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Preface

JUST like my previous publication on Mughal Archi-
tecture, this book too owes its origin to a suggestion of Dr.
Rajendra Prasad, the first President of the Indian Republic.
Sometimes in 1953, when I was showing him my book on
Mughal art, he told me to continue the work in this line and
compile a volume on Indian Sculpture which was then badly
needed. He warned me at the same time to be very cautious
in my venture as there exists quite a few good works executed
by foreigners and unless my survey is comprehensive the work
will, naturally, fail to serve its purpose. I then started an
extensive survey, looking round mostly all the important
monuments in this vast country in selecting the best sculptures
of permanent value. India is a very large country and innu-
merable temples testifying exuberant growth of plastic art are
to be found everywhere. The artists from whose creative
imagination these magnificent pieces of sculptures have come,
live no more. But they have left with us an indelible tradition
which still survive in considerable splendour in our national
life. It must be admitted now that a time has come when we

should estimate their work for our own advantage.

Of even more practical value, was the President’s efforts
to interest our Prime Minister, Sri Jawaharlal Nehru, a great
lover of art and an admirer of my works, in this venture which
from its nature must be beyond the means of any private
author or publisher to print with full glory. It would have
been impossible for me to bring out this volume if I was not



assisted by the Prime Minister and Sri K. M. Munshi ' during

all the phases of my work.

It is not easy to imagine the cost of a book of this nature
when produced in a manner that would do full justice to the
inspiring beauty to the original specimens. I could not have
placed the fruits of my labour before the learned public all
over the world but for the geperous financial assistance of the

Governments of the Indian Union and other States.

Among the enlightened public and my friends in the
Government who have helped me in various ways, I thankfully
mention the names of Sri Morarji Desai, the Chief Minister of
Bombay, Sri Prakasa, the Governor of Madras, Dr. H. C.
Mookerjee, the Governor of West Bengal, Sri A, K. Basu,
formerly of the Eastern Railways, Professor Humayun Kabir,
Secretary, Ministry of Education, Government of India, Sri
Pannalal Bose of the Government of West Bengal, Sri Santi
Prosad Jain, Sri L. N. Birla, Sri N. D. Agarwalla, Dr. N. N.
Law and Sri D. N, Bhattacharjee.

Here, T would also thankfully acknowledge the kind
assistance of Sri Kamal Banerjee in printing the book, Sri
Chinmoy Dutta in preparing the notes and Dr. Asoke
Majumdar in editing. I am also indebted to the Archeological

Department for allowing me to reproduce a few pictures from
their collection.

To all those lovers of Indian art, 1 offer my hearty gratitude.

Caleutta,
March 1, 1956, A. GOSWAML
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Introduction

ON E of the significant developments, since India became
independent, has been the greater interest taken here in
cultural activities. Our languages have developed and are
showing signs of comnsiderable vitality. There is some stir in
our music world. More particularly, both our classical and
folk dances have become popular and well-known. Even in
foreign countries, they have been greatly appreciated. All
this is a real index of the new life and creative encrgy that is
visible in India.

In this general movement, the arts of painting and
sculpture have drawn some attention, though I wish this was
much more than it has been. [ feel sure, however, that this
interest will grow. There are many bright young artists and

sculptors in India who deserve encouragement.

Perhaps, few evidences of India’s creative impulse and
energy in the past are more significant than our sculptures.
Most of these are connected with temples. The more one
looks at these sculptures, the more one is impressed by their
power and beauty. It would, perhaps, be true to say that till
fairly recently, relatively few persons in India took special
interest in them from the artistic point of view, Probably,

foreign visitors were more attracted to them, This has changed



now, and we have awakened to the fact of this great inheri-
tance that has come down tous from our past. Merely to
look at these tremendous conceptions of our artists of the past
agre is to feel not only their beauty but have a sense of power

and inspiration.

The subject of Indian Temple Sculpture is becoming a
popular one now both in India and abroad, and a number
of books about it have heen published. 1 am glad that this
book containing many reproductions of our famous sculptors
is being issued and I hope that many will see it and thus gain
some idea of the variety and yet the essential unity of this
sculptural tradition. T have no competence to discuss it and
it is lor people more learned than T am, to do so. I can only
appreciate its beauty and @sthetic value. It forms an essen-
tial part in the cultural history of India and has thus great
educative value. Apart from admiring these sculptures as
individual pieces, | should see them as a whole, for there is
a continuity about them, even though they differ greatly. A
study in some historical perspective would give us a deeper
insight into our past than perhaps the written word. 1 hope
that this book will help in giving some idea of this long

tradition,

New Delhs, ! £ Bn P
January 12, 1956, & MM
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THE ORIGIN AND PURPOSE OF INDIAN ART

] only write about Indian Art as one who enjoys its beauty and senses its greatness,
At the same time, I have found the genius of India reflected with greater power nowhere
else than in its philosophy, literature and sculpture. And nowhere except in sculptures
has it been cxpressed with such unbroken continuity to display the ageless spirit of the
Indian Culture. ;

In our days, the critical appreciation of the ancient Indian Ast began with
European savants; naturally, therefore, they used such terms as were already familiar
to them; and that is how Indian Art came to be labelled as religious.

In fact, however, it is not religious in the sense in which the European Art
of the Middle Ages was religious, that is, other-worldly ; nor is it secular in the modern
sense of giving no more than aesthetic pleasure.. India did not look at life in compartments ;
nor did it recognise the domains of art, religion, philosophy and mystic experience as
separate. Our forefathers viewed existence as a whole; matter, life, mind and Spirit,
each involved in the other, each imtegrated with the other in an harmonious pattern.

Our outlook on life was based on an all-pervasive Dharma with four fundamental
values of purushartha. They were dharma, in the narrow sense of religious. merit ; artha,
the means for the attainment of desires ; karma, desire, and moksha, the absolute integra-
tion of personality which released a man from the bondage of desires.

Both the literary and plastic arts of India have, for their aim, the fulfilment of
one or the other of the purusharthas, so that it might be brought into a homogeneous
pattern with the rest to secure the integration of the human persanality. In this scheme
of things, nothing is omitted. Even sin has a place as no more than an obstacle to
be overcome in one’s journey towards the goal.

The amorous sport of Radha and Krishna in the Gita-Govinda, and the terrifying
vendetia in the Dukshasana-rudhirapana, have as much a place in literature as the Apo-
calypse in the eleventh canto of the Bhagavad-Gita and the search for the All-pervading
Consciousness in the Brakmasutra. Similarly, this unrestricted vision of existence is symbo-
lised in art as much by the curving beauty of the loliage and the grace of the proud-
stepping lion, as by the chaste nudity of the Yakshi, the ecstatic embrace of amorous
lovers and the perfect calm of the liberated soul and the terrific cosmic dance of
Shiva.

Possibly about the first millenium before Christ, the fusion between the Aryan
and the non-Aryan elements in the population began. With that also began the fusion
of the two pantheons and their religious outlook and rituals and the sacred fire of the
Vedic Aryans was supplemented by the non-Aryan icons. The abstract symbolism of

3



INDIAN TEMPLE SCULPTURE

Yajna, or the sacrifice, was also generally replaced by the Puja of the icons. *“An image
or a Yenfra (device)”, according to the Digyavadana, *“is a piece of psychological apparatus
to call up onc or the other aspects of divinity', As a result, religious merit came to be
acquired by purchasing or getting sculptured an image, building a temple and installing
the image init and doing its Pyae or having its darshana.

Indian sculpture, therefore, was almost synonymous with iconography. Although
Indian architects built palaces as well as temples, the former were more likely than not
made of wood or other perishable materials. Not a single palace or other secular building
of the carly period of the Indiau History has yet been discovered, or is likely to be
discovered 5 the houses of the gods, on the other hand, came 10 be made of stone
or cut out of rocks, To-day, they remain the only witnesses of the architectural grandeur
of Ancient India.

In India, Art found its home in the temple which was not only the physical
core, but the soul of the community. It was not a monastery of the ascetic, nor the
fortress of the priest claiming semi-divine power, but the home of Dharma. The shapes
and forms of its sculpture and the colour on its walls only recorded the heart-beats and
the spiritual aspirations of a vigorous racial life,

This meaning and significance of the Temple has persisted from age to age,
though its materials have changed from bamboo to wood, from wood to the living
rock, from the living rock to stone, brick, and marble built into edifices,

IT

When the worshipper spies the spire of the temple at a distance, he breathes a sigh of
relief. The journey's end has come. As he passes through ancient trees, or looks at the
river running by, or at the lake in front, the beauty of nature uplifts his soul and the sordid
world is left behind, il not forgotten. As he comes nearer, he is overwhelmed by the massive
front of the temple, and then by its high-springing spire. The shapes and figures of gods,
men, animals and foliage on the temple walls spring before his eyes into vivid form, and the
varied richness of the Creation is about him.  Then, as he observes one figure alter another
and follows with interest the successive meaning of the Puranic cpisodes depicted on the
walls, his sub-conscious mind embraces both the history and the hopes of his race. He
recognises his favourite gods. His heart tumns to them in thankfulness or expectation, He
becomes one with them.

As he enters the temple; he is overcome by the grandeur of the inner dome. His
pilgrimage culminates in the garbha-grika, the inner shrine. Iis coolness and fragrance, so
different from the worldly experience that is his, suppresses for a moment the vital movements
of his body. Out of the surrounding darkness there rises before him the almost imperceptible
outline of the deity as the flickering lights throw  shifting shadows on it, Heis overwhelmed
by lis own insignificance. He sees the deity. He finds the fulfilment of the aspirations,
which have so far remained inarticulate, become articulate in those outlines, He [eels that he
18 in a higher world surcharged with divine power. When he bows before the deity, he feels
himself in the presence of God.
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Then he sits or stands in front of the image, flowers in hand. He closes his eyes,
repeating the magic formula of invoking the deity. He sees in his heart the deity in its form
which associations and imagination have shaped for him, or the prayers, if he understands
them, describe.  Then he opens his cyes and sees the image in the flaming colours of the very
form which he saw a moment before in his heart,

This is the purpose of the sculptured image. It stimulates the warshipper’s imagi-
nation, vivifies association, gives his aspirations a shape. By its divine touch a living, inspiring
presence is brought into his life.  “The features of the image”, rightly says the Mana-Sara
Shilpashastra, “are determined by the relation between the worshipper and the object of his
warship”.

Indian Art has to be viewed as associated with the spiritual needs of the hundreds of
generations the temple was intended 10 serve,

ITI

The tradition of Indian Art have been continuous, In the course of time they have
assimilated new clements, rejected old ones; evolved fresh conventions, and elevated crude
popular art into stylised perfection, given back the perfection in some form or the other, even
to the art of the toy-maker. But their cemtral purpose, and its association with the temple,
have remained the same throughout.

Throughout the period we are dealing with, the architect —sthapati—was a learned
man. The Shilpa-shastras—ihe text-books of the crafi—were as much his monopoly as were
rituals or medicine. Throughout the country he had a common heritage inspired by a single
mission.

Executing an image or a temple is as much a sacred ritual as sacrifice or Puja; itis
to be accompanied by the chant of Vedic mantras. When the piece of art 1s complete, life,
sanctity and divine power have to be brought into it again by religious formulae.

The artisans who worked under the architect—the surveyor, the designer and the
crafts man—also belonged to certain caste-guilds which specialised in temple-building. His
skill and technique were perfected by training handed down from generation to generation.
And it was the caste-guilds to which such artisans belonged that were pressed into service by
the royal dynasties which were anxious to build great monuments in all parts of India. The
differences in plan and technique arose cither because of the difference in local traditions or
on account of external influences as in the North-West of India.

From the tise of the Harappa Culture, five thousand years ago, till the end of the
creative age of Indian art, the tradition was a living inspiration, not a dead ritual. Except
in those parts of the country where Hindu art came to be denied the patronage both of the
royal courts as well as of  the rich patrons, vitality was imparted by the architect or the guild
by means of a change in emphasis or shape, by some re-orientation which became necessary
on account of some great ruling movement, or insisted upon by some great individual
artst,
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Each craftsman was no more than a link in the chain of the traditional heritage
which was derived from Vishvakarman, the ancient father of the art. The skill and reputation
of the best of them, however, lay in making an image which should be instinct with life and
movement. In this creative process, he had not merely to carve a copy of older image, but
to convey to his contemporaries the significance of the life and mission of the god for whom
the image stood. Even that was not e¢nough. The image had to take the soul of the
worshipper to a higher plane. The craftsman had, therefore, not only to bring out the spirit
and mood of the deity, but so to symbolise him in action that they could speak to the
worshipper, move him (o his depth and give him hope, strength, and solace.

147

The roots of Indian Art can be traced to the paleolithic and neolithic ages. However,
when we come 10 the chalcolithic age, some 5000 years ago, in which both stone and copper
implements were in use, we find in India an art comparatively well-advanced for the then age
of man on earth, The Harappa culture, of which it was the expression, dominated the river-
valley settlements in the whole of North Western India from the Punjab to Saurashtra.

It was a mature art as we find it in the two torsos of red stone and grey slate found
at Harappa ; in the terra-cota figurines of the semi-nude Mother Goddess with heavy bust,
thin waist and rounded hips, dressed in elaborate head-dress, mekhala;, or the girdle and
ornaments or chhanavira, the characteristics which we see in many of the female figures in all
succeeding centuries ; and in the bust of the priest clad in a painted mantle, perhaps the
ancestor of the stone Yaksha. The seals depicting Pashupati are the earliest known ancestors
of the Shiva icons and images which have adorned countless temples since then.

It is more than likely, asis held by many scholars, that the people of the Harappa
Culture had close contacts with the early Sumerians, particularly the proto and pre-Sumarians
of Kish. Coomaraswamy suggests the possibility that India was the cradle of art which later
found expression in the richer artof Syria and Western Asia as a whole. It is equally
possible that the early chalcolithic culture extended over the whole area, from the Adriatic to
Japan from 4000 B.C. to 3000 B.C., and that the early arts of India, Sumer and Babylonia
were its regional developments.

\I'

The progress of art is always associated with the sweeping movements of the Spirit,
so that it would be mislcading to divide it, though there is convenience in such division.

The image-cult in India, so deeply rooted in our life, must have begun long before the
days of Harappa where the images are already stylised. The Harappa Culture (c. 2750 B.C.
to 1500 B.C.) was [ollowed by the Vedic period (c. 1500 B.C. to 600 B.C.).

The recent excavations in Rupar, Hastinapur, Delhi and Mathura, disclose that about
2000 B.C. the Harappa Culture was moving in a southernly direction from the Indus valley
through Saurashtra. At that time the basin of the Ganga was occupied by the people whose
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characteristic material evidence is the ochre-colonred ware. A little later, the Punjab and the
valleys of the Ghaggar (the Vedic Sarasvati) and the Ganga came to be occupied by the
people using the Painted Grey-Ware, now identified as the Vedic Aryans.

The principal object of worship of the Vedic Aryans was fire as installed in the sacri-
ficial altar, the pre-historic ancestor of the temple. But effigies of the Vedic gods are also
alluded to in the Rigveda, where there isa reference to one of Indra, to another of Varuna,
clad in a golden mantle, and possible to that of Rudra, who was identified with Shiva.

In spite of the worship of the cosmic powers which the Vedic religion favoured, the
Harappa deities Pashupati and the Mother Goddess continued to be worshipped by the older
races.  With the fusion of races, they re-emerged under other names and different associations
as the gods and goddesses of the the new Indo-Aryan pantheon. 1In the Rigoeda, the goddesses
Prithvi and Aditi, Usha and Sarasvati were worshipped. When the non-Aryan cults were
elevated into the Shiva and Shakti cults, the Mother Goddess became Amba, the Mother, and
Lalita, the Charmer, of the Shakti Cult.

From out of this popular consciousness rose the concept of the great god Shiva and his
cqually great Spouse ; of the cternal male and female principles, the inseparable powers
representing creation in its dual aspect.

The effigy of the Mother Goddess, as known to pre-Aryan India, was adopted to
represent some Vedic deity-perhaps Aditi. Material evidence to support this belicf, however,
has not been found so far. The gold repousse image of the nude goddess, recovered from the
Vedic mound at Lauria Nandangadh, has the unmistakable characteristics of the Harappan
Mother Goddess, the predominent breasts, the large rounded hips and the girdle, mekhala, which
had already come to be recognised as sacred inthe Atharva-Veda. Sheis the beginning of
the dream of fair womien which inspired Indian artist for over two thousand vears,
This effigy is placed between 700 and 800 B.C. Tt may be of a later date ; it is difficult to
say. Similar images have also been found in the stupa at Piprawa (c. 400 B.C.) and Tilpat, near
Delhi, at the same level.

We find from the terracottas that the ancestral forms of the sculpture of the later
Maurya, Shunga and Andhra periods were also in vogue in post-Vedic and pre-Mauryan
times, about 600 B.C.

The Harappa Culture was, therefore, related, on the one hand to that of the early
Sumerian and Babylonian and, on the other, to the Mauryan Art of India.
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THE MAURYAN ART
BEAUTIFUL SANCHI - GORGEOUS AMARAVATI

Jq new age began for India with the sixth century as a result of the impact of the
Vedic culture, upon indigenous non-Aryan cultures. About c. 544 B.C., Bimbisara of the
Shishunaga Dynasty succeeded to the throne of Magadha.

Magadhan Imperialism (c. 600-75 B.C.) was the creation of several major dynasties :
the Haryankas, the Shishunagas, the Nandas, the Mauryas and the Shungas,

I

It was the age of Buddha and Mahavira ; of Panini and Kautilya; of an elaborate
edition of the Makabharata grown out of the original ; of the Ramayana; the Gita and the Fatakas,

The Mauryan school of art, a convenient term, was essentially a North Indian art,
associated with the rise of Magadhan Imperialism. Its outstanding characteristic was the
partial displacement of terra-cotta and wood as sculptural medium by stone. In this age, the
vedi, where the sacred fire was made, wasalso replaced by the stupa and rock-cut cave
architecture came into vogue.

It was not a foreign art. No doubt it shared with the whole of Western Asia a
common origin in pre-historic traditions. But in technique, design, form and purpose, it was
essentially Indian. The art had a two-fold tradition, one, of the royal courts found in Ashokan
pillars, the other of the Yaksha cult images and the terra-cotta Mother goddesses.

Some extraordinarily good specimens of this school have survived. Among them are
the colossal Yakshas of Parkham, Pawavya, and the Yakshi of Dedarganj (Pl. 1), and Besnagar
wearing the typical Harappan and Vedic mekkala, the archaic mother-goddess transformed
into an artistic human figure of imposing proportion ; the pillar sculptures, including the lion-
capital of Sarnath with ‘upturned lotus leaf® motif, the elephant effigics at Kalsi (Dehra-
Dun} and Dhauli near Bhuvaneshvar; the mithuna effigy, carved on the railings enclosing
the Bodhi tree at Bodh-Gaya daily worshipped by Ashoka, and which his queen, Tishya-
rakshita, wanted to destroy; and elephants and makaras of the Lomasa Rishi cave at
Varabara hills in Bihar.

All these sculptures have been placed in the third century B.C. These stylised images
represent an advanced stage of art which must have taken centuries to reach their develop-
ments. If the post-Vedic period is placed in about 900 B.C., the process must have taken
close on five hundred years,

The linga with the figure of Shiva carved on it called Lingodbhava appears to have been
in general use during the Mauryan period, However only one specimen of it has survived to

9



INDIAN TEMPLE SCULPTURE

indicate what it must have been like. This powerful effigy of the Gudimallam Shiva has
been placed in the first or second century before Christ.

111

What is called the Shunga-Kanva School of Art does not differ organically from the
Mauryan School, but is a continuation of it, though both the formal and spiritual traditions
of the Shunga-Kanva art are opposed to those of the Mauryan Art and differ alike in
direction, technique and significance.

Throughout the period ending with the Kanva art, the older deities continued to be
popular and their worship became an expansive movement.

All these impulses found their expression in greater demand for icons and decorations
of an ever richer variety in which to immortalise devotion. The outstanding monuments of
the Shunga-Kanva period include the sculptured railings and gateways of the stupa of
Bharhut (2nd century B.C.) ; the reliefs of the Bodh-Gaya railings in Bihar: the reliefs of
the Rani Gumpha cave in Orissa (c. 100 B.C. - AD. 1); the Ayaga-pata of Lonasobhika
in the Mathura Museum ; and finally, the panoramic view of life, exquisitely carved on the
railings, pillars and the gates of the stupa at Sanchi.

The Shunga-Kanva school viewed the human body as the centre of life. It attempted
to reproduce on sculptured stone not only the actual features, but the feelings of living men
and women portrayed against the beauty and harmony of their lives.

The illustrations in spite of the medium of stone, became moving pictures of episodes
narrated with dramatic art,

The art of the Shunga-Kanva period is not a religious art. The seductive women and
leonine men of Bharhut are certainly not other-worldly beings, sicklied o’er with the pale
cast of the Buddhistic disgust for the world. No doubt it was patronised by religious men and
women, and religious themes gave it scope. But it was life in stone; praying women (PL. 2),
men and gods, riding, conquering, expressing characteristic moods: animals in realistic or
stylised shape (PL 3) ; armies, fortresses, processions (Pl 4): ineffable beauty as expressed
in the head of a small horse, more noble than any to be found on a race-course.

Itisa far cry indeed from Parkham Yaksha to those of Bharhut and Sanchi and
from the Bhaja Mandhata to the delicately chiselled Indra of Bodh-Gaya.

Nothing was beyond the skill of these artists now, neither battle-array nor the vivid
delineation of episodes. They could unite a tender naturalism with idealism as never before.
And in the doctrine of transmigration, they had discovered a unity of creation which inspired
them to weave animals, trees, and men and women into the harmony of collective life.

Finally, there is the Vrikshaka, whose stylistic graces, heavy bust, small waist,
mekhala and the tribhanga posture, are so unified and toned down that she is not merely a
piece of sculpture, but a superb woman. Hanging by the branch of a tree, she is ready to

10
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jump down to the earth and with nimble feet to escape your hands and ¢limb another ; a
dream woman such as a poet might love to imagine.

