparva, Damayantiin the forest is asked,
“Are yona Yakshi?” Chadd Yakshiis clearly Chandri, the Moon-Goddess conceived of as a

Yakshi, Birimi refers Lo goddess Sei-Laokshmi, a popular deity worshipped as & type of
tho Mother Goddess. The pair names Chulakoka and Mohilkokd, i.e. the junior and senior
Kol Goddesses must liwve been of the same kind as the two Yalwha names Lahurd Bir and
Bulla Bir, still worshipped in Virinasi whors Lahurd means small and Bulli as derived
from Sans, Vipula, Pri. Vuula) denoted the bigger one. The word Koki is of indefinite
meaning, but ocours as early as Rigveda (VIIL. 104.22) where HKoks as the pair word with
Sva (wmaTy BT ) seews to signify an wolf (see for Pali references snd this mesning,
Stede, Pali Dictionary). In the Gupto period also it was used us s word dencting wolf
(Fraeedigrpl aF:, TEWe Ji4le). Kokimukhasvamin and Vardhamukhasvimin 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 Naga,
for which abundant evidence is available Uhroughout Vedie, Purinic, Buddhist and Jaina
literatures, and also in the country-wide folklore and forms of popular worship devoted to Naga
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
in his T'ree ond Serpent Worship. Tt appears that the religious atmosphere round about
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Bharhut as 4 central placs ou the route of popular travel was saturated with elements of
Naga worship which have found a due place in the art of the Mahistipn, Elipates, Jing
of the Nigas, pays his homago to the Buldha in o very graphio scenc (Fig. 84) (g arrcem
wEar 7 () ad). Another Niga at Bharlet i8 Chalaviiko, a name apparently of local

significance.

The Niga motil sppears to go hand in hand with Yaksha, Both have their source
in the Vedie tradition sl in the local sulta.  There is o Nign or Al serpent in the legend of
Indra, viz. Vritra whose condlict with Tndea forms the main plank of the great myth in the
Rigveda, There is the Nags Muchdlinda as an important motif in Buddha's 1ife and similarly
a Niiga in the life of Mahivira, Krishna and also in the religious conveption of Mahadeva Siva.
These are all pointers to a metaphysical pattern based on the oternal conflict of light and dark-
ness, of good and evil, of the colestial powers and the ehthonie spirits, Suparpa and Néga,
or ag the Brihmanas mention. the feud between Bauparpeyns and Kidravyas, Here also wo may
point in short that the Yukshe stand for the inmortal elixir of life (wérawwTed =, arwiTe
Tmre 3. 11, %¥), and the Niga for poison symbolising the principle of death ; but just as
the Yakshas are both good and evil similarly the Nagas also may be of benign character and
worthy of worship as Devatd. This is possible when they are under the control or mfluence
of & deity 08 Indra, Sivaete. The same motif was assimilated in Buddhism as part of the
Buddha's life and that tales the form of the Naga peying Lomage to the Buddha.

The worship of the Tree (957 7g) was alao of equal popularity and its place in higher
religion was admittod from the eavliest times when Brahman himself was spoken of as the
Forest, the Tree (& @ad ¥ 9 3@ s, dferdm #gw, 2. &0 9%; see also Rigveds, X.81.4),
The religious masters at Bharhut accepted the Tree cult but in the context of the Bodhi
Tree of the Seven Manush? Buddhas.

The Stfipa of Bharhut wus 67" B}” in diameter at ths base but only a very small
portion was left when Cunningliam visited it, viz. 10/ in length and 8’ in height, This portion
was on the south east-side and contained rows of small recesaes (133" broad at top, 43" at bottom
and 84" to 9" apart) for lights of which the numbar for whole of the Stiipa seems to have been
about 120 for 800 lights in each row. The whole Stipa wes built of plain bricks of 127" x 12"
size, some large ones being B to 6” thick, The height of the Stipa could not be uscertained but
its form with the dome and the Harmika can be made out from the several replicas engraved
in relief on railings. The orginal Stiipa was made of plain bricks and stood on a strong foun-
dation of solid stone-blocks, Round the Stfipa on the ground floor stood the magnificant
innet railing consisting of four quadrants and four gateways facing the eardinal points. The
Pradakshipd-patha between the Stipa and railing had a terrace 10" 4" wide, 1n all there
were eighty upright pillars each 7' 17 in height with a coping on the top (7 in langth, 1/ 10" in
height, 1" 8% in width, total length of the copings 330°) raising the height of the railing to about &',
Between each pair of tho uprights were fixed three cross-bars (gsfr) (1’ 11}" in length, 1’ 104"
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in breadth, with o thickness of 6% in all 228 aross-bars). There were sixteen pillars in ench
guarter portion of the railing with four additional pillars in the reburn-sereen in front of each
gatoway, The tall pillors of eacl gateway rose to o height of 9 74"} those on the cast and west
sides wore comprised of four oclagonal shalts standing together, while those on the norith
and sonth gutways square in form.  These pillurs supported an imposing superstructure of
shree parallel meohiteaves sopamted from ench other by squire stone bloeks, and the horizontal
gpace hetwoen eacl puir of aurved beams wan filled by smaller pillars, A particnlur foature
of the Torana beams at Bharhot consists i the aper-mouthed erovodile fignees with curved
tails oeenpying thoe projecting onds. Tt was on the aecount that the T'orapae itsell received
the name Simdumdra Sirah, as given in the Muhahldrala (Adi Parva 1, 176.15; aee my
artioles, Siménmire Sivak, J.2.8.0.4, 1930 ; Malihhirata Notes, 4.B.0.1. Vol. XXVI, pts,
II1-IV, pp. 283-86). The fopmost srohitrave was surmonnted by a conspignous Dharmachakra
aupported on & basa of heney-suekle design and this was on the two sides at the uppormost
height, of the vertienl pillars flanked by two smuller #rivatng symbols.  Cumninglam was able
to reatore these pinnacle symbols from existing fragments.  The detailed architeotnral scheme
has been desoribed by Cinningliam and discussed by Barus. Conningham found 49 pillara
of the original railing, 36 on the spotand 12 from the neighbouring villages of Batanmarn and
Pataora and 18 out of 40 coping stones, Pt. Brij Mohan Vyiis has added to the collection
of the Allahabad Municipal Museum 44 pieccs from the Bharhut Torapa Vedild, “They
ineluded 32 pillars, 1 corner pillar with a lvont and side face, 3 cross-bars, 14 coping stones, |
fragment of a capital, 2 other blocks and a stair-way.1

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

The scheme of decorative motifs and illustrative themes must have been prepared
aftar 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 impartinl share. The Bharhut Mahastiipa is onr carliest
monument of its type being raised about the middle of the second century B.C. in the time
of the king Dhanabhfiti of Sunga dynasty and deserves to be studied for its architectural

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

1 B. C. Eala, Bharhut Vedika, p, 14.



11. PRAKARAVAPRA KUNDALA

In the Viraa Parvan 10,1 (Critical Edition) oceurs the following verse :
FATINSGTAT EGHTET S TASFCAL Regan |
ST SR vew 419 5 av afgred o i

Arjuna as Brihannadi appears in female disguise wearing ornaments which congisted

of a pair of kundolas and o pair of beautiful golden bracelets, The phrase prakdre-vapra
qualifying kundale appears to have presented much difioulty. Amongst the variant rendings
we find that the only Kashmisi manuseript writben in Saradi characters availsble for this
Parva substitutes srwreaern: for yreread, but it stands alone in this reading, which appears to
be an emendstion of the original knotty text. The redactor perhaps ingenionsly thought that
ari< and g5 being synonyms, one of them was superfinons ; and sinoe gra< docs lend itself
ag o suitable SEAR for o hero’s ideal chest, the correction naturally suggested itself., The
thres DevanigaT manuseripts (DI-3) got rid of the diffionlty by changing the text to farar =
g%, which conveya little sense in the present context. Tt should be mentioned, however, that
the remaining nine Devanigar manuscripts collated for the Critieal Edition faithfully adhere
to the old text tradition by retaining sTwTead, although its satisfactory explansiion may not
have been grasped. The South Indian reconsions, evidently to obviate the difficulty of snitably
explaining STTTAR, changed it to samefad, which is of poor value from the point of view of an
original reading. The learned Editor of tle Critical Fdition of the Virita Parvan must be
congratulated for relaining STHRTTER as the traditional text, nlthough he does so with & wavy
underline. This reading, besides respecting the overwhelmiug testimony of the manuscripts is
by far the best and the bappiest for illmminating the verse with an original beautiful
The term ST a8 the qualifying epithet of an car ornament was used in a technical

gense ns the name of a particular kind of Fundalas. Thix type of kupdala is common in the
ears of the male and the {emale figures at Bharhut (Fig. §7) and Sanchi and in other places
where specimens of early Tndian arl. are preserved. This ornament consists of a prominent
aquare plague seen in front of the ear, to which a projection with two spiral tums is attached
at thie back and worn in the earlobe. Its Front portion is adorned with the design of a four-
petalled flower.Clear oxmmnples of such ear ornaments (Fig, 58) can be geen in Cunnin-

Fig. 7. — | L r— .fi?lii"“:'i:]"m" v &
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gham’s Bharliet, plate XXIT showing the Yakshes, Kubera and Suciloma snd the Yaksi
Chandd, and plate XXTTT illustrating Sirimd Devatd, Chulakokd Devats (Fig. 63) and the
Yakshind Sudasana, the last named figure showing the bundala and its arcangment in the
ear gquite distinetly. A pair of snch kundalas 18 also shown separately inside a Kalpalaid
meandar® ab Bhatlng and is illnstrated on plate XLVIIT, fig. E. 8 of Cunninglam’s book,
Cunningham has also reprodneed an enlarged skotch of the same on plate XLIX, figs, 18,
14. A beautilnl mule head shown inside a (ull Blown rosetbe illustrates the ssme type of
ear ornament (Bharhut, plate XXTV. fig. 1).

These fignres nre datable in the 20d century B. 0. A still older staiue of a eolossal
Yakaha [rom Parlham (Mathura Musonm) also shows this feature, It is also notowortly thal
this kind of car ornament prakdra-varpe kupgdala ia not met with in Indian art aller the SBunga
period. In the sculptures of the Kushipa period the kundalas generally assume the form of
pendants ; more or less oylindrical in ghape. The fashions changed again during the Gupta
period when we find in seulpture and painting ear-rings of heavy discular ghape resembling
a wheel, which Kilidasa has referred to in the Kumdrasambhava (IX. 23) as tafankachakra
(e wiafy aeqeen aeg=lead aam: 1), with which Siva adored the ears of his
beloved consort Phrvatl Another kind of ear-rings in vogue in the Gupta period was the
makara-kupdala.

Literary descriptions are generally illustrated in the ort specimens of cach age,
and if properly understood and correlated with the preserved examples of seulpture, painting
and terracolta may prove valuable for providing chronological data. The epithet prikira-
vapra in relation to kundals implies & comparison between the abrupt height of the rampart
or city-wall (prakdra) and the enbical front portion of the ear ornament as seen on the oldest

! The motif of the Kalpalatd or Kalpavrikshs producing verious ornaments dblaranas or
bhfishana-vikalpa is an ancient coneeption referred to in the RimiAyapa (Kishlandha, 43. 46), Maha-
vapija Jataka (Vol. IV, p. 852), Meghadita (II. 11). For other cxamples of Prakdra-vapra kundala
issuing from Kalpalatd bends shown at Bharhut, see Plate XL-A-B. 3, XLI-B. C. 6, XLII-C.E, -
9. XLV-E. 3, XLVIII-E. 5 and E. 8 of Cunningham’s Bharkut.
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stabues in Indin. Some of the city-walle incidentally shown in sculpture possess a coping
decorated with a band of four-petalled flowers exnetly similar to that decorating the kundalas,
This can be seen in the representation of the city of Banaras at Amardvatl illustrated by Dr,
Coomaraswamy in his Early Indian drohitecture, 1 Cities and Citygates, Fig. 18.

- In ancient architecture the prikira and vapre go together, As staled by Dr, Cooma-
raswamy, “On the city side of tho moat vises the wall (pakdra, Skt, prakdra), from o founda-
tion or plintl (vepra)”. [1bid.p.213]. [n the same place hie says thet vapre and prakarae are
somptimes treated as synonyms (Acharya, Dictionary of Hindu Architecturs, 634), but m
Kautilyn’s Arthadistra we have ageaufe IHTEY ie., the prakira (wall) was maised on the
vapra (plinth).l Dr. Otto Stein las also observed that the texts and the respective descrip-
tions in liternture are not always strict in distingnishing the vapra and priakire (Arthadastma
and Silpadastrs, Avchiv Orientalni, Vol. 7, p. 488).

Bome specialised investigation is needed to arrive at the exact significance of the
two words iu earlier and later literatures. But it appeara that the distinction in their meaning
waa later on missed and the two bogan to be treated as synonyms. In the compound phraso
prakara-vapra, Vapra seems to resemble the spiral attachment snd prakdre the oubicsl
bloclk portion of the Leavy kundulas familiar to us in the sculptures of the Maurya and
Sunga periods,

It may be noted that the word parihijaka is used twice to qualily kambu or a pair
of bracclets, which must have been made of gold (Virdga, 10.1,5) ; and again twice to deseribe
the kundalas worn by Arjuna (Virdta, 15.2; 18-19). The expression wfigre® gve® of the
Mahabharate reminds us of the graphio reference to such Fungalas by Patefijali as wfergT-
WA gvew (Mahibhishys ed. Kielhorn, Vol. T, p. 7) and by Manu s @& Q%% = goes
(IV. 36).
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12, SIMSUMARA—SIRAH

In the Draupadi-svayamvara Parve of the Mahabharata, Adi Parval, we find the
following dloka :

& I 49 arrdigatTen | fagarg s afrEe 5 afeEn i)

I, 176,16,

The variunt readings found in the loot-note to this vorse are : Ky Dy 8 &im (Gghi)
dumdra-givish (Kg “diramis’ ; Dy, $Hrald),

Thus we have two other readings, viz., ‘siméumdra-girim' und divah’ from the Mss,
The reading in all the printed editions of the Vulgate text is ‘$isibumidra-firah. The Kumba-
konam edition (Ch. 200, 24) also confirms it.  Wa have therefore to examine the original reading
as lo whether it was 'Giral’, ‘purah’, or ‘giris'.

It seems as if ‘girit’ and ‘purash’ were readings belter suited for an intelligible
meaning. Dr. Sukthankar kindly mformed me that he preferved ‘didumara-puram’ and
considered it to be the name of some locality where the ‘samija-via’ for Draupadi’s ‘svayarh-
vara’ was built ; it may have been in the vicinity of the capital of Drupada. The other reading
‘Sinhbumiara-giri' appears to be the attempt of some puzzled copyist or commentator, who
could make little sense out of ‘fimdumara-dirah’ snd so cut the Gordian knot by changing
“éira’ into ‘purar. But euch an emendation of the text due to lack of understanding of its
mesning cannot be justified, i

We, therefore, submit that the reading ‘diméumdira-$irak’ as preserved in the Vulgate
is correct, ‘Simdumara-$irali’ has been used as a synonym for ‘makaratorapa’, the well kmown
motif of the ancient gateways in Indian architecture. The verse says: “The citizens clamo-
rous like the suxging sea, as well ns the other kings approached the éivéumara-dirah’ (the
architrave of the gateway adorned with fish-tailed arocodile), and thence entered the arena™.

‘Sirdumara’ and ‘makara’ are synonymous. 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 (%ardla-mukha’). The school of Mathura also abounds in ‘makara toranas’
In the fragments Nos. M. 2, and M. 7, for cxample, consisting of the end of a ‘torana’ architrave
the curled-up fish-tail of the yawning erocodile follows the curved outline of the stone. (Vogel,
Catalogue of the Mathura Museum). Many other spocimens aro presorved in the museums .
at Mathura and Lucknow,

! Published from the Bhandarkar Oriental Research Institute, Poons, under the editorship
of V. 8. Bukthanlkar.



12, SIMSTUMARA—SIRAH 09

The ‘makara’ motif ocours in the art of the Bunga period and in the subsequent
oenturies down to the Kushina epoch, roughly from the middle of the second sentury B.C. to
the end of the second cenfury A. D). The mention of the motif in this partilonar passage of
the Mahabharaty incidentally sheds light on the problem of its probabls date. The literary
tradition of the ‘makara-torana’ or $iméumara-$irah’ antedates onr knowledge of it in the lithio
art of the Bunga period by several centuries ; it is believed that the patterns exconted in stone
were preceded by works in wood.

In October 1988 T had written to late Dr. V. 8. SBukthankar to enquire the meani-
ing of the expression frgpre fare: oceuringin Adiparvan, 185.16 (Vulgate text). In reply he wrote
to me : “T gin not sure about the meaning of Sivdwndra Sirah, in Adi. 185.16, Our old group
of Northern Mas. has ‘purasit’ while Bouthern Mas, read ‘girim’. We have accepted ‘purasm’
for our aritical text, and take that it was some place—a suburb—near Drupada’s capital,
where o special camp was evected for the Svayawwara”. Subsequently, 1 publighed my
interpretation of the word in the Journal of Indian Society of Oriental Art for 1939, suggesting
that faqaTe firg could hest 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 Banchi Stiipa in which the forape beams are finished off in volutes at
both ends decorated with alligator’s head and coiled fish tail. This meaning suits the context
admirnbly. In response to king Drupada’s proclamation of the Svayarivara, many Kings,
Rishis, sages and Brahmanas flocked to his capital from different places to participate in and
witness the ceramony. Thase kings were well received by Drupada with respect due to their
rank (Adi, 176.14), Then we have—

a: dYern 9 amigatne: | fagargd s a1 oiEEs o

(Critical Text, 1.176.15)
i.e. on the next day the citizens of the capital and those royal guests proceeded with rmmnbling
deep noise to the Targare fart: (keoping the Vulgate reading) and entered (the wwweram=).

Then the poet describes in elaborate detail the architecture of the samdjo-vifa
furnished with sTsTT and qfay, i.e. first 4 moat then an outer wall, and then the greyTer or
the main gateway in the enclosure wall which gave access to the inner grounds. Inside it were
rich pavilions and palaces (farers, sTaz) furnished with many articles of comfort and show
(Adi, 176, 16-93). The Bpio desoription faithfully reflects the early Indian architecture of
cities and city-gates as found in many places in the Buddhist and Jains literature (of. Milinda
Paftha, 1.34 and 880 ). As Dr. Coomaraswamy has shown. : the most conspionous and
necessary parts of & city are the moat (Porikhd) and rawmpest (prakirs), gates (dedra,
gopura), more specifically gate-houses (dvdra-koffhaka) with their defence towers (dvdre-affalaka)
and the king's palace (prasdds, harmya, raja-nivelana, Vimana, eto)). [Barly Tndian Archi-
tecture, Cities and City-gates, Hastern Art, 1930, p. 211},

* Letter No, Glen. 3494 of 1938-1939, dated 5/11/1938,

R —— —— i —
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The Epic writer has in my opinion preserved in the word fapre fa< a conspicuous
Feature of the early Indian gateway architecture. The voluted ends of the architraves or
temple cross-beams wore adorned with figuros of fish-failed alligators in a very attractive
and prominont style. This feabure impressing even u casual observer of the Sanchi gateways
persists upto the Kushina period in the art of Mathura. It should, however be mentioned
that tlis artistic fenture which i8 o vory common in the slyla of the Banchi Terapas is cons-
pienous by its absence at Blarhut where only the spiral motifs are carve on the two ends
of the berms, [should also note that I am unable to quote any obher evidenes from early Jains
or Buddhist literature Lo eorroborate o awhove explanation which can, therefure, by taken
al hest a suggestion doriving its force from the evidence of available architeotural styles of
early Indiun art.

Dr. Sulthankar referred my suggestion to Dr. P. K. Acharya whose explanation
was o bit different from mine as Dr, Sulcthanlar wrote to me: “I have boen pursuing the
question of the hest interpretation of the word &imdumdra dirah, and in that couneotion T wrote
to Prof. P, K. Acharya of Allshabad University. I have now hesrd [rom him that he profery
the reading Sirah, and opines that it i 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-
hably at the bottom by the head of crocodile™. This gallery of pavilion, in his opinion, was
probably reserved for the Paurajandh. He refers me to Manasira Vistuéistra (30-78-80) where
there is montion of “stair-case of elephant's trank pattern said to be decorated with lion faces”.

I am sending you the information for what is worth,” I cannot make muel of it
myself. But it might give you & elue for [urther investigation".

Although 1 cannot agree with the suggestion of Dr. Acharya I think we can under-
stand his meaning. He seems to suggest thut in the pavilion (fawrr) inside the aaTaETE
thers 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 earved at the bottom near the
first baluster or upright post. If I am right in imnderstanding Dr. Acharya’s meaning T should
say that no doubt, there were upper galleries and stair-cases (cf. GETUFTEI In the present
passage, Adi, 176.20) with small hand-rails as found in the representations of carly Indisn
art, yet T think that the term frggATe Rr<: as applicsble to this small baluster is, for one thing,
of much wealcer force than if applied to the full-fledged {orapa architrave and for the other
does not seem to hold good in the present context. A careful reading of the passage (Adi
176.16-26) makes it quite clear. The farpre frx: according to the Epic was approached by the
citizens and the kings and the question of auy upper gallery being reserved for the former
does not arise. The obvious and natoral inferenens is that the fergare fare (whatever be its

! Letter No, Mbh. 3528 of 1040-41 dated 9/10/1940.
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meaning) was approached by the guests ss the first thing before they made their entry into
the arens.

Having accepted the reading farqmT<ire to be the correct one as dictaled by the pro-
prioty of meaning 1 had entertained doubie regarding its textual suppozt since Dr, Bukthanlar
wrote to me j our old group of Northern Mss, has ‘purash’, while Southern Mes, read ‘girin’,
we have accopled ‘puran’, for our Critical text. In the printed foolnotes o the Critical edi-
tion anly MK, of the Kaslumiri version gives fagame farg and Dy of tlie Devanigar version
fergga< fire:, all others vecord gy or ffey, Besides the fact that feeble textunl support is not
always the find arginment in rejecting an otherwive superior reading?, we Jave here u pood
reason for the beliel that fampamr frw ropresents the originl reading. It ir o vory fit exsmple
of lectico difficilior, i.e. the more diffionlt text prescrving the emrect reading, whieli m proccss

of simplification waa substituted by a veading palpably casier of comprehension. But all
donbt about 11,18 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 Bditor of the Mahabhirata hailed as o discovery of
capital importance of Mahahhiratn Studies. The reading of this Ms. is fergare fut:
(Sukthankar, Epie studies VI1, Sukthankar Momorial Edition, Vol I. p. 282), and this to my
mind seta the seal of final approval on thia debated rending,

*  TPig 59, Simfumara—Sitah-Bharhut

3 Compare the reading gugam: in Aranyaks Parvan, 229, b. ‘Vasudeva 8. Agrawals lias
suggested the emendation of Frgaieafy (of the Vulgate) to Sygareafy (which is our reading)
Though rather feebly supported by Ms, evidence, it is undoubtedly the correct reading.; (Dr.
Sukthankar's Critical Notes Lo the Aragyaka Parvan, p. 1106).




13. A NEW YAKSHI IMAGE FROM MEHRAULI

Thiz beautiful Yakshi imaee is stated to have been found during excavations near
the Qutb Minar at Melrauli in 1912, [t remained deposited all theso years in the Delhi Fort
Musenm ag n Buddhist railing pillar No. A 20 (2704" x 03" < A" carved face). 1t has now been
slifted to the National Muscum,

The sculpturs (Fig, 60) shows a female flgnre standing wnder & tree and embiracing
the trunk of the troe witl hec left liand, in an aifitude wiieh suggests that she liold a branch
of the tree with tho up-lifted right hand like a Salabhafijikd fignre, Unfortunately, the
seulpture is damaged and & portion of the proper right side has vertically been cut away
(Pig. 36). Similarly, the above portion showing the upraised hand and the folisge of the
tree and the lower portion of the lega are Jost,

Tha long braid of hair interwoven in twa locks coming down to the girdle is shown
falling on the side. Of a pair of simple ear-pendants the ome in the right ear is damaged,
and the fage is badly mutilated. The figuro is wearing a flat Lorque of whigh the detuils have
heen effaced, and three pendant necklaces.  The one falling ahove th\_&uta hae & clasp
consisting of cylindrical beads separating two round hithan-faced plaquesSwith a nandipade
gymbol pendant from each. The eecond necklace falls between the middle of the breasts
and has A square plagne hanging from it. The third one falls below the breasts and has in
the centre a prominent round padake carved with o lotus, A thin double folded string passes
helow the breasts and a chain running from it conneots 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 animnl heads in tho centre, is knotted in front of the girdle,
with its loop falling on the left and the two loose ends in front of Lhe legs. This charming
device lends beauty to the whole figure. The broad girdle consists of six strings, the first, third
and fifth of hexagonnl fluted beads, the second and sixth of square beads with round ends and
the fourth of flattened round beads carved with eight-petalled lotus flowsrs. The lower part
of the figure 18 wearing & dhofi indicated by folds and s zig-zag fringe on the left thigh,

The original pillar was broader, but it was converted for subsoquent use by eutting
it on the proper right side veriteally across the-shoulder dawn to the legs and making three
mortice holes on each side, The upper protion secommodated the foliage of the tree under
which the Yakshi was standing in Salabhafijika pose. The sculpture iz made of huff coloured
sandstone and is to be assigned to the second century B.C.
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Fig. 60, Mehrauli Yakhhi Image
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Aceording to Muhfiyina iconograply Vaswllidrd is w consort of Jambhala, She is
believed to be an emanation of Ratnasambhava, and semetimes of Akahobliya, but in seulpture
she ia moro anciont thn oithor of her spiritnal fathers, the two Dhyani Buddhas named above.
According to a nobe in the S@&lhanamala, p. 89, only throe sidlianas are devoted to her worship,
and in one of these only she i said to bear the image of Akshobliya, Tu two others, sho is
assigned to the Dhydnl Buddla Ratnesambhava, which word means ‘born of jowels', Vosu-
dhirii, literally ‘custodinn of Vasus o riches’, fonnd her appropriste male eountorpart in
Jambhala, the god of wealth, and both were made dependent for origination on Retnasam-
bhava, the latter ovent taking place at o mucl later date, since the incorporation of this Dhyani
Buddha into the pantheon of the divine Buddhns was in itsell & subsequent sccomplishment,

The Dhyina lays down that the goddess exhibits the terade mudrd in the right
hand and carrics ears of corn in the left:

Dakshina-karens varadim vamakarena dhinya-mafgoridioram,

[Sadhanamald, p. 907]

According to another Dliyina [ibid, p. 1171 ghe carries on her left hand the ears of
corn with vessel showering gems :

Dhanya-mafijari-nandratnavarshe-ghata-vama-hastam, In the images from Sarnath,
[B(f) 19—23] whivl belong to the late medieval period, wo find the three distingnishing features
as given in the Dhyéina; which shows that the sculpturs followed & genuine tradition. The
right hand of the goddoss i shown in the gift-bestowing attitude, and {rom the stalle beneath
the left hand it ia suggested thot this hand held an ear of corn (dhd@nyamafijari). The other
emblem, the vase of treasure (ratnaghaga) which in reality is the most important of her attri-
bites, 38 represented by & pair of vases one under each foot (Oatalogue of the Sarnath Museum,
B (f) 19, p. 147, Plate XV, b). Tn sculpture No. B (f) 20 the right foot of the deity ‘ia placed
on an inverted wase which rests on & lotus flower. This vase is apparently a treasure vase,
the attribute of Vasundhara. The line of saven similar vasea lying upside down on the top
of the vase was added manifestly by the seulptor to emphasise the ides of Vasundhard’s control
over the wealth of the world’, [Salni, ibid, p. 147]. The eight veses most probably correspond
to the Ashta-Vasus, the eight Vasu deities who are counted as the gana-devatds making up
the traditional number of the Trayas-trimdat Devas, Whatever that may be, the fact
remaing that the images of Vasndhird emphasized the ratna-ghofa as an emblem of the goddesa.

Trom this known attribute on the images from Sarnath we now proceed to a group
of statusttes from Mathura in which we find a two-armed fomale figure standing with the

IAlso Foucher, I deonagraphie Bouddhipue de'dnde, 1905, p.85.
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right hand in abhayamudrd. TIn her loft hand she holds a lotus parasol, For all practical
purposes the female figure is identical with the well known Gaja-Lakshmi or Nagl figares from
Mathura, but without the elsphanis or the serpent hoods, The typical standing famale figure
with left hand skimbo is also known to na from the coins of Mathura and some of the tribal
coing. In the early centuries of the Christian era there serms to have been a rocogmsed type
of female figure whicl was employed with certain minor changes to represent the iconographic
forma of the different goddesses, such ns Lakshmi, Hariti, Nagi eto. It is this foxm that
constanily recurs in the numovous femnlo statuettes of the Koshina period discovered at
Mathura, The two-armed female figure with a pair of vases and with right hand in ebkaya-
mudrd ia cortainly of divine rank, and the vases appear as her distinguahing symbol,

The statuette No. 1690 in the Mathura Moscum shows the goddess holding a lotus
parasol i her right hand, lelt hand is aldimbo, and on her right side ia & pair of vases placed
one over the other. Tn siatuetie No. 1411 the lotus parasel 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 ghagas is found in statnettes 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 insoription reading Dharasenasya in the soript of the Kushiana period. 1t is therefore gppa-
rent thot the iconogiaphy of the goddess in the art of Mathura shows some difference from
that ot Ssrnath, viz., that the right hand is held not in vereda, but in abhayas pose; and a
lotus parasol held either by the left or right hand is a now feature. The conneoting link bet-
ween the two group of figures from two different periods remaing, however, the traasure vases,
snd these may be looked upon as the principal cognizance in the iconography of Vasndhdrd.
Much of the Buddhist and Hindu iconography was in ite formative stage during the Kushans
epock and detals had not yel become erystallised. It therefore docs not much matter if
the varada pose and the dhdnyamafijari 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
paira was déemed enough to mark out the identity of the deity ropresented.

There is yet another symbol which is met with in the images of Vasudhfrd from
Mathura deseribed above. It is & mina-mithuna or pair of fish that is found suspended from
the lower handle of the lotus parasol (padmatapatre) Leld in the left hand. Figures Nos. 1411,
16856, 2623 and 748 aleo have the fish symbol. Tt should, however, be noted that in statuette
No 2628 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 sce its earlier connections. In
statuette No. 1583 we find the female figure with the right hand in ebhaya pose, but without
the fish-pair suspended from the umbrella post ; the rathaghatas, however, indicate her true
character. It represents the transitional stage when the fish symhbol was being omitted.

In one specimen [No. 748] the abhaya pose and the fish symbol with the padmdta-
patre ocour bub the rafua-ghafus are wanting, It most likely points to an earlier transitional
stage when the symbol of the trpasuve-vases had nob come into vogue. And this brings ne to

14
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a third group 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 holda & string with a pair of fish suspended from its ends. A typical specimen [Mathura
Mnseum, No. 2243] is illustrated in the Mathura Museum Handbook (second edition), Plate
VII, Fig. 141, Stylistically the figure is related to the Yaksht 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 ils being a product of the Sunga period. Hore the auspicious
jewel-vases find no place, and the iconographic conception with mina-mithuna appears to be
insulating itself from the vagno and general belief in a Mother Goddess who waa the precursor
of the later classioal goddesses, The fish symbol associated with waters, which is the birth-
place of the nidhis or mythical riches, is much mors elemental in conception than the treasure-
vases, We do not yot precisely know the significance of the fish symbol in relation to these
femals fignres from Mathura, But working back from the known figures of the Kushans
period in which both the ratna-ghafe and the mina-mithune occur side by side in one and
the same figures, to ferracotta figurines with only the fish emblem, we at least find some com-
men links which may tentatively sorve as pointers in the direction of identifying thess early
figurines of the Sunga period. Whether in the religions upheaval accompanying the early
Indian art of Bharhutt, Sanchi and Mathura of the Bunga period, the conception of Vasu-
dhird had been developed and grasped we have no obvious means of determining. The
few Mathura figurines sre our only source at present.

It may also be pointed out that a third fish placed horizontally below the two others
is found in the terrncotta figurines . It is visible also in the illustration of terracotta No.
2243 described above. We have also seen that in statuette No. 2623 of the Eushiina period
. disonssed before a third fish fignres separately from the mina-mithunoe and is carved near the
upper end of the lotus-stall. Perhaps the explanation may be found in the tradition of the
Tantras where the Gafigs and the Yamuni as the two principal ensrgy-systems and the Sarasva-
t1 a8 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 Athervaveds calls hiranya-vaksha, the golden bosomed who conceals
within here womhb the treasures (vasu, mand, Mranys) of the world. The following two verses
giveus a vivid picture of the Earth goddess as the presiding deity of wealth® :

- famgern sgarr wfrer feogmar sy faar )
dapre fawer qfefafee woar zfao @1 gemg nsu
fafr farsdt agen r @ =i fgod qfielt a=rg )
agiv A FgE wEwAr 3 quvg gaeewr 000

© ! An almost similar Mathura specimen is figured by Dr. Coomaraswamy in his Indian Terra-
oottas published in ths IPEK, 1928, Fig. 24.
® Atharva, Prithivi Stikta, XIL1.6 and 44,
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We find here the significant epithets Vasudhani and Vasnda applied to earth which
are only synonyms of Vasudhird. We also meet with the imagery that the goddess earth
sends ont myrind streams (dhard) of wealth as an unflinching cow rains streams of milk :

wgd W zfoRr ¥ oggt gET SRl |

This is just the idea underlying Vasudhird, Earth is the prototype of the Great
Mother Goddess (Mahi Mata), and Vasudhird as o specinlised classical goddess may only
be an emanation from thaf cosmie form of the Magna Mater which antedated all that we have
in Indian iconography. In [act the identifieation of Vasudhérd 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
vage with the Eartl goddess during the Gupta period is also in keeping with the iconographic
evolution of Vasudhiird 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
gymbolism rooted in Vedic philosophy and ritnal, and transferred to an extensive folk-cult.
Vasudhard Literally means "Shower of wealth’. 1t is the same as the latter idea of the Rain of
Heavenly Gold' (divya-suvarna-vrish). It had become an accepted litersry motif and a
common belief in the people that the rule of pisty, Dharma, of the Chakravarti Sovereign
brings the Rain of Gold from Heaven, In the Sinti Parva, we read of Hiranya Vrishti in the
kingdom of Bubotra (Santi Parve, 29, 24—26, Poona Ed.). The Divyivadina says that in
the reign of the Chakravarti King Mindhata there was Rain of Gold for o week (vrishéam me
saptaham antahpure hivanya-varsham, Divydvadina, p. 218). The motif of the ‘Shower of Coin’
is repeated in the Divydvadana (na kiréhapana-varshens tripith kameshu vidyats, Divyivadana,
p. 224). This was & predominant belief during the Golden Age of Indian history when moun-
tains of gold acoumulated in the country as a result of inter-continental commerce so that
actually & shower of golden coins appeared to have come as heavenly rain. This is visible
to us even today in the sbundant fhioards of Gupta Gold coins, Bina inspired by the same
ideals of plenty and prosperity mentions the motif of Vasudhéri, Shower of Wealth brightened
with gold descending from a merciful Heaven (mahdkanakdvaddtasi Vasudhframive dyoud,
Harsha Charita, oh. 4, p, 134, Nirnayasagar, bth Bd,). Mahdkanake is taranslated by Safkara
as tila-suvarpa, ie. 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 maxirnum
point of produotivity that is known as abhyudaya, prosperity ; but when even that is exceeded
due to the potency of good Karmas, a state of mahd-abhyudaya, Great Prosperity, is made
visible in Heaven's Grace by sending down & rain of gold, Dhana-vrishiih (Vasudhdra mali-
bhyudaya stichandya diva patati, Saikara). The above references are from the Gupta eivili-
sation and later than the figurimes of Vasudhird discossed 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 continned up to even later periods, so it was in the case of Vasudhira,



108 ) STUDIES IN INDIAN ART

In the Yajurveda, Book 18, known as the ‘Chamakidlyiiya’, is an elaborate adoration of the
Goddess Vasudhiri (Vedie 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 frnit of his performing
the Yajiia, Theidea of Yajiia is to propitiate the divine powers, that is, to become altuned with
them, and the fruit of Yajfin is Daksiip@ which the Gods confer on ench Yajaumine according
to his wishes. About fonr hundred suel dhutis  oblations are enumerated, e.g., Vija, Kratu,
Pripa, Jyoti, Vik, Mana, Asn, Chitta, Atmi, Tanu, Sarfrn, Aya, Muhimi, Snlys, Sradedhi,
Moda, Amrita, Jivatn, Abhaya, Sudinn, Sumvit, Kima, Krishi, Pushti, Thidedhi ; but the most
sublime gift in Uhis Bl is that of Vase bestowed in the form Karme aud Sakti (Karmea che me
dakiifcha me, Yujus, 18.15),

The Brahmajas make the iden more explicit. "Thik Agni on earth is Vasu, the
greatest wealth ; for him the gods sent this shower and propitiated him. Since the divine Vasu
sont this shower, the latter is called Vasudhird (8B. 9.3.2.1), ‘Because it is the Btream of
Wealth (Vasumayi Dhard) ,therefore, thoy call it Vasor Dhara (§B. 9.3.2.4). OF this Vasor
Dhari, the immortal Leaven is the Self (ctwsyai Vasordhdrdyas dyaurevitma, 8B. 9.3.3.15) ; for
the Shower of Wealth clouds are the teats of Heaven and lightning the breast, abhramidhah,
B. 9.3.3.16, vidhyut stanal). Wherever there are Showers of Uold it becomea the capital of
God Indra (Vasordharingm Aindra-nagaram, Gopatha, 1.1.28), The last idea is repeated by
Kilidasa—a progperous kingdom is the abode of Indra (piddhar hi rijyan padamaindramahud,
Raghuvarida, 2.50).

In the iconography of Vasndhdri the Parpaghaie and the Fish are important features,
The full Vase stands for the auspicious divine Waters which are the Mothers af the Vasus or
Vasu in the form of Agni identified as the Jewol (Ratna) or Wealth, The Fish is also belisved
4o bo the source of pearls. Thus these two became the signs of Vasudhard, but the Fish also
was the symbol of the Egg, viz,, Hiranya Garbha, ihe Golden Germ. It is the Showar of the
Golden Germ or the Life-principle that was really af the root of the whale concaption of Vasu-
dbard, 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 whole
picture in the realm of artistic netivity in Novth-castern India, It is common knowledge
that the pgreat Kushina emperors Kanishlea, Visishks, Huvishka and Vasudeva were
munificent patrons of (he Buddhist faith and tool pride in raising stupendous monuments
for the edification of thoir cherished religion, Innumerable Stapas and Vifidras must have been
built under their liberal patrenage and at Mathuwra we have evidence of & definite instance in
which & Vikire or monastery owed its existonce to the liberality of Emperor Huvishka, The
Shihanushilis not only evinced personal intercst in the erection of public buildings of a religions
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) Beptembar, the first day (of the
month) s Charitable Home (Punyaddls) was endowed with a perpetual gift by the nobleman
Prichi, son of Rukamina, ruler of the Kharisalera and chief of the Valeana tribe...... “‘Whatever
be the merit of the gift, that belongs to His Majesty Huvishka, and to those who hold His M ajesty
dear’. (J.B.O.R.S., Vol. XVIII, p. b). This nobleman must have been obviously a devout
servant of the Devaputra Shihi Huvishlta, who though of foreign origin was in this case edifying
the Bralimanical religion by endowing & substantial sum for such acts of piety as gave to the
Punyadili its significant neme. At Samnath we have the instance of the Great Satrap
(Malikshatrapa) Kharapalling and the Satrap Vanashpara who erccted a colossal Bodhisattva
togeiher with a Chliattra-yashti in the year third of the Mahiraja Kanishka (Sernath Museum
Catalogue, pp. 35-36). Thus we may be sure that the abundant architectural output of the
Kushiina period was the result of a carefully-devised policy emanating from the emperors
and permeating the entive rank of state officials. In the development of art and architecture,
Mathura took long atrides in a short time and porfected 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 Samath, Sanchi, Kudinagara and Srivasti.

The sculptors of Mathura were confronted with one supreme task, viz, that of
amelgamating the two divergent currents of differing religious traditions, i.e., worship of
Kubera with all its sttendant Yakshas and Yakshis, Vyikshakas 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 peoplo were anxious to bow to the Buddha, but not at the cost
of the traditional Yaksha, They were ready to welcome the serene Yogl Buddha but did not
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like to be deprived of the cherished famale motifs to which they had been used since the days
of the Mauryas and the Sungas, The Buddha fignre offered to be integrated on the broad
. canvas of religious life a8 ono eontributing to the refinement of the life inside the home and
not to its unsettloment, The Buddha inearnating in stone for the first time was uot to play
the role of an iconoclust with regard to pther deitics of the existing puntheon. Tn arh, and in
religion, everywlhore the prevailing note was harmony and amity, not dissension or discord,
The gonius of the Kushina wrt-makers comprehended the problem rightly and rondered a
good account of themselves by producing most splendid and beautiful specimons of the Bodhi-
sativa, the Buddls, Vishnu, Strya, Siva, Jina, Kuboea, Yaksling, Nigas and their femalo

countorparts.

We may briefly summarise the achievernents of tho Kushiina artists aa follows :—

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

2. Making images of the various Brihmanical deitics, as Sirys, Vishpu, Siva,
Durgd, Sarasvati and Bevon Mothers, ote, ;

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

4. TRetaining the non-sestarian character of their work and yet serving the ends of
all the thres cults, the Buddhist, Jaina and Brahmanical.

But the great age of the Kushinas, though veritably the golden age for the Mathura
Bchool of sonlpture, does by no means represent ite beginning. They were not novices in the
art of stone-cutting who faghioned the Katra Bodhisattva (Mathura Museum, A 1), portraits
of Wemn, Kanishka and Chashtana and a vast gallery of most beautiful and perfectly carved
railing pillars with figures of Yakshinis and Vyikshokis engraved on one side and Jitaks and
life-acenes of the Buddhs on the other. The traditiona of the Mathura Sehool were already
of respectable antiquity when the revival of urt took place under the Tigra-khaudas. The
sarly Indian school of Banchi, Bharhut and Bodh-Gayi had an important outpost at Mathura,
where remarkable parallels of the Vakshie and Vrikshakas, dwarfs and fantastic animals,
toranae and mailings were being congtantly wronght in considerable numbers. Dr. Coomara-
swamy remarks that ‘“the school of Mathura is more nearly related to Bharhut than to Sanchi,
and is represented hy some fragmentary scolptures which muet go back to the middle of the
second century B.C.". Tt is proposed in this article to give ah account of the pre-Kushina
E.Pﬁui.mﬂnﬂ‘fﬂﬂﬂd ot Mathura and now PIHBH"B& in the looal ﬁﬁhﬁﬂlﬂgju&l Musgeum, and we
ghall naturally devote our attention to the elucidation of certain points connected with the
famous group of the colossal Yaksha images which are said to be the most conspicuous specimens
of the old national and indigenous echool of art in India,

Mathua must have been an important centre in the Mauryan empire of Adola,
but it is strange that while Sarnath, Prayiga and Sanchi were considered suitable sites to be
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chosen for the erection of his monolithic inseribed colnmns, Mathura, an important town
conunecting, as & natural emporium of teads, the north-west with the centres on the lower
Guiigd, should have remained without any such monumental remnant of the Groet Buddhist
Emperor,

It has boen affirmed with some justios thal ne genuinely Mauryan relics hava so far
been discovered al Mathuea (R. B. Ramn Prased Chanda, 4.8.R. 1022-23, p. 164). In none
of the seulptural finds aun we dotect tho charnctaristic polish which proclaims without doubt
the Mauryan nature of a find.  Bub il is hard to beliove that Mathura as a religions contra was
ot & discornt in the Mauryan age. Wo read in the life of Hinen Teang: “In the leingdom
of Mathura there are slill to be seen the St@pes in which were doposited of old the relies of
the holy diseiples of Rileywnuni, viz,, Sivi-putes, Mudgalayana, Plirana-Maitriyayi-putrs,
Upili, Anands, Ribols and Mafijudet. On the yearly festivals, the religious assemble in
crowds at these stgpas, and make their soveral offerings at the one wlich is the object of their
devotion, The followers of Abhi-dharma offor to Siri-putra, and those who practise contem-
plation (Thydna) to Mudgaliyana. Those who adhere to the Batras pay their homage to
Piieana-Maiteiiyani-putea. Those who study the Viraya honour Updli, religious women
honour Ananda, those who have notl yot been fully mstractod (catechumens) honour Rihula ;
those who study the Mahd-Yina honour all the Bodhisativas, Tive or six [§, io., about a
mile and & quarter to the cast of the town is & monastery on the hill said to have been built
by the venerable Upagupta. His noils and beard are preserved there ne relics” (Mathura
Memoirs by Growso, part I, p, 62), These seven stiipas with the exception of that of Rahula,
are the samo as those noted by Fahien. Now we know from the Anguttara Nikiya that Sark-
puttal, the foremost of the highly wise (Maha-paffia), Mahi Moggollina, the foremost of the
possessors of miraculous powers ((ddhimantanam), Punna Mantaniputta, the foremost of the
preachers of dhamma (dhamma-kathikinam), Rihola, the foremost of the students (sikkha-
kamdnam), Ananda, the foremost of the vastly learned (bahussutanam) and Updli, the foremost
of the masters of Vinuya (Vinayadharinam), were the most proficient disciples of the Buddha
in subjects noted against them and their names ean be recognised in Hinen Teang’s list of
puints whose stfipas existed at Mathura from days of old with relics of the above worthies
enshrined in them from a remote antiquity. What that period conld possibly have been
when st@pas were reaised over ihe relics of theso groat teachors ¥ It seems but reasonable to
suppose that it should have been the age of Adoka when Mathura was fitly honoured by the
conatruction of & number of holy stipas. Nor need the mention of Mafijudi disturb us, for
Hiuen-Tsang iu careful enough to nssociate the Maliyinists with the worship of the stfipa if
Magfijusri and the other Bodhisattvas, who were thus isolated from the gallory of older patrinrchs
being worehipped by their respective followers,

3 Journal of the Department of Letters, Calentts University, Vol, 111, 1820, pp, 262-53.
16
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Tt is not necessary to dwell more on the achiovementa of Mathura sculptors during
the Mauryan age in the absence of any definite site which could be demonstrated as sheltering
a Mauryan momument. The reason of such an ahsonoo may probably be that all that was
excavated at Mathura during the lust seventy-five years was not adequately surveyed at the
time of proper operations, or it is also just likely that thero are yet some mounds which may
one day bring to light genuinely Mauryan relies both in the field of seulpture and architoture.
This shonld be so specially with a thorongh exploration of the sites which have yiclded Bunga
relins, lils the Parkham statue, and the Mora and Ganeshra inseribed bricks or the fine eross-bar
of the Gayatri-Tili. The paucity of senlptural specimens of the Adokan art of the Maurys
period may be said to be more than compensated by an abundance of the pre-Maurya and
Maurya tarracottas discovered at Mathura in surprisingly large numbors and doposited 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 freatment of the problems disclosed after
guch study is a desideratum in our study of the ancient Indian art.

The earliest extant specimens of seulptures st Mathura bring we {fuce 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). Bir Joln Marshall speaks of threc main classes of pre-
Kushiina sculptures at Mathura ; the carliest belonging to the sccond contury B.C. (to which
class we would assign the Parkham statue and Mansidevi), the second to the following centiry ;
and the last associated with the rule of the local Satraps (Cambridge History of India, Vol. I,
pp- 632-633). Amongst specimens of the first class stand ont the colossal stetues of Yalshas
discovered at Parkham and Barods villages and Yakshini ealled Mansi Deovi still worshipped
at Jhinga-ka-nagara village in the Mathura district. The first two are preserved in the Mathura
Museum while the Yakshini is én situ 13 miles north of the city.

The present writer had the good fortune of recently discovering anothor colossal
statue of a Yaksha, an exact prototype of the Parlkham image, having o lateral topknot on the
head and standing with an epic foreo of volume and expressiveness (Figs. 61, 63). Theimageis of
the samestone as the Parkham Yaksha, and most probably bears an inscription between ita feet,
but the inscription level of the image has not yet been penetrated. The height of the image
visible above ground is b feet, its girth at shoulders inclusive of both arma 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 & band having an imter-woven Ikmot and terminating in two
very beantiful tassels which most artistically dangle below on the back and whase thick flowery
terminals are shown as if attached to the loop and the allied lotus-shaped medallion fastencd
within it, this latter device being intended to keep in position the conspicuons flat triangular
necklace of the chest infront (Fig. 63). The artistio effect of these brocaded bands and the
clever way in which the sculptor has arranged them far excels eny 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 lnid round the chest touching the lower-most
fringe of the necklace. This device of the second girdle is also found in o slightly varied {form
fulfilling the same purpose in the corpulent Yalsha figures of the Kushiana period (¢f.. Vogel's
Catalogue, C 8). In the right upper arm therc is an armlet decorated with an outstretched
plumage of threo feathers, while in the forearm are seon four bracelet bangles of the finest
workmanship and studded with jowels of vatious shapes and sizes, The right arm is turned
ot the elhow and raised towards the shoulder, Tt seoms to Lave held something which was
supported against the shoulder, probably a elaur? (Pig. 67). The left arm is broken away but
it may have leld a purse as in the Purkham Yaksha, Technically the figure is in all detaila
related to the Parlham image, and artistically also it is & replica of the same though much
improved in finish and gracefulness of pose. .

Fig. 61 Mathura
Yashha (Profile View)

Tig. 63 Mathura Yaksha
(Back View)
These Mathura images have been spoken of as ‘the crndest products of the early
Indian school’ (R, P. Chanda, 4.5.R. 1922-23, p. 165), nevertheless they evince some gemuinely
sesthetic 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 :—
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. Yakshs from Parkham (MM, C, 1, Fig. 87).

