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the late Author’s writings except some simple captions and also certain notes
making cross references (on behalf of the Author) to his other writings. In
Appendices I and II are given two unpublished and somewhat incomplete
notes of the Author on “Devatdrchana : Worshipping Images in Temples”
and on “Music” respectively; the second Appendix being revised and enlarged
by material from his Brilatkathdslokasarigraha : A Stady and the short paper
in the J. of #he Music Academy, Madras.

Notes to the text are placed at the end of each section. The excellent sketch of the
Dhamekh Stips carving in Textfig. 17 is by Shri Ramesh Chandra Sathi of Lucknow for
which we are grateful to him. For most of the other lire-drawings and ske'ches included inthe
text we are indebted to Shri Dinesh Pratap Singh of the Fine Arts College, Banaras Hindu
University. The photographic illusirations reproduced are through the kind courtesy of the
Axchaeological Survey of India and the respective Museums ¢waing the antiquities.



EDITORIAL PREFACE

The present book is brought out to serve as the second volume of
Prof. V. S. AGRAWALA’s Indian Art (Vol.1 : A History of Indian Art from
the earliest times up to the third century A. D.), Varanasi, 1965. Before his sad
demise in 1966 Prof, Agrawala had planned to write on Gupta Art to be
issued as a Second Volume to his Hisfory of the Indian Art. To fulfil this
original project the publishers and the present editor had no other alternative
than to bring out a new edition of Prof. V.S§. Agrawala’s earlier work Gupta
Art (Lucknow, 1948 )* in a revised and enlarged edition on the basis of the
late Author’s treatises on the subject and also the notes of his Class Lecturers
taken by his post-graduate students at the Banaras Hindu University ( from
1951 to 1966 ). Prof. Agrawala had a great fascination for the study of Gupta
culture and arts.

The work as it is being published now is the present editor’s compilation
of the relevant portions of the writings of late Prof. V. S. Agrawala on the
subject which have been collected and pieced together from the Author's
following writings and Class Lectures :

1. “Gupta Art,” Jewrnal of the United Propinces Histerical Society (=]JUPHS. ), vol. XVIII,
pts. 1-2, July-December, 1945, pp. 101-134, with pls. I—XX. The same issued under
separate cover, Gupta Art, Lucknow, 1948,

2. “Art in the Gupta Period,” in Ch. XXII of The Vikitcka-Gupta Age, pp. 446471 ( ed.
R. C. Majumdar and A. 5. Altckar).

3. “A Survey of Gupta Art and some Sculptures from Nichni Kuthiri and Khoh,” Lali?
Kala, No. 9, April 1961, pp. 16-26.

4. “Sculpture : Gupta Period ( 300—600 A. D.),” inhis Stadies in [ndian Ars, Varanasi,
1965, pp. 245-254.

5. “Rapa-Sattra; Specimens of Gupta Period Sculpture in the Mathura Museum,” Mirg,
vol. V, No. 2, Bombay, 1952, pp. 45-50.

6. The Heritage of Indian Art, Delhi, 1964.

Ev:lution of the Hindu Temple and Otler Essays, Varanasi, 1965.

Masterpieces of Mathurd Seulpture, Varanasi, 1965.

el

“# It carlier appeared in the form of a paper, JUPHS., vol. XVIII, pts. 1-2, 1945. Major
portions of the same, though showing some modificatiors here and there, were included in
The Vikitaka-Gupta Age, Lahore, 1946, pp. 446-471 ( ed. Majumdar and Altekar ).



10.

11.

12.
13.
14.
13

16.
17.

18.
19.

29.

vi

Handbook of the Sculpture in the Curzon Museum of Archatology, Mutira, Allahabad, 1939.
A Short Guide-book to the Archaeological Section of the Provincial Musesm Lucknow,
Allahabad, 1940.
Mathurd Musesm Catalogue :
1. Buddha and Bodhisattva Images, JUPHS,, XXI, 1948.
II. Brihmanical Images in Mathurd Art, JUPHS., XXIT, 1949.
1. Jaina Tirthaikaras and other Miscellaneous Figures, JUPHS., XXIII, 1950.
IV. Architectural Pieces, JUPHS., XXIV-XXV, 1951-52.
Stadies in Indian Art, Varanasi, 1965, paper Nos. 31 to 39,
«Mathurd Terracottas,” JUPHS., IX, July 1936.
“Rajghat Terracottas,”” JUPHS., XIV, July 1941; JISOA., IX, 1941.
““Terracotta Figurines of Ahichchhatrd, District Bareilly, U. P.,” Arcient India, No. 4,
Calcutta, 1948.
«The Religious Significance of the Gupta Terracottas from Rang Mahal,” Lali Kala,
No. 8, 1969,
“A Palace Amusement Sezne of a Terracotta Panel from Mathurd,” JISOA., X, 1942,
«*Pottery Designs from Ahichchhatra,” Lalit Kala, Nos. 3-4, 1956-1 957, pp. T4—81.
¢«‘Brihmanical Images in Mathurd Art,” JISOA., 1937.
“Birth of Gangd and Yamund, Visual Representation of Madhyadefa,” JUPHS., X1V,
July 1943.
Sarmath, Department of Archacology, Delhi, 195€.
Solar Symbolism of the Boar, Varanasi, 1963.
Vision in Long Darkness, Varanasi, 1963.
Indian Art, vol. I, Varanasi, 1965, Ch. 13 : Indian Terracottas.
Siva-Mabadeva, The Great God, Varanasi, 1966.
The Deeds of Harsha, Varanasi, 1969.
Bribatkatbailokasanigraba : A Study, Varanasi, 1974.
«Some Early References to Musical Rigas and Instruments,” The Jowrnal of the Music
Academy, Madras, XXIII, 1952, pp. 113-14.

M. A. Class Lectures for the academic sessions 1951-52, 1953-54, 1956-57
and 1963-64.

At places the editor has made minor changes of co-ordination between

sentences. But wherever independent sentences or remarks are added by him
by way of providing some informative or linking material such additions
are put within bigger brackets [ ... ].

Inspite of the best efforts on part of the editor, the reader will find

some overlapping or repetition in several sections. But these are certainly
not to be regretted as in each case any reductions would have not been fluent,
The descriptions of illustrated sculptuses and monuments are mostly from
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1
INTRODUCTORY

The surviving records of Gupta civilisation present to us a brilliant
picture of advancement in literature, religion, philosophy, social and
human ideals, and none the least in art, which ensemble is a firror
of all that was graceful, elegant, sweet and noble in that cultufe. The
gloties of the Gupta age have been made ent through the visible
creations of its arts. For no other period n! Indian history is the cultural.
material so rich and so amply documented in its literature and art as
for this age. “The period of three centuries, circa 325—650 A. D., witnessed
an unprecedented artistic activity in India revealed through some of the
most beautiful creations of art. Following a period of strenuous effort
art now attained a higher status and form with the tremendous out-
burst of creative activity that gave birth to a national style of art distin-
guished by common characteristics and activity from numerous centres.

Under the mighty and illustrious emperors of the Gupta dynasty—
Samudragupta ( c. 325—375 A. D.), Chandragupta Vikramaditya (c. 375—
413 A. D.), Kumiragupta (413—455 A. D.), Skandagupta ( 455—467 A.D.)—
Indian literature, religion, art and culture attained the pinnacle of their
glory, and spread not only to every nook and corner of India, but
also outside, towards the north across the Himalayas into Central Asia,
and towards the south-cast across the occan into the islands .of Indonesia
or what was then known as Dwipantara. This cultural efflorescence—
accompanied by an economic prosperity — was the direct result of a spiri-
tual carnestness the like of which had seldom been seen before in India.
It was an age of all-round perfection, in domestic life, in administration,
in literature, as seen in the works of Kailidasa, in art creations and in
religion and philosophy as exemplified in the widespread Bhagavata move-
ment which identified itself with an intensive cult of beauty.

Various fine arts that constituted the life-breath of the people’s culture,
viz,, sculpture, painting, poetry, drama, dance and music, all came to
have the stamp of a new aestheticism ~that demanded for an essential concord

> -> of material and moral perfections.



2 GUPTA ART

The permanent spiritual values of life had been cast into an
acsthetic mould that we call art. Different forms of art, viz., sculpture,
painting and terracotta attained a maturity, a balance and a naturalness
of ecxpression that have remained unexcelled. In this Golden Age of
Indian history—as the Gupta period is rightly styled—men and women
were deeply art-conscious; they evinced a passionate desire for beauti-
ful forms and shared in a universal activity to create what was noble and
clevating. Some of our most beautiful monuments representing the
very acme of India’s artistic achievement are a cultural heritage of the
Gupta period. Amongst them the immortal Ajanti frescoes take pre-
cedence.

This all-embracing artistic activity covered almost the whole country.
New provincial centres, as Mathura, Sarnith, Pataliputra, became the seat
of the new intellectual and spiritual movement, and the economic pros-
perity of the age gave refreshing outlook on life and culture. The
Diyyavadina pictures the continent of Jambiidvipa! as the land of popu-
lous and peaceful cities teeming with happy millions, of vast and nume-
rous capitals, towns and wvillages separated by intervals of space hardly
greater than a cock’s flight. _ '

Under ideal conditions of social and political life art and culture
flourished as never before. The contemporary citizen lived and moved
in an abiding consciousness of beauty. His soul deeply moved by the
surrounding beauty of forms recreated the same effect of charm in
the visible symbols of art. Richly ornamented temples and sculptures,
images and terracottas, numerous as they are, impress us with the high
quality of their workmanship. Many details of Gupta life are preserved
in art, and great and small objects of stone and clay besides their mo-
ving loveliness also appear as documents of social culture.

Elegance and balance are the outstanding features of Gupta art.
There is nothing great or small which the hands of the Gupta artist
touched and did not adorn. The great frescoes concieved and exe-
cuted on an epic scale, and the charming and lyrical pieces of smaller
terracottas, both were the results of a common art inspiration through
which the spirit of renaissance made itself eloquent. In this revival the
house and the monastery both played their part and vied, as it were,
with each other in creating and enshrining lovely objects, both as
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articles of daily use and as images of deities for worship. The importance
of art and drama, dance and music in the life-scheme of a people is
always a fascinating subject worthy of study, but seldom is its value
greater than for the Gupta period.

The art creations of this Golden Age are expressions of the spiritual
harmony and blissful realisation that were the hall.-mark of the superior
motifs of thought and life comprised in Gupta culture. There was
a passionate desire to cultivate the beauty of the body in «ll its aspects,
e. g. in the dressing of hair as seen in the charming styles of coiffure
both in paintings and sculpture, in the elegant diaphanous drapery which
aims at revealing the hidden beauty of the figure, the beautiful ornament
on the head, bust and limbs that pressed into service glittering gold
and jewellery to enhance physical charm, but with a restraint that is the
sign of high nobility. Dance and music constituted the life-breath of
the people’s culture who regarded them as superior to even religious
meditation :—

Nrityatdm giyatam chaiva niniavidyarh prakurvatim |
Yathd samtushyate devo na dhyinidyairiti $rutam ||
( Mbb. Jaiminiydévamedha Parva, 12.22)

“When the people dance and sing and play on their several musical
instruments, they make the deity happier than by their meditational
practices— thus have we heard.”

This was the radiating spirit of buoyant life in the Gupta period. Verily,
aesthetic culture was wedded to spiritual culture during the Golden Age, as
never before and after.

Broadly speaking, two major art realisations are discernible during
this period. The one relates to the aesthetic distinction of all art
creations. It was so to say a unique epoch of universal cult of Beauty
(which the contemporary literature refers to as Ripa-satfra or Ldvapya-
satfra)® The second, however, relates to structural procedures, i.e., the
‘building of Hindu temples in regular stone masonry. It soon emerged
to be an event of utmost significance in the life of the people. The
structural temple became a regular feature of the popular artistic movement
which gave rise to the perfection of the image onthe one hand, and
to the full development of the decorative motif and symbols on the other.
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Another aspect of Guptd "art is its wide geographical range.
From Dah Parbatid on the Brahmaputra in Assam to Mirpur Khis in -
Sindh, Gupta monuments ‘are scattered all over the country-side. Great
centres of the art include Sdrndth,. Mathurd, Pitaliputra, Devagadh,
Bhitargion, Nigod, Bhimard, Eran, Udayagiri, Mandasor, Rang-Mahal,
Ajantd and the ancient Gandhira province, where a great mass of re-
markable sculpture, in stone and in stucco or baked clay, was produced.
Both sculptures and structural monaments are widely distributed deriv-
ing their inspiration from the same fountain-head of the new art move-
ment, and characterised by the same elements of decoration, architectu-
ral principles and elegance of form. Ourside India, the school exercised
far-reaching influence on the art of Ching and the Far East, moulding
them into something of an all-Asian pattern,

l. "Tena kha'u samaycndsmin jambidvipe...nagara-sahassini. .. riddhini sphitini kshemini
subhikshigyikirna-bahujanamagushyini | apidanirh jambiidvipaki akari abhaivanna-
fulkid atarapanyih - krishisampansih saumyd janapads babhiivuh kukkutasampita-
mitrifcha grimanigamardshtra rijadhinyo babhiivub® | Divydredine, p. 316.

2. Vardhamihira, Brilatsarihiti ch. 105: Vistpndlarmottara Pariga 1. 154.36 ‘ihaiva
kritvd dharmajfia riipasattras mahdphalam ; chapter 1. 155 called Ripasc trcvarpans
describes the observances for this vow of Beauty,
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GEOGRAPHICAL DISPERSAL OF GUPTA ART

A comprehensive survey of Gupta art monuments with reference
to the sites where they originated is indispensable for understanding
the national character of the movement, The geographical factor phyed
a dominant réle in the distribution of the monuments, and the pulsating
forces of commerce and religious propaganda determined their character
and magnitude,

Art and religion became closely wedded in the Gupta period to
command an unprecedented creative enthusiasm and to map out move-
ments of universal dimension, which not only filled the entire country
from one end to the other, but also inundated the surrounding regions
in a peripheral overflow. It was truly a nation-wide movement in the
sphere of art with many a centre functioning in each direction and each
region displaying a spontaneous exuberance. Wheresoever the Bhigavata
religion spread its benign influence backed by an impassioned literary
appeal, art monuments sprang up in its train as visible reflectors of
the popular surcharge.”We find the farthest limits of the movement pre- .
served in the east at Dah Parbatid in Tezpur District on the Brahmaputra _
in Assam, in the form of a typical brick-temple in Gupta style. Its.
most beautiful part is the stone doorway (Textfig. 1) with vertical bands-
covered with floral and scroll designs, but the most typical feature
is a pair of flying geese on either jamb whichis a unique representa-
tion of the ‘mdigalya-viluga’ motif mentioned in the Bribatsambita (56.15)
of Varahamihira. The influence of the art of Madhyade$a is patent in
every detail of sculpture and architecture, whether the monument was
raised in the east or in the west. The monuments were sited on the
geographical routes of commerce and general communication and it is
easy to discover the principles of planning to link each region with
the other. To the ‘west of the Brahmaputra, the country of Pundravar-
dhana, now comprised” by Raagpur, Dindjapur, Bogrd, Rajashihi, Milda,
etc., has yiclded a large number of Gupta sites and antiquities. Vasga
(East Bengil), Samatata (the Gangetic Delta), Suhma ( 'West Bengal
called Ridgha) and Pupdra (North Bengidl), these were clearly marked
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divisions of the Gupta empire under Samudragupta, each fostering a
local school of art, but all together bearing the hall-mark of Gupta
style, especially in the refined creations of the terracotta figurines. This
rich and fertile land of Virendra lying between the Brahmaputra on the
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Textfig. 1. Stone doorframe. Dah Parbatii, Assam, 5th century.

east and the Kosi on the west and watered by the parallel streams of the
Mahanandd, Apunarbhavi, Atreyi and Karatoyd (from west to east)
was once the cradle of Gupta culture, from which wave after wave
travelled via the sea and overland routes to Burma, Malaya and Indo-
nesia, influencing the art and culture of those peoples,

The next crucible of Gupta art and culture was the region of Asga
and Mithili with flourishing centres at Champi and Vaiéili, the latter
being an important centre on the trade-route north of the Ganga, and
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also a political capital receiving the special attention of the royal house
owing to its alliance with the Lichchhavis. Vaiéali, the modern Basidh
in° Muzaffarpur District, has produced a large number of the inscribed
clay sealings and terracotta plaques. On the Gaiga was situated Patali-
putra, the .capital of the empire, known far and near as the ‘City of
Flowers’, and famous throughout Jambidvipa for the fashions and fan-
- cles of its citizens, whose aesthetic zeal is preserved in numerous sculp-
tures and clay-figurines from old sites in Patni, viz., Kumrihir and
Bulandibagh. Recently A.S. Altekar exposed a terracotta plaque of un

usual quality showing the figure of a rake (pifa) with a challenging look
and vigorous expression (Ill. 35) so natural to the leader of the courte-
san’s quarters of Pataliputra. A subsidiary arm of the artistic activity
of this period extended towards the south of the Gangi up to Nilanda and
l‘ii_g_ir and thence to thc west through Gaya towards the Sone Valley
covering the Uchchakalpa territory of the Parivrijaka Mahirdjas and also
what was then known as the Atavikardjya, as well as the fertile valleys of
the Betwd, Sindh and Chambal. There is a cluster of Gupta sites in
this region, the main commercial routes being all along dotted with art
centres as prominent landmarks or stages of journey. The long route
connected Magadha with Ujjayini, intersected towards the east by the
Sravasti-Kau$imbi-Chedi sector and towards the west by the Mathuri-
Vidiéa sector, all three taking within their lap almost all the principal
monuments of this virtual courtyard in the mansion of Gupta culture.
The valley of the Sone and its upper feeder Johila® was an important
highway towards the Chedi country or Jabalpur District, and the eastern
line of Gupta monuments stood along the Kosam-Jabalpur line of commu-
nication, This was an ancient route from Mauryan times and the
modern railway line follows it. A few miles from Satnd, in the former
Nagod State, was built the great Stipa of Bharhut in Aéokan times,
later enlarged by stone railings and gateways. The Gupta architects
built near Nigod the small Siva temple at Shankargadh. Uchdhard
(ancient Uchchakalpa) (see Ill, 10) is a station on this line, and the
beautiful Siva temple of Bhamara (TIl. 11) is only six miles from here.
Another important Gupta centre was Nichni-Kuthiri, only about ten
miles from Bhamard in the erstwhile “Ajaygadh State. At Nachna-Kuthird
there were two Gupta temples, one the early so-called Parvati temple
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(Textfigs. 68-9) and the other later, dedicated to Siva. At Kari-Talii was
also built a Gupta shrine, just midway the headquarters of the Tons on
the left and the Sone on the right. Down below on the route is Tigowd
where a beautiful Gupta temple has been found. South of Tigowd only
a few miles distant is the ancient site of Ripniath where Afoka had
put one of his edicts. At the upper end of the sector just after Pra-
yiga have been found the Gupta sites at Bhitd (ancient Sabgjati) and
Gadhwa (ancient Blattagrima) ; at the latter place sculptural remains of
a very magnificent Gupta temple (Ill. 65-67) of the time of Kumaragupta
had been found by Cunningham. Besides stone there were also brick
temples with moulded pillass, pilasters and reliefs. Terracottas and moulded
bricks formed a very popular media of aesthetic expression during the

Gupta and post-Gupta times.
Along the western vertical sector connecting Mathurd with Bhilsa,

marked by the river Betwid, the number of Gupta monuments is large
enough ; those at Devagagh, Udayagiri, Sanchi and Eran being famous.
The Da$avatira temple at Devagadh is a veritable gem of Gupta sculpture
and architecture. Its carved reliefs and the decorative doorway are in-
spired works of great artists, in which one is face to face with the
equipoised and restrained power of their aesthetic creations. The cluster
of monuments on the Udayagiri hill, only five miles from Bhilsi (now
Vidi§a ), preserves celebrated works of Gupta carvers.

" The small fertile valley between the Betwi and its tributary the
Bind was adorned by its Bhigavata citizens lavishly through the erection
of a number of temples. The chief centre was Eran (ancient Airikipa )
on the left bank of the Vinid (Bini) river as an important stage on the
route from the east towards Ujjayini, and from the north linking Mathurd
with Vidiéd, The temples dedicated to Variha, Vishnu, and Narasirhha
are typical Bhigavata monuments with a wealth of gigantic sculptures.
and beautiful reliefs, and also the monolithic Vaishnava pillar, 43 feet high,
set up by the two devotees of Vishnu, Matrivishou and Dhanyavishnu,
in the reign of Budhagupta in A. D. 485. The small Siva temple at
Mukundard just on the point of the mountainous pass between Kotih
and Jhiliwar isin simple early Gupta style but charming in its carved reliefs.

The resourceful builders in this period evolved the technique of
brick shrines conceived from top to - bottom in terms of moulded courses
and terracotta plaques loaded with religious and secular scenes as well
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as floral and geometrical designs of infinite variety. From Shorkot in
the Panjib to Mirpur Khis in Sindh, and from Bhitargion in Kanpur
District to Sirpur in Réipur District, there are hundreds of Gupta brick
temples of which an account as yet remains an unwritten chapter in
the glorious records of the Golden Age. Cunningham wrote about the
Shorkot finds, “The moulded bricks are the most characteristic
features of all the old cities in the plains of the Panjab .... The variety
of patterns is infinite and some of them are very bold and effective.”
Cunningham obtained similar material at Bhavanni, ten miles from
Montgomery on the Ravi,8 at Gulamba and Asraur.® A verylarge number
of such ornamental bricks was obtained by Hiranand Shastri from Sahet-
Mahet, and typical specimens are still in sitw fixed in the birck Stiipa
at Srivasti. This was the technique of broadcasting aesthetic culture by
means of transferring geometrical, floral, animal and human patterns
to essential building material like bricks and baked pilasters. Its possi-
bilities were fully exploited, as evidenced by the large number of monu-
ments distributed over an extensive arca, As already stated, the Dah
Parbatia temple in the Tejpur District of Assam was made of bricks,
with terracotta plaques discovered around the stone doorframe which
have been considered to be the best examples of tetracotta art known
at present. 'The style was flourishing in Bengil as demonstrated by
the finds from ancient sites in Dindjapur, Rangpur, Rajashahi, Bogrid
and Maldi, and last but not the least at Pahdrpur where the tradition as
developed later has preserved a veritable feast of ornamentation in the thou-
sands of plaques fixed in the temple. Continuing through Bihir and Uttar
Pradesh, the line of monuments extends to the Rang Mahal region
near Saratgadh in Bikiner, and then crossing the Thar-Parkar desert to the
Stpa of Mirpur Khis in Sindh. A similar phenomenon was witnessed in the
Fatehpur District of Uttar Pradesh where the banks of the Gangd are dotted
by numerous Gupta temples in brick and terracotta like the magnificent fane
at Bhitargion in Kinpur District. The rich merchants who had amassed
wealth by the riverine trade along the Ganga donated it to founding many
religious establishments and art monuments in their territory. The western-
most extension of this movement is embodied in the Great Stapa at Mirpur
Khis, The selection of its site was quite happy, being on the junction of
two vital commercial arteries, viz, the one transversing north Gujarit
2
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[with the recently exposed great brick-built Buddhist Stiipa at Devnimori,
adjoining to the later Gupta site of Simaliji in the Sabarkantha District] and
south Rijasthan to Patala in Sindh. The same route passes through Birmer
to Hyderabad (Sindh )at present, but in ancient times it had much greater
importance as the connecting link on the one hand between the marts of Bary-
gaza ( Bharukachehba ) on the mouth of the Narmada and of Ujjayini in Malwi,
which was the richest trading town in the whole of Asia and rightly cele-
brated as the Sdrvabbanuma Nagara® or the City International in the Gupta age,
and on the other the Central Asian markets, from which flowed an unin-
terrupted stream of commodities along the two routes on both banks of the
Indus which were picked up at Pitala. These routes are mentioned with
their two sectors both in the Pili and Sanskrit-Buddhist literature, and the
occupation of Sindh by the Indo-Greeks and their successors the Saka Satraps
of Ujjain was the outcome of wars waged to control the rich trading prize
of the Dvirivati-Bahlika route. The magnificent Stapa at Mirpur Khis
shone as the visible symbol of thedoublo glories of this route. Very naturally
its decorative motifs and figure sculpture (see Textfigs. 78-80) display the
art influences of both Gandhira and Milwia which were its two feeders.