Mathura, situated as it was on the highway between the North and South, was
already a great centre of art before the Christian era, Here was the meeting place of many
religious cults and from here religious and cultural influences spread all over the country.
We can observe its early efforts in the inscribed lion-capital dedicated by the Queen
of Rajubala ; in the sculptures of the Jaina stupa at Kankalitila in Mathura ; in a series
Jaina " Tablets of Homage ; and in a number of Yakshi pillar-figures, termed stambhaputialikas.
The donors might be devoted Jainas; and their creed might be ascetic, but the artists
remained artists.  They were never able to forget their favourite Yakshis and Naginis.

v

On the death of Alexander, his Greek gencrals carved out principalities on the
borders of India. In their wake, Hellenistic art spread as for as the banks of the Indus.
But it was only later under the Bactrian Greeks, the Parthians and the Kushanas, who at
one time or the other, riled over Gandhar that the Hellenised school of artists, called the
Gandhar school was to develop.

Before the Christian era had begun, the Empire of Magadha had fallen to pieces.
A little later, Kadphises, of the Yue-Chi or Kushana tribe, occupied Kabul. His son,
Wema Kadphises, founded the Kushana Empire in North-West India, which reached its
zenith under Kanishka whose accession is placed in A.D, 78 or A.D. 142. In the hands of
Kanishka’s successors, however, their empire too disintegrated.

At the beginning of the Christian era, however, Mathura was conguered by the
Kushana rulers, who were active patrons of Buddhism. Till then, Buddha had been represented
by such symbols as footprints, umbrellas, stupas trees and elephants ; for it was believed, that
his presence, was (oo sacred to be made visible. But the cult of the Puja deeply imbedded in
the Indian heart, created the urge to worship Buddha in human form and it was not long
before his images were in great demand.

The images of the Buddha made their first appearance in the Bimaran Casket
{c. 50 B.C.) and in the coins of Kanishka,

The first image of Buddha in stone, however, seems to have been fashioned in
Mathura on the lines of the images of Jain Tirthankars, Both had derived their descent from
the old Yaksha or Naga images. That same motif can be seen in the early images of the
Parsvanatha as also in those of the Buddha.

The Mathura school advanced rapidly both in spirit and technique. Its products
were no longer static, but seemed to emerge from the frame as though to meet the worshipper.
One of the earliest known images of Buddha sculptured by the Mathura sculptor which has
survived is clearly evolved out of the Yaksha image. This is the colossal standing figure
dedicated by Friar Bala in the third year of Kanishka, now in the Sarnath Museum. The
Katra Buddha was the next great step in the advance made by this school.
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But the outstanding sculptures of this great age of the Mathura school are the
Parsvanath ; the Mother and child and the Shalabhanjika, with her body of soft living flesh
(PL 7). Of them all, the most superb piece is what is called the Bachanalian scene,
(PL 5). The body of the intoxicated woman is like that of the Shalabhanjika, every limb
being carved in sensitive lines. Her left arm is over the shoulders of a servant who holds a
cup. Her face is flushed in self-complacent drowsiness, A man tries to lift her by the right
arm. A companion stands by with the finger of her right hand touching her forehead, which
scems throbbing. Here truly is a living picture in stone.

v

We can perceive an un-~Indian technique in the surviving pieces such as the Gandhara
Buddha with the Roman mantle, the Sahari Bahlol Bodhisattva, and in the Gandhara Yakshi.
The Gandhara influence seems to have spread to many centres of art in India as is shown by
the heavily draped and over-pampered Amaravati Buddha. These were attempts by
foreigners who had been trained in the Hellenistic tradition to make Indian images to
which they could not give the Indian soul. When placed side by side with Indian sculptures,
they look fantastic.

The West knew the art of the perfect form, but not that of making the dynamic
image which can speak to the spirit of the beholder. The Indian artist was aspiring to
transcend sense perception as well as the mental picture ; the Gandhara school only gave him
that one element to which he attached but little importance.

The statue of Kanishka now to be found in the Mathura Museum, does not belong
either to the indigenous school or to the foreign school of Gandhara. [t was the product
of a school which, probably established in Mathura, derived its inspiration from Central Asia.

The Gandhara school, however, was prolific. It produced numerous images of
Buddha and of the Bodhisattvas. It also depicted various episodes from the life of the
Buddha.

V1

The national movement of resistance against the foreign conquerors was led by the
Satavahans of Andhra. This dynasty, founded in B.C. 220, rose to eminence in the first
century Before Christ. Under Gautamiputra Satakarni, who ruled between c. 106-131 A.D,,
it reached the zenith of its power. On the decline of the Kushana Empire the Bharashiva
Nagas also became one of those ruling dynasties in North India, which were helping in the
national resistance. It was during this period that the human aspects of Shiva and His
picturesque family came to dominate the national mind,

During this period, too, and inspite of the decline of the Kushana power, the Mathura
School dominated the country. The Western School was represented by the caves at
Kanheri, and Karle and the recent finds in Gujarat. [t was in the Krishna-Godavari delta,
however, that the Andhra School reached its perfection.

12
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The Andhra School is represented by the carved railings from Jaggayvapeta and
Amaravat (100 B,C. to 200 A.D,). Its later achievements, though distinctly inferior to those
of the first named, are found at Nagarjunikonda in two stages, at Ramireddi-palli’ and
at Goli.

The Andhra School undoubtedly began under the influence of the Shunga traditions.
It borrowed some clements from the Gandhara School but it evolved a style of its own.

This School produced some remarkable masterpieces at Amaravati and Nagarjunikonda
where the life of the Buddha is dramatised in stone with marvellous craftsmanship ; there is
also a series of Mithuna, ‘amorous lovers’, being some of the finest that have been discovered
so far.

In sculptured scenes of Buddha leaving his home or as the conqueror of worldly
desires and of the four compartmented panel of the Nativity, the human figures are flexible.

The best named relief depecting the Birth of Buddha is a master-piece. In one of
them Queen Maya, the Buddha’s mother, is lying in a graceful pose, dreaming of the
six-tusked white elephant which is about 1o enter her right side. She is almost happily avid
of the joy that is to come.

In the next panel she is standing holding a branch of the sal tree in the Lumbini
Grove. She stands gracefully, more gracefully than the Vrikshaka, as the mother of the God
would be at the moment of the supreme event. The gods stand with a piece of cloth ready
to receive the new-born infant ; while women attendants wait upon the queen,

The Andhra School had little concern with renunciation, ethics or Yoga. [Its
creations were dominated by the joy of life. Frankly sensuous, almost bursting with dyna-
mism, the human figure represents its most brilliant phase. The figures of the women display
lovely and passionate poses ; their gait is rhythmic ; their bodies sway in grace,

In fact, the Andhra School was a link between the Shunga and the Gupta schools

which preceded it and the Pallava school by which it was followed. Tts influence also spread
over the whole South and Ceylon, Indo-China and Java.

VII

Sculpture was now as wide and varied as life itself weaving men and women, trees
and animals into one collective existence.

At Bodh-Gaya stolidity gave place to swaying, graceful movement. At Sanchi
gaiety and vivacity were added to the swinging movements, to express the joy of life.

The art at Karle attained strength and dignity portraving men and women with
their feet firmly planted on earth,

More than even those of Sanchi, the reliefs of Mathura express the sheer joy of life.

13
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There is an all-pervading sercnity or cheerfulness and the sculptured ladies make love or
display their charms with frank innocence. At Amaravati they are coquettish; ecstatic joy
and wild passion have taken possession of them.

There is very little of other-worldliness in these sculptures. Voluptuousness and
passion are as important as grace and spiritual calm.

Thus did Indian Art attain mastery in the technique of expressing the subtle, violent
or serenc moods of men and women, and not merely in figure and face, but in symbolic
movements expressed through the shaded curves of the stone.
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THE GUPTA CLASSICISM
THE WESTERN SCHOOL, IMMORT AL MASTERPIECES

AT the beginning of the fourth century of the Christian Era, no single great power
dominated India. The Kushanas, the alien rulers, had either disappeared or receded into
obscurity, The Andhras were on the decline. The Nagas ruled over Mathura.

With Chandragupta 1, the founder of the Gupta Empire, Magadh had again attained
imperial status. His brilliant successors, between ¢. 335 and 450 A.D., were the architects of
the Classical Age.

Samudragupta (¢. 335-385 A.D.) asserted his military supremacy over India : he also
revived the practice of the Ashvamedha sacrifices and by his lavish patronage stimulated
leamning, art and culture. He not only founded an empire of strength, but released forces
which made India a power-bound unit with a mission which inspired its culture to high
achievements.

The hegemony of the Gupta Emperors, accepted by most of the States in India for
about 150 years, gave the country immunity from catastrophic wars, both internal and external.
A few decades of peace released wealth and enterprise, directed the genius of the people into
constructive channels, and created a national tradition of culture. There was a wiumphant
upsurge of the classic spirit and the worship of beauty in all its forms filled the air
with joy.

Unhappy memories of the barbarian incursions were forgotten and the past was
read by an enthusiastic present in happy enough terms so as to become its unfailing inspira-
tion. Literature as represented by the Shakuntale and the Meghaduta and art in the Sarnath
Buddha, the standing Buddha of Mathura and the Udayagiri Varaha assumed beauty,
power and significance of form. The traditions and the techniques of the pre-Vedic, Mauryan,
Mathura and Hellenistic schools were fused together in this Gupta Art,

By the end of the fifth century, when the Huns had inflicted shattering blows on North
India, the Empire began to disintegrate. The artistic traditions often called post-Guptan,
however, continued to fourish in many parts of the country.

I1
Ome of the greatest achievements of the Gupta Art was the perfecting of the image of
the Buddha by so moulding the lines of the human body as to express high spirituality. It

was the Mathura School that may well have taken the first step rowards it

As early as the first century, as may be seen from the Katra image of Buddha, with
its heavy folds of drapery, the imagination of the artist was bent on portraying not only the
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physical proportions of the Buddha but the significance which lay behind his personality.
The Gupta artist went a step further by eliminating the folds and introducing the diaphanous
robe (‘Wet drapery style’) in which the robe appears to cling to the body almost without
folds, The halo of the earlier images was also transformed into an elaborately carved disc.

The Gupra School attained its perfection in the seated Buddha at Sarnath, the
standing Buddha at Mathura, the copper image of the Buddha found at Sultangunge and the
head of the Buddha with its inexpressibly sad but lovely face.

In these masterpicces, the art of the period found its highest fulfilment. By making it
instinct mot only with life, but with a spirit which rose superior lo the portrayal of body, it
invested the image with charucter, mood and meaning. Through such images the spirit of
Lord Buddha spoke to the beholder, uplifted his nature to a higher plane and pgave him a
momentary glimpse of what He himself had realised.

These masterpicces have to be seen under the awe-inspiring dome of the Chaitya hall
or in the still darker garbha-grika to realise the extent of the power which they were capable
of weilding over human minds.

The photographs of the Sarnath Buddha do the image less than justice. As [ stood
before it in the dim light of the museum hall and gazed at the face so divinely noble, I was
struck by the purity of its lines. It was so human and yet without any earthly taint. It was
like a full-blown lows in its delicacy and in the grace of every line.

The eyes, perfect in shape, are closed as if seeing beauty which remains unseen by
mortal cyes. The eyclids look so sensitive as if they would open at any moment. The
mouth, so delicately shaped, is lovely. It is not the face of an ascetic ; nor of a man of
learning, nor even of a handsome lover. It is more eloquent than the words of noble
meaning which once issued from it. It has less than a half smile onit. And it glows with
the light of an unfading joyous serenity,

There is surpassing tenderness, which is neither pity, nor compassion, but is such
as we drcam of on the face of a long-lost loving mother. It speaks in sweet, silent accents of
the bliss which is self-experienced, yet infectious.

As 1 looked at the face as if hypnotised, the lips just parted in a half-smile. The eyelids
flickered, and the music of a world which knows neither sorrow nor sadness was about me.

The standing Buddha of Mathura has a family likeness 10 the Sarnath Buddha. But
the mood is different, it is meditative. The lines of the body are so delicately carved as
to indicate the withdrawal of the senses in accordance with the mood. The modesty of the
pose is also in sharp contrast to the loftiness found in the later images of the gods.

L1l

The sense of power, strength and vigour of an age welded by a classicism which
comes of self-restraint blended with nawralism and refined by the idealistic touch, was

17



INDIAN TEMPLE SCULPTURE

reflected in the images of the avalaras and of the gods and goddesses of the Puranic
pantheon.

The times abounded with kings and prosperous devotees who were anxious to express
their faith in the Puranic beliefs through the worship of beautiful images. The demands made
by them led artists to create individual masterpieces. Distributed all over India, they prove
that there were regional schools of art, influencing each other, and evolving varying shades
of technique under the nationwide urge of the Gupta traditions.

The facades of the temples became a living media for the illustration of the Puranic
themes. The sculpture was ‘a legible pictorial script’, through which the masses received
education in religious subjects and imbibed the symbolism and the truth of their faith.

The Varaha and the Narasimha aataras of Vishnu were popular, and some of the
heroes and heroines of the Makabharata, accepted as living embodiments of a vigorous life, also
became favourite subjecis of art. But Shiva continued to occupy the highest place in the
popular devotion. His son Karttikeya, Skanda or Subrahmaniam, also assumed a prominent
place as the god of war.

In the early Krishna-Govardhanadhari pillar of Mandor (c. 4th or 5th century A.D.),
the Gupta Art is characterised by a lively, primitive fluidity, but that it was soon to develop
balance and restraint can be seen in the Ganga-Devi panel from Besnagar (c. A.D. 500),
A growing vividness is also found at Deogarh in the Ramayana panels of the temple and
in the magnificent Anantashayanam which while combining vigour with grace, delineate
the Vishnu resting on Ananta, Eternity, and swaying on the waves of the Cosmic existence.

We have the landmarks of the art in the Narasimha from Besnagar ; the Karttikeya
of the Bharat Kala Bhavan ; the superb bronze image of Brahma of Mirpur Khas ; the
Bodhisattva, vigorously but delicately moulded ; and displaying a glowing softness; the
exquisite torso of the Sanchi Bodhisattva; and the Sun god from Gwalior, who, 1o quote
Basham, ‘cheerfully smiling looks straight-headed at his worshipper, his right hand raised in
blessing, the god of a good-natured happy people’.

The image of Karttikeya, recently found at Kanauj, with its look of benign dignity, is
one of the noblest images of the deity to be discovered so far. Its dignity is tempered by
innate goodness and sell-conscious vanity, its hall-smile being sweeter than any I have seen
on a human face. The symbolical act of feeding the peacock adds a rare touch of naturalism

to the figure,

But the Puranic masterpieces, great as they are in artistic execution and in their
expression of power and mood of the age, are to be found in the two images of Vishnu's
incarnations. One of them is the Gwalior Parashurama. The whole body is instinct with
power, strength and fierce determination, while the smooth lines usually given to the images
of gods are altered to show invincibility. Parashurama stands firm and undaunted, the huge
crown of hair on his head indicating unconquerable vigour.

Nothing in ancient or modern art in this country or elsewhere can surpass the
clemental strength of the relief of the Varaha (Pl 8) in the Udayagiri Caves. Every line of
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the body is eloquent with resistless, cosmic power. The body is poised in might, the feet
planted in self-confidence, triumph writ in every line. Here is God Almighty in His primeval
strength ; the Saviour who raises the tiny, delicate, helpless earth from the chaos, while the
gods and sages stand by looking on in humility and amazement. Nowhere has human
art symboalised the greatness of God or the ultimare triumph of good over evil with
such eloquent grandeur. Tt is transformed stone, budding forth the high aspiration
in man,

v

_ The western sea-board, known in ancient time as Aparania, extended all the way
from Stambhatirtha (Cambay) to the islands of Bombay. Later, it was to be known as Lata,
a word which came to be applied to a progressively shrinking area. Still later, it emerged
under its present name of South Gujarat and North Konkan, both of which were included in
the kingdom of Gujarat up to the sixteenth century,

From the earliest times Aparanta had a prosperous life of its own. with close inter-
national contacts. In the proto-historic period, the settlements of Farly Man covered the
river valleys of the Narmada, the Sabarmati and the river believed to be the Sarasvati, the
bed of which still survives between the mainland and Saurashtra.

Later, these river valleys were occupied by the races of the Harappa culture, as they
spread south-west-wards from the banks of the Indus across the Western Rajasthan,
Saurashtra and the valley of the Narmada, to mingle with other ancient races in the
Godavari valley,

The tract, once called Aparanta formed a corridor between the North and the South
in which all influences met ; Saurashtra, North Gujarat, and parts of the western sea-board
were included in the Mauryan Empire and later in the the kingdom of the Western Kshatrapas.
In this corridor, like other influences, the traditions of art also met.

Before the birth of Lord Buddha, Sopara (Shuraparaka) and Broach (Bhrigukachcha)
were flourishing international ports of this tract. The image of the Yaksha, possibly the
guardian deity of the navigators found at Sopara, proves the existence of the Yaksha cult
in these parts. The art which produced this image followed, more or less, the same tradition
and technique which produced the Yakshas of Parkham and Besnagar.

As an international port Broach (Bhrigukachcha) had commereial intercourse with
foreign ports, including Rome.  One of the important centres of considerable archieological
importance near Broach is Karvan or Kayavarohana where Lakulisha, the founder of Pashupaia
Shaivism, was born in about the first or second century of the Christian era, All the
finds recovered from these areas so far show the existence of Western School of Art ;
some of them show distinct Achemeneid influence.

The first temple of Somanatha was probably constructed during this period at Prabliasa,
which also was the centre of Pashupata Shaivism and the site might some day throw up
interesting finds.
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W

North Gujarat and Saurashtra were also included in the Gupta Empire and the ruins
of several of the temples of the period which still survive prove that the Gupta classicism
considerably influenced the Western School.

The Gupta Empire had lost North Gujarat and Saurashtra by the end of the fifth
century long before its final disintegration. The withdrawal of the Gupta power led to the
rise of the powerful Maitraka kingdom of Valabhi (c. A.D. 470 to 770) which included
Saurashtra and the mainland of Gujarat up to the Mabhi, if not up to the Narmada. The
Western School of Art, developed under the Gupta Empire, continued to flourish without
interruption under the Maitrakas,

Recent excavations have thrown up a number of masterpieces of the period, among
which are the images of Adinatha Jivantasvami and Rishabhadeva from Akota, now in the
Baroda Museum ; the images of Ganesha and Shiva found at Shamlaji in the same Museum
and the image of Vishnu found ar Kadwar.,

The influence of the Western School extended to Rajasthan, parts of which were
closely connected with North Gujarat as well as Central India. This is attested by the
Krishna Govardhana panel of Mandor in the Jodhpur Division and the Nadia Indra from
Sirohi, both of the seventh century.

With the decline of the kingdom of Valabhi in the eighth century, North Gujarat,
part of the western sea-board upto the river Mahi, Saurashtra and Western Rajasthan passed
into the hands of the Pratihara rulers.






ART UNDER THE EMPIRE OF KANAU]J

AB{]UT the middle of the fifth century AD.; Northern India was invaded by the
Huns. Their inroads were successfully resisted by the Gupta Emperor Skandagupta but,
upon us death the Empire, which was disintegrating, could offér little resistance. For over
half-a-century, Madhyadesha struggled hard to throw out the barbarians and in the end,
succeeded in doing so.  But the protracted wars stifled the creative energy of Gupta Art,

When the Huns had been driven out of Madhyadesha, its life reverted to an uneasy
stability under Emperor Shri Harsha (c. A.D. 606-647), but upon his death the empire of
Kanauj collapsed. Tts power and prestige, however, were restored in about c. A.D. 800,
when it became the sear of the Pratihara Emperors. On account of the later vandalism of
the invaders the great temples of the Madhyadesha of the period have disappeared. The
fragments of its sculptured masterpieces lie buried under forgotten mounds, Only recently,
sufficient evidence has been picced together to cnable a reconstruction of the life of Madhya-
desha between the sixth and the eleventh centuries to be begun.

I

Inspite of the praise lavished by Hieun Tsang, the Chinese pilgrim, upon the
splendour of the University of Nalanda which had been endowed by Shri Harsha, the transition
from the wonderful art of the Sarnath Buddha to the Buddha of the Stupa at site No. 3
(Nalanda) indicates a steep decline in artistic tradition. The images of the gods, recently
discovered, and which can only tentatively be dated in the eighth century, also show
decadance.

The Kanayj Vishnu of the seventh century bears a half’ smile and his face is serene,
while the body has grace and nawral proportions. The image of Surya, Brahma and
Vishnu have a common stylised expression ‘and the figures have a uniform. well-developed
bust, indicating muscular strength without disrupting the smoothness of the lines. The faces
of the Chaturmukha Shiva (PL. 14) have a charming dignity and a subtle smile.

These images of the gods display neither human nor cosmic significance, They express
no mood, nor the inner self of the deity. New conventions of features and forms have been
evolved. The placid repose and majesty of posture, accepted as the last word in art, is shown
by the Kaushambi Indra, which can be traced to the Gupta period. But the beanty and
grace which characterise the ancestor images slowly disappeared in the later ones. The art is
there, but only in the sense of skill, not of inspiration.

One of the best images of the 7th and 8th centuries found at Kanauj, is the delicately
chiselled Mother and Child. The face of the mother is well-rounded and sweet, though
appropriate movement is lacking, There is nothing in her face to indicate her love for the
child which she carries. On the other hand, the Mother and Child—possibly Yashoda and
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Shri Krishna—of Pathari of the same period and the Vrikshaka of Gwalior are masterpieces
of the post-Gupta tradition, which appears to have flourished in places where the arm of
vandalism had not reached.

881

In about the middle of the eighth century, the Arab conquest of Sindh and the vain
attempts of two Arab armies to penctrate into India, seriously affected the situation in the
country. The army proceeding southwards was destroyed by Pulakeshi Avanijanashraya of
South Gujarat. The army proceeding northwards destroyed Valabhi and Bhillamala, then
the capital of Gurjaradesha (modern Jodhpur division). Its further progress, however, was
stopped by Nagabhata I of the Pratihara Dynasty of Gurjaradesha, who may have been the
ruler of Ujjain. He defeated the army and established for himself a powerful kingdom,

At about the same time, Dantidurga destroyed the Chalukyan Empire of the Deccan
and founded the Rashtrakuta Empire,

The three architectural and sculptural land-marks of the mid-eighth century indicate
that in spite of regional variations, a common tradition of art prevailed throughout the
country. These are the early temples at Osia in the Jodbpur Division, the Kailashanatha
temple at Ellora and the Parashurameshvara temple in Orissa,

All these temples were the products of a common religious impulse, for the image of
Lakulisha, the founder of the Pashupata Shaivism, is found prominently displayed in all the
Shiva temples of the period.