Yaksha from Barods village (MM, O, 23, Fig. 39).
Yakshiyfimage called Mansd Devi still worshipped at Jhinga-ka-nagara, 13 miles
north of Mathura.

. Another colossal Mathura Yaksha, discovered by me Figs. 61, 63),

Paina Staute of ¥aksha Vagnendi in the Bharhub gallery of tho Indinn Museum,
Culentta.

Colossal statue of another Bhuge (Bhagavin) Yaksha in the Indiasn Museum,
Calcutta.

Inseribed Minibhadre Yaksha [rom Padmivati now in the Gwalior Museum
(4. 8. R. 1915-16, p. 106-06) (Figs. 36, 38).

Femalo Chauri-bearer from Didarganj in the Patna Museumn,

Colossal famale statue from Besnagar, now in the Indian Musoum, Caloutta
(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 Blilsa
in the Gwalior State, Central India, a locality associated by tradition with
Afolea, is attributed to his rogin on account of the style and costume, The
image now illustrated for the firsk timo (Plate XIV) has suffored so severely
from violonee and exposure that it iz diflioult to estimate its mathetic quality
but so far s can be judged from what is left, the statue was a good naturalistio
figure, probably intended for a Yak-Li, or minor deity’. (Smith's, ibid, p.
62-64).

“Colossal female status, 7 feet high, locally known as the Telin, or oil-woman,
existing within the walls of Besnagar (Smlt.h' 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 XX1 of 4. 8. R, 1921-22. On
page 48 of the Report is suggested that the figure probably was of & Yaksha but unfortunately
no dimensions of the same are given. On account of its very close resemblance with the style
of the Parkham and Pawayd Yakshas, the image deserved a more detailed notice than accorded
to it in the Report. The triangular flat necklace, folds of flesh belaw the breasts, the dhefi, and
the belf, 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 loft hand being common elso to the two
Patna statues and the Pawiyd Yaksha, In the same plate (XXI b) is given o Sarnsth female
chauri-bearer which is stylistically suggestive of the ancient Natjonal School. Ths Besnagar
Kalpa-Vriksha in the Indian Museum, Caloutta, is also an example of this same old school,
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IpmyrrFroatior

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. Tho archaio aspect of the
Parlkham and two Patua statues and a veading of their inseriptions led M, K. P. Jayaswal to
pronounce them as portrait statues of the great Seiduniiga Emperor Ajatéatru and of Uddyin,
Nanda and Vurta Nandin respectively, who reigned Letween 600 B.C, and 400 B.C. Dr. A. K.
Coomaraswamy and soveral other scholars were once inclined 4o favour aceeptance of Prof,
Juyaswal's views, but luler rescarches and n more thorongh study of the developmont of
the old indigencus art Las led thom to revise their opinions, as will be evident from the
following remarks of Dr. Coomaraswamy about the  Purkham Yalsha : “But in view
of moro recent criticisms it is impossible to adhere to Jayuswal's viewa and it is necossary
to revert to the opinion that the statue represents o Yaksa and must date from the third century
B.C."  (History of Indian and Indonesian Ast). Mr. Rama Prasad Chandra minntely entering
into epigraplical details has cxamined the question al length in his article entitled *“Four
Ancient Yakshn Btatues” (Journal of the Department of Letters, Caloutta University, Vol, IV)
and lias to a large extent succeeded in establishing that this group of images represents the
ancient Yaksha figures,

We proposs hore to deal with this question on the basis of thres sources, viz., (a)
apigraphy, (b) teadition, and (¢) iconography, and shall see in the ond that arguments from
theso different sources point to one unanimous conclusion,

A. Erignavicy,

The images found at Parkham, Jhinga-ka-nagera, Patnae and Pawiyd bear
inscribed records on them.

1. Parxsam macn:—Vogel's reading of the inscription is as follows :—

(ns) Bhadaprigaring(ka).........(ga)athts. ..conherensrr o Kuni(ka) tevising (Gomita-
kena) kata.

“Made by Bhadapugarin,.,...Gomitaka the pupil of Kunika" (Vogel's Catalogue,
p. 83). Here the first letter should be read as yi instead of ni, then biada becomes clear.
It is likely that the lost letter before the initial yi 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 Pawayd. The two letters after bhada have been read as puga, by Dr. Vogsl
and Sten Konow, but elongated right vertical of pa and the horizontal top hook of ga malke it
mare 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 aveilable in the gausihi of the
Manilhadra-Bhakta} at Padmavatf. The remaining two letters after pilgs are read as rdnd
or riji and the rest are doubtful, It is just possible that they gave the name of the reigning
king. The insoription falls into two parts and I am inclined to believe that in the first portion
running on the proper right side and between the logs 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 soulptor by whom the mage was made (Kunikatevisind kald),
a poculiarity of construction also found in the record on the Mansd Devi image. The last but
one letter on the front side ia decidedly pi (as read by Dr, Vogel) and it is very likely that tho
entire word read as pafithipilo.

2, Maxga Devi, PEMALE 1eacE—The inseription on the female image in worship at
Jhinge-ka-nagara in the Mathuen 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 anothor
statwo of the same age, a colossal fomale fignre seated on a wicker chair (moord) at prossnt
worshipped as Mansa Devi in & modern temple at a village called Jhinga-ka-nagara (Nagariya),
13 miles to the north of Mathura, The head of the atatue 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. Sa pulehi karito.

2. Yakhildyiod Kumkate.

d, (Vasing Nake) na katd,

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

Thus according to the inseription itself the Mansa Devi is the image of a Yalh! or
Yakshi. The two verbs kdrita and kit@ are applicable to the donor and the sculptor res-
pectively. In the now-remaining lettera of the Parlham image inscription, it is not possible
to trace the word ¥akha (Yalksha) but if the Kunika mentioned in it and the Mansad 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 Kunilea, we may safely identify the image of Parkham
to be that of a Yaksha, made by Gomitaka, another pupil of the same Kupika. The expected
inscription on the new Yalesha is sure to throw much welcome light on this knotty point.

3. Pavivd Srarure—This image of Manibhadra was discovered by Mr. Gards,
Superintendent of Archeclogy, Gwalior State, at a place called Pawaya, the site of ancient
Padmiivati and is now preserved in the Museum at Gwalior. The front [ace of the pedestal
bears the following inseription m Benskrit in the soript of abont the first century A.D.:—

1. 1 @ wfy fraafeaer daet sqd dromd fidfim 3 feawy

1. 2 gmEdt tex umwy yald Wy arfomasen o gfaan swaay

1. 3 mfoeer sfaar sfemafa dwwt wm@r g 39 9= seam-

1. 4 w=d v dat feg aRoen Mowes SaTEr TR STt
1. b5 wyyfoer Saeq gomesy fomafer Rrawger gawer a7 2—

1. 6 =7 g



16. PRE-KEUSHANA ART OF MATHURA 119

This image of Minibhadrn was installed in a olub (goslithi) by his devotees. M. M.
Hara Prosad Bastri conjectured withont much support that Manibhadra was some Bodhisattva,
but R. B. Rama Prasad Chanda has proved beyond doubt on the basis of evidence derived
[rom Banskril, Jaina, and Buddhist literature that this Manibhadra was the name of & Yaksha
(Four Ancient Yaksha Statues, pp. 3-6). We can thecofore be sure that this Mapibhadra
was & Yalksha whose worshippers orgenised themselves into a kind of guild and dedicated the
image ol their [avourite deity inside ils promises.

4. Tarwa Srarons—These two statues bear the following records according to
Mr, Chanda :—

(a) Bhage Achachha-ni vi ka
(L) ya Kha Sa () rea namds.

The first may be rendered in Banslrit as syeawifa® which is the auspicious
name of the deity associated with inexhaustible woalth (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
sccond needs no straining and is cleatly designated 8s a yakha or Yalksha and his Sanskrit
appallation can be rendered ns wy-rd, From the epigraphic evidence collected here it is

clear that the trend of the record is to style these images as those of Yalshas whose high position
in the pantheon is indicated by the applicaiion of such honorific titles as Bhagaviin.

B. TraDition.

1. Baropi Image—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 boen over 12 feat in height (Dr, Vogel's Catalogue, p. 92 ; Mathura
Museura No. C. 23). The carving is much obliterated but the heavy earrings, the neclklace

with four tassels at tha back, and the flat girdle suggest a closs relationship between this figure
and the Parkham image which it surpasses in size. Pandit Radha Krishna obtained these
fragments from the village of Barodi, four miles from Parkham and 2 miles from Chhargfion.
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 pemsistently to the hoary tradition
of worshipping this colossal image as a Yaksha,

2. New Maravna 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 excopt a big statue which they
were worshipping as Jalheya. I readily offered 1o 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. IcoNogrATHY

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 distinet
icon-group, Lhe technical traditions of which have been handed down througl at least half
& millonnmm from (he second contury B.C. to the third centory AD, The Yoksha formula
suppliod by these big statues was followed and adopted in the cuse of numberless images of
moderate dimensions carved during sucoceding conturies, representing Yakshas, Nigas,
Bodhisattvas and Vislnu,

We have above refexred to the purse carved in the left hand of the Parkham (only
the purse still remaining), Pawiiyd and Patna Yaksbas. The purse was a characteristio ymbol
of the Yaksha-rija Kubera in the iconography of the Kushipa period and no wonder if this
featnre is traceable fo n much carlier epoch. Then the protuberant belly (Kumbhedaratva)
was also the mark of the Buddhist pod Jambhala, and thia fenture is conspienons in the two
Mathura statues, as also in & number of other images found at Mathura, Tle costume ia
always a dhofi tied with a belt on loins and another girdle tied round the chest, while later on
we also find & scarf thrown over and passing on the back. Of ornaments woe recognise a flat
torque, triangular necklace, armlots, and very dumpy earrings. We may perhiaps be justified
in recognising the mention of the torque in the following sfitra of Pinini :—

Tula-kukshi-grivabhyo Sva-sya-lahkedreshu, IV. 2. 96,

This regularises the form grafveyaka in the sense of a neck-ornament,  As available
examples of the earliest graiveyakas we can quote the flat lorques round the necks
in the Pavkham, Baroda and other Yakshes, which along with the triangular necklaces were
handed down to the images of the Kushine Bodhissitvas,

It is olear [rom the above that three clssscs of evidence viz, iconographic,
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 inspived the culters of the Maurya- Suiga
periods to coneeive and create colossal images worshipped as Yakshas. It seems roasonable
to suppose that this school did not come into existence all at onee in the Mauryan period,
but should have heen the result of development of several centuries before that, We know
of the oyclopean walls of Jardsanda ki-Baithaks which have been assigned to the Saifuniza
period, and which point to the use of stone for building purposes in at least the sixth century
B.C. Itisin 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. Asto
the enquiry about the artistic canons of Pinini's takshans the most plausible answer that
suggests itsell is thal they were representativos of the old Indian school of seulpture, termed
above ag the Ancient National School, This school should not be considered an upstart



15. PRE-EUSHANA ART OT MATHURA 121

in the third or socond century B.C. Tt must have naturally passed through an evolution of
several centuries prior to the subsequont period when the masons of India came to be influenced
by the Hellenistic cutters 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 ereating absolutaly
independont types and motifs which in tho judgment of all critics are pronounced nad wn-
affscted by treces of foreign influence. We gather from Panini that there wore two kinda
of Silprins (artisans), viz,, thoas belenging to the village and those working for the Jing. These
two clnssas wers (1) pramasilp? nnd (2) rAje-dilpt respootively.  The aiitea Gramak &lpind (V1.
2.62) is illustrated by such form in the Kadikd ns gréma-ndpita and grima-kulila, ie., the
village hair-dresser and the village potter, The lattor workman most probably was responsible
for turning out poltery and lerrneottas in which the village-folle were intorested, The other
Sttra rifj@ cha-prasamsdyam (V1. 2. 63) states that when proiso is implied for the work of the
arlisan, the word Rdjan is added as a formor member of the Karmadhérays compound without
effecting amy chango in the accent of the lattor member, The goneral form obtained would
be rija-§ilyi which was to include all workmen attached to royal courts and not providing for the
aimple tastes of the country life. As special class of artisans coming under the grama-$ilpi
category Panini has himself spoken of the grama-takshan (V. 4. 90), i.6., a stone-cutter catering
for the democratic art, s oppoded to court art, In fact the Kadika gives the counter-example
of Rajfas-taksha (king's soulptor) as opposed to grama-taksha or village-stone-cutter of Paxini
(V. 4. 95).

Let us consider what these two classes of art-workers stood for, Scholars have
teatified Lo the existence of a two-fold art tradition in the Mauryan peried. The monu-
ments of Aéokn, highly polished monolithis columns with their epirited animal-monnted
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 & people interested in the worship of Yakshas, Nigas and Dryads (tree-spirita),
Dr. Coomaraswamy who has fully dealt with the subject, remarks that “the distinotion was
not 8o much between & native and a foreign art as betwesn 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 coloesal sizes. Although of archaic aspect, and designed from o forntal
view point with flattened sides, they represent a rolatively advanced art and imply a long
anterior development and practice, if only in the handling of wood, Magnificently conceived
they express an immense material foreo in terms of sheer volume ; they are informed by an
astounding physical enorgy which their archaio “stiffness”” by no means obscures” (/. I. I. 4.),
This is the most reasonable view to hold sbout the past history and evolution of the
old indigenong nrt otherwise known ss 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 ohaeyas) principally with the srehitectural and soulptural

16
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forms of railings and forapas. This was an art untonched by the philosophy of the great
enlightenment which made men look before and after in search of an ideal, The same loarned
authority further states that “Lhers is no suggestion hare indeed of introspection or devotion,
this is an art of mortal essence, nlmost brutal in its affirmation, not yob spiritualised. But
this is the material that must later on 1.c used to sovve the ends of passionate devotion (bhak)
to spiritual and unscen powors, and for the exposition of cosmie theory in torms of an elaborate
theology ; tho samo energy finds expression in the early Kushana Buddhas and survives even
in the more refined crentions of the Cupta Age”.

A dotailed study of the specimoens of tho early solicol represented in the Yukshns
and Ynkshis on railings and torapac at Sineld, (Wig. 61) Blurut, DBodlgays and
Mathura, leads us to on imporfant problem of Tndian iconograply, viz, the Indian
origin of the Buddha image. One las just to look at the following series and one will not
be able to resist the conclusion that the Bodhisatéva type of the early Kushana period, colossal
and carved in the round, is a direct descendant of the eatly Yaksha types. Wo foel 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 Ludmow 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 sttention to the stylistio continuity presented in the
following :—

1. Parkham image (8’ 8" in the Mathura Museum ; (Fig. 87).

9. Patna Yaksha with head (Fig. 40).

3. Bodhisatva in the Lucknow Musenm, originally found at Mathura (8').

4. TImage of Bodhisattva Silcya Muni at Sarnath (8" 13”) [Sarnath Museum Cotalogue

B (@) 1'; gift of Bhikshu Baln of Mathura.

“In such a series the relationships are very evident, and there is no room for the
insertion of any Hellenistic type”, (Yaksias by A. K. Coomaraswamy, p. 30). Here we meet
with an unconseious or at least unintentional stylistio evolution. “In early Indian art; so
far a8 cult images are concerned one innonographic type stands out predominant. That is the
standing fignre with the right hand raised, the left on the hip. Sometimes tho right hand
holds a flower, or Ohauri, or weapon ; sometimes the left grasps the robs, or holds a flask, but
the position of the arms is constant ; those with four or more arms do not appear befors the
second century A.D., when the fundamentals had already been established. Btylistically the
type is massive and voluminous, and altogether plastically conceived, not bounded by outlines ; -
the cssential quality is one of enorgy, without introspeotion or spiritual aspiration. Of this
type are the early images of Yalshas and Yakshis whether independent or attendant. And
it ia also this type which provided the model for cult images of other deities, such as Siva
or Buddlia, when the necessities of Bhakti determined the appearance of all deities in visible
forme™, (Fakshas, p. 29). ‘
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Btylistioally speaking, thevefore, the Yaksha-Bodhisattva formula affords a complste
snd most satisfactory explanation of the origin of the Buddha image as & 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
absont, As instances may be quoted the Katra and Anyor Buddhas (MM, Noa. A, 1 and A 2)
which are mutually similar in style and form, representing tho scated Bhagavin Buddha nnder
the Bodhi tree in the attitude of imparting protection, but the one is cslled & Bodhisativa

and the other an image of Buddha, Their inseriptions inform ns:—

A 1. Budlarakkilasa matare Amoka-iye Bodhisucho patighiiyo......i-e., Budhara-
khita's mother Amohi-fisi ereoted the Bodhisatlva.

A 2, Updsakasya Sushusye Hiarushasys danam Bu-(d) db pratimd......Le, The
Buddha image is the gift of Updsaka Susha of Hirusha,

Dr. Vogel remarke in this connection that 'palasographical evidence points to the sculpture
(A. 1) belonging to the early Kushiya period. It is with the Buddha image of Anyor (A 2)
the oldest representation of Sikyamuni of which the date can approximately be fixed by an
insoription, and must be one of the first Buddhist images made in Mathura'. (Vogel's Catalogue,
p. 48). According to him A 2 Buddha-pratimi may be assigned to the early Eushins period
on account of the character which agrees closaly with that of the Sarnath Bodhisattva ins-
criptions of the third year of Kanishka. The image is the oldest Buddhs figure designated
as such in an inscription and must, thorefore, be one of the first ropresentations of Buddha
found in India, excluding Gandhara. (Vogel's Catalogus, p. 49). The question of Gandhara
characteristics, if any, in the style of Lhesp Buddha images, noed not detain us, as here we
aim &t showing thal in the Mathura school the artists in the begiuning made no distinction
between a Buddha and Bodhisattva statue, They had before their mind’s eye the stylistio
type of the Yakehs and the idealistic type of Salyamuni, Iconographic nicotics betwesn
Buddha and Bodhisativa did not matter to them.

This Yaksha-cum-Bodhisattva-Buddha formula is seen applied at its best in the
coloseal 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 (Chliatra-yashy) [Vogel's Catalogue of the Sarnath Museum, pp. 36-36]. The
ahsence of this distinction betwoon Buddha and Bodhisattva is attributable to so late a date
as the year third of king Kanishka,

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



124 STUDIES IN INDIAN ART

the faot ‘that s Hellenistic element, plastic and iconographie 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 adhorents.
Of late, criticism on the point has bocome more sober and scholars are beginning to feel that
emphasis on an absolute origin in one school is acadomical rather than real, because the im-
portance of foreign or Gandhara influences in the composition of the Yogl Buddha image is
only slight. Mr. Vincont Smith wont so far as to ssy that the Gupts Buddha is ‘absolubaly
independont of the Gandhara school’. 1t should then be conceded that the Kushina Bodhi-~
sattvas and the transitional forms could not originally have beon derived from Gundhara.

Let uva look ab the facts from an unbiassed point of view. Mathura in the first
century B.C. came under the sway of the Saka-Satraps, viz., Malia-Kshattrapa Sodisha and
hiz father Rafijuvals, and others. The most famous monument of this period is the well-
known Lion-capital of Mathura, now in the British Museum, with Kharosh{hi inscriptions
which mention the Mahfsafghika order of monks, the Sarviatividin monk from Nagar and
an other resident of Taxila. It was during this period that intercourse between Mathura
and Gandhirs 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-wost for the mutual advantage
of both. Within the geographieal triangle of Ujjain, Mathura and Taxils held under the
sway of the Kshaharita Satraps, named Nahapina, Soiisha and Liaka respectively, was wit-
nessed the powerful mingling of three different currents of culbure, ancient Hindu, Yavana
(Greek) and Iranian (Saka-Parthian), in the first century B.C. and later, Mathura beonme
the sacred spot for the confluence of this Trivept of cultures, and this contact is fully reflectod
in the specimens of its Museum (¢f, R. P. Chanda’s remarks in the Report of the Mathura Muscum
for 1931, page 7). 1t became a period of unprecedented artistio activity and supplied a be-
fitting prologue to the sge of the Great Kushipas in the first and gecond centuries AD, In
this interval the earlier Buddhiat 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. 88), 1t continued to follow unham-
pered the traditions of Bharhut and SAnchi in the making of numberless types and composi-
tions, viz., the Yakshis, Vyikshakas, Atlantes, winged animals, tritons, Padma-pani! Yakshas,
Jatakas, life-scenes of Gautama, figures of donors, lotus-seat eto., and also its architectural
forms of stdpas, viharas 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 effactive

! Examples of Padma-Pigi Yaksha in the ancient Indian sculpture ocour at the following
places : 1. Binchi-Guardian Yaksha at the base of a pillar, north Toraya (Fig. 64):
2, Amin (Thaneshwar) ¥aksha with Padma in hand ; 3. Mathura Yakshs on railing
pillar with lotuses in right hand (Fig. 66); also Smith’s Jaina Stipas, 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, Kusinari and Bodhgaya which were once important centres of
anciont National School in Bast India, where numerous Mathnra Buddhas and Bodlisattvas
have been unearthed, It B. Rama Prasad Chanda writes about this eastward sontribution
of Mathura : ‘There is apparently a gap of about three conturics in the history of sculpture
in Bastern India botween the Suiiga and the Gupla periods, and almost all sculptures of the
intervening space that aro lound thero are eithor importations from Mathura or are works
of artists from Mathura with red sandstone as the material’ (4. S. R. 1922-23, p. 170), What
hns been said above with regard to the westward expansion of the Mathura school, may as well
upply to the castward expansion of the Gandhara school, as Dr, Coomaraswamy soccinetly
puts it: ‘It (Gandhara ard) may be desersbed from one point of view as representing un east-
‘ward exiension of Hellenistio eivilisation, mized with Iranian elements from another as o west-
ward extension of Indian culture tn a western garl’, (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 writtoen, the fact remains of the old Tndian art, now shifted from
Siinchi to Mathura still continuing to flourish in full vigour and splendour during the first
bhree centuries of the Christian era in tho Sirasena country, of conrse with the absorbed tradi-
tions of its now culture-feedors,

Let us now turn to other examples of older arl at Mathura, It is well known
that in the scenes from the life of Buddha depicted in the older art ; he is not represented in
human form, but only by symbols, of which the chadtya-vriksha, Bodhi-druma, Stipa, and
Dharmachakra or the wheel are the most usual. Bencath the Bodli-tree is an altar (Bodhi-
manga) or throne (vajrdsana). On the other hand, in all Jitaka scenes, the fature Buddha
(Bodhisattva) is visibly represented in his human or animal form. The anthropomorphic
representation of the Buddha figure nowhere occurs in the plastic language of the ancient
Indian schoalat Sanchi, Bharlut, Bodh-Gays or Mathura, At Amaravati in the second contury
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 Tirthatkara images and some of
the Buddhas or Bodhisattvas cannot be relatod to any known cxamples of the Gandhata school.

In the pre-Buddha image period in Mathura sculpture the use of the following
gymbols 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 Jomna Bagh in Sadar. Above is a half-lotus, in the centre is installed a Dharma-
chakra from which four streamers are flowing, placed on a Damaru-shaped pedestal in which
the central oylinder is joined to two sets of triple parasols, The Dharma-chakra is thus
elevated to & Bapta-bhiimika Asana (seven-storeyed seat). In the lowest medallion is carved
a winged lion expressive of great spirit. The spocimen must helong at least to the first centary
B.C. and was discovered in the vieinity of the group of mounds, Buptarshi and others, which
'yielded the famous blue schist femals Queen or Hirti,

2, Btiipa-worship (Vogel's Cutalogue No, 1. 10),  This is a frieze prohably belonging
to the Urdlvapatio of a Btlipa. 16 depicts the worship of o Stips decorated with two parasola
worshippod by a Sreshthin preceded by two attendants earrying parnsols probably intended

to ba dedicated to the Stipa.

3. Two other symbols, the Ushnishe and the beggimg-bowl (Bhikshd-pdlra) ave
shown on & Torana tympanum carved on two sides (MM, No. L 1), each divided by concentrie:
grohes into three lunulste aveas. On one face the contres of the three compartments are
oceupied by an alms-bowl apparently filled to the brim with offerings, a Buddhs seated in
the protecting attitude, and a Bodhisattva in royal attire seated in meditation under o tree.
On the reverse we have in upper compartment Buddhn's head-dress which, as we lkuow,
received the homage of the thirty-thres gods and in the contral one & Bodhisattva (Dr, Vogel's
Catalogue, p. 183).

This piece must belong to carly first century A.D., and is interesting as an icono-
graphic epitomo in that it shows the symbolical and anthropomorphic ropresentations of
the Buddha and Bodhisattva treated together. \

Another noteworthy example of the Suiga period ig a jamb [feagment (MM. No.
1518) consisting of soverul panels of carving but of which only the first one is completely
preserved, while in the second scparated from the upper one by o Buddhist railing are secn
head of two male figures with charactoristic heavy Sufiga turbans, The interest of this piece
proceeds from ite representing a Chaitya-vriksha very closely resembling the Kalpadruma from
Beanagar (now in the Calcutta Museum) encircled by & square railing, in the angles of which
are planted three parssols dedicated to the tree spirit.

Torage 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 very much
resembles the old Bhikshu faces. The composition depicts the scens of the four Lokapilas
presenting Bhikshii-pétra to Buddha, but it must be & very early piece belonging to the begin-
ning of the firat century A.D. The graded pyramid placed inverted on a square Asana, re-
presents the seat for the Buddha which at once reminds of tho Sapta-bhfimika Asana of the
Dhamma-shakra described above (MM. 438), This peculiar pedestal is in turn supported by a
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pair of addorsed lions. The whols pieco iz offectively reminiscont of the transitional forms
in the growth of the Buddha image.

The Vedikd or railing wus the most important product of the ecarly arb and was
chevished as the main object for display of thoe senlptor's decorative skill The emorgence
of the Buddha image gesdually throw the railing into the buclggeound. Tt was still the favourite
thema in the Kuships period Lut went out of fashion during the Gupla epock. The railing
originally consisted of the lollowing parks ; -

1. Upright pillars having three morticos on vach wide (Puli Ghalve, Suns, stambha).

2. Cross-har (Suehi).

3o Buso (@ambaise-pindikd),

4. Copingsione (ahpTaha).

The railing flonrished as an architectural feature common to the monuments of
all the three roligions. Imstances of Buddhiat railings are already so numerons.

Dr. D, R, Bhandarkar sucoceded in exoavating railings (Sil@-prakdra) in the Hindu
shrine of Sankarshana and Visudeva at Nagari ancient Madhyamiki (4reh. Survey Memoir
No. 4, p. 119), and haa remarked in this conncetion that “without being dogmatic on the
point, T must say that T conld not help thinking that what are now called railings round Stdpas
were roally pujd-dili-prikaras, though they were round and ours wes rectangular” (Ibid.,
p- 120). Ho has rightly connected this instance of a Hindu railing termed tho puja-éila-
prakdra with the sildvigadabhichd occurring in the Rummindei pillar inscription of Adoks.
For examplea of Jaina railings wo may remarle that though King Khiravela of Kalinga lias
reforred to the Kalinga Jaina image (line 12) and the temples of all deities (sarva-devayatana)
in line 17 of Hathi-gumpha inseription, 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-
tanoes of Jaina railings have been unearthed at one of its most ancient sités, the Kanlkali
Tila. Hundreds of examples of railing pillars and cross-bars decornted with a vast multitude
of animal, floral and religions pattorns were found which are now deposited in the Lucknow
Musoum and have been adequately illustrated in V. A. Smith's The Jaina Stapa of Mathura.
The finds from the Kankali sito constitnte & group by themselves for purpeses of detailed
study of the Mathura seulpture. There existed on the Kankali site, Mathura, s Jaina Prasida
(temple) in the second century B.0., 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
Jaine soot, we learn through No. 1 (inseription of Utaradasaka recording the gift of a prasida-
torana) that the Jainns were settled in Mathura in the second century B.C. and through No.
XX (vodve thupe deva nirmite) that an ancient Jaina Stépa existed in Mathura, which in A.D.
167 waa considered to have boen built by the gods, 1.e., was so ancient that its real origin had
been completely forgojten”. (Biihler, E. I. Vol II, p. 198). To quote again “there were
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two temples (prdsdda) on the site of the Kafikili mound. One of the two temples existed
on the avidence of the very ancient No. 1 of my sccond serics of Mathura inseriptions already
in the middle of the second contury B.C., while the likewise archaic inscription No, IV of the
same serics whicl records the orealion of the sccond temple cannot he later than about the
middle of the firsl centary”. (E. I. Vob. LI, p. 319). For an oxample of the ancient Jaina
Bﬁﬂpﬁ, carved in seulpture may be cited a figure given on a cross-bar medallion from Uhe Kanlenli
site (Smith’s Jaina Stdpe, plate 72, fig. 1, bhere Fig. 22).  Blandwrkar has drawn stlention
to this edifice a3 an example of a square Btipa. e writes, “It ia 0 struclare builb in hori-
zontal tiors and must boe a Stipe as indicated by the heavy sausage-shaped garlands”,  (Fo-
cavations at Nagari, Avehacological Memotr No. 4, . 136). The structure is surmountod by
a Dharma-Chakra, The whale figure is an exact replics of the figure already deseribed (MM,
No. 438) as a Dharma-Chakra on Sapta-Bhimike-Asana ov Prisdda, and this view is further
strengthened by comparing the winged lion on the lower medallion of the Buddhist upright
with that carved on the roverso medallion of the Kankali Gila cross-bar, We know {rom
other spacimens of Mathura art that the wheel was a symbol ecommon lo both Buddhiem
and Jainism, The Stfipa likewise was a monument raised by the followers of theso two roli-
gions for enshrining the relics of their saints. As cxamples of the Jaina Dharma-Chakra
and Stitpa we have reference to the Wheel and the Relic Memorial in line 14 of the Hathigumpha
cave inscription in the following words :—

T 9 aw goaa-fom-awgard-ay aega afaerde (fir) @ wm-frefefamr am-
=raafy Tw-faffy Fam-aarfa ame-fearf
[E. L Vol. XX, p, 80].

i.e. 'In the thirteenth yoar, on the Kumiri Hill wlhere 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 (hy their aus-
terities) have extingnished the round of lives, the preachers on the religious life and conduce
at the ret1c MEMorAL”, (IBid., p. 88). Line 15 of this inscription again refers to the Relie
Depository (nistdi) of the Arhat on the top of the hill, On this hill was set in motion by the
Great Patriarch (4rfiat) the wheel of conquest (vijaye-chaka) which we may take to be the
same a8 the Dhamma-Chakka of the Buddhista. On the same spot was raised a Relic memarial,
called Kdya Nisidi, which term must be imderstood as an rquivalent of Stdpe. We are famliiar
from many other inscriptions that Nisadyd (with varions forms Nitasidhi, Nishidi, Nistdhi,
Nishidhi, Nisid , ete.) was the common name in the inscriptions of the Maurys and Suiga
periods {or a St@pa. Ushavadita, son-in-law of Batrap Mahapina of the first contury B.C.
boasts in the Nasika insoxiptions that he erected many such buildings (I, I. Vol IT, p. 274,
Ind. Ant., Vol. XTI, p. 99), Here it may not be out of place to recall the following remarks
of Dr, Bithler, “These new sculptures from the Kailili Tila teach..... and prove that the
ancient, art of the Jainas did not differ materially from that of theBuddhists. Both sechs
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used the game ormaments, the same artistio motives and the same sacred symbols, differences
occurring chiefly in minor points only. The canse of this agreement is in all probability not
that the adherents of one sect imitatod thoss of the other but that both drew on the national
art of Ihdia and employed the sume artists” (Ep, Ind., Vol. IT, p. 322),

The foregoing statement will allow the conelusion that the railing as a paltern 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 Nagarl, Mathurd, and Sinchi. Tho non-dsnominational nature of the other plastic forma
in ancient art is slso vory ovidonb. It may be said for the Yakshis and Vrikshakis that they
formed part of a common heritage of art-motifs handed down from the epie period, Females
standing under blossoming trees, gathering flowers or indulging in arboreal sports wore charac-
teristio of an idyllic inspiration of life. These Pushpa-bhafjikd women ovcur in conntless
poses on the railings of Bharhut, Sanchi, Mathura and Amaravati and form tho chief clement
in the compositions of older art, We may almost be sure that Pinini was reforring fo these
floral sporta in his siitras Prachim Keidayam (VL 2. 74) and Nityari Kridi-Jivikayoh (I1. 2, 17),
which have been explained by the commentators to regularise forms like U ddilaka-Pushpa-
bhatijikd (plucking of Uddalaka flowers) and Virana-pushpaprachiyita (gathering of Vitana
Aowers), Sala-bhafljika (gleaning of sila flowers) and Talablaftjikd (plucking of plam leaves),
oto, These ware characteristic features of the Prichya soulpture, here called the Wﬂﬂmﬁ
National School for the sake of convenience,

Of ather pre-Kushéna specimens deposited in the Mathura Museum it will be pro-
fitablo to draw attention to the following selocted examples :—

1. Cross-Bar fragment from the Giiyatrr Tila (MM 1341), carved on either side
with & richly caparisoned elephant mounted by a ma/idvat and a prince, who appears to be
riding out to mest some saint, 'The finish of the compoaition i supremely exquiste and beaya
l"-anliirdnny to the lﬁg‘h achievement of Mathura soulptors in the Suiga period.

% pillar No. J. 2 the central porlion is octagonal in sestion. The
standing Yaksht wearing elaborate headdreas and ornaments, carved in the act of unlooaing her
girdle, covered with most diaphanous muslin, and standing over a crouching grotesqle figure
with protruding eyes and erect ears, ia o represmutative example of the Bharhut traditions
transplanted at Mathurs. A medallion sbove the female figure represents a man with an
umbrells in his Jeft hand who apparently is addressing an assembly of people, depicting a
scei¥ in the Mahibodhi Jataka,

8. Railing pillar No. 586 of Mathura Musewm found from Gosna Tila, three miles
north of Mathura. It is s fine specimen 'of first century B0, The two complate lotuses
engraved on it are perfectly earvod, while in the uppermost half resette is carved a Jataka
scene, of which the identification has boen proposed by Dr, Foucher, He writes about this
pillar :—“Tts simple style of decoration preciudes uny doubt about its belonging to the old

i .

-
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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 technigue. We
have to deal with the ueual type of the Brihmanical anchoret, known to us through so many
replicas and easily recognisable by his heavy chignon, his beard and hia short garments. Ho
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 coverod with leaves (Parna-¢dla). His elbows areon his bent
lnees and his hands extonded forward, he is engaged in an earnest conversation with four
wild inhabitents of his jungly hermitage, nrtlessly super-posed in front of him along the rim
of the half-medallion, viz., a crow, a dove, a knealing doe and a coiled snake. “Tour monks
of the Jotavana convent wero one day disonssing to know which ia the worst evil in this world.
Lovo, said the first, Hungoer, said tho second, Hate, snid the third. Fear, eaid tho 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 ths fact that we have a body.
Lave, hunger, hate or enmity, fear of some misfortune as well as all other sufferings ave falt
by a being only because he has a body. The body is the root and arigin of every evil, trouble
and care. Selfishness, and its consequence the series of our deaths and rebirths, all that
comss from the body. The worst of evils is to have a body, Therefore whosoever wants
to escape snffering must seek, by the practice of abetention and abstraction, the final repose
to be found in extinetion 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 evile, said the dove. It is hunger which throws one into nets or
snares, said 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 Musenm at Mathurs, J.B.0.R.S,,
Val. VI, 1020, p. 470). It will not tax our ingennity to surmise that the four monks of the
Jetavana Vihira once were the four creatures of the jungle, and the Buddha he sage ascetic.
This tals ia the evident subject of our medallion,

We have said above t:hﬂt_ besides the stone epecimens of the pre-Kughina soulpture
we have in the Mathura Museum a large numbor of terracottas which plentifully corroborate
the stylistic and iconographic peculiarities of the old art. These clay moulded objects are
of supreme artistic merit and exhibit the same standard of skilful sxecution as demonstrated
by the stone sculptures. In most cases the themes and decorative elements are very much
identioal. The full importance of these art objects may be gleancd from the f ing ob-
servations of Dr. Coomaraswamy : “No less important is a considernblo group of Maurya
and Swiga terracottas of which examples have been found in the lowost, or nearly the lowest,
levels at several widely separated sites, extending from Patliputra to Taxila. These moulded
plaques and modelled heads and busts represent in' most cases n standing fomale divinity
with very claborate coiffure, dressed in a tunic or nude to the waist, and with a dhofi or skirt
of diaphanous muslin. Despite the garment special carc is taken to reveal the Mount of
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Venus in apparent nudity, a tendency slmost equally characteristic of the stone soulptures
in the Suigs, Andhra and Kushiya 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 fortility and prototypes of Maya Devi and LakshmI, Other plaques often
in high relief represont male and female conples liike the Mithuna and Uma Mahefvara groups
of later art. Thoso lerracottas have been found at Basirh, Taxils, Bhitd, Nagari, Mathurd,
Pitilaputra, Kosam and Senkisd. Thoy may range in date from fifth contury B.C. to the
first century A.D, The moro primitive types from Pataliputra and Mathurs, 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 secomplished,
althongh made from moulds, few or no duplicates are met with, and thero is a great variety
of detail, In some cases tho figure is endowed with real grace, foreshadowing, as Sir John
Marshall remarks, the free and naturalistic development of the succeeding century”. (History
of Indion and Indenesian Art), In the Mathura specimens proserved in the Museum, the
lateral horns wre very remarkable. We are familiar with the top-knot or the headdress
in some of the old Yakshe figures (¢f. Vaifravana Yaksha image from Kadlkili Tilg,
now preserved in the Lucknow Museum, The headdress is developed into two high
horns, stamped with rosettes, or & central big knot with an appended volute. Dr. A. Banerji-
Shastri is disposed to coonect these primitive types with the Opass and Kaparda of
the Vedic period, in the case of his Buxar torracotias. (J.B.O.R.S., Vol. XVIII, p. 1-8).
This provides an additional proof for an inherited common stock of very antique forms in~
the old school of Indian Art. The village-potter (Grdma-Kulgla) being an integral part of
the art-economy of ancient India, and elaiming 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 depioting females
angaged in toilet scenes, holding a mirror in the right or loft hand decorated with elsborate
ornaments, and standing either nude or dreased in finely creased diaphanons drapery, Yakshis
ocoupied with foral spayts or holding lotnses 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 curious but very archaie type of famalo form is that with bird or pig-lilce features
ornsmented with very heavy earrings and a collar, often in hard gray clay with or withont
alip. Pot-bellied and deformed dwarfs serving as Atlantes (v@hana) or playing on musical
instruments are also found. Apart from this general idea conveyed here a detailed description
concerning these archaic terracottas discovered from Mathurs and ranging in date from the
pre-Mauryan to the Sufga period is reserved for treatment in a separate article.
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Fig. 67. ANew Yaksha Imags  Fig. 68, Front View of
in the Mathura Museum. Ahichchhatra Yaksha,

Fig. 69. Bombay Yaksha,



APPENDIX
FOUR NEW YAKSHA STATUES

I. PBowmuvay Yaxsma

In the compound of the Victoria and Albert Museum?! Bombay stends the lower
half portion of the colossal image. It represents a standing male figure now preserved from
the girdle below. The image i earved in the round but the main effect is frontal like that
m the Parkham Yaksha imnge. On the proper right of the main image i8 & female figure
standing in three-quarter profile. Similarly, on proper left is a highly grotesque figure of
& 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 o dhofi with a long fold hetween the legs tonching the ground and fastened
by & narrow ribbon the two loose ends of which ave 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 weas a head-dress secured with
a band, ear-pendants, o torque with a taurine gymbol in the centre, a searf, 8 breast-band
(stana-pajfa), armlets and wristlets. A. pair of looss 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 weating a girdle, heavy anklets and a tight cylindrical ornsment round cach leg
above the buklets. The flexed righf 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 lgft: 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 indistinet 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 shonlders 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 Sinee writing the above the image lias been presented by the Mnnicipa..] Corpora-
tion, Bombay to the National Museum, New Delhi, to which place it has now
been Temoved. N
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protruding fangs and tongue. The head of the Atlantes Yalsha is abnormally big (16" high)
in propartion to its dwarfish body (24"). Ho is holding in his hands tho legs of the figure
mounted on his shoulders,

Size: The measarements of the different parie of the image are as follows:

Pedestal, 38" % 16" x2" thick ; front height 36" including pedestal; height at
the back, 4" ; height of the female figure on right, 34" ; height of the grotesque Yakeha atten-
dant with the figare ho is carrying, 84" ; girth at the heads of tho two attendant figures, 7'10";
ligight of the vajra-like object, 11" (as now preserved) but 7" [rom the tip to the lower part
of its middle band, so that the completo object measured 147,

Identiflcation : The main figure scems 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,

FPind-place ; The records of the Museum show it to have been found st Blephanta,
but the ontry is not definitely vouchsafed to be correct. It is possible thatsometime in
the last century the image was collected fram ome of the old sites in Western India, possibly
Sopird. In the list of anciont Yakshas compiled in the Mahamayuri four Yakshes are named
in Western India, viz. Vishnu in Dvarkd, Asaiga in Bharukachohls, Vira in Karahijaka
and Palsks in Vonavast. (The Geographical Contents of Mahamayiut, JUPHS., XV, Pt. II,
pp. 27-29).

Beforo the advent of the images of regular Brahmanical gods and goddusses thero
was 4 wide-sproad belief in Yaksha worship and almost each region possessed its tubal;.ry
Yaksha, Some of these images have already come to light and others may atill be explored
in course of Lime, For example, we have found at Mathura the eolossal Yaksha image at
Parkham, another bigger image at Baroda village in Mathura distriet, 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-li-Nagri, a few miles from Mathura,

II, Panwar Yaxsma

The statue consists of the head and bust of a colossal Yaksha image of red sand-
stons, It wae found at Palwal in Gurgaon District in 1914 and is now deposited in the Pro-
vineinl 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
triangular npcklace, armlata 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 soarf 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 feathared projections seen in the side view, all point to the image being an early Yaksha



-

APPENDIX TO THE ARTICLE PRE-KUSHANA ART OF MATHURA 135

type that may be assigned to the early Sufiga period, about second century B.C. The object
in the right hand is nnfortunately not very distinet and therefore the identification with
Kubera is far from certain. It adds one more sxample to the colossal Yalsha statues found
in the Mathura region.

I, Rasamar Yaxsma

This colossal statute was found at the old site of Rajghat near Banarme at the time
of the mailway dig in 1940. It has now been removed to the Bharat Kala Blavan. Its dia-
mensione aro ht. 5'xwidth 1'11" % girth round the stomach 65" (Fig. 41).

The statue is somewhat strangs, viz. ropresenting a triple image which T propose
¢ to identify only tentatively as Trimukhas Yaksha. On a three-sided hlock of stone, which
haz & square pedestal below, ench side is carved with a standing male figure in bold relief.
One of the side figures is better preserved than others. The figures are rather dwarfish in
stature, plump, and have their hands lifted up as in Atlantes Yoksha figures. The syes are
large and bulging. The facial expression is that of a good-humoured fellow with laughtar
in the cheeks. The head is covered with a high turban of which the details are not well-
preserved. 1In between the legs in front, there seems to be a prop-like object, of which the
purpose is not clear. There is no treoe of any drapery on the lower legs, but the buat ssems
to bo covered with a Furta-like costume falling to the lnees, This is rather unusual as all
other Yaksha images wear dhotis on the lower portion of the body, Stylistically, the image
seams to belong to the early Suiga period, The whole formula of & triple figure, the dimen-
sichs, 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 deitics called Yakshas,
Other important examples of Yaksha images are well known.

The Mahibhdrata (Babhiparva) gives a list of Yakshas present in the assembly
of Kubera, but much more impertant and full is the list of Yakshas in the Buddhist work
called Mahimaywri. 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 eannot have disappeared altogether and it is wery 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 Banars is filled by thia image. I have not besn
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 wiew YaksuA mAcDh i tHE MarEUuRA MuspuM

This image appears ag No. Ef in Dr, Vogel's catalogue of the Mathura Museum
(Oatalogue of the Muthura Museum, p. 108). Pandit Radha Krishna found this sculpture
lot into the wall of & house inside the Bharatpur Gate and sccured it for the Musoum, The

"
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bust (ht, 2'4") shows a male figure wearing & conspicuous turban and heavy ear-rings, The
oarving on the face and bust is much defaced (Fig. 67). During my last visit to &lfp Mathura
Museum, the image sltracled my attention on atylistio grovmds and I now feel convineed that
it is one of the early colossal images ussignable to the Singa poriod.  The high turban with
a rolled-upend as well as the ear-rings and the facial expression put it in thet group of
gatly images, which have been found at Mathura and dlassified a8 Vakshas,

h_



16, DHYANI BUDDHAS AND BODHISATTVAS

The Buddhists believe in a Pantheon consisting of the five Dhyéini Buddhas and
five Bodhisativas emanating from the former. The Dhyiini Buddhes, alse known as the
Divine Buddhas, aro of a passive nature in the process of oreation. They remain merged in
peaceful meditation and voluntarily restrain themselves from directly associating 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 Bodhisalivas, who ag their counterparis
aro mainly respongible for controlling and guiding the dynamic aspect of the cosmic forces.
There are in the main five Bodhisattvas corresponding fo the five Dhyéni Buddhas, The
five Dhy&ni Buddhas might have owed their origin to the eternity of the five sonses and the
five elements, with which they are severally conncotad. According to Advaya Vajrs, a
writer of the eleventh contury, they took their origin from the five Buddhist S8kandhes, or
rather they were the embodiments of the Skandhas which were held by Lord Buddhato 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
embodimant of the five sonscas collevtively, According to the traditions developed in the old
Vegic schools mind is the sovercign of the five Pranas. The five Pranas were idontical 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 a symmetrical character to the Pantheon,
tho five Dhyéni Buddhas were connocted in course of time by the Bnddhist thinkers with the
five mudrds or poses of hands, which the great Sage, Gautama Bud,dl:.n had used on difforent
occasions and which consequently were used in Buddhist art to symbnhnu 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., §, 4, %, , and g, and glmilarly with the
five seasons and the five quarters (wiz., 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 countorpart 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,
Iconography of Buddlist and Bralmanical Seulptures in the Dacca Museum, p. 18], Both
the Hinayénists and the Maohiyinists believe in o list of twenfy-four past Buddhas, each

18
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Fig. 10. Bodhisattva Torso  TFig. 71. Bodhisattva head Fig. 72 Head of Avalokited-
with Buparnas in the head with Garudas VAT

Fig. 73. Bodhisattva Head  Fig.74. Bodhissttva Head  Fig. 75. Bodhisattva Head
with two Buddhas in Crest with Dhyanf Buddha from the Collection of
R. B. Radhs Krishana



16. DHYANI BUDDHAS AND BODHISATTVAS 139

having a peouliar Bodhi tree. Of these the last seven T'athigatas ave designated by the Ma-
hiiyinists as Minushi or martal Buddhas, with Maitreya, the coming Buddha, added as
the eighth and last of all. The Minushi Buddhas were also made to fit in within the frame-
work of the Dhyint Buddhas and their Bodhisattvas, 0

We thus get the panel of the Dhyani Buddhas, their corresponding Dhyini Bodhi-
anttvas, and the Manushi Buddhas, all these together malking up s triad, which in import and
significance possessed great similarity with the philosophical Hindu t¢riad. The meditative
and detached Dhyiini Buddhas represented the prajfidna-ghana or adhyatma aspect, the active
Bodhisattvas the pragika or adhidatva aspect, and the mortal Buddhae the adhidbhautika or
incarnate nspect of the Absolute. On the etable foundations of this Trinity s host of gods
and goddesses were evolved in lator Buddhism, and the scheme of the five Dhydni Buddhas with
the related Bodhisattvas is considered to be the most convenient synthesis for Intr'nduﬂing
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 difforent mudrds, vehicles, skandhas and position in a Stipa :—

| Position
mquﬂﬁnﬁquﬂ’rga AT amgs | & tﬁ:‘;:ﬁ? T | Crest sign

1. | 0= | wreaE| wgeess| THI% | Dragons | ®9 Centre | i Discus

9. | wErer | awarhr |wwwqf) gfweTl [Blephants | frema | Bast | s@d | Vajm

3. | wEAE| T | Ty | 89E Lions | &=zaT Sonth | &=t Tawel

4, | #fwere | gwnifr | sfaw | gwrfy | Peacocks | #9T West | z397 Lotus

5. safafz| fammfn] #%7 | s | Garodes | §epre | North | g+ Vi
Double
thunderbolt
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EarLy REFERENCER

The,above Pantheon was not perfected all at once, We do not find the mention
of the five Dhyini Buddhas in the literature of the Mahiyina Buddhisis prior to the time
of Tndra Bhiiti (cir. T00—760 A.D.). We meet with rione of them in the works of Advaghosha
(. 18t contury A.D.), Nagirjuns (2nd cent, A.D.) and his disciple Aryadeva. ‘Wohave evidenco
ghat during A.D, 148170 the Swkhivati Vyiha or the dmitdyus Sttra was translated into
Chincse. This Sitra mentions [or the first lime the name of Amitibla, and his olher name
Amitayus, who resides in the Sukhivuti or Akanishtha heaven, whore he Tomaing in constant
meditation and where he is believed to have brought forth the Bodhisativa Avalokiledvars
into existence. The smaller reconsion of this Amitiyus Satra which was also translated into
Chinese between A.D, 384—417, mentions two more names, of Akshobhya as & Tathdgata and
Madijusri as & Bodhisattva. It may be noted, however, that Fahion mentions the names of
Madijudrl, Avalokibedvara, and Maitreya ; Hiuen Teang the names of Avalokite$varu, Maitreya,
Madijuéri, and also Padmapini, Vaifravana, Bikys Bodhisattva and Haritl. The latter also
refers to many saints deified as Bodhitttvas, e.g., Advaghosha, Nagirjuna, Asafga, Sumedhes
and others, Herefers to many of the previous Buddhas also. It-sing, another devout Buddhist
traveller (A.D, 671—695), mentions Avalokitedvara, Amitdyus or Amitibha, Maitreya and
Maiijuéet. [Cf. B. Bhattacharya, Buddhist Teonography],

It is ovident from this that the Bodhisattva Avalolkitedvara Padmapini and his
epiritnal father Amitdbha or Amitdyus were the most ancient and popular of tho Divine
Buddhss and Bodhisattvas. Of the mortal Buddhas, besides Gautama, Maitroya is most
froquently mentioned, both Fahisn and Hiven Tsang making reference to him, It may be
because Avalokiteévara presides over the present aeon, the Bhadra-kalpa, and Maitreya
is to incarnate as the future Buddha in the next kalpa, that the worship of these two besides
Gautama, the Buddha of the present age, wag more popular than othors,

Evinewoe or Art

4 W{: wiah to ﬂiWI_JBB here Bﬂp&mﬂ}? the evidence that is available in Mathura sonl-
. pture, relating to the Dhyan! Buddhas and Bodhisattvas, Dr. Vogel wrote in his Introduc-
tion (p. 38) to the Catalogue of the Mathura Musewm — '

“The Mathura sculptures, however, point to the fact that during the Kushéna period
this Bodhisattva cult was not yet developed. The statuettos, No, A 43 and 68 of the Mathura
Museum are the only figures which can be identified with Maitreya. I do not know of any
represantation of Avalokitedvara, not to speal of other less popular Boddhisattvas. Ewven
Phnaﬂ well known groups of a seated Buddha between two standing Bodhisatttvas, so rmmlmun

* in Iater Buddhist art, do not seem to oceur at Mathurd, This ia the more mnl:larkahlﬁ
such triads were already Inown in Gandhiry’, -
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But since the above was written in 1910, important evidence has accumulated which
warrants ug to revise tho above view in regard to the origin and early development of the
Bodhisativa cult at Mathurd. There are nine scalptures, all products of the Mathurd school,
which I came ncross during my recent compiling of an uptodate Catalogue of the antiquities
in the Mathura Museum and my studies relating thoreto, They are discussed helow :—

1. Standing Bodhisattve [B. 82, deposited in the Lucknow Museum) :—Completoly
preserved figure on & railing pillar, Halo of sealloped border round the hend. Ho wears
heavy earpendants, a flat torque and a flat trisngular necklace a5 are formd on the image of
Parlcham Yalsha and on the colossul Bodhisattvas of Mithura, A scarf thrown on the
ghoulders and a dhoti with a girdle tied over it, are also similar to other Mathurd figures of
the Kushinn period. The right hand is reised to shoulder in abbayamudrd, and the left hand
holds an amfita-ghafa. The mukule on the head is the chief ilem of interest, us it shows the
effigy of a Buddha seated cross-legged with right hand’in abhayemudra and the left holding
ranighifi. The image is undoubtedly of the Kushapn period, sbout the 2nd century A.D,

This image is illustrated by Dr. Coomaraswamy in his History of Indian end Indo-
nestan Art, plate XXI, fig. 78. It is wrongly deseribed as Bodhisattva Avaelokite$vara on
p. 283 of that book, Dr. Coomarsswamy published it again as fig. 17 in his well known essay
entitled “I'he Origin of the Burddha Image' {The Art Bulletin, 1927], where the figure is correctly
identified 08 Bodhisattva Maitreya (p. 38). Even if the miniature figure of the epiritual
Buddha in the erest of the crown were absent, this image would easily be identified as Maitreya
on account of the presence of the ampita vase, which is invariably associated with Maitreya
in Kushana art (Cf: Maitreya Images, A. 43, A, 68, in Dr, Vogel's Catalogue]. The abkayamudra
of the right hand of the Dhyini Buddha, however, leads additional confirmation to the
jdentifioation, and according to the table given before, the Dhyini Buddha should be called
Amoghasiddhi; That the cult of the Dhyini Buddha in réspect to Maitreya had been estab-
liched as early as the second century A.D. during the Kushana period is proved beyond doubt
by this image.