We have seen how certain areas received a special share of the visible
fruit of this aesthetic creativity. Owing to historical reasons the largest
number of well preserved monuments is found in Madhya Pradesh at present,
but at one time the cradle-land of Uttar Pradesh was enriched by temples and
buildings in Gupta style on an extensive scale. Sarnith, Rijghat, Kosam,
Bhitd, Gadhwi, Sahet-Mahet, Bilsad (Farukhabid District ), Sankisi, Atranji
Kheri ( Etd District ), Kudarkot (ancient Garidbumat in Etawih District ),
Bhitargaon, Ahichchhatra and Mathuri—these and many other sites have
produced valuable material of Gupta art in the form of temples, Stipas,
sculptures, architectural pieces, terracotta plaques and figurines,
bricks, pottery, beads, etc. These antiquatian objects may have been
casually observed and even illustrated, but have not yet been the subject
of an overall study to demonstrate the extent and quality of the great
art fostered in the Gupta period. In Uttar Pradesh, Mathuri and Sirnath
gave birth to two localstyles of great vitalityand beauty which exercised
far-reaching influences on the art of the northwest and Central Asia and
China through the overland route on the one hand, and on the ast of
Burma, Malaya and Indonesia on the other.
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In the Panjib, Gupta relics have not yet been systematically surveyed.
But it is important to mention the Jaina temple at Murti, near Chod
Suidin Shih in the Salt Range which was visited by Sir Aurel Stein
in the old town of Simhapura, of which the remaining antiquities are
preserved in the Lahore Museum. The other sites include those of
Pattan-Munird with its brick tower, of the Gupta period, Bhera ( Shahpur
District ), Sangla-tiba, Shorkot, Sunet (Ludhiind District), and Khokri
Kot (Rohtak District). The time is now ripe for an intensive search
which is likely to make a substantial addition to our knowledge. This
survey ought to be extended to Gujardt, Saurdshtra, Bombay, Berir,
Hyderibad, Andhra, Tamilnidu, Mysore and Malibar on the mainland
of India, and to Ceylon and the islands of greater India, which
received in full measure strong influences of Indian art as it flourished
in this age. As literary and religious heritage was transported across
the seas so also vital styles of art and architecture were borrowed by
the colonies from the Indian homeland.

3. Ancient [yofirathd, mentioned by Kaliddsa, Raghwrerida (VIL 36). Sece my article,
“River Jyotirathi in the Raghuwanifa,” J. of the Oriental Institute, Baroda, vol.
IX, No. 4 (June, 1960), pp. 403-6.

4. Alexander Cunningham, A. §. R., for the year 187273, vol. V, p. 100, pl. XXIX, 1-8.

5. Ibid., pp. 104-5.

6. Ibid., pp. 1124, pl. XXXV, figs. 1-12.

7. Cf. Pidataditaka of Syimilaka 21. 9: my Chatwrbbipi (Bombay 1959), p. 162.
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ICONOGRAPHY

We know from the Purinas the extent to which cosmogonic myths
and legends had been developed reflecting the numerous patterns of
Hindu religious thought, The Gupta artist was called upon to give
visible expression to the Paurdnic concepts through the medium of stone,
clay or painting. This he accomplished with extraordinary success by
means of some simple but profound formulas of iconography and
sculpture, like Vishnu resting on the cosmic serpent Ananta Sesha, or
in architecture like the beautiful but highly symbolical doorway of the
Gupta temples. The period of the first three centurics of the Christian
era was the epoch of formative ideas and of new experiments in the
sphere of art and iconography. From the point of view of iconography,
the Gupta age marcks an advance over the preceding Kushdna period.
In the Kushdna art at Mathurd the earliest forms of Buddhist iconography
appear in the images of the Buddha and Bodhisattvas, The discovery
of the image of the Buddha had opened up a new vista for the growth
of a complex pantheon of numerous Bodhisattvas and attendant deities.
This age was also the formative period for the images of the principal
Brahmanical gods and goddesses® As a result we find quite a number of
Hindu deities, such as Vishnu, Siva, Brahmi, Indra, Karttikeya, Lakshmi,
Sarasvati, Durgd, Saptamitriki, etc, portrayed in the Kushina period.
Their forms, attributes, accessory details, vehicles, decoration, etc., gradually
came to be fixed in the course of several centuries, so that by the time
of the Guptas the artists and the sculptors found themselves in posses-
sion of well-defined conventions and iconographic canons. But the artists
were still fecling their way and conventions were elastic. Thus not only
they followed conventionalised formulas ( dhydna), but they also worked on
an expanded pantheon in which the number of gods and goddesses and
their /ilis greatly increased, This heritage of well understood forms of art
cnabled them to handle the complicated legends and myths of the many
forms of Vishnu and Siva with an easy mastery. For example, Vishnu
is represented holding different attributes in his four hands, and also
in the guise of his various incarnations (avatdras) of Trivikrama, Variha,
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Nrisirtha, Rima and Krishna. The form of Seshasiyi Vishou is known
in several examples, the most- outstanding being the one at Devagadh
(Tl 55). The deities Kirttikeya, Indra, Brahmi and Siva-Pirvati appear
in their developed iconographic forms in the upper part of this panel
while Ganapati and Kubera on its enclosing jambs, One is impressed
with the genuine simplicity in which grand mythical conceptions of re-
ligious and metaphysical import are visualised by the engraver. The
sculptural representations of the epic stories from the Rimdyapa and the

Textfig. 2. Rima and Textfig. 3. Resurrection Textfig. 4. Rima, Laksh

Lakshmana practising of Ahalyi by Rima. mana and Sita on their
archery. way to forest.

Ramiyana scenes from the plinth of Devagadh temple.
Krishna cycle are represented with effective success in the Devagadh
temple* belonging to this epoch. In the Brihmanical iconography at
Mathurd during the Kushina period Krishna is conspicuous by his
absence, except on a relief (M. M. 1344) bearing a scene which Daya
Ram Sahni interpreted as showing Krishna’s father Vasudeva crossing the
Yamuni in spate in order to transport the new-born babe to the safety
of Gokula. * At Devagagh, on the other hand, we find the details of
the Krishna legend completely developed, and a few of the many panels
bear scenes of Krishna’s bisth showing the lady Devaki handing over the
child to her husband ; Vasudeva, moving out to Gokula with the child ;
Nanda and Ya$odid holding Balarima and Krishna in their laps and en-
joying the bliss of a quiet rural retreat in the midst of their cows
(Il 2), Krishoa kicking at the milk cart on which pots of milk have
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toppled over (Ill.4), and finally Krishna seizing the demon Kamsa by
the hair. ©n a very beautiful panel we find another homely scene
showing Krishna, Rukmini and Sudima. The emaciated Brihmana is
leaning on his crooked staff and in front of him stands Krishna, an
clegant figure with the ecffect of his dignity heightened by the very ela-
borate and gorgeous coiffure spreading round his head, and the lady
Rukmini steeped in astonishment at the measureless bounty of her
husband in fulfilling the wishes of his friend.

The iconographic wealth of this period is further illustrated in the
scenes from the Ramdyapa Which once adorned the plinth (see Textfigs. 2-4)
of this temple. The redemption of Ahalyd; the pilgrimage of Rama, Laksh-
mana and Siti to the forest; their visit to the hermitage of sage Agastya
where the matron Lopamudri welcomed Rima’s sweet wife; and the
mutilation of Surpanakhid by Lakshmana (Ill. 3) are some of the major
episodes preserved in these panel reliefs.® On a slab still j» sitv we find
Vishnu in his incarnation of Trivikrama assuming a colossal form in the
presence of king Bali who is thrown in consternation by this miraculous
feat. This lithic evidence of the iconographic development by about
the sixth century A. D. is in agreement with the literary tradition as
recorded in the works of Kilidisa and a little later in the works of
Banabbatta. The ten incarnations of Vishnu with his principal legen-
dary exploits ( Raghwarila) XIII 5 ; the cycle of the boyhood romance
of Krishna in his cowherd form ( Gopaveshaya Viishnop, Meghadita 1. 14),
and the classical legends of Siva e. g. his victory over Kimadeva, the
god of love, exploits over Gajisura and ohter demons, and honeymoon
dalliances with Parvati, present a fully developed pictute of the reli-
gious myths of these gods as known to the poets of the Gupta age.
Many of these scenes occur in the sculpture of this period, e. g. the
agitation of the Kailasa by Rivana is seen on a Mathuri relief * showing
the giant king with a single head exerting his full might to bring about
the Himilayan upheaval. The wavy lines and the reticulated breaks in
the ridges of the Kailasa express the strain which it suffered and show the
truth of the lines in the Meghadiita : “Of the Kailisa whose ridges suffered
a shaking of their joints when it was tilted by the arms of the ten-
headed king.”™ The Ardhaniriévara form of Siva represents another
happy feature of Gupta iconography. Although already conceived in
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the Kushina' period,’® the blended image of half-male and half-female
form of the deity was perfected with masterly skill by the sculptors of

the Gupta epoch.

The Ardhaniriévara form!® stands out as the most patent symbol
of the synthesis achieved in this golden age when a wide spirit of tole-

rance and harmony was prevailing
all round. We see thisin the amity
between the Brihmanas and the
Buddhists, the concord between
thought and action, the spirit of
approximation between the divine
and the human worlds. The last
is reflected in a couplet of Kili-
disa describing the city of
Ujjayini as a charming cross-sec-
tion-of heaven transferred to the
earth, or in the Gupta emperors’
claims in their coin legends to
the ideal of conquering the earth
by their valour and heaven by
their good deeds. In the domain
of art also we find this charac-
teristic stamp of harmony and
balance expressed in the combi-
nation of physical beauty with
a higher religious purpose govert-
ning objects of art. For exqui-
site charm the Gupta specimens
of painting and sculpture hardly
leave anything to be desired.
The inherent aesthetic appeal is
usually present, and in addition

5l

Textfig. 5. Ardhaniriévara head. Stone;
Mathuri

we find that art stands integrated to a complete scheme of life inspired
by an over-powering religious purpose. The rich fresco paintings of
Ajanti, Bagh and Sigiriy3, and the images and sculptured reliefs in
numerous temples derive their full importance from this outstanding

factor.



16 GUPTA ART

The spirit of religious tolerance is also manifest in the equal
emphasis on the worship of Siva and Vishnu in this period. In the
Raghwanéa and the Kumdrasambbava, Kilidasa apportions his devotion equa-
lly between them. The number of the Gupta temples consecrated to the
worship of Siva and Vishnu seems to be equally distributed and although
the emperors held aloft the glory of the Garuda-standard (Garwdadhvaja)
their devotion to Siva was not less deep. Some of the most beauti-
ful Siva images like the Sivalifigas from Khoh (11l 8), Uchdhara (Tll. 10) and
Bhgmard (fll. 11) are from the Gupta period. Both the Linga form and
the human image of Siva existed in the Kushina period, the latter occut-
ring on the coin types also, but their blending as evolved in the
Ekamukhi Sivalingas was a characteristic feature of Gupta iconography.
A fragmentary sculpture from Nachnd Kuthard depicts Mahinata Siva (1L 9),
which is the eatliest representation of the Tindava motif so far known
in Indian art and belongs to the early Gupta period.

The worship of Vishnu which had already spread in the Kushina
period round about Mathurd, received a fresh impetus and Vishnu images
became much more common in the Gupta age. In Vishnu temples the
sectatian image occupied the same importance and central position as
the image of the Buddha occupied in a Buddhist Chaitya-hall. The Vishqu
image in the Devagadh temple and the Buddha figure in the Ajanta
cave-temple occupied 2 parallel position. Mathurdi now seems to have
become the most catholic centre of religion and art where temples of
Vishou, Siva and Buddha flourished side by side. A magnificent Brih-
manical temple dedicated to Vishnu stood at the site of Katrdi Kefavadeva
where there was also a Buddhist Vihira in the reignof Chandragupta ILY
The great Variha image at Udayagiri (c. 400 A. D.) is a monument
to the genius of the Gupta sculptors (Tll. 12, Textfig. 9). On his right tusk
the god has supported a woman personifying Prithivi, the Earth goddess
raised from the depths of the primeval sea. Kailiddsa makes an appro-
priate reference to Vishnu redeeming the earth from cosmic convulsions
(Raghuvariia X111. 8). 'The image with the conspicuous garland looped
round the arms and the body set up a type later on adopted on the
coins known as ‘Adivariha-drammas’. The two flanking scenes are of
unusual significance, representing the birth of the twin rivers Gangid and
yamuni, their confluence at Prayiga and the final merging into the
ocean ( Textfig. 6)*® The whole scene is permeated with a lyrical feeling,
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and probably conveys an ideal representation of the Middle Country,
the Madhyadeéa, which was the heart of the culture-empire founded by
the Guptas. Its symbols were the twin river-
goddesses Gangd and Yamund, standing on
their respective vehicles, the maksra and the
tortoise. It is only in Gupta art as in litera-
ture of this period that the two rivers make
their appearance for the first time in the scheme
of temple architecture, and we cannot but infer
that Kalidasa making a pointed reference to them
as attendants of the temple deity is referring to
a principal feature of contemporary art : “The
goddesses Gangd and Yamund assumed visible
forms and with ghawris in their hands took up
positions as attendants of the great god.”® This
characteristic feature is illustrated most artisti-
cally on the doorway of the Devagadh temple.
Detached images of the two river goddesses
also occur in this period.

From Mathurd, we have one of the rarest
images of Vishnu, an unparalleled specimen of
the Brihmanical art of this age for its serene
spiritualised expression of the face. Originally
the figure (Ill. 13) was four-armed and traces of z:xﬁ_g;nj';::ugf {I“:.:. D[:
the same are still visible in the bifurcating lines gﬁ?_ ¥ ookt celich i
on the arm-stumps. Some of the characteristic
features of decoration on this figure are the elaborate crown on the head
with pearl-festoons ( manktikajila ), a lion-face emitting pearl-strings in the
apex of the crown, a makarifi ornament consisting of two addorsed alli-
gator-heads, a chintamapi jewel set in deep-cut foliated scroll, frizzled hair
falling loose on each shoulder, extended ear-lobes with rings, single pearl-
necklace of graded peatls adorned with a cylindrical bead of sapphire in
the centre, a feature to which both Kilidisa and Bina make repeated
reference.®® The figure also wears under the single pearlstring a clus-
tered necklace of crescent shape formed by a number of intertwining
pearl strings, armlets bearing the design of a dancing peacock’s canopy,
a }'c:_r,f'.i%banfra of double chain with a serpent head carved at one end of
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the knot (mdga-yajiiopavita), a long vaijayanti-garland and also creased and
clinging loin-cloth held by a girdle knotted in front.

Gupta statuary also shows for the first time images of the cosmic
form of Vishnu combining ahuman head with that of a boar and a lion.

Textfig. 7. Mahi-Vishou with Nrisimha and Variha
heads. From Mathuri. 5th cent. A. D.

These are images of Nrisimha-Vardha Vishnu from Mathurd, which
Coomaraswamy takes to be an important document equally of art and
iconography.22 The arrangement of the boar and lion faces is variable
on right and left shoulders. A different form of Vishnu's cosmic aspect
( Vifvaripa ) also appears in this period in which the central human
figure is surrounded by a number of radiating heads, e. g. eight-armed
figure on the great architrave from Gadhwa (Ill. 66;28 also a recently found
figure on a relief from Mathurd), such cosmic forms seem to reflect
the Purusha-Sikta conception of the myraid-headed deity.

The attributes of Vishnu, feikba, chakra, etc., figure in theis
natural form in Kushina sculpture, but in Gupta images are personified
as dyudba-purushas. Sometimes the symbols occur both in their natural
and human forms. These figures are generally dwarfish as compared with
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the tall stature of the main figure, a fact true in the case of the Buddha
and Jaina statues also. Kailidisa confirms the attendant figures being

vimana, °short-statured’, and says that each was marked with its re-
spective symbol (Raghw., X. 60 ).24

< Nﬂﬁ?ﬂ ’!fﬁ;%

Textfig. 8, Bust of Pingala, Stirya’s attendant. C. 5 th ceat. A.D.
From Mathurd. Lucknow Museam.
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Siirya images of ancient Indian type with a chariot of four horses
are known in the early art of Bodhagaya® and Anantagumphi
( Udaigiri-Khandagiri ). A new type of Surya clad in Northern dress
( Udichyavesha) and wearing long buskined bcots became the wusual
feature in Kushina images influenced by the Magian sun worship from
Persia. The Persian influence is even more strongly marked in the
Gupta images not only of the sun god, but also of his two attendants
Danda and Pingala (Textfig. 8), the latter a pot-bellied figure holding
a pen and an inkpot.*

At Khair Khineh?®® near Kabul, J. Hackin discovered a marble
image of Sirya dressed like a Sassanian king and wearing a2 round
apron-like tunic fringed with pearls (Ill. 23). The Sassanian kings had
a special liking for pearls set in the dress. Bana also refers to the
fashion of peatl-spangled tunics worn by kings in the train of Harsha
( taramuktaphalopachiyamina-varabipa) * Some of the statues bearing close
Sassanian influence lead us to infer that the intercourse between India and
Persia in the Gupta-Sassanian epoch was much more intimate than is often
imagined. A life-size bust (D.1, Mathurda Museum)?® wearing a kulah cap
(Skt. £hola ) with a crescent and globule symbol, spiral curls of hair, atight
beard band, a bejewelled cuirass and a belted coat represents a figure in
Sassanian style. During the reigns of Shahpur 1T and his successors Ardashir
1T and Shahpur 111 ( between 309 and 386 A.D.), up to the reign of Khusti
11 (590-628 A. D.), the cultural inter-relation between India and Persia was
at its peak. The scene of the so-called Persian embassy being received by
an Indian king in full court ceremonial, painted in Cave I at Ajanti, and
another scene identified as that of the Persian king Khusti Parwiz and his
beautiful queen Shirin illustrate the degree of Sassanian influence. This
is evident all through in painting and sculpture (see Ills. 28-29) and also in
terracottas. The Indian artists in rendering the faces and costumes of
their foreign neighbours scored a striking amount of success.

The Buddha image was first made sometime in the early Kushina
period. The cvidence of the dated images points to the beginning of
the reign of Kanishka as the time of its first appearance in stone. The
image from Kosam is dated in the year 2 of Kanishka, i. e. 80 AD.,
or forty years later according to some scholars. The seated Bodhisattvast
image from Katrd Keshavadeva, Mathuri, although undated is considered
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to bs a typical example of the art of the first century A. D. If we
compare it with the standing Buddha image of monk Yasadinna (Ill. 17) in

the Mathurd Museum, we notice a remarkable difference of style.

The

distinguishing features of the Kushdna and the Gupta images of Buddha
and Bodhisattva may be briefly tabulated as follows :

Kushaya

1. Plain halo
margin.

2. Absence of beaded border in
the halo.

3. Simple background of seated

figures.

with scalloped

4. Bodhi tree carved on the back
slab.

5. Auspicious symbols carved
on the parasol.

Muscular body.
Shaven hair. Spital hairlock
covering bump of intelligence.

o

8. Drapery partly plain  and

partly folded; folds less stylised.

Thick drapery.

9. Folds of Samghati engraved.

10. Drapery covers the left shoulder
(ekdpisika).

11. The lower garment reaching
to shanks or the middle of the
leg.

12. Plain border of Sarhghati.

Gupta
Elaborate halo carved with lotus
design.
Presence of beaded border as part
of the decoration of the halo.
High-backed throne with hori-
zontal architrave and brackets of
prancing pyala figures (vydla-torava), as
in the seated Buddhaat Sirnith (111.20)
Absence of the Bodhi tree.

No auspicious symbols, but parasol,
if there, carved with  lotus design
similar to the halo.

Elegance of form.

Shaven hair type extremely rare
(e.g. Mankuwir Buddha, 111.16).Hemi-
spherical protuberance on head co-
vered with short curls.

Drapery entirely  shown folded;
folds more stylised. Specimens with
foldless drapery rare. ‘Transparent
drapery.

Folds of Samhghati shown in relicf.
Drapery covers both shoulders
(wbbaydnisika).

Drapery falling  still lower, a little
above ankles.

Edge of Sarhghati frilled and orna-
mented.
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14.

15.

16.

17.

18.

19.
20.
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Right hand in abbayamudrd
joined to the back slab with
a projecting cushion.

Urpi mark between the eye-
brows usually present.

Nipples indicated.

Deep navel shown.

Eyes round and fully opened ;
the line of the eyelids projecting.
Eye-brows sepaiate, upper
and lower eye-lids equal. Fig-
ure looking up or towards the
spectator.

Neck folds indicated by receding
tiers.

Less stylised ear-lobes.
Presence of flying figures
throwing flowers and flywhisk-
bearing attendants (in case of
seated figures).

Right hand in abbayemudré carved
free (in some cases, it is of separate
piece fitted in socket).

Usually not indicated. It is absent
in most cases.

Nipples indistinct or not indicated.
Navel not indicated. 1
Eyes elongated and slightly opened;
no projecting eye-line.

Eye-brow line continuous ; upper
eye-lid broader ; gaze fixed at the tip

of nose.

Neck folds indicated by modelling.

Elongated ear-lobes hanging free.
Flying figures only rarely; in some
cases Maitreya and Avalokite$vara

as attendants.
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10.

11.

12,
13.

14.
15
16.
1T

18.
19.
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See my Indian Art ( Varanasi, 1965 ), ch. 10.

See my article, “Gupta Temple at Devagarh,” Arf and Thought (pp. 51-54, ed. by Bharat
Aiyyar, Bombay, 1950) where the Krishna /il panels were first identified by me.
A. 5. I., AR., 1925-26, pp. 183-84 ; my article, “Brihmanical Images in Mathuri,”
J. L S. 0. A., 1937, p. 124, pl. XIV, fig. 1.

Cf. M. S. Vats, Gupta Temple at Devagarh (A. S. I. Memoirs No. 70, Delhi, 1952),
pl. XIX, c.

Ibid., pls. XV-XVII; my Stwdies in Indian Art, figs. 131-32.

Mathuri Museum, No. 2577; my article in J. I. 8. 0.4, 1937, pl. XV, fig. 1;
also my Indian Art figs. 175-T7.

‘Kailisasya dasamukhabhujochchhvisita-prasthasandheh’/ Meglsdiita 1. 58.

See my article in J. I. 5. 0. A., 1937, pl. XIV, fig. 2.

The Ardhandriévara head in the Mathurd Museum, No. 362, published in
J- 1. 5. 0. A.,1937,pl. XV, fig. 2. Here Textfig. 5.

Cf. my Mathurd Musenm Catalogue, pt. IV : “Architectural Pieces,” J. U. P. H. §.,
1951, pp. 141-43.

Cf. Raghuvaniia XIII. 58.

‘Miirte cha gangiyamunec tadinirh sachimare devamasevishitim' | Kumdirasambbara
VII. 42.

Cf. Ekarali ot sthitlamadbyendra-nila-muktigupe, Meghadita 1. 46; also  Ragl manifa
XVI. 69; Harshacharita (Nirnyasigar edn.), p. 252; my study The Deeds of Harsha
p. 235, fig. 91. See here IIL. 69.

Mathuri Museum Nos. T771; 2525; D. 28;: see my Matburd Musewm Catalogue,
pt. II, pp. 6, 10, 12. Another example in the Boston Museum.

Bulletin of the Museums of Fine Arts, Boston, Dec. 1919, No. 104, pp. 60-62.
Cunningham, 4. §. R., vol. X, p. 13, pl. VI, G.

‘Guptarh dadri$uritminarh sarvih svapneshu vimanaih |
Jalajisi-gadd-$arnga-chakra-lifichhita-mirtibhih’® [/ Raghs., X. 60.

Cf. my Indian Art, fig. 33, b.

Ibid., p. 184.

Cf. my article in J. I. §. 0. A., 1937, pp. 128-9, pl. XV, 3-4.

J. Hackin, Recherches Archévlogiques an Col de Kbair Kbaneh prés de Kabul(Paris, 1936),
p- 17; J. of the Greater India Society, Vol. III, pp. 23-35.

The Deeds of Harsha, pp. 104, 183-4.

A Handbook to the Mathurd Museum (20d edn., 1939), p. 52, fig. 41; Studies in Indian Art,

fig. 111.

. Indign Art, pp. 242-43, pl. CXIV.
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Much of our esteem for Gupta art can be credited to its excellent
sculpture. Under the stroke of the master’s chisel the stone became
malleable as it were, and was transformed into figures of permanent
beauty and grace. The image of Gangi from Besnagar is one such
example® The three well known sculptures from Devagadh, fixed in
the niches of the Vishnu temple, are excellent examples of beautiful
carving (Ills. 55-57). The attendant figures of men and women on the
two door-jambs of the same temple are genuine works of elegance hardly
excelled (111.53). Or, take the examples of the seated Buddha at Sarnath
and Ekamukhi Sivalingas from Khoh and Uchihari (see Ills. 20, 8 and 10).

The success of Gupta sculpture lies in its attaining a golden mean
‘between the obtruding sensuousness of the Kushina figures and the
‘symbolic abstraction of the early medieval figures. The sportive female
figures on Mathura rail-pillars ‘standing in various attitudes and delicate
poses, stealing the hearts of the gods as it were with the play of their
eyes’ were now a thing of the past. "Such aggressive beauty was
no longer in accord with the spirit of the Gupta age in which such
greater emphasis was laid on the ideal of tgpas (cf. the penance of
Parvati described by Kilidasa in the Kwmwdrasambbava, canto 5, and the
Devagadh sculpture of Nara and Nirdyana in their Himilayan hermitage,
Ill. 56). In fact, the motif of the railing female figure fell into disuse,
as the Gupta artist concentrated his attention not on the external
decoration but onthe central cella, its entrance and above all the
divine image inside the shrine. The sensuousness of the female form
was restrained by a conscious moral sense, and nudity as a rule was
climinated from Gupta art. The effect of the diaphanous drapery in
Kushana art is to reveal the charm of the flesh, the Gupta artist on
the other hand employs drapery to conceal those very charms.