Each of these landmarks of temple architecture became the starting point of a new
and distinctive tradition,

IV

Osia, a great centre of religion, js situated in what was the homeland of the Pratihara
Emperors and an inscription of the reign of Vatsaraja (c. A.D. 770-800), a successor of
Nagabhata I, the founder of the Pratihara dynasty, has been found in one of its oldest
temples.

Rowland, in his Art and Architecture of India has given those features of the Osian
temples which are traceable in the temples of the South and the East. The plinths and niches
of the Osian temples are reminiscent of those of the Khajuraho temples and their shikharas bear
a family likeness to those of the Parashurameshvara and other earlier temples of Orissa as
well as those of Pattadakal in the South.

The lintels above the doorways have a quality which we find five centuries later in
the Sun “temple at Konarak, while the columns and porches have a common pattern with
those of the North Indian temples constructed right up to c. A.D, 1300, scores of which have
been appropriated to Muslim shrines at Delhi.
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The portals of the temples of Osia, like the Sun temple of Konarak, are rich with
iconographic details. The images of the gods, the avataras of Vishnu and the river goddesses in
the niches carved on the walls follow a well-established canon of sculpture.

The masterpieces of sculpture in the Osian temples include the beautiful torso of a
goddess with its living flesh and the image, possibly of Harihara, standing majestically with
an expression of divine detachment on the face. The expression on the face of this image may
very well be compared with the face of a god recovered from the debris of the Third Temple
of Somanatha, which might have been built at about the same period as the temple of Osia.

The temples of Osia were, therefore, not isolated achievements, but products of the
Western school, remnants of which can be found scattered over various places in Rajasthan,
all cvidently belonging to the Pratibara period. Among the sculptures rescued from
these temples, are the torso of a Kiradu goddess; the image of the chamari-holder, with
her soft flesh and graceful, dainty body: the images of Vayun and Ardhanarishvara of
Abneri and of an unidentified god, possibly Vishnu, from Srimal.

The common traditions of sculpture and architecture, which were prevalent in the
homeland of the Pratiharas, evidently provided the pattéern on which, in later centuries, the
temples of Madhyadesha were constructed.

In the course of time this process culminated in the elaborately sculptured temples
of Abu, Modhera, Khajuraho and Bhuvaneshvara.

v

The Pratiharas of Gurjaradesha, who styled themselves Gurjareshvaras, associated
with the clans of Chahamanas, Chalukyas and Paramaras, rose to power at about A.D. 750.
They conquered Saurashtra and North Gujarat within a few years thereafter, By the end of
the eighth century, under Nagabhata 11, they emerged successful from the traingular race for
the capture of Kanauj that they were running with the Palas of Bengal and the Rashirakutas
of the South.

From about ¢. A.D. 800 1o 915; they ruled over an empire which, for about sixty
years, comprised the whole of Northern India from Saurashtra to North Bengal, They also
appeared to have established Tegemony over West Punjab and Nepal. [In the works of
Rajashckhara, the poet laureate of the last of the powerful Pratiharas, we find reflected the
dominant position of Kanauj, the imperial capital, as the metropolis of India.

The find positions of the shrines set up during the Empire extended from Pehova
(Prithudaka) in East Punjab to Una in Saurashtra in the West, and Gaya in Bihar in the East.
Vi

In the study of the Western School of Art, the five successive temples of Somanatha
erected on the same spot became interesting.  The first as already stated, can be dated in
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the first or second century of the Christian Era, The second was probably built in the fifth
or sixth century, about the end of the Gupta period or the beginning of the Valabhi period,
and was destroyed by the Arabs in about the middle of the eighth century,

The third temple appears to have been built in about c. A.D. 800, when Nagabhata
Il conguered Saurashtra and placed it in charge of his Chaulukya feudatories. Judging by
the plinth and the relics, it is more than likely that it was constructed on the same model
as the Sun temple of Osia, though it was the larger of the two. This red-stone temple was
destroyed by Mahmud of Ghazni in January, 1026.

The fourth temple was built on the ruins of the earlier one in abaut c. A.D. 1030
alter the withdrwal of Sultan Mahmud and at more or less the same time the Delwada temple
of Vimala and the Sun temple of Modhera were constructed.

The fifth temple, the batterrd ruins of which were demolished in 1950, was built by
Kumarapala, (c. A.D. 1144-1172).

Such sculptures as have so far been recovered from the site of the Somanatha temple,
show that the Western School of Art was closely allied, period for period, with the schools
which dominated Rajasthan, Madhya Pradesh and the Vindhva Pradesh.

VI

The patronage of the Pratihara Emperors appears to have carried the traditions of the
Western School to Kanauj and other parts of their Empire, where the art captured new and

superior technique.

During the Pratihara period the images of the gods, were carved in static poses on the
model of the Western School and were invested with a dignity characteristic of the worship-
worthy immortals.

There is, however, little evidence of creative inspiration in individual pieces. The
Naga and Nagini of Kanauj are unrelieved by any fresh outlook. The Vishvarupa
Vishnu (PL 16) is characterised by dignified repose, but the body poised is in conventional
grace. The goddesses Lakshmi and Sarasvati which flank the image of Vishnu, have little
personality ; their busts follow the traditional pattern. The Varaha, the Divine Boar, was
still the favourite deity ; the greatest of the Pratihara Emperors, Mihira Bhoja, bore the
title of Adi Varaha, But the Kanauj Varaha of the same period failed even to approximate
to the grandeur of the Udayagiri Varaha of the Gupta times.

One of the finest pieces of the period discovered so far at Kanauj is the image of the
dancing Ganesha. Its pose is joyful, its trunk swings in tune with the uplifted foot ; there
15 a sly twinkle in the eye as if showing that even with his heavy form the god can perform a
dance with grace.

A sensitively carved masterpiece from Kanauj, recently recovered, depicts the marriage
of Shiva and Parvati, (PL 15). Both features and limbs are carved in lines of vivid reality.
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There is sclf-restraint and dignity in Shiva’s pose of smooth-limbed strength, while
Parvati’s rounded elegance of limb has a rare perfection. But what a modern impressionist,
misses is the loving, longing look on the faces of the bride and the bridegroom ; for, the artist,
according to the conventions of the times, was carving divinities, not human beings.

There are several masterpieces of the period which appear to have been influenced
by the Kanauj School. Among them are the Sarnath Tara with her majestic figure and
dignified pose, though the Pala influence is also evident, the Shahjehanpur and the Sultanpur
Vishnus are marked by a lofty detachment and superior dignity, and among the highly
attractive and imposing pieces are the Deogarh Jain goddesses.

The same tendency to make the image look god-like in its imposing bearing and
superior detachment is evident in the Surya of Gorakhpur. The technique appears even to
have reached Almora in the Himalayas as we find from the image of Vishnu of the same
period.

The greatest masterpiece of the North Indian Art of the Kanauj School, however, is
the image, said 10 be of Rukmini, found at Naukhas in the Etah district of Uttar Pradesh,
[t is one of the most wonderful relievas which Indian Art has produced. In the making of
this image the conventions subserve a delicate naturalism and the human figure stands out
in all its glory.  Unfortunately, the head of the image has disappeared. But the slender
lines of the long-limbed body are carved with rare delicacy. The sensous feeling of beauty,
though transfigured by classic restraint, is appealing. There is a complete blending of
spiritnal grace with veluptuousness.

The Rukmini of Etah is not the image of a woman : nor of a Vrikshaka in stylised
shape. She is a woman whose beauty glows from within. Perhaps she was caryed from a
living model. In any case the art which could produce this Rukmini was still great,
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THE ART UNDER THE CHALUKYAS AND THE PALLAVAS

WHILE parts of North India were being overrun by the Huns, the Deccan,
unaffected by the catastrophe, was welded into a powerful kingdom by Pulakeshi 1, the first
great king of the Chalukya Dynasty of Badami (Vatapi) (¢. A.D, 500-750), The rise of
the Chakulvas was also associated with powerful movements which can conveniently be
termed the Puranic Resurgence. It challenged Buddhism successfully ; revived sacrificial
rituals ; gave predominance in religious literature to the Shaiva Agamas and the Puranas,
and invested shrines, rivers and holy places with fresh religious significance. One of its
major currents centred in the growth of Shaivism.

Nasik, on the Godavari, was, a great centre of learning and religion from ancient
times. It was also the starting point of the passage through the ghats which, till the nineteenth
century, connected the south and north through the Western sea-board. Naturally, therefore,
a considerable part of the sea-board, south of the river Mahi, formed part of the Chalukya
Empire, with temporary fluctuations, till it passed into the hands of the Rashtrakutas.

It was the patronage bestowed by the Chalukyas on art which has left us the master-
picces of Badami (Vatapi), Aihole, Pattadakal, Ajanta, and perhaps early Ellora and
Elephanta.

In some of the early temples of Aihole, Pattadakal and Badami in the Bijapur district,
we sc¢ the shaping influence of Gupta classicism later permeated by the Southern tradition
raise the local art to creative vigour. The apsarases of the temple of Durga provide valuable
links. The most remarkable achievement of the new artists, however, was to contribute
a dreamy, floating quality to the figures of the flying gods and goddesses.

As Coomaraswamy puts it, they display ‘great dramatic force and freer movement than
in the Gupta period ; on the other hand, there is a tendency at increasing elegance and
slenderness of form’. There is a new beauty in women. The hips are more slender, the
waist more supple, the legs longer. The woman is no longer the mother goddess. She is
the divine charmer.

It was also the age of elaborate temples, The four cave-temples, belonging to the
early Chalukyan period, three Brahmanical and one Jain at Badami in the Bjjapur district,
have elaborate sculptural decorations traceéable to the influences from the North and West. Of
them, the cave temple No. 3 bearing a date corresponding to A.D. 578, has some remarkable
reliefs such as Vishnu lying on Ananta and a ten-handed Nataraja.

The earlier Chalukyan caves at Ellora show unmistakably the influence of Gupta art,
though the Vishvakarma Chaitya hall, with its unique facade of the seventh century, may
have been constructed even earlier. The Dashavatara cave with its magnificent series of living
panels ; the Rameshvaram verandah with its massive pillars decorated with pot and foliage
motifs of the Gupta tradition ; the bracket figures of Vrikshakas and the Hiranyakashiapu
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panel in the verandah, are some of the masterpicces of Indian sculpture, surpassing all that
was achieved by Gupta Art.

Il

The carliest masterpieces in architecture and sculpture of the Pallava School are
found in what are called the Seven Pagodas in Mahabalipuram, or Mammalapuram, the
sea-side capital of the Pallavas. The art of cutting temples out of the living rock in imitation
of the cave-temples, reached here a new perfection of detail and classical simplicity (PL 17).

The Anantashayana-Vishnu (Pl 19), with its face of irresistable power and its pose
indicative of supreme mastery over the flux of time, isa masterpiece. So is the Varaha
(P1. 20), though unlike the Udayagiri Varaha in execution, design and mood. The Trivikrama
Vishnu (Pl 22) and the ascent of Gaja-Lakshmi (Pl. 24) are remarkable, the latter for Her
grace, length of limb and narrow-hipped elegance.

Of the three masterpicces in Mahabalipuram, which reach the highest watermark
of plasticity and vividness, the first is the Mahisasuramardini relief (Pl 18). The Goddess
Durga is out to destroy Mahisasura. The crafty, powerful buffalo-demon, is on the defensive.
He is fighting with determination, though he has grown feeble, for he supports the mace with
both his hands, waiting eagerly for the moment when he can strike down the Goddess. His
demons are flecing, falling, or seeking to escape.

The ganas, short and fat-bellied and armed with bow or sword, and the different
Shaktis who form the army of Durga, are bold and aggressive. Some of them hold the royal
umbrella over Her head as She joins the fray. Her mount, the ferocious lion, is rushing forward,
its right-paw uplifted. She rides it with firm grace. The light of victory is in Her eyes and self-
confidence in every gesture, Her head is thrown back in proud defiance and Her eight hands
handle different weapons, one holding the taut bow, another drawing the string to its utmost.

This is not a sculpture, much less one of stone. It is the moving picture of a living
battle, every line every shade, creating the illusion of stirring conflict.

The vigour of the composition, as carved in this relief, is unique in art, for Durga is not
the sculptural descendant of the Mother Goddess with large bosom, narrow waist and rounded
hips. She is tall and Her tense body, with the slender, lithe suppleness of a maiden, is sinuous
with resistless energy. Her bust is compact and firm. Nowhere in stone or colour has a
woman been delineated with such grace and power, or breathing such a sense of triumph, so
irresistably cosmic. Not even the song of Her glorious exploits—the Dei Mahaimya—can give
a truer concept of the victorious Mother than does this stone relief.

Here again we see the ultimate might of godliness attaining victory, not achieving
its triumph, as in the Udayagiri Varaha, but in the very midst of a bitter struggle against
godless evil.

Later artists illustrated Mahisasuramardini in Her different moments of victory, The
struggle of the Goddess with the demon, in its most intense form, for instance, is found in
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the same theme depicted in the Rameshvar cave of Ellora. The moment of clash is portrayed
a century later in the Kailashanatha Temple at Ellora, while Her triumph is depicted with
realistic brutality in the decadent panel at Kitab Daulat, about A.D. 1000, The
inspiration of the refined naturalism which characterised the art of Mahabalipuram had given
place to realism, a wrue sign of artistic decadence.

The Giri-Govardhana panel (Pl 25) is another marvel, one of the best sculptured
monuments in the world, Shri Krishna is holding up Mount Govardhana with His little
finger while around Him are gathered the cowherds and milkmaids, the catile and even the
wild animals who are seeking refuge from the anger of the Indra, A cow is being milked ;
she licks her calf; a child stands by, anxious to drink the milk.

A cowherd is playing a flute ; a child stands in front of a gopi with a pot of milk on
her head.  An old man has a baby on his shoulder. Lions and griffins stand harmlessly by,
secking the shelier of Govardhana,

The magnificent open-air bas-relief associated with Arjuna’s penance (or the Descent
of the Ganga, as it is sometimes wrongly called) is also unique. Itiscarved on two large
rocks (96 feet x 43 feet) with a narrow fissure between. Arjuna, his hair grown long, is
performing the penance standing on one leg. To his right stands Lord Shiva attended by
His ganas.  Pleased with Arjuna’s penance, he is ready to give him the irresistable weapon,
pashupatastra.  The whole Creation stands attentive, gazing at Arjuna. Indra, Surya, Chandra,
the Ainnaras, the apsarases, the heavenly nymphs, are there. Heavenly couples are seen
flying, as if in ecstacy Majestic elephants with their little ones nestling between their legs
and playing with the parental trunks stand in dignity. A couple of monkeys are sitting on a
ledge (PL 23),

In the left are carved graceful nagas and naginis, serpentine demi-gods, with cobra,
hoods descending rising from the depths of the waters,

On the left is a temple of Vishnu with sages in various poses. One of them, presumably
Arjuna, deep in meditation, is carved in three dimensions; others are in Yogic postures. A
disciple is carrying water on his shoulder ; another is running ; a third is looking at the sun,
indicating the hour of the day. The peaceful atmosphere of the hermitage on the banks of
the Ganga is brought out by the fearless deer and the recumbent lion.

The artist has a keen sense of humour too. Near the elephant stands the ‘ascetic’
cat on her hind legs, as if in deep meditation. The rats are running about, foolishly thinking
that the cat has turned saintly, And the rock-cut monkey picking out lice from the head of
its companion (PL 21) is unique in its vividness.

Every figure, every pose is instinct with life. They express adoration, curiosity,
admiration, peace, hypocrisy, the most tender naturalism. It is the whole creation, in stone
amimal, human, divine a world as living as the world itself.






RESURGENT SHAIVISM - KATLASANATHA AT ELLORA - THE NATARAJA

l’\i about A.D. 750, Dantidurga founded the Rashtrakuta Empire. In A.D. 758, he
was succeeded by his uncle Krishnaraja I, by whom the Kailasanatha temple was cons-
tructed. The empire so founded continued till A.D. 975, when it fell into the hands of its
erstwhile feudatories; the Western Chalukyas.

The early Chalukyan reliefs at Badami, Aihole and Pattadakal provide the link between
the Southern and the Deccanese Schools. In the Aihole Vishnu, for instance are seen longer
limbs, flying movements and a charming mobility. The lines of the body are meant to convey,
as in the Gupta masterpieces, the spirit that the god represented and the significance of the
particular aspect which is delineated in the image.

The Kailasanatha temple, a perfect copy of the structural type of temple, cut out of
rock, is one of the world’s masterpieces of art (PL. 26). At first glance, it looks like the cosmic
figure of Shiva, carved by nature in the early dawn of the Earth, when molten lava in the
process of cooling was forming shapes of strange and unearthly grandeur,

The Buddhistic cave chaitya was a search for a life of peace and solitude while the
Shaivite rock temple was a search for a life of vigour and triumph. And what a change in
technique from the earliest cave architecture in Ajanta! What a profusion of ideas ! What
movement !  What strength of expression !

The reliefs of the Kailasanatha temple and its associated shrines are a world in them-
selves, a world that is dominated by Shiva either in His benign or cosmic aspect.

All the figures of Kailasanatha are captivating in their fresh vigour. The proportions
are physiological and express power, might or fertility.

Among the outstanding sculptures, aré the so called Dvarapala (PL. 31); the
Narasimha Avatara ; the large panels of the Ganga and Sarasvati where the feminine
figure is conceived with ineffable charm and dignity, the stone pictures depicting the war
of the Mahabharata and the amorous lovers on the door of the shrine, which are throbbing
with passion.

Dr. Rene Groussett, writing about the figures of the goddesses, says :-

“They have the same supreme elegance, the same nobly elongated bodies, the same
blend of strength and grace, and sometimes even the same costume (the high royal head-dress,
eti.) ; while the female figures, in turn, such as those of Parvati, might be the sisters of the
very Botticellian princesses who figured as the companions or temptresses of the Bodhisattva
at Ajanta. Moreover, we should do well to pause before certain of these figures in demi-
relief between the columns of the entrance porch of Kailasa, representing the three river-
deities, Ganga, Yamuna and Sarasvati (Fig. 78, 79). In such works as these, with their
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noble beauty of rhythm, worthy of Athens or Florence, Indian sculpture perhaps reaches
its apogee. Atany rate, occupying as they do a middle position between the yakshini of
Bharhut and Sanchi with their heavy, intoxicating sensuality, and the cight eenth-century
statue of Lakshmi, rigidly confined within the rules of an artistic canon which has degene-
rated into the commonplace, the two river-goddesses of Ellora offer an ideal of feminine
beauty which we shall find again at Borobudur, and which, though free from any Greek
influence, almost succeeds in rediscovering our own classic ideal by its own exalted qualities.”

Shiva, carved in pure lines; is smooth, chaste and soft in His nudiry. Al His aspecis
are depicted with a poet’s creative fancy as the God of wisdom, welfare, chaste and domestic
love, and destruction. Nowhere is the intensively human character of Shiva more graphically
depicted than in the panels showing the homely scene in which he converses with Parvat
(PL 27) ; in the love scene in which Shiva is sitting in sell-confident mastery, His head
held high in the victory of passion, while Parvati clings to Him in wild abandonment ; and
in the Nataraja (P, 29),

In one great panel, Ravana is shaking Mount Kailasha with his twenty hands, while
Parvati, with gesture superbly feminine is agitated. She leans against her Lard, enveloped
in his protecting arms. The ganas and the maids are terror-struck. Shiva, however, sits
unperturbed, serenely godlike, crushing the Titan with a slight pressure of His foot, This
relief symbolises the irresistibility of God, just as the Udaygiri Varaha represents His final
triumph (F1. 30).

Shiva as Kalabhairava, in the panels of Ravan-ka-khai (Pl 28) is the god of destruc-
tion, expressing devastating power. All his arms but one are upraised in fearsome
movement and that one arm is held as if in a tender caress, assuring Parvad that there is no
cause for her to fear.

The humorous scenes are delightfully human. Shiva is playing a game of dice with
Parvati who is reluctant to play. He holds her hand and insists on one more game. The
gaming-board lies between them. Below, the naughty bull, Nandi, is ona spree of his
own ; he puts a hool on the head of a gana ; two ganas hold his horns ; one chews his tail.
The master and mistress are happily at play, the servants are off on a frolic of their own.

The Nandi also has been a favourite of Indian artists from the days of Harappa; it
provided their imagination with a symbol of primitive animal strength. We find the bull in
the seals of Harappa and Mohenjadaro, in which the representation is characterised by
majesty and strength,  Since then its appeal for the artist could be seen not only in the jolly
old bull of Elephanta but in the massive images at Tanjore, Haleibid, Sravanavelagola and
Chamunda Hills (Pl 141) and in the several graceful images found at the site of ancient
Valabhipur, to mention a few.

Wonderful panels depict the marriage of Shiva and Parvati. Rati, goddess of love,
is leading her spouse, Kamadeva, the god of love, by hand ; Vasanta, the Spring, his friend
follows. Brahma is asking for Parvati’s hand from her mother.

Then there is the marriage scene. Shiva, dignity itself, and Parvati, a coy maiden,
are married. Her father, Mena (her mother) and the gods, are witnesses.
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What a wonderful drama in stone |

Shiva as the lover is portrayed with great art in one of the reliefs. Supreme charm and
tenderness emanate from His whole being as He kisses His bride. **This”, says Rene Grousset,
“‘in its Sivaite symbolism, far transcends the divine idyll which it represents; it is, in our opinion,
one of the most powerful works in the art of the whole world—a sort of oriental Rodin™.

There is another wonderful scene: Shiva is dancing His tandeve-nritya. The Seven
Mothers, Saptamatrikas, are awaiting the final dissolution. On a side panel, huge skeletons are
depicted. Here is the cosmic dance staged in stone with doom on one side and creation on the other.

I

Though the glorious structures of important capitals like Kalyani, Deogiri and
Malkhed in the Deccan were destroyed, the south did not suffer from the destructive zeal of
Muslim conquerors to the same extent as the north. Its schools of art, indeed, carried
forward the traditions of the Pallava and the Rashtrakuta schools in unbroken continuity tll
the eighteenth century, when the East India Company tonquered the South.