9, 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, énough portion is preserved to reveal the true character of the image. The Dhyand
Buddha is seated in padnidsana in abhagamudrd, and has a ciroular halo of ssgmented border.
On both sides there is & worshipper standing with folded hands, and each has a halo round the
head. The composition and style of the figures arc extraordinarily similar fo those of the
group on the top of the relic caslket from Kanishka's St@pa at Peshawar, We may be justified
in identifying the two attendant figures, whose divino rank is beyond doubt, as Indra and
Brahmi. The Dhyénf Buddhs is without a lotus-seat. This pioce also ranst belong to the
same poriod as tho Bodhisattva Maitreya given above. The Dhyani Buddha also on account
of the abhayamudrd ehould be identified as Amoghasiddhi, This head was described in the
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Ann. Bib, of Indian Archasology for 1984, p. 14 [V, 8. Agrawala, doguisitions o the Mathurd
Museum). )
3, Head and Bust of Bodhisattva [No. 3361, obtained from Dig Darwaza, Mathura ;
now deposited in the Ourzon Museum. Material red sandstone, Age about 2nd century
AD.]. 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. 48 in the Mathurd Museum [Dr.
Vogol's Catalogue, Plate XJ, viz., pearl string round the neck, flat torque, profase pear] neckl-
lnces hold below with mukars-mulha clasps, chain and pendant padaka, amulot string (eakahi-
vitika sfitra) and garwda beydra on the arms.  The head is slightly inclined to the right in a
position in which the gaze ie directed towards the left arm, which is thrown obliquely towards
the stomach. [Fig. 70]

The mukwia, again, is of more than ususl interest. It has a projecting central
rosette and is held fast by a metallic fillet. The rosette is ocoupied by a facing Garnda squatt-
ing with apreadout 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 eourse must have been a symbolic number. Acecording to the Bodhisattva doctrine
Garudas serve as the vehicle of Bodhisattva Maitreya. In that case this and similar other
images with Garnda emblem in the crest must be representing Maitreya, The symbolism of
the Sapta Suparnas may go back to much older Vedio tradition, and it may well have been
adopted as & counterpart of the symbol of the seven Niga hoods common in Buddhist art.
The Suparpas represented the celestial powers of Light, and the Nagas the titsnic powers
of Darkness, The Sun was sopken of as the Great Suparna, and his sevan rays or tho seven
vital airs were symbolised as the Sapta Suparpas. The eternal feud between the Suparna
and the Niga has also been found ropresented in Mathura art of the Kushina period. [Smith's
Jaina Stapa, plate XXV, fig, 1]. The sapte-suparna Bodhisattvas therefore might have
represented enlightened Beings, 1.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
Keshayadeva, deposited in the Mathura Museum ; material grey white stone, abont 3rd century
AD.]. The head and crown are simildr to No. 3 above, and the arrangement of the Garuga
figures is also alike, though not 8o well preserved. ~There is & continuous pear] string held in
‘the beak of all the Garugda figures and fastened at both ends with small rosettes attached to
the crown. [Fig. 71]

5. Bodhisattva head preserved in tact above the nasi mile siitra. This hoad is
illustrated by Dr, Coomaraswamy as fig. 21 in plate VI of his Hrstory of Indian and Indonesian
Art. On page 230 he writes—'male head from Mathurd (fragment). Mottled red sand stone.
Maurya or Sufiga’. The present whereabouts of this antiquity are not given, but it is likely
thta 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 Maurys or Suiga period. On stylistic grounds this head must
belong to the Kushana period, being similar in treatment to numerous other Kushina Bodhi-
sattva heads,

The head ig illustrated by Dr. Coomaraswamy in three-quarters profile. There
is o band above the fillet. In the centre we notice s crescent, and s row of seven Garuga
figures on the proper left side. Obviously a similar line of Garudas ndorned the right side.
Tho crescent is absolutely & unique feature so far as Mathura art is concerned. Mr. Har-
greaves, however, notod its provenance in Gandhira specimons of Buddha and Bodhisative
figures. He writes, ‘The moat 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, snd
with a number of amaller 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 radinting 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 Soulptures in the Peshawar Museum, p. 86]. It would be
interesting to mow the age of the Gandhira specimens and also to institute a comparison
with our figure. Buf pending good photos and further details of the Peshawar figures we must
not venture a definite identification.

6. Bodhisattva Padmapini or Avalokitedvara head [No. 2336, deposited in the
Mathuri Museum. Reproduced in Plate IV, C, and described on p. 14 of the Annual Biblio-
graphy of Indian Archacology for 1934, Vol IX.] The Dhydni Buddha in the centre of the
crown is seated in padmdsana on & lotus, and has both hands in dhyana mudrd. He wears
an claborate sanghdfi covering both shoulders, There is o 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 drpd dot between the syebrows. The material is
red sand stone at the back with & patch of grey white colour in front,

This Avalokitefvara head is almost an ancient duplicate of a similar Avalokited-
vara head in the Sanchi Museum [B. 80, Plate XV of the Catalogue of the Museum of Archaeo-
logy at Sonchi, also p. 38] Both these heads cannot be later than the Srd century A.D.
Tt is practically certain that a group of Mathurd artists was working at Sanchi during the
Kushina period. Images in Mathurd stone and style have been discovered at this site [Cf.
Sanohi Museum Catalogue, A. 83]. Bpecially interesting is the inscribed pedestal of the image
of Bodhisattva Maitreya. On the front of its pedestal is a figure of Bodhisattva Maitreya seated
oross-legged, wearing usual ornamenta including amulet string, and holding a small ampita-
ghata in left hand. [A. 84, Banchi Museum,, photo on plate VIIT (b) of AS.R., 1912-13,
Pt. I [Fig. 72]

7. Bodhisattva head [No. 2573, obtained by me in 1935, from the village of Kota—
Chhanora on the Delhi rond about 3 miles from Mathura] Material, spotted red sandstone of
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darker colour. Barly Gupta period. :—The middle portion of the crown above the head, noso
and chin are demaged. The hair is hald by a fillet, and above it is a doubls garland, all three
hold together on eithor ends by lotns medallions. On proper right side surmonnting the
upper garland band, is a Garuda figuro just above the lotus clasp, Noxt to it is a Buddha
figure spated oross-logaed between two dwarl troes, the left of which ia lost. There is then
a gap of 8" on acconnt of the wearing off of the surface. On the proper left side is rgain a
Buddha figure, with ane dwarf troe and one Garuda figure on ita lofl.  Betwoen the two Buddha
figures thore is room, exactly enough for throe more Buddha fignres flanked by troes, 1t is
probable that in all there were five Buddhas sealed in padmisana betweon two Garudas on
the erown of the Bodlisattva's head, Dr, B. Bhattacharya remarks in his book, Buddiist
Iconography, that the mages of Maitreya somelimos bear the figures of the five Dhyini
Buddhss on the auveole behind them. In that case this would represent the head of Bodhisa-
ttya Maitreys, carved in the Mathurd art of the Gupta period, incorporating in it clements
of later iconographio evolution, [Fig. 78]

8. Bodhisattva head [No. 1944, purchased from Major Bridge in Mathura Cants,,
and now deposited in the Muscum. Material spotted red sand stone. Gupta poriod, about
fth—6th century A.D.]:—The head is much water-worn. It shows in the crest the effigy
of a spiritual Buddha seatod in padmdsana, with right hand suspended below in an attitude
which cannot be deciphered at prosent., The Buddha is flanked by two respectant Hons, who
according to the table of the Dhyani Buddhas serve as vehicles of the Divine Buddha Ratnasam-
bhava. It is therefors probable that this head belonged to an image either of the Bodhisa-
sattva Ratnapdni or his mortal Buddha Kadyapa, That the images of Kidyapa Buddha
were carved at Mathord as early as the Kushina period, is borne out by a recent find men-
tioning the name of the Kadyapa Buddha (described elsewhore in this book), in Kushana Bré-
himi charaoters. [Fig. 74]

9. Boddhisattva head :—Thig head is neither deposited in the Mathurd Musenm.
nar the presont provenance of it is lmown. T have recovered a photo of it from the colleotion
of photes left behind by the late R, B, Pt. Radha Krishna, On the back of it-I find the follow-
ing entry -—

No. 388, Ht. 8", Weight 2} scers or 6 Ibs. Price £10,

It is obvious that the owner sold it away to some museum or private collector.
The photo, however, is very clear. Weo see in the high crown a Divine Buddha seated in
padmasana on & lotus seat, and having & prominent round halo at tho back of half tho body.
The Buddha wears an elaborato robe covering both shoulders. The left hand holds the san-
ghafs, while the right one is held in varada mudrd. Ou either side of the Buddha is a lion
standing rampant on the fillet, facing in opposito direstions, and holding pear! festoons in the
mouth, From the attitude of the right hand and the lions, the Dhyant Buddha oan be identi-
fied with Ratnasambhava as in No, 1944.  This Buddha figurs mnst be assigned to the Gupta

period. [Fig. 75]
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The above nine antiquities furnish valuable evidence for a proper study of the
beginnings and growth of the Dhyini Buddha and Boddhisattva cult in the philosophical
schools of the Mahiyina Buddhists at Mathura. We ara well aware from the extended
studies of Dr, Coomaraswamy that Mathura took & leading part in the origin and development
of the Buddha image [vide his essay on the Origin of the Buddha Imago]. It is therefore in
the fitnoss of things thet the ocreative and prolific genius of her artists should have boon
employed to carve also the various Bodhisattvas who appeared with the rise of Mahiyanism,
The available specimens from Mathuri include the following special classes of Buddha images :

1. Tmages of Gantama Buddha seated under a pipal leee in padmisana, wearing
no ornaments, but styled as ‘Bodhisattva’ in the epigraph on them, e, A. 1 from Katra,

2. Image of the Buddhs, Sikyamuni, similar to the above, but styled as ‘Buddha’,
e, A 3 from Anyor

8. Freestanding Bodhisatlvas, of ocolossal type and musounlar buils, carved in
the round, like the Sarnath Bodhisattva of the year 3 of Kanishlka's reign. Compare slso
the massively built standing Bodhisattva No, A, 40 in the Mathurd Museum, wearing dhoti,
scarf, girdle, torque and flat neelklacs like the Parlham Yalksha.

4. Life size statue of froestanding Buddhas, built as above, but not wearing oma-
monts, &4, A. 63 of tho Mathurd Museum.

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

8. BSealed Buddhas wearing elaborated drapery covering both shoulders, as
A. 18 and A; 21 ete., evidenily influenced by Gandhara specimens.

7. Friezes showing & panal of ‘Sarva Buddhas', or seven Buddhas or sometimos
eight including Maitreya, Cf I 7; L 37. Similar vows of Buddhas with attendants are
found in the Graeco-Buddhist art of Gandhara.

8. Btatues of Maitreya with the distinguishing symbol of the amrite ghta, which
are comnion 8t Mathura., Compare A, 43, A, 6B,

9. Statues of the previous Buddbas, which have no distinguishing marks, their
identity being revealed by the inscribed labels on their pedestals. Two such images have
besn discoversd so far in the art of Mathura, wiz.,

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

() Image of Kidyaps Buddha recently fonnd at Mathurd. Kasyapa was the
mortal Baddhs related to the Dhyini Buddha Ratussambhava, This image
is of the Kushina period, though the two heads of Ratnasambhava are of
the Gupta period,

18
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10. Images of the Dhyani Buddha-Bodhisattvas. Of this group heads relating
to the last three Divine Buddhas only, viz.,, Ratnasambhava, Amitdbha and Amoghasiddhi,
have so far been found. In terms of the Buddhist Pantheon, they are respectively connected
with Kadyapa, Gantama and Maitreys, the three Buddhas who sre also known independently
from other specimens at Mathura,

The above account reveals a vostly complicated background behind the Buddha
ivenography of the Kushfinn school, in which both indigenous na well as extrancous influences
played a considerablo part. For a religions history of Buddhism as reconstructed from its
Iconography, the early school of Mathura sculpture provides valuable snd ample material
which must be minutely studied bofore definite conclusions ean be arrived at, A Corpus of
all Buddha figures found in Mathura art will be of the utmost importance in solving some of
the knottieat probloms in relation to the origins of Buddhist iconography.
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17. A NEW BODHISATTVA AND A BACCHANATIAN
GROUP FROM MATHURA

The seulptors of Mathura took their cue from the ancient art schools of Sinchi and
Bharhut for the symbols, decorative motifs, and patterns of architecturs. Thoy also vigor-
ously assimilated the foroign art forms assembled in the phenomenal oulture complex brought
about by the introduction of the Iranian and Hellenistic elements into Indian life. The
ancient indigonous art heritage was carried forward with an cxceptionally prolific enrichment
of its contents by the artists of the Saka-Kushina epoch.

About two and a hall miles to the sonth-wast of Mathurd city is situated the ancient
village of Madhuvan-Maholi. About two furlongs outside the Maholi village towards Mathuri
city is & group of old mounds of considerable dimensions,

Recantly, in the firet week of July 1988, an image of colossal size came 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 Mathurd Museum. The height
of the image from the feet to the head is 83" or in all 96" including the tenon by which it
was at one time fixed in its brick pedestal. The image is carved in the ronnd and made of the
spotted red sandstone of Mathurd. The right hand which was most probably held in the
attitude of protection («bhayamudri) ia 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 & little below the knee-jont, held at the waist
by a knotted girdle. Between the feot 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 typs. The ushnisha protuberance is broken away leaving a
ghallow depression in the skull. There is a faint Grpd dot between the eye-brows, and the
earlobes are prominently elongated. There are also traces of & 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 Bamath (ht. 9°-5°)
which is inscribed in the year 3 of Kanishka and was established at the place of the Buddha's
chankrama at Viripas! by friar Bals, who waes most probably a resident of Mathurda. A
gimilar free standing colossal Bodhisattva statue of Mathurd red sandstone was discovered
by General Cunningham during 1862-63 from the ruins of ancient Sravastl in Gonda district
which is also inscribed and was established by thesame Bhikshn Bala, a master of the Tripitala,
General Cunningham falt entisfied that the Sravasti colossus must have been transported from
Mathurd. (Arch. Survey Report, Vol. I, page 339). Thus a family likeness between these
three colossal Bodhisattva images is established.
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Fig 77. Samath Bodhisattva

Fig. 76, Msholi Bodhisattva
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Unlike the other two statues the Maholi Bodhisattva besrs no inseription either
on the pedestal or on the niain body of the image. But a search for the broken pedestal
braught to light & piese of stone (10" % 4") bearing four Imes of Brihmi inscription which was
found sticking in mud to the pedestal at its side. It is dabed in the year 92 and statea that a
monk named Grahadisilka, resident of the Khanda Vihira monastery “sstablished” in the
Stilipe, the object so establishoed 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 carth 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 Kushinn Emperor Visudeva. Although stylistically the SBimith and the
Maholi statnes form part of ono independent group they are separated from each other by &
period of 89 years. The dake of the Stivasti statue is unfortunately lost, and it is not possible
to say by how mueh time it wns separated [rom the other fwo images, In the Museum at
Mathuri there are three other Bodhisattva statues, A. 40, A. 41, and A. 63, which arc mimilar
in style to the Maholi Bodhisattva and must be assigned to the same group. The image No,
A. 63 (ht, 6'-4") from Lakhnau, district Aligarh, is dated in the year 36 of Huvishka. It is thus
ovident that the style of making colossal frecstanding Bodhisattva imnges inaugurated by
the Barnath Bodhisattva in the year 3 of Konishkea continued throughout the Kushina period
down to the reign of the Inst king Visudeva. This type of the indigenous Buddha image is
ulin to the volossal Valsha stabue from Parkham, in which no affinitics with the Gandhira
Buddhas and Bodhisattvas can be traced. It is both in its plastic language and concep-
tion completely & product of the Mathurd school.

The inseriptions on the Sirnith and Srivasti statues make reference to the post
and umbrella (‘danda’ and ‘chlatra’) et up with the main statues. No such details are svai-
lable in the short Maholi epigraph, but the Bodhisattva was certainly crowned by a large
parasol which was square and not ciroular like the one at Sarnith. A fragment of this parasol
earved with the same symbols as at Sarnith (four of which namely the lotus garland, {ruit
vase, svastika and pd#raghafe 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 Npw BacoEamAnIAN Grour

Figs, 78-79. This is a soulpture carved on both sides, measuring 3/-4" X 2'-6" X 1'-2",
1t supported & howl, now partially damaged, resting on the topof the trunk of a tree carved in
the background. On tho obverse side there are four figures, the middle one showing a
graceful fomals in half kneeling posture. Sho is evidently intoxicated, and her left hand finda
rest on the shoulders of a girlish figure holding & drinking cup, and the right one is held
by a standing male figure,obviously her husband, who supports her. The fourth figure on the
left aicle oarved in the background and shown in the attitude of ‘vismaya’ represents a female
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Fig. 79, Bacchanalian Group from Mathura

Fig. 80. Fragment of Chhatra Wig. 81. New Inscribed Image of Eadyapa
Buddha
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attendant, She is apparently a hermaphrodite asseen from her undeveloped bressts,
masculine shoulders, and hips, Such attendants under the appellations of ‘shandlia’ and
‘varshadhara’ were employed in royal harems (Fig. 78).

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

The whole group bears the class name “Bacchanalian” (madhtpdna)’ and is a valuable
addition to the alteady lmown specimens of this type from Mathura, namely Stacy’s Silenus
group found in 1836 from Muothurd and now in the Caleutte Museum, and the well known
Palikhera group, in the Mathurd Mussum No. €. 2. The present sculpture i8 mn excellent
preservation and reveals an unknown standard of achisvement of the Mathurd artists during
the Kushdna period, In the Maholi group the dress and the features of the male and femals
figures that make up the group on the two sides are purely Indian and do not betray a clumay
mixture of Greek and Indian elements asin the other Mathuri groups previously found.
The interest of this find is enhanced by the fact thata somewhat mufilated specimen carved
on both sides and similar to this group was found from Naroli village, about half a mile
southeast of Maholi in 1922-283, and is now in the Indian Museum, Caleutta.}

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 u jamb fragment (No. 871, Mathurd Museum)
which was rescued from the well of the famous Kanlkili T1I4 in 1914, which place also lies within
a vadius of two miles from Maholi, The three villages Maholi, Palikhera and Naroli
situated within less than a mile of each other, have each produced a remarkable Bacchanalian
group of its own.

Tho Maholi Bacchanalian group unearthed at a distance of about 8 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 absolube
certainty it may not be unwarranted to interpret the intended purpose of sefting up a Bacc-
hanalian group inside a Buddhist shrine in the heart of a Buddhist monastery. ThoBacchanalian
gronp stands for the sensuous and material side of life symbolising the pleasures that overflow
the bow! 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 genins
of worldly temptations, After the Buddha's victary and final enlightenment Mara pays homage
at the fest of the great teacher, which according to the beautiful synthetio ideals of the Mahi-
yéna 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 samo religious edifice. 1t was this ideal which inspired the works of the Kushiga
artists and which found its mosb suitable expression in the line of the poet :

Tt EEd i AT |

1. Archaeol, Survey of India, Annual Report, 1932-28, p. 181, pl. XXXVIII ().



18. A NEW INSCRIBED IMAGE OF KASYAPA BUDDHA
I'ROM MATHURA

In the month of May, 1987, the Matlnra Municipal Board performed digging opera-
tions in the main street of the vity from Kanskhar to Chhatte Bazar for luying their sewage
Iino. At depthofabout eight feet below the surface, were discovered about fifleen fragmentary
anliquilies, mostly of the Kushiya poriod. The following picces may he nolol : -

(1) An imageof Kidynpa Budiha eavved in the round, showing a4 male figure
standing on o pedestal and preserved romarkably woll from the medhramila to tho feat.
He wears & dholi, a mekhali and o scarf. On the pedestal is an inscription presonily to be
described. (Fig. 79).

(2) An inscribed pedestal of a Bodhisattve image broken vertically into two picces.

(8) Frogment of a frioze carved with three Buddhe figures seated in padmisona,
ench placed between two attendsnts. Traces of two more attendants on either end of the
broken frieze., It may be persumed that it depioted the panel of the seven Buddhas, and may
be compared with tho two friszes numbering 17 and 1+87 in the Mathura Museum., (Vogel's
Oatalogue, p. 1356 snd 139),

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

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

(6) A slab with foot-prints showing such suspicious marks as the lotus, ankuda,
dhvaja, eto.

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

(8) Several cross-bars and a fragment of a Buddha image.

The first antiquity is of great importance for the purpose of Buddhist iconograplhy.
For the first time it introduces us to an setual image of one of the previcus Buddhas, viz.,
Kaéyapa Buddha in Mathura art.  The insoription is boldly carved in Brihmi script of the
Kushana period in one and a half line on the front face of the pedestal, which I propose to read

a8 follows :— i
L 1—[%] 7% =1 &7 g9 w191 [ ¢ ] g9 waww
l. 2—a7 wgeqde

v.e., hﬂiﬁb of an image of the Buddha Kiéyapa by Ruvake, Clicf of the village, of the Devaputra
Maghn.
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The order of words in the sentence is somowhat faulty, Ruvaka is connected with
danem and must be the name of the donor. The phrase Devaputro Mdgho is not intelligible
exoept ag proper name to be connected with padra-mahasthakena, but I confess inability to iden-
tify this Devaputra Magho. T wonder if the reading could be amonded as deve pratimdaydh but
for this I soo little warrant. The words Buddhase Kasapasa constitute the soul of the record
and happily do not prosent any difioulty. The last word padra-mahasthakena is in the inatrn-
mantal ease and must rofer to the donor who it appears was an officer placed in charge of a village.
The word padra, acoording to Dr. Sten Konow, occurs in the Shakardarra Well Inseription
and consequently in its copy, viz., the Rawal Kharashthi Inscription from Mathura. [Sten
Konow, Corpus of Kharoshihi Inseriptions, p. 160]. It is also found in the inscriptions of the
Gupta period in such terms a3 Sivaka-padrake (of. Flogt, Cropus ITI, Ins38, line 22, p. 170, note
3). Ils dictionary meaning is ‘village' and that suits the sonse in the present context. Maha-
sthaka seems to be a title and is met with for tho firat time, Curiously enough, in line 20 of
the very inscription quoted above from Ileet, the word mahattara has been used. Tloet takes
it aa & class of officers, and acoepts Monier Willlams’ moaning of it as ‘the head or oldest man
ofavillage.” (Lbid.,p.169, Note7). I think the title mahasthaka iz an earlior form of mahatiora,
end padra mahasthaka would therefore be a real village official in the system of Kushipa polity,
corresponding to tho grdmani of the still earlisr epochs, .

According to the Buddhotpada doctrine, the Buddhists believe in a list of seven
Buddhas who inoarnated in the past in sucoessive kalpas. They still think that the sighth
to come will be Maitreya, who is at presont a Bodhisattva on the way to Buddhahood.

We have also the valusble evidence of Adoka’s Nigali Sigar Pillar inseription that
a Staps, dedicated to the Buddhs Konakmana (which had existed from an earlier epoch),
was enlarged by the Emperor to the double of its original size.

The evidence for the Sutigs period is far more perfect, We get a full list of the Seven
Buddhas in the insoriptions st Bharhut together with their symbolic representations. A list

of them iz given below :—
Latin name of

Puli Name Banslkrit, Bodhi tree. the Bodhi btree.

1. o=l frafeg qr=fa Bignonia Buoveolens.

9. fafw frfer aTH Magnifera Indica.

3. i‘ﬂ'li ﬁ[‘ltquq e Shorea Robusta.

4, wgaw Fheae Ferdra Acacia. Birisa.

b. WATTAA BTV OF FgEaT Fiene Glomerats,
i

6, FwT T T FBicus Indica.

7, mﬁﬁ? :rm'tif!q HAET Ficus Religiosa,

(Cf. Barus, Barhut, Book IT, pp. 1-—7).
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The belief in the Seven Buddhas sesms to have been laler on supplemented by a
hierarehy of numerous Bodhisattvas. During the Kushipa period we find in Mathurd art,
on the one hand (riezes depicting the past, present and future Buddhas in one single soulpture,
and on the other sovoral Bodhisattvas troated independently, Of the former clase frieze No.
147 in Vogol's Catalogue is a typical specimon, Hesays, The figure Lo thia proper laft wear-
ing royal dress must be the futnre Buddha or Bodhisattva Maitreya. In his lsft hand we
rocogniso the vessel, which is his omblem in tho Grooco-Buddhist soulptures of Gandhire.,
The other five igures wear monk's dress ; that next to Maitreya sealed in medilation must be
Sikyamuni, the Buddha ol the present age, and tho other threo his immodiate predecessors,
Krakochehhands, Kanakamuni and Kidyapa. Probably three Buddha figures aro lost to the
proper right." (Vogol, Catalogue of the Mathura Museum, p. 180 ; also 137, p. 189). The
present imago of Kidyapa Buddha rightly helongs to the class of representations of the previous
Buddhas in Koshins art,  We have already found from Mathurd the image of Dipaikara Bud-
dha who was the first of the twonty-four Buddhes, This statue was dedicated by the Buddhist
nun Dhavesri in the Kushdna 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
sxamples of the Bodhisattva Maitreys who is always distinguished by an amyita-ghala held
in his left hand. (Vogel's Catalogue, A. 83, p. 64), (autama 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 hasalso produced about & dozen spevimens of Kushiga period Bodhisattvas
of the type bearing the DhyAnt Buddhas in their crown, but this phase of the Buddha-Bodhisat-
twa iconography reflects the beginnings of the more complex Bodhisattva cult of which we find
a fullar development in the arts of Sarnath and Nalanda.

It is thus evidant 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 tondency
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 soulpture representing one of the most illustrious periods
of Tndin's artistio achievement is distingnished by its production of a large number of railing
pillara carved in high rolief on the obverso and genorally in low relief on the reverse. In
ancient tines these pillata formad part of stone onclosures crected round Buddhist and Jains
monuments. Each pillar had three mortices on the two sides in which eross-bars were fitted
to join with other similar pillars, They wore held in position by u basement below and they
supported a coping stone t the top. The entire structure of the miling was pierced in the
oontre by four sluborate gateways each of which stood facing in one cardinal dircction. The
earliest specimans of manumsntal railings and gateways have heen discovored ab Sanchi,
Bharhut and Bodh Gaya. At Mathura with the advent of the Enshina period independent
figure sculpturs 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
ag interesting dovaments for the study of human life in its social and cultural spheres as lived
in those days. Here one can sce prescrved in stonc sketches of contemporary life showing men
and women engaged in their favourite sports and pastimes, dance and music which reveal their
joyous outlook on life and testify to their faith in & creed of freodom and sun-ghine. 1t is also
pleasing to notice on these pillars some of the familiar scones with which our classical poets
have acquainted us in a variety of most beautiful descriptions.

The following scenes may be recognized to be of unusual interest, and their portrayal
in plaoas where religious things as & matter of course shonld have predominated, points to the
great hold which themes 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 lifa
and evolved a frame-work in which the material and positive sides of lifs were harmonised with
its spiritual and religious ideals, Indin has, thorefore, boldly stood for assigning an honourable
place to paintings and sculptures s 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
as a negation of life, but as a potent factor which by its magio touch ennobles all that which lifs
stands for. This synthesis demonstrates itself in the extraordinary interest which religious
art shows for the contents of womanly life, marked by o genuine attempt to probe deeper into
her mystry and to present her as the mothor and sustainer of creation, Tt is appavent from the
study of the scenes on Mathura railing pillars thet the artists do not approach their delicate
subject in a light-hearted manner ; they evince & respect and restraint which does not permit
works of art to be degraded into scenes of mers sensuons narration,
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The soencs 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 Caloutta besides the local museum at Mathura, This awkward arrangement is a serious
handicap to tho pillars being viewed as & unit for realising the full effect of their artistic per-
foction, and also hinders a comparative study on the basis of the eutive material easily aocossi-
ble in one place. Wa now proceed Lo describe the more important of tho pillars —

1. Aéoka-dohadn,—Pregnancy or desive of the Adolea tree. This scenc is ecarved
on railling pillar J, 55 in the Mathura museum, senlptured with a graceful femals figuro woaring
a bead girdle and standing under an Adola tree of which she clasps a branch with her left hand,
and leans with hor back sgainst its trunk. 'With her loft foot she touches the Afolea, thus ill-
ustrating the postic description expressed in the Meghadita s Vima-padablilishi Adokal.
The most eloquont desoription of this theme is found in the drama of Kiliddsa treating of the
love of Malavikia and Agnimitra. Acccording to an old sloka quoted by tho commentator
Malliniitha, it is said that the Adoka tree longed to kiss the left foot of & 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.
2348, in which the woman tonches the tree with her right foot. Surocly the poetic fancy behind
this scene sosms to have had strong hold in the cultural life of Kushina and Gupta periods.
Recently Dr. J, Hackin has discovered from the site of Begram (anciont Kapiéa), about 40 miles
north of Eabul, & carved ivory plaque illustrating the scene of Adoka-dohada, in which the
figure of the maiden with her peculiar spival chignon is greatly similur to the figure on the Mathura
railing pillar.

9. Sadyal-snatd,—Woman after bath, This scene carved on pillar No. 1509 in
the Mathura musenm depicts & woman wearing a short petti-cost and wringing out water from
her wet locks after bath (keda-nistoya-kirind) ; a swan is shown receiving the drops in its beak.
This idea has found favourite repetition in elassical 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 deink the drops of water from Radbi's hair.

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

4, Adoka-pushpa-prachiyiks,—Gathering of Afoka flowers. This scene is repre-
sented on pillar No. J, 55 and 2345 in the Mathura museum and B. 80 in the Lucknow musenm.
The woman stands on Adoka tree in full bloasom and is gathering flowers with her right hand
raised up in & 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 wos 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 kademba, mango and other garden trees also must have formed part of
foral amusements, Pushpa-prachayikd and also Pushpa-bhaijika were the special names for
such diversions which we find recorded even in the grammatical literature, For example, on
Pénini’s siitra, Prachdm kriddyam, we find such illustrations as Ashoka-pushpa-prachiyika,
Uddalaka-pushpa-bhafjika, ete. The lovely poetio expreasion Sala-bhafifika which we find both
in Advaghosha aud in Bana’s Kddembari, must have been derived originally from such sports
in which the peculincly graceful motif of & beautiful woman standing with tribhangi curves of
the body under a tree and clasping oue of its branches, soon came to be recognised ae the most
delightfal thing for the eye both in art and life,

5. Madanotsave,—Danee of Love. On pillar No. B. 92 in the Tncknow museum
we see a female figure dancing in one of her happy love ccstasies. A parrot who is the veheil
of the god of love, Kimadeva, 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
thythmic dance. The bird is perched on her girdle and is shown to be nibbling at the contral
binding kmot. The whole idea is most delicately and beautifully executed.

6. Suka-kriga,—Diversion with a parrot. Thisis 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 & 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, P1, XIXA),

7. Hhadgabhinaya,—Dance of the sword. On railing pillar No. 162 in the Mathura
museum found from Bhitteshwar we find s fomale figure standing in a dance posturs holding a
sword in her left hand. The obvious meaning of auch a motif is the demonstration of sword-
dance. On a pillar in the Lucknow musenm No. J.275, the same scene is repeated, the
woman being shown standing under & kadamba tree.

8. Nartaki,—Court Danseuse, Pillar B, 756 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 mussum
we have the representation of a woman wearing a rustio petti-coat (lehnga) and a scarf (orhni)
falling back from the head, and carrying a big pitcher on her head. Her features and the well-
built Limbs make hor out to be a village woman lncking in the finer graces of city lifs. She should
be identified as a gopi or a typical country-woman in the land of Brajs, where powerful living
traditions about her have survived both in religion and in literature in relation.4o the le-
gend of the divine cow-herd Krishya. The conception of gapis certainly goes back to the Ku-
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shina poriod. The Buddhasharita of Advaghosha refers to gopa-women and their dalliances
(IV. 14). In the famous Tamil classic Silappadkikaram (Epic of the Anklet) which is one of
the five great Mahdkivyns of Tamil literature and is definitely assigned to the 2nd century
A.D,, there is distinet reforence to & cow-herd Krishna and his dance with the gopis. [English
translation by V. R, R. Dikshitar, Canto XVII, p. 228.]

10. Prasadhika,—Toilet-attondant. The scencs of prasddhans are common onough
on Mathura railing pillars, We find separate pillars dovoted to the Nayiks or the Queen harself
looking in a mirror doing her eoiffure or applying toilet paste, and also to her attendants carrying
the dpingdarapetika (toilet-basket) in one hand and & jug of water in the other. The specimen in
the Bharat Kala Bhavan is in perfect stato of perscrvation, (Vogel, La Seulpture de
Mathuri, P1, L. also Plate XVIII E),

11. Kanduka-krids,—Playing with the ball. This scene is represented on railing
pillar No. I, 61 in the Mathura museum. Eilidasa has reforred to Parvatl's kenduka-krigs
in the Kumarasambhava (1. 29) and it appears that playig with balls was favourite sports of girls
in ancient India.

12.  Vaisiipd-vadini,—Woman playing the flute and the harp. The flute has special
association in the history of musie at Mathura, and it is therefore gratifying to find several frag-
menta of railing pillars on which woman playing the flute are shown, The harp or the sapia-
tantri vind is common not only at Mathura but at almost all other centres of ancient Indian art,
and its representation at Mathuras also is fairly common both in stone and olay,

The number of railing pillars ia pretty large, and other miscellaneous scenes may also
be gathered. For example, wo have the representation of a mother amusing her child with a
rattle (I. 16), or women adorning themsclves with heavy garlands or with a conspicuous
necklace and still others charaocterised 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 doscribed in his Catalogue of the Mathura Musonm :—"'a male figure
of Faun-like appeavance with elaborate turban, neclklace of beads and other ornaments. He
ia standing under a mango troe in bloasom with Lis right hand raised to hig lips, and with his loft
plaged against his thigh, o wears s sash round his waist nnd o euriows neeklnoe round his shou-
Iders,  Owar the bree is & baleony without figures,"”  Writing later about the same image in his
hoole ‘La Seulpture de Mathur@ Dr. Vogel identifies this figure as that of & young man, probably
# Yaksha, of a fashionable type. He also suggests that its pose resembles that of Harpolratos
found at Taxila by SirJohn Marshall (p. 102, P1, XXT, fig. (b} ; soe Archasological Survey Report,
1912-13, PL XX, figs. {, g, h, for tho statuette of Harpokrates).

The figure cannot be that of Harpolcrates, The diffarence in the attitudes of the right
hand of the Mathura fignre and of the Taxila statuette is strileing. In the Harpokrates' figure
the index-figure of the right hand touches the lower lip which is indicative of silence. If we
waro to trace s parallel to this pose of Harpolrates' figure in Banskrit literature it could be fonnd
in the figure of Nands, who in Kiliddsa's Kumdrasambhava (111, 41) guards the entrance of Siva's
place of meditation. “Nandi posted at the entrance of the bowor, having a golden staff resting
against his forearm, bade the Ganas to observe stillness with a gesture in whick a finger of his
right hand touoched his mouth”. Ouly one finger was needed to indicata the gesture of ‘silence’,

Two fingers of the right hand however of the figure on the Mathura railing-pillar,
the index and the middle ane, are placad on the lower part of tho chin and do not touch the
lower lip a5 the finger of the Taxila statuette does. This Mudrd is indicative of astonishment
(vismaya) and reflection (vitarkas). The eye-balls are turned upwards and the whole expression
is one of deliberation in which an awnreness of the immediate surroundings is absent, Satis-
faction beams on the face. (Fig. 88).

The decisive symbol however in the jconography of this figure is the dwarfish horn
(24"} projecting against a leafy background sbove the forehead from under the turban, This
feature suggests the identification of the figure with Rishya Sringa. The story of this
sage ocours b length in the Ramayona, Bilakipda,Sarga 10, and Mahdbharata, Vana
Parva, Adhyayd 110-118. 'The legend is also related with a lyrical charm by the poot Kshe-
mendra in the sixty-ifth Pallava of his Bodhisattvivadina-Kalpalata.?  All the versions agroe
that the Muni-kumars wes born of & hind (mpigydmutpannad) and won the name of Rishya
§riniga. Kshemendra calls him Eka-Spiiga from a single horn growing on his brow.

! Bodhisattvavadana, LXVI, 18 ; of. ulso Mahabhdrata, ch. 110, V. 30.
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Hea was the son of saint Kadyapa and having lived in & solitary forest, lnow nothing of
women.  Ho was temptod by maidens sent for this purpose by king Lomapida. The maidons
after stirring his emorous emotions went swny, but the mind of their fresh victim turned cons-
tantly to them. He nogleeted his duties of a weligions student, and when his father questioned
him s to what had happened, he roluted innocontly his meeting with another "Brahmachixin’
who lud bowitohed his mind. Noxt day when Kadyapa was not in the hormitage, the maidens
raburnod nod enticed away Rishya Spitign on a floating hormitage to the kingdom of Lomapida.
On his wirival the king bestowed his danghtor on him in mareiage.

The most suggestive moment in the story is that in which the young Brahmacharin
hag for the first time boheld & moiden.  “And through him then her eyce did flash o current
of celoatial five 3 tha poor boy did not understand tho rushing fecling of desive.”  (Journal of
tha Buddlist Tet Soctety of India, Vol. L Pt. I1, p. 5, V. 26))

It is this state which the sculptor has shown on the railing pillar. The upburned
(irdhvadrishti ; Vanaparva IT1 21) and rolling {vigh@rnamana ; Ksh. V. 83) oycs are clearly
discernible, Thae version of the Mahablarata also vofers to beantiful and fragrant garlands
bwined with sillen threads whioh the maidens gave him. The Mathura figmre actually wears
a conspicnous garland thrown over botl shouldors, Tho youug sage is also shown adorned
with & neoklaca of big pearls and several wristles. There are two pendants in the ears. Thus
he has boon bedecked by lis femals paramours.

The fignre which was deseribed as one of Faun-lile appearance can be no other than
that of Rishys Srifiga whose story wns a favourite subject with both the Brahmanical and Bud-
dhist writers, Flinen Taang saya that the place of the sage Ekadrifigs was sitoated somewhere
near Poshawar in the Gandhica teeritory.  "Going North-West from the stone-cell above 100
I ot 8o (from Poluga, the modern town of Pali near Peshawar), wa oross a small hill and come to &
large mountain, To the south of the mountain is s Swigharima, with a faw priests as ocoupants,
who stndy the Great Vehiclo, By the side of it is a Stiips, built by Adoka Raja. This is the
plaos which in olden time was occupied by Ekadrifiga Rishi. Deccived by & pleasure woman
holost his spiritual faculties. The woman, mounting his shoulders, returned to the eity”.?  The
Buddhist vorsion of this legand is that Buddhs was once bozn as Rishys Sringa and the maiden
who allured him was Yadodhard.

! “This socount of Hinen Teang about Ekasrifiga is evidently hased on the episode of Rishya
Sridga inthe Rimdyapa. According to Kshemendra, the maiden who enticed away
Ekadringa wos 4 princoas of puro morals . The story of Ekarings is constantly referred
to in Buddhist books. Hee Ritels' Handbook, Catans of Buddhist Seripture, p. 260,
Romantic Legend, p. 124 ; Yulo's Marcopolo, vol. 11, p. 233, Ind. Ant. Vol I, p. 244 ; Vol.
11, pp. 140" .

Jowrnal and Text of the Buddhist Text Society of Indig, <, o) p. 14

il



21. NATIVITY SCULPTURE AT LUMBINI

1t is worthwhile roproducing what Babu Puran Chandra Mookerji who mado a survey
ol the anciont sites in the Tarai wrote about this grounp-statue of Mayidevi.

“I may bring to prominent notice the seulptured gronp of Miyadoevl. Itssizeis about
53’ by 8}’ in lieight and broadth, Though it is completely defaced, yot, lrom what romains, it
appears to be once an excollent example of the ancient art, being of the style of worleman-
ship which is generally associated with the time of Asholea the Grent. This group-siatuo is
of the yellowigh kind of stone, which was employed in the ediet pillars and in the two famous
Yaksha door-keepers (Dvirapdlas) of Pataliputra, now in Calouita Museum . The composition
of the group is no less apirited than artistic. The group consists of four female figures, of
whom that on the right is Mayadevi. Bho stands in a graceful attitude, holding the branch
of a Sila tree with her right hand, while with her loft she adjnsts 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 snd hands show tho skill
of a masterhand, and her hair falling an wavelots on her loft shoulder maintains the balance with
the right hand raised up to hold the branch., Dignified action is exhibited in her whole attitue.

On the right of Miyadevl, and immediately below her right hand, stands, close by a
female attendant of younger age and smaller stature, with her right hand raised to lelp her.
Her posa bespeaks considerate action, while the third figure, probably Prajipati Gautami,
the younger sister of Mayidevi, energetically comes in bringing water, presumably {rom the
tank of the Sikyas, 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 froe from the pains of
delivery ; an infant Boddhisattva descending on the earth from her right aide, and having taken
the first seven steps indicative of the seven-fold initiation before the attainment of Buddha-
hood, stands trinmphant knowing full well that this was Lis 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 exeouted under the orders of Adoka in the second century, after the death of
Buddhs."*

The nativity group is reproduced by P.C. Mookerji on plate XXIVa of his book by
wood-cut bloek. Mr. Dube's photograph is so far as I know the first photograplic illustration

* P.C. Mooksrji, A Repott on a tour of Bxplorution of the Antiquities in the Tarili, Nepal,
the region of Enpilovastu, during February and March, 1898, Caleutta, SBuperintendent,
(Government Printing 1801, (Pp. 37 & 38),
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of this important soulpture, althongh ons wishes that this photo were more distinict. I have
not seen the original myself, but on atylistic grounds I do not think it can be assigned to the
roign of Adoka. The obligue fold of the Dhofi running from the knee of the proper right leg to
the thigh of the lelt log of Mayadevi is o typical Kushina foature. The wavy flowing locks of
Mahi-Prajipati Gautami also connot be a Mauryun feature, Although the details of the
Indra’s head ave defneed, there is o suggestion of the projeeting ligh crown on his hend es seen
in Kushina representations of this deity. The fourth lgure on loft is not & fomals but mals
attondant wearing a lolinted mukufa typical of the male figures in Kushiya art,  In Mookorji'a
wood-ont illustrations he is bearing n cloth band round the chest (Vaksha-Bandhana) whick is
seen on other Kushitna soulptures also.  On grounds of style, therefore, I think it is warranted
to assign it to the early Kushina period, or more precisely the reign of Kanishla.

Babu P, C. Mookerji's remark about the stone calls for attention. T take that stone
is not that of the Adokan pillars—which is pinkish Ciwnir 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 & limited number of Mathura scalpture beginning from the statue of Parkham Yaksha to the
Eanishka portrait and other images of the reign of Kanishla. It seems to me that the famous
Buddhist places of pilgrimage weve surveyod, identified nnd marked more definitely in the reign
of Kanishks and statues of Mathura origin were sent to sacred spots at Birnath, Kasia, and
Sravastt and Lumbini where tho prosent Nativity group has been found. Thesculpture however,
requires to be published from botter photographs and to be oxamined more closely, Other
{ragmentary seulptures hoarded up at the sito should alse be exemined for ascertaining their
stylistic aflinites with Mathura art.



22. PALACE-SCENES ON A MATHURA PILLAR

A red sand-stone pillar in the Lucknow Musenm (No. J. 638 ; ht, 4" 8} X 10" % 11") unear-
thed in 1890 by Dr. Fithrer in the ruins of the Kankali Tila, Mathurs, is worthy of speecial atten-

tion, It was publislied by Smith on PL XXVII of the Jaina Stupa of Mathura snd also in the

Journal of Indian Art and Industey for Ootober 1893 (PL 80 of No. 44 of Vol. V), but withont
any explanation of the scenes depicted. From the cultural point of view the sculpture is a
worthy document of the rich and pisturesquelifo of the Kushiya period illustrating sconcs of
dance, music, sports, drinking and toilet past-times. Although the spiritual faith of the people
was grounded in the teachings of the Buddha, Mahivira or Bhagavata Vaishnaviem during the
early centuries of the Christian era at Mathura, yet belind the religious facade we moet with
a free and frank enjoynient of life in all its aspeots.

The pillar is carved on the back and front sides, each containing four superimposed pancls.
[Iiggs.89-06). The eight scenes taken together represent the palace amusementa(srars-fagre)of a
young loving couple—in this case Nanda and his beantiful wife Sundari, a suitable subject for
poetic desoription and eculptural illustration. Advaghosha 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 Soundaranands. Nanda
shut up in his palace and absorbed in love enjoyed and lived with his mistress like a
chakravdka bird with its mate—

qrETEEEdT FaAwwTd: g faeEre T v g
& AT fy warrerar ava g fand a3

Trom the art point of view the pillar is n remarkable specimen of the Kushiina school of
Mathura seulpture. 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 Kushiua style,

DesorIPTioN 0F THE BOENES.

TRONT BIDE.

Scene 1.—Propitiation of the proud lady (wrmreAtgT:—Fig. 89), Advaghosha distinetly
refers to Sundari as a type of Mdnini nayika ;
merar = 9 7 gl s e F i
diemt 5 AT T A a7 g Gl s
“Three were the names by which she was Jmown—Sundarl on account of her majesty and
beauty ; Manini for her obstinacy and pride ; and Bhamini for her radiant loveliness and high
spirits.’ (Suundarananda, IV, 3).

R
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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 woight 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 check or head.
The left leg is placed on the right one as of interlocking and fixing it. Sundari is wearing pro-
{nse armlots (valaya), heavy anklets (niipura), & dhoti and a broad girdle over it. Under the
bench is & garland basket (Frw-ifen).

Seene 2.—Toileting (wvem, Fig. 90). Sundmd seated on & round ¢’ air of wicker worlk
(vetrdsana) is Lolding a toilet-morror in her left hand and painting her face with tho right.
A female attendant is standing at the back and ie 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 o high fluted stand.

Seene 3—Dance (qeq Fig, 91). Nanda and Bundari are dancing logether. A f{emalo
attendant is standing in the background.

Seens 4.—Drinking (g, Fig. 92). Nanda and Sundari scated together on a beneh are
enjoying intoxicating drinke, ‘In the intervals of exhaustion the pnir sportively intoxieated
each other by way of mutual refreshment, (F@uFatsUFafaRIETT FoEMAGIATHHTST,
Seundarananda, IV, 11).