Gupta sculpture is at once serene and energetic, spiritual and volup-
tuous. On the technical side, a delicate plastic handling of the human
form is an abiding quality of the figure-sculpture in this pericd. The
artist no longer relies on volume to give an impression of grandiose,
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but focusses his attention on elegance which is not lost in the exuberance
of ornaments, or in the ponderous details of attributes and drapery.
The keynote of his art is balance and freedom from the dead weight
of conventions.

Stylistically as well as chronologically, the mature plastic form in the
Gupta period at Mathuri is to be understood as a natural achicvement of
the vigorous art activity of several preceding centuries. The legacy of
Kushdna sculpture of Mathurd is distinctly noticed in the full-modelled
Rody of Gupta figures. The early concept of massiveness and weight
implying sheer material volume came, however, to be transformed under
the new outlook that based primarily on the spiritual or inner vision.

The products of the fourth, and even carly fifth century, doubt-
less exhibiting the change in aesthetic ideal, appear to convey the same
ponderous feeling that characterises the second-third century statues of
the Kushina period. But in the fifth century, the body though still
distinguished by its volume, is now slender, the peoses more grace-
fully executed and the elements of drapery and ornamentation more
restrained than in the preceding phase.

The growth of Gupta art and motifs appears to have also derived
in several ways from the Andhra-Tkshviku culture of the eastern De-
ccan. In its latest phases, dating roughly in the 2nd-3rd centuries, and
also up to the carly 4th century at Nigﬁrjun?kunda the great school of
art in the Krishnd valley shows a mastery in which detailed ornamen-
tation and clegance of figure-sculpture are joided in a rare harmony.
Numerous bas-reliefs crowded with figures showiny rhythmic movements
of dance and devotional poses, display an art which is highly sensuous
and tender in feeling. This experience of inner joy at first revealed
here in dynamic movements of the body, is seen subsequently turned to
the inside of the body, thus disciplining in art of, the Gupta period
the human figure more artistically or elegantly in plastic terms.

Gupia sculpture is, more consciously and explicitly than most
schools of plastic art, a synthesis between the external form and the
inner meaning. As Kilidasa has put it, it is like the union of Speech
and Thought (° vig-artha-samprikta’,  Raghwamisa 1. 1). The spiritual
content underlying the outer forms of Gupta art is writ cloquently in
the faces of the Buddhist and Brihmanical images, which combine an

4
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intense religious feeling with a tranquil and classical charm. Such ex-
pression can only represent the achievement of a true harmony, at this
period, of thought and action in the actual lives of men. In the re-
ligious sphere the Bodhisattva ideal of the preceding Kushina epoch,
enjoining each to live for all, gave place to a new ideal of the attain-
ment of the highest wisdom as an individual objective (amuttara-
Jhanaeapti )3 In accordance with this new outlook each seceker looked
for reality within himself and strove for individual deliverance. He
became himself a glowing centre of beauty and spirituality. The intro-
vert vision of the Gupta Buddha image is sharply distinguished from
the open, smiling countenance of the Kushina Bodhisattva. Peace,
light, and bliss, emblems of the highest wisdom, are reflected in the
radiant visage of the Gupta Buddha (Ills. 17-20). The change is visible to
anyone who looks at a seated image of Buddha carved in the Sirnith
School (Ill. 20), or the standing. Buddha image of Mathurd set up by the
Monk Yasadinna wrought in serene contemplation (Tll. 17), or the image
of the sage Kapila in the Isurumuniya Vihira in Ceylon.

The Gupta type of Buddha image shows many features of stylistic
evolution from the Kushina iconography which can be easily distingui-
shed (ante, pp.21-22). Aesthetically the Buddha image attained a high prefec-
tion in early Gupta art. It becomes the true vehicle of the spiritual quality
of Gupta culture which found its consummation in Prefect Wisdom.
This supreme ideal of the Mahdyana was now, according to the Saddha-
rmapupdarika,® called the Ekayina, “The Only Way.’ By the time
of the Guptas, the Mahidyina Buddhism had established a separate pan-
theon with several Dhyini Buddhas and Bodhisattvas. The rival schools
of the Mahisamghikas, Sammitiyas, Sarvistivindins, etc., took a living
interest in this elaboration, each claiming allegiance to the Buddha and
declaring Him to be in favour of its own particular doctrine (spama-
tdviruddba ). Both in the seated and the standing images, the figures
are gracefully conceived with “wet” drapery revealing the form without
excess of folds or ornamentation. The image is now fully evolved and
becomes the archetype for all subsequent Buddhas, whether in sculpture
or in painting, and whether in India or abroad. The mudris Or poses
of the hands are clearly defined for specific purposes. The figures of the
two attendant Bodhisattvas, Awvalokiteévara and Maitreya, establish them-
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selves in full majesty as independent images. Beautiful specimens of
them have been found; for example, the Avalokitesvara figure from
Sarnith standing on a full-blown lotus.3 Near the Bodhisattva’s feet
appear two tantalized spirits (prefa) with emaciated bodies whom the
compassionate lord is feeding with a stream of nectar flowing from his
right hand. Similarly the cult of the Bodhisattvas with the effigy of
their spiritual parents, the Buddhas, became widely popular in this
period. Amongst the best creations of the age may be reckoned the
standing Buddha of Mathurd (A.5; I11.17), the seated Buddha of Sarnith
in preaching pose (1lL20), the colossal copper Buddha (about 7.5 feet
high) from Sultingunj (Bhagalpur), now preserved in the Birmingham
Museum (I1l. 21) and the bronze Buddha now in the* Boston Museum—all
products of about the 5th century "and marked by ineffable sweetness
and spiritual calm. ]

One of the comparatively late arrivals in the Mathurda Museum, is the
detached head of a colossal Buddha image found in perfect preservation (Il1.
19). It shows all the characteristic features of the best traditions of a
Buddha image as noticed at Mathuri in the Gupta age. The head is covered
by spiral locks of hair including the wshyisha or protuberance on the skull.
The ears are elongated which is considered to be the mark of a great map.
The eyes are half-closed with the gaze fixed on the tip of the nose. The
nostrils are clearly indicated. The upper lip is thin and the lower lip
drooping. The ends of the mouth (srikkd) are also indicated, as they
were done for the first time in Gupta art. The double round chin shows the
inner strength of Buddha’s will. The serene spiritual expression on the
face, and the radiant divine form is incomparable, though the head is
typical of the other great Buddha images produced at Mathurd during the
Gupta period.

The spiritual expression, the tranquil smile and the serene contem-
plative mood of the Sarnith Buddha poised on a diamond seat ( padmdsana)
in the attitude of preaching the way of salvation show wus the highest
triumph of Indian art, viz,, an attempt to visualise the superman en-
dowed with the highest wisdom ( amuttarajiiina ), detached and austere in his
discipline but still disposed for the good of mankind (Ill. 20). The ex-
pression on the face of the Mathuri statue is equally spiritual and possessed
of- an almost divine radiating influence (see Ills. 17-19). The drapery is trans-
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parent in both cases, that at Sirnith being plain and at Mathurd marked
with schematic folds. The halo in the Kushina images of the Buddha
was plain with only a short scalloped margin ( lastinakba-prabhimapdala )
but the halo of the Gupta Buddhas is elaborated and covered all over
with concentric bands of graceful ornamentation. The halo on the
Mathurda Buddha imitates the full-blown lotus,3 with concentric bands
showing rope design, rosettes, foliated scroll with peacock design,
a coiled garland, beaded border and scallops (hastinakba). This halo
was schematically painted, traces of paint in the peacock’s feather being
still preserved.® THe seated Buddha image from Mankuwir in Allihibad
District dated in the reign of emperor Kumirgupta 1 (Gupta Year
129=448-9 A. D.),%is the only Gupta example of the old Kushina type
with shaven head and a muscular bust (111, 16). It was obviously rejected
as it did not satisfy the aesthetic instinct of the age. In all other images
the head is covered with curls. This image also shows the webbed fin-
gers, an auspicious mark of greatness, which is referred to by Kilidasa
in the case of prince Bharata as *jaldrigulikarah’® Transparent dra-
pery, plain or with folds, clearly revealing the form is a marked feature
of Gupta images.

The Buddha image in the Gupta school of Sarnith provides an
important testimony of the freshness and vitality of that art. As Smith
remarks in connection with the Sarnith figure, the Gupta Buddha is
“absolutely independent of the Gandhira school;”# it reveals the
fullest fruition of the Indian genius in perfecting a figure in harmony
with its own spiritual conceptions. Even the Gandhdran Buddhas, in
stucco and clay, of this period are profoundly indianised and hardly
show any foreign feature. The image was also integrated to the pattern
of the structural temples. The devout inspiration manifest in the Gupta
Buddha figure travelled to greater India, to the east and the north
where it is palpable as aliving force in the innumerable images of the
succeeding centuries.

[ Of the dated specimens most important evidence for a study of
carly phase of Gupta style is supplied by the Lakuliéa figure (TI. 7) on a
Mathuri pillar (Gupta Year 61=380 A. D.), and the colossal Variha (1lL. 12,
Textfig. 9) and adjoining reliefs at Udayagiri ( Gupta Year 82=401 A. D. ),
both of the time of Chandragupta II. The bas-relief of standing Lakuliéa,
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carrying a staff and with prominent genitals, is in direct tradition of
the corpulent dwarfs of the Kushdna period. It hardly shows any change
But the sculpture at Udayagiri manifests the

either in style or concept.
stylistic transformation brought about within two decades. ]
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Texthg. 9. Mahivariha image Udayagiri Cave C. 400 A. D.
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This gigantic rock-cut sculpture shows the Variha incarnation of
Vishnu uplifting the earth from the ocean. It is a magnificent idea de-
picting the divine power rescuing the earth from the depths of the ocean,
in the midst of cosmic convolutions at the dawn of creation. The
Vardha stands in a niche 128" in height. Tts size and powerful execu-
tion furnish a happy contrast to the scenes of lesser dimensions forming
the background. The sculpture doubtless represents for the first time
the vigour of which Gupta art was capable. Standing as a powerful
human figure witha boar’s head shown in profile, the primeval Boar
supports the earth goddess suspended from his right tusk over his mighty
left arm. The figure is extremely well-built and wears a long lotus
garland. His left foot rests on the cosmic serpent Ananta which provided
support to all the actors in the drama during the great upheaval. In
the background are rows of figures, executed in relief on the rock-
wall, representing gods and sages. Near the serpent is the figure of
Garuda with an eagle’s head and holding a serpent in his hands.

The scenes carved on the projecting panels, flanking the central
sculpture, show a vivid representation of the Descent of Gangi and
Yamuna from the heavens and their flowing to the sea (Textfig. 6).
The same theme is depicted on cither side. The composition on the
left shows in the upper part the celestial regions represented by a flying
god and Apsarases dancing and playing on musical instruments. On each
side a stream is portrayed by undulating lines descending from above.
On leaving the heavens, the two rivers are seen personified as two female
figures, Gangi standing on crocodile and Yamuni on tortoise, their
respective vehicles. The two rivers then join together and below enter
the sea where they are received by the God of Ocean (Varupa), who
is shown as a male figure standing in the water below his knees, and
holding a water vessel in his hands. The scene on the right side of the
niche is similar to this, only omitting the Apsarases in the portrayal of the
heavens. Here we have charming portrayals in which ideas of geography
and mythology are blended in happy and graphic manner. The rivers
Gangd and Yamund, the two arteries of Madhyadesa, seem to have been
adopted as the visible symbols par excellence  of the homeland of the rising
powers of the Guptas in the reign of Chandragupta II Vikramaditya.

The elaborate mythical reliefs on the great panels from Gadhwi,
now in the Lucknow Museum, also belong to the early fifth-century
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style. The former existence of a religious establishment at Gadhwa
is indicated by the several Gupta inscriptions, which Cunningham#
found from the site, belonging to the reigns of Chandragutpa II (Gupta
Year 88 =407-8 A. D.) and Kumiragupta (Gupta Year 98 =417-18 A. D.).

The great architrave or frieze (13 feet 35 inches long ) shows on
the left a circular medallion with the Sun god riding his seven-horse
chariot, and at the extreme right the Moon in a similar Mandala. In the
central niche appeats the standing figure of eight-armed Vishnu as Visva-
ripa. On its cither side long square spaces portray a multitude of figures
taking part in the procession in honour of the deity, in addition to a
group of sages engaged in religious duties to the left of Vishnu (Ill. 66).

Another lintel from Gadhwi in the Lucknow Museum illustrates
the lively scene of the wrestling duel between Pandava Bhimasena and
Jarisandha, the king of Magadha (Ill. 65). In date it seems to be some-
what later as compared to the reliefs on the huge architrave.

The glory of Gupta art is fully exemplified ina class of eka-mukbi Siva-
lingas from the Khoh and Uchihari area. The one fully discussed by me in
the Lalit Kajd, % and illustrated here on Il 10 (and Textfig. 10) is from
Uchihari. Siva’s face shows the perfect expression of samddhi as described
by Kalidasa in his Kumdrasambbava (UL 44-50). The gorgeous matted
locks in two tiers are charmingly depicted in an orderly fashion, with
a girdling band in the middle and strings of strands of descending locks
on the two sides also arranged in a happy manner. The whole treat-
ment is distinguished by a balance and well-defined features, and the
effect of eminence imparts dignity to the expression. It is the ‘winaddba-
Jjatijita’ of the poet, but without the ophidian ribbons which would only
be scaring in such a serene countenance. The digit of the new moon above
(balendn ) and the vertical eye in the forehead below (kapdla-neira) perfectly
balance each other in a face aesthetically perfect, and the neat akshamdla
on the neck serves as the fitting base of an ascending symbolism.

The introvert gaze was a typical feature of samddbi-mudra. All the
five points detailed by the poet in the Kumdrasamblava (1. 47-50)
are here represented, viz., the slightly beaming pupils made motion-
less, the eye-lashes still, the vision directed to the centre of the
eye-brows, the rays shooting downwards, and combined effect of it
all being one of self-vision. In the whole range of Indian sculp-
ture this particular Siva-Linga is hard to be surpassed for the ex-



32 GUPTA ART

pression of spiritual contemplation or samddi in its face. It is verily the
flaming lamp of supreme wisdom, untrammelled by outer flickers—a wifkampa-
pradipa in the words of Kalidasa. Itis
only in the Gupta age that we find such
perfection gracing the endeavours of the
artist. He was no doubt a real genius who
captured a vision of the divine truth in
one of his rare moments. The image seems
to have been carved in the last quarter of
the fourth or the first quarter of the fifth
century when Gupta art was at its best.

Almost similar and of the same master-
ful treatment is the other one-faced
Lifiga from Khoh, now in the Allzhabad
Muscum (Ill. 8). The third example of
this group, similar in style but with more
elaborate ornamentation in the form of
a broad torque round the neck, a mapi-
mili near the line of hair on the fore-
head, and a gavdksha-chiidimayi ornament
Textfig. 10. Ekamukhi Sivalinga. From ©On the hair above, is installed in the

Uchahard area. Late 4th or early ~ sanctum of the extant Gupta temple of

5th cent. A. D. Ht. of head 10". Giva at Bhumara (Il 12). Its introvert
facial expression distinctly implies inner spiritual illumination of Siva’s
samédbi. [ As compared to the above two Linga-faces it is gigantic in size
and represents the late fifth or early sixth century style, particularly
marked in the elaborate ornamentation and acutencss of angles.]

[ The same plastic quality and superb facial expression as we sce
in the above Uchihari and Khoh sculptures is exhibited by a gasa figure
from Nichnia Kuthiri.] It is a fine vigorous example of Siva’s playful
gaga, duly adorned with fluttering ringlets, wristlets, armlets, a tiger’s
claw-pendant (zydghra-nakha) and a waistband. [ The irresistible encrgy
ossessed in his throbbing body appears as if held in control by the
contorted mien of vigorous limbs.] (Textfig. 11)43 The next sculpture
(Textfig. 12) is the head and bust of 2 male figure found in the jungle round
Nichni Kuthdrd. Its height is 18, A typical Gupta feature is the pearl-
string (ekdpali) round the neck and a big necklace pendant from the left
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shoulder reminiscent of the Sesha-bdra described in the Kadamibri which became
known as fodara in the medicval petiod. The figure is powerfully built and
the head thrown up with a partial twist towards his right,

Textig. 11. Gana. Ht. 274", Textfig. 12. Male figure. He,

From Nichni Kuthiri. 18". From Nichni Kuthiri,
An outstanding sculpture of the early fifth century, from Nichni
Kuthirj, depicts Mahinata Siva in the Tandava dance (Textfig. 13). Only its

Textfig. 13. Mahiinata Siva in the Tindava dance,
Ht. 13". From Nichnd Kuthdri,
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upper portion of the bust is now preserved. Fortunately what has remained,
viz., the head and the arms, « adequately illustrate the action of the
cosmic dance undertaken by the deity (111.9). The expression on the face be-
speaks great majesty and steadfast support to the titanic pulsations of the
dance. The released enecrgy is expressed through the upper two arms
rhythmically thrown up and artistically framing the head, and also the
pair of lower arms, one of which in puissant horizontal extension is
partially preserved. The fourth arm and the legs must have been portrayed in
a manner to convey adequately the power and rhythm inherent in the
performance, The twist of the bust towards the proper left is a very
significant feature marking both the direction of the force and the over-
all restraint exercised in its liberation. Dance is primarily the creation
of thythms, the balancing and equipoising of revolutionary tensions in
one restrained harmony. This appears to be the earliest fepresentation
of the Tindava motif so far known in Indian art, and one may at
once concede that the artist’s effort has crowned with complete success
in the portrayal of the necessary element of the theme, wviz., cosmic
power lashing into motion but wedded to eternal poise and rest. The
ruffied matted locks, the chimtamapi jewel on the head, the amanta-valaya
on the arms, and the bangles on the wrists serve as happy items of de-
coration enhancing the general effect of the subject.

The best qualitics of Gupta plastic art may be studied in a
superb example of the fifth century Vishnu sculpture (Ill. 13) from Mathurd
(Mathurid Museum, E. 6), with the face revealing the contemplative serenity
of celestial samddbi with which we are familiar on the face of the famous
statue of Buddha dedicated by the monk Yasadinna of Mathurd and the
seated image of Buddha in the Sarnith Musecum. Its bust is carved in
the round and the modelling has the effect of work turned on lathe,
a comparison often noticed by contemporary poets.#t The image was
originally crowned with an elaborate parasol carved with three circular
bands of lotus scroll and cable design (amfe, p. 17).

Another important sculpture of Vishnu (No. 2525, Mathurd Museum)
somewhat resembling the above in its spiritual expression and ﬂrtisti::
merit, shows the god with a lion ( Nrisimha ) face on the left, and a
boar ( Variha ) face (partially damaged ) on the right of the human head
(Textfig. 7). A similac bust from Mathurdi now in the Boston Museum.
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In words of Coomaraswamy, “ The figure exhibits the broad shoulders
and slender “ Lion-waist” of the Indian ideal type, with the firmness
and fullness of flesh and massive modelling characteristic of the Gupta
period; it is an important document equally of art and iconography.” 4

Some of the Tirtharikara images of Mathuri also appear to show
the same perfection of plastic form and spiritual feeling that characterised
the Buddhist sculpture in this period. An early Gupta example is that
of a seated Jina in the Mathuri Museum (No. B, 1). It is an over
life-size image, showing possibly Vardhamina seated cross-legged
(wtthita-padmésana) in the attitude of meditation (dbydnamudri ), with
both hands resting in the lap. A lotus halo is partly preserved behind
the head and the hair arranged in short schematic curls (IIl. 14). Here
the austerc stiffness that @nc finds in the Kushina Jina statues has
given place to subtle grace and a divine effulgence on the face.

Il 15 illustrates a Tirthadkara head of extraordinary size from
the Mathurd Museum. The hair is arranged in schematic curls, and,
though the surface of stone is peeled off in places, the face still appears
a visible symbol of the Yogic contemplation and inner peace of the
Victor (Jina).

In fact, the surviving Gupta temples furnish a wealth of sculpture;
cach of them containing a conclave of divine and semi-divine figures,
and a rich repertoire of floral and geometrical embellishments. Fore-
most of them is the carly Gupta temple at Bhiimati, preserving images
of Yama, Sioirya, Brahmi, Gane$a, Kubera, Skanda, Indra and Mahiéa-
mardini, in - chaitya-window medallions of the temple walls. As. pointed
out by R. D. Banerji, “ The art of Bhiimardi shows the climax reached
in the production of human forms during the Gupta period.” % This
fact is fully borne out by the series of Gana figures appearing on the
architectural fragments of the dado of this temple preserved in the
Allizhibid Museum.

Next in sequence of time comes the rich sculpture of the Vishnu
temple at Devagadh. Its glory lies in the three large sculptural slabs on
the three walls of the temple and to be seen from outside at the time
of circumambulation. A series of upright reliefs fixed in the plinth
are veritable documents of Indian iconography (Ills. 2—6, Textfigs. 2—4).
They bear full witness to the continued richness of Gupta carving in
the late fifth century, and are stylistically somewhat later in date as
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compa:ed to the great rathikd-panels and the doorframe of the shrine
proper (Ills. 53, 55-57)-

The three large relief-sculptures, each encased within an ornate
frame of pilasters and floral mouldings and projecting exteriorly from
the temple wall, show three scenes of Vishnu legend, namely Seshadiyi,
Gajendramoksha and Naga-Nariyana-Tapasyd. The niche on the east
side wall represents the two sages Nara and Nariyana engaged in auste-
rities in their Himilayan hermitage. Both are seen seated in the atti-
tude of meditation. The presence of deer and lion below their seats
in the mountain caves marks the atmosphere of an ideal dframa (11l 56).

The north wall panel has the scene of Gajendramoksha, in which the

- s

Textfig. 14, Rathika-bimba or exterior wall niche showing Gajendramoksha
legend. Side jambs show conch and lotus motifs, Devagadh temple.
god seated on the back of fiying Garuda is redeeming the lord of cle-
phants from the clutches of a giant serpent. The artist has put into
the portrayal so much of expression and intcnsc‘t'c-::ling coupled with
quick action. It has almost the effect of a pictorial illustration in
stone (IlL. 57, Textfig. 14).
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The rathiki-panel on the south side wall shows Vishnu sleeping on
the couch of the cosmic serpent Sesha (Ill. 55). The goddess Lakshmi
is shampooing his right leg. Above is scen a row of divinitics including
Kirttikeya on peacock, Indra on elephant, Brahmi on lotus and Siva-
Pirvati on Nandi. Below, a relief consisting of five male warriors and
a female figure presumably shows four of the personified Ayudhas of
Vishnu and the two demons Madhu and Kaitabha in aggressive attitudes,
As Cunningham puts it, “The drawing of the figures is generally spi-
rited, and, in the case of the sleeping Vishnu, the attitude is not only
easy, but graceful, and the expression dignified.”#

Noteworthy is the decoration on the side-jambs framing the panels.
The figures of conch and lotus (Textfig. 14) are carved at the bottom
with exquisite scroll work rising above. This decorative feature occurs
on the other rathiki-carvings also, Kailidasa has made a particular
mention of the motif.%

The sculpture of this period is also rich in secular themes taken
from human and animal life, and specialises in charming ornamental
designs. For example, the rustic scene of dance and music on a lintel
from Pawiyi (Il 1). It virtually portrays a cross-section of the happy
Janapada life in the Gupta period. The party consists of ten female
figures engaged in dance and music. Except the dancing figure in
the foreground all are seated on stuffed round cushions ( masiraka ), and
are seen playing on various musical instruments.

In Ills, 26—27 is a female head whose vivacious expression is fully appa-
reat in the profile view showing the main elements of decoration. The large
eatring is fdtanika—chakra, a typical Gupta ornament mentioned by Kailidasa.
The coiffure is very distinctive. In the centre above the forchead is a
shell-like elliptical mass of hair, a typical feature of female coiffure in the
Kushina period, which is occasionally present in some specimens of the
Gupta age. It is adorned by a central pendant on the forehead and is flanked
by clusters of arched locks on the two sides. The main hair is combed
backward in smooth locks which are gathered on the crown of the headin a
top-knot adorned with the flowers and leaves of the ASoka trec. This top-
knot technically called dbammilla is mentioned for the first time in the classical
poetry of the Gupta period. Its derivation is obsqure, but there is no doubt
that it is a Sanskritised form of dramila, i. ¢. belonging to the Tamil country.
This fashion may, therefore, be taken to have been borrowed from South
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India and it is often depicted in the cave paintings of Ajantd. Another attra-
ctive feature is the garland hanging in a heavy double loop at the back of the
head. It represents the reyZ, pendant from the main crown of hair and is also
adorned with a flowery garland. In this case, its loose end is tucked up with the
dbammilla. The treatment of the eyes differs from that of the Kushina period
and closely follows the treatment of a cupped lotus leaf, especially like the
left eye in this figure.