When, at the end of the 12th century, important Hindu kingdoms in north India
were destroyed and its great centres of learning broken up, art, like learning, ceased to grow.
Men of learning, fleeing from their homes, found precarious asylums in all parts of the
couniry, In consequence, the traditions of architecture and sculpture began to lose their vitality.

In the south, although the old kingdoms and universities survived for three or four
centuries, the stream of inspiration, which the impact from the north had kept flowing, began
gradually to dry up.

The early traditions of art in the south emerged in a vigorous school patronised by the
Chola Emperors (. A.D. 850-1279),\ The early masterpieces of that school are the ‘covering’
images [ Avarana-devata) on the facades of the early Chola temples in the Tanjore district.
They reached their highest form in the sculptures in the temple at Tanjore built by Rajaraja
Chola and in the temple at Gangaikonda Cholapuram built by his son, Rajendra in
about A.D. 1025,

Some of the masterpieces of the school include the Lingodbhava Shiva, the four-armed
Shiva and Brahmani, one of the Seven Mothers. Every line of these images is delicately
carved. Their features possess almost a family likeness and exhibit a sweetness rarely found
in other sculptures.

In these pure and harmonious bodies, with their slender and elegant torsoes are to
be found the strength as well as the grace of Ajanta, Ellora and Elephanta.

108
The most brilliant performance of the Chola School was the perfecting of bronze
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sculptures, These were made under the inspiration of the great Shaiva saints who popularised
the practice of presenting the temples with votive images of the different aspects of
Shiva.

Some of the great masterpieces of this wonderful art have found their way into
the museums of the world. Among those produced in the course of four centuries we have
the bronze images of the Shaiva saints Sundarmurti Svami and Manikya-Vachakar (13th
century) ; of Shiva as Nataraja (Pl 123) as Dakshinamurti; as dancing on the elephant.
But as we proceed, we miss the inspiration which achieved the perfection of the earlier Chola
masterpieces.

The highest point reached by this school is of course the Nataraja with its balance,
rhythm, and the superb movements of the arms and the hands. The highly conventionalised
language of gesture in which the south rapidly excelled and which earned the admiration
of the great French sculptor, Auguste Rodin, is pressed into the service of this super-human,
poetic exaltation.

The cosmic dancer often wears a smile which expresses a surpassing mastery over
life and death, over the genesis and doom of world. With one of his feet he crushes evil while
one of his hands is held in abkayamudra in order to render the good fearless.

The pose, the gesture, the rhythm and ecstasy are woven together so as to express the
lila or the sport of the Supreme. Nataraja is, in a sense, the physical rendering of the
Apocalypse in the XI Canto of the Bhagavad-gila.

The Jaina school of the standing colossus was founded in the north. The earliest
specimen found so far is carved on the rocks of Gwalior, In the tenth century we have two
sculptures in the same technique : the Gomateshvara (PL 37) and the Parshvanatha (Pl. 36).

The tradition came to the south with the Kalugamalai Parshvanatha in the 9th century,
The best specimen, however, is the colossal statue of Gomateshvara (PL 73 and 74) 57 feet
high at Sravanavelagola which was set up in A.D, 983. It is one of the most extraordinary
performances of Indian art devoted to Jainism. Intending to portray an ascetic, it has given
us the picture of a young and vigorous man, bursting with strength yet paised in that perfect
self-control which dominates the desires and weaknesses in supreme detachment, This tradition
was carried forward in another statue at Karkala in South Kanara, 4] feet in height
and set up in 1432 and yet another, later one, at Yenur, set up in 1604,

IV

The Pandyan school (A.D. 1100 to 1350) carried on the Chola traditions, but for
want of originality and inspiration, it sought beauty in gigantic proportions. The Hoysala
school (c. A.D. 1100-1300) has left us some vigorous and impressive reliefs decorating the
facades of the temples at Sommathapura (PL 105), Belur (PL 107) and Halabid. The
ornamentation is heavy, elaborate and unresirained.

The typical masterpieces of this school are the seated Ganesha expressing stolid
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contentment (PL. 108) : the torso of Shiva (PL 109) ; Mahishasura-mardini (PL. 110) ; Venugopal
(PL 111); Vinadhara Sarasvati (Pl 112); Vishnu and Lakshmi (PL 113); the Belur Garuda
(PL 122), all of which are as elaborately ornamented as the literary style of Bana.

But, as may be seen in the three musicians (FL 114), the drummers (Pl [15), the
praying Garuda (PL 116) and the dancing images (Pl. 118), the technique of depicting move-
ment has been lost. The movements in these sculptures are conventional, the emphasis being
on ornament, rather than grace of motion.

The Vijayanagara kingdom, with its capital at Hampi (PL. 124} founded in 1336 by
Harihara I, was the last great Hindu kingdom to resist successfully for a long period the march
of the Muslim kings, till Shivaji raised the standard of revolt in the seventeenth century. The
contribution of Vijayanagara to Indian art is no less significant than its contribution to the
social and political life of medizval India.

The Vijayanagara school reached its high water mark under Krishna Devaraya
(¢. A.D. 1509-1529) (Pl. 125), After Vijayanagara was sacked and destroyed by the Muslims in
1565, the Vijayanagara school continued to develop into what may be called the Nayyaka
school. This was under the patronage of the Nayyakas of Madura, who had set up an
independent kingdom, and it was under Trimala Nayyaka (c. A.D. 1623 to 1657) that it
reached its climax,

During this period the animal motif was elaborately exploited to depict scenes with
great mastery of fantastic detail as can be seen in the outstanding ‘horse court sculpture’ at
Srirangam temple in Trichinapoly (P1. 135).

A pair of rampant furious horses, whose heads support the pillars, are carved with
great skill and vigour, The riders are shown in realistic pose trying to control them. The
fore-legs of one of them are placed on an arch under which stands a soldier with a woman
sitting on his shoulders. Each sculpture is realistic, though the conception is [antastic.
The artists only found fulfilment in bringing such conceptions into material shape.

The Kumbakonam Mohini (PL. 136) is on a stylised pillar, while the marriage of Shiva
and Parvati at Madura (16th century) is a mere stone replica of a conventional bronze

image.

The wonderful sculptures, in the corridor of the Minakshi temple at Madura, are
fanitastic in conception, Novelty was sought in gigantic size and exaggerated conception.

The artist had lost the refinement of the Chola School. He had no eye for naturalism ;
ormamental skill had replaced creative vigour. As Coomaraswamy has pointed out, the
character of the Nayyaka style ‘is rather due to an exaggeration of already developed shapes
than to any new development'.

With the highly ornamented beauty of the sculptured decorative reliefs, of the small
temple of Subramanyam at Tanjore dating from the eighteenth century, ends the story of
Indian art in the South.
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THE ART OF KALINGA AND THE EAST

CGN‘I‘ELH"DRANEDUS with the early Chalukya temples at Aihole, Pattadakal and
Badami, there was vigorous architectural activity in Kalinga, particularly at Bhuvaneshvar. It
reached its highest expression about A.D. 1100. The early shikhara temples at Aihole and
Pattadakal have their parallels in Orissa in the temples like those of Shatrughneshvara
and the Parashurameshvara where both architecture and sculpture acquired a fresh vitality
which continued for several centuries. The unbroken progress of this development can be
seen in the hundreds of temples at Bhuvaneshvar.,

The architectural masterpieces of Kalinga art are the temple of Parashurama
(c. A.D, 700) ; that of Mukteshvara (c. A.D. 900) ; that of Lingaraja (c. A.D. 1100) ; that of
Rajarani (c. A.D. 1000) ; that of Jagannatha (c. A.D. 1150) ; that of Megeshvara (¢. 13th
century) ; and the Sun temple at Konarak (c. A.D. 1250),

The earliest building of the Kalinga school, in a perfect state of preservation, is the
Parashurameshvara temple. The archaic erection is sometimes placed in the seventh century,
in which event it would be earlicr to the Kailashanatha temple at Ellora. The reliels mostly
deal with the incidents associated with the benign aspects of Shiva and Parvati. The
Saptamatrikas are there ; complete with a pea-cock, Karttikeya has a niche to himself;
and Lakulisha, the founder of Pashupata Shaivism occupies an important place.

The art became rooted in the soil and developed remarkable characteristics.
Parashurameshvara became the parent of a series of beautiful shrines culminating in the
celebrared Sun temple at Konarak.

In the Lingaraja temple, one can see the maturity of Kalinga temple architecture.
The Rajarani temple, representing a stage of development not favoured in Orrissa, has superb
sculptures, The Kalinga artist, without giving up the conventional lines of grace and vigour,
produced an image which was faultless in the perfection of its form and vitality. Above all,
he could produce the sweetness of its expression by a luminous delicacy of line, rarely met with
in Indian art elsewhere. A few of the sculptures of the Rajarani temple may be compared to
the best production of the world’s art. The image of Mahishasura-mardini, in the Vetal-deu,
has a masterful vigour,

The Alasa-Kanya of the Mukteshvara temple and the amorous couple of the Lingaraja
temple have a sensuous charm as well as beauty of form. The teacher and the disciple in the
Rajarani temple (Pl 47) are carved with a rare realism. The Alasa-Kanya with her
smile and sensuous body, which in spite of being cast in conventional lines reach the
high watermark of physiological perfection ; the Varuna with His unassailable dignity,
and the mother looking fondly at her child with fond expression are difficult to match
elsewhere.

The Mithuna, or the pair of amorous lovers (PL 41), glows with the exuberance
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characteristic of Kalinga art. They have the eternal smile of the lovers who are absorbed
in each other. Their figures are compact, sirong and delicately moulded, and the intimate
pose has a delicacy unlike those of the Mithunas of Konarak. (Pl 53).

The masterpiece however, is the beauntiful Devata, with her luminous daintiness
the ineffably sweet half-smile. The dance of Shiva, masterfully portrayed in the earlier
monuments, with a rounded delicacy of line and an aesthetic grace of movement, loses
its vigour in later Kalinga art,

11

In point of time as well as of technique, Kalinga art culminates in the world famous
Sun temple at Konarak. Luckily for Indian art, the Temple was in use for some centuries,
and if it fell into ruins later on it was probably due to natural causes,

Konarak is a marvel ot siructural effort, as exquisite in every detail as the beautiful
Sun temple at Modhera. It was built between AD. 1238 and 1264, by Narasimhadeva,
a king of Kalinga. Twelve thousand masons, with the aid of thousands of other labourers,
worked on it for sixteen years. Huge stone-slabs, were quarried a great distance away and
brought to the site on rafts, were hauled up to amazing heights, placed in position and carved
to perfection. It is an example of the efflorescent Orissan art which had then reached its
high watermark.

The front porch, called jagamohana, is 128 feet high ; the vimana, the tower, which
once crowned the sanctum, rose 228 feet from the ground, The amalaka, or the crowning stone
slab, 1s twenty tons in weight

The Navagraha lintel, which once surmounted the eastern doorway, still lies in perfect
condition, but is now in two pieces. In its original position it was supported by an iron beam
measuring 23 feet by 9 inches square, a miraculous feat of engineering performed on primitive
forges by manual labour. The secret of such manufacture has been lost.

On the lintel are carved the nine grahas, or planets, which, according to astrology,
decides man’s future : the Sun, Moon, Mars, Mercury, Jupiter— Brihaspati, with a beard—
Venus and Saturn ; Rahu the ascending node, as the demon with a fearful face and a sabre
tooth, and Ketu the descending node with tail.

The huge lion rampant upon an elephant, which once projected from the shikhara,
may still be seen. The eastern approach in front of the nata-mandapa is flanked by two colossal
figures of Gaja-Simha, that is lions rampant upon helpless clephants and mutilated human
bodies. This is a favourite motif in all Orissan architecture, but in Konarak, the proportion
and the effect of the motif have been perfected.

Besides the Gaja-Simha of the eastern gate, there are the northern and southern
portals, flanked respectively by pairs of elephants and horses, each upon a broad platfrom.
The former suggests massive strength, and the latter mobile ferocity. The front hooves
of the horses plunge cruelly upon a fallen warrior who holds up, a shield in desperation, his
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face portraying the greatest anguish. A rider stands beside each horse, sword in hand, in a pose
suggestive of pride and victory. These horses have been carved with unique vitality.

The horses of Praxiteles are a wonder of the world ; so are these. To the Greek
horses, the sculptor has imparted strength, mobility, restlessness.  To the horses in Konarak,
the Indian sculptor with equal genius has imparted anger, ferocity, determination and
deadly power.

The front gate leads to the natamandapa, with its four entrances and richly carved
pillars. It is so arranged that as the sun rises, the first rays pierce its interior to light up the
jagamohana.

The temple, consisting of the porch or jagamohana, and the central tower over the
garbhagrika, called vimana, are in the form of a huge chariot of the Sun drawn by seven
horses. The chariot has twelve beautifully carved large stone-wheels, with symbolical designs
showing the periods of the year. Every portion of the intervening space is richly carved.

Each sculpture has for its main theme the efflorescence of elemental passion, ferocity,
death, misery, mobility, power and unsophisticated sexual enjoyment. The panecls depict
imaginary lions like griffins; elephants running, trotting and jumping; men on running
horses, armies marching, sadhus preaching, drummers in ridiculous head-dresses, their happy
mood in tune with the joyous throbbing of the drums; girls dancing in every pose ; nagas and
naginis—serpent gods and goddesses—standing interwined and making love and amorous
men and women in a variety of poses—all carved in beauty but with naked realism. Every-
thing is mobile; everything expresses the elemental power of the Sun.

m

The Mithunas, the amorous lovers of Konarak, carved as they are in imnumarable
poses, and with unabashed realism have evoked considerable criticism. It is truc that they
are voluptuons. One sculpture (PL 54) is as real as life, The quivering nostrils and passion-Jit
smile of the man, and the mock modest tilt of the woman's head with its sly maddening
smile are highly realistic. In another sculpture (P1. 53), the smile of the woman is different.
She is the ardent, clinging, happy bride.

The amorous carvings on the walls of Indian temples have often evoked the wrath of
the critics of Indian art, and, human confidence in its own judgment being what it is, such
criticism is natural, I must, however, enter a caveat against people of one generation, brought
up with its own standard of taste, sitting in judgment on the taste of another generation, a
different age or a different social or aesthetic tradition. There is no universal criterion of taste
or delicacy for all things at all times. Such critics are apt to forget that ascetics strictly
pledged to life-long celibacy and ardent reformers preaching high moral principles have
never, in the past, protested against what is now termed as “obscene representation’,

Is it not possible that these sculptures possess a significance which has been lost to us?
Would it not be better to assume that the masters, who carved these sculptural wonders, did
not realise that their masterpieces would be looked at by those to whom the beauty of the
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human body would no longer be divine ; to whom the natural would not be admirable: to
whom universal creativeness could not be presented without evoking lewdness,

The explanation given by Professor Zimmer helps us to understand the motive
behind these representations. In his recent work, The Arl of Indian Asia, he says : **Such
living forms are suggested to the Indian artist by a dynamic philosophy that is intrinsic
to his religious and philosophical tradition; for the worship of the life-force pouring
into the universe and maintaining it, manifesting itself no less in the gross matter of daily
experience than in the divine beings of religious vision, constitutes the very foundation of
Indian religious life. According to this doctrine, which was particularly influential in the
great periods of Indian art, release from the bondage of our normal human imperfection can
be gained not only through the world-negating methods of acseticism [ yga) but equally through
a perfect realization of love and its sensual enjoyment (bloga). According to this view,
which has been cloquently expressed in the so-called Tantric symbols and rituals of both
the Hindu and the Buddhist traditions, there is intrinsically, no antagonism between joga and
bhoga, The role played by the guru, the spiritual guide and teacher, in the stern masculine
disciplines of yoga is taken over in the initiations of bhega by the devour and sensual female
helpmate. The initiating woman plays the part of Shakti while the male initiate assumes
that of Siva, and both attain together to a realization of the immanence within themselves of
the consubstantiality of the Goddess and the God.”

These Tantric rites have not only been misunderstood and grossly misrepresented by
Western critics, but have also been systematically disparaged as *‘teachings of the left-hand
road” (rama-marga) by the Indian partisans of the way of yoge. Undoubtedly they have been
at times abused and degraded by people secking pious pretexts for a complicated sex life.
Nevertheless, throughout the first millennium A.D., they were a basic element of normal
Indian experience. During that period both Buddhism and Hinduism were transformed by
the rites and ideals of this discipline, and its joys were depicted as a matter of course on the
facades of temples. Apparently it was something that had emerged from the depth of an
age-long popular tradition going back to primitive times.

In Sanskrit literature also we come across descriptions of love scenes which do not
conform to the values of modern prudery. The Gila-Govinda, for instance, describes the amours
of Radha and Krishna very frankly. The work became a classic in India, but was never
censured on that account.

Even our greatest poet Kalidasa, than whom there has been no greater exponent of
self-restraint, could invest sexual relations with classic brevity : g femaaat ) ﬁzﬂmﬁ
“*Who, that has once tasted the joys will be able 10 abandon her who has bared her
hips 2" Here in a single verse Kalidasa voices the longings of that Yaksha which is natural to
man in all ages and in all countries. Would any critic dare say that it is inartistic or unpoetic,
because prudery is ashamed to read it ?

On three sides of the main temple have been carved life-size statues of three aspects of
the Sun and Aruna, his charioteer, one of which is stll intact, They are majestic and
divinely sweet, dominating the exuberance of the life surrounding them. But this realistic
exuberance is in itself a sure sign of artistic decadence, of the lapse of adoring humility in the
worshipper.
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v

Travelling eastwards, the Gupta Art of Magadha, led in course of time, to the
evolution of the Pala schoel in Bengal. The Pala kings of Bengal—some of them great
conguerors—were in power with fluctuating fortunes from A.D. 750 to 1150, Beginning with
the Pala school, art reached a technical perfection, particularly in metal images, in which
the style came to be influenced by a powerful movement. Among the masterpieces are the
Buddhist image of Tara and the image of Ganga in the Rajshahi Museum. Luckily the names
of the two master craftsmen, Dhiman and Bitapal, have come down to us through Taranath,
the Tibetan historian.

After about A.D. 1000, the tuming point in India’s history, art tended to become
stereotyped and the formule became too rigid to allow very much initiative to the individual
artist. The result is that the Vishnu and Surya images of the Sena school are monotonous
and uninspiring.

In the closing years of the twelfth century Bakhtivar Khilji, the general of Qutb-
ud-Din invaded Bengal and the inspiration for higher artistic execution practically dis-
appeared. Whole guilds of artists and craftsmen took refuge in the secluded valley of Nepal,
where the Pala school, with its rich Mahayanist iconography, developed a brilliant tradition.
The Pala and Sena schools thus engrafted in Nepal produced remarkable results.

The metal sculptors of Nepal did not merely imitate the Pala and the Sena schools.
They developed originality, surpassing the traditions which they had inherited. Masterpieces
of coppergilt images of Bodhisattva produced by them and of the seated Tara and Vishnu
have found their way to many museums outside the country and have evoked much apprecia-
tion. Of the metal sculptures of Nepal, which range from the 9th to the 19th century, the
outstanding images have been the Avalokitesvara of the Boston Museum and of the South
Kensington Museum.

The art migrated from Nepal to Tibet when a king of Tibet married a Nepalese

princess who carried with her a number of Buddhist images. An invitation to the famous
Nepalese master, Arinaco followed. Thence he was invited by Kublai Khan to China.

The art, though decadent, still survives in Nepal and Tibet.
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THE ART OF BUNDELKHAND AND GUJARAT

B'_Y A.D. 1030, the devastating raids of Mahmud of Ghazni had razed some great
monuments of art to the ground and had given a shock to the self-complacent mind of India.
Bundelkhand, however, was surrounded by forests, not easy to penetrate. The Chandella King,
after fighting heroically against Mahmud, had patched up a kind of treaty. The temples
of Bundelkhand, therefore, escaped destruction,

1

The temples of Khajuralio, particularly the temple of Kandariya Mahadeva (Pl. 55),
were completed by about AD. 1030, or a little later. Their magnificence; perfection of
design and sculptural profusion, make them masterpieces of architectural and sculptural art.
The architecture and sculprure of Bundelkhand are not removed from the general
artistic lines of other parts of north India and it is likely that, under the Pratihara Emperors,
the Chandcllas who were their feudatories [or a time, patronised the school favoured by their
suzerains. But Bundelkhand did not rest with merely adopting the style of other movements.
It added them to a new outlook and technique. Its temples are noble, imposing structures,
creating an impression of massive beauty.

The great secret of the art of Khajuraho, however, was the emancipation of the figures
from the niches which formed an over-developed feature of the Western school. Gods,
goddesses, afsarases, men and women, standing or seeming to be in action, with their well-
developed and voluptuous bodies, stand liberated from their stony frames, to emerge in a
living world. The art of Khajuraho is a world of beauty, as would appear from the figures of
the Writing Woman. It surpassed many contemporary schools in portraying the different
moods of men and women, in stone and making even the pose of the figure a medium
for the expression of a mood.

The apsaras is gay. The reminiscent mood is expressed in one sculpture. Another
expresses the indolent mood ; a third shows anxiety to get ready ; a fourth, keenness to adorn
herself, and a fifth anxiety to do so.  Still another figure describes tense attention in removing
a thorn from the foot (PL 56). The woman with the mirror (PL 68) is lost in self-admiration.
Her complacent smile and the intently adoring eyes fixed on her reflection show her the
eternal woman as she stands before a mirror,

The famous Mother and Child (Pl. 69) is delicately carved, in spite of the rounded
figure of the former, On her face is imprinted both devotion for the child and pride in it
The yearning impatience on the child’s little face is also highly realistic. Each of these varying
moods is brought into relief by a slight change in the smile, a little difference in expression
and in the pose.

In one of the sculptures of the mithuna (Pl. 67) the lovers are in a passionate
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embrace ; their quivering noses meet in wild animal contact. In another mithuna (P, 62)
the woman has abandoned hersell to a mood of ecstasy, In a further sculpture (Pl 63) the
woman, though self-restrained, is tempting the rather indifferent man ; in another (Pl 61)
the woman is humility itself, trying to please the offended lover. The lovers, locked in an
embrace, which is appropriately carved, display a throbbing passion.