Nanda is holding the goblet between the fingers of his right hand and offering it to the
lady. Sundarl is wearing a big garland round her neck and shonlders and grasping it with
the left hand. Bimilar conspionous garlands occur in other scenes at Mathura and are sug-
gestive of gpecial amorous moods. In the background are two female attendants, one of
whom & surdhdri is bearing the wine-jar (surd-bhdnda) in her left hand.

Seene 6.—Musio (s, Fig. 93). Both Nanda and Sundast ave seated on circular wicker
stools facing each other. Bundarf is holding a ving in her lap and playing on it. Her eyes
are intently fixed on the instrument. Two female attendants are standing at the back.

Secene 6.—Coiffure of the lady (¥oftaraw, Fig. 04). Sundari is standing in profile looking
sideways. She is holding & mirror in right hand and is looking her face in it. With her left
hand ehe seems to be painting her face, most probably the scene of paining tattoo marks
(fagira T=Ar) bo 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 ler long braid (ven?)
in his left hand, and with the right he i= lifting a garland from & basket supported on the head
of a dwarf servant. On & railing pillar in the Mathura Musenm (188) s similar scene is repre-
sented (A Handbook of Soulptures in the Malhura Museum, p. 40), and there also it spp- ars to
be a scene depicting the love sports of Nanda and Bundarl. Aéyaghosha gives a detailed
description of the facial decoration of Sundari, but with this difference that in the poem
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Sundri is said to have transferred the mirror to her husband whereas in the carved scene she
is holding it heself. (Cf. Seund. IV. 18, 20).

Scene 7.— A palace-amusement scene showing a lady and jester (gerdmvasduw Fig. 95).
Bundari is seated on a verrdsana with right log placed on a foot-slool. Tn front of her stands
o jester wearing a quaint skull-cap marked with o front koot or plume,  From his shoulder
hange & soarl. The lady is pulling the searl which the jestor is holding against her, A fe-
malo atbendant is staniling al the baek.  All tho threo figures are looking mirthful.

This was o [avourite palace smusement in ancient Tndin, Besicles its arlistic ropreson-
tation on this pillar and clsewhere literary veforence to it also found in the Kadambari of
Banabliajta. A dotailed description of a similar scens on n terracotta panel from Mathura
wasg given by me in an article in the J.I.5.0.4,, 1942, pp. 69-73, The inmates of the harem
rogaled themsleves by practising such light jokes on the palace chamberlains (kanchuki), jes-
ters (vidushaka) and such other attondants (chejn, vifa). The eap with a frontal plume and
the conspicuous pricked cara projecting at right angles from thie hiead are intended to sm-
phasise the humorous churacter of the male figure who appiars to be a Vidishakae, The
seone on this ushina pillar presents an carlior version of the seene on the Gupta terracotia
panel, both from Mathura.

Scene 8. —Dance (fer, Fig. 95). Nanda avd Sundard are dancing together. A Iemale
attendant is standing in the background and a dwaef by his side.

The discovery of a Buddhist pillar from the predominantly Jaina site of Kankali Tila
roquires some explanation, Unfortunately there i no record loft of the excavations conducted
by Dr. Fihrer in 1890-92, at this very important sile, nor does it appear that the dig had
any well-defined scientific purpose other than that of collocting mere stone antiquitics. There
is, however & very strong Jaina tradition which records that the Buddhists for some time
entered into a dispute with the Jainas for the possession of the Stfipa at the Kankali site, and
that after about six months of eontroversy during which time the Buddhists appear to have
remained strong the issue was decided by the king in favour of the Jainas. This {radition
i preserved in the Vyayahdrasiitra Bhighya (V. 27-28), Brihatlkathikosha of Harishena (981-
32 AD.), Yafastilakachamphi of Somadova (959 A.D.) and the Vividhatirthekalpa of Jina-
prabha Siiri (1326-1851 A.D.) of which the Mathuripmikalpa gives a detailed aceount of the
legendary history of the Jaina Stiipa, There is no doubf that originally the site was sanctified
by the construction of a Jaina Stiipa. Subsequently when the sopt gained in importance
the Buddhists who were powerful at Mathura during the first and second century A.D, scem
to have appropristed a portion of the site for building s monument ssered to their own reli-
gion. This temporary trespass by the Buddhists on an avowedly Jaina site explains in
some manner the discovery of some Buddlist soolptures, amongst which ihe Nandasundari
pillar is one, from the sito of tho Kankali Tila.



23. THE VINE MOTIF IN MATHURA ART

Recontly wa acquired for the Mathird Musoum a rolief carved with a seono of the
worship of & Siva Liiga (No. 2061, Fig, 97). Two persons wearing Soythian dress, boots,
trousers and coat, holding garlands and flowers in thoir hands are shown us warshippers; paying
their homago to the deity, Lo, Siva Linga placod on a podestal, This i thio earliost roprosorty-
tion in Mathurit art in which the actual worship of n Brilimanieal deity is depioted. A fying
celestial poised in the air showering flowers is also carved in the proper left corner of the sundcon
arch containing the scene, and is similar to the Deva fignres found in Buddhist sculptures of
Mathwi, (OFf. Knatra Bodhisattva image, Vogol’s Oalalogue, A. 1),

What invests this sculpture with an importance in excoss of the iconographic value
pointed out above, is the vertical border on the proper left side representing the vine crosper
(Vitas vinifera). The eingue-foiled compound leaves and the cluster of grapes sre shown
alternating with each other. On tho lower leaf inside a ssmi-viroular tendril is perched a
peacock looking towards the worshipping figures and the deity.

Tt is of somo interest to noto that in tho repertoire of the decorative motifs [amilinr
to the Mathnr soulptors during the Kushina period, the vine ocoupied an important place,
probably next to lotus and Adoka-tree. It has been possible to trace this feature on the
following saven soulptures from Mathurs, all of the Kushina period :—

1. Siva Linga relief deseribed above (No. 2661),

2. Big stone how! (No. 97), about 3'-3* in diameter, carved all round with a border
of vine, 10'-8" long, of which about 1'-8" is brokep away. The encivcling cresper is arranged as
an undulatings soroll with about thirty-five leaves und e'ghteen grape-clusters, It issuce forth
from the navel of a squatting Yalsha and ooeurs in this specimen as the most luxariant
representation of this motif at Mathurdi, The hase is conceived of and represented as Full-blown
lotus, the symbol of cosmio purity and fulness, The surmounting border of the vine-oreepor
(draksha-valli) most likely points to the joys of the ‘Cup of Life’, which offers its exhilaration
to the human indvidual here represented ae a Yalsha Fig. 98).

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

In this the vine motif is shown mixed up with that of Afokn. The stalk is shown
issuing from the mouth of & seated pot-bellied Yakeha, who holds the other end of the stalk in
his right hand. The single compound vine leaf and the bunch of grape frait are clearly visible
on the proper left side of the Yaksha figore nndor the rrest of the seroll. The bowl is insoribed
on the upper rim and the decipherable poriion tends as ‘Swghiyinarm parigaha’ (Annual
Pro. Report, H. and B. Monts, N. C,, 1917, p. 8 ; Coomaraswamy, ¥aksas, Pt. 11, p. 65). bub
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a8 some letters are brolen away in the beginning it is possible that the name originally read
Mahasarmghiyinam, which would show that the gift was given to the priests of the Mahisai-
ghika seet, which was one of the sighteen sehools of Buddhism. That it flourished at Mathura
is also proved by another insoription engraved on the pedestal of & Buddha image (No. 1612)
reading Apanaka-vikire Mahdsamgliydnam parigahe.

4, TFrogment of o proper left doorjamb, which 13 desoribed in Dr. Vogel's Catalogue
of the Mathura Museum (1.2), The {ront proper loft side contains & decorative band of Adoka
design. The proper right side of the stone which was turned to the passage of the doorway is
decorated with a vine border, hnving cleven fully developed leaves and thres fruit lunches,
Tho vine is shown coming out from the open jaws of o Makara, carved horizontally at the base
of the decorative band (Fig. 100),

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

5. Door-jamb (J. 526) carved with & band of udulating vine scroll, in which each
ourve 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 festures. It is illustrated in
Codrington’s Anoient India, p. 46, Fig. 17, and in 8mith’s Jaina Stupa, plate 26.

6. Jainn dyfgapatic from Kaikdli Tila (J. 263) ; on one gide is the border of vina
springing from o Piirpa-ghata. (Coomeraswamy’s Yaksas, Tart I1; Smith's Jaina Stupa,
plate X),

7. Relief from Kadlkili Tfli carved with four-petalled and oight-petalled lobuses
having on the upper rim the border of Adoks and on the lower that of vine (Smith’s Jaina
Stupa; plate XXIT), As a portion of the relisf on the proper left side is broken away, it s
not possible to know in this case the source of the vine, whother it was a Yaksha, Makara,
or Piirnaghala.

It is interesting to notle hero that viliculture was known in India from very early
times, Watta supposed the plant and its produncta to have been known for perhaps 3000 years
in this country (Dictionary of Economio Products, Vol. V1. part IV, p. 264). ‘That the earliest
classio literature of India necessitates our acceptance of the vine or of a vine as having been
kmown to the Sankrit authors, is o matter upon which there can be littls Toom for doubt’
(ibid. p. 269), Grapes have been mentioned both by Suérate and Charaka (ibid. p. 263). The
best reference perhaps ocenrs in Kaupilys who tells ua that this commodity was being imporied
from the lands of Kipiéi or Harahfira (northern and western Alghanistan): “Midvikd-raso
madhu. TLasya svadedo vyakhyinan Kapitdyanarh Harahirokamit® (Book IL, ch. XXV).

Piinini derives the word Kapidiyana from Kapidi (kapisyah sphak, TV, 2. 99) and
the Ka&ikA gives Kapidayonarh madhn and Kapifayani drakshd as  illustvetions, which
show thet the adjective was prefixed before nouns alike to those of Kautilya. T is not im-
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23. THE VINE MOTIF IN MATHURA ART 1m

probable that Panni himsell was aware of the grapes of the Kipidl region, and that in his
own days also the phrase Kapildyanam was prefixed 1o “madhu’ in the then current, form of
speech. We possess stronger ovidence regarding the import of grape wines from the north-
wost in the Maurya period, as a correspondence bebween Bmdusira and Antioclios is recorded
in which the former requested the Greck king to send him some fige and rawsin wine (Smith's
Eorly Histo y of Indaa, p. 165), which must have been the same as the mpildviki raso of Kaugilya.

With the eatablishemt of the Kushiipa empire eomprising both Muthura and Kabul
under ouo bannor, the import of raisin wine on sccount of increased interconrss with the north-
wost appears 1o have received greater impetus, Tn the carly centurics of the Christinn era the
imporlation of Yavana wines is also reforeed Lo in the hterature of the Tamil Iand (bid. p.463).
Even in the (ar south whore comimeree with the Roman empire flourished, the importation of
iliese wines [rom scross the scas wes & common feature of trade in this period (ibil. p. 463). 1t
is saicl that during the lasi years of the Roman MKepublic 1taly had beeomo such o wine country
that the relation hetween 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 eultivation of the vine in the Roman provinces throntened to choke the cullivation of
geain to such a degree that the emperor Domutian in an exeess of anxiety, ordered that hall
and more than Lall of all the vine-yards outside Tialy should bo desteoyed. (Watt’s Die-
tionary, p. 207). The Kushins and Roman empires ecamoe within six lundred miles of each
other. Ilaly was at this timo famed as the fwvourite lond of Bacclhns and the evidonce of
the Kushins art in Indn amply bears oul the popularity of Kubera worship as the Indian
counter-part of Bacchus, We find o nnmber of Bacchanalian groups discovered from Mathura
(A.8.00., 1922-28, R.D. Chanda, "The Mathura echool of senlpiure’, p. 167, and pl. XXXVIII,
b.). The one form Palikliera (C. 2) presarved in the Muthura Museum actually shows a grape
clustor held in the hand of tho female attendant standing beside the wife of Kubers, It musi

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

! Beo Bharhut, foreign soldier with,n gmpe bunch (Barus's Barlw, fig. 71, Ou p. 63 of
Vol TIT he regards & bunoh of grapes as & cognizance of o man of FHIWT ).
Vine molif in Q. 3 #TFE  (Mathura musuem),
Vine motif in P. 70 Jamb " )
Vina motif in P, 69 ( " )
Vine motif on Sarnath Lintel O(8)0, plate XXTIT of the Museum Catologue.

Vine motif on Vema Takshama atatus embxroidery design on shoes.
Beo also Drikshirima in Ganjam Di, (Ann. Bib. 10386, outey 265).



24. A SYRINX-PLAYER IN MATHURA ART

The head and bust of & female figure in the Lucknow Museum, No. B215(e) is
reproduced here 2s it is more than of ordinary intercet. The statue is in tho apotbed red
sandstono of Mathura and was found in one of the mounds at tho famous site of Kankuli
Tila, Mathura, Ibshowsa young woman playing on a syrinx whicl is made of reeds [astoncd
together in & row and tuned to produce varying notes. This wind insteament is exid Lo huvo
been the invention of Pan, the god of sheplerds in classical mythology aud therefore known as
Pan pipe or Pandean pipe. In the present illnstration the number of rewds i+ eight, Thoy
are all of equal length, In the classical pan-pipe they ave gradually lessening in length,
(Fig. 101),

The representation of the pan-pipe in the Kushana urt of Mathura is not within
enltural interest. Being a foreign muaical instrument its introduction at Mathura points to
cultural intercourse between Indian and the Greck world. The Parthians seom to be the
agents of this exchange,

. In the terracotta figurines from Seleucin also there are similor spocimens of Syrinx
players. This can be clearly seen on one of the Seloucia figurines, No, 879 (photo 2021}
published by Wilkelmina Ven Ingen.

Seleuciu was an important centre of the culture of the Parthians (Pahlavas),
under whom Greelk forms fused not only with the Tranisn but aleo Indien themes and motifs
of classica] art and life.

Pointa of contact between Parthian (Palilava) and Indian art are noticoable in more
ways than one, and especially in the domain of terracottas. Snch influences fonnd free scope
during the reign of the Kushanas, The present figure also Lelongs to about the 2nd century
A.D.

1 Terracoita figurines from Seleucia on the Pigris by Wilholmina Voo Ingen, Oxford
University Press,
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25. A NAGA IMAGE FROM MATHURA

On the moming of 318t Octoboe 1041, T went to see the sonlptures in the villagea of
Nagaria and Dharan. Naguria is n suburb of Mainpuri about & mile from ihe city and about
leas than two miles from it is the amall village of Dhoavan, At Nogarie is o colossal Niga igure
of the Kushana period made of spotied red sandstone of the nsual Mathura sehool.  The local
legend about the coloasal Niga figure is that tho figire represents Maindeva to whom is lraced
the origin of Lhe name Mainpuri. This Maindevo 18 remembered as a bridegroom of Nagaria
who becamo petrified for having veturned to Lhe house after oneo he had come out of it for the
marriage procession. Worship is effored by pouring oil on it by the local people when o ma-
ringe coromony i solommised. A big fair is held at tho place on the full-moon day of Karttild
cach year, The image is lying flat on a platform under o nesin tree and i8 69 in longth. The
foet aro broken off at about the ankles and aio lying near.  The image when complete from
head Lo foot megsured 8 L. Tt wudlh noross the cliest is 207 and the girth at the mouth inchiding
the radiating hoods is 62°.  The seven serpont hoods are marked on the buck by slightly grooved
lines eontinuing to sbout the whole length of the hooded halo, Althongh the image is lying
at its back a eareful observation failed to reveal the existenco of an inscription, The image is
coatad with thick vermilion which has preserved the details of he figure undor it almost intact.
Tn style of drapery and arnamentation and in its attitude the image is very much similne to
the colossal Mathura Nigas, e.g., the Chharagaon Niga. The right hand is brokon from near
the shoulder and the lalt was held at the girdle with an ampitaghata now worn out. The figure
woears o typical mulufe and a torban on the head, heavy lundalas in the ear, a short necklace
of circular beads round the neck and a flat triangular nocklace laid on the chest. The drapery

consists of a dhoti held by & girdle and a scoxf pasaing near left shoulder and falling on the left
side.

The dilapidated platform on which the image stands is about 20 aq, i, and 8 f%. in
height and is approached by steps on its north eule. It is built up with t‘ra.';'_:;mauta of old bricks
complete specimens of which measure 15" to 16" in length, 81" to 93" in breadth and 24" in thick-
ness. Tothe north and east of the platform are traces of & pukkd floor forming the ground level
and built with bricks of the same size. About o hundred feet to the north of the platform is a
big tank surrounded by a pukkd woll made of lakhauri bricks which is said to be built by the
Bani of Mainpuri, The tank explaina the existence of the Nags image in its vieinity We
Jnow it from Mathura archmology that images of Nigas were installed to ensute perennial
supply of water near tanks or pushkaripis built by pious benefactors. It seeme reasonable to
infer that the present pukke tank marks {he sile of an ancient pushkaripi which was
renovated with the pukkd modorn walling at some date in the 19th centory. IE seema 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 pukkd plartfom seems to Lave been built with fragmontary old bricks and mud,
and the Nigs image instead of being properly installed and erected in a vortical position was
deposited on its back in & somewhat careless manner.

From the north-cast corner of the dilapidated platform I was lucky 6o recover a
tervacotta figuring of o Niiga (ht. 3}") which is unique in one respect from all other Niiga terraco-
ttas I have seen so far, The Niga is represented in its human form as in other figures but on
ita baol there is also shown an actual serpent mounting upwards with its hoods serving as
phandiapa over the Lead of the human Niga. I consider it as a combination of the anthro-
pomarphic and the theriomorphic ropresentations which are usually found separately and which
I was able to discover in one instance in & big stone Naga image in the Mathure Museurn which
does not seem to be published so far, The terracotta has a prominent aguiline noso with dia-
mond-shaped eyes roughly etched and i reminiscent of other erude terracotta fomale 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 Niga 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 sallod Dharan,
about & mils and a half from Nagarie, is locally pointed out as having tumed into stone at
the Iatter place. T vistted this site aleo and found that the seulptures there are far vemoved in
date and style from the big Nigs at Nugavia. They are mostly fragmentary sculptures and
architecural pieces of medieval Brahmanical temples snd are mostly of Kankar stone and
devoid of mny historical interest. From amongst the [ragments T conld recover the upper
half of o statuette showing a kalpuriksha of Jaina mythology having a seated Tirthaikara ab
the top and a female Yakshipi under the right bougly, the corresponding male Yakshs figure
on the loft being now lost. A boyish figure is shown ascending the trunlk of the tree, Even
this fragment is of some iconographic interest, as similar figures of Jaina kalpavrksha are
found elsewhere on Juina sites, There is one in the Mathura Musenm in which o lizard is
seen in the same position as the impish figure in the present case.



26. NEW MATIIURA HEADS AND OTIIER ACQUISITIONS
TO THE MATITURA MUSEUM

It will be profitablo to s'udy the preceding head from Mathura with ils strong Tndo-
Beythian foatures, in comparison witl snother head (lit. 17,3, c.m.) which also originated from
somo ancient, sibe in Mathura, but lns now found its way to the Budapest Musenm, T am indob-
ted o Dr, Zollan de Talkac of Budapest for the oxcellent photograph roproduced here, The
Budapest hoad woars o cylindrical tapering cap with ornamental parallel palterns and is
adorned in front with n rossite enclosing an unopened bud in the cenire which is typical of the
head-gear decoration during the Kushina period. The ears without extended lobes, the eyes
and Lhe facinl expression confirm this dating. The Mathura head on the other hand should be
nesigned to the early Gupta period, snd not to lst century A.D. as slated by Mr. Nagar, the
frigaled locks (vellita kedu) and the dislended ear-lobes (pralumba-karpapaliha) pointing Lo its
Gupta affinitics.

The question of the subjects represented by these two lieads is also of somo signifi-
cance. Tho head in the Budapoest Museum scoms o depict & 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 ol the gorgeous cap fitking it. This face no doubt conforma
more to a siandardised style maturod during the Kushina poviod so froquently geen on the male
figures from Mathurii. The same thing could also be said with regard to the two porirait heads
boaring monograms, viz., Nayasa (Wo. 1252) and Lavana (No. 1566) now in the Mathura Museum,
illustrated mn Dr, Vogel's La Sculpture de Mathura (PL IV, figs. a-b and o-d). Tho artists even
while executing portraits from life, as undoubtedly they did in the Kushiina period, unconscions-
ly succumbed to conventionalised types.

But in spite of some traces of & known formula in the facial expression, the Budapesi
head no doubt represents a secular figure. On the other hand, the identification of the Mathura
head with its ribbed cap and frizsled locks is of interest for religions iconography. The figure
does not appear to be an attempt to portray from life. The style indicates affinities with Stirya
inconography. The nearest parallel is the head and bust No. D, 1 in the Mathura Museum, wear-
ing an almost similar kdah cap, and also having frizzled locks on the nape, and a short beard
covering the chin, [Of. Journal of the India Society of Oriental Art, 1937, Brahmanical Images
in Mathura, p. 129, Plate XV, fig. 4] 'These figures show cansiderable Sassanian influence in the
matter of drapery, and Dr. Hackin obsorved the same thing with regard to the marbls Bun image
discovered from Khair Khanol near Kabul [Of. Memoir on the Researches at Khair Khaneh,
p. 13.] indicating adoptation of a foreign style in the drapery of the solar images of the fourlh

century A.D.
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The plump face snd the goggle eyes are atill more remarkable. From & close sludy ima-
ges of tha two attendants of Sum, viz.,, Danda and Piigale, whose statues made of unspeckled-
red sand-stone are common enough in Mathura art of the Guptd period, I am inclined o take
the head No. 2844 as one which represented one of the two acolytes of Sirya, more probably
Pingala, who stands on the right sido of Sirya and holds a pen in right hand and sn inkpot or
parchment in laft, In this conneetion the best specimen fo compate with is an independont
image ol Piigala, No. 513 in the Mathura Musoum wearing bushy hair and bulah eap with eres-
cent and globule (chandra divikera) sign on it. The rigid treatment, of tho whiskers and (he
stylized pruning of the beand continuod riglt into Lhe early medioval poriwd amd is traceable
i a more deleriorated form in several late images of Pigals and Danda from Mathurs made
of white stane,

b x X Pt pod b4
The following antiquitics have been selected for description beeause they present
certain new iconographic fentures and throw new light lo illustrate Mathura art.

First in importance i a terracatta picce (No. 2440, ht. 3}",) showing a male
squatting fignro grasping firmly in both of his hands tho paws of & fullgrown lion, who i standing
at the baclk and whose beastly fary the lmman figure seems to have subdued. It is easy Lo
repognise in this an Indian adaptation of the well-known greek soulpture of ‘Herakles and
Nemean Lion’ found from Mathura and now deposited in the Caleutta Museum, The terracotta
shouid be attributed to the Kushina period on sccount of the similarity of tho face of the
Heraklos having typical ear-rings with other Kushina figurcs.

Next is reproduced a head (No, 2664, ht. 9", fig, 102) of spotted red sand-stone, turned to
the right, and wearing o peculiar helmet with two recurved horns, This emblem signified the
Tramian 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 (sce Whithead, Catalogue
of Uoins in the Lahore Museum, Vol. Indo-Greek CQoins, p. 178), and also at Mathira from the
well-known Indo-Persian capital found me the Chaubara mound, which has four winged
animalswit buman heads adorned with ram’s horns (see Cunningham, A.8R., Vol. IIT, p. 18).

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

Amongst Buddist soulptures we note the upper fragment of a railing pillar (No,
2663, ht. 2-'8 }" K17 4") acquired from a site adjoining Mahiban, showing the worship of the
Dharmachakra by two devotess inufijalimuded. The whoel is only & plain disc, but the new
feature in the representation is the background of the Bodhi tree faliage shown very much like
that in scuiptures from Amarivatf (Ency. Britanica, Vol. 12,p. 214, plato IV, fige. 1 and 4).

Among Brihmanical seulptures the bas-reliel (No. 2661, hit. 1-'7") showing & Siva
Linga on & pedestal with two worshippers holding thick garlands and wearing coats and trou-

e
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sers or the nothern dress—deserves special notice. The whole scene with a flying celestial show-
ering [lowers is corved in a sunken urch, and represents a typical Kushfys composition. It is
also the earlicst representation of the actual worship of a Siva Litga., The vine motif in the
loft side border is also an important feature.

To the same period must bolong the curious seulpture (No 382, ht.1710" white stone)
with three heads having above them the bual of another fgure whose divine rank is indicatad
the halo above them, The whole is unified by the foliage and flowors of the Adoka troe carved
on the back, The image bears resemblanee to the well-known Indra and Nigarija senlptures
of the Mathura Musoum, and shows the earlicst iconographic representation of the four-leced
god Brabmi in Kushdya art, There are two other similar, hul smallor, images of Bralimi of
the Eunshina period in the Mathura Museum. (Nos. 2134 and 2481),

Three other Brahmanical sculptures of the Gupta period are also important in that
they originate from the vieinity of Katrs Keshava Deva and may have belonged to the Brah-
nical temple which stood on that site during Gupts times. The fivst (No. 2677, 9 }") represents
Rivana lifting mount Kailida, on which Siva and Parvali ace seated, the [drmor being shown
firdhvarotas, The scone is full of commotion due to sudden upheaval eaused by the tremendous
strength of the demon-king.

The second fragmont (No. 2664, ht, 8”) showa tha Trivikrama inenranation of Vishnn,
moasnuring out tho worlds with his outatvoched loft bog. Both this and the former scenc may
reckon as being amongst tho earliest, represontation of these myths in Indian Art,

The third piece is a pillar feagment showering Yamund with & Pirpaghata in right
hand standing on her vehicle the torteise. Buch door jambe bearing the figures of Gangh and
Yamuni were & commaon feature of Gupla temples, and this pillar is ateong proof of the existence
of & Brahmanical. Gupta temple at Katra Keshvadeva, whose plinth is still traceable.

Aunique image of Gupta poriod is that of Pingala, attendant of Sirya, having a halo
at the back of head and wearing & lulah cap, scarf and Persian coat. The pot-bellied god
holds & pen in right hand and an inkpotin left. The imageis undonbtedly the earliest represcn-
tation of Pingala so far met with in Indian art.

A clay seal with five letlers deeply engraved reading Pusadevasa (Pushyadevasya)
and a swastika symbol on the knob is important for the early Maurys variety of its Brahmi
goript,
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The scalpturcs from the sncient Stfipn at Kankali Tila, Mathura, which was a
monument raised by the plons Jaina community of that place, are highly interesting both for
their symbolism and for their quality of art, Of the numerons statues and srchitectural picces
ineluding eailing pillurs and torana lintols found there none perhapa are so worthy of attention
a8 the small number of beautifully earved stone slahs which bear the technical name of Ayiga-
pattas. Tlis name was rendered by Biililer s s “tablot of Homaga or Worship”, since such
alabs ware put up fn temples, for the worship of the Avhats (£p. Ind. Vol I1, p. 314).  Itappears
that in the domain of Indian art the Ayigapuite as an itemin the reperfoire of religious dovoteea
was peculiar to the carly Jainas. The Buddhists do not show anything similar to a Jaina
Ayigapatta amongst the soulptures of their religion found from Mathura, although the two
faiths flourished sido by side for several centuries and also probably employed the same artists.

Thera is, however, & word i the early Buddhist act terminology which throws
weleome light on the meaning and purpose of an Ayigapiifa. In the excavations et Jaggayya-
peta on the site of the old Stfpa, Dr. Burgess discovered in 1882 three mscribed pillars, boaring
each & dedicatory inseription in Prakrit recovding the gift of five Aynka-Khambas at the
enstern gate of the Great Chaitya at that place. The great Stiipa at Amarivati also was ador-
ned with such pillars, gince the highly ornamental chaitya slabs from that site exhibiting in
miniature the Stiipa in all its details show a row of five columns surmounting a baleony in
the procession-path opposite each eardinal entrance. The explorations at Nagirjunikonda
have also bronght to light seventeen insoribed spocimens of Ayaka-pillars. According to
Dr. Litders who edited theso inseriptions such pillars do not appear to have had any strnctural
function as supporting members, but, besides carring well-kmown Bunddhist embloms, they
were utilised for dedicatory inseriptions (Ep. Inds Vol. XX, p. 2). The Ayagapatias likewiso
were devoid of an archetestural purpose but were varved with sscred symbols and figures of
Tirthiskaras for being worshipped. The words dydga at Mathura and Ayaka at Jaggayyapeta
seem both to have been derived from Aryake which in Sanslrit means *honourable’ or ‘worthy
of revorence’, 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 Ayigapaftal.

From the point of view of art the Ayfigapattns from Mathura rank amongst some of
the most beautiful epecimens of the Mathura School of Seulpture, They are oxceedingly well

! The remark of Dr. Burgess that the word Ayaka in Ayakakharibha perhaps means eniranco
shonld be modified in the light of the meaning of Ayuks pointed out hero (of. dmarevati and
Jagrayyapata Stupas, p. L)
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conceived and tho composition adequately conveys the meaning of the symbolism they seal
to represent, The grouping of the static and moving figures and the arrangement of the
religious symbols produces a fine hormonious effect, The Tirthikiara figure seated in the
central cirele in meditation, symbolises as it wero the hedroek on which Jaiva motaphysics
bascs its conceplion of world erention. The Arhat fignre predominates the whole group,
overy thing clse, viz., tho T'rireinas, tho Svastiba and the other symbols standfi xed in relation
to it and revolve vound it, An ideal larmony of the atatic and dynamie aspeets of ereation
gooms to have been nchieved in arvt on these Ayiigapattes (Figs. 8,704) The conspicuons
Svastikaon J. 200 with a cirole at the contre enolosing the figure of n Jina i primaeily o symbal
of ereation or birth. The Swvwstilo hag been universally worshipped in India as part of the
natal cermonicsal ong with Shashtlipijana performed after the birth of the child. Bina
Bhabta gives an claborate doscription of the ceremonial of Swvastiks worship after the birth of
Prince Chandripida and the custom can be traced to earlicr times,

The Dharmachakra and the Trivalnes are other symbols prominently figured on the
Ayigapattas. Dr. Coomarswamy in Lis paper on the meaning of Kha end oller words denoting
Zero has shown that the exle 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-fald cosmic forees of rest and motion. The centre of the
wheel is firm, devoid of changes, but its cironmforenco is the rallying plane of infinite forees
whirling and moving under the governance of o central fixation based on the navel of the wheel,
The wheel ia thus the most appropriate symbol to express the hurmony and synthesis betweon
the two ereative forees and conditions one of which is vefeered to in the Vedas as apihitae, hidden,
and the other jaywman, wanifested. The perfect Dharmachakra forming the central figure
on the Ayagapaita represents in a beautilul manner the above two aspects of the wheel sym-
bolism. The eight Maidens of Space, Dikkumdrikas, poised gracefully in a circle around the
peryphery of the Dharmachakra are according to the Jaina Texta goddesses of the Bhavanapati
class, presiding over the quarters of space, and as stated in the Jambidvipa-prajiiapati they
come first in the priority to celebrate the glorious ovent of the birth of a Tirthankara.

The Dharmachakra and the elephant also appear as symbols surmounting the two
gide pillars on Aydgapatte No. J. 249. Just as the Buddha is spoken of as the bull and muslk-
elephant among great spiritual leaders (Mohagani—osebla—gandhahatli, Ep. Indi, Vol.
XX, p. 17), similarly the Jeinas apply to their Tirthadikara the virtnes implied by these nobls
comparisons, Tho elephant, the bull, and the lion were aceepted as common symbols both
amongst the Jainas and the Buddhists, and the two sxts bear testimony to it.

The scheme of eight auspicions symbols (ashtamangelas) is adopted for decorative
purposes on Ayigapatta No. J. 249, and the sams is repeated, although somowhat weakly
on No. J. 250. = The symbols that may be readily identified are the two fish (Mina-Mithuna),
the pot of jewels (Ratna-patra), Tricatns, lotus garlands (Pushpa-dama), Srivatsa and the full



180 STUDIES IN INDIAN ART

vase (Pilrpa-kumbha) . The second symbol in the upper row may represent the celestrial
abode (Deva-vimdna-ghara) which was one of fhe fourteen dreams seen by the Brihmani Deva-
dandi ab the time of her conoeiving as described in tho Kalpasiira.

The Ayagapattas with their emphasized symbolioul character have greater affinitics
with the earlier Tndinn art as known to us in the monuments of 8afiehi which are the products
of an age in which symbols constituted the languago par excellence for {lic expression of religions
and philosephic thought. That phase fell into the background after the emergenoe of tho
oult images of the Tirthatkaras and the Buddhas, both porhaps serving a common roligious
urge in about the lst century AD. In the arh of Mathura itslf the symbols gradually give
place to the image, But on the Ayigapnttas there is still a stage of transition and it is clearly
apparent that the symbols there avo not less important 8 medium of tho artist’s language than
the figure of the principal saint. Thoy may be inken to belong to about the early first century
A.D., when the symbol worship and the imags woiship existed side by side, the one aa a signi-
ficant heritage of the past and the other as an usher of a now era

Tig. 104 A Ayagapatta from Mathura



28, BRAHMANICAL TMACGES IN MATHURA

The rich and Tunous school of sculpture which Nourished during the Kushiins and
Gupta periods {oie, Lst contury-- 6th century A.D.) at Mathurn has to its eredit a gonsiderabls
mumber of Brilonunival hnages, in addition to the vast and varied collrotions of Buddlist and
Jainu soulplures which ere well Jnowi,  Belonging to the formative perivel of Indinn sl when
the oarliest images of gods and goddesses m all the above tliree religious were being evolved,
theso statucs are of the wbmost imporlance.  Wa know that early exumples of the Buddha
image have Loen found at Matlinen, which according to Coomaraswuny was the place where
the image of the Buddha originatedl, & conclusion in which there is mueh more substantial
truth than is at frst recognised.

The images of the Juina Tirthadlaras aleo for thie firat time appear on the Ayfgapatias
discovered [rom the site of the Kaikili Tili, ond may belong to tho beginning of the first
century AD2

Like in Buddhist and Jaina statuaxy, the fivst iconographic forms of the Bralmanical
gods end goddesses ean be truoed in Mothurd, The fact that Mathuri srlists were
fashioning the deities of thesa three religions at one and the same time, must have had ils own
causes in the religious listory of India of the carly Kushina period. 1t appears that Mathura
was the nuclsus of powerlul devotional movements in the religious thought of the Jainas, the
Buddhists and the Hindus, So fur as Iinduism is concerned we know that the religious
movement cenlring vound Visudeva Krishne and his brather Balerime originated at this
ancient city. 1t is thorefore natieal thet the urge for shaping the gods in their human form
should have been felt strongest at Mathura.

For studying the origing of Brihmanical images we should concontrate on the carlier
statues of the Kushiina and Gupta periods. Their total number may be about five huudred.
The following is the full list of the pantheon for these two epochs: I. Kushina:
1. Brahmi., 2. Siva. (¢) Siva in Titga vigralw’, (3) Siva In ‘purusha vigraha'. (c)
Siva as Ardhandrifvara. (d) Siva with Parvati. 8. Kirttikeys, 4.  Ganapati.
6. Vishpu. 6. Steya, 7. Indroevajrapini, 8. Eamadeva. 9, Balarima.
10. Barssvati. 11. Lakshmi, 12, Durgid Shibhavibhinf 13,  Mahishasuramardini.
14, Sapta Matpikas, 15, Nagerijii.

I The Indian Qrigin of the Buddha imoage, J.4.0.5,, Vol. 46, 1026,
2 Tho only oxoeption, an eerlicr Jaina Tiethadlnra-imege, is the recently discovered imnge of the
Maurys period from Beukipur, published by K.P. Jayaswal, J.B.0.R.8., March 1937, pp.130-32,
. P Chanda, 488, 1925-20, p. 180, "The carlicst images of the Tirthatkaras have hoen
found st Mathura’, f
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I, Gupta period ; All the nbove with the addition of the following : 16, Hari-
Hara. 17. Ravans lifting Kailiss. 18. Vishpu as Trivikeama. 19, Piigala.
20. Dagda, 21. Navageahns, 22, Gaigi. 23. Yamuni. 24. Ayudhapurushas,

Of this list only Bitrya, Siva-lifiga and Guju-Lakshni were known in the earlior ary
preceding the epoch of the groat Mathurd school.

BRAHMA, In tho Beahmanical trind Bealmi comes first us the creator of the
univise. Tho idon of Trinity consistivg of Brahma, Vishou and Siva scoms to lave heen fully
reulised in the religious philosopliy of the Kushiinn age.  Bralmd is shown ss the deity with
four faces (chaturmukha). Weo have three Kushins images of Brahmi in the Muscum. The
earlicat image (382) shows the god with three faces and a haloed Lust supevimposed ot the
back of the contral head to complete the number of four heads, On the reverse is carved an
Adola tree similar to that in Nagarijiii and Indra images (392) which also belong to the Kushiya
period. The right hand of the projecting figure is held in ablayumudrd 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 thut the three lowor faces hnve all beards and matted
locks. Statustte No. 2481 shows only three heads, as the fact of the invisibility of the fourth
one in & front view eame to be gradually recognised. A halo in shown at the back of the head.
Another feature of importance is the pob belly, whicl iu the case of Brahmi persista throughout
lator art.

VISONU. We get evidonce of Vislipu worship in the Suige peried from the
Besnagar pillar of Heliodoros and the CGhosuni inseription of Saikargana Vasudeva, At
Mathuri itself o lintel of the time of Mahilshatrapa Sodiss (let century B.C.) mentions a
shrine dedicated to Bhogavin Vasudeval, But the earliest representation of Vishnu in human
form is found in the Kushins period, the Vishnu image appearing s almost a replica of the
Budhisattva image with two additional hands holding a long, heavy gadd and & Chakre. Image
No, 2487 ia typical and shiows all these features clearly, The prominent necklace of Vishpu
ia noteworthy as it is taken from the images of Indra (cf. 392). In some statuettes Vishnu
weara the high “kirfja’ of Indra which may be due to the laet that Vishnu as Upendra was
looked wpon es the younger brother of Indra.

' It is strange that no early image depioting the life incidents of the cowherd daity
Krishna has come to light at Mathura. An excoption may be doemed in the casa of o velief
(1344) of the Kushéna period bearing a scenc which Daya Ram Sabni interpreted as one showing
Vasudeva walking soross the river Yamuni to transport the new-born Krishna to Gokula for
safe custody! (Fig. 105), I agree with this view and think that the relief is the carliest
representation of & scene from Krishna's life.

X Arohaology and Vaishyava Tradition, by Rama Prased Chanda, 4.8.M.5.
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The Kushina relief No. 2520 acquired from the collection of the lnte Pandit Ruadha
Krishna, appears as a veritable document of Brihmanieal iconography (Fig. 106), It
ahows the following four figures, all standing with right handein ‘ebloyemudrd' = 1. Two-
armed Siva in ‘ardhandridvara marti’, with the right half bearing male and the loft half female
features, viz, breast, extendod hip, long dhofi, and a bracelet ronnd the foot. Siva is shown
‘Grdhvaretd’, which is of mique importance for the study of the carly phases of Mathura
Saivism. 2. Four-armed Vishnu, holding o heavy mace and n Chakra in the two additional
hands, The two normal hands ato exactly lile those in the Bodhisattva images, i.e. tho right in
‘abhayamudra’ and the loft holding & monle's bottle of long neclk and conical hottom.  Of all the
Vighnu images formd in In dia, this may be snid to bo the earliest specimen, and mey bo
nssigned to the 1st contury A.D, Tt shows tho transition from o Buddhist to a Brithmanical
image. 3. Two-srmed famals fignre holding a lotus in hor Jaft hand os in the Haritl images of
the Kushinn period. Above the canopied head the sculptor has shown a pair of miniature
elephants in order o distinguish Gaja-Lakshmi from Hiritl, This Gaja-Lalshmi typo s
distinet from the well known Gaja-Lakshmis rising in the midst of lotuses?, of the Swiga
poriod found at 8aficki, Budhgayd, Kosam and Anantegumphi, ete,  The stamp of & Kughiya
period Harit? is obvious in hor form and composition. 4. Two-armed male figare holding a
purse in the loft hand and o mace-like staff wnder the loft armpit. It depicts Kuvora without
his usual corpulence. We also have one Ganefa statuctte without this feature which is
atherwise almost univorsal in both eases (No, 1112). These details make the above reliof
of unigue importance for a Imowledgd of the earlicst [oatures in the iconography of theso
divinites.

A fragmontary statuetto of the Kushanas period (1010) showing an eight-handed
male fgure is of excoptional interest Of the four right hands which are presarved,
three seem fo carry the mount Govardhana, “pasa’ (or daibti), and ‘donda’ and the fourth
ane doubleed at the elbow is strotehod towards the breast and also held an indistinet object.
This repregents the Virds form of Vishmu and is the only mals figuro of the Kushina period
in which such mmltiplicity of hands iz visible.

With the advent of the Gupta period Vishnu worship received a frash impetns and
images became much more common, There were Vishnu temples st Kanlkili (image in the
Lucknow Musenm, H. 111), Tamalpur (G, 7, Vishyu torso), Gayatet il (1342, colossal Vishnu-
bust), ste. There is also ample evidence to show that a magnificent Brilimanical templa
dedicated to Vishnu was built at the site of Katra Kedavadeva® by the cmperor Chandragupta 11

1 ASR., 1925-26, pp. 183-84,

» Sariokt, north torana of Stips 1, g, B3 in H.1.1.4, ; Bodhgayh, O.H.L Vel. 1, g, 50 ; Kosam,
Annval Biblingraphy, 1834, fig. d, pl. IT; Anantagnmphd, €. H. I. 1iFu:vE 1, fig. 76, CF. also Coo-
maraswamy's article Sri-Takami, Faslern Are, January 1929,

¥ Katra-Kefavadava, the Birth-place of Krishns, by V. 8, Agrawnle, Gtd Dharma, Benores,
Vol 1, pp. 666-76,
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whose inseription was also unearthed from thie place, Architectural and sculptural pieces
which formed part of this building were recovered in excavations and are kept in the Museum.
One picce shows Vishyu in his Trunkrama incarnation (2664) with the lefi log stretched aloft,
Dancing and adoring Jimbavin, the demon-liead typifying Brahminda and kneeling Prithivi
Doviaroshown, Vishun wears the ‘vafjayend snd ‘elbdoali necklnce. The panel is surmonnted
by a dwarf Gupte vailing and was encloseld belween two pilastows.

A porfeet example of 0 Guptu Vishyu is B. 6 of Vogel's Catulogue!. Tt shows all the
higlieal qualitios of the Golden Age, the fwee revealing the contemplative sevenity of celestial
samddhi, The elaborate ovown is adorned with the jewel (forming s “riratna’ shape with its
soroll), lion-faces omitting pearl fostoons ‘sijphdasyodgirae mankiika-jila’ snd o ‘malarikd’
omanient cansisting of two nddorsed alligator heads, The figure wears & ‘“vafjoyontt yajiliye
suvarpeesiitra, eyiras, eldvali’ and dntaynshjvke derachanda necldace, and also a orensed
clinging loin cloth (sdkhshma vimale kati-vastra) held by a givdle technically known ne ‘netra-
giltra’ in contemporaty literature oy account of its similarity with the cord round the
‘manthana dando”? The image was fonr-armedl.  The fore-nrms separated near the elbow, the
bifureating line being still visible on tho loft side.

Another important image of Vishuu (2525) resembles the above in ite artistic deco-
ralion hut shows the god wilh s Nyisimha face on the right and o Variha faco on the left,
Coomarnswamy published the bust of a Npishivhe-Variha Vislon from Mathura (now in
the Boston Museum), which is almest like out fignre.  Ho suys ‘The figure exhibits the broad
shoulders and slender “lion" waisl, of the Tndinn ideul type, with the firmuess and fullness of
flesh and massive modelling characlevistic of the Gupta period ; it is an important document
aqually of axt and iconography'®. This Viévarfipl Vishyu presents a combination of Vardhae
and Nrisitithe avatiras. The Museum also has a terracoita panel (2418) showing o similar
four armed Vishnu, two of whose arms now broken must have held the symbols ‘padma’ and
‘$aiieha’ in their natural form, and two others were placed on the heads of dwarfish ‘chakra’
(male) and ‘gadi (female) “dyudha purtshas’ squatting in “whupibisena’. Kalidasa, Raghu,
10, 60, mentions the dwarfish statues of the Vaishnave ‘Gyudha 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 Pava-
Visudeva form mentioned in Hindu loonography’+

! Cf. 8t Krumrisch, Die figurals Plastik der Gupta Zeit, p. 22, fig. 6; Wimner Britrasge zur
Hunst und Kulturgesehiohte Asiens, vol. V, 1031,

* This netra-siltra cord used in ehurning is still known as ‘neti' in the Hind: speoch of North
Indis,

8 Bulletin of the Boston Museum of Fine Arts, Dec. 16910 No. 104, pp. 60-02, Gupla torso of
Viehnu.

4 T, Gopinath Raeo, Hindu Jeonography, Vol. I, pp. 242-43.
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BALARAMA. Patafijali refers to Balarkma in his Mahabhashys (Kielhorn, Vol. T.
p. 426.) “let the power of Kpinhna increass with the assistance of Senkarshaya™, Sankershapa
is the name of Balarima, the elder brother of K ishne, who is said to have changed the course
of the Yamund near Mathurd by his ploughshare. Tho legend must have heen popular in
the days of the Bhashyalira in the 20d contury B.C. Again in a quotation given by Patafijli
mention is also made of temples dedicated to Kuvera, (Bala) Rima and Kedava (Krishys) :

wamy wAqfaomwamarTg  (bid. Vol 1. p. 426).

It 8 not surprising that an image which must have once adorned such a lemple,
was actually found by the late Pt Radha Krishna in 1929 from the village numed Junsuli, six

miles off Mathuri on the road to Govardhana, It was sold to the Lucknow Musonm and is now
kept there. It is published hore from photos found in the record of the late Panditji (Fig. 107).
The back entry gives its hi. 2°-6". Balarima is standing with & canopy of six serpent
hoods and holds the ‘musela’ in his right hand and the ‘hala’ in his left, both the ‘dyudias’ res-
ting against his shoulders. He wears a very conspiouous turban, heavy carrings in cloven cars,
a torque with single oylindrical bead and double wnstlets. The upper body is nude and the
lower is draped in a dhofi, its creased arrangement, trinngular fold and the girdle being exactly
gimilar to those on the uncient Yaksha statues of the Susiga poriod. The image can not be later
than the second century B. C., and must be regarded as the earliest ropresentation of any
Brahmanioal deity in the whole field of Hmdu iconography. Its importance therefore cannot
be exaggerated 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 Mathurda
Balarima image of the Sufiga period together prove that the religious iradition of the land had
allowed the shaping of the principal deities in liuman form for purposes of worship much earlior
than is often coneeived by archaecologists in relation to the question of the origin of the Buddha
image.

SIVA. The god Siva is known to ns in an carliest form from the Gudimallam liiga
of the Suigs period, The Bhita Siva linga of the ‘pailcha-mukha’ type comes next in order.
After that we get the representation of Siva both in lifgas and “purushe’ form at Mathura in tho
Kushiina period, Siva worship at this time must have been extremely popular in the rehgious
life of this city. D. R. Bhandarkar editing the Mathurd Saiva insoription of the time of Chandra-
gupta I1, showed that a powerful branch of the Padupata Saivas adhering to the tencts of the
teacher Lakuli was established at Mathurd by one of his four disciples, Kudiks, in the beginning
of the 2nd century A. D1 This pillar also shows the representation of god Lakulida, a form
of Siva holding & ‘danda’ and his trident. We also find Siva standing against his Nandi bull
on the reverse of the coins of KushAna emperors, and a well-known coin of Visudeva shows the
polycephalic god Oesho who can be on other than Pafighinana Sive or Iéa. The heroie Vema
takes pride in calling himself a Mahe$vara in the legend of lus Saiva comns. How devoutly the

1 Ep. Indica, Jan. 1931, p. 5,
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alion Kushana chiefs paid hiomage to the great god is vividly depisted on a recently acquired
bas-reliel (2661) which shows a liga installed on u pedestal and two Kushana noblemen in the
attitude of worshipping it with garlands and fowers (JIS0A, vol. IV, PL. XXIII, Fig. 1). It
also containg & flying ‘deva’ performing *pusfipa-opish(y na in Buddhist images. A velief slab of
the Kushiina period showing Siva and Parvatl standing as & Lypical dampa gives us the carliest
liuman form of Siva different fram o Yodshn (G, 62),  Bub for the @rddmreta o promivently
shown in the oase of Siva, we wonld take it as a commeon "mithina rliel,*) Sivi is two nemod,
there is no bull or any symbol except that the right lund is in ‘ebhaye mudnd’.  Siva woars cor-
rings, torque aund scarl and there aro no ‘japas. This soene hecomes very much transformed,
though retaining its essentinl features, in Lho Gapla period as evineed by the Siva-Parvati and

Nandi relief (2084} carved en both sides. Toth Sive and Parvat liold o ‘wilotpale’ that i
symbolical of their mareied life.

One of Lhe most unique Siva images from Mathura is illusteated by Coomarnswaimy
in his Mistory of Indian and Indonesion Art (Fig. 08), 1t whows the four-nrmed ‘drdlivareta’
Siva carved in high reliel against o finge in the same manner as the Gudimallam Siva®. The
Gupta sealplors of Mathuri also made Elamukeht Siva fingas of the Bhumara and Kholi type.
We find them installed in soveral pluces in the eity, siill in worship{ef, also Musoum collection,
2812). We have also specimens of two-fuced (402) and five fuced (510) Siva lingas of the Gupta
period. Most probably the five heads huve reference to the Iéana, Tatpurusha, Aghora, Vima-
dova, and Sadyojita forma of Siva.  Of the fids’ of Siva not one has been traced in Kushans
art. The Gupta senlptures, however shuw a representation of the famous scono of Rivana
lifting the mount Kailiss on whicl Sive and Parvetl wre seated (2577; Fig, 108). Toono-
graphically as well as artistically this picce is of groat importance. It is [ull of lively commao-
tion resulting from the unprecedented uphoavel. The giant king 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 broals in the ridges of Kailasn express the sbrain to whick it wae put reminding us of
the famous and almost contemporary descripiion in the Meghadita of Kiliddsa (168), viz
TR, . IO R eTafaaseaad: | The emineuces of the peak as well ns the ridges

1 For an image of Siva-Pirvat! from Kosam, showing irdharalinga Siva holding the right: hand in
abhaya and an amrits ghala in the left, see A.5.1. 1913-14, part T1, plate LXXC, It is inseribed
and helonga to the Gupta period. ([Fleet, (.11, p. 260).