In Ills, 28-29 is the headofa female; the elongated face, sharp facial features,
thin lips, pointed nose, short outward chin and high cheeks, all proclaim its
distinctive ethnic character, The long rolled-up turban is unique in the whole
range of Mathura art and shows clear affinities with Iranian figures. Stylisti-
cally the figure must be placed in the Gupta period, early 5th century A. D.
It seems to portray some Sassanian beauty who was staying at Mathuri.

In the female head in Ills. 24-25, the round ear disc and the floral deco-
ration of the hair are more elaborate. There is an air of aristocratic beauty and
charm visible on the young countenance. The two eyebrows are treated as a
continuous line but bent in the middle like a bow. The treatment of the
lower lip is in the true Gupta style, fleshy and delicate, and is more successful
than that in Ills. 26-27. s
The ornament in front of
the hair seems to have
been metallic. It resemb-
les a bee with joint out-
spreading  projections.
The hair on the head in
the upper row must have
been adorned by a real
garland interwoven with
flowers and leaves. The
garland is rendered here
in a style unusually con-
'spicuous. The discular
‘earrings are of true wheel-
like shape beautified by /
a lotus pattern on the ~
‘outside. The three fea- Textfig. 15. Family of deer. Ht. 16" From Nichni
tures of decoration in Kuthiri. Early 5th ceat, A. D. -
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this head, viz., the garland top-knot, the leafy scroll in front ( patra-lekhd),
and the round earring with wheel decoration ( pafra-veshfa ), are reminiscent of
a typical fashion referred to by Kalidasa ( Raghw., XVL. 67 )-

A carved panel, which originates from the older Gupta temple complex
at Nichni Kuthiri, shows a family of deer (ht. 16, width 16”). In
a hilly terrain a male deer with two does and a young one is majesti-
cally seated in a reposeful attitude (Textfig. 15). The group represents’
a fine treatment of animal sculpture in eatly Gupta art of about the
beginning of the fifth century A. D.49

However, the best carved portions of the Gupta temples from the
aesthetic point of view are their doorframes (see Textfigs, 1,16;1lls. 53-54). They
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Textfig, 16, Devagadh temple doorway showing
Pratibiri, Patralati, Mithuna, Srivriksba
and Prama ba.
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/ show a highly specialised artistic scheme for beautiful figure sculpture of the
river-goddesses Gangd and Yamuni, Gana and Pramatha attendants, etc,,
and fer fine ornamental carving of screll and arabesque designs. In
fact, the doorway leading to the sanctum was the chief centre of attra-
ction in a Gupta temple serving as an clegant outer frame to set off
the image installed in the cella. It was marked by the following de-
corative features :—A projecting image in the centre of the lintel ( dvdra-
laldta-bimba ), the figures ﬂ:f the river goddesses either shown as flanking
the linte] or occupying the bottom of the either jamb, attendant figures
occupying the lowest portion of the jamb, more or less stylised designs
of the chaitya-window, svastika, pot-and-foliage, the amorous couples,
foliated scroll, and a number of similar embellishing devices. From
this approach, the doorway decorations to be seen at Udayagiri (Cave
shrine No. 6), at Tigowa ( Kafkali Devi temple ), Bhamara (Siva Temple),
Nachnd Kutharda (Pirvad Temple, Il 54), Dah Parbatii (where only
the stone doorframe survives, Textfig. 1) and Devagadh (Vishnu Temple,
Textfig. 16, Ill. 54) are to be regarded as the gems of Gupta carver’s art.
[Doubtless these allow a fuller study more or less in a sequential order
of the exceptional attainments of art in this period.]

“On a door-jamb from Gadhwi we find the Kalpalata or creeper motif
treated in an exquisite style. With youthful maidens springing from
its branches it has entwining leaves and offshoots (Ill. 67). According
to Cunningham, <it is the undulating stem of a creeper with large curly
and inter-turning leaves, and small human figures, both male and female
climbing up the stem, and sitting on the leaves in various attitudes,
The whole scroll is deeply sunk and very clearly and carefully carved;
and ... is one of the most pleasing and graceful specimens of Indian archi-
tectural ornament.””50 The foliated scroll was a special trait of Gupta
carving. The deep-cut foliage decorations and creepers with interturn-
ing tendrils are’ very often repeated leaving a pleasant effect on the
mind. Both in stone and in moulded bricks, an infinite variety of
scroll motifs, with a tendency towards arabesque, is found. The most
conspicuous example of this decoration is available in the casing slabs
round the Dhameckha Stipa at Sarndth (IIl. 64, Textfig. 17). As V. A.
Smith has rightly observed, “The intricate scroll-work on the western
face of the celebrated Dhamekha Stipa at Sdrndth is one of the most
successful examples of the decoration of a large wall surface to be

)
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found in India. The artist who traced the wonderfully complexed spirals
must have undergone prolonged and rigorous training.”51 Contemporary
literature refers to this kind of work by several expressions, e. g. patra-
latd, patranguli, patrabbanigarachana, amekabbanigakutila-patrangnlis® etc. The
drum of the Dhamekha Stipa shows a broad course of beautifully
carved elaborate ornament with geometrical and floral patterns combined
with birds and human figures. The carving seems to repeat the designs
of the original cloth-covering called devadishya, which was offered to
cover the entire body of the Stipa and was woven in a great variety
of rich and beautiful textile patterns.5® This carving is doubtless
a magnificent example of large-scale surface decoration and shows the
high achievement of Gupta workmanship in designing most intricate
scroll-pattern. The fondness for curves and twists grew in later times
with an increasing tendency for deep cutting until at last it reached its
logical sequence in the almost perforated work of the stone screens and
Jali in medieval art (c. 10th-12th century); the carliest specimen being the
perforated-screens at Aihole, with radiating fish-spokes in the Ladkhin
temple (c. 550 A. D), and the culmination of the motif being particularly
notable in the Chandela and the Dilwida temples.

It appears that a complete reorganisation of the religious establish-
ment in the form of shrines and monasteries took place in this period
at Sarnith under the direction of Buddhist teachers and with the patro-
nage of the rich merchants of Virinasi, who had amassed huge wealth
from their land and oceanic trade. They poured freely of their money to
embellish the monuments at Sirnith, the most prominent of them being
the Dharmachakra or Dhamekha Stipa. It was provided with a stone-
casing (called fi/d-kajichuka) by the opulent trading community of
Virdnasi. It seems that the whole Stipa from top to bottom was cover-
ed with carved slabs of the most beautiful designs that were originally
employed on the textiles manufactured at Varinasi. They were widely
known as Ki$i cloth ( &dfika-pata) which were exported to distant cen-
tres, for example to Sindh or the ancient Sauvira country. Some fabrics
specially prepared were known as deva-dishya or fabrics intended as
offering for divine images or objects, and their price according to the
Dipydvadina was one lac silver Kirshipana coins. Those designs which were
woven into the textile pieces were transferred to stone with great fide-
lity: We have abundant evidence in the carvings of the Dhamekha

6
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Stapa of the varicty and richness of the decorative motifs consisting
of intricate scroll-work, floral designs such as rising creepers with
interlacing filaments, figures of human ~beings, Yakshas, birds and
animals, and many kinds of geometrical patterns. These carvings demon-
strate an unusual mastery in embellishing large space with decorative
patterns of exceeding charm and conceived in rieht harmony and propor-
tion. Even now what is left on the exterior of the Dhamekha is a
feast for the cye. The coalescing meanders of horizontal creepers with
their crests and troughs enclosing different figures are shown encircling
the building in bold sweeping movement and appearing as the richly
embroidered girdle round the middle portion of the divine Stiipa, which
in truth symbolised the body of the Buddh

When the great Stiipa was completed with all its artistic embellish-
ment, it appears, a big public celebration was organised with such eclat
and munificence that a new word became current in Sanskrit language
of the time as Kagff-maba, i. c. the great religious festival of Virdnasi
(ot of Vardpasi Cloth), a term recorded in the Divydradina. Stories of
such a celebration were carried by merchants of Virinasi dealing in tex-
tile trade with the rich towns of Sauvira country of modern Sindh. It
is said that in imitation of the Virinasi Stiipa another Stiipa was raised
in Sindh where also the Kai-maha festival was organised with the same
magnificence. Perhaps it is the great Stiipa at Mirpur Khias ( see Textfigs.
78—80) raised in brick and terracotta but distinguished by equally elaborate
decorative designs, sculpture and moulded bricks of great beauty and
variety.

Sculpture also found a due place in the cave-architecture of this
period in the Deccan. Specially rich in this aspect dre the fagades of
Cave 19 at Ajantd and of the caves at Kirle and Kanheri, in which images of
the Buddha occur as a beautiful and effective feature of the decoration.

From Cave 16 at Ajanti, the late fifth century figures of Gan-
dharva couples floating in the air may be particularly mentioned for
their form and gracefully easy postures. Remarkable for a study of Gupta
art style in the Deccan are .—(1) the seated figures of a Nagardja and
his queen, in a rock-cut niche outside Cave 19, Ajantd; although Naga
figures, the human form of both the male and the female is in true
Gupta style; note their _characteristic - ornaments, 6th century;® (2)
Bodhisattva litany, in Cave 66, Kanheri, 6th century;# (3) Buddha
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with attendants, Bigh Cave, 5-6th century;* (4) Buddha’s Parinirvina
scene, a large-sized sculpture in Cave 26, Ajantd, c. 600-642 A. D.57

The art critic can discern the full-fledged Gupta inspiration in the
contemporary Hindu sculptures of the Deccan as well. This is particu-
larly true of the beautiful sculpture in the caves at Mogularijpuram
and Undavalli. The carving at the latter place treat of a number of themes
from Hindu mythology like Variha raising the earth, Trivikrama taking
three paces, Vishnu rescuing Gajendra, Krishna lifting Govardhana, etc., all
of which show unmistakable Gupta inspiration in style and technique.

In the extreme north-west, not many sites of the Gupta period
have yet come to light. The old Kushina school in Gandhira conti-
nued to flourish under the Gupta hegemony also, but with the
change in medium, and completely Indianised in style, now being vige-
rous and free, and much more animated in expression than the earlier
art of stone owing to the influences from the Gangetic plains.

The remarkable bronze statue of four-faced Brahmi from Mirpur
Khis in Sindh, now in the Karachi Muesum, is an exceptionally good
specimen of the art of metal-casting in this peried (Ill. 22) and stands
in comparison with the Sultanganj Buddha figure (seeIll. 21). Some-
what smaller than the life-size, it shows the god in his characteristic
iconography, with the heads covered by a pile of the matted locks and
the belly slightly protuberant; his right hand suggests the gesture in
Vedic recitation and the left seems to be originally bearing a manuscript.
[In its terse plastic treatment of the body and iconographic details, the
image is essentlally connected to the late style of Central India and Mathurj.
The bronze is no doubt distinguished by the notable 'Gupta qualities,
viz., clegance of form and posture, facial expression and  superior
workmanship. ] Similarly, the rich terracotta material from the Buddhist
Stiipa at Mirpur Khis (see Textfigs. 78—80),5 comprising large moulded
panels showing almost half life-size Buddha and Bodhisattva figures furnishes
a valid proof to the peripheral overflow of the art of the middle country.

32. Now in the Boston Museum. Cf. Coomaraswamy. Hist, ¢f Indian ard Indewesian
Art, fig. 177.

33. This Rdy: pasemiya-sutta passage is discussed in its relevart art cortext in my
Indian Art, p. 224.

34. Cf. the inscription on the Buddha Statue set up by monk Yafadinna (Mathurd
Museum, No. A. 5), lIl. 17. Also see Seddbarmapande rika 11. 120.



39,
40.
41.

42,

43.
44.

45.
46.
47.

49,
50.
51.
32,

53.

55.
56.
i
58.

GUPTA ART

‘Ekathn hi yinar dvitiyash na vidyate na hinayinena nayanti  Buddhih® |
Saddiarmapupdarika 11. 55; also II. 54; II. 70; II. 142-43, etc.

D. R. Sahni, Catalogue of the Sarnath Musesm, pl. XIII (b).

Kilidisa compares the halo of his idcal hero Raghu with a full-blown lotus
parasol (padmidtapatrs) and says that the former was the exact shadow of the
latter (Raghavamfa IV 5); this description scems truly confirmed in the elaborate
lotus halos of the Gupta images. In the Kumirasambbava he refers to the
halo of Pirvati as ‘sphurat-prablimendals’ on account of its radiating pencils
of light (I. 24).

Mr. H. Waddington of the Arch. Deptt. first drew my attention to the
surviving marks of the original colour scheme on the halo of the Mathurd
Buddha (Mathuri Museum, No. A. 5).

‘Jalagrathitangulih’, Sakwntale, act VIL.

Smith, Hist. of Fine Art in Indic end Ceylon (1st edn,, Oxford, 1911}, p- 170.

A. 5. R., vol. 1IL, p. 53; vol. X, pp. 9f.; Fleet, Inscriptions of the Eerly Gupta
Kings and their Successers (Calcutta, 1888), Nos. 7-9, pp- 36 f.

“A Survey of Gupta Art and some Sculptures from Nichni Kuthird and
Khoh,” Lalit Kala, No. 9 (April, 1961), pp. 22-6.

Ibid., p. 25, pl. VIII, fig. 4.

Cf. my The Deeds of Harsha, pp. 94, 100; ‘ullikhitapirévaprakiditakradimnd’,
Harshacbariata (N S. edn., p. 13). Kilidisa mentions it as ‘tanuvritta-madhya’
(Raghurariéa VI. 32)

Bull. of the Bost m Musewm of Fine Arts, Dec. 1919, No. 104, pp. 60-62.

R. D. Banerji, The Age of the Imperial Cupies, p. 203.

A. 5. R., vol. X, p. 110.

Meghediza II. 17, where the Yaksha tells the cloud that his house at Alak3
will be recognised from the painted (or carved) symbols of coach and lotus
on two sides of the entrance (didrcpante likbitavapushau Seitkbapedman cha drishtva).
Cf. my article in La/i¢t Kals, No. 9, pl. VIII, fig. 6.

Cunningham, A. §. R., vol. X, p. 12

Smith, Hist. of Fine Artin India and Ceylen (15t edn.), p. 168.

Harshacharita (NS. edn.), pp. 9, 127; Kadambart ,(P. L. Vaidya edn.), sections 12, 85,
116, 127; Dandi’s Awntisundari (Trivacdrum, 1954), p. 4; etc.

V. 5. Agrawala, Sdrwdth (Deptt. of Archacology, Delhi, 1956), p. 21; cf.
Diryapcdana, 37 (Rudriyanivadina).

Hist. of Indian and Indemesian Art, fig. 172.

Tbid., fig. 164.

The Begh Caves (India Society, London, 1927), pl. VI.

V. 5. Agrawala, The Heritage of Indian Art (New Delhi, 1964), fig. Sculpture 43,
There is a good number of terracotta panels from the Mirpur Khis Stiipa
preserved in the Bombay Museum (cf. Prince of Wales Musenm Bulletin, No. 7
1959-62).



Vv
TERRACOTTAS

Terracottas formed another important branch of Gupta art. In
this modest medium gifted clay modellers created things of real beauty
and achieved a wide popular basis for their art. In status and prestige
the modeller compared favourably with the builder, the painter and the
engraver.5® Clay figurines were used both for religious and seculac
purposes. They served as the poor man’s sculpture and contributed
largely to broadbase aesthetic culture and popularise art. As small ob-
jects easy to reproduce mechanically from moulds they were capable of
mass production. Gupta men and women passionately fond of creating
beautiful forms employed the terracotta medium with fondness and
success. Inside the home, in the drawing rooms, and the lover’s bed-
chamber terracotta figurines showing amorous scenes or forms of ex-
quisite beauty were displayed (Il 34). On the exterior walls of houses
plaques depicting deities, dwarfs and animals, or narrative scenes from
epics and mythical stories were used in friezes. In the temple and the Stipa
also bigger plaques and statues in clay were frecly used. On festive
occasions terracotta figurines were specially in demand. At the time
of Rijyaéri’s marriage multitudes of modellers (Jepyakira) were engaged
in moulding clay figures of fishes, tortoises, crocodiles, cocoanuts, plant-
ains and betel trees.®® Besides, female clay-figurines holding auspicious
fruits, technically named A#jali-kdrikd, were fixed in the sides of the
altar.

The terracotta figurines of the Gupta period may be classified
under three heads :—(a) gods and goddesses, (b) male and female figures,
(c) animal figurines and miscellancous objects. The last comprises water-
spouts in the form of various animal heads in which the makara motif
is more numerous than others. Besides, we have moulded bricks and
panels that show pleasing variety of designs and motifs, such as the
nandydvaria, lotus, dogtongue, guilloche, fret or diaper, and scroll and
arabesque decoration. Some of them were decorated with bangle designs
for the wrist, called kataks ( kadaga in the Ajigavijja), for the feet, called
kbadaga (in the Asigaijja ), with leaves, petals and sepals, with floral



46 GUPTA ART

rosettes and lotuses, with trumpeting elephant heads (Jafthika in the
Avigavijja), with trident or the A&wijjardksha motifs of diaper variety.
There were rectangular and square ( /ekbakdra) or even round bricks
( mapdaleshtaka ).

The moulded bricks and terracotta plaques and - pilasters from the
temples at Rang Mahal and in the vicinity are some of the gems of
religious plastic art.$8 However, the available material is eloquent
enough to give an indication of time on the basis of its mastery of poses
and expression. We may assign the figurines, especially the Krishna-
lili plaques and the Saivite plaques, to the last quarter of the fourth
century A. D. A complete plaque shows Krishna lifting Govardhana.
He stands among a herd of cows standing and seated on his right and
left, and holds aloft his left hand on which the enormous weight of
the stony mass is confidently supported. The muscular build of the body,
the prominent open eyes and the moustaches of Krishna point to early
stylistic traditions. Another plaque shows Krishna with a staffand deman-
ding the toll (ddna/ild) from a milkmaid or gepi. The general style of
the youthful figure of Krishna is similar to that of the attendant figures
in Gandhidra style. The arrangement of the dbo/7 up to the knees with
parallel festoon-like folds in Sassanian style is a new Gupta feature, while
the central fold falling between the legs is in the Kushina tradition.
On a similar plaque occurs a Sivalinga on a pedestal or piths, in-
stalled under a canopy (wlecha ) having a pendant cluster in the centre,
which is often mentioned in the Purdnic descriptions of Jirga-pratishtha.
A rectangular terracotta panel depicts three-faced Siva seated on the Kailisa
with Pirvati on his lefc (Ill. 30). Though only three faces are shown
here, but actually they represent Siva’s five-headed aspect, of which
two are logically missing in a frontal view. Among other picces, there
is a figure of the Chakra-Purusha (Ill. 33) of Vishnu; another of Aja-
ekapada (Ill. 32), a form of Rudra worshipped by the Pasupatas, and one
showing Mahishamardini (Ill. 31). :

Mathura was the other great centre of tefracotta art in the
Gupta period. Of the fourth century, we have a beautiful terracotta
panel, found from the bed of the Yamuni, showing Kairttikeya riding
on his peacock.®? Though the figure is fragmentary, there is much
preserved to reveal the new standard of beauty and superb workmanship.,
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Tts smiling facial expression shows it as a lovely example of early Gupta
art. On another clay plaque, four-armed Vishnu with additional Nri-
citha and Varaha faces is to be scen.8 The two upper arms of the
deity are now broken, while the two others are placed on the heads of
dwatfish Chakra and Gadd dyndha-personifications squatting in  wtknfikdsana.
The figure is somewhat crude and can hardly compare in aesthetic merit
with the Kairttikeya plaque; this also appears to be the case with some
other terracotta pieces from Mathurd; two of them showing four-armed
standing Vishpu and Ekamukhi Sivalinga® But a different group
distinctly shows the achievements of art proper to the age. For example,
the Mahisamardini plaque showing the four-armed goddess killing the
Buffalo demon, Durgi seated on her lion and holding Skanda in her
lap, an ardbawirifvara head®s and the pot-bellied Kubera. There is
also a very fine terracotta medallion from Sahet-Mahet, now in the Luck-
now Museum, that shows goddess Durgi seated on lion.

At Ahichchhatra were found some excellent pieces of Gupta art in
clay.¢ Several of them arc distinguished by superb workmanship,
and on the basis of their style may be assigned to a period between

Textfig. 18. Terracotta plaque showing a symbolical
representation of the Sun-god. Ahichchhatri.
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c. 450 and 650 A. D. Of special charm are the heads of Siva and
Parvati with gorgeous coiffures (Ill. 44-45). A round plaque depicts the Sun-

Textfig. 21. Dakshinimirti Siva. Textfig. 22. A form of Siva.
Terracotta plagues. Ahichchhatri.

god seated in a chariot moving on one wheel, with seven horses and
twin goddesses Ushi and Pratyishi shooting arrows of light. Another
remarkable plaque shows a symbolical representation for the Sun-god.



Vv, TERRACOTTAS 49

He is represented by a prominent orb placed against the rectangular
frame of a chariot moving on one wheel. Standing inside are seven
female figures, most probably the solar rays personified (Textfig. 18).

A number of other beautiful terracotta plaques of large size, which
formed part of the frieze around the- upper terrace of the temple at
Ahichchhatra depict the principal events' in Siva’s life :—his destruction
of the sacrifice of Daksha Prajipati, his father-in-law; the holocaust
wrought there by his playful gagas; his assumption of the terrific form
of Bhairava; his peripatetic aspect with the begging bowl in hand; his
Ordbva-retas form as Lakuli$a; his dalliance with Parvati in the renewed
marital life, and finally his reposeful ascetic form as Dakshinimurti,
Lord of Yoga and divine wisdom (see Textfigs, 19-22).

At Ahichchhatrd almost life-size images of Gangi and Yamund
(Ill. 47) stood on the sides of the main approach to the terraced temple
of Siva (Ill. 63). Another big figure from Kasii, now in the Lucknow

77
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Textfig. 23. Head of Siva. Textfig. 24. Ardhandcidvara head.
Rijghdt Terracottas.

Museum shows seated Pirvati with her two sons Gane$a and Kirttikeya
engaged in a lively scramble for sweet balls. The baking of such large-
sized images and plaques is always a matter. of considerable difficulty
and must have presented a difficult technical problem to the expert
clay-modellers of the Gupta age.

7
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- Religious figures at Rajghats? are very few. The best piece
amongst them is a singularly majestic head of Siva (5" high) showing
prominently the crescent, vertical eye, and :ﬂattbr:l_ locks (Ill. 41, Textfig. 23)-
It represents the best traditions of Gupta muklalirigas from Uchihara and
Khoh. The fragmentary lower portion of a four-armed Vishnu with
shore loin-cloth,* samamils, and the two side  emblems, chakra and
gadi, is also noteworthy for its skilful workmanship (IIl. 37).

About half a dozen heads from Rajghit introduce us to an interesting
theme of Siva’s iconography made popular in the age on democratic level.
The best of them is given as Ill. 40 (Textfig. 24). The matted locks of Siva
are showa on the right side and the curled hair of Parvati on the left.
Here Atdhaniriévara or Pirvati-parame$vara form can be easily recog-
nised as combining the half male and half female aspect of Siva.

Terracotta panels of considerable size showing religious themes
formed a regular feature of the brick-built Gupta structures at Ahich-
chhatri, Bhitargion, Pawayi, Srivasti (Sahet-Mahet), Kasi, Rijgir,
Niland3, etc. Besides those mentioned eaclier, an excellent clay represen-
tation of the Seshaddyl Vishgu (Ill. 61) is noteworthy from the Bhitar-
gion temple (now in the Indian Museum, Calcutta). The wealth of
moulded panels, still in sitw and forming the remarkable wall friezes at
Bhitargion (see Ill. 62), with shatply defined features of the Afifth-sixth
century style has not yet been adequately studied and illustrated in
detail. The Ramiyana panels from Sahet-Mahet are full of liveliness,
although inferior in art, and may be comparatively of late date.

By far the best examples of the stucco art of the Gupta period,
however, were the image plaques (2 ft. in height; now mostly destroyed)
fixed on the exterior of the cylindrical brick-structute of Maniyir Math
at Rijgir. These consisted of a Sivalinga, a six-armed dancing Siva,
a four-armed deity wrongly identified as Banirura, and scveral Nigas
and ‘Naginis; of the latter a standing female is illustrated here (Il 48).
It shows fine and sensitive workmanship, and affords, being no less im-
portant than' the copper statue from- Sultdnganj, a clear proof of the

stylistic perfection reached in the castern Indian or Magadha school of
Gupta art in the mid-fifth century,
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The great monastic centre at’ Nalandi was established during the
Gupta period. But its main art activity belongs to the early Pila age,
excepting Temple site No. III that has preserved a good number of
terracotta  panels showing Buddha and Bodhisattva figures, ascribable
to the sixth century. Similarly, two - distinct periods of art are also
recognised in case of the decoration of the stupendous brick-built Stiipa
at Paharpur (Rajashahi District, Bengal ), the first of the sixth-seventh century
and the second, beginning quite later. This art had taken root in the
soil and was in the hands of more humble artisans than was the art' of
sculpture. The loss in respect of skill and finish was more than compensated
by the delineation of homely subjects of = everyday rural and outdoor
life, of men and animals, and of stories current in folk-lore. It was truly
a folk art vibrating with life and expression.