Of all the images of Khajuraho, T have found the Hara-Gauri in the Allahabad
Museum as exquisitely characteristic of its art. The pose of Shiva and Parvati is conventional.
But in this image, conventions have only provided a framework : within it, the masterfulness
of Shiva and the devotion of Parvati have been worked with rare delicacy. Shiva is straight
limbed, suppleness in every line; Parvati is plump with heavy rounded breasts but her
rounded curves are [aultless in their grace. The faces of both the god and the goddess are rare
marvels of sensitive chiselling. The quarter smile of Shiva. the Lord of the creation and
destruction, shows the happiness of one who has transcended pleasure and pain and yet is
Joyous. Parvati glows with impatient ardour., The eagerness of her surrender sublimated
by consuming love is on her face. She is not a passionate yakshi, nor the clegant and attractive
apsaras. This Parvati is dominated by a chaste sensuousness which sweetness has transformed
into something eternally feminine and divinely beautiful,

The sculptures of Khajuraho can be admired individually as well as in the bulk. In
the temple of Chitragupia, for instance, men and women, liberated from the niches, stand in
groups, on pedestals rising on pedestals, A cumulative effect is thus created as if the gods and
goddesses are sporting on the different ascending ridges of Mount Meny,

I

In spite of the short interruption resulting from the raid of Mahmud of Ghazni, the
Western school continued to flourish in Gujarat. No sooner was the back of the destroyer
turned than several magnificent monuments, the high watermark of its art, were constructed
between A.D. 1030 and 1040.

One of them, the Fourth temple of Somanatha, built on the ruins of the Third temple,
which had been destroyed by Mahmud of Ghazni, was enlarged by Kumarapala (A.D. 1143-
1172). The Sun temple at Modhera, and the two Delwada temples of Abu are the only
surviving specimens of the period in Guijarat, the latter being preserved intact. During the
first half of the eleventh century, Bhoja, the Paramara king, who was the greatest ruler of the
day and who had carried forward to a limited extent the tradition of the Pratihara
Emperors, built a Sarasvati Sadana at his capital, Dhara, which was later converted into a
mosque.

The sculptured profusion and the perfection of detail found in the Sun temple of
Modhera, show that the Western school had maintained and developed its tradition in the
direction of the elaborate profusion of details. Some idea of this direction can be formed from
the frieze and the columns of the temple. The sculptures of this temple also show an advance
on the older art of the school. The amorous couples, though not displaying the passion of
those of the Khajuraho temples, have a vitality of their own. The image of Vishnu (Pl. 70)
isa typical masterpiece of the period and the goddess in the niche to its left has a rare

45



INDIAN TEMPLE SCULPTURE

delicacy of line, reminiscent of the Etah Rukmini. The Parvati (PL 104), is long-limbed and
full of an irresistible majesty.

Among other specimens of this period are the sculptured image of Mesana, the
Shiva of Ujjain, the Kota Shiva (PL 84), the Alwar Mahishasura-mardini (Pl. 78), the
Anantasayanam Vishnu (PL 83) and the Alwar Yakshi, all belonging to more or less the
same period.

The large-sized images of the gods found in these temples, do not portray the mood,
character, or message of the deity represented. These tendencies were long lost to the Western
- school, but here they attain a pose of irresistible dignity, a god-like detachment and the
smoothness of bodily lines. The figures however are dictated by an all-powerful convention
that was no longer the mstrument of an art, but the dictator of its form.

v

The Delwada temples on Mount Abu were the outstanding productions of the
Western  school in its Jain aspect. They are not monuments of architecture, but are
sculptural masterpieces, reared one upon the other, to fashion one of the sculptural wonders
of the world.

With Delwada, in spite of its profusion, we enter into the world of conventional art,
never again to breath the atmosphere of vivid naturalism. The clephants are stocky (PL 91) ;
the swans are graceful (PL 92), but they are no more than carved ornamental pieces. Lakshmi
is a pleasing statue, not a living woman. Even the dancers (Pl. 87), in spite of ther finely
carved lines and artistic poses, are mere works of conventional art. They lack the vitality
of the dancers of Konarak, who make you catch your breath at their striking livingness.

The ceilings of the Delwada temples (Pls. 93, 94, 103), some of the world’s masterpieces
of infricate sculptures, is an attempt at geometrical perfection. The frieze of the Tirthankars
(PL. 102) inspires awe by its laborious intricacy and unbounded profusion ; but the sculpture
is no more than an item in a pattern,

Even the Vidya-devis (Pi- 100) are too regular to be human, too rigid 10 be divine,
In the conflict between Vishnu in His avatara of Narasimha, and the demon Hiranyakashiapu
(Pl. 99) the figure of the demon loses all its deadly vigour to reach conventional perfection.
The Chakreshvari (Pl. 96) in spite of its stylisation is however one of the few sculptures
which are to some degree instinct with life.

There is a perfection of detail in these figures and their composition is unique, but, as
is usual i Jain temples, the sensual beauty of the human body is toned down in the interests
of a rounded stiffness. The rhythm of the lines is exquisite, but vigour is subordinated to
refinement.  What Percy Brown says of the sculptures of the Abu temples is true of most of the
sculptures of the Western school of the period. There is a sense of perfection, but it is a
‘mechanical perfection with an over-refinement and concentration on details’. The decadence
of the art of the times made exuberance a geometrical problem which it substituted
for beauty.
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About A.D. 1169, the Emperor- Kumarapala of Gujarat repaired the Third temple of
Somanatha by enlarging it. I saw it battered, broken and partly demolished. But this
monument imposing in its height and profuse in its details, must have been, when it was first
built, perhaps the most majestic specimen of sculpturised architecture of the age. Every inch
was carved with figures and designs, interspersed with niches, in which large-sized images of
the gods were installed. Most of the images lay broken. Repeated attempts at the destruc-
tion of the temple and at its conversion into a mosque, had left scarcely any onc of them intact.
The fragments had also been exposed to the sea air for centuries. But such as they were,
they could easily give an idea of the grandiose conception which inspired this architectural
and sculptural wonder. Among them were the broken images of Shiva Tripurantaka, the
Nataraja and the Yogi which were unearthed during the excavation of its site.

v

In A.D. 1192, Prithviraja Chahamana lost to Muizz-ud-Din of Ghor and in 1192-3
Qutb-ud-Din captured Delhi and made it the capital. Neither resources nor military
technique permitted a concentrated and wunited resistance to the foreigner's inroads and
many Hindu kings of the north collapsed before the Sultanate, and the era of living art came
to an end in northern India, When Ala-ud-Din Khilji carried fire and sword into the realms
of the surviving Hindu kingdoms, it was only in out-of-the-way places that the Western
school survived. We find fugitive remnants of this art in the Tejahpala’s temple of the
thirteenth century at Mount Abu and the memorial to a Chieftain of A.D. 1298,

It is only necessary to compare the clephants on the temple of Mount Abu of the
1ith century with the elephants of Sanchi, or the Mother and Child of the 12th century with
the earlier ones to realise the slow decay which was over taking art. But in Saurashtra, where
life ran in the older grooves the traditions, art, though progressively decadent, continued
till the 19th century.






SHIVA AND SHAKTI - THE ETERNAL AND THE INDIVISIBLE

]N the earlier chapters I have dealt with the history of Indian sculpture dynasty-
wise. But art does not flourish through political patronage. Before it can begin to flower, the
inspiring and the conditioning factors which nourish it must exist in the social and emotional
life of the people. Kings may lavish patronage for the artists ; states may furnish their means
of support, material progress may feed their vanity by building costly monuments. But not
all of them, by themselves, can originate, inspire, or even influence the process which leads
to the creation of beauty,

The creative urge is only stimulated when the collective unconscious of a people,
under the spell of some urgent aspiration or emotion, throws up sensitive men with the gift
of seeing, feeling and creating beauty. Then, even if the artists be in poverty, misfortune or
obscurity, art can flourish. The secret of the richness and profusion of Indian sculptures
must, thercfore, be found not in the patronage of kings, but in those powerful movements
of the spirit which have characterised certain periods of the history of our people.

There have been several such movements of the spirit in the collective life of India
among others, the impact of the Vedic on the non-Aryan Culture : the creative upsurge which
swept over different lands, including India, in the sixth century preceding the birth of Christ,
of which the liberalising influence of the life and teachings of Buddha was a phase ; the
search for fullness which dominated the country during the Gupta period ; the Puranic
Renaissance of the 7th and 8th centuries, and the Bhakti cults which, starting from the south,
dominated the land for several centuries.

Beginning from the 13th century, the conquest of the country by the Turks and the
Afghans stifled the free movement of the spirit in northern India. The factors conditioning
art, one after the other, lost their vitality. The creative genius of the people could find little
expression in the plastic arts. The south, however, was conquered much later and the
vigour, if not the freshness, of its art continued till the fall of the Vijayanagar kingdom.

Mughal art was the creation of the court. Its traditions were first of all super-
imposed upon the people but were later accepted as a matter of fashion. During this period,
the movement of the spirit was represented by bhakti, which flowed apart from the life of
the courts and often ran underground, driving sensitive souls to seek escape in other-worldliness
or in the joy of contemplating the love of Radha and Krishna,

I

Art is the creative expression of the fundamental values of a culture and should be
viewed as one continuous process in the stream of time. If Indian sculptures are viewed in
this way, it should not be difficult to learn the direction of the aesthetic urge as it is bodied
forth from time to time.
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As 1 listen to the aesthetic harmony of Indian sculptures, I hear, in spite of varying
conditions and changing factors, one eternal refrain : the search for a richness of the innerself
seeking a co-ordinated fulfilment of our human urges.

Viewed in continuous time and concrete terms, Indian sculpture is the saga of Shiva
and Shakti. It began in some pre-historic period when neolithic man looked upon the
linga and the yoni in reverential amazement as representing the creative power. These
symbols have been recovered from the relics of the Harappa culture. There is nothing,
however, to prove that during the heyday of that culture or at any time later, these symbols
had any physiological significance. It has been only left to the Freud-inspired scholars
of the modern west to discover that, in spite of what the Indian himself may have thought
about them, they carried a libidinous implication to the worshippers,

Iconographically, the parent of all sculptures of divinities in India is the Pashupati and
the Mother Goddess of the Harappa culture. Shiva is philologically traced by some scholars
to the Tamil chivan (red), the divinity who was known to the Vedic Aryans as Nila-lohita,
‘the Red one with the blue throat’. The name Uma, is probably Ma, the great Mother of
the Asian and East Mediterranean people who was certainly a popular deity before the
arrival of the Aryans in India. Pashupati was the lord of the animals, Uma the
deity of plenty, and fecundity, though whether they were associated with each other in
iconographic worship, in the pre-historical period, is difficult to say. From the earliest
times, these icons formed the basic norms of our artistic aspirations, In the following thirty
centuries they have been given a thousand shapes in art, literature, religion and philosophy ;
it is they alone, who unfold the mystery of our collective unconscious not only in its
imaginative, emotional and aesthetic aspects, but in those of the intellect and aspirations
as well.

The Harappa Pashupati may have been blended with the Rudra of the Vedic Aryans
long before the Vedic period was reflected in the Rigveda, The description given of this deity
is so vivid that it would not be surprising if the Vedic Aryans also worshipped an icon of
Rudra. The Rudra of the Rigveda is fierce and ‘destructive like a terrible beast’. He is a "bull’,
‘exalted’, ‘the strongest among the strong’, ‘rapid and swift’. He is “the unaging Asura’, the
‘Asura of heaven ruling heroes’, ‘Lord (Ishana) of the whole world’. He is also the ‘wise’,
‘beneficent’, ‘auspicious’ Shiva. He is described as possessing “firm limbs, beautiful lips, a fat
belly and brown colour’ and as being decked with ‘gold ornaments and a multi-form necklace’.
He is Trayambaka. Here we have an exact image of Shiva, in words, but asif carved

of an icon.

In the post-Vedic period, Shiva was the great God ([shana). The Mantropanishad, of
Yajurveda and the Mahabharata both refer to Shiva’s exalted position in the pantheon.
Patanjali’s Mahabhashya (200 B.C.) also refers to the icons of Shiva and Skanda. It is possible
that the Harappa Pashupati in Yogic posture might have been the ancestral form of the carly
icon of Shiva, not only asan individual deity but as the presiding deity of the collective
organism of life, comprising men, animals, trees, rivers, mountains and forests.

It is difficult 1o say how far the Upanishadic thought owed its profundity to the
carlier Shiva cults, But the Shoelashvatara Upanishad clearly shows their influence, He is
described there as the Lord of the three worlds ; Rudra, the destroyer ; Shiva the benevolent ;
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Giri-shanta and Giritra : one who has manifested himself in the universe as Param-
Brahma, enveloping all : a description which gives Shiva a high place in the Upanishadic
philosophy. The Agama scriptures indicate an independent origin, possibly the same
source.

It is not impossible that Buddhism owes its paraphernalia 1o these cults. Long before
the Yaksha cult, with its stone images of the Yakshas and Yakshis, came into vogue, the linga
and the lingodbhava icons— possibly of Austric origin—may have been in use for worship. The
Gudimallama Shiva is only a surviving specimen of an iconographic tradition which must have
originated several centuries before the Mauryan period.

As Mahayana Buddhism was to fade unperceptibly into medizval Shaivism, it is
legitimate to infer that it was built on the existing Shiva cults, while Buddha's teachings
provided only a moral and philosophic superstructure. When the superstructure disappeared,
only Shaivism was left, though modified,

11

The great Asiatic mother Goddess Ma, and the father god Atthis, of the pre-historic
period, were associated, one with the lion, the other with a bull, as were Shakti and Shiva.
The Vedic Dyaus and Prithvi or Adit, are the Aryan equivalents of the same deities. Even in
Vedic times, as the Devisukta of the Rigveda shows, the supreme goddess was associate with
Rudra as his strength and was the most worshipful,

In the Kenopanishad, one of the earliest in point of time, Indra, the Vedic god,
‘came upon the Woman, even upon her who shines out of many forms, Uma, the daughter
of the Himalaya !" To her he said : **Who was this mighty Yaksha ?' She replied "It is the
Eternal. Of the Etemal is this victory in which ye shall grow to greatness”. Then alone
Indra came to know that this was the Brahman. This curious association of pre-Vedic Uma
and Yaksha with the Vedic Indra and Upanishadic Brahman, indicates a milestone in the
harmonisation of different layers of beliefs and concepts to produce the later idea of Shiva
and Shakti. Tvalso shows a possible connection between the earliest images of Yaksha

and Yakshi.

Shiva and Shakti, indissolubly linked as they are in the imagination of India, as the
creator and the creative principle, like unto the ‘word and sense’, had a colourful family
representing the collective organism of life. Their son, the elephant-headed Ganesha—a pre-
Aryan deity who at first obstructed all auspicious things— emerged as the wise and auspicious
god, Karttikeya, the god of war, originally perhaps an early Dravidian deity, was straight-
forward and heroic.  The inséparable and faithful Nandi was the animal aspect of the god
himself, the progenitor of animal life, Cosmic unity was symbolised by the moon which Shiva
wore on his crest. The starry Mandakini flowing in the heavens found an asylum in the
locks of Shiva and, thanks to his grace, flowed on earth also as the Ganga, the mother of
purity and plenty.

The conception of Shiva gradually became cosmic, As Pashupati he is Lord of the
animal world : as Vanaspati, the Lord of the forests. To rescue the impure he holds the

-
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heavenly Ganga in his locks. As Rudra, he is the terrific destroyer : as Shiva, he is benevolent.
In his auspicious moods, he is a charming youth, He is also the master who first taught men
music and sculpture, wisdom and that Yoga which destroys the bondage of earthly existence.
He is the cosmic power, ‘the Absolute’, the ‘All-pervading’ as Kalidasa describes him.

Shakti is equally cosmic. In her womb are both creation and doom. She is also
Kali, the closing aspect of creation, as Shiva is Mahakala. Shiva is also tapas, the living fire
of stern self-discipline, which sublimates human urges. He it is who renders human aspirations
creative by destroying the dross of life. Uma is penance, the unflinching devotion ready to
die to win Shiva. As Ambika or Parvati, the mother, she is loving as well as benevolent,
As Durga, she is irresistible. Both of them protect the gods and men when wickedness and
brutal power turn the creation to godlessness. Of them are born Karttikeya, the destroyer of
evil, and Ganesha, the wise, for the rescue of the good. Both are timeless time, united and
equal, benevolent and terrific.
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THE COSMIC ROMANCE - THE SUBLIME IN STONE

LIT ERATURE and art, no less than religion and philosophy have revolved round.
Shiva and Shakti, who, as the central figures of a cosmic romance, are human in their
appeal, and yet so elevating in their significance.

On the death of his spouse Sati, Shiva becomes insane with grief. Later, he withdraws
himself into an endless meditative trance, Taraka, the wicked demon, then dominates the
universe from whichi the benevolent god has withdrawn. The affrighted gods and men pray
to Shiva that the creation may be rid of the demon. But in view of Shiva's blessing
he could only be destored by a new-born infant power. To achieve this end, Sati takes another
birth as Uma (ar Parvati), the daughter of the Himalaya.

In order to. woo Shiva, lost in a meditative trance, Parvati performs stern penance.
She wears hersell to skin and bone, and becomes as emaciated as a withered lily. But the
god has to be wooed and won and the world to be saved from the wicked Taraka by the
creative process merging itsell in the creative artist,

Kamadeva, the god of loye, and the guardian deity of the creative process, comes
to the help of Parvati He cannot bear that the two deities should remain apart. But
his magic has no effect on the divine ascetic, who opens his third eye, and burns the
officious god to ashes, Kama's body gone, he just remains the quivering flame, which
alone makes man and woman, like Shiva and Shakti, one and indivisible. Ultimately Shiva
relents and the cosmic man and woman come together, They were reunited so that the end
of creation might be gained and evil destroyed.

Parvati's penance is immortalised in Kalidasa's Kumarasambhava. The episode stirred
and still continues to stir the Indian imagination, has inspired poetry, drama, and art again
and again.

Another dramatic episode symbolises the evolutionary process through a struggle
between good and evil, between the pride of strength and the vigour of high aspiration.
In this Shiva appears as the cosmic saviour. The titans wax strong, for Shiva is too benevolent
to deny them the boon for which they had asked. But in their brutal strength they
oppress creation. The gods, therefore wish to secure immortality, The gods and the titans
then begin to churn the ocean to secure the divine nectar of immortality. This churning
of the ocean is the eternal process of evolution. As it goes on, Chaos, the mother of
darkness, is agitated and throws up the poison, Kalakuta, the quintessence of sin. This, if
allowed to remain unabsorbed, would destroy creation. But Shiva comes to its rescue and
swallows it, so that the evolution may ultimately result in the triumph of the good.

This benevolent deity, who in his good-nature is a generous dispenser of boons,
becomes in the end the saviour par excellence. 1t was he who saves creation by burning
Cupid, by keeping the Kalakuta poison in his throat and by marrying Parvati so that
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Skanda might be born and Tarakasura, the demon, be destroyed. He destroyed Tripura
himself and when the world needed to be purified ; at the prayer of Bhagiratha, he opened
out His matted locks to receive the mighty floods of the Ganga which would otherwise
have drowned this earth.

Many other similar episodes make these deities human, noble, loveable, protective,
terrific and inspiring ; the presiding deities of an eternal universe fearlessly marching to
ultimate beauty, goodness and truth.

8

In the course of the centuries the Indian imagination has evolved out of the various
forms of these two deities, philosophy, tradition, art and human values. As a consequence,
each of them has become invested with a vivid and picturesque personality which varies with
each aspect.

Shiva is the naked ascetic, the lord of austerities, sometimes a madman. He presides
over burial and buming grounds. His body is smeared with ashes ; his long hair remains
matted and only at times, such as those when he is receiving the Ganga on his head to save
the world, does he loosen his locks.

At the same time, he dances; but through the dance he is as much the lord of destruc-
tion as of creation. Even if he does not dance asthe vanquisher of the wicked, he can
dominate the battle, Normally, the trident is his favourable weapon. Inone of his hands,
he holdes the damaru, the drum ; in the other, a mriga, a deer. The third hand is held
in the symbolic gesture of conferring boons, the fourth assures mankind of protection.
Shiva’s third eye in the forehcad opens only at times to save mankind and destory
evil. It opened, as we know, when the body of Kamadeva was reduced to ashes, he remained
the spirit of a sublimated yearning. Shiva is enveloped cither in a tiger-skin, or the hide of
an elephant, A living serpent is wound round his neck. His matted locks are crested with
the moon. They bear a skull, the fifth head of Brahma and provide a home for Ganga, the
great purifier, Shiva is often shown in sculpture as trampling either the demon, Tripura, under
foot or the dwarf whom the disbelivers once hurled at him.

IT1

Shakti, Shiva’s timeless spouse, is primal energy and is no less powerful than Shiva.
Creation flourishes because of her penances. She is the goddess of domestic joy and plenty,
the ideal wife, the ardent lover, the guardian of brides and happy wives. Every panel
of the Kailasanatha temple shows how her love for Shiva has fired the imagination of genera-
tions. Literature and sculpture both describe her jealousy of Ganga, or of Vishou when in
the form of Mohini he came to foment trouble between the gods and titans. In some parts of
the country, Lakshmi and Sarasvati are both described as her daughters, just as Ganesha, the
god of wisdom, and Karttikeya, the god of war, are her sons.

After the Gupta period, the popularity of Karttikeya appears to have waned in north
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India. But Ganesha remains the most favourite deity. He is in all the temples, either by
himself or associated with his parents. He adorns the front gate of every house in India. His
twinkling eyes and round belly are joyful to look at, at all times. He is the most lovable of the
gods. Ganesha is intelligent with the combined intellegence of man and clephant. Heis a
man of letters. He is the guardian god of scribes and stenographers, for he first took down
the Makabharata at the instance of Veda-Vyasa. He is also fond of good food, and is extremely
kind. He leads the hosts of the good to battle and brings luck wherever he is worshipped.
Wherever Indian influence has reached, Ganesha of all the Indian gods, has become the

favourite deity.

Shakti, like Shiva, also has her different forms. As Parvati, the Mother, she decks
herself our with all the arts of a woman ; as Durga or Mahishasura-mardini, her favourite
form for the artists, she appears in battle armed with dread weapons. As Kali, the irresistable
goddess of battle and victory, she wears, like Shiva, the tiger-skin and a necklace of skulls.
At times she is portrayed as bony, with her tongue coming out, almost a skeleton.