2 | found & photo of this from the colleetion of the late Pt. Rodha Krishoa giving in the back
Sm;ry ite ht. 2'-6", but the presont whercabouta of the image sre unknown. It may be in
goms Buropean private or musoum eollection.

A note on a Gupta five Lidgs ot Mathurdl, V, 8. Agrawals, J. U. P, H. Socioty ,July 1085,
pp. 83-85.

¢ Tor illuatration, see my article in Hindi on the Brihmanics] Soulptuces in the Mathuzil Mu-
sewm, fig. 19, Journal of the Hindustani Academy, Jan. 1987,
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appear like dense masses of olouds layored one upon another. DPirvall sits to tho right
of Siva, and her left hand finds support on the right shoulder of her lord, who is bracing up at
a timo when the great oscillation must have convulsed all nature.

The Avdhaniriévara form of Sive (326; Fig. 700) though lknown in Kushina

times (of. PL XIV. Fig. 2) was handled by the Gupta artists with an unexcelled perfection.
Tt illustrates those olements that are present in two cosmic forees whicli are irresisbibly dvawn

bowayils each other to ombrace and luse themsolves, but are hold back to preserve their entitics
by an invisible axia.

SORYA Images of Stirya of the ancientIndian type seated on a chariol of four horsrs
are kmown from the art of Bodhgayd (Fig. 01, H. 1. 1. A), Bhaji (Fig. 24, 1. I, 1. A), and Anan-
tagumaphd,! where chhiya and Sajiia also occur, The Mathurd examples of the Kushiina period,
however, axe dilfsrent. They are shown squatting in Turopean fashion, wearing the Northern
dress (udichya vesha) consisiing of a coat, tronsers and padded boota, and helding » dagger in
the left hand between the legs and a lotus cluster in the right. The chatiot is drawn by two
horses (894)%.

The number of horses later on i increased to four (cf. Sirya image D. 46, in which
the solar orh is also shown), and subsequently to seven. We have an interesting variety of
Stirya images in the Gupta art of Mathura, showing Siirya dressed like n Bassanian king. One
soapatone statuette (1258 ; Fig, 110) in which the two acolytes Piigala and Danda also
ocent, has a beard and a round apron style tunio fringed with pearls liko the solar imagp from
Khair Khanch discovered by Haelkin, by whicl: it appears to have been inspirod.  Ils ago should
coincide with the reigns of Bhapur IT and his successors Ardashir I and Shapur 111, i.¢., betweon
309 and 3867 A. D. Another bust in the Mathurs Museum representing the Bun god (D. 1 of Dr.
Yogels Clatalogue) is even more marked by Bassanian influences, bearing the ‘sun and moon’
Chandra-divikara) symbol on the kulah eap. ITe has frizzled bushy hair as in Gupla figurce,
& bearded chin ($madrula mukha) of the honey-comb design (ef. ‘saraghavydpta kshavdrapatala’,
Raghuvanisa, IV. 68), knotted scarf and pinafore like cuivass (Fig. 111).

Though the two solar attendants oceur on the Khair Khaneh reliof, Mathura is
the only place where independent images of Pigala and Danda of the Gupta period have
been found. FPot-bellied Pitgala (513) has a halo and is holding & 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
aign. A Gupte relief from Kaman shows the eight Grehas, Ketu being left out. Txcept
Birya, the other six wear jafdjia and Réhu is in terpana mudrg. This agrees with Maha-

! Hackin's Memoir on the Researohes af Khair Kkaneh near Kabul, 1, 15, footnote, See slso
Anceint Monwments in Bilar and Orissa, by M. H. Kuraishi, p. 273,

2 A bigger example in illustrated in Vogel's La Seulpture de Mothura, plate XXXITIh, and
Ooomaraswamy's H.I.J.A., fig. 64, where it is wlentified as Kushiipa king.

* Reoherohes Archeologigues au Col de Khair Khaneh pres de Kabul, by J. Hackin, p, 15,
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* bhdrata, Sabhi Parva, oh. 11, verses 28-29, which mention only eight Grahas attending the
the andience-hall of Brahmi (pitamaha-zabhdi).

EARTTIKA, The figure of Kirttikeys with his naome inseribed ocenrs on one series
of the Yaudhaya coins about the second century A D.E OF nhout the smme period is o atatuctts
in the Mathurd Muscum (2332) showing the standing Ngure of haloed Kirttikeyn holding
a spear in the right hand and & cock in the left2,

A singular image of the Gupta peviod in the Mabhuri Musenm (466) shows Slands
seated on his peacock (of. mayfra prishifitérayind gukena, Raghw, V1, 4) withoan important
iconographic foatwre, viz. the porformance of his ablisheka Ly Cowr-fuced Brohmi on the
right and Siva on the left side holding jurs, both wearing matted locks.

GANESA, A Mathuri [rieze ol the Kushina period (2320) shows o raw of five ele-
phant-headad Gonas very similar to the Amarivaii reliel dopicting the samp fHgured (whout
2nd cenf. A.D.). OF about the same period is a statuette (768) m which elephant-headed
Ganedn appears as an ithyphallic nude figure with pot-belly and wige yojliopaita. He ia
two mymed and is fasting the sweet balls out of the cup in his lefb hand,  Thesge are the curlient
Gathapati figures so [ar known.

Miscellaneons gods :  Vajrapini. - A torso (3. 24) shows the god Vajrapini holding
a double thunderbolt, Ho wenrs heavy car-rings, torqus and flat triengular necklace like
Bodhisattva images. But the featuro thut shows the Hrilimanical nature of the image is the
conspicuons tanamaild arcanged on the loft side which justifies Lis identification with Vajrapddi
Tndra of Hindu mythology (cf. Kaliddsa, Raghu. IV. 42), The vaijayants ie the principal
distinetive feature of the Brahmanical gods employed by the Kushina and Gupta seulptors,

KAMADEVA. A beautiful torra-cotta (2452) of about the first contury A.D. shows
the god Eamadeva standing in a flowery field with a aheaf of arrows in the right hand and o
long sugar-cane bow {thshu-dhanws) in the loft hand, He is standing upon the chest of a
young man who is in & supplicating attitude. I am indebted to Dr, Jolmston (letter dated
Oxford, 8th Dee. 1936) for identilying the sceno with an old legend shout Kimadeva in which
the leading persons are the fisherman Sfirpaka and the princess Kumudvati. The details
aro uncertam, but apparently Kupmdvati fell in Jove with Stirpaks, who did not retumn her
love, till he was conquered by Kamadeva., Advaghoda'relers to the legend i his kIoyas, viz.
Buddhacharita, X111, 11 nnd Saundarinanda, VIIT, 44, which as may be inferred must havo
been very popular in his days.

L J. B 0. R 5. 1936, . 0L

* A very similar Kiretikeyn image with sponr and ceck waa recontly found ot Taxila. Sen
A.8.R. 193435, p. 31, plate VIIL ([} where it is doubtfully identified with Kuvera.

3 Coomarsaswamy, Yahehas, pavt [, plate 23, fig, 1, p. 23.
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INDRA. In Buddhist iconography Indra and Brahmé ocour as attendants of the
Buddha, Bome times Indra alone is shown paying lomage to the Buddha in the Indradaila
Oubd at Rajagriba but in the Kushina art of Mathura the iconography of Indra had a much
greator significance, There ia & unigne image in which Indra is shown as polycephalio (having
many heads) figure, i.e. with one figure in the centro and five others emerging oul of his ahoul-
ders and head. This should be identified as the representation of the Pafichendra form or this
deity to whom detailed referenco is found in the Pafichendropakhyana of the Mehabhdrula
and the Mdarkandeya Puriga. Indra iz also depicled as Yaksha Vajrapini, ie. holding a
thunderbolt in his hand, The one distinguished {eature of Indra images is & high eap, rathor
a projecting erown, on his head. Bome (imoes a Lhind eye is also shown over his forehoadl.

AGNI. In the Pafich’la coins of Agnimitra we always find o deily with a halo
of flames. He is depicted on the Kushina coins ns an Iranian deity under the name of Athso,
No image of the early Knshipa period has been found but there are several Gupta sculptures
showing Agni as a Brihmanical deity with a halo of flames round the body and also with
jatdjia, a beard, Yafijopavita, pot-bellied and holding amyitagajs 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 Durgd 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-Mahitmya of
the Markandeya Purdna. The worship of Mehishisuramarding became popular throughout
the country and we find a magnificant repre entation of the conflict of the goddess riding on
& lion with the demon Mahishasura in the early Pallava art. -

BAPTA-MATRIKA, In the Kushina period the worship of the female goddess of
the form of Reality asso many goddesses found its most tangible expression ns the scul-
pbures representing a group of the Sapta-Mitrikis (Seven Divine Mothers), Brahmini,
Vaishnavi, Ambika-Parvati, Indrani, Kaumiri, Varahi, Naraanhhi, and Chimunda.l

! These were the images of Sakti of the respective gods. Asa matter of fact these were
developed in the mystic symbolism of YVoga as depicted Sakties of various Chakras or
nervous centrea in the body. Thess wore known as the Miairikis. Gradunlly their number
inoreased to 8, 8, 10,12 and 16 (Shodada Matrildis). ANl these again were the varying symbols
of an psotarie discipline of thooght and meditation.
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The present relief [Mathura Museumn No. 2520], which is 74" in lieight, 107 in leungth
and 2" in breadth, was in 1958 selected by me [rom the collection of the luto R. B. Pt. Radhs
Krishna and subsequently acquired by the U.P. Government for the Curzon Museum, On
a clogo study it appears to he one of the carlicst Bralimanieal pioces of the Knshina poriod,
and from it8 consonls may bo taken as an iconogeaphic dooument in seulpturs. ‘There aro
in all four standing human fignres, three male and one femalo ; but il we take into necount
the first bermaplrodite figure combining characteristics of both sexes, the number of godde-
sses represonted would become two. (Fig. 100)

Teu Fissr Fioure : ARDEAWARISVARA

Tho first fignre (63" high) shows a composite form of man and woman. It represonts
Sive ag Ardhandriévar, 4.0, the aspeot in which he lind become one with his consort Parvati,
and in which the fusion was symbolienlly expressed by ropresenting the great God as com-
bining both male and fomale characteristies in lis own person, The deseription of the Ardha-
naridvars form is given in the Mastye Purdpa, ch. 268, and (he genesis is also well explained
in a sotry of the Sive Purane :—

‘Brahmi first begot & number of male beings, the Prajipatis, and commanded
them to eroate various other beings. They were found later on to be unfit for the
tagle for which they were intendod and Bralmi fecling uncasy at the slow progress of
creation, contemnplated on Muhedvars, The latter appeared before him in the composite
form of male-fomale and asked him to ceass froling distressed. Thitherto it did not cocour to
Brahma to create & famale also, and at the sight of this composite form of Mahcévara he rea-
lised hig error ; thereupon he prayed to the female half of Mahedvara 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.” [Gopmath Rao's Hindu Teonography, Vol. 11, pp. 521-322).

This story accounts for the Ardhaniridvara form of Siva, The present relief from
Mathuri represents the earliest iconographic form of Siva's ardhdiga aspect which has been
found in Indisn art so far. At Mathurd too, although independent image of Siva and Parvati
or Umi-Mahedvara mifirtis are common enotugh, this is the only specimon of Ardhanarlévara
belonging to the Kushina period.

The irnage hins two arms, Tle 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 moans
of a projection similar to that in the Katra Bodhisattva image of the Mathura Museum [Dr.
Vogel, Calalogue, A. 1i]. The left hand holds a round mirror like the one held by the woman
on railing pillar No. J. b. Above the head is a prominent jafi-jiffa 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 car-pendants are alike in both ears. The
chest on the right side is that of a man, and of » woman on the left marked by & stana-
parisara. The girdle is sharply distinguished on the right and left sides of the loin. But
the most important iconographic feature is the @rdhva-litga —

ﬁnrr'a'q_ﬁl' W}" HETg T 258, 7.

This fenture also ocenrs on the four-armod combined Siva-and-Litge image of
the Kushina period from Mathura, which was first described by Dr. Coomaraswamy. [of.
History of Indian and Indonesian Art, p. 67, fig. 68).

The right leg is slightly beut, the left is straight and wears & dhot reaching down
to the ankles, and also has a pdda-valaya.

It is evident from this image that Mathurd must have been an important contre of
Saiva religion during the eatly centuries of the Christian ora, when numerous linga and purusha
vigraha images of Siva were produced. Dr. Bhandarkar, working ont the genealogy of the Saiva
teachers in his discussion of Chandra Gupta II Pillar Insoription, has shown that Mathurd
was the centre of the Padupata 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 Kudike wore scitled
at Mathurd. [Bp. Ind., Vol. XXI, pp. 6-7).

AecoND Freume: Four-Asmep Visuxu

The standing figure next to Ardhaniriévara is that of four-nxmed Vishyu. Vishnu
images make their first appearance in the Mathura art of the Kushiina period, and sven amongst
them, this image is decidedly ono of the lew aerliest apecimens which show the connection of
Vishnu with the Boddhisattva iconography of that poriod. TImages of Bodhisattva Maitreya
are two-armed, holding the right hand in ablayae mudrd and a nectar flask in the loft hand.
The earliest Vish u images were provided with two additional hands, holding gadd 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 Vishyu shows all the above fentures. Holding gadd on right and
chakra on left, he shows his right hand in abhays mudrd and holds an alabastron with the left
band, There are two other statuettes in the Mathura Museum, No. 933 from Palikhera
and No. 948 from Isapur, in which the two front hands sre similarly shown., According to
the orthodox canons Vishnu is required to hold padma and dankha in these hands.

We have evidence in Mathurd art that the ampita ghafe was soon replaced by the
conch, held in the front left hand near the girdle. But the abliaya attitude continued much
longer, probably accommodating the lotus in the palm of the right hand,

The mininture fignre on the left of Vishyu is not very distinet, but in all probability
his vehicle, Garuda, seated to [romt,
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Tamy Fioure : Gasa-Lagsumi

The third standing figure is & two armed female representing Vishnu's consort
Lakshmi, Her right hand is shown in abhaye mudri and with her left hand placed near tho
girdle she holds a lotus stall surmounted by & full-blown lotus flower, which may more appro-
printely e called a lotus parasal or pudmétapatra deseribed by Kulidisa in association with
Takshmt [Raghuvamén, IV, 5, qgnr sgumasor... |,

Lakshmi has a hood on her liead as found on most of the goddesses of the Kushina
period. This reprcsentation ig in every dotail similar (o that of Kushina period Hiritd
portrayed with Kubera or independently. To diseriminate her from Harfif the sculptor
has shown a pair of miniature eleplants surmounting the hood and standing facing each other.
The images of Gajn-Lakshmi are the first to have been represented in sculpture amongst all
the Bralmanical gods and poddesses, She is repeated twice on the portions between the archi-
traves of the right pillar, belonging to the north torana of Stipa I at Sanchi [Cf. Coomaras-
wamy, H.I.I.A. fig, 53). Another early but conspicuous form is found on an arch of the Ananta
Gumpha cave i Orissa [Cf. Cambiridge His. of India, Vol. I, fig. 76], which was & Jaina mo-
nastery [160 to 50 B.C.]. Dr. Coomarvaswamy writes : ‘In Buddhist art this would represent
tho Nativity of Buddhs, in Hindu nrt (Gaju-Lekelmd, but what it represents in Jaina art,
unless perhaps the Nativity of Mahivira, we do not know." [H.II.A., p. 38], Most pro-
bably it was an ancient motif commonly understood to be represonting beanty and prosperity
(Bri-Lakshmi),

The Kushina art shows severnl cxamples of Gaja-Tiakshm? carved independently, but
the present reliel s the only specimen in which Vishpu und Lakslom? have been shoun logether,

Betwoen Lakshm! and the next figure thore is also 8 miniature elephant head mark-

. dng her vehicle.

.’7

vrre Fiovrs :
The last in order is & two-armed standing male figure, who from the ableye mudrd

of his right hand appears to be of divime rank. In left liand he holds a purse placed near
the waist, His dress and ormaments are identical with those of the Vishnu figure.
There is a long staff near his left shoulder clutched ymder his armpit.

In & relief depicting Ardhandriévara Siva, and Vishnu with his consort Lakshmi,
Brahmi would have fitted most naturally to make up the Primérti, But there is no distinguish-
ing mark to take the figurc as Brahmd, The purse points to its identification with Kubera,
and the absence of & pot belly though uneommon for Kubera, should present no insurmount-
able diffioulty in the way of his identification. Wo find in Mathurd art both Brahmi and
Ganeéa figures without their protuberant belly and the usual corpulence. It is the same here
with Kuberu. This statuette represents the earfiest foonographio forms of Siva, Parvatf,
Vishnu, Lakshmi and Kubera, five importaut deities of the Brahmanical pantheon,

b



30. INDIA REPRESENTED ON A SILVER DISH FROM 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 Lapseli. It wae the chief centre of the worship of Prinpus, o gross
nature god elosely connected with the culture of the vine, It was celobrated for ita silver
utensils in ancient times and is now well known for the discovery of the Lampasacos treasure
consisting of may precious objeota of mrl,

For students of Indian history the place is of special interest us here o 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 i8 now preserved in the
Istanbul 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 femals figure occupies the centre of the dish, and the birde and animals are
arranged in thres 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 unlile 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 tokes it to resemble s Himalayen quail.3
But the quails do not have the pair of lappets on the throat as ssen 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 & tiger.

Fortunately we possess a detailed account of this class of animale s recorded by
Alexander's listorians. 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 Musewm of Antiquities, Tatanbul, for kindly
seanding me an enlarged photograpl 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 o review of Warmington's book in Journal of the American Oriental
Bociety, Vol. B, p. 181
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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 & 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 Kekays country
of the Salt range as recorded in the Vilmlki Rimiyana
s g sfirgar sqretda=ieaT |
TR resTara == o
(Ayodhyakinda, 70, 31).

‘The king of the place presented to his nephow Bharate dogs of cnormous size, who were
brought up in the palaco, had torrible fangs, and possessed extraordinary strenglh equal
to that of tigers.! These creatures formed an important item of trade betweon India und
the Western world and their fame had reached even np to Greece in very early times.

In the third row two human keopers with flowing scarfs are reatraining with ropes
two carnivorous animals, the one on propee right being a tiger and tho other on left o panther
or leopard bearing ring spols on his body.®

The female figure is seated in the centre on n chair supported on elephant tusks
resting on the ground. She wenrs a sird, most likely with one end tucked behind, 4.e., the
sakachchha style common amongst Maratha women in Western India. The sandals (chappals)
on the fest deserve notice and are a Roman fopture. Tn proper Indian art women generally
do not wear shoes, She wears on ler head a turban with o 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 threo slrands. We have yet to know if this style of coilfure 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 emall rods projecting from the truban is not clear.

The crooked object in the left hand is a bow.® The right hand is held in abhayamudra,
{.e., the pose for imparting protection., 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 [Bhirata-

Lakshmi] as Warmington suggested,

" 1 Merindle:  Alezander's Invasion, pp. 363 [T, where the naterialis brought together in an
appendix,
 Warmington takes tho tight one as a leopard and the lelt ono as a tiger; Coomarnswamy
as o hunting cheetah and a lion respectively. The left one with ring spots is certhinly what
we call gulddr tenduo (v figam) in Hindi o panther,
* 1 am indebted to Col. Btuart Piggot of the R.A.F. for this suggestion conveyed to me in a lutter
by Mr. T. G. B. Powell of the R.A.T.
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There seems to be no support to identify in the form of this figure any partioulay
goddess from the Hindu pantheon. The attributes in her hands and the assoviated birds
and animals do not convey the details of any religions ligure.

Weatern Asin was lamiliar with carved Indinn figures, amd especially Indisn ivory
from very sarly times. In the Palace Tuseription of Darius from Busa the import of Indinn
ivory is specially mentioned for building the Paluce,

The artist who carved this benutifnl dish in silver  desorves muel praise for Lis
ingenuity in one respeet, vi=, associuting Tudinn fvory b the repeosentution of the figure in
the form of the logs of the deliente chuir. This feature pointedly refers to Indin as the ohjret
of portrayal. The art of this dish is distinguished by 4 romarkable frecdom fvom conventions,
It is eloquent in its expression and shows some independence of techmique.  For portraymg
& subject like this, no ready-made conventionn! formnln existed before the engraver, He
had therefore to fall back on his own resourcefulness to devise £n offective symbol lnnguage
for conveying the intended theme. Thero i& no doubt that he succeeded eminently well
in portraying India as a woman with fidlity to formal slements then associated with India
m the contemporary commercial world, The entire conception i3 no doubt original and

happy.
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31. A SURVRY OF GUPTA ART

The surviving records of Gupta civilisation present to ue a brilliant picturs of ad-
vancement in literature, religion, philosophy, socinl and human ideals, and none the loast in
urt, which ensemble is a mirror of all that was graceful, elegant, sweet and voble in that eulture,
Tho permanent apiritunl values of life had Leen cast into an acsthotic mould that we eall art.
The art creations of this Golden Age are expressions of tho spiritusl harmony and blissful
ronlisation that wers tho hall-mark of the suporior motifs of thought and life comprised
in Gupta culture. There wos a passionate desive to cultivate the beauty of the body in all
ita aspects, e.g., in tho dressing of hair as seen in the charming styles of coiffure both in pain-
tings and sculpture, in the elegant diaphanous deapery which aims at revealing the hidden
beauty of the figure, the beautiful ornaments on the head, buet and limbs that pressed into
service glittering gold and jewellery to cnhance physical charm, but with a restraint that
is the sign of high nobility. Dance and music constituted the life-breath of the people’s

“oulture who rogarded them as superior to even religious meditation :
Tendt T |9 AEER SFAAr |

Tq7 Fae73 A9 7 eqrAm@fdy I
i e (Jaiminiy $vamedha, 12.22)

“When the people dance and sing and play on their several musical instruments, 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 acsthetio oulture
was wedded to spivitual culture during the Golden Age, as never before and after. TLife is
rich session of beauty, a ldvanyo satire, or riips sattra, in which the real emphasis is directed
to involfe the presence of 8rl-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 onr integrated
efforts, and objects of art are but symbola of her sparkling effulgence. Besides her concrete
manifestation in many & beautiful form comprised in the octave of aesthetic oreativity, Goddess
Bri as the consort of Vishnu fills the cup of life with superb ambrosia for the ennobling of the
human mind and spirit. This confers & higher purpose on Riaps or Beauty. The Gupta
citizen was copscious of this suprems mission ; he realised that life should be filled with forma
of external beanty in order that it becomo a fit shrine for the permanent beauty of the spirit
as manifesting through the higher moral and religions perfections, Each higher being is a
sealing summit of pdramitds, moral and spiritual perfections, and the beauty of the body and the
charm of objects that attend arc invariable concomitants of that supreme realisation, Such
was the positive idealiem of life in the Gupta age—beauty and moral perfestion must go
together ; beauty and purity are like the warp and woof of that richly embroidered fabrin
termed “Life” : this is the meaning underlying the statement of Kilidisa—na ripan pipa-
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vrittaye (beauty—but not for sin)—in the inspiriug message and essence of the aesthetic
calture permeating the Golden Age.

This magnificent and courageous striding of the human spirit into the spheres of
concrete realisation is the key-uote of Gupta culture, Art provides abundant illustration of
this goldon synthesis. Gupta art, bo it painting, bronze, sculpture, or terracotta, is essontially
beautiful. Men and women demonstrate in their person the highest ideals of physical oharm.
Sensuous heauty is conveyed through an idiom that i8 easily comprehensible, Thore is &
genuine fogling of joy writ large on the visage of the figures that are so boautiful. Their grace
is heart-bewitehing, their placid charm hannts the mind, and the heart undergoss a new
baptism uncer the graceful countenance of the Gupta figures,

During the Gupta period, the beauty that showed itself in images, roliefs, soul-
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 ab once an
invitation to ahare in the divine feast of beauty. The Divine must be made manifest to
visual experience through besutiful temples and religious establishments where carved reliefs
are fixed as mirrors of heavenly beauty and divine glory. The religious shrine was 110 common
building ; it was rather the embodiment of the universal desire to recapture and recreate on
earth sompthing that was in heaven, to realise that r@pa of Lord Vishnu, which no human
mind could conceive and no physical eye could ever see: '

fereifeareamaaronafagsan sefaaaar ar ‘
(Raghuvanida, XI11.5)

“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 soulpture, 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 Puranie
legends were documentaries replete with symbolical significance. Thus the architectural
planning of & religios temple, with its circumambulatory railing, stairway, terrace, focal shrine,
cella, image, decorative doorframe, friezes, string-courss mouldings, an intricate dikhara
veneered with goedkshas and topped by an dmalaka and its kalade, wos considered to mark
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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 matexial responses. The shrine stood as & visible symbol between
man and God, a8 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
eloquent symbolism of the shrine, whose interior was lighted up with divino forms rapt in
samadhi and peace, and the exterior ndorned with an unusual decorative fervour drawn from a
wide range of plant, animal and human motifs or semi-divino forms, Tho undestanding of
art-forms is an invitation to nnravel the mystery of its symbolism, especially where the esotorio
context i all-important in eveating the outer form and symbolism ie but the essential langnage
of metaphysical thought.

Art and religion became closely wedded in the Gupta period to command an unpreee-
dented creative enthusinsm and to map out movements of univorsal dimension, which not
anly filled the entire country from one end to the other, but also inundated the surrounding
rogions in a peripheral overflow. It was truly a nation-wide movement in the sphere of art
with many s centre functioning in each direction and each region displaying a spontaneous
exuberance, Wheresoever the Bhigavata religion spread its benign influsnco 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 st Dah Parbatiya
in Tezpur District on the Brahmaputra in Assam, in the form of a typical brick-temple in
Gupta style. Its most beautiful pact ia the stons doorway with vertical bands coverod with
floral and soroll designs, but the most typical feature is a pair of flying geese on either jamb
which is & unique representation of the mingalya vikage motif mentioned in the Brihatsamhitd
of Vardhamihira. The influence of the art of Madhyadeda 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 commarce and general communication and it is easy
to discover the principles of planning to link each region with the cther. To the west of the
Brahmaputra, the country of Pundravardhana, now comprised by Rangpur, Dinajpur, Bogra,
Rajshahi, Malds, efc., has yielded a latge number of Gupta sites and antiquities. Vanga
(East Bengal), Samatata (the Gangetic Delta), Suhma (West Bengal called Ridha) and Pundea
(North Bengal), these were clearly marked divisions of the Gupta empirs nnder Samudragupta,
each fostering a local school of art, but all together bearing the hall-mark of Gupta style,
especially in the refined creations of the terracobte figuvines. This rich and fertile
land of Virendra lying between the Brahmaputra on the east and the Kosi on the west
and watered by the parallel streams of the Mahinanda, Apunarbhava, Atreyt, and Karatoyi
(from west to east) was once the cradle of Gupta cul.ure, from which wave after wave traval-
led via the-ses and overland routes to Burma, Malaya and Indonesia, influencing the art and

culture of thoss peoples.
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The next crncible of Gupta art and culture was the rogion of Ang and Mithild 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 recaiving the special attention of the
royal honse owing to its alliance with the Lichchhavis. Vaial, the modern Basarh in Muza-
flarpur District, has produced a large numbor of the insoribed clay sealings and torracotta pla-
ques. On the Canga was situated Pataliputrea, the capital of the empire, lenown far and near
a3 the 'City of Flowers', and famous throughout Jambhdvipa for the Iushions and fungies of
ita citizens, whoso nesthetic zeal is presorved in numerous seulptures and clay figurines from
old sites in Patna, viz, Kumrahar and Bulandibagh. Recently tho late Dr, A. 8, Altekar
exposod o terracotta plaque of unusual quality showing the figure of a rake (viga) with & chal-
lenging look and vigorous expression so natural to the leader of the courtesan's quarters of
Pitalipulra. A subsidiary arm of the artistic acivity of this poriod extendoed towards the
south of the Ganga up to Nilandi and Rajgir and thence to the west through Bodhgaya towards
the Bons Valley covering the Uchchakalpa territory of the Parivrijaka Malirijas and alse
what was thon known as the Atavikarijys, as well as tho fertile valleys of the Betwa, Sindh
and Chambal, There is o clusber of Gupta sites in this region, the main comamorcial routes being
all along dotted with art centres as prominent landmacle or stages of journey. The long route
connested Magadha with Ujjayini, intersected towards the cast by the Srivasti-Kaudmbi-
Chedi sector and towards the west by the Mathwed-Vidida sector, all throo taking within
their lap almost all the principal monuments of this virlual courtyard in the mansion of Gupta
culture, Tho valley of the Sone and its upper foeder Johila (anciont Jyotivathi montioned by
Kalidisa, Raghuvaiivia, VIL. B6) was an important highway towards the Chedi country or
Jabalpur, and the castern line of Gupta monumenis 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 Afoknn times, later enlargod by stone railings and gateways. The Gupta ar-
chitects built near Nagod the small Siva temple at S8ankargarh. Uchalira (ancient Uchchaka-
Ipa) ia w station on this line, and the beautiful Siva temple of Bhumra ig 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
eatly so-called Pirvati temple and the other later, dedicated to Siva. At Kari-Talai was
also built & 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. Bouth of Tigowa only a few miles distant is the ancient site of Rupnath
where Adoka had put one of his ediets. At the upper end of the seotor just after Prayiga have
been found the Gupta sites at Bhita (ancient Bahajati) and Gadhwa (ancient Bhattagrima) ;
at the latter place sculptural remains of a very magnificent Gupta temple of the time of Kuma-
ragupta had been found by Cunningham, Besides stone there were also brick temples with
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Fig. 120. Buddha-Sarnath

Fig. 119 D-euc.:raﬁv& Panel from Dhamekha
Stiipa-Sarnath

Fig. 118. The Varaha Avatira-Udayagiri
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moulded pillars, pilasters and reliefs. Terracottas and monided 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 is large enough ; those at Deogarh, Udayagiri,
Sanchi and Eran being famous. The Dadiivatira temple at Deogarh is & verituble gem of
Ghipba seulptirs und archilocture, Its carved reliefs and the decorative doorway are inspired
worka of great artisis, in which ono is faco to face with the equipoisud and restraimed power
of their aesthotio creations (f4g. F/3). Tho cluster of monumenis on the Udnyagiri hill, only
five milos from Bhilsa (now Vidida), preserves celebrated works of Gupla carvers, In the
words of Coomaraswamy, “The Variha Avatdra of Udsysgiri is of unsurpassed splendour and
unabated encrgy : hore Vishnu as the Primal Boav raises the eatth (goddess) from the cosmio
waters ot the initintion of a new cycle of creation (Fig. 118)".1

The small fertile valley between the Betwa and its tributary (he Bins was adorned
by ite Bhigavata citizens lavishly through the erection of a number of temples. The chief
centre was Tran (anciont Airiking) an the left bank of the Viad river as an important atage
on the route from thae east towards Ujjayini, and from the north linking Mathura with Vidiéa.
The temples dedicated to Variha, Yishou, and Narasimha sre typical Bhiigavata monuments
with a wealth of gigantic seulptures and leautiful reliofs, and also the monlithic Vaish ava
pillar, 43’ high, set up by the two devotecs of Visl u, Mat ivish u and Dhanyavishnu in the
reign of Budhagupta in AD, 485, The small Siva temple at Mukandart just on the point of
the mountainous pass botwesn Kotali and Jhalawar is in simple carly Gupla style but charming
in ita oarved reliefs.

The vesourceful builders in this period evolved the technique of brick shrines con-
ceived from top to bottom in torms of moulded courses and terracotts plagues load d with
religions and secular scencs na wall as floral and geometrical designs of infinite variety, From
E»%mxlmf- in the Punjab to Mirpnr Khas in Sindh, and from Bhitargaon in Kanpur District to
Birpur in Raipur District, there ave hundreds of Gup o brick temples of which an account as
yet remains an unwritten chapter in the glorious records of the Golden Age. Cumningham
wrote about the Shorkot finds: “The moulded bricks are the most characteristic featurs
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 infinita™.2 Some of them were decorated with
bangle designs for the wrist, called kafaka (kadaga in the Angavijja), for the feet, called bhadaga
(Angavijja), with leaves, petals, and sepals, with floral rosettes and lotuses, with trumpeting
elephant heads (hatthika in the Angavijjd), with the trident ov the kufjardksha motifs of diaper
variety, There were roctangular and square (lekhakdra) or even round bricks (mandaleshtaka),

1 A. K. Coomarsswamy, " Indian Soulpture,” The drt News, Now York, April 27, 1929, p. 4B,
¥ Alexander Cunningham, drohacological Survey of India, Report for the Year 187273, Vol, V,
Oaleutts, 1865, pl. XXX,
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Fig. 120. Buddha-Sarnath

Fig. 119, Decorative Panel from Dhamekha
Bripa-Barnath

Fig. 118. The Varaha Avatira-Udayagiri
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moulded pillars, pilasters and reliefs, Terracottas and moulded hricks (Figs, 1147), formed
o very popular media of acsthetio expression during the Gupts and post-Gupta times.

Along the western vertical sector connecting Mathuya with Bhilsa, masrked by the
river Betws, the number of Gupta monumenta 18 large enongh ; those at Deogarh, Udaysgiri,
Sanchi and Eran being famous, The Dadivatira temple at Deogarh is a veritable gem of
Ghupte sculpture and architecture. [ts carved reliefs and the decorative doorway are inspired
worka ol greal ariists, in which one is fuce to face with the equipoised and restrained power
of thoir aesthetic creations (Fig. 143). The cluster of monuments on the Udayagiri hill, only
five milea from Bhilsa (now Vididd), preserves celebrated works of Gupta carvers, In the
words of Coomarnswamy, “The Vardha Avatira of Udayagiri is of unsurpassed splendour and
unabated encrgy ; here Vishnu as the Primal Boar raises the enrth (goddess) from the cosmic
waters at the iniliation of a new cyols of creation (Fig. JI18)".]

The small fertile valley between the Belwa and its tributary the Bina was adorned
by its Bhigavata citizens lavishly through tho erection of s number of temples. The chief
ventre was Eran {ancient Airikins) on the left banl of the Viaa river 88 an important stage
on the route from the east Lowards Ujjayini, and from the north linking Mathura with Vidida.
Tha tomples dedicated to Varihn, Vishnu, and Narasihha are typicel Bhagavata monuments
with a wealth of gigantic sculptures and beautaful reliofs, and also the monlithic Vaish 'ava
pillar, 43" high, set up by the two devoless of Vish u, Mat ivish u and Dhanyavishnun in the
roign of Budhagupla in A.D. 485, The small Siva templo at Mukandara just on the point of
the mountainous pass between Kotah and Jhalewar s in simple early Gupta style but charming
in its carved reliefs.

The resourceful builders in this period evolved the technique of brick shrines con-
ceivod from top to bottom in terms of moulded courses and terracotta plagues load d with
religious and secular scencs as well as floral and geometrical designs of infinits vaviety. From
Shorkot in the Punjab to Mirpur Khas in 8indh, and from Bhitargaon in Kanpur District to
Sirpur in Raipur District, theve are hundreds of Gup s hrick temples of which an sccount as
yet remains an unwritten chaptor in the glorious records of the Goldon Age, Cunningham
wrote about the Bhorkot finds: “The moulded bricks are the most chamacteristio feature
of all the old cities in the plaina of the Panjah, They are found of all sizes, from about 6"
to 18" in length, The variety of pattams is infinite”.2 Some of them were decorated with
bangle designs for the wrist, called kataka (kadaga in the Angavijia), for the feet, called khadaga
(Ahgavijja), with leaves, petals, and sepals, with floral rosettes and lotuses, with trumpeting
elephant heads (hatthike in the dngavijja), with the trident or the kufijoraksha motifs of diaper
variety. There were rectangular and square (lekhakdra) or even round hricks (mandaleshiaka),

! A K. Coomaraswamy, " Indian Sculpture,” The Art News, New York, April 27, 1929, p. 45.
¥ Alexander Cunningham, drohacological Survey of India, Report for the Year 1872-13, Vol, V,
Caleutts, 1885, pl. XXX,
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Cumningham obtained similar material at Bavanni, len miles from Montgomery on the Ravi,!
at Gulamba and Asraur? A very large number of such ornamental bricks was obtained by
Hiranand Shastri from Bahet-Mahet, and typical specimens are still in situ fixed in the brick
stiipa at Sarnath. This was the technigue of b:oadeasting aesthetic culture by means of trans-
ferring geometrical, Aoval, animal and loman patterns to essential building material like brioks
and baked pilasters, 1ts possibilities wore fully exploited, as evidenced by the large number
of monumenta diatribuled vver an extensive aren.  As Bana has suggested in Wie Kadanbari,
the architeoture in gtone and in baked elay enjoyed equul rank (stemblite tva, lkhite iva,
wtkirpa foe, peisteomuye soa) and’Uhe production of cluy aid atuese worl onn mass seale benulified
all thoe distant quarters of space.  As alrewdy stated, the Dah Purbatiyn temple in the Darming
Distriot of Assam was mado of bricks, with terracolta plugues dissovered around the stone
door{rame, which have beon cousidored to be the best examples of termacotta art known at
present. The styla waa flouriehing in Bengal as demonstrated by the finde from ancient sites
in Dinajpur, Rangpur, Rajshahi, Bogra and Malda, and lost 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 snd Uttar Pradesh, the ling of
monuments ext -nds to the Rang Mahal region near Suratgarh in Bikaner, and then crossing
the Thar Parkar desert in the stdpa of Mirpnr Khas in  Sindh. The moulded brick and
terracotta plagues and pilasters from the temples at Rang Mahal and in tho vicinity which
onee were highlights in this region of the Drishadvati arc some of the gems of Indian plastic
art. There is amongst them a figure of tho Chakra-Purusha of Vish u and another of Ahir-
budhnya, & fornt of Rudra worshipped by the Pasupatas. Thus it is evident that this region
once came under the influence of the Paficharitra Bhagavetas who were the strongest advocales
of the view that religion must be mado conerete through shrines, pillars or art monnents.
A similar phenomonon was witnessed in the Fatelipur Distriet of Uttar Pradesh whove the banks
of the Gangn are dotted by numerons Gupia temples in bricleand terracotta like Lhe magnificent
fane at Bhitargaon in Kanpur District. The rich merchants who had amassed wealth Ly 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 i8 embodied
in the Great Stipa (Mahedikhya Chaitya) at Mirpur which must have been the result of an
enlargement of the earlier monument there. The selsction of itssite was quite happy, being
on the junction of two vital commerical arteries, vie., the one transversing north Gujrat and
south Rajasthan to Pitala 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 Ujjayint in Malwa, which was the richest trading town in the whole of Asia
and rightly celebrated as the Sérvablauma Nagara or the City International in the Gupta

3 Ibid., pp, 1045,
8 IM, P’PI- 111"4-; Pil Hxv’. EE& 1'1“1
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age, and on the other the Central Asian markets, from which flowed an uninterrupted stream
of commoditics along the two routes on both banks of the Indus which were picked up at
Pataln. These routes are mentioned with their two sectors hoth in the Pali and Sanakrib-
Buddhist literature, and the occupation of Sindh by the Indo-Grecks and their successors
the Snka Batraps of Ujjain was the onicome of wars waged to control the ricl trading prize
of the Dviriivati-Balllka route. The maguifivent stidpa ot Mirpur Khas shone as tho visual

uymbol of the doublo glorive of this route.  Very muureally its decorative motils nl lgure seul-
phure display the art influences of both Gandhira and Malwa, which wure its two feedors.

A comprehensive aurvey of Gupta art monnments with voforenes to the sites whore
« they originated jg indispensable for understanding the nationnl elwracter of the movement.
The geogrephical fuctor played » dominant role in the distribution of the monuments, and the
pulsuting [orces of comnisves and religiows propaganda determined their churactor and magni-
tude. Wo bave spon how certain areas received a special share of the visible frnit of this nesthe-
tic croativity. Owing to historienl reasons the largest number of well preserved monuments
is found in Madhya Pradesh ab present, but st one time the cradle-land of Uttar Pradesh was
enriched by temples and buildings in Gupta style on an extensive scule.  Sarnath, Rajghat,
Kosam, Bhita, Gadliwa, Sahet-Mahet, Bilsad (Faruklwbad), Sankies, Atranji Khera (Ita),
Eudarkot {ancient Gavidhumat in Etawah District), Bhitargaon, Ahichchhatrs and Ma!hura—
theso and many other sites have produced vulunble matorial of Gupta arc in the form of
temples, stpas (Fig, 119), sculpturcs, architoctural picoes, terracotta plaques and Agnrines,
bricks, pottery, boads ote. 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 oxtent and quality of the great art fostered in tho Glopta period. In Uttar Pradash,
Mathura and Sarnath gave birth to two local styles of great vitality and beauty whick
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, Malays and Inde-

nesis on the other.

In the Punjab, Gupta relice have not yet bean systematically surveyed. But it is
important fo 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 Simhapura, of which the remaining anti-
quities are preserved in the Lahore Museum. The other sites includs those of Pattan-Munara
with its brick tower, of the Gupta perid, Bhora (Shahpur District), Sangla-tiba, Shorkot,
Sunet (Ludhiana Distriot), Sugh (Ambala District), Theli Polar (near Kaithlal), Amin (Karnal
District), Agroha (Hissar Distriet), and Eholoa Kot (Rohtak District). The time is now
ripo for an intensive search which ie likely to make a substantial addition to our knowledge,
This survey ought to be extended to Gujrat, Saurashtra, Bombay, Berar, Hyderabad, Andhra,
Tamiland, Mysore and Malabar on the mainland of Indin, and to Ceylon and the islands of
Greater India, which received in full measure strong influences of Indian art as it fAourished
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in the Gupta age. As literary and religions heritage was transported aoross the seas so also
vital styles of art and architecture wers borrowed by the colonies from the Indian homeland,

The ideal of Gupta oul ure was harmony and synthesis. The householder's path of
sensuous life and that of the recluse i rising above the senses to obtain a consciousness of
the Divine were both honoured and the sams found expression on tho formuls bhukti-mukts-
prada, i.e, o wey 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 serone
repose of higher bliss, both were cultivated with an equal zest in the difforont stages of lifo.
This attitude so widely reflectod in literature and religion exercised a very wholesome ellel in
the realm of art. On the one hand it invokes beruty with all ils perfection of physical form
and ornamental and decorative make-up, and on the other part pays full homage to the ideal
of spiritual realisation s seen in the figures of Siva, Vishyu, Buddha (Fig. 120), Bodhisattva,
ato. All are representatives of the invisible divine principle which confers infinile rivhness,
pence 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 scasion of beauty portrayed in
the art of Gupta mspiration, but all that is dedicated to the spiritual ideal which is everywhere
dominant, Art, dance, drama, music, literature—all ate aspects of the goddess Sarasvatl, and
shonld be designed to Lift the mind to higher planes of conscionsness where the individual
merges itself info the pure realm of the Universal. Thia divine aymbol is cast in the conorete
form of the Gupta mage enshrined in temples, which was the oternal light appronchod within
the interior of the garbhagyihas or the human hoarts. Serenity, repose, calmnees, joy, unruffled
fixity of the mind, control aver the objects of senses, parfoot knowledge, compassion, discriming-
tion and wisdom—these are some of the great prineiples of life and character which the divine
images make manifest in the nbiding charm of their visages which onoe seen can never be
forgotten, Hundreds of such images and paintings aro extant to proclaim firstly the aesthetio
perfection and secondly the attainment of the hughest spiritusl vision for which art was
dedicated.

The depth and purpose of Gupta arl can be perceived in the religions snd philoso-
phical literature of the age, specially the Purdnas, Pafichardtes Samhitds, Saiva Agamas,
Sanskrit-Buddhist texts and the Jaina Agamic commentaries, That teek remains to be
done, viz,, the correct inderstanding of the ideals and symbolism of Gupta artin the light of
contemporaneous statement, Art was not a fleeting stimulation but a perfect dedication to
the ideal of life in which beat of human action and thought are in harmony,



3. ART EVIDENCE IN KALIDASA

The works of Kalidésa provide & rich literary documentation of the art and icono-
graphy of the period in which the great poot flourished. This untapped evidencoe throws
somo oloar Hght on the vital problom of his date. That the poet lived in the emrly Gupta
pariod is now the majority view. Mgt likely the tradition of Kilidisa being placed in the
court of Vikramaditya to be identified with Chandragupta IL of the Gupta dynasty rests on
true foundation, although archaeologioal evidence for the same is still lacking and perhaps
moy 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 cloquently and mmmistakably to the Gupta period (4th-Gth
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, cconomis conditions and political institutions |
() religious panthean and Puranic mytls 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 chrouological basis for the date
of Kalidisa from the picture of cultural life known to him, The present essay is confined
to the evidenoce of art as providing the following important landmasks in this enquiry.

1. Blaborate Lotus-like Halo,

The halo in the images of the Kushiiya period (1st-8rd century) is quite plain marked
only by an edge of scallops (Sanskrit hastinakha). Thia halo becomes elaborate in the Gupta
period s seen in the famons Buddha images from Mathura and Samath. The eesential element
in the decoration of the Gupta halo ia a lotus flower. Kilidisa makes specific reference to this
kind of halo styling it as padmatapatra-chhayi-mandala (Raghuvarida, TV, 5). In comparing
the halo of his ideal hero Raghu with a lotus parasol the poet imagines that invisible Lakehi
held a lotus-parasol on the head of the ling, this cast & shadow, and the shadow was the halo
itself ressmbling & lotus! A lotus paresol reflects itself in the lotus holo.

The scheme of lotus decoration so far as the parasol is concerned was developed in
the Eushina period, an example of which ia found in the big round chhatra in the Sarnath
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Musoum ones crowning the colossal Boddhisattva dated in the year 3 of Kanishka (Fig. J).1
The lotus also figures in the contre of the square fragmentary purasol of the Kushipa period
belonging to the Maholi Bodhisattve dated in the year 922 The change in the Gupta
period consisted in the lotus design shifting from the parasol to the halo (Fig. [20).

The noxt reforence to an elaborate halo occurs in the description of Pirvati where
the poet conceives of her beautiful form to bo embellished with a mdialing lalo (sphurat-
prabhamangala). The term “‘prabh@mangala’ has since the time of Kilidisa all along been
nsed for the halo. The radiating pencils of light forming the halo have Been compnred by
the poet to the slender 1ibs of erystal {udbisnna-raina-dalaka). This imagery rests on a real
feature in the decoration of the halo as illustrated in the orh of some imuges, ¢.g. the slanding
Buddhs image from Mathura dated in Gupta era 230 (549-50 A. D.) (B. 10° Lucknow Museum)
and also a Tirthaiikara image from Kankali Tila (. 117, Lucknow Museum). T{ is undoubted
that the decorative elements of these Gupta halos were derived from parasols in aclual use at
that time. The halo on the Buddha image No. A.5% from Mathura oceupied by a full-blown
lotus at the centre shows in concentric bands the designs of o 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 roferred to in
the Byihatsamhitd of Varahmihiva as motifs decorating & royal chhatra. Binabhatts slso refers
to this decoration a8 the female peacock in the midst of o lotus pond (padmavana-sikhanding).

2, Conch and Lotus :

Kalidasa refers to conch snd lotus as decorating the doorjambs of houses.
The Yakshs in the Meghadita points out to the cloud that the cognizance of his house was
the painted figures of faiikha and padina on the two sides of the entrance,® This motif ia typically
» feature of Gupta art as seen in theDevagarh temple where figures of conch and lotus with seroll
work rising from them are carved on the jambs framing the three exterior wall-panels (rathi-
kilimba) depicting Gajendramoksha, Seshndiiyl Vishnu (Fig. 713), and Nora-Narayana.” In
several pillars from Mathura of the same period these decorative symbols are carved with
beautiful rising seroll (patralata). In no specimen of Kushina art have faikha and padma
a8 regular features of entrance decoration been found, although as individual motifs without

L D. R, Sahai, Catalague of the Archaeological Ezhibilis in the Sarnath Museu, 1910, p. 3, pLVILL,

* V. 8. Agrawals, Now Sculptures from Mathuea, Jowrnal of the U.P. Historicul Saciely, Vol. XL,
P4, 1T (Dec., 38), p. 72, pl. 11 ; also Journal of the India Society of Oriental A, 1087,

* J. Ph. Vogel, La Seulpture de Mathura, pl. XXXT, fig. 1.

* V. A. Bmith, The Jain Stupa and Other Antiquities of Mathura, Allahabad, 190, pl. XCI.

B V. B Agrawals, Gupla Art (1047), p, 17.

® Dvdropante likhitavapushau fankha-padmau cha dpishivd, Meghadiita, 11, 17.

7V, 8. Agrawals, Gupla Art (1047), pl. XTI-XITI,
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the rising seroll both were known tn early art, The poet hers seems to be drawing upon
a familiar motif of his time.