Some beautiful terracotta plaques and medallions from Maha-
sthina acquaint us with another mnotable centre of this art in Bengal.
A remarkable find was a fragmentary pot-sherd bearing in low relief a
scene in which a man riding in a chariot drawn by four horses is de-
picted as discharging an arrow at a herd of deer and a centaur. A
beautiful medallion having lotus-petal border shows a girl and a youth,
standing with amorous gestures. A rectangular plaque, with a graceful
lady reclining on couch, possibly represents the dream of queen Maya.

The group of detached male and female figurines, from Gupta
sites all over the country, shows a great varicty of forms, comprising
representations of aristocratic men and women, figures of foreigners
from Persia and Central Asia whose influx in the population introduced
new facial types, too conspicuous to be ignored by the modellers, and
ordinary figures of attendants of all classes, like grooms, clephant-
riders, jesters and dwacfs (Vamanakd), etc. A scientific study of the
Sakas, Pahlavas, Kushinas, Pirasikas, Hinas and other races entering
India in carly times is needed to identify the various facial types from
amongst hoards of terracotta figurines found during the excavations of -
ancient sites in North India. Amongst them detached heads predominate '
and for our period three types may be roughly distinguished. Firstly,
Sassanian heads with a peaked chin covered very often with a short
beard, aquiline or long “Pirsi” nose, heavy eyelets, sometimes applique,

ctio-sphinx _eyes, a round turban or /ulab mhﬂmt illus-
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trates the description given of them by Ammianus Marcellinus : “The
Persians were almost all slender, with dark or livid complexion, hard
‘goat-like’ eyes, arched eyebrows meeting in the middle, carefully tended
beards, and a long frizzy hair.” A corresponding female type also
occurs. Secondly, there is the type representing some Central Asian
nomads whose precise identification is still uncertain. In this class the
head often has a conspicuous size, plump cheeks, a double chin and
usually ends in a tenon by which it was fixed to the rest of the modelled
body. The workmanship is comparatively crude. The female figure
in this group shows a projecting ridge of hair on the forchead and
pig-tail coiffure at the back of the head. On the technical side coarse
clay mixed profusely with rice husk is used. These heads stand out
not as specimens of art but as objects of historical value on account of
their ethnc interest.

The third group of heads made of fine well-baked clay originally
belonged to smaller plaques which were completely pressed out of moulds.
The faces combine elegance of features with gorgeous coiffure and cons-
titute a veritable gallery for the study of beautiful types admired in
that art-conscious age ((llls. 39-40, 42-43,46). Hundreds of specimens
hold out to our eyes even to-day the charming ideals of feminine bea-
uty immortalised by the classical poets like Kilidisa and Bana who
strive so often to paint a vision of loveliness conceived by men and
women in their times. The terracotta figurines from the recent ex-
cavations at Rijghat and Ahichchhatrd present a feast of beauty to the
eye and the best female heads skilfully finished appear like lyrics expressed
in clay. They are remarkable firstly for the pleasing variety of coiffure
and secondly for paintings in lines and colours still preserved on some
of them. The most characteristic style was to arrange the hair in spiral
curls on both sides of the forechead in tiers, Gupta men and women
had a special fondness for this mode which was called aloka (Ill. 39).
Some excellent specimens show the style of hair in the form of peacock’s
feathers sweeping straight on the two sides from the central parting
and ending in short volutes (1ll. 43), described as barbabhira coiffure
in the Meghadiita and the Dalakumiracharita ¥ Another atistocratic fashion
of hair took the form of a honeycomb, which formed a very attractive
design (fll. 34) and scems to have had an international vogue in Gupta
times, being patronised by society women cven in Rome. A beautiful
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Textfig. 26. Chhatrikira-firdb showing

Textfig. 25. Female head with
hair arrenged in spiral curls head covered with :adiming locks
known as alakdpali style. of hair in the form of a parasol.
{Sec IlL. 39) (Seelll. 42)

Textfig. 27.  Chbatrikara-firah Textfig. 28. Honey-comb hais-
or style of uransnl-likc hair. style showing the lateral masses
Male fashion. rendered like a honey-comb of

cellular structure.
Rijghit Terracottas.
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Textfigs. 31-32. Terracotta female Heads. Rijghat

Trefoil styles of coiffure with or without pariing, showing hair-lccks
witha central topknot (in cases backed by a crest ) and plaited p'ain
bands in the middle Faving twisted spiral curls arranged in ( two or more )
parallel tiess superimposed one above the other on the 1wh s'des
reaching almost to-the shoulders.
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Terracotia ferrale busts. Rijghir.
Textfig. 33. Trefoil style showing sdmanta Textfig. 34, Hair-dress covered by
or central parting of hair with odbnf. :
a jewel ot chatula-tilakameyi. >

Textfig. 35. Maw/i-bandba with Blromaraka style.  Texifig. 36. Triviblakta marli-vinyisa.
Rijghit Terracottas,
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Textfig. 37. Sridgatakikira frimanli style. Texifig. 38. Hair-style showing piled
up matted locks.

Rijghit Terracottas.
plaque from Rajghit shows a lady gracefully seated on a swing suspended
from an Adoka tree. The breeze in the garden is wafting her flowing
garment and gently shaking the foliage of the tree. It is a masterpiece
combining movement and poise (Ill. 36).

The Gupta terracottas also reveal the use of brush by skilful pain-
ters. Unfortunately a limited number only preserve the traces of this
once common decoration. ™ In 1911-12 the Bhiti excavations exposed
a considerable number of terracottas about which Sir John Marshall
wrote : “Side by side were produced in Gupta times, figurines of a
far more finished style, which reflects in minor measure the artistic spirit
of the paintings and sculptures of that epoch. All are mechanical repro-
ductions from moulds, a few of which were found, but duplicates
in the collections are rare. Some of the figurines are without slip or paint;
others are painted in a monochrome—red or yellow, for instance, and
others are coated with a slip and adorned with a variety of colours—
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ted and pink and yellow and white. But apart from their artistic interest,
these figurines are valuable for the information they furnish as to the
fashions in vogue during the Gupta age. The various modes of dressing
the hair were as numerous then as they are among women to-day, and
perhaps even more startling. The men certainly must have been foppish
to a degree, with their long curls falling loose on one side only, or
elaborated like a full Gregorian wig, or coiffured with jewels in the
Antoinette style, or disposed more severely in the royal manner of
Persia, ™

Much of the terracotta work is informed with the spirit of true
art prevailing at the time and it may rightly be claimed for the
Gupta artist that he adorned whatever he touched. The vision of Bana-
bhatta that the four quarters in his age shone forth as if beautified by
clay models ( pustamayya iva chakdsire fakubbah y'? seems to have been based
on the production of clay and stucco work on a mass scale. We know
that almost all the Jauliin and Mohrdi Moridu sculptures are executed
in clay or stucco once beautifully coloured and gilt, and that after
the third century A. D., there was not much production in stone in the
Gandhira school of the North-West.

The pottery types of the Gupta period played as noteworthy a part in the
cultural scheme of the age as the clay figurines. A considerable number
of drinking bowls and cups from Ahichchhatrdi (1940-43), for the first
time scientifically separated and studied, afford an outstanding proof of the

9 % Sk
:m

46 47
excellence of the pnttets craft. .Mthnugh small in size the bowls are
perfect in shape and finish and marked by many decorative patterns,
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Textfigs. 39-6). Decorative motifs and pottery fragments.
From Ahichchhatri. Gupta period.

Textfig. 39 shows a petal with a half-cpened bud. Fig. 40, two nigas flanking
aspear. In Fig. 41, a trident replaces the spear. Fig. 42, a variant form of tke same
symbol. Fiz. 43, the familiar crisz-cross pattern and two bisecting diagonal-, Fig. 44, a
flower in a parallel frame. Fig. 45, depicts vertical rows, each of three dots emboseed
with a tubular instrument, the raised pellets being intended for pearls. Fig. 46, a pattein
consist'ng of vertical rews of small notched crescents. Fig. 47, dcuble Svastika embos-
sed in bold re'ief. Fig. 48, d'armeclakra ctaitya with crescent. Fig. 49, Nandipada or
taurine. Fig. 50 shows lotus, taurire ¢nd the twin fih, Fig. 51, ornate Nacdipadas as
pendants between a row of festoons. Fig. 52, towl f{ragment showing floral arabe:que
design. Fig. 55, Svastika and rosettes. Fig. 56, several bands of designs, one con:isiing
of taurines and another of rosette; alternating with snimal shapes. Fig. 57, radiatir g
check-designs alternating with vertical rows, within borders, of beads. Fig. 58, row of
veriicil needle des’gns. Fig. 59, a ba-d -of alternating conch and lotus motifs. Fig. 60,
radiating check-designs and"vertical rows of parallel hatchings.
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-such as rosettes, geometrical figures, bands of lotuses alternating with
conch, running boar and elephant designs™ (Textfigs. i
39:60). They are in a wvariety of shapes— round, ellip-
soidal, flat-bottomed, open at the top and receding at
the base. The rims in most cases are plain with recur-
ving feature. The form of the water-jars is that of a
long-necked bottle with a bulging belly usually finished Tmfﬂaﬂ;lf:f'
in red glazed polish and furnished with attractive animal = Ahichchhatrd.

spouts. Gupta drinking vessels show striking examples of handles of which
one with the figure of Gangi found at the site of Naliasar-Sambhar in Jaipur
is particularly happy. In one case at Ahichchhatra, a pot is exactly of the shape
and size of a jack-fruit with a granulated surface. This kind of jar is actually
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Banabhatta skilfully compares these four branches of art, Vaifampiyana seated
statuesquely in a love-smitten condition is said to appear as static as a
pillar in a building, a figure in painting, a carved statue in sculpture or
like a figure modelled in clay (‘stambhita iva, likhita iva, utkirpa iva, pustamaya
iva’, Kidambari). :

Herstaetarita, Cowell's translation, p. 124; my The Deeds of Harsta, p. 96.
‘Lepyakirakadambaka - kriyamipamripmaya - minakirmamakara - nirikelakadaliptge-
vriksham’ (N S. edn., p. 142).

V. S. Agrawala, “The Religious Significance of the Gupta Terracottas from
Rang Mahal,” Lalit Kals, No. 8 (October, 1960), pp. 63-71.

Cf. my Siva-Mahideva the Great Ged, pl. XXX; Matburd Museum Handbook, fig. 40.
V. 8. Agrawala, “Mathurd Terracoatts,” J. U. P. H. §., vol. IX, pt. II (July, 1936),
p. 35, fig. 55,

Ibid., pp. 35-6, figs. 54, 56.

Ibid., pp. 35-6, figs. 53, 59.

V. S. Agrawala, “Terracotta figurines of Ahichchhatri, District Bareilly, U. P.,”
_Aneient India, No. 4 (New Delhi, 1948).

V. 5. Agrawala, “Rajghat Terracottas,” J. U. P. H. §., vol. XIV, pt. 1, 1941,
pp- 1-8, figs. 1-16; J. I. §. O. A., vol. IX, 1941, pp. 7-11.

Kilidisa often describes aloka to be the mark of a beautiful face, the hair
of Indumati being referred to as weliblrite, i. e., frizzled or twisted in short
crisp ringlets (Roghwwgrida VIIL. 53). The female toilet-experts (pre sadiikas) vsed
scented powder and paste to secure the effect of spiral twisting.

Meghadiita 1. 41 (fikbingt  barbabbérestn  kelin); Delakupdrectarita, N5. edo.,
p. 46 (llamayircharbabbaigyd kelgpdioms cha vididya); p. 60 (barlibarbavalivs vidap-
bayatd knsumechandrikiiirepa madbukerakunls-rydkulena kelokalapera).

Kalidasa only once has occasion to describe a terracotta figure in his works
and there he notices the clay peacock of the sage child Mirkandeya to be
painted : “mri/tikd-mayiravarpechitrita’ (Sakantala, act VII).

A S. L, A R., 1911-12, p. T2.

. Kadambari, sec. 120.

V. 5. Agrawala, “Pottery designs from Ahichchhatrd,” Lalif Kala, Nos. 34
(1956-57), pp. T4-81. i
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ARCHITECTURE

The wave of creative enthusiasm and the intensely religious purpose
behind it that swept the country in this age are seen at their best in
the architectural activity of the period which produced the carliest Brahma-
nical temple. According to Percy Brown a synchronisation of several
circumstances, €. g. the unification of the country under one state, the
stabilised rule of a virile and cultured dynasty of rulers whose personal
patronage and scholarly encouragement created an atmosphere favourable
to the revival of all forms of human activity, and the re-assertion of
the innate faith of the people, viz, Brahmanical Hinduism with its
grand mythology, ushered in an era of India’s greatest intellectual awaken-
ing which influened profoundly the architecture of the age. As he says,
“In the art of building two progressive movements Of fundamental sig-
nificance ate discernible, one relating to its aesthetic character, and the
other to structural procedure. The former marks the begetting of a new
sensibility, a change from the mefe imitative to the infinitely creative,
from the servile copying of meaningless forms expressive of an undeve-
loped mind and unskilled forces, to a reasoned application of the first
principles of architectural compositions. The latter records the use for
the first time of dressed stone masonry, a pronounced step in the techni-
que of building construction, the introduction of which placed a new
power in the hands of the workman. It was when the art was in such
a formative state that there emerged the carliest known conception of
the Hindu “house of god”, And with the appearance of this type of
building, architecture composed of stone masonry made its beginning.” 7
The unprecedented prosperity of the state and the people created a wide-
spread belief that their affluent world was a prototype of heaven :
Riddbany hi  rijyan padamaindramabub (Raghn., 11. 50), and in their att
of temple building we see but an earnest attempt o create heaven’s rich
and beautiful mansions on this earth. T

With the wide acceptance of the theistic or Bhigavata religions,
the temple made its logical beginnings. In the Kushina period fhc. image
was predominant and the modest shrine was only just begioniog to
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appear. It more or less resembled the form of a gandba-kuf7 improvised
with three plain slabs held in position by a flat top. In the Gupta
period the image of the deity, now fully evolved, found its countet-
part in a fully evolved temple with flat roof, porch and plinth. The
two match admirably and each a gem in its own way fits the other
like jewel and its setting. Subsidiary images and reliefs of attendant
figures also find their due place in the scheme of temple-decoration.

The new religious shrine was no- common building; it ‘was rather
the embodiment of the universal desire to recapture and recreate on
the earth something that was in heaven, to realise the ripa of the divine
principle (called Deva or Vishou or Siva, etc.) which no human mind
could conceive and no physical eye could ever see : ‘His form is be-
yond conception either in extent or in nature’™ The invisible lord
should be cast in common form to bestow fixity on Him in time. and
space. This function . is s;rw:d by the shrine, the image and the
worship there, all three being enriched with the devotional and me-
ditational powers of the human mind. Thus the Prisids loaded with
beautiful religious sculpture, plastic forms and decorative elements, to-
gether with an architectural symbolism of great richness, became a
dynamic factor in the assertive aspects of Gupta culture. It stood as
the most dominant symbol of all that was best in literature, act, religion
and metaphysics. The carved relicfs depicting themes from Puranic le-
gends were documentaries replete with symbolical significance. Thus the
architectural planning of a religious temple, “with its citcumambulatory
railing, stairway, terrace, focal shrine, cella, image, -decorative doorframe,
friezes, string-course mouldings, an intricate #khara veneered with gavi-
kshas and topped by an dmalaks and its Ealats, was considered to mark
a supreme cvent in the life of the community, and depended for its’
success on the completest expression of its moral and material ICSPONSES.
The shtinc -stood as a visible symbol between man and God, s  the
emblem of human endeavour blest by divine grace showering. from above.
To understand the springs of life and thought in the Gupta age, one
should understand the ecloquent symbolism of the shrine, whose interior
was lighted up with divine forms rapt in sawddii and ‘peace, and the
exterior’ adorned with - an unusual decorative fervour drawn from a
wide range of plant, animal and human motifs or semi-divine forms.
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The architectural pattern of the Hindu temple on structural plan-
ning is known at present to have made its concrete beginning with the
advent of the Gupta age only. However, for its carlier tradition we
have to look back a little.

As can be guessed from the evidence in literature, in the begin-
ning in popular religion about 1000 B. C., the Hindu temple evolved
from the remotest antiquity was just a platform open to sky with some
kind of aniconic representation or symbol of the deity which could more
accurately be named as ‘shrine’. The symbol placed on the dais was wor-
shipped. There were two kinds of worship : one through maptra, and the
other a simple popular form of offering flowers, water, sweets, perfume
and the lighting of a lamp., There were such shrines to the Barth God-
dess (Prithivi) or Mahi-mitd, to the Yaksha, Niga and Vriksha Devatas,
and to Siva and Vishnu. The earliest platforms (Hindi : #bdn, - chanrd)
were dedicated to the Yakshas. (See ‘Yaksha-sadam’ in the Rigreda 1V.3.13).
However, the Yaksha ‘shrines’ were preceded by the Niga ‘shrines’ or
platforms : the platform-shrine was a very ancient tradition.

The second stage was reached when railings were provided round
the platform, fist of bamboo and wood, and. later of stone. Earlier,

Testfiz. 62. General view of the ruin:, Najarl. 2nd cent. B, C,
these were of moderate size, but later on in monumental form like the:
railing at Nagari, or at Bharhut, Sanchi, and Mathuri round the great
Stiipas. ;

At Nagari we have the full-fledged Vishnu platform with a high ‘stone
railing around it (Textfigs. 62-63). ‘This structure has a square platform and
square railing. The railing consists of huge blocks of stone 8 or 9 feet
in height similar to the English Stonehenge. In the three inscriptions of
the second century B. C. in Brihmi seript, it is named as ‘Nardyapa-
Vilaka (“Enclosure of Nariyana”). Similar mode of worship seems
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to have been adopted in early Jainism and Buddhism. It is clear that
the Buddhists adopted it from earlier traditions. They used the stone

FART OF COMPOUND WALL
ELEvaTION SECTION

Textfig. 63. Elevation and section. Stone railing. 2nd cent. B.C. Nagari.
railing and the bodbi-mapda. The early Jaina teachers followed in the
same footsteps of a central platform surrounded by a railing. This plat-
form was covered with a slab of worship called dyggapatta (“Tablet-of-
Homage™). These two clements, platform and railing, were present in
the original Agni-platform (pedi), for there was the central platform
(redi) and an enclosing railing of timber or bamboo called the redikd.

It was about the first century A. D. that the people were think-
ing about the great problems of the image and the temple. The image
had already appeared into prominence. The statues of Yaksha and Naga
deities were installed on open air platforms. As the earliest colossal
Bodhisattva and Brihmanical images came to be made on the model
of the gigantic Yakshas, the same architectural design, therefore, was
to be used for enshrining them. We do not exactly know whether the
same treatment was meted out to the earliest colossal Bodhisativa statues,
but we do know from the available finds that some kind of parasol (chbhatra)
was placed on the top of a stone post to give shelter to the big-sized
Bodhisattvas, as for example, the Bodhisattva in the Sirnith Museum,
which was originally made at Mathurd. It is apparent that this idea
of providing a parasol, both round and square, was developed in the
Mathurd school of art, We have found at Maholi a square parasol also.?s
Next to it, the round or square parasol was replaced by a chamber of
moderate size improvised by three erect stone slabs on the three sides
of the statue and kept on the top by a flat stone of modest size. The
vertical slabs served as the walls and the flat stone as the ceiling of the
narrow sanctum. The ceiling slab was carved with a big lotus flower
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to give it the appearance of a shrine. We have clear evidence of this
in' Mathurd archaeological remains, where we find the free standing
Bodhisattva installed in a sandbakati. =~ See also Bodhagayi inscriptions,
Cunningham, Mabdbodbi, pp. 58, 64, 66, where « gandbakufi is used for
a Buddhist temple, *bribad:-gandbakuti-prasids’y p. 58, It would be reason-
able to name this as the earliest type of garbbagriba, that is, sanctum
or cella. For about five to six hundred years the model of the garbbagriba
was the early ' gandbakuti of quite small dimensions.

The third stage of evolution begins from about the fourth century
in the early Gupta period. The earliest example is found in the Gupta

Textfig. 64. Elevation and ground plan. Early Gupta temple. Sinchi.
temple at Sanchi (Il 51, Textfig. 64). Its characteristic features are :
(1) there is a small square sanctum or garbbagribe in which the image
was placed; (2) there is a flat top and no fikhara; (3) the walls of the
sanctum' ate plain both on the inside and the outside as was in the case
of the preceding  gandbakutis; (4) there was provided a small mapdapa
9
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or pavilion on pillars but open on the three sides most probably to
provide some shelter to the worshippersj (5)= moderately high plinth
was provided both for the garbbagriba and mapdapa. As was natural,
cach one of these features underwent an evolution which may be seen
in the group of temples built in the Gupta period.

The next stage in the evolution of the Hindu temple began with
the more elaborate development of the plinth (jagasi), the sanctum
(garbbagriba) and the tower (fikbara) together with an elaboration of the
image itself. This work began about the beginning of the Gupta period
and continued right up to the medieval period. So far as the high
plinth was concerned it was given a number of mouldings. The first
surviving example is at Devagadh where the plinth offers a transition
between the railing and the moulding type. Here we find several bands
of mouldings on the top and bottom of the vertical slabs depicted with
the scenes from the incarnations of Vishnu (see Ills. 2-4, Textfigs. 2-4).
They are about two feet six inches in height or about the same size
as the railing pillars at Mathuri. The artists conceived of an upper
smaller railing half the size of the pillars and thus bestowed on it 2
respectable height of about eight feet in all.”

The second element was the sanctum proper (garbbagriba) or the
cella also called mapdovara (a term meaning “on the plinth”, that is,
mayda plus wpari from which mapdovara is derived. The word mapdovara
usually denoted the cubical portion of the temple including the three
side walls and the entrance side generally facing ecast). Its beginnings
arc seen at Sinchi in the earliest Gupta shrine and then gradually the
three side walls were made more elaborate with carvings and sculptures
and the entrance was also similarly provided with attendant sculptures,
lintel and threshold. The side jambs of the doorway are at first single
and then they are divided into two, three, four, five portions, later on
up to nine, each portion, called §7khd, having a separate name after
the motifs that occupied it; for example, the pratibiri-fikhi. 'The charm-
ing entrances of the Gupta temples formed the basis of greater elabora-
tion in the medieval period.

The walls of the temple were at first quite plain ; later on they
began to be embellished with three niches on the extetior (as at Deva-
gadh, Ills. 55-57),each having the image of a deity.  Originally the walls
wete straight without dny projections but soon began to be beautified
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with three, five, seven or nine projections the central one called ‘ratha’
(“chariot’”) or ‘bhadra’ (auspicious face); the others on the two sides
of the centre face, ‘pratiratha’ (side-chariot) and ‘kopakaratha’ (corner-
c.hnriot), or ‘pratibhadra’ and ‘Eopakabbadra’® which have the same general

meaning.

In course of time there was an evolution of the fikbara which

was put on the cubical sanctum. The number of these projections was
increased still more so that the sanctum assumed a circular form as in
some styles of the medieval temples.

The crowning portion of the temple, i. e. the fikhara was con-
ceived of first in pyramidal form with three storeys or tiers, as we see
itin the Gupta temple at Devagadh (Ill. 52), or in curvilinear contour,
as in the Gupta temple at Bhitargion.”™ (Ill. 60, Textfigs. 73-74).

The surviving Gupta temple sites are almost clustered in Central India.
The main temples remaining from the period are as follows :—

13
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9.
10.
11.
12.
13

[14.

15.

Buddhist shrine at Sanchi (No. 17).

Rock-cut sanctuaries at Udayagiri.

Vishnu temple at Tigowi (in Jabalpur district).

Siva temple at Bhimari.

Pirvati temple at Nichni-Kuthdri.

Siva temple at Mukundari.

A temple in a ruined state but of great merit, at Dah Parbatid, Tejpur

* District, Assam.

A temple of Siva at Khoh; the beautiful Etamukbi Lisga, along with
a mass of sculpture showing lively gagas from this ruined temple
are now deposited in the Allihabad Muscum.

Temple in ruins at Gadhwi, near Allzhabad.

The Dagavatira temple at Devagadh.

Brick temple at Bhitargaon.

Mundeévari temple, near Bhabhui (Shihabad Distirct).
Buddhist shrine at Bodhagaya.

A small Gupta temple at Kiidi, near Tigows.

Vishnu temple at Madhii,—about 20 miles from Tigowi.]

The above list represents the earliest known shrines in stone and
brick. They naturally show the early phases and features of temple archi-
tecture in India. They were small and unimposing structures with a
square sanctuary, about 10 feet in dimensions, and a portico of still
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smaller proportions. Obviously they: were rather shrines for images
than places for congregations of the worshippers. The roof was in the
beginning flat and the stone masonry was finely dressed and held together
without any kind of mortar. Gupta Brihmanical shrines, therefore, pre-
sent a marked contrast to the later Hindu temples with high fiharas
and: extensive mapdapas (or ‘halls).. However, a transition’ to the later style
had begun towards the end of the Gupta period and can be séen in- the
Dasavatira temple at Devagadh, which) had originally a’ tower of about
40 feet : its stones were secured together by dowels and its' four por-
ches afforded relatively more space foi the worshippers to congtegate,

Chronologically carliest is the excavated cave temple (No. 6) at
Udayagiri bearing a dated inscription in the reign of Chandragupta II
( Gupta year 82 - A. D. 401). The other noteworthy shrine here is No. 1, that
is partly rock-cut and partly stone-built, a shallow pillared portico
being added in front of the excavated cella. This style is just an
immediate transition from the pure cave shrines to the structural ones.
The portico, the carved doorway and the pillars with their parga-ghata
(Full-vase) capitals show the typical features of the early Gupta style.