Durga, says the Harivemsa, is both wisdom and pleasure, both darkness and light.
The elder sister of Yama, the god of death, she is covered with a garment of black silk. She
appears under a thousand graceful or splendid forms. At times her glance is horrible, at
others it isall sweetness. Her favourite resort is in the Vindhya mountains. Her joy isin
battle. Now she appears covered with rags, now resplendent in magnificent garments. She
is the night and the twilight. She walks with dishevelled hair. She is death, which delights
to rend and devour the bleeding, palpitating flesh, and she is also the resplendence of the
stars, the beauty of young girls, and the happiness of wives,

From the Rigvedic days, the Mother, as we saw, is the queen, the first of worshipful
gods, the strength of her Lord.
I am the Queen, the gathered-up of treasures,
Most thoughtful, first of those who merit worship.
I bend the bow for Rudra that his arrow may strike
And slay the hater of devotion,
On the world’s summit [ bring forth the Father :
My home is in the waters, in the ocean.
Thence 1 extend o’er all existing creatures,
And touch even yonder heaven with my forehead.
I breathe a strong breath like the wind and tempest,
The while I hold together all existence.
Beyond this wide earth and beyond the heavens
I have become so mighty in my grandeur.” (Rigreda X. 125)
The Devi-Mahatmya in the Markandeya-Purana says : *The energy of Shiva was on her face ;
Yama's power was in her hair ; in her arms lay Vishnu's strength ; her breasts were like unto
the moon. Her waist had the vigour of Indra and her legs and thighs, the speed of
Varuna. Brahma was in her feet and in her toes the fiery Surya’. And the artist described this
form in numberless Mahisasura-mardinis throughout India,

In this triumphant conception, we have the Mother taking her place as the equal of
and undivided from the Supreme Lord of the ¢reation,
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IV

Harivamsa prays to him thus ; °I worship thee, Father of this Universe, which thou
dost traverse by invisible ways, great mystic tree with the shining branches, terrible deity
with myriad eyes and thousand armours...... Protect me, thou the only god, with thine
escort of wild beasts; thou art also the pleasure of the senses, the past and the future,
imperceptible atom which dost abide in the heart of the disintegrated elements, one
and only substance of organic bodies, owing thy birth to none save thyself, O Universal
Essence’ |

And in Maheshamurti we have the sublime in stone, As Rene Grousser says :
“The Maheshamurti, the three-headed bust at Elephanta, is perhaps the greatest master-
piece of the world’s art. The three countenances of the one being are here harmonised
without a trace of effort. There are few material representations of the divine principle at
once so powerful and so well-balanced as this in the art of the whole world. Nay, more :
here we have undoubtedly the grandest representation of the pantheist God ever made by
the hand of man’. In a magnificently poetic outburst Rodin has celebrated “this full,
pouting mouth, rich in sensuous expression, these lips like a lake of pleasure, fringed by the
noble, palpitating nostrils”. Indeed, never have the exuberant vigour of life, the tumult of
universal joy expressing itself in ordered harmony, the pride of a power superior to any other,
and the secret exaltation of the divinity immanent in all things found such serene expression.
In its Olympian majesty, the Maheshamurti of Elephanta is worthy of comparison with the
Zeus of Mylasa or the Asklepios of Melos.

Vv

In the Bhagavad-Gita, Arjuna, by his surrender, can become the ‘mimilta-maira® of
God—His instrument. But according 1o the Shaivite doctrines, when 2 man attains absolute
integration, Shiva himself manifests in him.

I am not the mind nor the intellect,

Nor am | the thought nor the cognising ego ;
Neither am I the ear, the tongue, the nose, the cyes ;
The sky is not 1, nor the earth;

Neither lire nor wind am 1 ;

Tor, 1 am Bliss-Consciousness ;

Shiva is in me and | am Shiva.

I am not the breath, nor the five-fold vital oars,
Nor the seven elements, nor the five organs ;
Speech is not me, nor hands, nor feet am 1§
For 1 am Bliss-Consciousness ;

Shiva is in me, and I am Shiva.

I know no aversion, nor any attachment know ;
T covet not, nor does illusion shroud my eyes ;
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1 have no pride, nor the touch of envy ;
Neither duty nor selfish purpose ;
Neither desire, nor freedomam 1 ;

I am Bliss-Consciousness ;

Shiva is in me, and [ am Shiva.

Transcended have I both virtue and sin ;

As also pleasure and pain ;

Even chants or sacred places, Vedas or the sacrifices, have me not ;
Nor am | enjoyment ;

Nither the enjoyable nor the enjover,

Bliss-Consciousness I am ;

Shiva is in me, and T am Shiva.

Death claims me not

Nor fear ever shake my calm ;

Distinctions that part man from man, I know not,
I have no father, no mother even,

No brather, friend, no teacher, no pupil,

Nor have | another life ;

For Bliss-Consciousness am 1 ;

Shiva s in me, and T am Shiva.

I am the lord of all my senses,

All attachments have | shed, even freedom lures me not,
Changeless am |, formless and emnipresent,

For Bliss-Consciousness am [ ;

I am Shiva, Shiva is in me,

Shiva and Shakti are the eternal refrain of the Indian culture, nay, all culture which
has faith in the fullness and richness of human existence and its potential strength to bring

down God on earth.
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Plate 50. WOMAN-DRUMMER: Sun Tewple, Konarak: Kalinga Period: C 129864 AD
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Plate 51 IMORSC OF DRUMMER: Sun 1 emple, Komarak: Kalingn Period: € 123864 -AD.
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Plate 55. MITHUNA (dmatory Couple): Sun Temple, Konarak: Kalings Pericsl: € 125863 AD,
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MITHUNA (Amatory Gouple): Sun Temple, Konarak:  Ralinga Period: € 125864 -A.D.
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Plare 00 A openerad view of KRbhondaorva: Maliidedo Il'!rll’llr' Rl jursilve: Showinge Chandels Archilectuye.
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Plate 6. NAYIRA (Exircating Thorny: Rl vl
Chancela Perioad: 10k Cenbigry L &
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Phite 57. THE TOILETTE (Prasadhandl: Klajuralio:
Cliandela Pevind: LW Ceprury AL,
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PMate 58. THIL TOILETTE [Pegsadleanm) e H_h:l_jumhu:
Chandela Period: b Century AD.
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Plate 9. THE LAZY DAMSEL (Alasae Navika): Klhajuralo:
Chandela Perind: 11th Century AD
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Plate 60, NAYIRA: Khajurabo: Chundeln Period: [1th Century AD.
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Plate 6], MITHUNA (Amatory Couple); Khajurahio: Chandela Period: Lth Century AD.
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Pluté 62 MITHUNA (desigfory f?r._-.«lf;f;-.'_ Rhajorhe: Chamdels Pevisd = 1th Century AD,
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Plire £33 MITHUMNA (bimtin Coifeeds |-.!;,.r_:||:.gh1-:

Chandels Periods 11th Centioy AD
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Plate 64: SHIVA-PARVATI (f Mithuna): Kbajnho: Chandels Period :
L th Century AD.
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Plage 6. MITHUNA (dmatory Couple): Kbhajraho: Chandela Penod:  1th Cenourv: AD.
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Plate 66 foceta) = Bhajuralio:. Chandels Peviod @ Lth Century AL,
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Mlawe 68. THE TOILETTE (FPrsadlona)l: Khajoraho! Chande J
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L MOTHER AN CHILD R lsitiralo jf”lli'.!" landels Perisl P2k (€ ey AD
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Phate 50, VEISHNDE IN LOTUS PEDESTAL. Mathura Moseum: Lace Medieval) Perfind @ 9000 Chen i

Plite 71, VISHXU IN CONTEMPLATION : Muthurs Musewsn: Late Medieval Perical

Tk Cetitins

v AL

VD
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10th Contury AL,

Ceysuspur, Cewanlior Museum:

FREE-NYMPH ;

Plate, |
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Plate 73, GOMATESVARA: Svanbelagola, Mysore: 8% AD

Plute 74, GOMATESVARA: (Back cieas Sp vanbelagola, Mysore: BES AD.
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Plage 545 NAYIRA FPemple a Haroli. Rajasthan: 10ih- 1tk Centuny. ALD
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Place 77,

NAYIRA: Nilkantheswar Temple, Paranogar,
Viwdr s 1 HED ey A
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Mare 78. MAHBBAMARDINT: MNilkantiesway Temple, Pavanaenr,  Alwar: TG Contury A,

Plite 5% A general view ol Sai i"."ll"l'!' Modhera
A

MNorth Goyerat: 102627
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Plite 80, A GOIIDESS ( Parcats £ San Temple,
Mudhera, Nowth Gujerat: 102627 AD,

Mg Bl SUNGOD: Sun Tempie. Modhera,
worth Gujerar: 102627 A D
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Mate L TORSO OF A GOD: Rekind Temple: Merta (Rewd! Rajosthan: 110012k Cenmaey A
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Flae &5 ANANTASAYL VISHND: Kotsh Mosecum: 125th Centory AL
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Phite 810 SHIVA: Temple at Atra, Kot Db E2ce Cenury Ad
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BRACKET CAPITALS: Dilwars Temple Mot Abn! 12th Centiry AD
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Plate K7, FRIEZE OF DANCGERS: Dilwara Temple: Mount Abn 2N Cemtury AD

Plie 88, DANCE OQF INDEA AND INDRANT: Dilwara |-r|11!:|||_-' Movmt Abu: 12%h Century A

Plate 849 DANCING KINNARAS AND MITHUNA: INiwarm i-lll|r|r_ Mount At 1™ Cenury AD
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Plate 90, SEATED YARSINIG):  BHlwara Temple, Mouni Abie L2 Century AD

Plote 91, HUNTING SCENE AND ROW OF ELEPHANTS: Idfwars Tempie, Mouny -Abu:- ih Century A
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Mate 92 ROW OF HAMSAS: Dilwara Teinple. Muunt Abus 128y Century Ad)

T |-_'|||}-|-_'_ Mownt Alie: 1240 Certurs
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Pline M DECORATED CEIAING: Dilwvam Femple Mowme Abe: 12ih Centory I

Plare 9% A JAINA VIDYADEYT WITH ATTENDANTS:: Dilwara |t'l:|||=r‘ Maounl Al 1M Lentury AD
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Plate B0, A JAINA ((HAKRESVARI WITH ATTENDANTS: Dilwara Pemple, Mouns

Abu: 2th Century AD.
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Plate 47, JAINA GODS AND GODDESSES:  Dilwarn Temple. Moune Abu:  E2ith Cenmuey A,
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Mate 18, TIKTHANKARA WITH DANCERS: Dilwara lemple, Moout Abua; 12 Cenlary AD,
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Mg ), NIRISHIMHA VANDLUISHING VALL  Dilwas

v Pemples Moo Abuz b Cenuey ALD
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Plote: 1K) PO K 1ii“'| \11["‘!.}\: [ Miwam ||:||;||1I|_', Monnt Abme: 1206 Century. Ad)
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Mate 100, FRIEZES DEPICTING LIVES OF TIR THANEARS: Dilwara Pemple, Mount Abu: 1%h Conmure: AT
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Plate 17L
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Plate 100, PARVATIE:  Bajooh Towple:. Almora:  12th Centory ALD
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Plue 105 A penieral view ol Sennrathpu jl.']ll!!ll._ Masore:

I"'lllrl-lululll;..: “-‘ini!il ..Lll"lilll.q.ll.l.h. i'.fhi\' \_I_}

Plare 106, DETAILS OF FRIEZES: sotmanathpur Temple, Mywre:
Hovsala Period: 1268 AD
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Plate 107, A geseral view of Belur Temple, Mysove:  Shoting Hoysala aochitecture: 12th Century A,



INDIAN TEMPLE SCULITURE

Mate 108, GANESA: Halabeid. Mysore: Hovsala Penicd: 1150 AD
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Plate [0, TORSO OF sHIVA: Halabend, Mysore: Hovsida Penod @ 1150 AD,
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Mysore;

Halabweid,

MAHISAMARDINL:

Plate 110

11500 A

Howvsala Perid
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Plate 112 VINADHARA IMAGE OF SARASVATI ;

Halabetd, Hovsala Period: 1150 vy
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Plate )18, VISHNLU AND LAKSHMT: Halabeid, Mysove: Hoysala Period: 1150 AD.
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Plate 114 THREE MUSICIANS: Belos, Mysore:  Hovsali Period

1Z2th Century AD
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Plate 115: DRUMMER: Bélur, Mysare:  JMovsall
Perisds 120 Cenuiry ALD.
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Plate 116 GARUIYA Y Beliir, "rl:nnr; Hirsala
Perimd 2y Ceniury ALl
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12th Century AL,

Perionl

Huovsalu

Belur, Mysare

DETAILS OF FAUCADE:

Miie 117,
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Plate 118 THREFE DANUING IMAGES; Belir, Mysore! Mowsily Period : 12th Century AD



INDIAN TEMPLE SCULPTURE

Maw 119 A PILLAR: Belur, Myvsare: Hovsalin: Pevii : Ltk Cetttury AD
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Phate 120, FRIEZE OF MUSICIANS: Halubeul, Mysore: Hoysals Peood s 12th Century A1

Plate 121. FRIEZE OF MUSICIANS: Halaheid, Mysore: Hovsala Period: 12th Centigy AD.,
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Plare 122  GARLUDA: Belur. Mvsore: Hovaals Perinds 1310 Century D
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Plate 125, NATARAJA: Amarapalic Madras Muscam: 12th-13th Century A D
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Plate 124 A general view of Temple w Hampi, Vijavanagar: 15131542 AD,
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Plote 125 A petera] view ol [f'lllph: ar g, Vijavidienr: 15151542 AL,
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Platg 120, RATHA (Mowe Charviof):: Huompl, Vigvanagar: 151051542 A,
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Plate 127, ELEPHANT RELIEF: Hatipd, Vijnymmagar: 16180542 AD,

Plate 128, HUNTING SCENE: Humpi, Vijayanagar: 15151542 AD.
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Plate 129 WALL FRIEZES: Hanepi, Vifasamagar:s 15150542 AD

Plate 131, WALL FRIEZES: Humpi, Vijuyanagir: 15131512 A.D.
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Plare 152 PILLAK WITH GRIFFIN (Tvali): Huops
Vijoyniapars 15131542 A.D,
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Plate 133 CARVED PILLAR: Hampi
Vipuvanugar: I5]15 1542 A D,
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Mate 134, SARDULA (Liow): Hamipi,
Vijayavagar: 15151542 AD
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Plate 135. HORSE COURT St angam, | |ll_|ur|n|m|'\ o 1A A
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Plate [30. CARVED PILLAR WITH MOHINI: Raimuswami |L.‘Iltp|t,
Kunilaakornan leh Century ALD,



INDIAN TEMPLE sSCULPTURE

;" 'i!m.

Plare 137, MARRIAGE OF SHIVA: Tiromala's
Cloultey, Maduraiz 16231645 A D,
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Flate 138, SARASVATT : Tiramala's Choultry, Modurai= 16201645 AD.

Plate B CARVED PILLARS: Tirominles Chsoltry. Madurai: 16991645 A Dy
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Phite 140, CARVED PILLARS (With Fyalt, Kumard): 1000 Pillar Temple, Madurai: 1600 A.D.

Plare 1. BULL: Chumunda BUIL Mysore: 17ih-1810 Century AD






Notes on the Plates

Plate 1. CHAURI-BEARER ; Dedargsnj, Pamna . Stamdiog
Fomale fignre holiding in e right kil & fiy whisk, the Jeft srm
B mising. The figure & owle exeept for 4 luwer garmen
which is secured by l;hdkmﬂ:hﬂp.nﬂhmupmlhr
fest, The surface of the stom Is highly pelibed

Fliie 2.  WORSHIPPERS OF BUDDEA & Sanchi Gateway :
Sceme of worshipin the SanchiGatowsy, The Buddhas Enlightins
ment iy symbolis==d by a vacant gonesear beneath a Bodhi-tres,
The ttre demotes the prosence of the Buditha.  Twelve praying
figurrs are A semibippen of the Boddba.

Plaje 8. DETAILS OF ARCHITRAVES | Sanchi Gateway :
wmmmhﬂmﬁhmﬂmhm

u Selabluniiks carved ly the rousnd are se=n, She |y seren play-
Tully holifing an i the ik and the branches of & tees.  The
peacecks. possibly refer 0 Emperor Asola, wliose vise t & sups
i depicted oa the terans (gate) beam ol which the peacocks il
the end.

Plare 4. DETAILS OF A PILLAR: Sanchi  Gateway:
Showing a king feaving his capital, a- bond of uiusicinns headiig
the procesaon; | Cn the balcony the quern atiended by wrten-
dunts amd holding & micror in ber righchand i seen,  The
klenirity o the king b dowbiful,

Plate & BACHANALIAN SCENE (Drinking See) : Mathurn
Mistetn : A femisle figure b sleplited koeeling betwen two
male fgures. Her left arm is sipported by o smaller male
attendant holding the thunderbolt,

Mate 6. MOTHER AND CHILD: Mathors Museum :
Mather fondling & chilil, the figure stands beneath o tree oarrve
ng in her fefi hand 3 child bt iy keew righi hiand ihe Lislds
probably = wy, Hee hair i bedecked with floveers and tied
into & knot I her nght side. She s also adormed with rich
armaTEn,

Phus 7. SALARHANJIEA : Mathors Mosewm z She i sonn
playfully hulditg on the branches of s Fadmba tree underwhich
shestands.  She §b pode exezpt for & iy girdle snd @ sah
draped fom ber left hip. =~

Plate 8. VARAHA LIFTING THE FARTH ; Udaigii
Claves, fnllaz 1 The uplifiing of the carth by the Boar Inoar-
ration of Vishou The HBoar Iocarmatsn B Vidhau's ihisd
Diescent into manidestation m order 1o save the worllh  Vishnu
roscucd the earth foom the commie se, when she  wan engulfed
by the Serpent power uf the desp.  The godidess earth rests on
the garlimd of the boar-beaded giany, on his feft-arm, and
eliags b by timk.

Plate 8. NARANARAYAN - Dasssaturs Temple, Devgarh

It depicts ihe gresy penmmee of Nara and Naryenn seased
under irees on rocks in 8 heemitage in which desy and Hims are
shown. Narayana seated in lelisonms on the pooper righy s
four hands, the right ipper hand holds & poary but the lower

one-in bkl in oitecks swwlra in fione of his chiest. To his 1&f0 ls
Nora sested likewise with 8 rosary roond  the figures of his
right hand  Thore b & sparate relief 2t the top, depicting
Brabima: sented on Ammabsans o the centee, flanked on exch
tiide by & Hyime celestinl couples.

Plate 10. PREACHING BUDDHA : Mathura  Museum ¢
The kel band holdy the hesw of the parment.  The right hand

in imidding bnut st bove been in allere suda,  The robes are
moulded cloaely: s the body and cover bosk dunilders, A lafge
mimbey behind (le head b carvedd jn bas-gelief with concenirie
benudy filled with conventional | Gupia floval motis and other
winamen, The head ‘w0 depioted with an wibsidis snd the
covvenlionud close-curled hair.,

Plat= 11. HEAD OF YAKSING: Mathurs Mussum @ The
figure ks exrved o round.  The hair by oeatly dressed with
Hhvwers. Huhhu}hhwmghﬂnmd.thrmhm-rﬂpi
tnd!h:mhﬂ;nkulrmpﬁrﬂ.

Plae 12. HEAD OF BUDDHA ; Mathisrs Museum = Tt &
slightly Inclined o the left wnd the syes are cunt alightly down-
wardt. It i alo depicied with an whwichs aod the conves-
vional close-curied hair.

Plare 12 A YOGINT ;. Temple s Chausat Yoginla Bhetn-
ghat ¢ Yogpim probably goddess Ganga scated on 3 1otan seai in
{afitasama.  She is four armed bur the arms are lost. She i
adormed with & jatwmalule and bedecked with kundale, hars,
e=bhale, mpa ctc.  Her cobamn (vebiele) mukars is alio shown,

Plute |4, CHATUR-MUKHA LINGAM: Ksnauj: Four
fares sre curved on the four titkes of the smidafingem srl are
represnied only e far gathe chent,  The mdheliapem is vue of
the varicties of mamche Bng and b distiognished from all sther
lispas i that it bears one or inore humon faces soulplurved o fe,
The fiaces correspond o' the apects, mmados,  Tiijuriska,
Aphora, Sodyefata and fims of Shiva:

plai= A5 SHIVA AND PARVATI : Kamm] :  Shiva
standing brmly omthe left leg and with the righs one resing
upon (ke ground soomwhal bent ;. the froot vight arm is srcewch-
rdumlthrmuhrrﬂhtumn{ﬂmhﬂ:, Paremil, the from
feft leandd B in the serads pove.  The hesd of Shiva is adomed
with & fatamubate and all other pmrts of the body with their
appropriate orpamenss.  Parvati boatmding with ber righl arm
Mireiched out to reevive that of Shiva'ls the ast of pomigrabons
and hee lefh bund contsine s mirror. To frent of Shive ami
scated bn the ground Brahma doleg Awes or making offerings
o the fire.  The pitoc roprosents alwo & gathering of siqpernat-
ral bemgs and Goda, wha bave gathersd all mound - the conpile
o behold the augues ummm,

Flate 18, COSMIC FORM (Rirats-Aferi)) OF VISHNU :
Kanayj - Image of Yidmu. He vands on Seda nage i dabhe
ange attitle. He bs elght hasded. The npper left bands couain
Mhedgs and pass mind atsoiher i abbayd pose but the Lift hands



INDIAN TEMPLE SCULPTURE

comtsiin chadre, senbhy and the pest wre pol very clear.  He wean
Efritamubatn nnd o long gardend ond decked with varoul ornme
eoentn.  He lhan kowdala i Ik dare.  The vehiclos of dther gods
and goddeiics Formian iF ibe jprobimafalz of the - Saviour.
There are other accesmry  figuren im0 the backgronnd . and on
enther sides of 1he mmge ala.

Hiare 17, A general view of MalmbaEpurus. Toopls:  The
temple known us the Share tople s i stanads close 1o the -
shiore, 115 am irmample of manary el of Rafasisbar thne
The s top here 7 smeewhst noerow sl shagated unlibs
et of thre Kailasasaill temple,  The wmain shrine fice sy
gl (he entrance m it whichl do e gl peperes with walls 1y
pontinuaiion s elther tde leady to the peramtnilonry pruaage
between the temple and the auter wall  The entranee o the
tesnple ‘s approached by atepd] an expoaniive courtvard i parily
arreunded by an unfnished enclosire, along wiieh rows of
Iralls ave arrangrd.