8. Figures of Gaipd and Yeumuna,

The reference to tho godderses Gadgi and Yamund manifesting in human form and
serving as altendants of ‘Deva’ (gord Siva) with fiywhisks in hand (merte oha Gangi-Yamune
tadanin sachimare Devamasevishdtim, Kumirasambhava, VI1, 42) reflecls greater ehronological
precision. This was the most iypical decoratinn on the dom-jambs of the Gupta temple.
No specimen of early or late Kushina art hes so far been found portraying this featore, Indeed,
with the emergence of the flat-roofed small shrines in the carly Gupta period (4th cenlury AD.),
the frame work of the entrance to the temple received special attention snd various elements
of decaration were introducved 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 iniage in the centre of the lintel
(dviralulita-bimba), attendant fignres (prafihiri) occuping the lower one-fourth portion of
the jamb, auspicious birds on wing (mangulya-vitage), usnally flying geese, auspicious tree
(Srivriksha), stylised svastika, Full-Vase (p@rpakalaia), smorous couples (mithunas), foliated
sarolls (patralatii), rosottes (phulldvalli), 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, scldom equalled by anything else in
Indian art. The existing specimens of lemple doorways at Devagarh in Jhansi (g, 11),
Tigown (Jubalpur district), Bhumra (Nagod State), Nachni Kuthird (Ajaigarh State), Khoh
(Nagod Btate), Dah-Parbatia (Darrang district, Assam,) furnish these details in varying degroes,
but the figures of Gangd and Yamuni are conspiouously shown on most of them, Indeed, this
motif became nn established feature of lemple decoration throughout the later temple arhi-
tecture, We have definite proof that the figures of Garngh and Yamuna had begun to be
carved in the reign of Chandragupta IT (375-418 A.D.), as in the Udaigiri cave depicting a
colossal figure of Mahdvariha in the act of lifting the earth, we find two flanking scenes show-
ing the descent of Gangh and Yamunil on earth to the accompaniment of celestial music and
universal rejoicing. The rivers Gangd and Yamund, the two arteries of Madhyadeéa, seem to
have become the symbols par excellence of the homeland of the rising powers of the Guptas,

4. Vishnu's Attribwtes i Dwarfish Human Form,

An important relerence in the Raghuvarmia may be considered of capital value
for our enquiry, as the truth of its picture entirely deponds on contemporaneous iconography,
although its exact significance remained obscure. The poet imagines that when Vishnu’s
germ had entered the womb of the queens (Kaudalyd and others), the nsual attributes of
Vishpu transforming themselves into dwarf human fignres posted guard on the deity in the

1V, 8. Agrawalu, Gupta Art (1947), figs. 6 and 7,
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embryo. Each of them was distingnished by his respective symbol, namely,lotus, sword,
mace, bow and dise.l This picture is based on three facts verifiable only in the Gupta
period, viz. (1) that the sttributes were onceived in human form., ie, the dyudhas had
become dyudha-purushas ; (2) that es attendants they were of dwarfish size (vimana); and
() that in addition to the human form (purusha-vigraha), each was marked (l#fickhita) by its
respective real form (mrti), The first feature is referred to in a more explicit manner in the
same canto of the Haghwvarda, speaking of Vishnu as being received with acclamations of
vietory by his atiributes in living form.2 Al 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 o distinet manner, Vishuu images of the Kushina period at Mathura show
the dyudhas 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 Vishnn
and st 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 Narasimba-Variha Vishnu),
are typical specimens in the Mathuea Museum illustrating thess foatures, the first image being
carved on a lintel which formed part of & 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 Vighnu iconography as developed in the Gupla period. It was not a
mere convention, but definite iconographio 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 hased on the evidence of art shows distinet
stages of evolution from the Kushira to the Gupta and from the Gupta to the medieval period.
The available evidence shows that images of Brahma, Siva, both in humsn and lnge form,
Vishnu, with four arms, Sirys in “Northern dress" (udichyavesha) wearing coate, trousers
and boots, Indra, Kamadeva, Kubera, Kirttikeya standing and holding spear, Lakshmi,
Durgi, Saptamatriki and Mshishdsuramardinf had made their appearance in the Kushina
art of Mathura, The pantheon developed further in the Gupta period and also the various
forms of each deity became more elaborate, e.g. Vishnu sleeping on Sesha, Mahi-Vishyu with
the faces of Narasithha and Variha added near the shoulders, Vimans, Trivikrama, Rima
and Kyishna incarnations of Vishnu, Siva in his various exploits, Kirttikeya riding on peacock,
these are the forms for the firsb time seen in the Gupta art, A reforence to these forms in

Y Guptarh dadpifur-dtamanan sarvil svapneshu vdmanath ; jalajdsi-gadadirnga-chakra-lanichhila

mirtibhih, Raghu, X, 60. 4, |
" hetibhih chetandvadbhih, Raghu., X 12. ) by
® J. Wleet, Corpus of Gupta Inscriptions, No, 4, p. 28, _ : J’W
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the works of Kilidiss does appear to have somo chronologieal bearing, as for example, the
description of Vishnu seated on a serpent's seat (bhogibhogisandsinal) with Lakshmishampooing
his extended foot is a definite iconographic form (Raghu., X, 7, 8)., The mention here is of
Vishnn not sleeping on the serpent but seated (@sina) on the coiled body (bhoga) of a snake (bho-
in), The reclining form of Vishnu is pictored in Raghw., XIIL 6. In the Devagarh temple
both the reclining and scated forma are present together. In the lintel of the main doorway
the projecting figurel is that of four-armed Vishnu seated on snako coils with the hoods for-
ming a radinte hnlo ab thoe hack (of. Kilidisa, ‘whose body was made effnlgent by the gems
fixed in the eanopying hoods’).2 The right extended log of Vishyu is held in the hands of the
seated figure of Lalshmi (Fig. 72). Thus the forms presented in act and the literary deseription
are in complete nocord. The form of Vishnu lying on Hesha with Lakshm® shampooing the
foot 18 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 Raghuvamséa V1. 4, Kirtiikeya is mentioned as seated on the back of a peacock
(mayira-prishthisrayind Gulena). An inscribed image of Kiirttikeya rocemtly found at
Mathurs and the only one known from the Kushina period shows the deity in standing pose
holding a spear but without the pencock. Tho Gupta images on the other hand mark him ont
a8 riding on peacock.®

Kalidisa’s reference to the goddess Kill wearing skull ornament (kapdldbharana,
Kumdr., VIL, 89 ; Ragha., X1. 16) is & later iconographic feature which cannot be reconciled
with anything known in Suiga or Knehiya art and thus provides a strong argument against
& date prior to the Gupta period. The Beven Divine Mothers (Saptamatarak, Kumar,), VII.
30, 38) were also unknown in the Suiga period, Their earliest origin lies in Kushna art and
they take a pronounced place in the iconographio list of the Gupta period. The reference in
Kumdirasambhave, XIV, 2-12 (although this portion of the book does not enjoy unchallenged
authority) mentioning Karttikeya with fekti, Indra on elephant, Agni on ram, Yama on
buffalo holding danda, Nairyita on corpse (prefa), Varuna on makara, Viyu on deer, Kubera
naravihana holding gadd, and Rudra riding on mahduvrisha, i& 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
deitics of the eight quarters recorded in the Amarakosha (1, 3, 2-8).

1 V. 8 Agrawala, Gupta Art (1947), fig. 95.

i Tat-phand-mandalodarchi-mani-dyotita-vigraham, Raghu, X. 1.

3 V. 8, Agrawala, 4 Handbook of the Sculptures in the Museum of Archacology Mathura (1939),
Fig, 40. A prominent example of this type of Gupte Kirttikeya is now in the Bharta Kala
Bhavan, Banaras, '
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Ancther reference characteristic of Gupta iconography relstes to the lifting of
Kailisa by Rivaya, the ridges rendered loose by the upheaval.! The scens is found depicted
for the first time in Mathura art, Musenm No. 2677.°2

6. Pearl Neckloce with Central Sapphire Bend.

A typical neel arnament of the Gupta period consisted of a necklace with a single
string of penrls variegated by a central larger and elongated bead of sapphire, Tte most geaphic
illustrations are found i the Ajanta paintings in both male and female figures, The groat Ava-
lokitedvara painted in Cave T illustratos the singlo pear] string with a blue sapphirowoven in the
centre(Fig. 121). Kilidiaa rofers to this ornsment as mediavali (Raghu., X111, 48) or mukidguna
(Meghadita, I, 46), In the latter place mention is made of the big sapphire bead in the centre
(sthitla-madhyendranila). A cloud hanging low to drink the waters of the Charmanavati is
compared to & bead of sapphire decorating a single stringed pearl necklace. This ornament
seems to have enjoyed & universal vogue, as not only paintaings hut sealpture and terracotta
figurines also show it to be in fashion. The poet himself remarks in another place : ‘Remark-
able is thebeauty of the pear! itself, nothing to say when cambined with theradiant sapphire’.d
The same comparison of the poarl necklace (mulktdmayi yashts) with sapphire is found in the
description of Gangs and Yamund (Raghu., XIII, 54). The poet saturated with tho lore of
contemporary life gives expression to ita eultural details in delightful fino touches. In the
seventh century this ornament had attained the climax of popularity under the name of ekivali
to which Bana frequently refera.

7. A Painted Terracotta and Painted Sculptures.

Kalidisa has only one oceasion to relor to s tertacotla figuring wheve he does not
fail to obsarve that the olay peacock of the Rishi child Markandeys was painted with colour
(varnchitritampitikamayira, Sakuntald, VII). Although terracotta figurines were known as
early as the Suiga peried it is only the Gupte terracottas which reveal the use of brush by
skilful painters. Unfortunataly a limited number only preserve the traces of this once common
decoration. Gupta tervacottas of this kind were found in 1911-12 at Bhitd about which Six
John Marshall wrote : “Side by side were produced in Gupta times, figurines of » far more
finished style, which refleats in minor measure the artistic spirit of the paintings and seulptures
of that epoch. Bome of the figurinies ave withont a slip or paint ; others are painted in a mono-
chrome—red or yellow, for instance, and others are coated with a slip and adomed with a
variety of coloura—red and pink and yellow and white' + More recently o fow of the numerous
olay figurines found at Rajghat show eolowr snd lme paintings on them, The sdri of a fomale

1 Keldsasye dadamuklabhujochehhvdsilaprasthasandhe) ; Meghailiita, 1, 58

¥ V. B. Agrawala, Brahmanical Images in Mathura, J.I.8.0.4., 1837, p. 197, pl. XV (fig. 1.).
& Prigeva mukld noyandbhirdmd prapyendronilass kimuonmayikhom, Raghu, XVI, 89

4 Annual Report, A8 1911-12, p. 12,
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figure is painted in wavy bands of red and white and the breast bund (kuchapaifiki) is indicatecd
in black, On the figure of a smull boy the short drawers are marked by vertical bands in
alternating colours. On some female heads the painter has indicated in fine black lincs the
ornaments on the body, In others the eyebrows and the eyelids are marked i clear black
colour,! Painted female heads with rich varieties of hair dressing and colours were also unear-
thed at Bhihgirdn near Begrum.  Indeed, duwring the Gupls times paints were wed to finish
off the exterior surlnce of not vnly clay figurines sud stuccos but also soulptures 88 seen in the
stone images of the Ajanta Caves, In unother place (Raghu,, XV1, 17) Kilidisa relers to the
fomale figures carved on pillars which had become dull on account of losing their colours.

B, Styles of Hair.

Numerous references to the wlefa style of hair oceur in the works of Kilidisa
and Bapabhatta. According to the Amarwkosha, a document of the Gupta period, the
alaka style of coiffure consisted in avranging the lair in curls (eh@rpakuntala). Bubt even a
more oxplicit explanation is offered by Kilidisa himself in deseribing the lhair of Indumatl
that her alakas were frizeled or twisted in small spirals (valibledt, Raghu, VIIL B53).
The [emale toilet experts (prasddhikd women) employed scented paste in  order to
secure the effect of spiral twisting. TIn the description of YalshisT living in separation from
her husband, the poet styled her hair us lambilaka (Mughadita, 11), i.c. long hair loosely {alling
on ghoulders, since the devoted wife had denied to hevsell the luxury of toilet, and her Bpartan
bath (sudhd-sndna) had mede the alake heir rough (Parusha ) for want of oil, thus letting it
[ull on the cheeks (Meghadita, 11, 28). The alaka hair style is vividly illustrated in the portrai-
ture of male and fomale heads in Gupta terracottas, soulpture, and painting, being the typical
style of popular coiffure in that period (Fige. 122-4), Beyond India the style found its devo-
tees in the fashionable society of Sassanian Iran and Imperial Rome. As negative evidenee it
may be stated that in none of the art spocimens of the Kushapa period has the alake style of
spiral locks been so far seen. The spiral locks of hair when well-dressed and arranged in patallel
tiers framed the face in chayming manner as is evident [rom soms of the terracotta female heads
from Rajghat and Ahichchhatra exposed during recent excavations, The styls seems to have
been considered a distinet contribution to female beauty, (Figs. 722-25)

Angther equally charming and gorgoous, but less common, manner of hair-dressing,
probably employed by high-placed ladics only, was the one referred to as the peacoclk-feather
style (barhabhdra-kesa, Meghaddita, IT, 41), That this was n recognized style of coiffure is made
certain by a couple of references in the Dada-kumira-charita of Danlin, vis. (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 feathors®, Both Kilidasa and Danein have used the term barha (peacock

LY. 5. Agrawaln, Rajghat Terracottus, J.U.P.H.8,, XIV, Pt. 1, (July 1041). p. 6,

% Dadakumiracharita, Nirnayasagar Press Edition. [ld-maydra-barthabhangya kafapadnss cha
vidhdya, p. 46,

3 Ihid, barki-barhdvalim vidambayatd kedakeldpena, p, 58.
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feather) for naming this coiffure, The arrangement as scen on & few female terracotta heads!
consists in tho hair spreading froni the central parting (simanta) in horizontal sweeps on both
gidos and onding in volutes  (Fig, 125), No doubt the style imparta s princely dignity to the face
and the highly aristocraiio effect produced by it must have boen very much coveted. This coi-
Mure is conspiouous by its absence in Kushina art.

The nuse of pear] fostoons is 0 common ornamentation in the male and fomale hoad-
drosses of the Gupla period.  Tho paintings of Ajanta bear ample testimony to the superior de-
cotalive elfoot produced by the use of Langing pearl strings in the hair and the erown. Nowhero
has this been observed in Kushins axt and festooning of hair with pearl strings may safely be
considered to be a Gupta novelty in fashion. Kaliddsa must have observed this and had re-
farred to it froely in his works, The eity of Alaki carrying on her head dripping clouds i8 com-
pared to & heroine whose hair arc beauntified with penrl festoons (mulkigjala-grathitamalakam,
Meghaddta, [ 63); compare also the reference to jileke-mauktika woven m the alakas,
(Raghw, IX, 44),

9. Scarf with Gesse Pattern (hahsa-dukila).

The geese seem to have been u favourite pattern in the Gupta period. Cloth with
harsa design painted or printed on it occurs in the Ajanta painting (I'dg. 126). Kilidisa
vefers to scarf with harsa pattern (harisa-chikna-dubila, Raghu., XVII, 25, and kalahatisa-
lakshana dukila, Kumar., V. 67), The use of this beautiful design must have continued for
many ocenturies afterwards. We find mention of it in the Kadambari of Bina in the seventh
century. Later, the harisa pattern occurs on Indian textiles of about the tenth century disco-
vered at Fostat in Figypt which wore 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 beakwas a favourite motif
of Gupta art being present in Ajanta paintings, sculpture and in the beautiful ivory plagues
from Begram, XKilidisa has immortalised this motif in one of the most heautiful verses of
Hanskrit literature desoribing 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
o sign which gives the harhsas a recollecting thought of the Manasa lake and makes them starb
on their aerialjourney, clutching little bits of lotus in their beaks to sustain them on the way?.

10, Small Four-Pillaved Pavilion.

It seems that the style of crecting small pavilions supported on four slender pillara
with a modest seat under the canopy was a characteristic feature of Gupta art. Kilidisa men-

1V. 8. Agrewala, Rajghat Terracotta, J. U, P. H. 8, XIV, Pt, 1 (Tuly 1041) figs. 1, 4,
' R. Phister, Les Toiles Imprimees De Fostat Bt I' Hindustan (Paris, 1938),

* bisa-hisalaya-chehheda-patheyavantaly rajakanieah, Meghadita 1, T,
28
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tions i as chatulstambha-pratishghit vitiing, Raghu. XVII, 9), Biinabhatta is more explieit
in his description of guch & pavilion (vitdna), moderate in size (natimahatal) and supported
on four slender posts (manidandika-chatushiaya), from the roof of which festoons of big pearls
were pendant?,  The true nature of the struoturs can be understood by looking at its painting
in the Ajanta Caves2 (Fig, 127), Such s vitina constituted the dsthinamapdapa or a pavilion
to contain the royal seat of private and public andiance,

11, TWebbed Fingors,

The wobbed fingors of hands and foet were considored an nuspricions mark ou thobody
of & great man (Mahdpurushe-lakshana) and aro ofton mentioned in relation to the pliysical
body of the Buddha both in the Lalitavistara and other Buddhist works, Kalidisa also rofors
to this featuve in connection with the hand of the prinesly child Bharata who was recognised by
Dubihyanta as of royal birth from this sign obecrved in his hand exiended Lo liold the toy
peacock (jala-grathitanguld, Sakuntala VII), As this cannot be callod exclusively a Gupta
feature, its chronological value iz lessenod, Advaghosha also refors to it in the Buddha-charita,

12, A characterstio Feature of Female Beauty. :

Innnmerable specimens of Gupta fomale terracottas and seulpturcs point to ono
charactorstio featuro of womanly beauty, viz., full breasis Pressing against each othor without
any intervening space between thom (Fig. 128). Kalidisa rofers to this feature in describing
the beanty of Parvati’s youthful body, saying that not even g filament of lotus would Boparale
the two Lireasts, so elosaly they were Pressing against each otherd, This must have boen & con-
vention of heauty nceepted in the Gupta period for representing female figures in art. No-
where do we find this feature in tho portraiture of women figures in Kushana art,

13.  Some Literary Motifs.

- of the Buddha were Teceiving meritorious Praige in the literature of the Gupta period. Of

1 Kadambari, P. 1. Vaidya, p, 9; of. also ohadids stambhamandapika, p 127,
V. B Agrawala, Grugpta Art (1947}, p, 24 fig. 28.
* anyomigam u@iqiaynd-mpai'&kaﬁyd& Manadvayem, Kumir,, L 40,
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(Great Being, whoss magnanimity of heart counted no saarifice too great to rolieve the suffering
of men and animals, The Vyighri Jitake has its counterpart in the story of King Dilipa who
offors his body Lo 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 loss effoctive than the Talo of the
Tigross., Indeed Kilidisa has resnrrected Dillpn in the Gallery of ideal levoes,

The theme of Buddha's lemptation and Lis vietory over Mira is the subjoect of &
benutiful poem in the Buddhacharitn of Advaghoshu. From the repertoire of Hindu legends Kili-
disa has selocted a similar incident reluling to Siva, the king of Youis, who when mada the targol
ol his arrows by the god of Love reduced him to ashes, Budidha's Miravijaya and (ho Madaue-
dalans of Siva are but two versions of a ningle roligions and phl]n.uuphmul theme. The motil
underlying both i identical.

A third motil is that of the Juwel and the Serpent Maiden. We read in the Saddhar-
mapundarika (p. 264-65), how the daughter of the serpent-king Sagara who possessed o priceless
Jjowel equal in value to the whole world, offered the same to the Bodhisativa named Prajitikiiia,
who aceopted it. Corresponding to Lhis is the story in the Raghuvamse (canto XVI) in which
Kumadvatl, the daughter of a Serpent-King got. & priceless ornament which slipped from the
body of lang Kuoda, while the latter was bathing in the Borayi, and that Lier father offered both
the jewel and the maiden to the king.

Another extraordinary oxanple of the identity of molils in Kilidisa and in Gupta
litarnture is that of the Rain of Gold, In the slory of King Roghu and Kautss as related in the
bth canto of the Raghuvam e, we find the motil of the Golden Rain handled with the utmost
oharm, The prolusion of gold in the conntry ovidenced even now throngh out the hoards of
Gupta”gold coius must have given the impression of a real Golden Age to iis contemporarios,
who it seems tried to explain the phenomenon of overflowing wealth in terms of heavenly
gold being showered on earth, The same motif of Suvarpovarshd ocours in the Divydvadina

(p. 223-24) in the story of KingMandhati, in whose palace thers fall for one week an meessant
ahower of gold coins.

These resemblances serve as reliable guides to the solntion of the problem of the
date of Kilidisa, The literary motifs combined with the evidence of art are of such a definite
character as to justify the inference that Kalidisa and the art and literature of the Gupta epoch
have an intimate relationship and that they hoth should be viewed agninst an identical back-
ground, v
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On the banlts of the river Vetravatl which is held specially sacred in Bundellchand
and beautifics many a landscape of that inviting region, there stands an immortal monument
of Gupta Art, the Dadivatira temple of Dovagarh, It is like & perpetual tribute to the crea-
tive genius of Gupta sculptors who conceived nobly and with cqual elegance gave plastio form
to their ideas,

This temple i important in more ways than one. Architocturally it iz a perfect
example of a “house of god” as bronght into existence by the religions needs of the Gupta
people and combines many fostures worthy of attention. The style of ita set-up was copied from
contemporary stipas like which the temple stands on a sufficiently raised terrace, square in
section and approached by four sxial 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 nequainted with a
number of mythological scenes appertaining to the Hindu religion. Tt was like the Buddhist
temple to tench the Jatuke storics carved on their railing pillars,

On the plinth and in its centre was built the main shrine, & modeat building with
sanotum measnring 9’0" square inside and the four walls 8' 7% thick. The roof is flat but
supporta at the top a towering Sikhara (Fig. 120), The flat roof is a well-known feature of
Cupta architecturo bub the tower seems to indicate a somewhat later growth.

DOORWAY

The hest preserved portion of the temple and from the aesthetio point of view carry-
ing the highest appeal is its doorway facing west (height 117 2%, breadth 10" 8°; the actual
entrance measuring 6 11"%3'4}*). The two door jambs and the upper lintel reveal several
remarkable features. The jambs are adomed with beantiful standing figures of male and
female attendants (Fig. 1I) (pratshari). 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 carved
scroll works known as palvalati or patrivali in contemporaneous Sanskrit literature, Of the
other features amorous couples (dampafi), dwarfish male figures (pramathas) and the Tree of
Prosperity (Sri-Friksha) and bands of rosettes (phullavali) are typical of Gupta archilecture,
The upper lintel has two special features to show : (1) in its centre it hes a projecting image
(laldtabimba) which seen for the first time in Grupta tomples became & regular feature later on
and continnes 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, Gangd and Yamuna 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 waa accepted as the
best decorative and religious pattern of a temple doorway (Fiy. 12), It is most remarkable that
Kailidasa with his unusual powers of observing contemporary art and life records the presence of
the twin river goddesses Gaigd and Yamuni as being in attendance upon the diety (Kumdrasa-
mbhava, VII, 42), The literary description truly supports the architeclural tradition.

RATHIKA-BIMBA
The three other walls of the ahrine are decorated exteriorly each with a big scul-
ptured panel held up in position by & beautifully carved framework of posts, Iimtel and a ail.
The choice of scenes on these panels is strikingly original showing —
(1) @ajendra-Moksha, i.e., the god Vishnu redeeming the lord of elephants from
the clutches of 8 monster-size Niga ; (Fig. 130)
(2) Nara-Narayopa-tapaicharya, performance of austerities by the sage Nara
and Nérayens in their Himalayan hermitage at Badarinitha'}
(8) Anantabays Vishpw, ie., Vishnu sleeping on the cosmic serpent Sesha? (Fig. 12).
The panels are extremely well-done and are exquisite specimens of Gupta sculpture.
“The drawing of the fipures i generally spivited, and, in the case of the sleeping Vishnu, the
sttitude is not only easy, but gracefnl, and the expression dignified...The excellonce of these
Devagarh sculptures has struck every one who has seen them, and in executicn, I would infer
the comparatively early date of the tomple”d It is noteworthy that the clutehing fignro in the
elephant scene is that of a colossal serpent and not of an alligator (graka) as required by later
tradition. The framed and sculptured panels boar the significant name of Rathiki-bimba,

JAGATI-PITHA

The terraced basement, Jagafipifha, as mentioned above, was adorned by a row of
carved panels, Only & couple of them have survived in sifu, 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 archaeclogical godown. The panels are
veritable documents of Indian iconogeaphio history. They were in two sizes ; the bigger ones
measure abont 2° 9" in height and about 19" in breadth and supported a freezclike conmss of
gmaller panels about 12" high.

RAMA STORY

The following bigger panels relate to the Rimu legend—

(1) Visit of Rima-Lakshmana-Sitd to the hermitage of sage Agastyn who with
his wife Lopimudra welcomes their honoured guests ;

1 Bith, History of Fine Art, pl. XXXIV ; Intor identified correctly by ¥. R. Gupte, Anﬂual
Progress Report, Northern Cirele, Hindu umi Buddhist Monwments, 1918.

2 Smith, i#id., pl. XXXV,
® Qunningham, Archaeological Survey Report, Yol. X, p. 110,
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Fig, 132 Rima & Lakshmana
practising archery
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(2) Lakshmana mutilating Sirpanakhi in presence of his brother Rimal;
{3) Resurrection of Ahalyd by Rima from the pelrified condition (Fig, 231),

This clearly shows the presomeo of Rdmdyae story in the Dovagarh templo. Besides
the few identified ones thoro were others left unidentified.  Amongst such moy be inclnded the
fullowing :—

(1) Rimn and Lokslhmaya proctising archery. Rima draws the bow and trics
lo shoot at o torget, Behind himis Lakshmana stringing the bow (Fig. £32).

(2) Rima-Lakshmana and Sité on their way to the forest (Fig. 133).

(3) Rilvaya intimidating 8itd in the Adoka garden.

Amongst the amaller panels are many miscellaneous scencs of sccondary importance
from the Rimayana story, e.g.
= (1) Rama and Lokshmana garlanding Sugriva.

(2) Fight between Bali and Sugiva with Hanfimin as witness standing behind.
(3) Bugriva being persuaded by his wifo and Angada to welcome Lalsbmana.
(4) Monkeys eolleoting stones for constructing the bridge norves the ocean.

(8) Manfiman carrying & mountain across the sky, most probably representing thoe

geene of his bringing the Safijivani horb from the Himalayas.

KRISHNA SOENCES

The definite connection of the Devagarh temple with the life story of Rima ig thus
aestablished beyond doubt. But what had never been snspected before is the association of
this temple with the Krishpa legend. For the first time it has now been revealed that the
detailed eycle 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 Vishpu seated
on the coiled body of a serpent. It indicates that the temple was dedicated to the god Vishnu
whose image must bave been installed in the sanetum of the shrine. The presance of the
Ramiyans panels confirms the Vaishnava character of the temple. But the worship of Vishnu
in the Gupta poriod was popular both in the form of Réma and Kyishps, Kalidsa
while troating of the Rimiyana story in his Raghuvarida does not fail to make repeated
allusions to the Krishypa eyce. In the Meghaddita he yofers to the cowhoerd Kyishna bedecked
with the foathers of & peacocle shining like olustered jewels.2 In the Bhitar inseription of
Skandagupta we find a pointed reference to Kpshna waiting npon his mother Doval after
he had made short work of his adversary Kathisa. It is now to be elearly understood on the
basis of not only literary reforences but also of sedlptures that the Krishpa story had been
perfected in very great detail' in the carly Gupta period (IVth—Vth Centuzy AD.), From

! Ounningham, Arohacological Survey Report, Vol, X, p. 108,
® Barliepeva sphurila-rushing gopu-veshasya Vishpol, Meghadiifa, 1-10,
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amongst Lhe panels at Devagarh the following scenes relating to tho cycle of Krislyn legend
can bo identified :—

(1) Birth of Krishpa—Hero Vasudeva and lie wife Devaki are represented and the
lattor is handing over the now-born babe to her husband to be carried away
in conconlment to hin friond’s house at Golkula.

(2) Nanda-Yadedi in their domestic retreat fondling Krishya esnd Balarima.
Obviousty Yafodd ia holding Kyishpa and Nands has Balarima in his arms.
In the baclground are the cows slanding as well as scated.

A remarkable feature is tho distinetion made by the artist in the
dress of Devaki and Vedodi. In tho first panel Devaki is dressed in a Sdrd
with an attractive coiffure of [rizzled lair, whereas in the second panel Yadodi
is draped like a rustic woman wearing o head cover (odhani) and shirts (ladngd).

(3) Krishna kicking at the milk cart. This is the unmistakable scene of Sakatalili
which in fact supplies a cloe to the Krishpa story carved ab Devagarh, Tho
child Kyishya is lying on his back and is shown kicking at the carl with his
left foot. The three milk pitchers on it have toppled down., Yadodd astonished
st this childish feat stands by on the right.

(4) Krishna and his friend Sudama. Krishpa in the centre is elegantly attired,
wearing his hair in & gorgeous wig of flowing alakavali. On his loft stands his
Brahmin friend Sudima leaning on a orooked staff. On Krishna's right slanda
the lady Rukmini expressing her discomfiture at the unbounded genercsity of
her husband.

These four panels almost complete in gize portray four impertant scencs from the
life of Kyishna and offer weleome seculptural evidence indicating the extent of popularity of the
Krighna story in the Gupta period. The panels are in the best stylo of Gupta art and may
be nssigned to the early Vth century A.D,

INBCRIPTION
A short inseription in Gupta Brihmi characters on & big square pillar noticed for the
first time by R. B, Daya Ram Sahni! reads as follows :—
Line (1)—Kedavapurasvimipidiya Bhagavata.
Line (2)—Govindasys dinam.
“The gift of Bhigavata Govinda at the holy feet of the Lord of Kedavapura”.
Two interesting questiona arise out of these, viz., the identity of Bhigavata Govinda
and the identification of Kedavapurasvami. My suggestions in respect of these are as follows:—
Kefavapurasvimi appears to be the name of the partioular image which was
installed at Mathura in the Brahmanical temple at the site of Katra Keshavadeva,

1 Anmal Progress Report, Northern circle, 1918, p. 12,
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which is known even to-day as the Keshavapura mulalls of Mathura city. From
several architectural fragments and four-armed Vishnu images found at (hia site it
is cerfain that a temple of Vishyu occupicd this place in the Gupta period. Now,
an insoription of Chandragupta II was found long ago by Cuonningham from the site
ol Katra Ecshavadeva., This inseription was intended to record, as inferred from the
construction of tho last brokon sentence, some pious work done or some monument
raised by Chandraguptal.
As the architecctural and sculptural finds point out this monument at Mathura was
a temple dedicated Lo Vishnu, Tt appears that the builder of the Vishnu temple al Devagarh
derived his inspiration from the original Vishyu temple at Mathura and the presiding deily was
given the same name as the deily at Malhum, viz, Kedavapurasvimi

As to the identity of Bhigavata Govinda it may be suggested thet he was o eon of
Chandragupta II and is the same as Bhigavata Govinda of the Basarh Seal, and now of the
newly discovered Gwalior imseription®. Tn all likelihood this Bhigavats Govinda was the
son of Chandragupta Vikramiditya from his wife Dhruvasvaminf and like his father he con-
coived the idea of building a Vishyu temple similar to the temple at Mathura during the period

of his rulership in Malavi.

L Floet, Gupta Inscriptions, No. 4,p. 26, Mahdrdjidhirdja & Samudraguptasys pulrena tatparigra-
hitena mahadeoydn datiadesydmutpannena  paramabhigovatena mohdrijddhirdje &1 (Chandra-
guplena), '

* Being edited by Mr, M. B, Garde, Direotor of Archacology, Gwalior State, in the Epigraphia
Indica,

0
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The emall temple et Darrd in Kotal (Malwa) ndds one moro example to the moderate
sized tomples of early Oupta period. Ik stands on a raised plinth measnring 44°x 74" with
stopped approaches from the left and right comars of the front side. The temple facing ocast,
stands nearer the western side of the plinth, The cella or sanctum (garbliagrilia) consisia of
four aquaro pillazs, G} {t. apart from cach other (Fig. /34-5). liach pillar is surmounted by a
square capital with projections on thoe four sides carved with scroll worl. Abova the fwo 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 seroll worl.
There are four similar but smaller lotuses in the four corners.

Tn the sanctum is placed a pedestal 4} ft. square, with a square recess in whick the
glab or yonipajfa for the lifgs seems to have boon once inserted.

On each of the three sides of the sanctum two pilasters have boen erccted at a
distance of 39", The pillars are surmonnted by capitals with three projections on which three
lintels were placed, cach covered by s rectangular flat stone carved with five lotuses on the
inside.

On the front side two square pillaes were erccted in o line with the sanctum pillars
at o distanco of B} ft. These supported capitals and lintels were covered with a flat top
stone, 8o that on all sides of the temple a continuous ciroumambulatory path was provided.
Outside the pradakshindpatha a stone oourse only 18" high from the ground ran on three sides
of the temple at & distance of 2'2" from the pilastera.

At a distance of 18 ft. from the pillars towards the east side a mulkha-mapdapa resting
on four square pillars was once built, which probably served as & mandapa for the Nandi bull.
The pillars of this magdapa were standing insitu 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 scems to have measured 8 5. square from centre to centre of each pillar.
Dr. A. B. Altekar who saw the temple with Dr. Mathura Lal Sharma of Kotah before the Mukha-
mangdapa wos demolished informs me that he read on one of the pillars the namo Gopavaraman
written in Gupta script.

On one of the two pillars of the front porch is writton the name Achintya-dhvaja
Yogi in characters of about the 11th—12th contury A.D.

This temple stands inside the Darré or the monntain pass conneoting Malwi with
North India, which is now called Mukandara and was a regular highway in the Gupta period
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and later. The temple seems to belong to the early Gupta period as indicated by the following

facts :—

I. Small size of the sanctum,

2. TFlat-topped roof covered by a
singlo slab.

4. Lotus decoration on the ceiling
which is similar to the lotus on
the parasol of the Gupta period
Buddla images and also that of
thoe Kushina period Bodhi-
sabtvas, |

4. The architectural foeaturs of the
gquare flat top of the sanctum
ia gimilar to the square parasol
of the Dodhisattva Images
found at Maholi and Mathura,
placed  above frecstanding
mmages installed inside a amall
Gandhakuti improvised for the
purpose, The design of the
temple is extremely simple.

About 100 fb. to the west of the
temple stands a Siva-lingam, 2'8" alove the
ground and 39" in girth on a modern chabulrd.
It is a plain lingam and scems to have
originally belonged to the main temple, but
removed to its present site after the temple
had fallen.

Adjoining the chabutrd is & well of
moderate size built with ashlar masonry and
baving steps on one side leading to the
water,

at Darra.

Tig. 185 Carved celling of Gupta
Siva Temple—Darra,

The Darrd temple 18 worthy of being declared a protected monument. It wounld
be bettor if measures for its complete restoration are undertaken, since majority of the carved
architectural stones were either still standing in sibu or lying on the terrace when I visited the

temple on 13th February 1950,
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The glory of Gupta axt is fally exemplified in the Gupta Siva-linga from Uchahara
area, Siva’s face shows the perfoct expression of samddhi ns desoribed by Kilidisa in the
Kumdrasambhava (LLL. 44-50), 'The gorgrons matted locks in two tiers are charmingly depicted
in an orderly fashion, with o girdling band in the middle end strands of descending locks on
the two sides also arranged in a heppy manner. The whole treatment is distinguished by a
balance aud well dofined features, and the effect of eminenece imparts dignity to the cxpression.
1t is the unnaddha-jajd-kaldpa of the poet, but without the ophidian yibbons which would only
be searing in such & serene countenance. The digit of the new moon abovo (bilendu) and the
vertical eye in the forehead below (kapdla-netra) perfectly balance each other in a faco aestheti-
cally perfect, and the neat akshamald on the neck serves as the fitting baso of an ascending
symbolism. The moon is the symbol of Soma, the ambrosial essence of life and the death-
congquering principle of mental illumination or samadhi. According to the Rigveda (X, 90.18)
the moon ig the symbol of the cosmic mind of the Creator {chandramd manaso jatal), representing
its basic serenity and peaceful coolness which nothing ean disturb, as also an orderly fluctuation
of light and darlmess manifesting as the brightness of creation and the invisibility of its with-
drawal, Kailidiss has brilliantly interpreted the moon symbol by speaking of Siva's mind as
collacted in perfect concentration (samddhi-vadyas manas) and restrained from the sense attrac-
tions of the ‘nine doors’ in the citadel of the body (nava-dvdra-nishiddha-vpitti). It is the
condition of the withdrawal of the nund into its own unmanifest source or centre expressed in
Vedio terminology as lyideya (hyidi vyavasthapya). The introvert gaze was a typical feature
of samddhi-mudrd, and all the five points detailed by the poet aro licre 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-
vigion. It is difficult to escape the impression that the artist of this perfact image had a real
grasp of the poet’s conception of Siva in samadhi. In the whole range of Indian sculpture this
particular Siva-lifiga is hard to be surpassed for the expression of spiritual contemplation or
samddhi in its face. It is verily the flaming lamp of supreme wisdom, untrammelled by outer
flickers—a nishkempa prodipa in the words of Kilidisa, Tt is only in the Gupts age that we
find such perfection gracing the endeavour of the artist. He was no doubt a roal 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 liigam is 88" 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 18 preserved in the Allahabad Museum and illustrated by 8, 0. Kala
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on PL. XXA, B, of his book Soulptures in the 4llahabad Munieipal Musewm, and described :
“N. 164 Ekomukha Siva Lifga (6”%18”) from Kob. Gupta Period. The lower part
is roughly chiselled. Above it there is & plain oylinder which contains on one side the bust
of fiva”. (P.30). A second Siva-liiga similar in style to the above but with more claborate
ornamentation in the form of & broad torque round the neck, & manimali near the lne of hair
on the forehead, and a gaviksha-ohidamani ornament an the hair above, really belonged to
the Bhumara Siva temple aud was published by R. D, Banerji in his Memoir, The Temple of Siva
at Bhumara (1924 ; P1. XV ¢), This was reproduced by A, K. Coomsraswamy in his article
entitled “Indian Seulpture™ published in the special art number (dated April 27, 1928) of the
magozme The Art News (New York), fig. 16. Somehow Coomarsswamy 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, 1t was found
somewhere in the Uchahara arca and at present is in the collection of Bmt. Pupul Jayakar,
in New Delhi (Fig. 136).

The iconographic form of the Elammlkhi and Pafichamukhi Siva-lingas had been
developed as early as the Kushana period, but in the Gupta period the former became much
more popular and was extensively installed by the Miheévara tenchers in the shrines established
under their mspiration, In the five-faced form, the five faces correspond to the five elementa
aa follows :

1. Badyojita—Earth ([ront face) ;

2. Vamadeva—Water (next face to the proper right side);

3. Aghora (and Ghora)—TFire (the Terrific face on the proper left side);

4, Tatpurusha—Air (the face an the back side) :

5. léana—8ky (top face).

Siva is conceived as ashiamdrti, the Eight-formed Deity. Tt 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 Brahmena (VL 1. 8. 10-18, tinyetini ashfau
Agnirapani). For the Purina writers the theme of Agni manifesting as Rudra was a popular
one, and they have claborately described the eight forms of Siva. Kilidisa enumerates them in
the first verse of the drama Abhijfidna-Sakuntala, and says that they are the ‘eight visible
forms® (pratyaksha tanu) of Siva. The list includes the Five Elements, the Sun snd Moon,
and the Yajamina. Although at first sight couched in sacredotal terminology, the whole
conception is rational and clear ; the Five Elements reproscnt the gross body or the material
form ; the Sun and the Moon symbolize the Twin forms of enorgy or the Life Principle
expressed a8 prana and apina; the yajamdna represents the mind as explained in the
Satapatha (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 :
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Fig. 186 | fiva-linga from Uchahara; Tig, 139 Mahanata Siva in the Tandava dance
early Gth century A.D,

~ Fig. 138 Gana Fig. 140 Family of Deer Fig. 137 Male Figure
Naohna Kuthara
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’ L. Matber—TFive Elements (pafiche-bhita);
. Life—Sun-Moon (prina-apina);

I, Mind—Foocul centro of manifestation, called the yajamina of the yajfia.

In the Pafichamulkhi Siva-linga, the symbolism of the Five Blements as the Five
Face (paficha brakma) is explicit. But the Eleamukhf form was a mote subtle formnla, Here
the one face i taken Lo symbolise all the five senses or the Five Elements, all of which have
thoir centres in the head a8 ears, eycs, nose, tongue and skin, Tho linga framing the head is
explained in the Litga Puripa as the Invisible Reality callod avyalkta (avyaktarh ligam vehyate,
I11. 1), which embodies and symbolises both life (pripa) and mind (mdnasatativa). The two
rings in the ears, described by Kilidisa as karndvasakia akshasitra (Kumarasamblava, 111, 46),
and as shown in the present example, wore also interpreted {o signify the two mandales, viz,,
the transcendant and the immanent, the absolute and the rolative, the paramidkdia and dahard-
kada. The conception of Siva offers a detailed formula of the ereative priniple or cosmogony
as originally evolved in the Vedas and later claborated in fhe Purinas. The images offer
congrete iconographio solutions to the problem. The formless Litigam is the flaming Pillar of
Fire that resides within each one of us as the akshera or Imperishable Pripa, and the human
is the gross matexial form in which Tife incamates or manifests on the visible plane within the

orbit of sense-experience.

The next sculpture (Fig. I137) is the head and bust of a male figure found in
the jungle round Nachna Kuthara. Tts heightis 18”. A typical Gupts feature is the pearl
string (ekdvali) round the neck and a big nocklace pendant from tho loft shoulder reminiscent
of the fesha-hira described in the Kddambari which became known as fodare in the medieval
period. The figure is powerfully built and the head thrown up with a partial twist towards
the right.

Fig. 138 ropressnts a Pramatha or one of Siva’s gunas. Siva is the lord of
cosmic energy ; a5 Fiery Rudra he is the supreme 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 manilests himself in creation as so many ganas. The One
becomes the many, and this is creation, Hach gana symbolises the principle of individualisation
and Siva is the lord of all the ganas. A ganais aptly designated as & Pramatha, s turbulent unit
of energy, challenging and aggressive, possessing o destructive tendency, unless controlled
by the master and in tune with his cosmic dance. The gapas are represented in the pose of
frolicking young boys. They are tho wonderful Boy Heroes submitting to the power of the
Eternal Yogl or sage that is Siva. In Ssiva 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 ganas beeame a favourite motifl of Gupba architecture, to ‘which reference is made in the
Vasavadatia of Subandhu as manavake krigita (Jivanand's ed., p. B3), a8 bala-krida in the
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Kadambari (Vaidya ed., p. 52), as dharmae-bilipatya in the Avantisundari (p. 6), ind as
Sidu in the Nelzchampi. In an age surcharged with the ideal of Kumdra, the depiction of
those playful boys received ndded significance as a decorative motif in residential buildings and
shrines, The present one is & fine vigorous example of this motif duly adorned with fluttering
ringlets, writslets, armlets, o tiger's claw-pendant (vydghra-nakha) and a waisthand.

The noxt seulpture (4. 130) is reported to have como from Nachna Kuthara ;
its height is 13" and breadth across tho ayms 18}, Tt dopicts Mahfinafa Siva in the Tandava
dance, only the upper portion of the bust being now prescrved. Fortunately what hes romained,
viz., the head and the arms, adequutely illustrato the netion of the cosmio dnnes undertalen
by the deity, 'The expression on the face hespeaks great majesty and steadfast support to the
titanic pulsations of the dance. The released cnergy is expressed through the upper two arms
thythmically thrown up and artistioally 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. Tho twist of the bust towards the proper laft is & very significant featuro
marking both the, direction of the forco and the overall restraint exercised in its liboration.
Dance i§ primarily the creation of rhythms, the balancing and equipoiging of revolutionary
tensions in one restrained harmony. This sppears to be the earliest reprosentation of the
Tindava motif so far known in Indian art, and one may st once concedo that the artist’s effort
has heen crowned with complate success in the portrayal of the necessary elements of the theme,
viz., eosmic power lashing into motion but wedded to eternal poise and rest. The ruffled matted
looks, the chintd@mani jowel on the head, the ananta-valays on the arma and the bangles on the
wrists serve a8 happy items of decoration enhancing the general effect of the subjeat.

The last examplo (Fig. 140) showing & family of deer (height 16", breadth 16"),
originates from the older témple at Nachns Kuthars and wos found near it. Most probably it
was fixed iu the outer surface of the wall of the verandah, In & hilly terrain & male desr with
two does and a young one is majestically seated in o repessful attifude. The group represents

a fine trentment of animal sculpture in early Gupta art of about the beginning of the 6th century
AD*

* Fige. 137, 130 and 140 ate also in the colletion of Smt. Pupul Jayskar. Fig. 198 has boen gifted
by Smt. Juyakar to the Prince of Wales Museum of Western India, Bombay,
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30. A NOTE ON GUPTA SIVA LINGA AT MATHURA

The Muscam at Mathura though rich in sculptures of the Eushana period, still has
some apecimoens of the Gupta age which are of oxcellent artistic merit. The famous standing
Buddha of the 5th century A.D, is a well-known example as representing a quality of art
unachisved by othor less fortunabe contres. It is proposed through this Note to introduce a
group of Mulkha-lingas of the Gupta period found ab Mathura.

The temple in which the lifgas are still found stands on a raised mound on the slopes
of the MahAvidys Devi Temple from which locality many specimens of Kushina and Gupta
art were collected. A description of the temple and the Litgas is given below :—

The temple stands on & solid plinth 10" square. Tho flat roof of the main
shrine is supported on four columns each bearing two brackets which suppart four
horizontal architraves. The height of the roof i3 8° from the fHoor. The main
image faces to the Hast. Tt is not in a state of good presorvation. It is an Elkamulht
Siva Lihgam, which is 2-8" above the floor. The Mukhom is the chief object of
interest and artistically an excellent specimen of the Gupta-Vakifaka period resem-
bling the Siva Lifigas at Khoh, Bhumara and Nachana, ete. (Fig, 141) and displaying
the characteristio serenity of Siva’s contemplative mood (Semddhi), It is remarkable
that in an age when cultural life found its utmoat expression, India instead of allowing
herself to debase in & sensuous apprecintion of beauty regained her solf-consciousness
and worshipped the idesl of eternal self-control as embodied in Siva, who had subdued
pven tho 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 furning upwards
and termnating in an Amalaka shaped knot on which is shown the beautiful crescant,

, Round the neck there was a very rich neoklace of several strings. The firet string of this
nacklnce shows arranged round the central rectangular bead four big pearls, then one
amaller plaque, and again five pearls on each side. The biggest pearl is of the size
of an ordinary Amalaka and the smallest of & plumbery. In all there are eighteen

-pearls (muktas) and three rectangular beads in the string. Below this is a precious
necklace of metallio plagues whose number probahly 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 oot 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 Lifigam, Tha circumference at the upper end of the heir knot is
3'—4", at the base 3'—6", at the nosa 4'—1", at the third eye 4'—4"', Height of
the locks including the top-kmot is 11", Distance from the floor to the roof of the locks
sbove the third eye 1'—43}".

0
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The five liigas are arranged in two rows. In the first row there are thres only,
one of which is well preserved, the remsining two have completely decayed. The firat one is
a four-faced liigam (5. 29", cirenmference above Mekhald 2'8") having near the top a Mekli-
ald consisting of two inter-twining cords whose intor-twined spaces alternate with eircular
plaques.  Of the two Siva liigams in the second row the moro important one has been described
abovo, the other ia a plain shalt (Ht. 2'—3", ciroumference 2%~ 11", Tt. of the nut 1—10", Ht.
of the shaft below the nut 8") . In the middle of the nut i8 & radond consisting of thres
inter-twining cords, probably representing the Idd, Pingali and Sushumni,

Between the two rows of the lingams is plaeed the Nandi, which also scoms to be of
the same age as the litgams, It is a well earved lively figuro of & 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.




. 37. PANCHA-VAKTRA OR KIRTIMUKHA

MOTIF

This word ocours in the following passages of the Padma Purdns :

(1) 7T AATERFTEIL qT AT TSAEAAE A PR AV By ¥ STesgEd-
qaARTE T Tetafy W s awe fofd qeRrehi aEE saeAsAmone s
fefrer e afie sear g Afagd §93 11%0¢

g A fasm Ton qETEAT ST avager qqiaE §qeg @At g
HTATAT A9 A 1308

aTe ST dt TS Ao et area oo fad frdtew wd smsoEET-
aq1: ferraT Tt 130

() 7gwed qar T geEEEASgT | fewen ewer &9 o A Al 033

1. Atildya and Mahaliiyn spying in Rima's encampment were caught but treated
kindly by him. They divulged this scaret of Rivana’s ruin: ‘In the entrance
gateway to Ladki is o beam ocarved with Paficha-vaktra motil. Sukrichirys
has said that as soon as this beam iy cut into pieces, Rivana will mest his death.
Therefore, when this event takes place you shonld move to Patilsto save yourself.
This prophecy of Bhirgava Siitra is engraved on a plate. Therefors, O Réma,
you cut that Diru into five pieces by & single shot of your arrow. We shall
thereby know your might and offer stiff resistance’ (208).