Almost identical to it in conception is the Gupta temple at Sanchi
accordingly datable to the end of the fourth century. It is a beautiful
little flat-roofed shrine, having small porch of four pillars in front of
the cella. There is no raised path of pradakshipd yet introduced. The
cornice moulding of the portico is carried round the otherwise plain walls
of the garbbagriba. The Vishau temple (or locally called Kankali-devi
temple) at Tigowi is also of the same design, with a flat-roof covered
with slabs set together by overlapping grooves.

The characteristic features of this early temple group of Gupta
style may be thus analysed :—

A square sanctum with a flat roof, plain interior, dressed stone
masonry finely set but without any kind of mortar, a raised plinth
the plan of which was divided into squates, the central square being
occupied, by the sanctum (gerbbagriba), an exquisitely carved doorway
decorated with. foliage pattern, human figures and the figures of Ganga
and Yamuni occupying the upper corners of the jambs. This last was
a typically GuPti feature and the two river, goddesses in this position
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may have been derived from the Salabbaijiki-figures which festooned the
architraves of Buddhist forapas?® In front of the riclily carved door-
way was usually a shallow porch, which in later Gupta examples deve-
loped into a pillared portico and later on into a full-fledged mukba-
mapdapa. Among other specific features are the shape of the pillars having
a plain square base, many-sided shaft, and a capital of pirga-Ralafa de-
sign, the system of rendering the architrave as a string-course running
round the entire building, and all round courses of fine chaitya-windows
or gaviksha-pitiyana patterns containing in their medallions figures of gods
and goddesses or peeping male and female busts. (See Ills. 53-54, Textfig. 14.)

As to the flat roof, a stage can be pointed out in which it consis-
ted merely of a large flat stone. An important example of this type
is -seen at Mukundari; here the roof slab is carved on the inside with
a bold lotus pattern (IIl. 50), as noted eatlier, the type having been
evolved in our opinion from the lotus-parasol on Bodhisattva images in
the ecarlier gandbakuti type of shrines.

“The moderate-sized temple at Darri or Mukundari (llls. 49- 50)
doubtless belongs to the early group; there are several points that sug-
gest its more or less independent type with several curious features.s?

It stands on a' rdised plinth (44’ % 74') witltstepped approaches from
the 'left and’ right ' corners of ‘the ‘front' side.” The témple “facin east
stands ‘near the western side of the plinth. * The  garbhagriba ' consists
of four square pillars, 5§ feet apart from each other. Egch pillar is
surmounted by a square capital with pm]ccnuns on the four sides covered
with scroll-work. Above the two projections on the same side is a lin-
tel covered by a flat stone of moderate size carved with a''big full-blown
lotus in the centre showing two bands of petals and a band of floral
scroll-work. There are four similar but smaller lotuses in the four corners
(Ill. 50, Textfig. 65).

On each of the three sides of the sanctum pilasters have been
erected at a distance of 3'9". The pillars are surmounted by capitals
with three projections on which three lintels were placed, each covered
by a rectangular flat stone carved with five lotuses on the. mmdc

On the front side two square pillars were erected in a line, with
the sanctum pillars at a distance of 5} fect. These supported —capitals
and lintels and were covered with a flat - top stone, so that on all sides of
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the temple a continuous circumambulatory path was provided. Outside
the pradakshipi-patha a stone course only 16" high from the ground ran
on three sides of the temple at a distance of 22" from the pilasters.

Y50

Texifig. 66. Loose stone slab from ferapa.
Datri temple.

Textfig. 65, Carved ce'ling, Dacrd temple.

On the whole, the design of the temple is extremely simple. The
architectural feature of the square flat top on four pillars for the focal
garbbagriba is similar to the square parasol of the Bodhisattva images
found at Maholi and Mathuri, placed above free-standing statues in-
stalled inside a small gandbakufi improvised for the purpose.

The Siva Temple at Bhiimard is a

further elaboration on the Sanchi or

Tigowd model, being erected on a
high plinth and displaying an evolved
architectural planning.

The main shrine was 35 square,
consisting of a cella (15’ 2” square
outside and 8’ square inside), enclosed
by a seven feet wide cloister or covered
pradakshipa-patha (Textfig. 67). It is built
of finely dressed sandstone blocks in

= st

Textfig. 67. Ground plan, BhGimara
Siva temple,
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plain ashlar masonry without any mortar. The roof is composed of immense
flat slabs. The walls of the garbbagriba, enshrining a huge Ekamukhi-linga
(Il 11) are plain both inside and outside excepting the doorway on the
west. ‘The best part of the temple is doubtless its finely carved doorframe,
showing river goddesses Gangi and Yamuni in the lower sections of the
jambs, and figures of standing persons, flying Gandharvas, amorous couples

and rich floral decorations.81 AR
The earlier temple (of Parvati) at Nichni Kuthird is similar to

that at Bhamard, both as regards the planning and dimensions and the stone
masonry techniques, Here the entire building including the front porch and
the covered ambulatory path is in a much better state of preservation

loeanlaened | 1 1 |
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Textfigs, 68-69. Plan and elevation. Parvati temple, Nichni Kuthiri.
than that at Bhiimard. The main difference between the two temples lies in
the details of the roof; the Bhimard sanctum has no ‘superstructure’
over flat top, while at Nichni Kuthdri there is an additional, small
square chamber above the sanctum (Textfigs. 68-69).82
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The temples of Bhiimari and Nachni Kuthird appear to matk  out
the second stage of the Gupta temple architecture, when the ' temple
consisted of the following generical features —

A flattopped square (or rather cubical) cella, but surrounded by
a covered path of circumambulation (pradakshina-patha’); this covered path
ot cloister being lighted by trellises or perforated windows as at Nichna
Kuthara, -

Other eatly temples belonging to this type ate the Lidkhian at Aihole
(Chalukya, A, D, 550) and the ruined temple at Baigaram (Bengal).

The Da$avatdra®® temple at Devagadh is important in more ways
than one. As Percy Brown has observed, «“When complete this build-
ing was unquestionably one of rare merit in the correct ordering of its
parts, all alike serving the purpose of practical utility, yet imbued with
supreme artistic feeling. Few monuments can show such a high level
of workmanship, combined with a ripeness and rich refinement in its

uta
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Textfig. 70, Plan, Vithgu temple. Devagagh.
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sculptutal effect 'as' the Gupta temple at Devagach.”# In'it one finds
the temple type (Textfig. 70) as perfected by the Gupta builders at their
full glory. Its characteristic = details may be put down as follows: :—

;

The temple is placed in the centre of a “high platfofm (measur-
ing 55ft. 6 in. square). The style of its set-up was copied from

“the Stiipas like which the temple stands on a sufficiently raised ter-

race, square in section and approached by four axial ‘steps on the
four sides. Fach of the staircases possessed a chandra-fild (moon-
stone) as the lowermost step.

'On the four corners, there were four subsidiary shrines on the ground

level, approached from outside and dedicated to other deities of
the pantheon, entire complex represented paichdyatana mncr:pt

possibly it is the earliest example known of it.

The face of the plinth was very elaborately decorated with a runn-

" ing frieze of carved panels, suitably framed by short pilasters.  There

10

were two. courses of the sculptural panels, the lower one of bigger
(ht::2* 9) and the upper one of smaller (ht. 15) size.. They ex-
hibited a series of religious legends and scenes of mythology. This
feature more or less corresponds to the Buddhist railing and simi-
lagly acquainted the visitor with- the  edifying  tales: of geligious
teaching.

The shrine itself is-a modest building, with gnrbbd_gnﬁa Enmu.nng
99+ square inside; the four walls (37" thick) are relieved exteri-

‘otly by a carved doorway onthe front and by three carved rathika-

p:mcls on rest of the sides. They are held in position onleach side

" “by a'framewotk of pilasters, lintel and a sill.

_The ‘best preserved portion of the temple and from the ae:stheuc
point of view carrying the highest appeal is its doorway (Il 53)
facing west (height 11* 87, breadth 10" 9*; the actual entrance mea-
suring 67 11" x 3'43"). The two door-jambs and the upper lintel reveal
several remarkable features. ‘The jambs are adorned with beautiful
standing figures of male and female attendants (prasihari). These
figures with their gorgeous flowing hair and elegant drapery rank
amongst some of the most exquisite creations of the Gupta. workmen.
The portions above the figures have beautiful bands of foliage pat-
tern ot artistically carved scroll-work known as pafralatd or patri-
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vali in contemporancous Sanskrit literature. Of the other features,
amorous couples (dempafi), dwarfish male figures (pramathas),
the Tree of Prosperity (Sri-priksha) and bands of rosettes ( phullavali)
are typical of Gupta architecture. The upper lintel has two special
features to show : (1) in its centre it has a projecting image (/a/dta-
bimba) of the god Vishnu seated on the serpent Sesha, and (2) the
two ends of the lintel are adorned with the images of the river god-
desses, Gangd and Yamuni standing on their respective vehicles, the
alligator and the tortoise. This fully agrees with the description of
an entrance given by Varahamihira, except the lucky birds (#grigalya-
vibaga ), which adorn the door-jambs of the Dah Parbatia temple
in Assam and are mentioned in the Bribatsambita ( 56, 14-15).85

The framed and sculptured panels set in the walls show the following
themes :(—

(i) Gajendra-moksha, i. e. the god Vishnu rescuing the lord of elephants

from the clutches of a monster-size Naga (Ill. 57).

(i) Nara-Nirdyana-tapascharyd, i e. performance of austerities by

the sage Nara and. Nariyana in their Himailayan hermitage at
Badarinitha (I1L56).

(iii) Ananta$dyi Vishnu, i. e. Vishnu sleeping on the cosmic serpent

Sesha (Tll. 55).

The style of such panels or images in exterior wall-niches continued
as a common feature into the medieval temples. Originally it appears
to have been an adaptation of the Stipa decoration having four
Buddha figures all round.

The entablature above the level of the doorframe and the rushiki-
panels show a simple frieze of arched-window patterns running all
round.

Over this, again, was projected, on strong cantilever beams (17~ 12
to 147 [ 127 in section), four on each side, a deep and continuous
flat canopy which effectively shaded the exquisite reliefs of the doot-
way and the remaining sides.

The roof is flat inside but supports above the cubical portion a
Sikbara comprising a pyramid of three storeys built in gradually re-
ceding tiers. The flat roof is a generical feature of Gupta architec-
ture ; but the tower seems to indicate a further elaboration of this
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structural element in the later part of the period (see. Ill. 52). The
Devagadh Sfikhara was decorated with chaitya-window ot kirtimukha
motifs in the centre on each side and provided with four corner-
amalafkas and one big dmalaka on the top.

The provision above the sanctum of a flat-roofed cell or second
storey, as we find in the Parvati temple at Nachni Kuthird and the
Lidkhin temple at Aihole, was possibly first introduced to indicate
exteriorly the seat of the deity in the garbbagriba. However, this
feature is believed to have made for the fiBbara in the next phase of
development.

Such a priséds, having more than one storey was called
babubbimika$® the uppermost storey or bbimi known as agrabimi,
crowned by a stone dmalaks and a finial. The additional storeys
when multiplied in number appear to have lost their functional aspect
and came to be merged or compressed into a tower-like superstructure

Kalaa

Amalaka
Kanthd
Andaka
Vediki
Andaka

Textfig. 71. Sikhara (recosstructed).
Vishou Temple. Devagadh.

that now represented a piling up of several superimposed gradually
receding tiers or roofs. The temple at Devagadh shows the eatliest
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I . structueal example known of such a fikbara, having a design of
'  three superposed storeys that are built into piled up terraces orgradually
receding bbimis. ‘The transition between these bhimis is not abrupt,
but brought about gradually by introducing curvature and mouldings
at the points of junctions. In fact, the existence of each *false
storey” was camouflaged in a skilful manner by showing corner-
- amalafas at each stage of the terraced elevation of the superstructure.
The dmalaka-stones also relieved to some extent the plainness of curves
at suitable heights. A clear idea of the original contour of the
Devagagh fikbara can be had from the outline replica of the temple
carved on its doorframe ; see the reconstruction given here on

this basis in Textfig. 71.

The topmost bhimi marked at the pinnacle by a big dmalaka-
stone and a finial contributed effectively to its height, This fikbara,
showing a stepped out pyramidal form of wvery small dimensions,
however, appears to have been the prototype of later medieval spires
of huge proportions.

It seems logical to find that the Gupta coroplasts togk full ad-
vantage of the termacotta medium on a monumental scale. Their love
for moulded bricks had opened a new architectural front in which all
the details of building technique were incorporated accordingto the best
aesthetic standards of the age. The whole temple was conceived in
terms of brick wotk, with moulded pillars, pilasters, friezes and reliefs.
Large-sized plaques and moulded bricks decorated with a great number
of designs and figures and religious themes were freely used on the ex-
terior walls of the shrines, of which the temple at Bhitargion stands
as the earliest extant example, remarkable both for its high quality of
clay sculpture and several of the architectural devices,

The Bhitargion brick temple (Textfigs, 72-4, Ill. 60) «is built on a squ-
are plan with doubly recessed corners, and contains a cella, 15 square,
and a porch or anteroom, nearly 77 squate, which are connected by a
passage. The two passages are roofed with semi-circular vaults, and
the two rooms with pointed domes. Above the sanctum there is an
upper chamber of less than half its size, which was perhaps originally
covered by a vault of the same construction,”s?
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The walls of the temple rise in bold mouldings and are conceived
from top to bottom in terms of terracotta friezes and  beautified
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Textfig. 72. Ground plan. Vishpu temple. Bhitargion.

bricks.88 The upper portions of the walls are' decorated with a row
of rectangular panels alternating with ornamental pilasters. The decora-
tion on the bricks are exceedingly varied and beautifsl, some of the
typical ones being inverted lotus petals, rosettes, fret work, inter-locked
chains; meanders and scrolls. The designs of the mouldings in ‘the base-
ment and the fkbars, and the wvertical bands forming the fagade, the
sides and the doorframes are worthy specimens of the planning and
executive skill of the builders. The Bhitargaon temple is known for possess
ing: the earliest voussoir arch found in India. : L
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The most important part of the temple is its pyramidal ikhara. Tt is,
however, the earliest example of a brick superstructure, dating from the

Textfig. 73. Back view. Brick temple. Bhitargion.
carly sixth century, and is only next in importance to the pyramidal
stong tower at Devagadh. In the sixth or seventh century we do not
yet have the tall curvilinear and light spire that came to be an essential
feature of the Nagara (or Indo-Aryan) style of architecture in the me-
dieval temples of northern India.

Besides the great temple at Bhitargion, only ruinous structures
have survived at other centres. Of them the Siva temple at Ahichchhatri
(fll. 63) may be mentioned briefly. It is a massive brick structure unique
of its kind in North India. On plan it was similar to the quadrangular
Buddhist st#@pas raised in several tiers, diminishing upwards like a gigantic
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staircase 8 The structure answers closely to what the Vishgudbarmotiara
Purdpa describes as an edika built in three terraces ( bbadra-pithas),
one above the other, with four stepped approaches and surmounted on

Textfig. 74. Froat eievation. Brick temple. Bhitargion.
top by a Sivalinga® The monument, still having a colossal Siva-
linga on its top, must therefore be identified as an eddks dedicated
to Siva® The temple was built on the ruins of an apsidal temple
of Kushina times and its first construction may be assigned to the
Gupta period. Large plaques were fixed in a frieze running round its
upper terrace and the remaining ones may be assigned on the basis of
their style to a period between A. D. c. 450 and 650. At the two sides
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of the steps leading to the upper terrace of the temple, life-sized- clay
images of Ganga and Yamuna were installed (see L. 47).

A very interesting brick monument Wwas brought to light during
excavations at Rajgir. It was a cylindrical shrine beautified with stucco
sculptures installed in niches on the exterior surface (Tll. 48). [Possibly
the ruins of a Vishnu temple at Pawiyd also belonged to the terraced
type of structures.]

In Madhya Pradesh, of the brick temples at Sirpur (ancient Sripura),
Rijim and Kharod, each has a stone doorway in typical Gupta style
showing figures of Garigd and Yamund. The door-lintel in Rijim temple,
3 miles from Sirpur, represents a bust of Siva flanked by Naga figures,
whose tails knot and intertwine and make a bold and very effective
pattern® In the temple at Kharod the stone door-frame of the sanctum
is a well-executed piece of sculpture. The inner frame mouldings and
jambs are richly caryed in conventional ornaments in which makara,
lotus medallions and rising scrolls ate most conspicuous. At each side
of the doorframe is a well carved, life-size female figure, standing

Textfigs. 75-T7. Section, elevation and plan. Kapotesvara
Temple. Chezirld. C. 4th cent. A.D. | |
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under an umbrella and attended by a diminutive maid representing the
river-goddesses. %

South India has handed down to us very few structures of the Gupta
period. Among these, the Kapote$vara temple at Chezirla (Textfigs. 75-77),
built by the Ananda kings of the fourth century, is the most interesting.
It is the earliest known temple with an apsidal plan, similar to the
Buddhist chaityagharas at Karle or Nagirjunakonda. The facade of the
vimana is shaped like a huge chaitya and the back top is curvilinear on
an apsidal plan. The Durga temple at Aihole (c. 6th century A. D.)
and the Vaishnava temple at Ter, which are both apsidal seem to have
been inspired by this earlier model.

Let us now turn to Buddhist structural buildings. A vigorous
school of Gandhira sculpture associated with monumental Stiipas flourished
in the earlier part of the Gupta period dating a little before and after
400 A. D. Stiipas, chapels and monasteries have been found at Jauliin,
Chirsaddd and other ancient sites near Pushkalivati, At Mohri Moridu
an assembly hall, refectory, kitchen, store-room, bath room and laterine,
associated with a religious establishment, indicate the luxurious mode of
life of the monk-residents. The Sirnith excavations have unearthed the
remnants of a Buddhist temple and a number of monasteries. The latter
usually consisted of a number of rooms round a courtyard, sometimes
having chapels of their own.

As indicated earlier, the style of big rathiki-panels or sculptures
on the exterior walls of the Hindu temple, as it is first seen at Devagagh,
was an adaptation of the Stiipa decoration having Buddha figures all
round. Two other structural features also point to the relationship of
the Gupta temple with Buddhist Stiipas : firstly, the high square plat-
form with a stairway in the centre of each side and secondly, four small
temples or sanctuaries at the four corners, Many earlier Indian Stiipas
such as those at Bhallar (Taxila) and Mirpur Khis (Sindb) and others in
Afghanistan stand on a single square or rectangular platform with axial
approaches on one or four sides.® This is confirmed by the Divyd-
vadina (pp. 243-44) which gives us an almost contemporaneous description
of how a small chaitya, which is also called s#ipa, was converted into
a chapel of larger dimensions with four approaches (sopans) on the four

sides leading up to the terraces (medbi) of which there were three.
11
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It had four Mahichetiyas dedicated to the four Great Events— Jati, Abhi-
sambodhi, Dharmachakrapravartana and Parinirvina— built at the corners®
The Mirpur Khis Stipa of early Gupta period is an example of the com-
bination of a Stipa with three small chapels. There is a true brick arch
in the central chapel and its carved bricks and terracotta Buddhas afford
fine examples of Gupta plastic art.

One of the two Stiipas at Jarisandha-kid-Baithak in Rijgir and the
Dhamekha Stiipa at Sarnith belong to the end of our period. The latter
one is 128 feet in height and has four niches at the four cardinal points
for Buddha images. The scroll work on this Stipa has evoked just
praise and the structure is also remarkable for the variety of geometric
patterns with which part of its area has been covered.

Narasihhagupta Baliditya (A. D. 467-473) had built a magnificent
brick temple of the Buddha at Nalandd. It was 300 feet in height and
evoked admiration of the Chinese travellers who later visited the Univer-
sity town,® This majestic structure has entirely disappeared; archaeo-
logical excavations have unearthed only its massive basement. The
temple was probably similar to the well-known Buddha temple at
Bodhagaya.

We now proceed to survey the cave architecture of the age. Ex-
cavation of caves (Jega, Skt. layapa) was quite well known in northern
India and the Deccan from about 250 B. C. But there was a break in
this activity of three centuries after c. 200 A. D. It revived again
by the fifth-sixth century. The main cave architecture of our period be-
longs to Ajanti and the Andhra country.

At Ajanti, both Chaitya-halls and Vihiras were excavated in this
period. Among them, Vihdra-caves Nos. 16 and 17, excavated in the
last quarter of the fifth century by a minister and a feudatory of the
Vikitaka king Harishena,9 and Chaitya-cave No. 19, finished little
later, are the most important. From the artistic and architectural points
of view these are magnificent monuments and no visitor can easily
forget the grand impression produced upon his mind by their architecture,
sculpture and paintings. They are undoubtedly among the best artistic
monuments of the age in the Gupta-Vikitaka territory, and may therefore
be briefly described here.
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Chaitya-cave No. 19, like its carlier precursors, consists of a nave
separated from aisles by a row of pillars, but it also shows many new
features. In the earlier Chaitya-caves considerable use had been of wood
for the purpose of beautifying the fagade; here it has been discarded
altogether. The rail ornament also disappears from the fagade and is
replaced by a double row of cornice decorated with Chaitya-window
or Eirti-mukha motifs. The entrance is flat-roofed, supported by “four
pillars with a huge Chaitya-window above it separated by the cornice.
The aisle pillars inside have fluted columns with pot-and-foliage capitals.
But the most striking new feature of the cave is its zeal for the Buddha
figure. In the earlier Chaitya-halls at Kirle and Nasik, the Blessed One
is nowhere to be seen in the human form; at Ajanti he can be seen
in the human form at the facade, in the frieze of niches above the
brackets, and carved on the monolithic Stiipa inside, which was the
main object of worship. It was the new Mahdyina belief which had
brought about this transformation. The rock-cut Stiipa of this Chaitya-cave
consists of a high cylindrical drum, decorated with standing or seated
Buddha figures between pilasters crowned by graceful mukara arches.
The drum supports the globular dome, with the usual pavilion (barmika),

and a series of three umbrellas (#ri-chhatra) one above the other.

Vihara-caves Nos. 16 and 17 are justly famous for their painting,
which will be discussed below; they are, however, equally interesting
for their architecture. Cave No. 16 is a twenty-pillared cave, 65 feet
square, having six residential cells for the monks on either side, two
at either end of the verandah and two at the back. Between these two
cells there is a rectangular sanctuary with a large figure of the Buddha,
seated in pralambapida posture, i. e. with feet hanging down. The beauty
of the pillars is as remarkable as their variety, no two pillars being
exactly alike. The general harmony of design and form, however, prevents
variety from being obtrusive. Cave No. 17 is almost similar to Cave
No. 16. It was long known as the Zodiac cave on account of the
“Wheel of Life” (Bbavachakra) painted on the walls of its verandah.
On account of the famous fresco paintings, these caves produce an effect
which can be better experienced than described. All the walls were once
covered with painted scenes from the life of the Buddha or the Jatakas,
and the roof and the pillars beautified by arabesque and ornamental
designs in bold outlines and pleasing colours,
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The caves at Mogulardjapuram, Undavalli and Akkannamadanna,
excavated under the Vishnukundin kings, in the Andhra country, also
belong to this period. It is interesting to note that their plan is model-
led on that of the Udayagiri caves in Central India, and not on that
prevailing nearer home at Guntapalle, near Bezwidi. The architecture
of these caves is therefore simple. The fagades at Mogulardjapuram
show ‘two pillars in the centre, two pilasters, one on either side, and
a dvirapijaka at each end beside the two pilasters. The pillars “and pila-
sters are simple and massive,being square in section at the base and the
top, and octagonal in the central part, The corbels are rounded at
either end, and judging from the less weathered ones, fluted. Right
above the pillars are Chaitya-windows with heads introduced in them.
The floral designs flanking the Chaitya-windows with the head on the
top is the precursor of similar pattern on Pallava Chaitya-windows. Above
this is sometimes a row of- animals spiritedly carved. On entry the
cave presents a verandah with or without an additional row of pillars
beyond which is a single cell or triple cells forming the sanctuary. The
Undavalli caves have similar architectural features, but are three-storeyed.