Plate 18, MAHISA-MARDINI : Mahlia Cave, Mababali-
poram ;. Mahismrsmardyn w shown sight-armed, riding ber
lion, equipped with. all wenpons and| wing the how with i
wirmg pulled v to har ear. Sk v attendis] by hests ol paser
anid qpresr anid s o the warlike aliths mﬂmmhr;a s elisls,
The umbrells held over the vanguishia! and the vicwr are very
mgeesiive. The oomteury of the mekii (demon) bave been
prowesfully delineaied und the hattle scene i full of animation,
e enthusisvn of the gesi and the dispirited atrivale of the
auwar heing delishilully contristed.

Flate 1%, ANANTA-SAYT VISHNU :  Mahabaliporaom
Vishoo on b serpens couch o represented in ogomidra and the
grest calm in thiy figure s expresily heightoned by the fury of
Afofin and Kababba shirwn branlshimg  their worpomt, The
ayudhapureshar of Vishirs incliding the bemuiful youthe asterame
(i amil .\ﬂh‘ {wwerd), Ihe Eunrfadedl (elub), the dwarfith
Pushgjonra  (mmch] aze all shiewss firt takisg peembsion of the
fond nud then procesiding agnbint the demus,

Plate WL VARAHA LIFTING THE EARTH : Mubaball-
purain = The panel ropresents Varaha radsiog the earth from
the orean wiierei ihe wat mbmerged.  Among thisse suorounid -
ing and sdoring Varghs ace Surya, Brahma, the rishis and »
goddess who & Prithivi hepolll The oghit foaf of Varmhs e
on the hoods of the Nags king Ssha,  The definmatlon of Jono-
lezves gl flowers and Ppplo suggesty wiider,

Plate 21, MONKEY FAMILY ; Mabahalipuyam ; Reslilr
enrving i the reund of & groop of monkeys, o lamily - comabitig
of father, mudher g ehibl Qe ol ibe parents is remioving liee
from the lewl of the ather. whils the lhitle one is resting on

the lap.

Plate 2%, THREE STEPS OF VISHNU [Trisbzma) ; Maha-
bhatpruram : Vishmo wok posession of the umvenss i throe
weps. Hohobls bis bow, eword and  sldeld in additon w Lo
eoonty, disems and the dub. The celotisl wphern i mggested
above by the sin smd moon. Ball snd other subdurd demons
are thowvn a1 his foer. Arabons adorss the uplifted foor of
Vialuy o Jambesvien bonis 3 dnun anl selolees over tae svent,
The figure corresponding 1o Beahm w the pight of Trisbey
b pomihly of Shive.  The fgire Talling  in mid-air Is profmhly
Triranlu, which siggests that the oot of Vitmu ‘reached
the abode of the oclominly beyond that of Trissbs wiw
mipposed 1o occupy tie mad-nir;

Plage 28 RIGHT PART OF PANEL OF GANGA'S DES-
CENT : Mahalalipirsm : The sermne represents the' descent of
the river Ganga fromi the Junule covered hills in the joviul and
adorng presence of the gods. The reficl is carved on the vertics!
surince of m rock.. T large boaldeny with & nareow | flamare m
briween. have lesn ehosen th represens a series of rows of gods
anid gpoddesses like Chandra, Swrys, Kinnares;  Gandhars,
Aparas vic. Apart frum ihe oclintials there are hunten, =iga,
divciples and wilkd mimaie.  The groap of chpliono, = falthinlly
tre= t6 matire, aro el masierpieers thae sohamer the charm, of
this wonderful earving.  The deviees have been sdiged by e
waliare 10 indicaie thed the it s intemiled to reprreent &
uory fromn the Mebdbbarats ' which Agjuns, the eple hero,
performed perunce (o please Shive and thus s obisie e
Pivapeity  wonpaith  frons him The sopresentation  lme L
thar of Bhagiraths's pemance and Shiva granding him
the degired Doon by ngreciog to release  Gaugs [rom' his
ek,

Plae 24, ASCENT OF LARSHML : Mahabalipuzam ;-
Lakshmi s sauved on the Joms wearing a peculiar type of crown
mod golden crom garlaml,  Her hunda ure ina position 10 holil
lotme. The pemad b sngarested by the lotos beaver below, . The
goddes i lunked by bwo apperently nude aymple omoeithier
sille bringing pos Alled with water for her Ltk whick pie
clepliant rmpty over hee head, . The eontimm of the trunks of
the elephant and the patural fulds of teelr eads have beam
hinnidbind iedicanely,

Plite 25. KRISHNA MILKING THE COW : Mahalnl-
puram i A charming seeue of Krishna -milking the cow, the
wiimal licking vhe calf ‘m @ verv namocsd manoers Close by
yiameds & gop holding a ple of milk: pots m 2 ropesimg and
batzocing & buntlle of fodder on bey besd.  Belind the cow
that ia' bring milked, i 2 Tl hild i the s of 7 mother.
All around there 30 & berd of cown All these maluvically
depicts the ungoncem . of Ihe cowherds s the fury of Toudra,
wihiiz, @4 the story goey, et & eovm W chesils e gopie but
mﬂdmiﬁjmelhﬂnhln}wlr.b:hg:w Iy ihe
oetpiztaiv Copprdfume bl abidd by Kelshi,

Plate 28, A general view of Kallava Temple @ Elrs 3 Rock-
cut sanetunry of Kallesaneth carved ai thie model of 8 itracmel
temple. An wibmxture of elements Nocthern and Soutliern
muy be found here which was inheeived by the Roahitrakuias
trom the carly Chinlukyas but 0 wae forther developed. The
srulpture i this temmpbe % charactoriod by o dignified grace smid
it salemmity. Thr Rallmarath b an extensoe enablnbmem
entively excavawed oul of e rock in Imitstion of the famous
Eallsssnath e Radsinhewvara tenple at Kenchipumam,  Towtend
of monsnie cells ou cither side of the Ball, we huve 5 kind of
uf dconostasis. the walls being divided into regular latreal galies
des eontaliing . ivisges In high reliel 0 large smben panely
Torined by pilaiere

Mare 25, SHIVA CONVERSING WITH PARVATI :
Ralazs Temple, Elum: Shive conversmg with Parvail seated
in i wakerafuliloomes uttitude. OF the lady avendans m this
pandl one w faming Shova ond  aoother b whing hold of the
brair of Ussn and dressing it op. - Shiva b herelu boldmg i eme
Wl bfs A=t bands ibe upper part aof the gaement of his consory
andd kevpu whe af his right hanids in the i pose and. the pther
appears 1o e carrying 2 book. e s ovldently giving oul o
Uma ook of the Puranas which are smgpossd (o have been
addressed by Shiva to Parviti.
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Plate 25, SHIVA AS DESTROYER OF GAJASURA :
Kailusa Temple, Elura: The seeme of the destrucrion of an
clophant ssere by Shiva smi hib searing the shin of the clephant
s hils prrment i depicted bere.  Shive & cizhi-srmed  holiling
the sk of an clephant v & eword, The upper twn loods
caching lold of the dkin of e sleplmay 2 o loal, [k o
Prabhomendald Ao the fmage ol ihe Shive, oo the b dde of e
meage: the Devi with Skinda [P) tremlling wiih! fear 2t the
Feroviny of Shiva.

Plate 28, NATARAIA (v Lafite pos) : Kailaes  Tempic,
Blara ¢ Katizama mode of danee of Shiva.  He hao eight some.
Of these, ooe of the 1efb fhands s carrying » demers, nnother i
helkd near the navel i the baraka powr, & tind s Jowerod | down
asd ik i b {hrown 2 fine eloth, the spper garmmit of Shiva il
the Gwrth |y broken, One of the right srmy iv taied m the
fripeitube pose, armiheer i resting on the dhighy and dhe handys of
the third aud fourth see brokem. The lest sre in the atibe
parrite poan.  The head & wlomed with futarsduts and b sur-
rounded with prablemmdele. A pgivapadfy is seen lying srros
the chrst,. Pavvad b sevn dtanding o the right of Shive with
the haby Skaoda i ber arme.  Betwedin: her wnd | her lord  are
rwo female mmmiciar, | Over the hoad of Shiva wre the foor
Ditpatar Yama, Indra, Nirruti and Agm. To the left of Shiva
are threo male mosicians:. The head of the Ganesha s perping
through from the back groumd,  Chver fus head are the  romain-

ing Dikpalas.

Phus 30, RAVANA SHAKING KATLASA &  Kailes
Temple, Elira = Shiva and Parvatl are smmtrnl ipen the moun-
tmin Kaisss, There sre & number of geome and gods with
thielr consorty prajsing Shiva end Parvati. | Bolow the mounisin

Is 0 be seen Ravana rving to upreot the Boilasa, Shiva who'

in calm ‘end unperwrbed s seen embracing his (rightened
COMMIE-

Viore 31, TOOR  GUARDIAN | (Dusrs-Polala) : Kailasa
Temple, Ehaa = Guardian figures serounding the sancmary,
"The figrares aee carved b the round and are wrnamened with
beseled neckliees, nemilets exc,

Plate 32, PARVATI (7) - Kiilase Temple, Elura @ Parvati
vianding |z iridhanps poss.  The figurs i p2eved in deep relief,
The coatuine is 8 pleee of cloth worn with 4 girdle Othier’ deigils
Inchide o boaded oncklnee, bracrleis, carprudants e, She ls
Hanked Ly a mnle aitendant on her dight alde amd two  sccrmnry
hgurss are sl seen on cither slde.

Flote 33, VAISHNAVT (scated wo Goruils) @ Kailaza Teuple,
EBlura : Devi weared in lallissans pose. She o twi handed,
the lefi hand comizine probably an aph (bone} while the
right hand in in the prads pose.  She s decked with srmuara
amd other ormoeente. $he b sliting booeatt 3 balpe sriksho
{lmcayan tres),  Her sehinle (may be ithier amowl on Garmla)
b seaited under hep right bz, She b flanked by stendamts o
Vol beer sickes.

Plate 34: SHIVA AND PARVATT : Eailess Templs,
Elura : Tn tils ecaljiture Unis b sestod an (e lelk Loy of Shive
und embraces him with b laod, which reats upon the righi
side of fos body.  Againy the Jefi hand of Shivi b thrown in
embrace over the jeft shoulder of Parvatic

Plate 85, INDRA ; Jaine Cave, Blurs : Indra, long of 1he
ks sentes] in fadirguma poac on his svkema (vehicle) the elepham

benenth w kaips wikshe [banyan treel. He b bedecked with oroa-
meenie and - flanksd by two attendmnts:

Plaro 36, PARSVANATH : fuina Cove, Eiurs : The Juina
Tirthanksrs Parramaths—sapds on » joms sear in Keyeliargs
(diamiissing the bealy) attltude, We finl smakes canopy him with
sven hoedds,  Owie female aremlans stamds on kiv vight side
binlding an embrela over e hesd of the image. Onhrr Jaina
Tirtharikearas sre shown in the backproun! a1 if rming pradhe
mandaie. The image belugs 10 the Digambars st nf he
Jainas. The worshippess carved almost iy the round are alss
on vither side of the Saviour.

Plawe 37, GOMATESVARA | Jaina Sabhu, Ehirs ; The
Juma ascstic, Comatervars eotwined withi vines,  He stanile g
a Jakos wxat mn the Kqrersegs (dinmissing the body|] | posture. He
ks wood wo long that the vines have emwined hims, Hels
attsnded by two female atendanis and ather acerssory figures,

Plate 38, MAHESA-MURTI (Calted * Trimarid®) 1 Kiephanta
Cave, Bowohay ; Tt b the representation of mahesc-onmii, The
thiree lienils bear fotussdsre:, the charastorinic head-grass of
Shiva. The face an the lefiide has & sver= look on its commte-
nznee with croel eves, mustaches), beard efe, This & (e face
Hmt reprewents apfera-marl The centeal lace & calm amd digni-
tedaml represents probably the mdwfes. The fee on (he
right mde is also calm und pacific.

Plate 3. A grurral view of Lingarajn Temple, Bhuvanewvara,
Orae : The super impmed comicos of i mandspa divide
it o groups and. wo sogeest two stories § waile in the: sl
thee wife=t Wl beght b enbaneed by the vermcal lines of the
wrongly atressed eils, of whichk two on cach ode bowr redured
seplicas of the whale, The tower it ﬁw-mdhartmm
ribibed mmalaka; above which i the pot-shaped finmd, the tofees,

Flate 40, MAHIBA-MARDINI : Vainl Deut : - Bhuvane-
weurs @ Durgs, dlayer of the Tian Buffalo,  She hae ten hands
In the right liandy e earries Trisls, Khadgaand the rest are
not vivible and in the =t thers are Pood, debumsere. Ax her
Fert there lies the Madiwre with blood gushing from s neek.
The Devi bas wleeady  plingod ber (rideat (nto lils neck,  The
left log of the Devi is Frmly placsd on the bark of her vehicle—
the lion sndd the right ooe rests o the body of Afabicaers

Flate 31, MTITHUNA [Amanry Coapie) ¢ Muktesvara Temple,
Bhuvanesvara @ Hlracke: Sgures.  The man with: his left Tiand
touches the left shoulder of his consorr.  On sl the dde of the
prithams couple beatiil sroll work could ke woen.

Plats 42 MITHUNA (dmesry Cosple) : Limgarsja Temple,
Bluvsuesvars @ Probably bracket Bpores  The man with his
left b pouiches the body of his consart while with the right
hanid be bobls her gridle. The righe hasd oF the Emble resté
on his beloved.  Both of them are bedecied with smameyms.

Plate 43, NAYTKA (Taksii) : Lingaraja Temple, Bhivane:
wars 1 Yakoni sanding m o grecefil Tribhings pote. The
e in full of & very young cel=atinl beaucy. Sterped i ihe
conscununess of her youth she looks downwards oo her head

drops towards Jft.

Pnte 44 BFHATRAVA : Lingarajs Temple, Bluvanesvars 5
Shiva os endfiskearotodia mrti.  He hue probebly e heads
with severe Ipok on b countenances with eruel eyes and side
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ks, Fie has ten hands in twe of whtich le raories rimle, at
thie end of which is pinoed the body of sndiebomsrs and From it
hiood drops down.  Hie wrars julamulutes soed 8 long garland of
skufls, Thire are winkes also an the fret and b decked with
vanom omamenty,  Doe attendent carries in his hand & shor
dageer onn other bears & bapale (o collect the blood Howing
down from the body of the said amra:

Plate 45, NAYTIKA (With Afirer) : Rajarani Temple, Bhuva-
nevvam ¢ Nayika soande on & ot seid o fribhange  pose.
tn her right hand e hokds 5 muror. She v decked with
VR srfIamants

Mate #8,  NAYIKA (With Mirer) : Rajarani Temple, Blusye
nesvara @ Naviki decked with slmmbars und other  ormaments,
fibe holos & mirme in her lefl hand looking dowiwards,

Plare 47, THE TEACHR @ Wajorsni Temple, Bhuvane-
svara : Guru reachng 1o bis devoted student. . On) the 1op of
the panchy othier gods and  goddesses vie, Ganetha,  Sarssvar
ete,, mre shiown. and the mmaiving three sldes are Uil of
Lisasetifud weredl work.

Flue 45, NAYTKA (Apsara) = Rajecsni Temple, Bhuvane-
seorn 3 Noyiks sianding i fribbangs pose bensaili a tree. She
holds in hor vight batid the braneh of the tree and the ol hand
rests on hier walit.  Bhe ls bejewelled with various cronments,

Flate 49. WOMAN-DRUMMER : ‘Sun Temple, Konarik :
She stands slmoet-in atibhange . pose and beating  the drom . with
micks i botty her hands. She | bejewelled with  rronadars,
tormolendaly, bracelet; amilcts otc, and looksalightly  down-
worde, It brone amongst many colosaa] states whach are pard
o the architecture af thie Sun Temple.

Plate 530, WOMAN-DRUMMER : Sun Temple, Konarak :
Woman drum beater beuts the dewm with both bhey laneds,

Plate #i1, TORSO OF DRRUMMER : Sun Temple, Kok
Heavily brjewelled tomo of dron bester eepresenia the seneith
of creative monumental wene scolprure in O,

Plate 82. CYMBAL-PLAYER : Sun Temple, Komarsk :
With both hands the celotial musician playing the Cymbal,
The endpsasl figure is curved in (he mund.

Plate 83, MITHUNA |Adiwstory Comple) » Sun Temple, Kona-
rak @ The siate of heing & couple is given shage on the walls
of the temple a8 8 yymbol of the vinion of pefww and prabeits, of
essence and subvrance.

Plate 54, MITHUNA (Amatwry Cauple) = Sun Temple, Konarak.
Ihe fgores are corved in the rogml aod e portrayed sianding
in wlingeme pose [ embracing, both spparmily mude

Plate 568 A groeral view of Khanderys Muhades Temple,
Khajuraho. The Khinjurahn group of renmples, rangiog in date
from BO0.1050 AD. represents a lllbiang, though dhort, phase
in the Tndo-Aryan atyle ol temple architectiore. A typical
Rhajuraho temple in norked by a definitely individial characeer.
It stands on = lofty werrace and s not sureounded by the sl
enclosare wall,  The theee main sirucwires wre the eelfa and
sarmbly ball and the entrmee portion,  Between the cefln
snd the asembly ball the vestibule. The main part of the
building b the high basememt wory withi & series of moulding

abigre which e the wally and balconbed openings of the ntenoe
comparttrents with twe or morm parslied bands of sculpires
and, above all, s the grouping of roufs culminating i » gracehul
sibhars, crowned by the smalakn which & swmoonted by the
suplks with the vass sy s mod crmpicumi part.

Piate 5. NAYIEA (Estricating fhorn) ¢ Khajuraho. Naylks
extiicating thor fron ber fet. The jmutge of the bejrselled
aml crowned nayika repeeserts an extrrmely complex type of
miedisval seulpiure, ity emotiomd] exprebion & off the poini of
out growmsg sculptiral locn. Power and grace of o berait vision
have shaped the upperhall of the image. Khajiaralio seolpiures
are pomyentionalised tian other medieval sculptures specially
Orissan,

Flate 5. THE TOILETTE {Pramdhana) : Ehajursho @ The
lasdy with both her hands carvying = wileite objecr. She s decked
with variow ormamenty sod e a pooaline trpe of hendsadren

Plate 58, THE TOILETTE (Prasadhana) : Khafursho @ Lady
ot her eolletee—sbe b prtting vermillion in the parting of her
halr with fhe fngrr.

Flue @i THE LAZY DAMSEL { Alas-Napiia) ; Khajiraha ;
The laxy eceltial danel Is vawning.  Her el drops towamds
bark and she ja heavily jewellod.  The vblume of ‘this fgure &
imegrated m ity movement and her vouth in every cirve Is
shown perfectiy.

Plaie #). NAYIKA : Kbajurahn : Torso of a Nayiks-—she
ks = ball in her right hand and curves her back and rises in
ane sweep comprimg arme and head, 1o find s way down
wherr the bull s 4o drop from her hand.

Plaw @1, MITHUNA (dmatery Comple) : Khajursho : The
postiire In which the male and female body sttaln thelr union,
the kind and degree of their absorpiion—ull these Sev kool s
the unity of the work of &t as the wisihle form of fis ultimmts
TOCARINE,

Flare 62, MITHUNA (dwatorr  Couple) :  Khnjtaraho : vin
this moat prrfect comrposition of its keod, the hem of the loin=
clath.—opening, slipping.—is part of the dlagomal fheme of
ribsr, interlaced shapes forming weves, in depih, and sguares
ard pretangle, jn thie surface, all of which begin, and ane
suprporteed, o0 the stone wl the leg, from the touching of feor,
an the ground, ts over renewsd contass In thekr Gnger,
twist of the hair or the folding of the ik are wpells am]
evicniions, of thal state of bch;l-:hrplrﬂ-wh'l:h e entire
composition & an image".

Plam 83 MITHUNA (dAmatery Coupie) : Khajuirabio ;
Plate 64, SHIVA-PARVATI () Mithune) : Khajurakio s The

eharming figtres anid the alworbng look of their faees should
be nuticed,

Plaie 85, MITHUNA [Ameatery Cauple) : Khapurshn,

Plar 00. THE KISS (Mihw) © Khajurabo | Pert of a
Mithuris Image.

Flare §7. THE KISS: [Mithuna) Khajurako | Past of a
Mithuna mmage:
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Plate 88. THE TOILETTE (Precsdbom) : Khahmasbo 1 The
Bigure stands nndee a fruit bearing tree, among the branches of
which are two squirrels and & bird. She holds & mitrer in her
left hand and is engaged ut her ioilet, the fingers of the right
hand hemg placed in the parting. The figure i richly crma-
mented with beaded necklaces wid other jewtllery.  One abten-
ddani mands at her rght sece.

Plste 69. MOTHER AND CHILD ; Khajuraho Temple :
A bracket figure. The figure mands under crecper. The lower
part of the beddy s tumed inwards but the upper part b mumed
outwards o that the head and  beemts are seon i profile. The
totiume consiity of & fgured whin éloth wom with beaded
girdle. The hair i decked with fowers aml tind inio a koot
behind. The child fheld by both hands,

Plaie 70, VISHNU IN LOTUS PEDESTAL : Mathura
Muosoum: @ Vishoni probably theee hesded, stands oo s lotus
sear in mmapedsribomaks aititude. There are birits smbutnr over
the heads bur the hands are broken.

Plate 71, VISHND IN CONTEMFLATION Mathura
Musewmn = Visthmi seated on o lotes seit i dipens emdra.  He
i four banded, The upper right hand  bolds gads snd in the
left there is chakes wad in the front two hands wre in_segn mudra.
Hnml:&ﬂuﬂmmh:h:dmﬂmvmum
ormaments alw.  Devoters arr also shown an either side of his
kneen.

Plate 72. TREE-NYMPH : Gyraspur, Gewalior Museumy
Torso of a tree aymph in trilhzngs pose.  She is heavily jewelled
and hezres 3 peculiar type of coiffure.