When Rama 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 (daru) into five pieces, The demons when they saw this prayed to Rima
to spare their family (210),

II. ‘The wooden beam that forms part of the Gopura (in Lankd) and which is carved
with the Paficha-vaktra motif would be split into five pieces and thereby Rima

will cause your death’ —thus spoke Vibhishana to Rivana (233).
(Padma Purapa, Patala-khands, ch. 112)

It is clear from the above that there was a deep-seated superstitious belief in Lanla

that the destruction of the Paficha-vakira Diru which formed part of the chief entrance to the
capital, would result in the death of Ravana, the ruler of the kingdom. The apparent meaning
of Pafichavalira is ‘five-faced’, but it wus an architectural term meaning the decorative motif
of & lion’s face carved on the lintels of doorways or frienzea of buildings. A lon is called
pafichinana or pafichdsya because of its wide gaping mouth (the word pafiche being

-
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derived from paohd mistdre, R@mdérami commentary to the Amarakoéa)l. The Paflchavakira
motif was the same as the Kirtimukha motif of ancient Indian art., Originally the word Kirtd
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 Eanhoeri dated A.D, 493 :

aEwife featd wag Qs segd g |

The large window or opening with which the hollowing out of the rock started and
which remained as the most conspiouous part of the whole operation, was naturally called
Kirtimukha, 1.¢., the opening to the interior chastyamandapa or selaghara, This Idriimulcha
design was employed as a decorative motif on the facade of the earlier chaitya-halls. Later
on it was used to enolose or framoe beautiful human faces in the fricze of Gupta buildings,
and in the third stage the human faces were roplaced by lion-faces, when the word _
Kirtimulha became synonymous with the lion-face motif ;3

Frigaw gaed  SrE Froag gen | (Manasdra, 18.161)

According to the Manasira the front portion of the doorway (mukhabhadra) was to
be decorated with the design of a gavdksha, a circular motif enclosing the figures of a deva,
bhiita, oy:’ila, simha, hamsa, cte, and adorned by plants or creepers of foliated pattern, and this
was beautified on the top by & projecting Kirtivaktra or Kirtimukha design :

AfgFgaard g TAEER § 90 1YY || GeRRr R e |
srmiagEaa L aaeeaTayfaa (10¥y || aged sriaar g fomrsta wmadd |

This Kirtivaktra becams s favourite motif in Gupta art, and dozens of sculptures
are preserved in the Sarnath museum illustrating this ornamental design, showing s convention-
alised groteaque form, with ssveral features specially noted in the Manasira, viz, (a) large goggle
eyes (& faers earg), (b) round plump checks (3% 7oweqs), (o) fan-shaped ears like
those of an elsphant (TropsraTHfrsts), and (d) wavy lines on the lower portion of the cheeks
(weg sy FOTAG, Manasira, 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

Ealidasa :
FEEI  JUATREET: AR |
iy wt fewomed: grimt am fegeafirg 1 (Raghuvarida T1, 35)

! For this meaning of g5, ses also, AFFFArAAIFUEIL: GTHMET: FHA A TR T -
g dedigifaardeny (Bapabhatts, Harshacharita, Nirnaya Sagar 5th Edn,, p. 147; my
Cultural Commeatary on it, p. 83, wheze this difficult passage has boan correctly cxplained
in praforence to Cowell & Kane.

* JBBRAS, V, p. 82, pl. XXVI ; drch. Survey of Western India Series, No, 10, Inscriptions from
the Cave-temples of Weslern Indin, Kanheri Caves, Ina, 1, line 8.

* Bee my artiole, Kirti, Kirtimukha And Kirtistambha, VAK, no. 5 (Feb, 1057), pp. 147-151,
Decoan Uollage, Poona.



Fig. 142 Fig. 143
Kirtimukha with female face (Ajanta)
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Fig. 145
Panchavaktra torsna (Borobudur
Btupa Java)
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Fig. 147 (a)
Fig. 146 Lion-face with chain Fig. 147 (b)
Kirtimukhs (Bharat Kala Bhavan) (Mathura) Terrific Lion-face (Ajanta)

Fig. 148
Lion-face with hamsas (Sarnath)
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Of the Eight Forms of Siva, as explained in Saiva philosophy, there are three
categories :
I Mind—called 'an qAH, @"ﬁ- ﬁrﬁrﬁ; TR, H’\‘WF-‘TT. eto.
IT Energy—called syor, or srormr, or gaTaraaat, representing the dual form of energy.
III Mutter—comprising the Five Elements, qfiadt, srw, &=, arq, W, the ys=g
or the gross material forms.

This constitutes tho Ashjamart principle of manifestation, referred to by Kilidisa
a8 the eight visiblo forms of Siva (wemsrfin: yrwerfireg awmfiresaifdia, Stkuntala). We find
very ample elaboration of thess in the Linga Purdna (Uttara Khanda, chs. 12, 13). The gross
Five Eloments or the Paficha Bhiitas are symbolised by the lion, who is mentioned as the
servant of Bhiitapati Siva (Bhatanathanuga, Raghu, I1. 58). The Five Elements were regarded
a8 the five faces of Siva called Pafichanana or Pafishamulli, whose iconographic form was
concived of sa the Linga with b faces. By the nse of double entendre on the word Pafiche the
lion was also deseribed as Pafichinana and considered to be an appropriste symbol of the
Pafichamdrtis or the Iive material Elements of Rudra’s esoteric form.

The artistic symbol of the lion-face (Kirtivakéra or Harivaktre) was gradually sub-
limated in the temple architecture of the Gupta age, The Vayu Purdne giving an elaborate
description of a Sahasrapida Prasida of Siva (corresponding to a Sakasrastambla-mandapa
tample) speales of the lion-faces carved on the pillars, showing different expressions and
beantified by the chain ornament fastened on the four sides of the shafta:

T TR WERTERAITT ks el sumifawdifvey st g 9w |

ararees fegmi qa aw frafarg ke (Vayw Purdga, ch, 101)

The chain-motif with lion-faces is a typical descriptipn of Gupta pillars. Rudraand
Agni were both considered to be identical (SB. 5.3.1. 10, ete.) and to be Pagupati:

&ts o wrewey afgdgon arve g1 (Sive Purdna, Viyaviya Sam., 17.17)

BRI (Harivariéa, 2.122.24)

agufimigaan amedar wgieamr | (Lings Purana, 1.34.7)

affcegery At S ar §uadt 7 1 (Siva Purdna, Vaya, 28.9)

| The chain-motif on the pillars thus symbolised the fiames of fire and the lion-face

the Pasupati aspect of Siva. wraregs of Viyn 101. 21 has reference to the multipls forms
created by the Miya or power of Rudra. Each of the thousand pillars in the temple of Siva
corresponds to the yiipa or stake of a Vedic Yajia. The Purnanio Rishis of naimishirinya
questioned about the symbolism of the lion-faces and they were told that they represented ‘the
wrath’ of Rudra, which born from his body or the single fiery principle assumes diverse myriad
forma :

a9 qerfreyen amivie gfafer | wew: geare AfvdamreE 1333

. WA SHEWT O gdww wWt | ¥ & fagmnET & § o s s
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fagr: ®owdT yEwl wafawEn | Ao TG @EATRR T9R 99 1IRRVI

daf qEEd @ AT W g 93 o fagmrrea wEe o

T EERgrAEE AR 1R’ | ARTANY T4 90 ag@ifaee |

qywriafae W fercEnssmar awr 3% (Vayw P. Oh. 101)

The Vasfvinara Fire manifesting in each body is the fiery chain that keeps the five
elemonts in the form of lions (Simha Mahabhiiias) tied together. That Fire represents o flicker
of Siva’s Anger (Krodha), which is the same as the manyu of the Sata-rudriya litany of the
Yajurveda ; _

TAEr B AAISIAES Hq¥ A9 | qgErd & A

Each lion symbolisos 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 {Vidhana) and he as Virabhadra wrought havoc to Daksha's sacrifice :

dat  fromawe  fEEAdw dwwar | FT 9 FR AT G0 T ARG 1%
| U9 ATIM G EEATGwAre | IR TR 3T WREEATEA 1133410

The grotesque lion-face, Sihhamukha or Kirtimukha as described by the Manasdra
seems to have become very popular and a universal feature of Gupta temple architecbure,
From India the motif travelled to Indonesis where enormous Kirtémukha crown the main entra-
noce of the magnificent Siva temple of Chandi Kalasan in the Prambanam group (Como-
raswamy, History of Indian and Indonesian 4rt, p, 203).

This Kirtimukha motif received thé technical name of pafichavaktra and found a
conspicuous place on medieval tomple gateways, as mentioned in the following :

ARIUTATR g SifeeeEd WA W g gfeend v e awewa |
Fulrgieey:  METiwss g 1851 (dpardjitappichehhi, ch. 129)

v.e. om the sides of the two featoons (manddra) there should be two Kirtivakira,
whose grotesque apprearance should be indicated by frowning eyebrows, and bulging eyes,
fangs, ears and projecting horns (updritga). Or, we find in the Kaéyapa-ilpa,

TRTEAEAT (AR |

1. &, on the gatewny known as makaratorana, there should be a pirima (spase-filling
spiral or festoon) motif in the centre and on its two sides two makara-faces combined with the
grotesque form of Pafichavaktra or Kirtimukhas (Kasyapa-filpa, 12.8). . Desoribing a stambha-
torana, it is maid :

®O0 TSRty grpEtafear o aver wwowed o feadode e
(Kayapa-dilpa, 14.27)

#. & the front portion of the beam or lintel of a torang should be adorned with the
lion-face (pafichavakira) motif, and it is variously named as vekfraforana, shakaraforana or
chitratorana . Indeed in the medieval art-motifs the paflchavaktra or Kirtimulkha decoration
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had become very much formalised so that it also scemed to resemble a makaramulha,
specially owing to goggle cyes and projecting horns, The traditional architects name it as
girdsadd from the word gris meaning a lion-face, and also sdnkadd, from éasiku or an elon-
gated horn-like appendage.

We have in the Padma Purdpa a parable relating to the origin of this rather im-
portant motif of the Kivtimulkha. It is snid that once Rihu, as the emissary of the demon-
king Jalandhara, approached Siva, cansing great consternation amonugst members ofhis family

and their vahanas ;

AT FEERITEEE T 7Ee 1350
hwm&mmhgm gegeaar, | 5 Wifaget @ forer wfeer wEe g
& gEEAT W FOEIE AATEEY AEq A | QO g Svie Ffege: SqH 134
afrrer e Fawwmd wfge: oWt o OEOTE WEWE O AT AR
& Foramy aorn sgrrgeEaT wof awr | qRner whag wren wwem  franfon (ve
ae: #fgmE @nt 58w wiagn | qfedw 9w fafegs s wEm oo
THIEY a7 gAr Wi fifogaer 7 | ggEesEs S s e o o)
mfeawdfa o9 wfawfs wowd | w offsfh e dwga @isafedis w3y

(Padma Purdpa, Uttara Khanda, ch. 11).

The Chandralekha ornament on Biva's head dozed out its ambrosial fluid owing to
the fiery sniffings of the serpent Visuld, as a result of which Siva’s body was drenchéd with
it, and the series of heads became fresh with life again and muttered their practised recitations.
There ensued & 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 eprang up a mighty Gana from the pile
of Siva’s matted looks., He has three faces, three feet, three tails and seven hands—he was
the mightly Kirtimulha, 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 tha
boon : You maintain yourself by making food of those who are killed in battle. But the
Gana Kirtimulkha, unable to find any battle ground ready at hand, pounced upon god Brahma
to devour him, but was restrained by Siva. There npon the GanaKirtimukha under the pangs
of consuming hunger devoured his own body, and I:mha This bold action and devetion
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 instantanecus doom.’

The above legend makes the Kirtimukha motif a part of Siva's iconography. Siva
is Rudra and identical with Agni or Pranic energy. He manifests himsalf as Paficha-Brahman
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or the Five Gross material Hlements which are symbolised as the Tive 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 ente principium
stage, 4. e. when their duties are not specifically marked or differentinted, they have the form
of a single monster concealing all the heads in the form of matted locks, That is the Kirti-
mulcha emanation of Siva himself. Siva ns Agni is reprosented by a mapdala, which is ocon-
pied by a pulsating Purusha of tawny colour (Pitgala Purusha), who is no other than the
Akshara Purusha, or Sirya, or Angi himsell, or Kilignirudra, the personified rajogupa or
principle of activity. His placo is very conspicuous, ocoupying the centre or apex of the
main doorway of the divine temple, Any one who enters the tempe but is not conseolous or
attuned in mind to this presiding genius of life and prinic activity, becomes devoid of life in
no time, The word kirti originally signifying & rock-excavation, now becomes synonymous
with mandala, mahima or yadas and the ‘face' filling it becomes esoterically indentical with
Yijusha Parusha or Akshara Purusha, which is the same as Chikshusha Purusha residing in
the Sun. Bfirya himself is the Sirihamukha, the lion-face, the gaping mouth in respect of this
cosmos. The Kirtimukha or Face of Glory’ is Aditya itself, where Kirti from its inoceptive
meaning of ‘a chaitya-window to a rock-out interior’ is synonymous with ¥adas:
waq araqa: @ 0w (snfeen) agfy  (SB 14.1.1.82)
a1 anfaen: famese Uy @, o e, o 9, o S
’ (Uhhandogya U. 8.8.1)
The Aditya is called Pingala and so is Kirtimukha described to be Pingala ; both
are forms of Rudra or Agni. The Kirtimukla is born of the matted locks of Rudrs and
in himself hairy (jagela). The significance of this js also clear. Keén 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 Kirtimulha 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 evolution of
the Kirtimukha or Pafichavakire motif of literature and art.
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I

Recently Dr. B. 0. Crxasra hod drawn aitention to the technical meaning of
the word kirti and its cognato kirtana, both of which denoted ‘a hrine’ or ‘a tomple’. It is
clear that, though in a majority of cases the word E7sti denotes ‘a temple’, it also menns ‘a
monument’ in genoeral, ‘any construotional worle or seulptoral object intended to perpetuate the
memory of its author’, and that in this sense the word kirfanz can also be employedl. We
propose to examing the word more closely.

Tho mediaeval Sanskrit loxicons recard kirfi as an equivalent of prasida—

krtir yalasi vistare praside Lardame'pi cha
(Hemachandra, Anekarthasarhgraha).

Moxmnr~-Wirizams on the authority of lexicons had recorded so early as 1899
‘Kirti=prasida (favour) or prisida (a palnce)’. Although the printed text of the Medint
gives kirti) prasida-yasasoh and some others follow, it may be stated cntegorically that prasida
is an error for prasida and that kirt never was an equivalont of prasida. The other synonym
prasida denotes both ‘a temple’ and ‘a royal palace’, ns Dr. Cumansna has mentioned, It
is not correct to render kirti as ‘a palace’, as Monier-Williams had done ; the mesning of ‘temple’
or ‘shrine’ iz mors appropriate, but needs clarification.

Originally the word kirti signified an excavated ohaitya-hall, The earliest cpigraphic
use of kiréi oceurs in a copper-plate iuseription 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 Traikfitakas (4.p. 498):

tivat kirtih sthireyar bhajatu Sublakari satsutary pushyanamnal®
‘So long may this permanent kirld remain auspicious to Pushya's noble son I'.  'What was the
nature of this kirti monument is mentioned in the epigraph as:

Arya—idradvaliputrasya chaityarh ghatitapashaneshtakalhih........ pratishthapitavin,
i.e. ‘he established the chaityn of dressed stone-briclks which was dedieated to the vencrable
Saradvatiputra. It is to be noted that the chaitya was not a cheityamapdapa or chaitya-hall
but a stiipa which was also called chaitye. The expression ghafitapdshaneshiakd may mean
‘drossed stone blocks and bricls’ or dressed stone-bricks, praferably the latter. One thing
is glear that the monument referred to as kirti in 493 A.p. was structural and not roclk-ent.
The meaning of kirfi current in the fifth century applied to such monuments as were then

1 B, Ch. Omaasna, Kirts © Its Connotation, Siddha-Bhdrafl, pp. 38-42.
3 Published in the JBBRAS, V. p. 32, pl. XXVI; Archasologival Survey of Western Indin Beries,
No. 10, Inscriptions from the Cave-temples of Western India, Kanheri Caves, Tns. 1, line 8.
a1
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known. Stractural st~pas and chaitya-halls and Brahmanical temples had come to be erceted
in the Gupta periorl, side by side with rock-cut caves or chaitya-halls and even rock-cut
tomples.

To understand the origin of the word kirti we must look to the carlier tradition
of the pre-strusctural stage of chaitya monuments.

As firmly ovidenced by the chaitya-halls at Bhija, Pitalkhori, Konr'ane, Bedes,
Karle, Kanhari, Ajantii, ete. these selaghara, selamanjava, chetinghara 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 reol, two nisles, and & semi-civeular
epse accommodating a rock-cut st™pa. It has been admitted by oll authoritics that prior
to the introduction of rock artehitecture there was a stage when the chaitya-halls were arcoted
in timber. Snch appears to have been the chaitys-prasida of Rivana in Laika which was
reduced to ashes by Hunumin :

tatra chignih sumabhavet prisidat chipy adehyata. (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
rocle commenced with the Loring of an opening into the facade of the intended chaitya-hall,
The facade (gharamukho) consisted of two parts, a large opening above now called chaityn-
window and a lower solid sereen pisrced by three doors, one in the centre to give access to
the nave (mandapa) snd 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
through that opening. The hollowed out mandapa of the interior was given the literal de-
signation of Hﬂ:i and the initinl opening with which the cutting commenced and which served
& very veal function in the cxecution stage was naturally called Airtimukha. The ancient terms
for our modern chaitya-window must have been kirtimukhs. We ave familiar with the root
ut-kyi—'to dig up or out, hollow out, excavate, carve, engrave’. The root is shown to have
the meanings ‘to pour out, scatter, throw, cast’ (Monrmr-Wirzams), The word kirti was
a verhal noun from « &% and in the earliest ssmantic phases was considered quite adequate to
denote a modest and plain exoavated or hollowed out chamber, such as ths early cells
(garbha) and caves (guhd) must have besn. That the original rock-eut chaitys-halls must have
been so designated is also borne out by the historical etymology of the two subsequent
words kirtimukha and Kirtistambha. Let ns first dispose of the second one.

II. KIRTISTAMBHA

Literally the word kirtistambha implies ‘a pillar associated with k#t’. We actually
have such free-standing lofty pillars in front of the chaitya-halls at Karle, Kanheri, eto, As
o matter of fact such pillars formed an integral part of the carliest chaitya-prasida architecture,
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This is borne out by the description of the prisida in Lafki, of which a monumental pillar
formed a distinguishing land-mark : prasidasye mahans tasya stambha hemaparishi; itum |
utpdlayitvd vegena Hanuman marutitmajel (Sundara. 43 17),

We may go even earlier, and wo find that the stipa monument, when standing
undor the open sky, had also its free atanding pillars. The mounds of thick yellow clay ram-
med as hard s stone, at Lauriys Nandangarh offor typical examples. Their contents indicate
that they were burial mounds, In the particular mound in which a picce of gold-leal with
the figure of the Earth Gocddess was found, o little below that level was discovered a long
hollow shaft 10" in diametor showing that once & wi.oden pillar was placed there. In another
adjoining mound the shaft of the wooden pillar was found én sitw. We have another instance
in the A okan pillar installed In front of one of the Gateways of the Great Sineli Stiipa. Pro-
bably reference to a wooden pillar (sthiini) sssociated with a mound of earth raised over
the relica of the departed ones may be traced Lo the Rigveda X, 18. 13.1 The Sabhiparvan
refers to such a pillar crected on the top of o smasdna chaitya as chaityayipa, the two together
invoked as o befitting upamana in point of loftiness to Vishyu riding on Garu a2

Thus in accordance with a well-cstablished old custom the caitya-prisida was
provided with its associntive column. This cxplains the existence of Airtistambhas in front

of kirti excavations,
III. KIRTIMUKHA

The term kirtimukha was at the outset applied to the chaitysn-window or the big
round opening through which the excavation work began and gradually procesded. It was
virtually the gaping mouth of the excavated interior. The curve of the opening was rudimen-
tary in the carliest caves being broader at the base ; it then became hemispherical, the two
open ends of the curve weve still further drawn inside until it became a perfect circle in the
Gupta period. Apart from its functional role as an opening for seooving in the rock and
subsequently for admitting light and air into the dark interior of the hall, the Krtimukha
was also adopted 0s o decorative pattern and its miniature repetitions were employed to beau-
tify the cornice mouldings or doorways or other portions of the faeade, In this new setting
the small chaitya-windows enclosed hnman heads, mostly female faces peeping out of windows
{goviksha or vitiyana). On the {acade of the chaitya-hall of cave XIX at Ajanti, 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

L st te stabhnami prihivi toat pariman logasd nidadhan mo alam risham. etdm sthinim pitaro
dhdrayantu te' trd yamelh sidand te minotu. 1 lkeep off the oarth above theo, while over
thee I place this clod (or henp) of earch. May I be ree from injnry, Here let the Pitris make
stend-fast this pillar for thee, and there let Yama make sn aliding place for thee."”

? chintayimasa krishpo ' tha gorutmantavh sa chabhyaydl, kshane tosmin sa lendsich chaityayipa
tvochohdyitah Sabhi 22,22, Poona Edn,
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as decorative members of the chaitya-window patierns, and these became known as irtimul has
' or kirtivaktras. On the pillars of the Gupta period we find the Zirtémukha decoration in which
the lion-face lias been accepted ns s natural member of the pattern. But the Kirtimubhas
attained to their fullest possibility as an architectural member on the fronl portion of the
fikhara of & Mindu temple. The functionul chaitys-window or the large ciroular opening of
the excavated caves had long been superseded or lefl behind, but it was rotained as the prin-
cipal decorative clement on the facadoe of the &ikhore. This monumental liondface was
termed kirttvaktrn (taddrdhve Eirtivaltrans tu nirgeomaly it bhavayet, Manasira 18, 140) or
harivakira (kirtivaktrasi harivaltram choltavat kirayet sudlil, Mdansara, 18, 161).

IV. KIRTANA

The ward Kirfana was derived from the same root as kirtt and wsed in the samo sense.
Grammatically they are analogous to drishii and dar'ana. Trom the seventl century onwards
the nse of kirtana for a “temple’ beeamo increasingly popular. Aryasiiea had used it in the
Jatakamili as a ourrent term of the Gupta cultural vocabulary (frimanti Krtanalating nive-
ditiini satrajir ddramapadani sabhal prapat che. Jitakamild, p. 219 ; Epcertow, Buddhist
Hybrid Sanskrit Dictionary, p. 184). But the most conspicucus use of the word oceurs in
the Ellora Inscription engraved on the Kailisa temple which is called a Kirtana » kartdpt yasya
khalu vismayum Gpa $pi tan nama kirtanam akdrayata yena v@jaa. Dr. TLEeT missed the
significance of the word and rendered it as fame’ {(Ind. dne., XII. 159). Bui Dr. HuLrzsce
appraised its true meaning and worte that “the word must be taken to signify a temple’ (Ind.
Ant, X11. pp. 228-228). Huvrzscm added two examples from literature, viz. from the Ki-
dambarl (kurvan Eirtandng lekhayan fGsandnd..... Prithivish vichachire, ‘he travelled the earth

.w...constructing  temples and cansing land grants to be written. and the Agnipmrina
(kirtandni cha kdrayet), ‘cause temples to be constructed’, As noted by Dr. P. K. Acitarva,
it was ariginally Pt, Bhagavanlal Inprasr who Liad realised kirtana as o technical term mean-
ing ‘a temple’, ‘s shrine’ (Ind. dnt. IX, pp. 84, 36 and note 18). (Acharya, An Encyclopaedia
of Hindu Architecture, p. 117-118).

~ In an inseription dated V. 8. 1008 (A.n. 1036) are found the significant words kirsi-
tarh, with reference to a Vishyu temple in & cave at Udsyagiri near Bhilsa (B. C. Crmanra,
op. cit. p. 42). The past participle form kirtitar means ‘was built' and here the original sense
of the root kyi was retained in its semantio svolution.
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Tho period from ahout 300 to 1200 AD. falls into three divisions of almost equal
length during which Indisn soulpture passed through thees phases of maturity. Rtylisti-
cally, those phoses correspond to the Classical, Gothic and Rososo conventions of Western
art, In Indian hitory they are known as the Uupta (300-600 AD.), the early medieval
(600-900 A.D.) and the late medieval poriods (900-1200 A.D.). The present chapter doals
with the history and characteristic leatures of Indinn soulpture during the first phase,
whilst the last two phases will be treated in their proper place in the next seclion.

The Gupta petiod hne ofton been described ss the Golden Ago of Indian histery,
abova all in the domain of art. Tn the words of Kilidasa, the grentest thinker of the age,
tho art of tho period maybo desoribed literally as ‘fine art’ (lalita-kald, Raghuvasa, VIIL,
67), It reflocted indeed & passion for refincment that was patent in every walk of le; it
eliminatod ponderonsnass and volume and concontrated more and moro on elegance, produe-
ing ultimately a surpassing graco and delicocy which distingish Gupta work from that of
all other ages.

Gupta soulpture is, more consciously and explicitly than most schools of plastic
art, & synthesis botwoen the extornal form and the inner meaning. As Kaliddsa hes put it, it
is like the nnion of Speech and Thought (vdg-artha-sampritte;, Ragh. T, 1). The spiritnal
content underlying the outer forms of Gupta urt is writ eloquently in tho faces of the Buddhist
and Brulmanical imoges, which combine an intense religions feeling with a tranquil and
clussioal charm. Such exprossion can only represent the achiovement of a truo harmony, at
this poriod, of thonght and action in the actual lives of men. In the religious sphere the
Bodhisattva ideal of the proceding Kushaxya epoch, enjoining each to live for all, gave place
to & new idesl of tho nttainment of the highest wisdom as an individual objective (anultra-
jianavapti). Tn accordance with this now outlook, each seeker looked for reality within him-
self and strove for individual deliverance. He became himself & glowing centre of beauty
and spirituality. The introvert vision of the Gupta Buddha image is sharply distinguished

“from the open, smiling countenance of the Eushina Bodhisattva. Peace, light, and bliss,
emblems of the highest wisdom, are reflected in the radiant visage of the Gupta Buddha.
The change i visible to anyone who looks at a seated imago of Buddha carved in the Sarnath
School (Fig. 120) or the standing Buddha image of the monk Yasadinna 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 timo in the early Kushins period. The
evidence of the dated images points to the beginning of the reign of Kanishka as the time

" of its first appearance in stone. Thaimagufmmﬂoanmiadntadinthoymﬂof Kanishka,
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i.e. 80 A.D., or forty years later according to some scholars. The seated Bodhisattva image
from Katrd Koshavadeva, Mathura, althongh undated, is considered to be a typical examplo
of the art of the first contury A.D. (Fig. 250). Tf we comparo it with standing Buddha image
of monk Yadadinna in the Mathura Museum, we notico a remarkable difference of style.
The distinguishing features of the Kushina and the Gupta images of Puddhe and Bodhi-
sattva may bo briafly tabulated as follows :

KEUSHANA

Plain halo with scalloped margin.
Absenes of beaded border in the halo,

Simple background of seated figures,

»  Muscunlar body,

Bhaven hair. Spiral hairlock covering
bump of intelligence.

Bodhi tree carved on the hack alab.
Drapery partly plain and partly folded ;
folds leas siylised.

Folds of samghifi engraved.

Drapery covers the left shonlder (ekinm-
sika).

The lower garment roaching the middle
of the leg from kmes to ankle.

Presence of fly-whisk bearing attendants
in seated images.

Right hand in abhayamudrd joined to the
back slab with a projecting cushion,
[Tra& mark between the eyabrows usually
prosent:

Eyes round and fully opened ; the line of
the eyelida projecting.

Upper and lower oye-lids'equal. Figure
looking up or towards the spectator,
Plain border of samghagi,

GUPTA

' Elaborate linlo covered with Jotus design.

Prosenco of boaded bordir as purb of the
decoration of the halo.

High-backed throne with horizontal archi-
trave and brackets of prancing figures
(uy ila-lorapa), ae in the seated Buddlia
at Sarnath,

Elegance of form.

Bhaven hair type oxtromoly rare. Hemis-
pherical protuberance on head covered
with short curls.

Absonce of the Bodhi tree,

Drapery entirely shown folded ; folds more
stylised. Specimens with foldless drapery
Iaro.

Folds shown in relief.

Drapety covers both shoulders (ublaydr-
sika).

Drapery falling still lower.

Absence of this featurs,
Right hand in abhayamudrd carved free,
Sama mark absent in most cases.

Eyes elongated and slightly opened; mno
projecting eye-line.

Upper cyelid broader. Gaze fixed ab tip of
noge,

Edgo of the samghafi frilled and ornamented.
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Fig. 1561 Bhairava—Terracotta plaque from
Abichehhatra, Gupta Period.

Fig. 160 Bodhisativa Jmage from K.tré
Ke.shavadeva, Mathura Ist Century A.D.

AR AT RSV

Fig. 152 Peripatetic Aspeot of Sivawith . TFig. 153 Dakshinimirti—Terracotta plagus
the begging bowl, Ahichohlintra, Gupta Period, from Ahichchhatra, Gupta period,
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Thus the Gupta type of image shows many foatures of stylistic svolution which
can be sasily distingnished. Aesthetically the Buddha image attained & Ligh perfection
in enrly Gupta art. It becomea tho true vehicle of the spiritual quality of Gupta culbure, which
found its consummation in Parfoot Wisdom, This supremo idoal of the Mabayina was now,
according to the Saddharmapundarika, called tho Ekaging, “The Only Way'. Doth in the
goated and the stending images the figures are graccfully conceived with “wol’™ deapory
revealing the form without oxcess of folds or prnamentation. The image i= now [ully ovolved
and becomos tho nreh-type for all subsoquont Buddhes, whother in seulpture or in puinting,

and whether in India or abroad, The mudrds or poses of the hands Lbecome oluwrly defined for
specific pnrposes. The figures of the two ettendant Boddhisattvas, Avalokitedvars and
Maitraya, ostablish themselves in [ull majesty as indopondont images, Beautiful spocimeny
of them have been found ; for example, the Avalokifedvara figure in the Sarnath Muscnm
standing on & fullblown lotus.l Near the Bodhisaltva’s feet appear two tantalized spirits
(preta) with emacisted bodies whom the compassionate lord is feeding with & stroum of nectar
flowing from his right hand, Similarly the cult of the Bodhisattvas with the effigy of their api-
ritual parents, the Buddhas, became widely popular in this peried. Amongst the bost croa-
tions of the age may be reckoned the stauding Buddha of Mathurd, the seated Buddhu of
Sarnath in preaching pose, the colossal copper Buddha from Bultangunj (Bhagalpur), now
proservad in the Birmingham Museum, and tho bronze Buddha now in the Boston Musenm
—all products of about the 5th century and marked by ineffablo sweetness sud spiritunl
calm,

Another aspoot of Gupta art is ite wide geographical range. TFrom Dabpurbatiyh
in Assam to Mirpurkhéis in Sind, monuments of Gupta soulpture are scattored all over tho
country-sido. Great centres of tho art included Sirnath, Mathurd, Pataliputra, Dovagarh,
Bhitargaon, Udaigiri, Nigod, Bhumard, Ajantd, and the Gandhira province, whore n groat
mass of remarkable soulpture, in stone and in stuceo or baked clay, was prodused. Outside
Indin, the school cxercised far-reaching influence on the art of China and the Far-Tust,
moulding them into something of an all-Asian pattern, '

Architecturally, Gupta sculpture is often integrated with the invreasingly ela-
borata axchitesture of structural temples snd excavated cave-shrines. In thic Kushana period
the image was predominant and the modest shrine was only just beginuing to appear. 1t
mors or lesa resombled the form of & gandha-kwf improvised with threo plain alubs held in
position by a flat top. In the Gupta period the image of the deity, now fully evolved, found
its connterpart in & fully evolved tomple with fat roof, porch and plinth. The two match
admirably and each & gem in ite own way fite the other like jewel and ity setiing. Sub-
sidiary images and reliefs of attendant figures also find their due place in the schems of temple-
decoration, For instance, at Devagarh the main enshrined image must have contributed

1 Sarnath B(d) 1—Catalague of the Sarngth Museum, pl. XIII (b).
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not g little to tha beauty of the temple ; but so also, and more obviously, did the carved reliefs
representing subsidiary images on the plinth and doorway, The entrance of the Daddvatira
temple marlks the high point of exquisite carving. The figures of Gaigd and Yamuni in
the upper corners and the pairs of male nnd female attendants (pratik@is) ocoupying the
* lower portions of the jambs arc fine specimens of soulplure, Other decorative motifs on
Gupta doorways included figures of dwnrfs (pramatha), small flowexs (phullavalli), scroll work
(pairdvali or patralatd), the auspicious tree (Srivpksha), the full-vase (p@rnaghata), and pairs
of flying gecse (harisamald) (Fig. 11), We also find in some places the lotus and conch symbols
(4atbha and padma) carved on the jumbs. These together with the figures of Gaiga and
Yamund form o characteristic feature of Gupta art, and both are mentioned in the works of
Eilidiza, As a Uypical decorative feature of the seated images may be meniioned the
highbacked seal with a prancing horse or animal (vyala-torapa) between the pillars of the
architraves on both sides of the back, e.g. on the scat of the BarnathBuddha imege.

Boulpture also found a due place in the cave-architcoture of the period. Specially
rich in thie aspect are the facades of Oave XIX at Ajunta and of the Caves at Karli and
Kanheri, in which images of the Buddha occur as a heautiful and effective featuwre of the
decoration,

From the point of view of iconography, the Gupta ago marks an advance over
the preceding Kushéna period. In the Kushapa art ot Mathurd the earliest forms of Buddbist
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, Brahmi,
Biva, Karttikeyn and Strys, aud of goddessee such as Saraevalf, Lakehmi and Parvati. But
the artists were still feeling their way and conventions were elastio, With the advent of
the Gupta age, about 800 A.D., not only do the sculptors follow conventionalized formulas
(dhyana), but they also work on an expanded pantheon in which the number of gods and
goddesses and their lilds greatly increased, For example, Vishnu, is represented holding
diffarent sttributes in his four hands, and alse in the guise of his various incarnations (avatdras)
of Trivikrama, Vardhe, Narasiriha, B&ms and Krishga, The form of Vishyu resting on the
oosmic serpent Sesha appears in several examples, the most outstanding being the one at
Devagarh (Fig. 12). The deities Karttikeys, Indra, Bralmé and Siva also appear in their develo-
ped iconographio forms in the upper part of this panel. In the same temple are two other sculp-
tured reliefs encased in door-frames, forming mches projecting exteriorly from the temple
walls known a8 rathika-bimba, and representing two other parte of Vishnu legend, namely,
his resoue of the lord of elephants from the clutehes of & gigantic serpent (Gajendramoksha),
and Nara and Nardyana.engaged in austerities in their Himalayan hermitage at Badari-
niths (Nara-Nirdyana-tapasyd). In this imporfant temple, dediosted to Vishpu under the
name of Kedavapurasvami, were carved in the panels of the plinth the life-stories of Réima

1 Doomaraswamy, History of Indian and Indonesian Art figs, 168-181,

2
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and Kpishna, The scenes from the Ramaynna include Rima and Lakshmana practising
archery, the redemption of Abalya, Sitd and the two brothers marching to the forest, and
the episode of Sirpapakha (Figs. 131-33). In several minor puncls fixed in the upper course
of the plinth were found subsidiary scenes, e.g. monkeys making & bridge over the eea,
Bali and Bugriva combating each other, and Sugrive appeasing the angry Lakshmana.

Tho story of Krishya Lied not previously been identified in the Dovagarh temple,
but recent examination has revonled seenes from the Erishna-lili carved on seme pancle of the
plinth., The more conspicuous onee depict Krishna's birth and transference from the prison
cell, Nanda and Yadodi with the holy children in Golmla, the toppling-over of the toy-cnrt
(dakata-Tilg), and others, Perhaps the most interesting is the scone showing Eriehna recciv-
ing his supplicating friend Sudima leaning on & crocked staff, in the presence of Rukmiyg,
perplexed at the generosity of her husband. In a couple of Gupte soulptures of the Methura
school, Krishya's dance on the head of & serpent (Kaliya-damana) hae been identified.

The remarkable brongze statue of Brahma from Mipurkhis, Sind, now deposited
in the Karachi Mugeum, ie an exceptionally good specimen of the art of metal-casti g in this
period. But comparable with Vishpu in rank and popular grace was Siva, whore classicnl
story is sung with exceptional charm by Kalidisa. By devoting lis attention both to Rima
through the Raghuvamda and to Siva through the Kumarasamblave, Kilidisa, as the ro-
presentative genius of the times, points to the synthesis of the rival claims of theso two gods,
We have evidence in Kushana soulpture of the Padupatas and the Bhigavatas fashioning
their images-to win sectarian recognition. During the Gupta period Siva and Vichpu ure
no longersectarian deities butemerge as national gods entitled 1o universal aderation
oand the same high honour as was bestowed on the Buddha ; and images of Siva in the fom
of ekamukki-linga now came much into vogue (Fig, 136).

The most important group of Gupta temples has survived in Central India, namely
&t Udaigiri, Bhumard and Khoh in Nagod State and at Nachna-Kuthard in Ajaigarh State.
The temple at Bhumard has preserved a fine Siva-linga and a still finer one hae been found
at Khoh, These temples also contain images of the principsl gods and goddesses of the Brah-
manioal pantheon popular in classical times, A conelave of them is found in each temple, almoet
corresponding to their enumeration by Kalidasa in the Kumarasambhave (I1. 20-26) ; that
ab Bhumfa.rﬁ, for example, preserves those of Yama, Siirya, Kubera, Brahmé, Indra, Kirt;rfkaru
aud Mahmhﬁmmma’rdml The colossal image of Mahavariha at Udaigiri, depioting the scene of
the rescuing of the earth from the ocenn (prithivi-udvahiana) is a powerful sculpture and aflords
an instance of geo-tectonic movement expressed in art, A kindred subject is the lifting of
Kailasa by Ravans, found at Mathurd, and Mount Govardhana by Krishpa, of which a bea-

2 Eumdrasambhava, VIL, 42 (mdrte nﬁc; Gongd-Yamune tadinizm sachamare devam-asevishdtam) ;
Meghadita, T, 17 (duaropante likhita-uapushau Sonkha-padman) '

L]
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Fig. 149, Mahanirdyana Vishnu, Mathura, Gupta Period.
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ntiful example exists on o pillar from Mindor in Jodhpur State! The sculpture of the late
Gupta and esrly Pallave period shows other examples of the successful rendering of tense
eolossal movement in sculpture, of which the Mahishisuramaerdini carved at Mahabalipuram
is & good example.

In the great Siva tomple at Ahichchhatrd were recently unearthed a number of heau-
tiful terracotta plaques of large size, which had formed parb of the frioze around thenpper terraco
of the templs and depicted tho principal events in Siva's life : his destruction of the samilice of
Daksha Prajipati, his fathor-in-law, the holocaust wrought thore by his playful ganas, his assa-
mption of the terrific form of Bhairava (Fig. 1561), his peripatetic aspeot with the begging-bowl
in hand (Fig. 152), his drdhva-relas form as Lakultda, his dallinnces with Pirvetl in thé ranowod
marital life, and finally his reposeful asoctic form as Dakshipimiirti, Lovd of yoga and divine
wisdom? (Pig. 153). Withthe growth of the complex Puranio pantheon a full picture of which
cen be built up from the works of Banabhajta in the first half of the 7th contury A.D., the
agope of Baivic isonography was greatly enlarged, and this is more fully reflected in the next
phase of artistic dovelopment represented in the great temples of Aihole and Tllors built
during the early Chilukya and the Rashirakita periods.

The torracotta art of the Gupta period was a major factor in the development of the
art-consoiousness of the age, and claimed a place of honour alongside stone-soulpture, painting,
and architeoture, Banabhatta, in a poetio reference to the love-smitten condition of Vai-
gampiyana, speaks of him as being seated statucsquely like a pillar in a building (stambhita iva),
a figure in painting (likhita fva), a carved image in soulpture (wikirpa fva), or a Agure modalled
in clay (pustamaya a),

‘ Fortunately a Tair number. of temples built in brick with ornamental mouldings and
friozes of terracotta-panels survive from this perviod and are distributed over a wide area in
the Panjab, the Uttars Pradesh, Bihar and Bengal. Speaking of the Bhorkot templs Cunnin-
gham remarks: “The moulded bricks are the most characteristic feature of all the old cities
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 wers decorated with tarracotta ornsments
and alto-relisvos. 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 Sanldsi; Kaugimbi and
Srévasti, all the Brahmanical temples of the Gupta period at Bilsar, Bhitargnon, Garhwi and
Bhitrl, and also the great brick temples of Bodhga.yﬁ and Nilanda, ¢ The bricks show a

1 Coomaraswamy, History of Indian and Indonesion Art, p, 86, fig. 166 ; ASL A.R,, 1903-6, p.
135, fig. 1. '
3 Ancient India, No. ¢ (July 1947-Jan. 48), p. 167, figs, 298-302,
* Cunningham, 4.8.R., V, p. 100, pl. XXIX, 1.8,
* 4 Cunningham, 4.8.8,, XI, p. 43; 481, AR, 18039, p, 5, pl, V.
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Ahichehhatra Siva Temple,
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Ahichchhatra Siva Templa,

Yamuna. Lifesize Clay Statue,
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pleasing variety of designs, such as the nandydvarta, lotus, dogtongue, guilloche, fret or diaper,
The stucvo figures And terracottas conneoted with thase temples show an equally high quality.
The Bhitargaon temple in Kanpur distriot contains a frieze of panels with sharply defined
features of much excellence, but has not yet been adequately illustrated in dotail] The
Rimiaysna pancls from Sahet-Maliot are full of liveliness, although inforior in art, The largs
imago of Porvati from Kasie, now in the Lucknow Museum, must bave presentoed a tochnical
problem in beking, as it is always difioult to firo & clay image of this dimonsion, The
life-sized clay imsges of Gaigd and Yamuna fixed at the two sides of the steps leading to the

. upper tarrace of tho Alichchhatrd Siva temple were also remarkable specimens when complate.
By [arthe best examplos of the stuoco art of the Gupta period, howevar, were the imnges
(now mostly destroyed) on the Maniyir Math at Rajgriha, which were fixed round the base
of o circular strusture and coneisted of & Sivalinga, & six-armed dancing Siva, s four-armed
deity wrongly identified as Bapdsura, and sevoral Nigas and Naginis, the latter showing fine
and sensitive workmansghip, These soulptures affoed the capacity of the Gupta clay-modellers
to exeoute clay sculplure of considerable size. On a lower scale, the Gupts coroplasts took
full advantage of the terragotta medium to bromdesst the acsthetic message of their times.
The numerous small clay fignrines 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 & tendency towards arabesque. The most conspicuous exampls of this decoration
is available in the casing slabs round the Dhamelkh Stiipa at Sarnath, perhaps the most success-
ful examplo of large surface-decoration in this tochnique in ancient India (Fig. 119). Coutem-
porary literature refers to seroll-work as patravalt, patralatd, patringulr, ete. The fashion for
deep-out soroll-work was increasing and found its culmination in the stone Jali, of which the
earliost specimens oan be seen in tho perforated temple-screens at Aihole, that with radiating
fish-spokes in the Ladkhan temple being partioularly notable.2 This temple has been ascribed
to about 450 AD.

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 eaw in north India at this time, specially the 80'-high copper
. image of Buddha eet up by king Pirpavarman in the eatly Tth century at Nilanda, The colo-

gsus nio longer exists, but other remains at Nilanda have preserved evidenee of advanced artistry;
for example, the decorstive reliefs with beautiful kinnera motifs and lotuses in Site I, and

1 481, AR, 19088, pp. 816, pl. I, V, and fig, 2. .
* 481, 4.R., 1907-8, pl. LXXI,
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o series of more than 200 sculptured panels in Site II of the 6th-Tth century A.D.1 The
Gupta soulptures and detached images at Sanchi aro “infused with the same spirit of calm
sontemplation, of almost divine peace, as tho images of 4th and Gth centuries, but they have
lost the beauly of definition which the enrlior artists strove to preserve and, though still
graceful and elegant, tend to become stereo-typed and artificisl ,"2

In the Madhys Pradesh the brick temples at Sirapura (sncient Srlpura), Rijim and
Kharod, oach has o stone doorway in typical Gupta style showing figures of Garigi wnd
Yamuni, The door-lintel in the Bajim temple, 3 miles from Sirapuras, ropresonts a bust of Siva
finnked by Niga figures, whose tails knot and intertwina and make a bold and very offective
pattern.® In the tompls at Kharod tho stons door-frame of the sancbum is & woll-cxcouted
piece of sculpture, The inner frame mouldings and jambs aroxichly carved in conventional or-
naments in which mafkara, lotus medallions and rising scrolls are most conspiouons. At sach
side of the dvor-frame is a well-carved, life-size femals figure, standing under an umbrells and
attended by a diminutive maid, rapraaanmug the rivergoddessesd”’

VA8, AR, 1916-16, p. 12,

® Marshall, 4.8.1, 4.R,, XXII1, XXIV, Guide to Sanchi, p. 22,

* A8, A.R., 1009-10, p. 14, fig. 3, _

¢ Cotsens, “"Ancient brick Temples in the Central Provinees”, 4.51,, 4.R., 1000-10, p, 16,

pl IV (1),
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40, HEARLY MEDIEVAL PERIOD
(Seh—Dth Century)

On the browk-up of the Gupta empire in the ninth century the current of its fine cul-
buee also received a sotbnek. We enter upon the seventh century ee the period of trangition
betwoen tho Gupta and the early medieval age, In this transitional period the older convention
of att began to bo replaced by newer conceptions which were characterised by & conscious
forco and an urge for vigorous oxpression. With the rise of the Rajput states in the different
parts of tho country in the eighth contury many institutional developments of great value for
the futurc avolution of society wore witnessed. In the sphere of art the refined and vestrained
convensions of the Gupta period were replaced by colossal creation and cosmic conception,
Art now fulfilled its purpose, firutly by gigantic exccution of such monuments as the Kailida
temple of Lllora ; secondly by the compreliensive narvation of cosmic themses taken from the
life-stories of gods nud demons, and thirdly by interpreting the spiritual message of the age
through a significant symbolism. Wae find that in the domain of philosophy, Saikaricharya
proclaimed the unity of the individuel soul and the universal soul, Atmun and Brahman, The
old idess about man and lis powers cireumseribed within the mortal coil of three and o half
cubits were no longer sufficient to satialy the inherent, buman craving for greatness and expan-
sion. All departments of human thought seam to hove beon affccted. No longer eatisfied with
the tame, flat-roofed shrines of the Gupts pexiod, now fashions in architecture concerned them-
gelves with the developmenta of the §ikharas and the mandapas, and bold architects worked to
convert entive mountain blocks into monolithic temples resembling Kailada and Meru. Both
royalty and the people were moved by the same spirit. The Kailisanitha templo of Ellors was
the outeome of the grand conception of the Rashtrakifa 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 eaxth, as if it were, in the form of the
Kailasaniitha shrine for the visual delectation of the pious and devout worshippers.

In the social and religious spheve the same spirit wae manifested inthegrowth of such
institutions as the Saptasigara-Mahadina (Gift of the Beven Oceans'’), Brahmanda-dana (‘Gift
of the Universe"), Dharitri-dana ((ift of the Earth’), etc., an index of the increased tempo of
man's aspirations, Inthe realm of poetry the figures of spesch (alatiikdras) became subordinate
to an uncommon fondness for Atidayoldi or hyperbolie deseription. 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 convengionalised descriptions and trivial details of the peetry
of the Inter medieval period, The high sounding titles like Paramabhaffiraka Mahardjadhirija,

% ‘
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Paramesvara of many a potontate ruling the country from ono ewd to the other and alsw the
doseriptions of the universe-enveloping dust stivred by their marching hordes give us some idea
of the unbridled passion (or big size und glory that was the rampant voguo of thint age.
The national soul bestriding the vast expase of land and ooean: from Madliywledn o Svara-
dvipa and Srivijaya in Sumited on one side, snd to the Leeming Contral Asiun cibios on (e
othor, witnossed an unprecendented eultnral ompive unknown before or after in the hirtory of

Groater India.

The medieval period of oue history fulls into two  divisions: Karly Modioval
(8tht-9Lk cont.) and Lute Modioval (106h-126h contury).  Mour geenl imperinl powoers strived for
supremacy in the st period, viz. the Guepwra-Lratihiems in o north (Kanagj), the Rishtra-
kitas in the Deccan (Minyakliota), the Pullavas in the fur sovvth (Kanchi), and the Pilus in
the sast (Bibar—Bengal). Tho architectural monumonts of the Gurjara-Prutihirus in north
India have rolled into dust, leaving the whols Madhyndeda a blank for old Bralmanieal temples,
The Rishtrakiijas were more fortunate, having loft the magnificent Kailisa temple of Tllora,
a8 an immortal mouument (o their glory, The Kailisa temple of Dharipud (Eleplsots), al-
though a littlo later, is 1 the same tradition, combining rich seulplure with beld architecture.
The Kailidanitha temple of Kanchipur in the south is & Pallava monwment eloquent with the
game spirit, bul rather conventionalised. The sculptures und images of the Pila school helong
to the early medieval art, and al times show genuine grace and feeling,

The Pauriinic stoxies of the lives of gods und geddesses play an important purl in the
soulptural ropresentations of this period, The triumphant exploits of Siva and Vishpu sym-
holise the spivit of the times and give power to its art, The image of Siva Naturéja performing
lhis cosmic (dance was coneeived nnd croated in this period and makes ologuoent at one point the
artistic nrge of the times, Siva vanqguished 1l demon Gajisura, contralled its riotous energy
and discovered & new rhythm of life in the form of his Tandava danea, The images of Siva-
Tandsva in the Lakhimaydal temple of Princess Tévari (oightl century) on the banks of the
Yamuni in the remote interior of Dehradun district show the wide extension of this motif.

LATE MEDIEVAL PERIOD (J0h-I12(h contury)

Both seulpture and architeoture entered on a new lease of creative aotivity and
elaborate workmanship in this period. The groat centres of art weve Khajuraho in the north,
Mount Abu and Palitanw in the west, Tunjore in the south and Bhuvancévars and Koyirks in
the east, Under the patronage of the powerful Chandelli kings and the Parmira rulers of Malwa
& large number of temples with rich sculpture were exceuted. The Khapdiriya Mahidova and
other temples of Khajuraho are noted monuments of this pariod. King Udaydditya and
Bhoja of Malwa also coused sevoral big tamples to be built of whicl tlie Nilakangha or Udaye-
évaro temple built by Udayaditys (1059-1080 A.D.) st Udaipur in Gwalior State represents the
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best shylo of this period and is in fue preservation.  The Juine temples of Dilwara at Mouut
Abu are in marble, and the very elaborute earving of their pillurs and roliefs shows how the
goulptors handled hard stone like soll wax.  In the Sun temple ab Koniirka and in the temples
of Bhuvancédvara the oluborute wealth of heautiful seulpture and decoration s roached extreme
limits, testilying to n passionnto love for oxubernul deinil ne the universal feature of ark in
this poriod.