Seewlar Architecture—Secular buildings of our period are unfortunately
not preserved,” but some idea’ of carly palaces can be formed by a
study of their sculptural representations at Amarivati and Nagirjunakonda.
They were imposing structures several storeys high. The types of windows
included the arched one with finial,. the rectangular one and the latticed.
Different kinds of balustrades are shown; pilasters and polygonal pillass
have fine capitals, some on the model of the earlier bell-shaped ones
with kalafa motif at the base. The roof was sometimes shaped after
the hood of a wagon, sometimes after a simple rectangular hut, and
sometimes circular with. a curvilinear top and a single tapering finial.
The second type was probably known as 47 and the third Aitdgira.
Both are known and described in carly literary accounts of palaces.
Terraces and balconies were sometimes open and sometimes canopied,
the latter being known as ralabhi. There were separate entrances and
exits with fine arched soraps decoration, as in the case of the gateways
at Sanchi, ‘which were decorated with fresh garlands on festive' occasions.
These entrances relieved a° boundary wall much in the same way as m
some of our modern high class residential buildings.
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We may also form some idea of the royal pavilions (Textfig. 81)
from the mural paintings at. Ajantd. Moderate in size (vdtimabatah) they were
raised on four cylindrical pillars ( mapi-dapdikd-chatushtaya, as described
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Textfig. 81. Outline drawing of a royal pavilion. From a painting at Ajanti. The
structute corresponds to the description given by Banabhatta in the Kidambar? and the several
terms are explained in the text; the slender posts bear the nppmpr_iate rame mdnidapdikd.

by Bana), decorated with golden festoons ( kamakasrinikbald-niyamita ), and
from their roof was pendant a clustered string of big peatls ( avalambita-sthila-
muktikalipaks ).® Under the canopy was placed the royal seat (paryaikiki ),
a foot-stool and other furniture. This formed the royal seat in private
ot public audience hall (dsthina-mapdpa ), which was tastefully decorated.1®
Literary evidence further shows that the palace apartments wete usually
decorated with paintings ; not only palaces but even the houses of rich
 citizens were furnished with separate picture galleries (¢bitrasadma ) and
. concert halls ( sasgitadala )1 :
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P. Brown, Indian Architecinre, Buddbist and Hindw (1st edn.), p. 54.
‘Vishnorivasyinavadhiraniyamidriktatyiripamiyattayd va’ | Raghweasids XIIL. 5.

See my article “Lalita Kald,” Mdrg, vol. IV, No. 2, pp. 9-10, figs. 13-14.
The next stage is seen in high plinths of about the same size but organised
with better sense of architectural mouldings combined with a triple basement of
heavy stone blocks and surmounted by five courses
(pasichathara) of gafathara, afvathara, sigibatbara, morathora
and Jfasisathara. At times their number and order
was subject to variation at the will of the sculptors.
The number of mouldings was made still more elaborate
by introducing the forms of jadyaksmbha (pots full of
water), £alafz (a pot of elongated shape), kapi (conical
moulding), anfarapatra (a short vertical moulding to
scparate bigger mouldings), etc. This plinth was made
of solid stone going all around a big platform and
in a Hindu temple formed a very impressive archi-
tectural portion. The highest culmination of this was
reached in the Chandela temples at Khajusiho. Earlier,
a very appropriate cxample unique in its own way
is afforded by the plinth of the Kailisa temple at
Ellora which is twenty-five feet high and its broad
base is occupied with scenes of a primeval forest
in which elephants and lions are locked in trials of
strength and the continuous frieze has also mouldings  Mabapitha showing the
above and below. The details and names of the  ‘Fiye Courses” or
mouldings are given in the medieval Silpa texts. Paichathara.

This remained as the basic form ‘of the fikbara, but in some of the great
temples there was a gradual evolution into five or seven storeys as we find
in. the Lingarija temple of Orissa and in the Khajuriho temples. One
thing happened especially, namecly, an increase in the number of fiklarar on
the several mandapasr as the rafigamadapa (main mandapa), srifye-matdapa (song
and dance hall) and mukbsmagdapa (porch). The one feature was that the
height of the fikkars on the main temple was double that of the fikhars
on the second pavilion or the rafigamepdapa and this was indicated by a
moulding in the centre of high tower where the figure of the lion was
placed in a rampant position. In the South Indian temples the fikkara had
its greatest claboration known as fepuram  and having the basic architectural
form of a vaulted roof with a dome on it. 'The Lopuram was the name
given to the four gateway entrances on the four sides of the main shrine and
their place was in the surrounding wall but a tower on the main temple
also took the form of 3 Zopuram with a  vaulted roof surmounted by a
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cupola of round dome topped by a heavy stone dwalaks and kalafs. The

evolution of the #kbara in the medieval period in the Eastern, Southern,

Western and Central Indian temples followed its own conventions and their

details are recorded in the S$ilpa texts. The last portion of the spire was

the dmwalaka or ribbed flattened top surmounted by a kslsfs topped by a

finial (s24p7) and a banner (dbraja). The idea of a stipi and dbsaja was

accepted both by the Brihmanas and the Jainas for their respective temples.
The temple evolved as the complete form of a deity conceived as a human

being with his various bodily portions in a vertical form from the feet to

the head including the crest. We especially know such parts as the feet

(pids), shanks (jasdghs), legs, waist (kati), stomach (mwcd/ys), breast (aras),

shoulder (skandba), head (fikhars) and crest (fikbd). There are many views

about the symbolism of the Hindu temple, but the one rooted in religious

and mythological aspects is that it is the abode of the deity manifested in

human form. The deity is the prinic symbol and the image is its concrete,

material aspect. Therefore, in all ceremonies of consecration the last one is

that of pragspratishthé or the incarnation of the pripic power in the material

image. Then only it becomes a Deva worthy of receiving worship.

Percy Brown, Indian Architecture (1st edn.), p. 55.

V. 5. Agrawala, “A new Gupta temple at Dard in Malwa,” J.U. P. H. ¥,

vol. XIII (1950), pp. 196-7; Siudies in Indian Art, pp. 226-7.

R. D. Banerji, The Siva Temple at Bbumara (ASI. Memoirs No. 16, Calcutta,

1924); also his, The Age of the Imperial Guptas, pp. 137-8.

Ibid., pp. 138 ff.

V. 5. Agrawala, “The Gupta temple at Devagarh,” _.Ar# and Thought, pp. 51-4;

Studies in Indian Art, pp. 220-25. The temple was dedicated to Vishou. The

laldta-bimba shows Vishqu seated on Ananta ; the raslikd panels illustrate

Vaishpava legends, etc. The popular name Daéivatira is derived from the

scenes appearing on the plinth and exhibiting Vishou's incarnations, e. g.

Trivikrama, Rima, Krishna, ctc.

P. Brown, Indian Architecture, p. 58.

Tripafichasaptanavabhih é&ikhibhistatprafasyate |

adhah $ikhichaturbhige pratihirau nivefayet [[ 14 |/

$esharh mingalyavihagaih §ri-vrikshaih svastikairghataih |

mithunailh patravallibhih pramathai échopadobhayet [/ 15 [/ Ch. 56.

Cp. H.rshacharita (NS. edn.), p. 5; The Deeds of Harsha, p. 8

A. 5. L, A. R., 1908-09, p. 8.

Cunningham, A. §. R., vol. IX, p. 40.

Cf. the description of a monumental (mabefiklys) Stipa with three terraces

(¢ri-medbi) in the Divydvadina, pp. 243 fi.

Vishpudbarmottara Parapa III. 34, 1-4; also A. K. Coomaraswamy, “Indian

Architectural Terms,” J. of the .American Oriental Seciety, 48 (1928), p. 270,

12
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An earlier reference to numerous edikss worshipped all over the country
occurs in the Mabdbbirata (U1, 190. 65-67); the critical edition from Poona
gives a variant of the name as jiriks, apparently a Sanskritised form of
giggurat with which these buildings seem to have had structural resemblance.
A. §. L, A. R., 1909-10, p. 14, fig. 3.

Cousens, “Ancient brick temples in the Central Provinces,” A. 5. I, 4. R,
1909-10, p. 16, pl. IV (b).

Cf, Coomaraswamy, Hist. of Indian and Indonesian Art, p. 205.

Dirydredana (Cowell’s edn.), pp. 243-44.

Gf. Beal, Buddbist Records of the Western: World (London, 1906), vol. II, pp. 167
fl.; Coomaraswamy, Hist. of Indian and Indonesion Art, p. 82.

Inscriptions on their walls give the names of the donors and the ruling
kings, besides the copper-plates found inside the caves.

It is possible, as suggested by Dr. Coomaraswamy, that the two-storeyed
pillared hall excavated in rock at Uparakot in the Junigadh District, may
have been an underground summar chamber of a palace. It has a bath
attached to it.

Kilidisa mentions it as ‘chatwhstambba-pratishtbita-viting’ (Ragluvanifa XVIL 9).
Bina is more explicit in his description of such a pavilion (Kidambari, P. L.

Vaidya edn., p.9; also ‘chatubstambbomandapiks’, p. 127).

Cf. the description of the audience halls in the Harshacherita and Kidambarl
of emperor Harsha and king Stdraka.

For further evidence on civil architecture in the Gupta period, see mj;' The
Deeds of Harsha (Varanasi, 1969), Appendix I, and Chafarbbipi (Bombay, 1960), pp.

. 171-76.
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PAINTING

No description of Gupta att can be complete without a reference to
the highly developed art of painting. The literature of this period tells
us that the art of painting was an accomplishment which every man
and woman of culture désired to attian, Kailidasa and Bana often make
use of similes drawn from technical terms used in painting. Thus while
describing Pirvati’s first bloom of maidenhood the poet observes that
she looked like a painting on which the final outline had been drawn
(snmiilitan: tillikayeva chitram, Kumdrasambbava 1. 32). In Sanskrit dramas and
romances portrait painting had become almost a convention and many lovers
were united through the medium of portraits, It seems that even the kings,
though very busy in the affairs of state, could spare time to cultivate
this graceful art. Duhshyanta is shown painting the portrait of Sakuntala
in separation on a board (Sak, Act VI). The princes received their
training in drawing and painting as part of a general scheme of educa-
tion. :

The Gupta age was also marked by the preparation of technical
texts on art, architecture and painting. The Vishpudbarmottara Puripa
devotes a special section to painting (Part III, chs. 36-43, Chitrasitra).
The text gives us the interrelation between painting, dancing and music,
the common point of which is rhythm, and then detailed instructions
as regards sucface preparation in fresco painting, -different kinds of
colours and methods to employ them, Then follow sections on the
technique -of stippling and the rudiments of shading. Points of special
aesthetic interest are also emphasised. Thus the beauty of line is said
to be the special point of appreciation by the master artists; the connoi-
ssears take delight in stippling and the rudiments of shading; colouring
is not of such great importance. The aesthetic ideal of pictorial art in
this period has been expressed by YaSodhara, the commentator of Vitsya-
yana’s Kdmasiitra, in the following couplet :—

Ripabhedah pramdndni bhavam livanyayojanam | ;
Sadriéyarn  varnikabhangah -shadete chitramaggakam [/



02 GUPTA ART

The appraisal of forms, correct proportion, maintaining of proper
aesthetic interest, the beauty of touches, realism, and the proper use
of colours, these are the constituents of the pictorial art, The truth
of this dictum is borne out by the art of Ajantd, whichis a living testi-
mony to India’s great pictorial conventions.

The celebrated examples of Gupta painting are preserved in the wall
frescoes of the Ajanti caves, the Bagh caves in Milwi, and the rock-cut
chambers at Sigiriya in Ceylon.

The caves at Ajantd, twenty-nine in number, are excavated in the
face of an almost perpendicular scarp of rock about 250 feet high, sweep-
ing round in a semi-circular curve. Caves Nos. 9, 10, 19, 26 are Chaitya-
halls and the rest are Vihdras or monastic residences. Originally the majority
of the caves were embellished with paintings but now only in six of
them, Nos. 1, 2, 9, 10, 16, 17, paintings have survived. Caves 9 and 10
show the earliest specimens of Indian painting (c. 1st century B. C.)
after which for about 300 years there is a gap in our evidence. Accord-
ing to Tardndtha there was a revival of the arts of sculpture and pain-
ting about the Gupta period under the artist Bimbasira whose works
were specially wonderful and equal in merit to those of the “gods”.
This was styled the Madhyade$a school.102

On the technical side the surface of these paintings was prepared
in avery simple way. Pulverised rock, cowdung, earth, and chaff were
mixed and the resultant composition was thoroughly pressed on the
rather porous surface of the volcanic trap-rock. The surface was then
levelled with a trowel and after it was dried the drawings in bold out-
line were directly done by the artists in red ochre (dhdturdga-dlekbana ).
The colours were very simple. Red ochre, yellow ochre, indigo, lapis
lazuli ( rdfdvarta, rdjavarda), lamp black and chalk were used very effect-
tively. There was no attempt at modelling though at times shading
was done by dotting and cross-lines. High-light at times was added on
the ornaments or nose to give them prominence. The artist at Ajanti
did not bother himself with the detailed representation of the architec-
ture and whatever architectural details have been introduced were with
a view to enhance the effectiveness of the composition.

In the sylvan retreat of the Vighori where nature reigns supreme
the great artists drew their inspiration. Nature to the Indian artist has
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appealed not as a turbulent force, but in her gentler aspects. The flower-
ing trees, quietly flowing strcamlets and the roaming denizens of the
forest have received unqualified appreciation from him. The elephants,
deer, monkeys and the mean hare are represented with utmost sympathy.
In drawing the fighting and charging bulls the artists of Ajantd and Bagh
have no equal. To the Indian mind the animals are part and parcel
of that pattern of creation which the artist, the philosopher and the
intclligent citizen, all alike learnt to understand sympathetically.

A broad and comprehensive outlook on life inspired the painters
to greet the whole world as part of their repertoire. In the words of
Banabhatta, the wall paintings ( chitrabbittih) made manifest as it were the -
whole universe — darfita-vifvaripi®®—an epithet that conveys most appro-
priately the comment of a contemporary critic on the universal nature
of that art. “On the hundred walls and pillars of these rock-carved
temples a vast drama moves before our eyes, a drama played by princes
and sages and heroes, by men and women of every condition, against
marvellously vatied scene, among forests and gardens, in courts and
cities, on wide plains and in deep jungles; while above, the messengers
of heaven move swiftly across the sky. From all these emanates a great
joy in the surpassing radiance of the face of the wortld, in the physical
nobility of men and women, in the strength and grace of animals and
the loveliness and purity of birds and flowers; and woven into this fabric
of material beauty we see the ordered pattern of the spiritual realities
of the universe. It is this perfect combination of material and spiritual
energy which marks the great periods of art.” (Rothenstein) This spi-
rit of universal composition —#ribbuana-samipuijara as it is termed by
Bina in the Kadambari\® was the key-note of the success of the great
masters of Ajanti.

The subjects of the paintings are threefold, relating to decoration,
portraiture and narration. The decorative designs include patterns and
scrolls (patravali), figures of animals, flowers and trecs. Their variety
according to Griffiths is infinite, carried into smallest details so that re-
petition is very rare. Graccful figures of fabulous creatures and mytho-
logical beings, such as Suparnas (with a human bust joined to the body
of a bird), Garudas, Yakshas, Gandharvas, Apsarases, have been used
to fill spaces.1%® :
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Of the portraits the central figures are those of the various Buddhas
and Bodhisattvas. Incidents from the life of Gautama Buddha are freely
painted. The most beautiful of the paintings are those which treat of
the legends relating to the earthly life of the Buddha— vigorous and exu-
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Textfig. 82. Shrine doorway of Cave 2, Ajanti.

berant, natural and aspiring towards an ideal. The great Bodhisattva
Padmapini AvalokiteSvara in Cave I shows the highest attainment in
the way of figure painting (Il 69). We may recognise it as the very
acme of Asiatic pictorial art. The narrative scenes are mostly from the
Jatakas, e. g., the Viévantara, Shaddanta, Sibi Jataka, ctc.
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The paintings in Cave 16 date from about 500 A. D. and are slightly
earlier than those in Cave 17. The scenc known as the ‘Dying Princess’
in Cave 16 has received unstinted praise from Griffiths, “For pathos and
sentiment and the unmistaken way of telling its story this picture, I
consider, cannot be surpassed in the history of art. The Florentine could
have put better drawing and the Venetian better colour but necither
could have thrown greater expression into it.,”’1% In Cave 17 we
find a considerable amount of work of the narrative style still preserved
and the cave has been called literally a picture gallery illustrating some
of the most engrossing episodes in the birth, life and death of the
Buddha. The att is more graphic and less ideal. Mr. Havell gives the
mead of praise to the charming Mother and Child group in Cave 17
which he considers as the most attractive specimen of Ajantd art. The scenes
of a hunt of lions and black buck and of a hunt of clephants in Cave
17 are considered to be exceptionally fine work. According to Mrs. Herrin-
gham these pictures arc composed in a light and shade scheme which
can scarcely be paralleled in Italy before the seventeenth century and the
whole posing and grouping is curiously natural and modern.

The paintings of Caves 1 and 2 (Textfig. 82) are the latest of the
series which may be dated to about the early seventh century. The special
merit of individual figures in Cave 2 consists in clever drawing which
shows the artist to have apparently gone out of his way to invent speci-
ally difficult poses. The woman standing with her left leg bent up and
the swinging figure of lady Irandati are very pleasing. A large picture
in Cave 1shows the Indian king Pulake§in II receiving an embassy from
the Persian king Khusra Parvez (Skt. Susrava Paravijayi). This event must
have taken place between A. D. 626 and 628. Several drinking groups
in Cave 1 show connection with the great embassy picture. These seem
to illustrate Khusrii and his queen Shirin drinking together. The faces,
the drapery and other articles are clearly of Persian influence.

The paintings at Bagh1? in Malwd represent only an extension
of the Ajanti school and in wvariety of design, vigorous ~execution
and decorative quality seem to have ranked as high as those at Ajantd
(see TIl. 70). The majority of them are of a secular nature. In two of
the groups the subject is extremely gay, illustrating the performance
of the hallisaka dance, a musical drama acted by a troupe of women
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led by a man. They ate claborately dressed, singing and dancing with
considerable freedom (Textfig. 83).

The art of Ajanta and Bagh shows the Madhyadesa school of
painting at its best. The assurance and ‘delicacy of lines, the brilliancy
of colours and the richness of expression informed with a feeling of
buoyant and pulsating life, have rendered this art supreme for all times.

Textfig. 83. The hallisaka dance circle. Painting
on facace of Caves 4-5 at Bigh.

It captured in itself the best traditions of the art renaissance at home and
set up traditions which travelled to far off countries, such as Central
Asia, China, Korea, Japan and Burma. It became the cosmopolitan att
of the Buddhist world and seems to have gone with Buddhism where-
ever it went. The discovery of frescoes in Central Asia, in Khotan,
at Turfan, at Tunhuang have only served to focus greater attention on
the frescoes of Ajanti, The frescoes at Bimiyin in Afghanistan of which
the earliest specimens go back to the fifth or sixth century A.D. exhibit
a strange medley of Indian, Iranian and Chinese influences. Similacly mural
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paintings of predominantly Indian type recalling Gupta and Pila models were
found in the Buddhist monastery at Fondukistan, east of Bimiyan. Aurel
Stein discovered Buddhist wall-paintings from a number of sites in Central
Asia—Miran, Dandan Uilig, Niya, etc.—in which Indian influences had mingled
with those from China, Iran and the Classical world. The task of repro-
ducing, identifying, interpreting and lastly assimilating the paintings with
all their rich cultural contents is fraught with great significance for India’s
newly awakened national self. As in the past so also in future the in-
spiration of this great art may serve as the fountain-head for new cultural
movements.

102.

103.
104.

105.

106.

107.

Tarinitha also refers to the Western school of painting with Sarigadhara
as the principal artist born in the reign of Siliditya Guhila; this was the
precursor of the Jaina and the Rijasthini painting. With the rise of the
Apabhrarhéa language under the Gurjara-Pratihira empire this school also
seems to have attained a dominant position. Tarinitha's Eastern school was
the Pila school of Virendra inspired by the artists Dhimn and his son
Bitapila, under the Pila rulers Dharmapila and Devapila (9th century).

Kadambari, sec. 44,
Kidambari, sec.191 : ‘chitrakarmachhalenivalokanakutiihalasamhpufijitena tribhuvanena’.

Also  refer for this literary motif, in Kadembari, sec. 85 : ichitralekha-
dargitavichitrasakalatribhuvanikiram’); Daodl’s Asenfisund ri (Trivandrum, 1954) :
‘jagattrayilekhyavichitriéchitrabhittayal’; Visbmadlarmottara Purdga (III. 35.5): ‘chitre
trailokydnukritih smritd’.
CE. Kidambari (sec. 44) describing the painted halls of Ujjayini—‘surisuragan-
dharvavidyidharoragidhyisitibhischitrasilibhiralarnkeiti.’
Quoted by Smith in his Hist. of Fine Arts in India and Ceylon, p. 286.
The Bagh Caves, pls. XVI-XVIIL, and A-I.
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GENERAL ESTIMATE

The characteristic features of the Gupta art are refinement, natural-
ness, simplicity of expression and a dominant spiritual purpose, which
ensemble have given it an unchallanged greatness for all times. In the
first place this art is marked by refinement and restraint which are
the signs of a highly developed cultural taste and aesthetic enjoyment.
The artist no longer relies on volume to give the impression of grand-
iose forms, but focusses his attention on elegance which is not lost
in the exuberance of ornaments. The keynote of his art is restraint which
eschews heaviness. The truth is at once apparent if we compare the
standing life-size figure of the Gupta Buddha of Ya$adinna with the
colossal standing Bodhisattva in the Sirnith Museum, both from Mathurd
in red sandstone. The exuberance and whirlpool movement of Amarivati
marbles yielded place to an aesthetic sobriety in the treatment of the dra-
pery, ornaments and other elements of decoration. The transpatent dra-
pery revealing the nudity of feminine form in the Kushina period now
serves a more edifying purpose, viz, to enhance the loveliness of the—
‘modulating lines of the figure. The ponderous ornaments on Kushina
figures enhance the effect of volume, but betray styles in primitive
fashion, whereas the purpose of the Gupta ornaments by their lightness
and delicate workmanship is to impart a graceful touch to the body
which is so restful to the eyes. Whatever emerges from the hands of
the Gupta artist appears perfectly natural, there is no place for over-
elaboration. It is not the product of a craftman’s mechanical skill but
the result of the discriminating taste of a true artist who is conscious of
his work and is master of his technique. For the first time we could
pethaps rightly say that art had been elevated to the status of fine att,
and it is possiblein the words of Kiliddsa to designatethe creations of
the Gupta art by the term ‘Lalita-kald® (Raghu., VIIL 67).

Another characteristic. of Gupta art is the concept of Beauty for
which we have the very appropriate term ‘Ripam’, used again by the
same great poet. Beauty of the male and female forms springing from
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the culture of mind and body, is the craving of the Gupta citizen.
Every one seems to have been under the influence of a grand movement
to live in and to wotk for the loveliness of human body, and the
fashions and fancies of that age bespeak a highly
sophisticated sense for personal decoration. The
gorgeous wigs, the curls arranged in the sytle
of a peacock’s feathers and the extremely charm-
ing style of honey-comb coiffure bear testimony to
the extremely developed art of hair dressing.
These coiffures have been freely represented in
sculptures and paintings, and we can still visualise
many a lovely fashion in hair dressing preserved
: - to our own times in the paintings of Ajanta. The
Textfig. 84. From black masses of hair beautified with white flowers
a painting. Cave I.  and fastened with spotless wreaths (e. g. Textfig. 84)
Ajanti. still retain their power to thrill and excite,

The men and women in this art-loving age applied themselves
to the worship of the beautiful form in many ways. Aesthetic culture,
however, did not weaken the strong structure and stamina of life or
bedim its supreme objective by giving up to a riotous worship of the
senses, - Art was worshipped in order to engender an elevating and
ennobling influence on life. Its aim was to deepen the consciousness
of the soul and awaken it to a new sense of spiritual joy and nobility.
Kiliddsa, as the supreme genius and poet of this age has expressed this
attitude of life to beauty in a concise siitra which is addressed to
Pirvati, the very embodiment of personal charm, by Siva before the
two are married : “O fair damsel | the popular saying that beauty
does not signify sin is full of unexceptionable truth 108

The path of Beauty is the path of Virtue : this appears. be to the guid-
ing impulse of life in the Gupta age. To create lovely forms and har-
ness them to the needs of higher life, this golden harmony made Gupta
art a thing of such perpetual and deep attraction.

This leads us to the third distinguishing feature of Gupta art, namely
its profound religious and spiritual appeal, its basic inspiration from a higher
source investing it not only with great charm but also with universal and last-
ing significance. .
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The epic of the Buddh’s life which the master artists painted on
a colossal scale in the caves at Ajanti has become for all times the
standing commentary on the grand ordered patterns of good and evil
manifesting themselves in each individual’s life and governing also the
whole world. The painted forms of gods and sages, of kings and
councillors, of queens and attendants, embellished with personal charm
and majesty, present to the eye the choicest expressions which spiritual
reality can assume in stepping down from the divine to the human
plane. It seems as if art subscribed to the ideal of _Anuttarajidnavapti
so often declared as life’s supreme goal in the written records of the
age. Religion did not impede the free development of art which retained
throughout its aesthetic and secular appeal. We find in the narrative
paintings of Ajantd charming and delicate scenes from contemporary life
inserted freely. Scenes of home and palace life depicting toilet and
sports, festivities and processions have converted these paintings into a
record of permanent value and beauty.