Plate 75, GOMATESVARA ; Sravanabelagols, Mysore : The
Juins sscetic, Gomatesvara, manding in the posture called
kayoizarga. He haa stood so loog that the crecpers have enturned
him,

Plate 74. GOMATESVARA : Sravamabelagols, Mysore :
Back view of plaie no, 72

Flate T8. DEVOTEE : Scevanabelagols, Mysare - A seated
devitee holding a bunch of lonis in her right band  She bean
n petuliar tvpe of 3 coiffure and wears thick hangles in ber zrm,

Flaiz 76, NAYTEA ; Tewple w Buaroli, Rajasthan : Torse
of & Nayika the head, hands and the legs are broken deep in
it yohume, vibeunt in its surfsce, 0 any profile, the glory of
this breathing body i centered in s belly,

Plate 77, NAYIEA - Nikanthewsrs Temple, Poranager,
Alwar : Nayika stands in thr iriple bend, probably representing
abundance.

TH. MAHISA-MARDINI | Nilksnthesvars Temple, Para-
nagar Alwar: The Devi b ten handed, bearing in her right
fands frirwe; Mhodpa etc, and in the lefl ones pass, pancem and
the rests are vot clear.  Fier fuce rembies in pleadour the ull
moon.  She has pretey cves and oo appearance disclosing the
freshiness of the youth which has just come upon her. Sheis
represented. bere = killing mafivpwrs.  Below i the headlen
trunk of the buffole-bodied sowd, from whose neck his human
furms is mmade o emorge with & rword in bis hand.  The back of
the buffalo it plarced by the pritads of the Devi, The Devi is
flanked by two female att=ndants.

Plaie T8, A general view of 5un Temple, Modhers, North
Gitjerat

Mare S0, hmﬁl}mfﬂtmﬂ Sum Temple, Modbera,
North Gujerat © Standing on & lotos sear,  She & four mrmed
bolding Rosary, trisfs and & bell tepectively in her thres hands
fourth is broken.  She s Baoked by two atiendsss,

Piate 81. SUN-GOD : Sun Temgple, Modhers, North
Gujernt 1 Sun God standing with lotis in ki two hands. Seven
horses which draw his chariot are shiown below. He i Hanked
by two femal attendants.

Flate 82. TORSO OF A GOD : Kekind Temple, Meria
Road, Rajasthan : Standing m imikhangs pose.  The ormamenn
of the seulpture may benoted.  These include, pockince, brace-
lets, garland datibandha, ere., amd be it wearing a_yqaepesita also.

Pate 83. ANANTA-SAYT VISHNU : Kowuh Musum : He
Is four ermed holding in pwo sewkka and (bakea respectiviely third
i3 uied an & revt Ror ihe head while the fourth & broken.  Ghads
may be noticed under the hood of the serpent.. Laledemt (7} or
Bhodevi s seuted on the footside of Vishnu o aa 1o make her
wouch the Jeft foor of the recumbent Vishani. The Stalk of the
lotns oo which Bratms should be i broken butl Bralima with
bis four faces can be ween in the contre,  The Dmisteras and
the other attendunt deities are ncesed m the upper pand,

Plate &4, SHIVA : Temple at Atru, Kotah ; Shiva sianding
b triblamge pose,  He & four-armed holding in one of his hembs
while the other is in Latilests pese aned the =5t are not clear,
Nandl is looking st his master with jts face turned foward
him.

Plate 85, CARVED PILLARS : Dilwars Temple, Mount
Abu : Tt shows exquinitcly carved pillars which are rectangular
in the lower portion snd round in the upper. Various Jain
tieities und other decorative desgns are carved on them.

Plate 88, BRACKET CAPITALS : Dilwars Temple, Mount
Adma s Tt shown the bracket camitald of the pillars in side the
trmple.  Fine work of carvimg can be seem om them.

Plate 7. FRIEZE OF DANCERS : Dilwars  Trmpies,
Mount Abw ; Showing five Jain goddesses in the <t of duncing.
A pair of cymbali can be teem in the hasely of the gacldes in
the centre.

Plate 88, DANCE OF INDRA AND INDRANT : Dilwars
Temple, Mount Abu :  Tndracand Todrani duncing with three
sther: goddessea, Bath Indra aod Indeani hold & goad and
nire ench. Ty adddition Pnclrn is scen playing cyeshal.

Plate . DANCING KINNARAS AND MITHUNA -
Dilmeanr.Mﬂumﬁbu: H.ﬂl:th'rﬂ:ﬁ:lﬂnlaﬂmm
whe are showen bere 30 Wall human and half bind and having
u florid tuil.  On either side of the Kinnzras mithess fgures are
also shivwn.

Plate #0, SEATED YAKSINI [} : Dilwara Temple, Mouny
Abu: Seated Yakeinl (Lakshmi 7). The goddess holdd chabrs
i ber two hands, 3 ksmowdala s held i another ; fourth hand
is in abbare mudre. The ancadants are attending upon her with
& dwmarg, The clephants an cither sde suggest of her being
Gaja-Lakabmi.
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Plese 01, HUNTING SCENE AND ROW OF ELEFHANTS:
Dilivars Temple, Meuny Abo @ The upper part ahows & hunting
scene while In the lower & row of ricphiant could be seen
In tlie Jower paticl on ihe righi sids can be som s homan
fiigie earrving @ epear and oue of the elephany i Hking him
Ty e b

Flae #2. ROW OF HAMSAS - Dilwars Temple, Monnt
Abg 1 The pupel shiows & yow of hameas  which ace earved (n
the voumd wnd aee ey nanaral,

Plat- 03 DECORATED CFEILING = Dilwars  Temple,
Mowm Abws | The deeoepative motifs from  the cuberanily
carved iemaple,  The cefiing dhows fouy VElvadevin

Plart 4. DECORATED CEILING :: Dilwara Tﬂ'l!lﬂ':-
Mt Abut The eetling in the Dilwars temple s marked by
doruical stricties which cufnnnating in a richiy carved pendent,
Placed sthvrart the Juwer ring of the dome are bracksya witli
representation of Jam Vidyadevis, In their smil detached
preqecuem vhey appess like strom actaslly holding the cupala.

Flate U5, A JAINA VIDYADEVI WITH ATTENDANTS
[hibwars Trmple, Mownt Al ¢ Jaina Godidess Jdmbils 7) Beas-
g e Tl el & Bunchl of mangoes jn ker two haods.  She &
et p- 4 Jion,  The goddess iy Bunked by varionn attendamnis
i edther ol her pide

PMidie 80, A TAINA CHAEKRESVART WTITH ATTENDANTS:
Pilwira Temple, Mount Abu: She b eight armed, one right
hind §e b ierado mudke and the restocarry . arrow, disc, | poose,
baw, tumider, dise and goad.. Her vahana (velicle) Gamda i
shown holding her rughs bege  Sho b flanked by two thaun-
trearers mnd divotees

Plae 97. JAINA GODS AND GODDESSES ; Diwam
Termgpile, Meant Alal | A group of Jains gods snd goddeses are
gern in o dancing mead,

Plale Gl TIRTHANKARA WITH DANCERS ¢ Thlwara
Teaple, Mount Abu't A Jaina Tirtheslora i sented m Dipami
wuclr s amidst danotr.

Plaw 6, NIRISIMHA VANOQUISHING VALL  Dilvars
Temple, Abu ¢ Ninsimbs killing Hiropshasbipa. Sixcen armed
Nirnmmha with ohelre sml gads i bwo o of kis hands i shown
fiere mi tomemg of the body of Hiroprebadipe wine linlds & sword
and ekl fn hin hands. Decorative work can abw be seen
sroimd the medalion,

Plase 100, FOUR VIDYADEVIS : Dilwara Temple, Mount
Abu | Four Vidvadevls ineluding Apenfichibra and: Vajrs-Sring-
Bhala on Garudd and fotus respectively are carved.  The Devis
are Nanked by sitendas figoees.

Flure 101 & 102 FRIEZES DEPICTING LIVES OF TIR-
THANKARS ; Dilwara Temple, Mome Abu 1 The Frcen
are derply corved with moarbels of which the entiee semple
twilt of, Life scenes of variows Ticthankaras are depiced
e

Flor 1. CEILING WITH VIDYADEVIS Diilwars
oy, Miunt Abey 2 See the description of Plite 840 Here
sixteen Vidyadevis and four Yaksinds with lemale attendanty are
dlegicied in four enrmers.

Vi

Plate 104: PARVATI @ Tuijoath Temple; Almors: Parvsii
standing on & fotu sral in @mapedarthante poor.  She has foor
hands—the upper two hands bold Jonus upon which Karttikeya
and Ganssha are scared; the lower bt hasd contaies 4 Keman
date ur Kwwbha aod the bower right hamd b o sl sonads poas,
She weary o meduta and decked with various  ornamente
She o flinked by = mumber of devotees un. elther of
her wiele

Plate 105, A geaeral cies of Somnathie Temple, Mysore :
The Kesava temple at Somnathpar have eertain features which
separaie it frem the vest of Tndis and yet partiake to - the main
sivlistic development of ilie North and South,  Among such
pecularition wre @ siarshuped plan with there shrines grouped
sroand @ central pillared hall. The ndkars wower over each
ceilar carry upward the idemtity of the grouwmd plan. Also
characterintie are the high podium, intrteate grilled  windows,
palished and apparemtly lathe-tarped pillars, sncd shove all,
plmmt inceodible relmess of  sculptural  decoration,  The
Sonmathpur fenrple, i a small B perfiet dllustration of the
type with ihe radintimg stellare plan of throe shrines attached
o4 ecentral hall plainly visible o the lusration T will be
anted thit the sibharas do mol bave the continuous parabolic
silboueiie of the Northers type, bui afe. comtructed in wells
defined binrgonisl tiers, so that even in the spires the geoeral
effect ol the horisoniality a enrried thrmghi,

Plate 108, DETAILS OF FRIEZES - Somnathpur Temple,
Mysore 1 Details of Friezes showing decorntivy makon, charian
and beawsiful seroll worke. Note the wealth of demil and decora-
tion, the Borured 1ails of the waberm and other lovely Ggures

in & rypical Hoyeala style.

Plate 107, A general view. of Behir Temple, Mysore: The
medh extracndingey featore of the Hoyaals temples ds the ine
crustition of seylptyre (int eovers thesy lierally fom top lo
bistom.  In the bandi of the Myvsows crallomen the exterior of
the temple o & riol of carvingy that . defests description.
Ubderiving this plaiiic exuberence there ol course. B strict
jeonographical (ramework govenung the immilation of divi-
mitics and epic narratives. A dewsil of thie Hoysala temple ar
Halebid, bulli in 1141-42 and mrpassing all ocbers in thie prodi-
gality of e soulprursl  embellishoent, bhas dhown her (he
fixcil order of decoratiom for the base.

Plate 108, CGANESS ¢ Halabeid, Mysowe @ Gavesa, searesd,
b ket Jeg fodded mnd | pesting om a4 Mote st while the right
log i showin ue et mod make [t pest dlasont vestically da the
it ' ihe belly showsn Hitle too b, The trusik of the elepham
hesd s turned sowards the left.  He s four handed, the upper
two  hands carry parass sl probably triede, the lower riaght
harid s broken and the lower Ieft hand contuing a cup of famasa,
which i & sweet preparation of milk and rice. On the chest
huoe thrown a anake i the form of the yefeopente and another
suske serve an a belt going round the belly. He i decked with
arnamrnts and weaos & mmdute on (he head,

Flais 108 TORSO OF SHIVA : Halabeid, Mywore: Pro-
tably Shiva stands in the fribhenge pose. He has four hands’
the upper two hands contain puss anil saga but the liwer hands
wre beokens He bey sl foisd ey and sile ks and b
body i heavily bejewelled with varions oenaments gnd wesr
d mukata on his heml. The charactesintically mimite workmsng.
ahip in relation to the Jewells and the drapery which previiiled.
in the Hoyuila sehool & exemmpiified here at i besi.
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Plate 110, MAHISHA-MARDINT -
See description of Plate 40,

Pl 111 VENU-GOPALA VISHNU : Halabrid, Mywe -
Veou Gopala variety of the Krishnn image, in which he &
oonceived ' be defighting with his  rochanting musde the
enres of the 'cowherds, the enwherdemes sod the cowe who
are his companinns.  He & suryounded by eowherds pnl cow
herdessrs,  He standd evect with the lefl brg  resting on the flnor,
and the right leg @ thrown acress In frony of the lelt leg w0 as
w vuch the ground  with the toei.  The Hute s beld & both
the hands,and one end of it u epplied 10 the mouth. His
body i richly  jewelled with ornaments nod be wears: & mukyts
om. hin head. Three bends i the body i alse w be
noticed,

Halabew!, Mywore :

Plate 112, VINA-DHARA IMAGE OF SARASVATI
Halabeid, Mysire © Duncitg Sarmovati concebord. 3 & Sakeh
of Ska—nulti-armel, holding Padwma, abhomaly, anbus, fas,
vine and pucisbs  She b fBanked by two Chavuridegress and
niear bier feet ber pohaws fvebicle) swan b shown She bns &
Jotezmbuta vl ls decked with various crnamenis,

Plute 118 VISHNU AND LAKSHMI = Halabeid, Myvsore
Lakshmi i seated on the feft lup of Vishou snd embraces him
with her rgnt haod,  Vishou = probably four handed contaming
Sumitha, Gado evc. Lalohmi in e fish hand bolds n pasa. Below
ibe doone an clephani and Garsds, the vehiole of Vishmn are
thown.  Tha deitirs e flanked by 1w femmls Chaomi-bearer.
Nate the wealth ol detadl and decoration, the ormameminiion and
the lovely figures in typical Hoysala style.

Plate 114, THREE MUSICIAN: Belur, Myswe: Three
musiciess pobubly & corner pillar. The figure stands o the
éight hard side beating & small diuin with otk hiis hands ‘and
the middle figure probably playing on mall cymbah. The
figures are hesvily bejewenllod with various ornaments.

Plate 115, DRUMMER : Belur, Mysore: A maie drumer
beatng s drun with his frone eight hand, the frong lefy haod
resa on the dramn, “The npper right hand holds o small cymbal
snd the lefi hand s broken,  He b decked with varioos
DrOAmETTE

Plate LI, GARUDA, ¢ Belur, Mysore - Garuds e comvens
iloeally. represented as khoeling on the lefy knes and with the
bands folded in sdoration {esfeli Aedils pose), He wears &
mukuts and variom other omamenis.

Plate 117. DETAILS OF FACADE : Belur, Miwire: The
miost extraordinary festure of the Hoysala temple i the crosta-
iion of sculpture that covers them lirerally from: jop. W) botrom.
The material of most of these shrines o chioritic schis, & very
fine gramed stone much more ractable to the chiel than waod
mtone or gramite, Usderlying the plastic cxoberamos there is,
of courss, & #mict conogmphical framework governing - the
instalintion of ‘divinities aned cpic nErmatives. A hatber of
delths are depicted i the fazade, in the lower ter i endless
defile af Asmra, the geess, hand of musicinm ete

Plaie 118, THREE DANCING IMAGES : Belur : Mysore :
Plute 118, A PILLAR : Belur, Mysore : The pillar s 2 square
al the base amd eircular at the top.  Beouriul scroll work and
other decorative warks occapy the nichee

VI

Plawe 1200 FRIZE OF MUSICIANS @ Halabewl, Mywore:
The female dancer i in vhe conmre and the five male rmusiciany
at her side, wll bong baired they sre engaged (o0 play on drem
amm] small cymbal,

Plate 120,  FRIEZE OF MUSICIANS : Halabehl, Mysorr |
Seene of danee aml punie. The male and fesmal lancer all long-
haired sre engaged b daice, The male members ae plaving
oa flute snd drumy while the females sre aervively engaged in the
dance : i below we find 2/ beauilfiil seroll work.

Plate 122, GARUDA : Belur, Mysore: Standing fgure of
Garuds the bird vehicle of Vishou,  His hends folded in adors-
tion fomrall pasr) and posses also & puir of powerful wings,  He
wrarn @ crown amd variogs omeamente.  Snakes are slsp shawn
ot his ormament,

Platn 123, NATARAJA : Amsrapali, Madrss Moscum : The
it armed image of Nararafs i dancing posurr.  Hr 3 place)
an the body of Apessss jessche, The lower left hand & in
mihi pose and the resl contuin parecy, Kapole and domury  respec-
tively ; the front right hand i ln the gofe’ Aate pose and the
other handy contain trisls; rorps and spni respectively.. He wean
Jaiwmekuty and - vmroos other orsamentc He B attended abo
by two devotees on either ude one: of which is playmg oo & fute
and the other 4 siemg with vwo handa folded o sdoraoon .

Plam 128 A geoeral view of 'lemple at Hoopi, Vijayeongar (
Geremal View of the yuined jmmyple at Hampl,  Yijsranagar,
Semaihy Tnudia,

Plate 125, A gensal view of Temple st Hampi, Vijaysoagar 5
Vitthels = Sarctumry—the mosi fomms  wmple . begun | bn
Krighnadeva in 1013 A The strocture combsted of two
mandspas and s gorbha grila, i hundred and thirey feet
fong and twenty five leet high. The moat’ nriking Feabure ol
this edifice b 1he mmense pillured hall of fifty six columm, each
twelve feef i heght. . Eoch one of these pies i reslly o
complets seulprared group.,

Plam 120, RATHA (Stewe CRavioi) : Heopi,  Vijoypooger o
Stone car of the God, 18§ & very hanedvore litthe wome bl
wroctnte which was oniginally erovned with o emall brick and
plaster dome-shaped siapi.  The jiln between the masmary
are &0 beautifuly fine that any vie might easily be led 1o believe
that jt s monolithic. ‘Twe cléphants guand the miranes in
the cur, which i sppeoached by a very wodden-like stone
Luddnr.

Plare 127, ELEMHANT RELIEF: Hampy Vijayansgar :
The clephantrider prikmg the clepham with. = goad, Smull
human figures with bow and arrow m thelr hands and other
figures viz. horses, elepabn, enmcly, deooative swans e, arc
abw depictad i the wall.

Flair 128, HUNTING SUENE Hampi,  Vijayanagar ;
Eealistic carving of a group of deers who gre muiming ot of
fesr, A female srcher asbated by another archey is shooting an
arpow,. I the upper panels thire are 8 mumber of hirds and
other floral decarabions.

PFlate 139,  WALL FRIEZES : Hamp, Vijsvanagar : o the
top panel there 18 & repressnration of » parnde of the King's
horees.  Next comes & bunting scene.  Ove man i down
wpearing = tiger, whilst two msen one armed with a how, and the
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other with & weapon and leading brace of greyhounds, are
giving an eshibition before & Eing. To the left the bas relief
represents a warrior slaviog & hear by plusgiog & dagzer intg
the oped mouth. g it chorges. '

Phuie 130, HUNTING SCENE : Hampl Vijayamagar: See
deseriprion of  Plate |35,

Plate 138, WALL FRIEZES : Hampi, Vijayanagar ; Difforen
scenEs represcnting decorktive ywam, homes, clephanss, - dancmg
girhi mtc. Owing to the noature of gramits, these soulprores are
necestarily sonewhat cruds in cxecotion, il they are never-
theless intensely jnterssting,

Plae 138, PILIAR WITH GRIFFIN (Vmfi): Hampi,
Vijuyanagar., Thes plate shows o pillar with griffin & myatic
cregture. . This: s a very popular motifl in anclent Tndian arehis
veotnre.  Other divinitics ate dlso carved in the picr

Plare 133, CARVED PILLAR : Hampi, Vijsyanager: The
seene Jeads on 1o the actoal combai that ook plece berween
the two brothers, Ball and Sugriva depicted on this pillass,
Amitlier figuie probably of & nayika B carved above

Plate |44, SARDULA (Lisg}; Hampi, VYijayanagsr: Hrre
in this pillar it & depicted w3 half moan and bhalf bessi The
manes of Sarduls are speead in the form of 8 haly behind i
hesd, rming & sort of background for 1.

Flate 136, HORSE COURT : Srirangam, Trichinopaly : The
mandapa of the enormus  seventeenth-comtury temple @
Srirsugam; whers an entire colonnade of rearing horsemen, cach
arem & some tHe [mal fmtastic evalonmn from the cohoom
wmpported by & rampant aminsal, which begine in Pallavs
architneture.

Plaie 136 CARVED PILLAR WITH MOHINT : Ramasspeni

Temple, Kumbokonam ; She snds in sribfonga pose.  Her
right hand helds o lntus snd the left haod s in latilaste pose,
Sl I beclecked with varkns omaments.  The upper porthon of
the body ls nuide ; the lower Kalf cald in & wais cloih with looss
folds.  Ansther snall figure & alas ehrved in the right hand
e of the main image. He is probably Rema,  Hamman is
abso seen In his right side kneeling on the ground In exjeli pose.

Pluie 137, MARRIAGE OF SHIVA : Tirumuaia's Choultry,
Madurai: Pravati, who i being given 1o Shiva in  mamage by
Vishnu poorimg water in the hands of Shiva ; Shiva-sanding on
the left with his right hand weeched our 1o receive the gift;
fromt of and bertween him and Vishon i s=en, with the head
bemt dovn in shymess, Parvati keeping her right hand  Bfted up
w0 o o be tuken hold of by Shiva ; and om the left b Yiskma
pouritg water from s vesel on he hand of Shive  Below, amd
in = eounter mink panel is s Brahma emking fire offering.
The whale subject s twented with great clevernes and the effect
apecially the ahyness depicted on the countenance of the heide
I very noteworthy.

Flaw 138, SARASVATI : Tiramala™s Choultry, Masfurni :
Sarzsvan, the godidess of learning, playing on vina. She stands
i tnibhenge posc and bejewnlled with varions ormamen.,

Plute 130, CARVED FILLARS: Tinmala's Choultry,
Madurai ;: Carved pillars with. donor couple canved almost in
the round gre shows.  They stand en cither side a7 the door.
They wre decked with various crumments 2nd wore peculise
type of head dees

Flute 140, CARVED PILLARS | With Frali, Kumari) © 1000
millar Temple, Madurai @ Carved pillars depicting rampani
lion snd Vyali, Kuman ete.  The figures sre carved aloscst in
the round,

Flate 141 BULL ; Chasmumda Hill, Mysore : Seated Nundi.
the wehicle of Shiva wean sveral pecklsces slong, withs
pechlace of belly and other ornamenta,
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