Bovaral foatires may be notod nbout the subjecty ropresented in this perfod. The
ivonography of tho principal Pauranic gods and goddessos that hud been ovolved in tho carly
modioval age entored into & now phase of claboration, londing to an inconceivably complex
panthoon, almost onch deity rovelling in a multiplicity of liands, atiributesand variety of forms,
An infinite number of goddesses, Matrikis, Yoginis, Yakshinis, Sisana-devatis, sto. took the
place of what, used to be a vilal religions art with significant religion. The iconographic forms
were supported by a number of Dhiyinas, Dhirayis and Sidhanamilis,  We also witness a con-
glomoration of numerons enlts and faiths—Vaishnava, Saive, Sikta, Jaina and Banddlia, which
multiplied and {reely mot and mingled with one another. Vajrayiina, Sahajayina, the eult of
tho Biddhas, and the Nitha Yogis, of the Tintrikes and the Siltas, and many other imbecilo
forms of worship were serving as props for the religions baliefs of the people. There were many
corrupt philosoplies based on [roo soxual relationship, almost clovated to o religion. We
witness it8 influonce in several medioval temples portraying o series of ‘posture figures’, re-
prosonting the cighty-four Karapas or Ratabandhas. This erotic basis of art and philoséphy
found its culmination in the later images representing (e gods and thejr female counterparts
in Yab-¥Yum (‘Father-Mother') poses.

In the domain af philosophy the rational power of man bocame inoffective to conguer
new rogions of thought or master now systoms,  As a palliative, the human mind keeps brewing
and boring at its own centre, entering into futile details of ratiocination like the beetls which
bores through the wood at the point under its feet, As a vesult we find that the system of logio
pursued in this period is reduced to a bundle of abenrd niceties and new off-shoots of thought
are nipped in the bud by the doublo-edged sword of hair-splitting avachohhedaka and avach-
chhinna. There was cnough vanity, but little scope for original creation,

In the field of art also hardly any scape 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 stercotyped diydnas of images, and indulges in eutting deeper and deeper
into the outline of scroll-work until the chisel drills through to the other side of the stone, leaving
behind a vaenum of jali work from which its narrative contents had ns if it were been squoezed
onty

In the realm of architcoture thore i the samo partiality for details. The varietios
of Prisada, Jagati-Pitha (hasement) and Sikharas with their innumerable spires (andas or
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or dringas) are perplexing, and it is doubtful if the classification was not more theorotical
than real.

The religious synthesis betweon Brahmi, Vishnu and Siva was expressed graphically
in the form of the Trildita shrines or triplecomposits tomples both in the Chandella art of the
north and the Hoysala art of the sonth, The plan of the temple combined throo shrines in three
directions leaving the fourth as the entrance; the threo sanctums opened into a common
mandapa, and over the roof of nach was built a &khare. Tho art of this poriod still breathing
Emm& foree and & certain degroo of {reshness mayhe compared to the lnst glow of a flickering

P



41. A NOTE ON SCULPTURES AT LAKHAMANDAIL?

Thare are some important seulptures of Hindn gods and goddesses at Lakhamandal,
u place of groat antiquity on the Jumna in the Chakrata Tabsil of the Dohra Dun district,
It is sitwated at a distance of 24 miles almost due enst of Chakrata and can be covered on foob
in two days. Tle soulptnres are assombled at two places, firstly built into the side walls and
ualso placed on the floor of the antardls and of the sanctum of the Likhedvara temple, and
secondly collectod in the closed shed built for the purpose by the Archacological Department.

Tho prosent antardle of the temple, which is & later addition to the Likheévara shrine,
contains the following images :—

South Wall—In the first row is a Saptamatrika panel (length 4'—13*xht. 1'—0)
depicting the Seven Divine Mothers, Brahmant on full-blown lotus, Mahedvari on bull, Vaish-
navion Garada who has a human face and two out-spread wings, Kaumir! on peacock, Varihi
on o prostrate human fignre, Indrint holding Vajra and seated on elophant, and Chimundi
on 8 Preta. The lotus in place of harhsa in the case of Brahminf and the human figure as the
asana of Varahi are remarkable fontures,

In the second row is also o Saptamatyikd relief (8'—4"x 10§") with Virabhadra on right
and Ganapati onloeft, followed by two more sonlptures, viz., one showing astandingmale figure
(ht. 1'—104" ¢ 11}") with a bull behind him, and the other a figure of six-armed Mahishisura-
mardinl, 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 kirija mukwia, pearl ear-rings, ekdvali
poarl nocklace, armlots and wristlets, The hair loosely fall in frizzles and & soarf is worn on the
arms. A short dhofi is seoured by a mekhald kmotted in front with a loop over a floral pattern
from which dopends an elegant chain going round like festoons, which ehows 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 8th century A.D.

In the third row are five smaller images including two Karttikeya figures, one Sap-
tamatriki relief and two Hara-Gaurf images, The first Karttikeya image (1'—38"3<10") is of
interest as besides the peacock vehicle in the centre are shown two more peacocks one at each
end looking towards thogod. The second four-armed figure of this deity hes six heads arranged
in & double row of three each, but is of & very late date. Tn the north wall of the antarala, are
small statuettes showing Hara-Gaurd, standing Vishnu, a female goddess probably Durgi, La-
kshmi-Niriiyana, and a big rounded stela showing Siva-Parvatl seated in alidgana-mudrd
(ht. —0%1'—10"), Amongst loose seulptures placed on the floor two are noteworthy, one
reprosenting Siva-Parvati (ht. 3'—2" % 2'—2") seated on Kailisa and the other showing squatt-

1 In collaboration with Pt, M. 8. Vats,
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Fig. 154, Tmage of Dvarspals, Takhimandal.  Wig. 165, Fourarmod Siva with Pirvati,
: Tiakhamandal.

=

Fig. 158, Siva-Pirvat] seated on Kailisa with  Fig. 167, Tripurintaka Siva, Lakhimandal,
Nandi. Likhamandal.
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ing Kubera with three tronsure vases. Both the images nto of sousiderable artistic intorost and
maybe dated to the early medioval period. (Cirea 8th century AD.) Inside the sanotum of
the Lakhedvra tomply is o Siva lings in worship. About two dozon sonlptures of the late me-
dieval perioil ave plasod along Llie walls comprising § images of Hara-Gaurl, 4 of standing Siivya,
& of Dargii, | of Pirvatl peclorming pemmes, | of Siva as Lakulida, 1 of Nagn, 2 of Visha snd
a fow obhors.  Au imuge of Ritrys placed along the contral wall is prominent (3'—0x 2°—0),
It shows tho god holding Jobuses in both hande wearing boots and atlended by Avune and the
emallor figuros of Danida and Pifigula.

The wooden porgh in Lront of the temple is renwrknble Lor some goud varyings of &
symbolical natnro and has (wo Nandi bulls (longth 4'—3" ; 3'—3") placed in front which aro
made of the samo fine bluck stono in which aro carved the two Dyvirapals images of Jays and
Vijayn in [ront of the largor Lings shirine in tho northern part of the compound. These Dvi-
rapile figures are two-nrmed, each Lholding o mace in his outer hand while the inner hnnd is placed
on tho thigh (Mg, 154), liach wears fine jowelled mukuga, ckévali pearl necklace with s contral
elonguted bend, shorl junghilis or lmo-clothes seeured by o givdle, their busts being extremely
woll-done both as regavds finish sud polh.  On siylistic grounds these figures maybo assigned
to the Gupbe period (ciren 6th eontury AD.),  The two Nandi bulls and the biggor Siva lings
(girth 6'—81", 1L, above floor 2%), which was reinetalled ab somo later date in its present
position in the northern purd of the compound, probably belong lo the carly medicval
poriod.

Of tho throo exterior niches (Sauskrit tfasr) of the Lakhedvars temple, the north
onecontaing un image (Fawifaeg) of Mahishisurmardin in its original position ; {heniche on
tho wost is oceupied by & emall veliaf (Lt. 1'—7") showing two fomale figures, with two atten-
dant parasol-beavers, the right one on lotus bewng Lakshmi and the left ono on makere being
Gangi: The thivd niche on Ve sonth sido is now empty.

The niehes wern surmounied by a chaifya window or terana ornament containing an
image of Kirttikeys on south, Ganapati on west and Kubers on north.

In the sculpture shed built by the Archaeological Department are collected about
T0soulptures, These have now been arranged and classified by Mr, M. 8. Vais, Superintendent,
Archaeologioal Survey, Northorn Civele, Apra, Almost all the images appertain to the Saiva
panthoon and most of the benutiful architectural picces bolonged to the Saiva templo built at
Lalkhamandul by the Princoss évard whose inseription incised on a blackbasalt slub is preserved
in this collestion (Fp. Indica, Vol. I, pp. 11-16). The sculptures roughly belong to ihres
differont peviods, viz., (1} cirea Bth contury, that is, of the Lime of the Princess Iévari, (2)
late medioval period ot cirea 12th contury and (8) post modieval period, in., about the 16th
eentury or later, - ' : &2 . - - e
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Amongst images of the fixst period the following five are of much artistio value :

1. Image of Siva-Parvati (ht. 3’—7" 3 1’—10") showing four-armed Siva standing
with his gonsorl Parvati ngainst Nandi bull whose regardant head is turned towards the divine
oonple in rapt attontion (Pig. 155), Siva is playingon Vindwith his two upper hands, theremain-
ing right hand is holding u trident (1) and the correaponding left hand touches the left breast
of Parvati who is lolding a garland in her hand near tho thigh. Siva has jejdjde on tho head
with somo locks falling on right shouldoer and is woaring a necklace, a poarl oar-ring in the
right ear and a big disoular ring in tho lof't, armlets and wristlots, and lastly a beaded givdle with
tho drdhva retas [oature markoed on it. Pirvatf is also olegantly drossed, wearing a bodice and
a sari, a poarl car-ring, an ekdvali necklace, brucelots, a girdlo and anklots round tho fect.
The soulpture, although somewhat weathorod, shows much artistio quality being marked by deop
harmony and an oxpression of inward joy. Circa 8th centwry A.D,

2. Basuelief showing Siva-Parvatl (ht, 3—0x2'—1") seated on Kailisa with
Nandr bull, standing Ganeda on right, Kirttikeya on left snd a Siva gays in affjelimudni in
the centre (Fig, 156). Siva holds & trident and a mFtulutga fruit In his right liands, & snake in
the lower loft, while his upper left hand embraces ParvatT at hor breast. The divine couplo is
ghown experiencing ocstatic pleasure in their abode on Kailisa, Circa Bth contury A.D,

3. Bas-relief (3'-2"X2'~4") showing Siva in his Tripurantala form. Sive stands
in pratydlidha posture and is piercing the demon Tripura poised in the sky with his trident
held in two hands (Fig, 157). Two other hands hold aloft the canopy of clophant slin. OF the
remaining right hands one holds the puradu and the other is held in abhaya mudrd, Tarvaii
is seated in & low seat in front of Siva, The god is touching her at the chin in the act of reas-
suring her. Bhe iz holding ber son Kirttikeys, standing by her side, as if to afford him
protection from fear caused by commotion in this great drama.

Tripura seems to be depioted in his triple form, once being trampled under the
left foot of Siva, the middle one in the antariksha region is haggard and shown standing help-
lessly with a dagger in right hand, while the topmost form afloat in the sky is being pierced
by Siva's trident. Near the right foot of the god stands a gapa in the attitude of adoration,
while the tall form of the deity majestically fills and dominates the whole scene. His matted
locks stand erect on head and are secured at the lower edge by a fillet consisting of skull-
bosses, He wears a long skull-garlend (kapdlamald) and a mige-yajfiopavita. (Circa, 8th
century A.D.). There are two other reliefa showing Siva killing the demon Tripura but they
are not so well prescrved.

4-5. Bas-reliafs (2'-2"x 1'-10}* ; 27" % 1'-}") showing god Saiilcara in his tandava
dance. The eight-armed figurs of Siva halds a canopy of elephant gkin on the head with two

hands ; of the remaining three right hands one plays the damars, another touches the ohin of
Péirvati seated on his proper right and playing on a vipa, while the third one is shown in the
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yeja~hasta pose. The corresponding left hands ave held in ablaya-mudrd, grasping the trident
and placed at the hip. An attendant gaya is seated at the left corner with n pair of upright
drums in front. TIn the second bas-relief Pirvatl is seated in the lower left corner. 'Tho seulp-
tures aro expressive of movement combined with serenity. They maybe dated to about
the Bth-9th century and are reminiscent of the Lest {raditions of Ellors art.

Thore ure five other images showing Siva-Phrvatl seated side by side in {he nsual
dlingana attitude, These may be assigned to about the 12th contory AD.

An imago of Parvatl (No. 14, ht. 2'-2" x1'-1") showing the goddess in the aol of per-
forming penance is also worthy of attantion. Virvati hos a fomale attondant on aither side,
her right foot is pleced on  lion and the left one on the buck of the bull. The goddess is
standing in the midst of four burning five altnrs and holds o book in her loft lower Land, the
other attributes being lost, A Siva-linga is carved in the right upper corner. Pirvat
wears simple dress and the image may be assigned Lo the same period as the foregoing soulp-
ture of Siva-tindava, i.e., about the 8-9th centiny A.D.

There is also u statuctte of Durgd on lion and three images of the goddess Mahi-
shisuramardini (Nos. 16-17-18), one of which with a rounded top (2'-5"X1'-5}") may belong
to nbout the 8th century ALD.

There is alto & boautiful image of Kubera (No. 23; 12" X 1'-6") squatting with
three treasure vases arranged in & row in front of him and wearing curly hair and also having
a soarf tied round Lis belly, Date cirea 8th century A.D,

A couple of Ganupati images (Nos. 20, 21 ; ht. I-8"x1"-3}") date from aboul the
1%th century and u bas -reliel (1'-0"x 1'-2") showing four-armed Vishnu sleeping on Sesha
dates from about the 16th century A.D.

A prominent lintel (No, 24 ; Jength 5'4", 1'-4") showing the Baptamityikis with
four-armed Virabhadra on bull at proper right and Ganapati on left is also note-worthy as
Vicabhadra, Maheévari and Chimundé alone have four hands each, the others having only
two hands, Circa 12th century AD. 5

About half a dozen Siva lingams of various sizes have also been collested in the
museum shed. Thers aro also about thirtysix architectural pieses, some of good merit, consis-
ting of door-jambs and temple pediments carved with the chaitya-window enclosing the
Trimfirti form of Siva heads, this motif being & very common feature of Saiva temples all
over the hills of northern Indin. One soulpture (No. 87, length 88", height 2"-4”) consisting
of threo pieces is exceptionally good, the Trimfrti form shown in its cirenlar gunk panel on
the central pisce being very dignified. On the side pieces adorned with beaded borders are
oarvad hamsas with conventionalised foatures. This a8 also a somewhat smaller pediment (No.
36) in one piece only (5-64" % 2"-4") maybe dated to about the 8th erntury AD., and mnst

e
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have formed part of the impressive froade of the monumental Siva temple built under the
patronage of Princess Iivard. Many other pieces of pedimonts showing either the Trimfirti
heads or & singlo hoad are also preserved and reveal varying dogrees of artistic merit,

An architectural pioce earved in the form of & door-way (1'-1" % 1°-7") with central

slit to nccommodate n miniature shrine is carved on the jambe with two vertioal bands, the
inner one showing a foliatod scroll and the outer onn the Dvirapilas along the lower edges.
Karttikeya on proper vight and Gapapati eating swoet balls on left are shown in the upper
corners. Abovo the lintel is a Siva hoad with threo eyes. This picco possesses considerablo
merit and must date from the post-Gupta period.

A. L

A. 3.

A4

+ A.B.

INBCRIPTIONS

Inscribed slab (2'—10}"x 1'—0") bearing 14 lines of writing known as the Lalkhamandal
Prafasti, recording the dedication of a Siva temple by Tévari, wifs of Chandragupta, prince
of Jilandhara (Ep. Ind., 1, pp. 11—15),

Insoribed elab (1'—10"x1'—5}") bearing the cpigraph in o sunken panel. The writing
originally consisted of about 20 lines in Gupta seript of which not mere than one-fourth ia
now indifferantly preserved. (Edited and published elsewhere in JUPHS. XVII (1)
An irregular slab (1'—113"x1'—6") inseribed mt.h aevafml irregular lines of writing in
Sankhalipi of the Gupta Poriod.

Left hand piece of & rectangular insoribed stone slub (Lit. 97%8") containing traces of b lines
of writing in Gupta seript, Hemoved from the Lakhedvars temple to the mussum shed.
An irregular slab (2'—5"x1'—4}") besring & Devaniguel inscription in six lines dated in
Vikrama Sasivat 1954,
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This nice lintol (ht. 117 ; longth 26" ; width 11%) originating from & village named
Thiverhedt, 16 miles sonth of Hardwar, ix now deposited in the Gurukul Kangari Muscum
at Hardwar, Ttis o weleome addilion to o atyle of art, of which only fow spocimons are known
in north Indian seulpture. The whale soane is very animaled and the composition of the
figures ia rendored with gront mastory and success, The force and dynamic application of
powar a8 approprinte to the ocension of the chuming of the ocean are manifest in every detail
of the Reulpture, epecially in the poses of tho figures on the proper right side (Fig, 158).

The scene ropresonted relates to Samudeamanthans, churning of the ocean by
the Dovas and the Asuras. Tho cosmie sorpent Vilsuki was used by them as the churning rope,
Mount Mandariichala was employed as the churning stick and its end rested on the back of
tho cosmic tortoise. Tho story says that the gods were relegated to hold the tail portion
of tho serpent as a mark of their receiving inforior treatmont from the Asuras, who caught
hold of tho head of the serpent by virtue of their being of elderly rank. In the pioture we
find eight Dova fignres holding the long body of the serpent and using their strength to pull
it to their side. Tho figures have matted locks and beards. The bodies of the first two are
shown slanting with the faet planted firmly on the ground and the busts excrting backwards,
In betweon the first three figures thero appear two more heads probably attendents or spec-
tators. The third figuro is woaring o lafgoji and the serpont passes under his right arm. His
sarious-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 fignre 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 ix standing in an opposite way, with its
back to the visitor, the serpent passing under his armpits. The next two figures are facing
towerds and ?tanding nearest to fhe churning stick.

In the left corner of the rcliof, thers is one figure which must be that of an Asura,
He ir holding the hood of the sorpent, is wearing & conical kulah cap, and has o short beard
and pointed cheek bones like thoss in Bassanian figures.

In between tho first and the socond figures on this side thore is & longish object
around which the body of the serpent is coiled twice. It ie the churning stick in a jar (ghata)
placed on & mountain below which rests on the back of a tortoise,

The sculpturs seems to be the work of amaster. Its crowded but well ordered
composition, the animated poses and vendering of the bodies in a rveplistic mauner mark
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it a8 o work of extra-ordinary merit and an ontstanding specimen of north Indian seulpture,
The concontrated exertion of fores, the pressure of crowding figures and the tension of feeling
ave effectively rendered, permeating the entire scone. In the gigantic trial of strength bet-
ween the Angels and the Titans, or the cosmic struggle for supremacy— the Dasvisuram—
the Devas appear to have had to summon much greater reserve of power and tho application
of corrbined strength than the Asuras who seem to have teken it easy, As against eight
Deova figures only one Asura is pitched and the expression on his faco shows the sasy assurancs

of victory, On stylistic grounds the soulpture maybe amsigned to about the soventh century
AT

Fig. 168. Samudramathan soulpture from Hardwar.



48. THE KARDAMESVARA TEMPLE AT KANDWA, BANARAS

The small temple of Kardamedvara Siva is a remarkable monument of medieval
architeoture being the only surviving specimen of the Gahadawala period. Tt is situated on the
Paiichakrodi road or the oiroumambulation (Pradakshini Patha) of tho hely eity of Bonaras at
a distance of two miles from the Hindu University towards its west. It marks the first stage on
the Pufichakrodf yitrd. :

Bited on the western bink of a reclangular tank lined with stone slabe and having
ghafs on its wides, the tomple stands on a raised slepped plinth witl; its doorway facing gnst,
1t s n trivatha temple and has o emall porch atbached to it on the cast. Bach sido consists of
s middle projection the Rahapaga (zger==1qqs) flanked by two recossed sides, each consis-
ting of bwo parts, viz. the Anuraliapaga (m] and the Kenakapaga [ﬁmﬁqﬁ] The
plinth (Prieh{ha) conaists of & double moulding. Above it is the vertical projection consisting
of the Janghi in two parte, the Talnjanighi and the Uparijaiighi separated by a projecting
Kapotivall moulding, The lowermost conrse in the Telajaighd is adomed by decorative
floval motifs in niches, The Talajanghi contains three seulptures on cach of the three sides of
the temple, one in the contral niche (rathiki) of the Rahapaga, and one each in the Anurahapaga
and Konakapags. On each of the north and south walls there is one panel extra, The Upari-
jarighd contains only one imake in a central niche on ench of the three sides. Fach face of the
temple thus has four images, and the threo sides have twelve images in all plus two additional
onea on the north and south walls,

WESTERN EIDE

(1) Talajasighi, central niche. Four-armed Nagarija holding damaru and Tridila in
right hands and & skull and ghanta in lelt. Below is Nand! and s gana playing on drum,

(2) Talajanghi, proper right side : Fonr-srmed Brahmi holding sruva and aksha-
wali in right and Veda and Kamandalu in left. A hathss on the pedestal below.

(8) Talajatighi, proper left side. Four-armed Vishnu holding gedd and padma
in right and Chakra and Saiikha in left hands, There axe four attendant fignres round Vishnu,
end Garuda on the pedestal below.

(6) Uparijanghi. Four-armed Vishnu holding attributes similar to the above figure,

SOUTH SIDE ;

(5) Talajanighi, central niche, six-armed Siva seated in Padmisans on & lotus
with Nandi in front, Siva is holding a triéiila and lakuta in right and a khafvaiga and ghanta
in left hand. ‘The romaining two hands are held in front in the exposition-pose (Sarhdarhén
mudrd), the fingers of the right hand hold an akshamala.

(8) Talajangh, proper right side. Umi-Maheévara seated in lalitdsans, Gapeda
in upper right and Karttikeya in left corner, Nandiand lion shown below, and also two atten-

dant figures, .
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(7) Talsjatghi, proper left hand side : Umi-Mahedvara seated on Nandf, In the
upper corners garland-bearing celestial figures, and in the oentre s row of five linigas, Below :
In the middle portion of the panel on the two sides are Ganeén and Karttikeya.

(8) Uparijatighd : Uma-Mahedvara on Nandi,

(9) Talajanigh, central niche: Right-armed Siva ns Vira-bhadra standing with

* loft leg forward in o pose oaled piatyili The, 1o ia holding a slcall in left hand, other attributes
being lost. A gajacharma is thrown over the head.

(10) Tilajanghii, proper right side on Anurahpaga :  Four-urmed Balarama, holding
hals and cup in right and musala in 1efL hand. with a snakehood canopy above head ; standing
by his side is his wile Revatl, Balurime is wearing an ckivall. Biylistically this scoms to
be an earlier imago by about a couple of centuries (Gurjara-Pratihra in style), which was
incorporated later as o panel in this temple or copied from an earlier model.

(11) Talajanghi, proper right side on Konakapaga: Four-nrmed Ardhaniriévara
Siva with tristila in right and darpana in left upper hand, The usunl male and female features
in the two halves of the body arc indicated. This is an additional image on the north wall,
the corresponding one on the south wall is completely defaced.

(12) Talnjanghs, proper left side between Anurahapaga and Kopakapaga: Four-
armed Mahishisuramardini piercing the buffalo-demon, who is slso shown in human form.
(18) Uparijaighs Rahapaga: Two-armed Vimana, holding right hand in Varada-
mudré with a lotus in the palm, and the Sailkha in left hand. On right is the figure of king
Bali and on left & female figure probably Prithivi, and another woman seated on ground with
folded hands.
PORTICO i
The portico is supported on eight pillars, arranged in tworows. The two pillars of the
back row support the vestibule (antardla) in front of the doorway. The figure on the
door lintel (laldga bimba) is damaged.  In the proper right wall of the vestibule is an image
of eight-armed Mahishdsuramardini killing the buffalo-demon and on the left wall iz a figure
of dancing Ganapati, now worn, On the two jambs of the doorway are images of the river
goddesses, Gangd 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 dvirapila and on left a female attondant above whose head
in & Nigakanyi in afijalimudrd. Ganbgd wears a crown on head with a horned Kirttimukha
ornament; in centre and pear! festoons on the sides. Bhe is wearing round the neck a borque 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 Bmalaks, on whmh
is 8 kalada and then an ayndha

re———— '
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Vistu-Siral is the nume of an interesting work on architecture written by Thaklurs
Pheru in 13156 A.D. in the reign of King Alauddin Khiljl at Dellii, as stated by the author
himself, Yt must have served ns a practioal handbook for architeots of Jaina temples in the
carly Bultanate period. 1is value for us lies insupplying architectura) texme ol precise significance
applied to various parts df a templo building. TExoopt for differences in the images installed
in the sanctum of the religious edifices of the Iindus and the Jainus, the templs architecture of
both was subutantially identioal, and more often than not the same artists and architects wero
heing commissioned to build for the patrons of both religions. Thus the terminology used by
Thakltura Pheru can be said to have been guite widely current, and as appears from
& comparison with other texts, these words must have been (o result of an uninterrupted
evolution of architectural {raditions ay embodied in literature and illustrated in the exisling
monuments of the period.  Sume of thuse details can be recognised even in the temples of Un
and Nemawar in Indore slate published in this jssue (i.¢. JUPHS, Vol, XVI, Pt Ijond a
knowledge of the original words designating the different parts, motifs and moullings of a
temple would makoe the study of such monnments more interesting. The following words are
therefore recorded. : '

A templo is called Prasdda, It hws three prineipal divisions along ite vertical line,
The lower portion is the Adhdshthana (base), the central one the Mapdovara and the upper one
the Sikhara surmounted by an Amalaka. Vertical height is called Udaya or Semwlsedha®.

The entire basement or the Pifha was subdivided into two portions, the lower one
directly rising from the ground level called the Jagafi-Pifha and the onc above it Prasida-
Pitha, These consisted of various mouldings and bands of decoration of which each had a
separate name and o definite measurement allotted in propertion to the iotal leight 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, Kapi
and Kayavali (Skt, Kapolali). Above is a course of lion faces called Grasapalfi. A Mahaplths
ismore elaborate having in addition five more courses (Ihara or Stara) named in order Gajathara

! A good edition of this text with Hindi lranslation has hﬂanlpnhliahaﬂ by Pt. Bhogwan Das
Jain in the Jain-Vividh-Granthamala of Juipur. For the time of the author, see p. 10 of this
edition,

t wfaem=umeft (STEmAUET T, 1)) five lmuia—mgw ST, W, {7 and qROAT
{apsidal and elliptical).
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(Elephant band), 4évathare (Horse band), Simbathara (Lion Dand), Narathare (Band of human
figures) and Harsathara (Geese band),

Next to the Jagati rises the ceniral portion of the temple which forms its main budy,
1tis called Mandovara or the main portion of the height of a temple cqual to which the Mandapa
is made. The Mandovars also has its mouldings and bands of decoration, Beginning from
the lowermost the Vas-Sare enumerates them as lollows :

g, &, T, dave (wEnfe), w5, o6y, ofew, ey, wwol, froed, gwn, aaE, w@w
The height of the Mandovars is detexmined in relation to the longth of the temple
and is less than the length.

Theo Sikchars i the last elament of height in o tomple building dominating Lhe wliole
strnobure and contributing more than any thing clse 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 Prasdda,
has one central Sikhara and four Andakes at the four corners and the last one Meru has 101

Aydalcas, )

The eaves mark the lnst course of a Mandovara. Above it rises Sikhara. At the
level of the first course are found on tlree sides of the temple three images enclosed in niches
(Rathikayukta Bimba). Projecting above it are the Uruérings projections and in the four
oorners are four small Andekas also called Ka@fas. Surmonnting the Silchara is the Amalasira
and on it at the top is the Kalaéa,

The sanctum or adytum in the tuuple is onlled Garbhagrila, from whicli s derived
the Hindi form Gamblard. The cells marks the central lotus of the entire temple structure
(Prasida-Kamala). There are three series of mandapas or pavilions leading from the sanctum,
The first is the Gadha Mandapa or the Antarile Mapdape which serves as a vestibule. Tn the
oentre is the Middle Hall called Ranga-Mangdapa, Navaranga or Nyitya-Mandapa. Tn three-
celled structures of the triple shrines found in the Hoysala style in Mysore (6. 1047-1286), in the
gouthern Chalukyan style and the north Indian Chandels style of architecture (as for
example at Dudhai in Jhansi district in the Small Surang Temple), the central Middle Hall serves
a8 the most ¢onspiouous portion of the building. Tts pillars support a high projeciing cone as
the roof with a pendentive and decorated all round with deep cusps. The entrance in front
of the centre hall is connected by another cavered space called the Balina-Mandapa or Mukha

Mandapa,

The doorway of the sanctum was another centre of attraction, In the early Gupta
templs the doorway served as an elegant outer frame to give a proper setting to the image
installed inside. This js partionlarly noticeable in case of the Gupta Vishpu temple ot
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Devagarli.  The same fradition was Jept up right inlo the medivval architecture and some
of our temple doorways arc models of good carving combined with & wealth of symbolizul
details,

The lintel is oulled Tttaraiga or Sirapalfi (Apublirathds Sirgvatti, Hindi Serva), the
doossil is Udumbara (371 ; the bwo side jumbs are Dvdradakha, The image projecting
from the lintel of the doorwuy i reforred to ns dvdre-lalifa-bimba. Each jumb ia composed of
sovorul posls numbering Uiee, live, seven or nine, There ure attendunl figures Prafiliris
oceuying the Jower portion of the jambs newrer the entronce.  This agroos with Vasibamiliive
who gives & more olaborate and clear picture of the door-junib decoration :

oy AT wgat Faverds fadwag 0 G wealrah: faaafaaas: |
Forg: wrawaiifin: st de 1

ﬂriﬁutt EE. id‘.“lﬁh

One guarter of the door jamb height is vecupied by luman figures of Pratihirls.

The doorway decoration on the jumbs consists of flying geese (mangalya vihaga), nus-
ploious tres, Svastika und full vase (Sr3-Vriksha-Svastika-Ghata), amorous couples (Mitlunas),
folinted scrolls (patravalll) and dwarfish figures (pramathas). These ure illustrated on the
Devagarh temple dvorwny snd mest of these Teatures are continued in the medieval temples -
plthongh in a couventionalised form, The festoon motil on the sl is called Manddraks or
Santanaka, The two lion heads on cither side of the festoun are Grdsa, It i= also laid down
that In the cight corpers of the temple in the Parikromi puth there are figures of the cight
Dikpalas oarved in niches,

A prominent and very charming feature of medisval temples is the represcntation
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 Janghd. They are
aptly termed Pikkhanaya (Prekshanikas), i.c.,acting female figures shownin beautiful dramatic
posca, a

Thakkura Pheru wrote slso another book cntitled the Prdsdda-mangona which
awaits publication. We have also the Samardngapasiifradiara of Bhojadeva (11th century)
containing an exceptionally rich stock of architectural terminclogy and minute details of
buildings together with their seyeral parts as the Mandapa. Jagatl, eto. The Manasollasa
writton by King Somedvara of the Weatern Chilukya dynasty of Kalyayi (¢, 112¢-1138) seems
to presarve the officially accepted cunons of architeoture, sculplure and painting in the Chalu-
kyan period. It is extromely imporlant thot these texts should be studied with refexence to
existing monuments and their technical teyms explained and illustraied by actual examplos
found in them. .
an”
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PFig. 160. Door-sil with grdsa
(Lion face) and festoun.

'Fig. 162. Mahipifha showi
the Five Cnmnuh:rm

ig. 169, Deogarh gateway showing :
mgPraﬁhiﬁ. Ptralots, Mituna ~ Fig 161, Rathikabimba or exterior
Srivriksha snd Pramatha. niche from a wall of Deogarh templs,
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Fig. 163, Prekshaniké or women  Fig. 164, Part of doorjamb showing
in dramatic poses on the cvtside Pratihér! and auspicious birds
(mangalya vihaga).

of medieval temple.
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EXPLANATION OF THE FIGURES

169.—Proper right side of the gateway in the Gupta temple at Devagarh, illustrating (1) in the
lintel the projecting image (w@Tefawa) which became a regular feature ofall Ister doorways ;
(2) on the jamb the standing sttendant figures (FRrErr) thefolinted scrollTaaesiT or TxredT
theamorous conples f’m{ﬂ'ur ZPt figures ; the Prosperity Tree (#718) on the outer most
bond ; tho dwarfish fignres (SH9T:) in thoe third band, which also ocour in a great variety of
pones on tho Gupta nrchiteotursl picces from Nagod (now in the Allahabad Muscur).

180,—Toor-sil howing two lion fces (77aT:) and a featoon (HRTT or HETTF) between thom.

181.—Niche from & wall of the Devagarh tomple, contuining a peofoundly mm:ingmligluun seang,
vir., tho TAZAIET, ‘Deliverance of the Lord of Elephants’ The whole compasition teok
the form of & sunk panel or false window framed in an architectural setting of pilasters
and nrehitraves and was repented on oll the three sides of the temple visiblo in the prads-
kshindpatha, The composition eame to be teshnically kmown as TfaFraFifa7 and conté-
nued thronghout the medieval period.

162 —Mahapitha consisting of n basemont (WTY) bolow aud the five horizontal conrses (9 or
¥1) consisting of Elephants, Horses, Lions, Human Beings and Geese, named in order
O, AT, AT, 779, g@a<. Below ore other mouldings named in descending or-
der WTATEY (lion-faces or Kirtimulhas), #aTfe or pigeon-row course or the bird's benk
(wirarafis), @< (leaf moulding), Foft (torus), FTEUFFH (pot-form moulding) and
three parallel plinth courses ons above the other.

163.—Dancing women in various dramatio poses called FgfosT or @i, and ocarved as
o courae in the Maydovara portion of the vertical height of the tenple,

.

184.—Tart of o doorjamb from Dah Parbatiya in Assam (Sivaramamurti, Soulpture inspired by
Kiliddan, Fig-38). It clearly shows the suspicions Aying birds referred to by Varihamihira
ns W7oy fagm. The Pratibiirl figurs with a garland ocoupying the lower portion of the
jamb is also clear.

165 —8ide view of a temple showing the STE TS (ground plinth), AETETS (temple basement),
HEMET (the central portion), the fU@T and the HTHT.
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The following list of words compiled from various sources maybe found useful
Jor preparing labels, guide-books and catalogues tn I'nlian lenguages :—

Abagus

Acantlins ol dosign
Adlytum

Aglhtﬂ

Aisle

Alignimoent
Alligator
Alligator-mouthed
Alto-relievo
Ambulatory passage
Amethyst

Amulot

Amulet string
Amorous couples
Aunkleta
Anthropomerphic
Appligue
Applying ocolours
Arch
Architesturn
Architrave

Aron

Armlet

Assembly liall
Astragal

Atlantes
Background
Back-view
Balcony
Bamboo-stick design
Bangles

wwE, e (arhe)

T 7 aet, AwE gf oo, W g| v
AR, AT
VLY T #T AT
yaferarra, sfosmmg

% ¥ g

Y, 0E
W?’W;WW:W
FHT FHLL, T IR
gafermrg

sfrar
T, AT 8, AT,
Ty, g, smama
", YT

Teafawg, Fusla

e, Fageat

AT, T

#EUA, 32
FETRATL AL, 4T

FUT

FaTsET

T, T

T, T

T, seft-ame, i
(e, T8 71 9, g
ST, e

=EF, ey
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Burvel rool (vaulled) BT B, ST, TS v

Base . i, 7Y

Busemoend FTeaA, IR, sifemer, w4, fafewr, o, 2,
' F5F

Rus-reliel oA FereTg, SHC gaT 9

Buwrso-relievo apifers, Fre oadl, 421 g§ 994

Bad Hlemend, FILT

Ry 1T, T

Benils der, i, Wb, 7|, 919

Bearlel neeklien TS W

Beaded moulding g% FY 7 .

Buond nd reel design . qﬁqT-iﬁﬁr 7 T

Beam g9, TIET

Belly (of a pot) frzre, gafreTe

Belt-clanp T

Birth of the Buddha TEoew, St

Bliekoning Lo

ek lines wret wrfeat, sy e

Boliee T

Bodily lrame FT!

Bondstone T T AT

Bolts 7o, A

Border linos g, qdwriar

Bottom aor, g

Bracket 21, ww, qie

Bracket fomale figure Fro-srasfrT

Brickbats : TER

Burnisher , Tr2T, WY

Bust - T, FEAFTT AT

Calyx TRIRTOTRT, AT

Camber TEAT

Capital of pillar’ G, 9, TF, 9, g€

Carved in the round FIT T G g6, WIT BT

- Carving FHTAT, AT, I, T, TRAOCNT, Wr&
Emﬁ Tﬂaﬁ Tr I, ?‘ﬁﬁ wT T
Cartonchie , #har, arer, afafear

&
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Cast

Cat's eye

Cemetery

Centre

Centring

Cella

Cire perdne process
Chaitya window
Charafer

Chevron
Chiarascuro (light and shade effects)

(lireumambulation

Citadel

Calmps

Cloister

Closed hall

Coin cabinet

Coating

Clolumn

Composition

Commemorative stiipa

Concave

Conspicuous truban

Conventional

Convex

Coping

Coral

Corner shrine

Correct outline

Cogtume

Uouchant lion

Counterpart

Courtyard

Coverlet (for horses and elephants)
.

#

1L

wegf
BT, Fq-q-q;rr Errm
T, werfaeg, &

T FTT

&

wyfeoe fafy

S ATATAA, S T

ga TG, §1% ie, faesft a7

FerrreT

wrr-shair, quety, wawa, S frf,
TE-FHAT, wrAeae, da-3faareT, g
AT-795 [T

af T, wafiqer

wEwT

alg?, ol @

eI

T3 WEy

warEwg, frewr-amr

HET

T, W, 29, 9T, Neud

wgE

SR v

TAET, 7T, §F, AT A

TIE, WL gy

TRATC

THAGT, AEITH

HEL, gy

T, WA

gz 29@

wet foard

A sy, JAves, o

T g, WA fig

AT

wgA-AT

@, SafT, F9, I
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Crescent and globule
Crescent

Crest-jowel

Crocodile mouthie conduita
Crease

Creeper

Cross-section

Cuneiform writing

Curvilivonr tower femple (Orissan)

Cusy

Cusped

Cyma

Dabher

Daneing lnll
Dazzling colours
Debris

Decorator al pager
Decoration

Dentily

Design

Diamond

Dividing to compartments
Dusting

Display

Dome

Doorjamb

Doorsil
Doorway
Dounble jamb
Drapery
Dwarf

Dwarxf pillar
Earing
Eaves

TEEATHL
HETHTL, TEToT
gEmin

WECTR T
qHE, TEAAT, Fiat
B, qS

ST &7 7T, g4
ar 2w

AT

THETT
TrE-=Tear

agel, w9z (i), fadr
ﬂwmrmt
T

ks F
THBIT

qF, g4, ABTHE
Tl

faam, sifywm, a@
g, T

we qiedr

GIEIR 41

e

&

BTTET, WISy, SAT WA, o @9, W, «@3
i, AW, A, Y 777 (double), & wiz
(triple), Frarea-framr-fea

&=, W

91T, 3T

Akl AT, T 4r €1 gl =y

T, A, feam

Y1, ara, faemfEg

#ifer wer

3T, AN, A T

e
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Edge

Elepliant pair
Hlephant, trumpeting
Blovate

Tlovation
Embanlkmont

" Emerald

Tmbrasure

namel

Enclosuve

Bngraviug
Enlightenment
Exloliation
Expunded metel
Tacade

Fawinl expression
Faciug of stone slabs
Farrule

Festool

Filling iuterspaces
Final outline

Fiuial

Tish-tailed cleplnnts
Flaking

Flower band

Flower basket
Fluted

Flutings

Flutings, to make
I'old of dhoti
Toliage decoration
Foundation
Froe-staanling gateway
Fresh from miut
Fret

T'ricze

BTUDIES IN INDIAN ART
T ETE
FrsrreaT g, T a
TEMAT, T FOAT, FATEAT
wET FAFAT, FeRE A, WA AT G
g1z, #4971, Fte
AT, FET
gaaw faar '
AT LY, HT w5 E
qTST, FET, LA
Far, TR
gty difi
Pz SwreaT g7 FaAT, gofEanmr
ARG ATH, BTl TS

Har<

SR

T T
iﬁawtm
=T, e, |
st AT
HETE, T e, TELT
it
S@gEdl, WHY, FTFT
qufgarr

TETE

T TAC, [OTEET
@TETT, ThIy &7 wife
AR, S WY € 9% wiare gwat @ v aitt
& B AT I AF @
qeal

FegZl AT T, T &7 F0
g, g, o
et i, gaaro
famT fawmr

E (1]
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Front elevation
Front hall
Tront view
Full vase
Gallery
Gtarnet
Groms
Gem iulay
Girdlo
Gravel
Granuluted
Groat Decease
Groove
Grooved rim
(Grotesque mask
Grotesque mask course
Ground plan
Ghypsum
Hnlf front view
Half medallion
Hall
Halo
Hatched dosign
Head
Hexagonal
High light
Hood
Horse moulding
Horse pair
Horse-shoe arch
Hymaritic writing
Incense burner
Inlay
Inlay work
Tterspace
Inthyphallic

80

WET T, WHIE FT AHT, Ioow fawm
l;mhq'
E‘Iﬂ“th*Wlm AT
qureE, Qoiwe, Yarred, RTeTs
ardt, sugw

GILE ]

e

Wi & ®TH

LEE

TATHRTT, FIRATT

afefaior

writ, AT

TR AT

W

AT T

agT T, -

T 99T
oY WY W

afces, fefar

T, HEY

THATHES, TATIHY, OAT HEW
WEHIT A A, T, FrE-Ay
g, fag

g 7@

fafew

&1, TRy

T qT, AT

T §uE

T TE .
i @, swd fefr
qIETHT

q%9 %TL, T

== [FTLT FT T, TET T A
aadr

ST, TS, AT
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Kiosk

Laminated
Lapidarist

Lapis lazuli
Lattice work
Leogryph

Life-size

Lintel
Lion-moutled
Locks

Lotus leaves

Lotus moulding
Lozenge

Lug haudle
Margin

Meander

Medallion
Mellowing of colours
Merlous

Mixed colows
Modelling
Modelling, to show
Modeller
Monastery
Moonstone

Mortise and tenon
Moulded work
Moulding
Mouldings, to make
Mound

Neck moulding
Niche

Northern dress
Notched impression
Ony=x

STUDIES IN INDIAN ART _

gatr

CEGLIES

WY, dwfew (Fo), w0 auw
wTaeraT, TEad

fasre

aTEl, AT

wrEuwE, FRFETT

favam, Sadm, gEaey, wad, Ty, el
AR

we

AT Rit, HYSATHT, T, FAS T
i ,

THTATY, ST, THEIL
qfar, &

grfamar, fFara
TERIETE waT, AT, St
fefimt, gFer, afaw

G T

B, SR
freai <, awe av

91, TATL, FATAE

gtw faar

TEGIT, HTHIC, TRFAT

HATTH

L

Lt

'LW?IEIWIW:W

et geaad

T

o fwrear

&, 38, 98, T4 T

a5 T

e, #ra, das, e

LA E

gam

ar gowrdl (@9 9TORTT Wg W w1 9,
AT, W, T
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Open monthed
Oranmental mask
Outer gatn
Outline

Owal

pinted] ennvas
Painded pottery
Poinding

Tuinting pearls aned lne dve

Palace
Palmette
Panel

Puelied
Papier mache
Parallelogram design
Parasol .
Parasol, triplo
Pavilion
Pearl lestoon
Pear-shape
Pedestal
Pellet

Pellet and reel horder
Pendant (ear)
Pendant hells
Perspective
Petals
Patticoat
Pieture album
Picture gallery
Tilaster

Pillar
Pillar capital
Pinunsle

HOME ARCHAROLOGICAT, AND ART TERMS 283

FEEAT

e

afeEiz

ey i, fears, wwEEew, @i, @A,
STHRI-FAHT TAr

dareft, dET, ATwT

e

ford g e

ferreent, fomme, fomr, 3T

HIHT-SRET F1 F77

Agw

TREEaE, TIHEAT, g, 4T

fxerm, aefy

FemgaTT

TET FT FH

Ty 1 A%

EE)

P

aredy, ey, sz, o

TS, FFATATH, AT THL

Y g

=Y, dow1, 2, frfer

R

af@rradr %1 73

qah ,

Harfwat, frfrars

74l famrmar

wee, dafeat

wtﬁm,wﬁm,wfﬁm(#u}

e, g

TAI WA, TT FT HET, TR FT 747 GRAT
TEATE, T AT §Y,

W, 99, WAT, 9, TGO, 6

e S, W, S, 5w

off, e
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Pitting

Pitted surface
Plan

Plaque

Plaster of Paris
FPlatform

Plinth

Portico

Portrait

Potsherds
Preaching
Preparing the ground
Procossional passage
Profile

Proportion
Promenade
Pulpit
Punch-marked coin
Punched marks
FPinched nose
Pulley

Pulley block
Railed parapel
Railing

Railing pillar
Eampant
Rampant lion
Rampart

Recessad
Rectangular

Read sandstone
BResl and Bead berder
Relic

Relic chamber
Relic casket

Relic stiipa

STUDIES IN INDIAN ART

AT

TR FHIA
AT, TET TG
fewq, feawdt

(A, ST, e
wifew, w, fes
Fif, §is

FTHTAT
sfamfa, wdrg, wfreems
g, maY

T FaOA, S
I AT

wafiav a9

O ST

fer

e

faeat

ST AT

&9, w0
gt
FerefT, oY, et
areETgedT, FTET
AT

g, STl
4, 9, Jfwr =
e gum, fR g

TIHTT, [T
FRRETT, FAT] AT I §A1
SE® HTaT
- # 39

HIg T, AT



Relief

Relief image
Repousse
Religuary

Rim

Ring
Ringstonaes
Ringstone walls
Riveting
Rosette

Safe

Sacred bell
Sanctuary cell
Sanctum
Bealloped
Beroll
Seulptor

Seat
Bea-elephant,
Semi-cirele
Sopals
Shade-light
Shading
Shading minute
Shoulder

Shaft, middle portion of the pillar

Sides

“Side elevation

Silhoutte

i Shading with orossed lines
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Tl I

FATRIL o

T W FTH

AT

7T, fmma, @1T

T

i, s{adr, 9Fn, TEgYe

Azl & w9, iw

BT, WEAT

wewn, 95F (fixed to ndumr]eq.f], HHE,
zon

IGELE

freser

T

THE, AT

T, gl

TR FY AT FT FTH, TATAT, TAHTEAT, FT@T

Fraaw, fawas, dowaw

qT

WEH, WEEEl, BICHHT

T, AT ST

T8

Frar=strT, Araesar e, e, T

AT, TET

AT T

firere, @

g, axfaart oy, fra = fmm

THFT, TET, T

T FT 7997 '

IR

ardftgre aw, g (from the rhomboid
shiape of fhe diamond)

Shading in which lines melt into one Te= T@Ew

another

Shading in which every hair is shown o% o1& 9@

separately
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Shading with close in distingnishable g7 7=

lines .
Stippling T, TTET,
Stippling with minute parallel lines & T@w TraaT
Stippling with dots aTAT T, fagadar
Sketching qateaT, STRTATE HEA, AHL TAET
Blkirts AT, BT
Slab s, fae
Slip e, wframfagt, g
Small decorative turvet nHEET
Small fort Lacea
Spout ier
Stiipa, commemorative T
Stiipa on relics, ariifes
Btipa erecteld over articles afoiifirs
Terraced platform wfy .
Staircaso g
Monumental | wEETer
Mmiature T e
Dome - T FT T
Drom LA
Post aftz
Four gateways EeiEeaiztd
Spandril wimT, weter, 7o
Spiral . THE, TATIETT GEDATT
Spittoon T, T
Spout Cicis
Square e, e
Spokes ' T, HY
Squaxe g
Stairs A
Statuette LS
Steatopygous qetior, fraeame
Stele nfeqr
Step-well Ty, A (AT,

Stone fragments e
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Slory @, o, e
Straight A, AT

+ Htrul afear

o Blueco I, AT

Codtueco hewds TR ¥ AE

Btp one relies i &
Stipa leecivng or covoring Hrverer
Sulsitliary shrine Hewr HiEe
Sunlight By
Symbol @E,
Sy mmetrical gEte
"Tapering HATHIETT, TEgH
Terracotia (@) fady @ fawiar

(b) mfas

Tercuce afir
Thetiamorplic wqfag
Thousand  pillar R W, W, WERwe

+ Three celled temple faserere sfae (Chalukyan)
Tie und dyo atge # Tmrd
Tile Elias
Tip ol the nose AT

' Tomb Chamber o, FTfaE

i Topaz e, TS

~ Torus (semi ciroular) N GG

' To sweep or incline to one side #fear wmT
Toy fawitam, Hreaw

~ Torso a5

+Tracery ST T AT
Trausparent colour I T
Transparent orluti & g

ﬁ Troluil # Fieare

| Irelliswork, tracery W

i 'rifoil wrely wiET aEn
Turmulus ¥ (From faar).
Tunic A
Turquoise T

|
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Tracing paper Taf (gold beater's skin)
Tympanum FUIRETT BT
Type wifir
Unhewn block g
Variety AT
Vase fiyeat, ptee, Soe
Vase & folinge e
Vanlt =, 9
Vestibule gL, Aae w8
Waisthand qfEwTER, wHaEe, weaed, $fe et
Wall in the form of [alse railing Fafeafes
Wavy lie s
Webbed fingers E b
Weeping willow iree giwt
Wheel of life %

Winged harpy g
Winged lou wsr g, wermfog
Worshipful columus STIFET
Wrapper I, I, @t
Wristlet g

e
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