Another distinguishing feature of Gupta art is its simplicity of style,
a felicity of expression by which great ideas take a concrete form in a
natural and easy manner. The formal expression and the subjects of art
were blended in a characteristic harmony. The outer form and the inner
meaning are knit together like body and mind. In the words of Kali-
dasa this fusion of the inner and the outer patterns was like the coales-
cence of Thought and Speech, natural and perfect as the union of
Pirvati and Parameévara in the ideal form of Ardhaniri$vara. The
concise formula of * knit like Word and Sense ” ( VVdgarthaviva sampriktan )
represents the ideal of harmony and synthesis achieved in this period in
many spheres of thought and life, and not the least in the domain of art.

The ideal of Gupta culture was harmony and synthesis. The house-
holder’s path of sensuous life and that of the recluse in rising above
the senses to obtain a consciousness of the Divine were both honoured
and the same found expression in the formula Bhukti-mukti-prads, 10
i. e. a way of life that is “true to the kindred points of heaven and
home.” Active partticipation in the affairs of the world and a zelease
from their tension to acquire the serene repose of higher bliss, both
were cultivated with an equal zest in the different stages of life. This
attitude so widgly reflected in literature and religion exercised a very
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wholesome effect in the realmof art. On the one hand it invokes be-
auty with all its perfection of physical form and ornamental and decora-
tive make-up, and, on the other, art pays full homage to the ideal of
spiritual realisation as seen in the figures of Siva, Vishqu, Buddha,
Bodhisattva, etc. All are representatives of the invisible divine principle
which confers infinite richness, peace and bliss on human beings and
is the only essential reality worth striving for to escape from the ups
and downs of life. There is no doubt a perpetual session of beauty
portrayed in the art of Gupta inspiration, but all that is dedicated to
the spiritual ideal which is everywhere dominant. Art, dance, drama,
music, literature—all are aspects of the goddess Sarasvati, and should be de-
signed to lift the mind to higher planes of consciousness where the in-
dividual merges itself into the pure realm of the Universal. This divine
symbol is cast in the concrete form of the Gupta image enshrined in
temples which was the ecternal light approached within the interior of
the garbbagribas or the human hearts. Serenity, repose, calmness, joy,
unruffled fixity of the mind, control over the objects of senses, perfect
knowledge, compassion, discrimination and wisdom—these are some of
the great principles of life and character which the divine images
make manifest in the abiding charm of their visages which once seen can
never be forgotten. Hundreds of such images and paintings are ex-
tant to proclaim firstly the aesthetic perfection and secondly the attain-
ment of the highest spiritual vision for which art was dedicated.

The depth and purpose of Gupta art can be perceived in the re-
ligious and philosophical literature of the age, specially the Purdnas,
Paficharitra Sarmhitds, Saiva Agamas, Sanskrit-Buddhist texts and the
Jaina Agamic commentaries. That task remains to be done, viz.,, the
correct understanding of the ideals and symbolism of Gupta art in the
light of contemporaneous statement. Art was not a fleeting stimulation
but a perfect dedication to the ideal of life in which best of human action
and thought are in harmony.

Gupta style earned the status of a truly national art evolved as the
result of a synthesis perfected during centuries. It is the strength and
the dominant position of this art at home that was the real secret of
its inspiring vitality abroad. The honourable position which the Gupta
att occupied in India infused it with such power and prestige as enabled
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it to mould the art traditions of the rest of Asia. Transplanted in new
environs beyond the borders of India with its inherent vigour and rich-
ness of contents this art brought into being the culture empire of
Greater India whose immortal glories have been unearthed from the water-
less deserts of Central Asia and the islands of the East. The convention
of fresco painting especially found a congenial home towards Central
Asia and China, and was received with enthusiasm by many foreign races which
had come under the influence of Buddhism and which looked for ins-
piration to India in the matter of culture, religion and literature.

108. “Yaduchyate Pirvati pipavrittaye na ripam ityavyabhichari tadvachah’ | Kumérg-
sambbava V. 36.

109. Cf. Brabma Purdpa; 27. 1; Agni Pardga 1.40, 2.4, 5.1, 202. 16, ctc,

//



LIST OF ILLUSTRATIONS

Ii. 1. Part of a lintel showing a happy Janapada view in. the Gupta period.
The party consists of ten female figures engaged in dance and music. Ex-
cept the dancing figure in the foreground all are seated on stuffed round
cushions (masiraks). In the first row the woman:on the left is playing “on
a guitar and that on the right a harp (vips). In. the second row the woman
on the left is blowing a flute (waifi) and that on the right is beating a
little drum placed in her lap. In the Amarakefa (1. 7.5) - reference is found
to three kinds of mridedigas, viz., (1) Adkya, (2) Aliigya and (3) Ordivaka.
The small drum placed in the lap seems to be an Adkya. In the last row
are five female figures. The one on the extreme left is only partly ‘preserved.
The next one is playing on cylindrical tom-toms having tapering ends placed
upright. These appear to be. of the Ordhvaka kind of = mpidssigs. The third
and the fourth figures are ringing cymbals (kdnyasdla). (CE. my The Deeds of
Harsha, p. 91.) The woman on the extreme left is holding ‘a2 lotus flower
(lila-kamala); she appears to be the principal figure who is being entertained.
In the words of Bina the concert represents ‘pind-pepu-miraja-manshara-anta bpura-
sarigitaka’ (Kadambari, sec. 50). The styles -of lair-dressing’ ‘are varied and
gOIgeous. : -

From Pawiyi, part of a big stone lintel, now in Gwilior "‘Muscum.

I/l. 2. Stone panel from the Brihmanical Daédvatira temple at Devagadh. Nanda
and Yafodi are standing in their domestic retreat with four cows in ‘the
background, two seated and two standing. Nanda is holding Balarima ard Yasodd
is holding Krishna in her lap. Yadodi is distinguished by her village costume
consisting of a scarf on the head (sdhni), a long tunic (choli) and a petticoat
(lamhgd).” This panel stands in sitw as part of the original plinth round the
temple.

I/l 3. [Stone panel from the Dasivatira temple at Devagadh; onc of the four
picoé:s still in sifw on the face of the terrace, this being the corner panel on
the south face. The scene.shows Lakshmdna mutilating Strpagakhd’s nose
and ears with his sword in the presence of his brother Rima, seated with Sitd
standing beside him. Sirpagakhi is kneeling down on the ground with her
hair grasped by Lakshmana who brandishes his sword ready to punish her.
The coaventionalised foliage in the background indicates that the scene is laid in
a forest.] ' '

1/ 4. Stone panel from Devagadh temple showing the Sakatalili of Krishna.
In the forcground child Krishoa is lying on a chawki with the upper half
of his body raised a little. With his left foot he is kicking 2 l'ttle cart on
which three jars have toppled over. .In front stands the bewildered mother
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Yafodd with her right hand placed on the chin. The representation of
Krishna episode among Devagadh sculptures was a new discovery by me and
this panel provided the first clue to it.

[’s. 56. Two stone paaels, showing female dancing groups; from the projections

of the plinth, Devagadh temple. In both the groups the principal dancer is
wearing & srasthina trouser (cf. my The Deeds of Harsha, pp. 181-82).

Ill. 7. Standing corpulent male figure on the base of an octagonal shaft from Mathuri,

inscribed with a dated record of Chandragupta II, in Gupta Year 61=A. D.
380. The nude male has been identified as Lakulifa, the last incarnation of
Siva and promulgator of certain austere religious practices known as the
Pdiupata or Mibefrara yoga preached by his pupils, who are referred to in
the epigraph as ‘Mihefvaras’. The finely dressed surface of the top of the
shaft is sculptured with a trident (#rifils).

The figure is two-armed and dwarfish in bodily proportions; the right
hand suspended holds a staff or club and the left is held akimbo with an
indistinct object. The hair oa the head is matted with some curls falling
on shoulders. The upper part of the body is draped, the drapery being
fastened by a baad passing round the middle of the body (vaksha-bandba),
with the ends flowing loose on left as in the case of some Gupta images
in Udayagiri caves. No traces of drapery can at present be made out on
the lower part of the body since the feet arc lost and the figure is other-
wise worn out. The coaspicaous genitals suggest nudity. The forehead is
macked with the vertical eye.

i 8. Ekamukhi Sivalinga (6 ft.x18 in.) distinguished by the one-faced human re-

preseatation of Siva. This style of Sivalinga was one of the special features
of Gupta iconography, see Ills. 10-11. This specimen from the ruins of a
Siva temple at Khoh, in the former Nigod State of Central India, is an
excellent specimen showing the best spiritual traditions of Gupta art. Now
preserved in the Allihibad Municipal Museum.

I/l. 9. Mahinata Siva in the Tindava dance. This fragmentary sculpture of which

I,

oaly the upper portion of the bust is now preserved, is described in detail
in the text, and was first published by me in La/it Kals, No. 9, Fig.5, p. 25. It
is reported to have come from Nichni Kuthiri. Ht. 13 inches and breadth
across the arms 18} inches. In the Collection of Smt. Pupul Jayakar, New Delhi.
10. Ekamukhi Sivalinga from the Uchihari area. The glory of Gupta art is
fully exemplified in this decidedly the best specimen of its class. It is des-
ceibed in the text and was first published by me in La/ir Kal along with
Iil. 9. The height from base to top of the Lifiga is 38 inches and that of the
head 10 inches. Now in the Collection of Smt. Pupul Jayakar.

I 11. Elamukhi Sivalifga, installed in the sanctum of the Gupta temple of

Siva at Bhiimari. R. D. Banerji was the first to publish it ( A. S, I. Mempoirs
No. 16, pl. XV). See my Swudies in Indian Art, p. 229,
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Il 12. The rock-cut Mahivarlha image of colossal size, standing as a powerful
human figure with a boar’s head shown in profile engaged in the act of
uplifting the goddess Earth from the ocean. It iscarved in rock at Udayagiri
near Bhilsi (Vidisi) in the Vidi$i district of Madhya Pradesh. The adjoining
cave has an inscription of the time of Chandragupta II dated in
401-2 A. D. and the Variha sculpture most likely dates from about the same
time. The goddess Prithivi is suspended from the right tusk of the Boar
who supports her on his mighty left arm. The Mahdvariha figure is extremely
well-built and wears a long garland, which in the Gupta period was called
kiflfalkini and consisted of one thousand lotuses ( Desi-Mabdtmya 5.51; Maisya
Parina 247. 50). The god is standing with his left foot on the cosmic ser-
pent Ananta which provided support to all the actors in the drama during
the great upheaval. By his side is the figure of Garuda with an eagle’s head
holding a serpent in his hands. There are four rows of figures in the
background representing gods and sages.

Textfig. 85. Detail from Mahivariha relief showing a royal figure and the personified Ocean.

There are interesting scenes carved on the two sides of the god showing iden-
tical theme of the Descent (arafarapa) of the river-goddesses Gangi and
Yamuni from the heavens and their flowing to the sea. The relief carved
on the left side of Variha is better preserved and is given in Textfig. 6.
This is exactly a picture of Antarvedi or Madhyadeéa, the homeland of the
Gupta empire. The river-goddesses are depicted both in their natural form,
ficst as two mighty streams taking their rise from the heavenly world, shown
here with divine dance and music, and on the earth they again appearin a

14
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human form, i. . Gaagd standing on makers and Yamuni on kachchbapa, both
holding in their right hand Full Vases (pirpa-ghata). This is one of the
happiest representations in Indian art pregnant with so much meaning. The
composition on the right side of the niche is similar to this but the heavens
are represented by the Devas alone, the Apsarases being omitted (see Cunnin-
gham, A. §. R., vol. X, p. 48).

In the widespace below is depicted the primeval ocean (ekdrpara) in
the form of high rippling waves. At one end stands a royal figure, who
may be identified as the emperor Chandragupta himself; at the oppositc end
stands Bhagavin Samudra, Lord of the ocean, shown in human form and facing
the king, both of them worshipping the mighty Variha figure (see Textfig. 85).

I/, 13. Image (ht. 3ft.7in.) of a four-armed Vishou. The four arms parted from the
elbows, the bifurcating lines being still preserved as well as a part of the
back left hand. The claborate crown is decorated with a crest showing a
lion’s face emitting pearl festoons (sirihdsyodgirpa-manktika-fila). On the front
side of the crown we see an ornament consisting of two alligator-heads set
back to back, which was known as the simanta-makariki (ef. Kidambarl, P. L.
Vaidya edn., sec. 206y The makara-faces hold pearl festoons (jilakabbarapa).
Between the makariki and the simants line is set a jewel inside a deep-cut
foliated scroll. The figure is wearing mdgendra-kewndsl s in the car, a paijayanti
gatland, yafiiiya-suvarga-siira (a double-chain sacred thread), and Reyiras (armlets).
Round the neck is a necklace known as ekdvs/i which consisted of big round
peatls with a central elongated sapphire (2t lamadbyendranila-muktaguya, Meghadiita1.46).
Next to it is a crescent-shaped necklace (chandrabira) having several strings
of smaller peads. The undergarment consists of a creased loin-cloth (Jaighika)
held by a girdle technically known as mefrasifra on account of its similarity
with the cord round a churning-stick (wetra-siitra-nivefa-fobbind adbaravdsasi, Harsha-
charita, NS. edn., p. 72). The middle part of the body is modelled as if turned
on a lathe (famu-pritta-madbya). This image of the great god Vishou reveals
a high quality of art of the Gupta period, the face especially showing deep
meditative serenity. The figure was originally provided with a circular halo,
the lower portion of which is still visible at the back. Dr. Vogel suggested
its identification with a Bodhisattva which must be abandoned. I am indebted
to the late N. G. Majumdar, Superintendent, Indian Museum, who first
drew my attention to it as a Vishqu image while he was on his visit to Mathurid
in 1933. Since then the image has been published by me in the “Coomara-
swamy Volume” of J. L §.0. A, 1937 (p. 125) and elsewhere. -Judging
from its style the figure definitely belongs to the Gupta period and is to
be considered a unique specimen of a Brihmanical image of that age. Unfor-
tunately its find-place is unknown and we cannot be certain  about the
locality of the moiument in which this magnificent sculpture was once enshrined.

Mathuri Museum, No. E. 6 (now in the National Museum).
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1. 14. Image of a Jina of colossal sizc (ht. 4 ft. 7 in.) seated cross-legged

(wtthita-padmisana) in the attitude of meditation (dbydns-mudrd) with both hands
resting in the lap. The lower protion of both arms is broken as is also
the upper portion of the elaborate halo, decorated with concentric bands of
various designs. The nose is broken; the lips and clongated ecars are slightly
injured. The hair is arranged in short schematic curls turned to the right
(dakshipdvarts). There is the frivatsa symbol in the centre of the chest. The
palms of the hands and soles of the feet are marked with the symbol of
the wheel.
From Mathurd, in the Mathuri Museum, No. B. 1.

L. 15. Stone head (ht. 2 ft. 4 in.)) of a Jina image of colossal size. The surface

I,

is pecled off in places. The hair is arranged in schematic curls.
From Mathurd, in the Mathuri Museum, No. B. 61.

16. Stone image of the Buddha, seated in pedmdsana, from Mankuwir (Allihd-
bad Distt.). The image is dated in Gupta Year 129 (=A. D. 44849) in the
reign of the emperor Kumiragupta. The Buddha's head is shaven as in the
Kushina images; this being the only Gupta specimen of this type. But it is
a beautiful figure true to the ideals that inspired the famous scated Buddha
image of Sirnith. Now in the Lucknow ~Museum.

Il 17. Statue (ht. 7ft. 2} in.) of standing Buddha clad in a well-carved upper garment

(sasighdtf) which covers both shoulders. Round the waist we notice the indica-
tion of a girdle which holds up the lower garment visible above the ankles.
The right hand which is broken was raised in the attitude of protection
(abbayamudrd). The left hand holds the hem of the upper garment. The hair, in
agreement with the canon, is arranged in schematic little curls turned to the
right. The . protuberance on the top of the skull (wsyishe), a characteristic
of the Buddhas, is clearly marked. But there is no trace of the mark on the
forehead (#rm7), another sign of Bodhi. The nose and elongated ears are
slightly injured. The head is adorned with a magnificently carved halo,
circular in shape (diameter 3'), consisting of concentric, decorative bands of vari-
ous designs.

The halo originally possessed a colour scheme which is only partially preser-
ved. The.central medallion in the form of a full-blown sixteen-petalled lotus
had the smaller scpals coloured. The first band coatains a garland held above
and below by two addorsed a'ligator-heads, a makariki ornament which was
also coloured. The next band coasisted of small rosettes painted in the centre.
The third band was divided into six parts each scparated by a lotus rosette
and containing a conventionalised peacock or Garuda figure holding grape
vine in its beak. Only the crest feathers of the Garuda and the vine creeper
were painted. The last band was occupied by a garland interwoven with
small rosettes which were painted. This was encircled by a2 beaded border
and a segmented narrow fringe both of which do not show any traces of
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paint. Although the colour has now become faint it supplies evidence to
show that the claborate halo in the images of the Guptaperiod was beauti-
fied by being tastefully painted.

At the feet of the statue we find two kneeling figurines, partly broken,
which represent a couple of human worshippers, presumably the donors of
the sculpture. The right one with ekdssiks drapery appears to have been
a monk, probably Yafadinna himself. On the front of the base a Sanskrit
inscription is cut, consisting of two lines in Gupta character of the fifth
century :—

(i) Deyadbarme®  yam  Sakya-bbiksho (r*) Yafadinnasya. Yadatra pamyatic tadbbavatn md-
(ii) ta-pitiro dchdryopaddlyd (diyd) yandrs cha sarva-salvd (#10d)-muttara-jAdna(nd)-vaptdye.
“This is the pious gift of the Buddhist monk YaSadinna. Whatsoever merit
[there is] in this [gift], let it be for the attainment of supreme knowledge
of [his] parents, teachers and preceptors and of all sentient beings.”

The sculpture was found from the Jamilpur (or Jail) Mound, at Mathuri.
Mathurd Museum, No. A, 5.

18. Upper portion detail of the Buddha statue with richly embellished lotus-halo.
The image is almost identical in detail to ]ll. 17. For the full figure (ht.
7 fr. 2in.) see J. Ph. Vogel, La Sculpture de Matbura, pl. XXXI, fig. c. Of red
sandstone, from Mathurd ; now in the Indian Museum, Calcutta.

19. Colossal stone head (ht. 1 ft. 8 in.) of Buddha. From Mathurd. Gupta Period.
MNow in the Mathurd Muscum, No. 49.3510.

20. Buddha image (ht. 2 ft. 4} in.) of the Sirnith school of Gupta sculp-
ture shown in the attitude of preaching (V3ikbyina-mudrd, or Dharma-chakra-
pravartana-mudrd), seated in padmdsama on a  chauki with a high back. The
elaborate hilo is carved with a pair of celestial figures and conveationalised
floral scroll-work of exquisite workmanship. The two makara heads in the
corners between the halo and the back of the seat make up the makarikd
design, and the two rampant leogryphs form the Vydlaka-forapa design. The
figure seems to have been once installed in the Gandhakufi temple at Sarnith.

In the Sdrnith Museum.

21, Over life-size Buddha image in copper found at Sultinganj near Bhigalpur,
Bihie. Gracefully standing with right hand in abbgyamsdrd and wearing trans-
parent drapery. This is one of the finest examples of the art of metal-casting
as practised by the Gupta artists.

Now in the Birmingham Art Gallery.

22. Standing figure of four-faced Brahmi, found from Mirpur Khis, Sindh. Now
in the Karichi Maseum. Ht. 3ft. 7in. Itis of gi't bronze inlaid with copper,
and is a remarkably good specimen of the art of metal-casting in this
period.

23. A marble image of Sirya with his two attendants, seated on 2 chariot drawn
by two horses. The full-boots, the round apron-like tunic and the general
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decoration point to the image being carved under Sassanian influence. J. Hackin
found it from the Sun temple at Khair Khineh, about 16 miles north-west
of Kabul in 1934. (Sece Recherches Archiol-gique au Col de Khair Kbaneh, and also
J. of the Greater India Society, vol. I, pp. 23-35.)

Iils. 24.25. Two views of a female stone head (bt. 1 1t.) with hair done in a high top-
knot adogned with a heavy garland of flowers. The simanfs portion in front is also
decorated with an ornament similar to kefoki-patra. The discular earrings are of
the clakri-faliki type. Belonging to a beautiful image of the Gupta period.

From Mathuri. Now in the Mathurd Museum, No. 261.

Ills. 26-27. Stone head of a life-size female figure, with elaborate head-dress and a large
earring on the proper right side.

From Chimundi-Math at Azampur Sarii three milles from Mathud on the
road to Delbi. Gupta period. Ht. 1 ft. 2 in. Now in the Mathurd Muscum,
No. F. 33.

Llls. 28-29. Stone head of a female figure wearing ear-pendants ard a high rolled up cylind-
rical turban. The lips are thin, nose poirted and eyes big. The features and head-
dress suggest foreign etbnic features, probably Iranian.

From a Matha in Mathurd City. Gupta period. Ht. 1 ft. 3 in. Now in
the Mathurd Museum, No. 1614

Il 30. Terracotta plaque (15 in. X 9.7 ia.) from Ragg Mahal, showing three-faced
Siva seated on the Kailisa with Parvati on his left. This Umi-Maheévara group -
comprises an important document of the Paéupata sect. Siva has three faces
in the plaque, but actually he is five-headed, of which two are missing in
a frontal view. These heads symbolised the five elements, viz., Sky, Air, Fire,
Water and Eacth, of which full explanation is given in the Purinas, and
their names were as follows : 1. Sadyojita—Earth, so called as it is the
youngest of the eclements; 2. Vimadeva—Water, so called as it represents the
mother principle symbolised by water; 3. Aghora—Fire, in its peaceful aspect,
the opposite of which was called Ghora or the Terrible One ; 4. Tat-
purusha—Air, so called as it was the symbol par exvellesce of the Purusha
or Life-principle; 5. lsina, Sky, so called as it was the subtlest of all the five
elements, having the same nature as the Divine Being or lia.

In the plaque the central face with the third eye in the forehead and a
topknot of hair represeats the Sadyojita head, that on the proper right the
Vimadeva or the beautiful female head, and the onc on the proper left the
Aghora head of fire, which is of terrific aspect and generally so represented
in sculptures. The two figutes at the back of S$iva both floating in the
sky, represent a pair of Vidyadharas showering flowers on the deity. The
lower one seems to have been a male figure and the upper one a female
in a sprawling position. &iva is seated cross-legged with drdiva-refas feature,
as common in the figures of Lakuliéa inspiration, and below him is the couchant
Nandi bull. On Siva’s left is the blissful figure of divine Pirvati seated with
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stretched legs and wearing a loag heavily folded skirt. Her bust is covered by
a half-sleeved bodice (kdrpdsaki). The pair of devotees is shown on the two
sides b:low, seated with flexed legs, the male oa Siva's right and the female
o1 Parvati’s left, cach distinguished by his or her typical dress and ornaments.
The male figure has a short bushy beard.

Now in the Bikiner Museum, No. 228.

Il 31. ‘Terracotta showing Mahishisuramardini. From Kailibanga.
Now in the Bikiner Museum.

I//. 32—Terracotta plaque (14.5 in.x 8.5 in.) showing Ajaikapida. It is rather unique
in the whole range of Indian iconography, showing a goat-headed * two-
armed figure of the god Aja-Ekapida, weating a yagjfisparite, the lower portion
of his bady being in the form of an elephant’s leg. His Brihmanical character
is unmistakably indicated by the broad band of the scarf with a wavy pattern
thrown from the left shoilder on the front portion of the body. This kind
of scacf represented yujfparita in Gupta iconography. The right hand is broken,
but the left one holds a leafy bowl of fruits or sweet balls. There is a clear
sign of a /lifga on the lower portion of the body. The idea of ekapids
or one foot is depicted in the form of the massive elephant foot which
balances the rather heavy upper portion. ;

From Raiga Mahal, now in the Bikiner Museum, No. 324.

I/ 33. Terracotta plaque (13.2in. x 7in.) from Stratgadh, showing a two-
armed male figure in standing posture. There is a halo round the head;
the circular rim with knobs all round and the inner portion is filled with
a series of conical ribs or spokes. The whole appears to depict a chakra,
and this feature scems to indicate that he is Chakra-purusha. The iconographic
form of Chakra-Purusha as given in the _Abirbudinya Sambita, Pafcharitra
Apgama text, is that of a normal human being (manushya-ripa-sasisthina, Abir. 5.,
p. 439), having two arms (dvibluja), but also eight (ashfabiuja), -sixteen or
thirtytwo arms (ibid., p. 440). In the present figure the number of arms is two only.

From Sitratgadh, now in the Bikiner Museum, No. 232.

I/l. 34. Termacotta plaque found at Mathuri from the bed of the river Yamund
in 1938, now deposited in the Mathuri Musecum (No. 2795). This plaque re-
presents a scene showing a woman pulling a scarf drawn round the neck
of a male figure who on the basis of his quaint cap may be identified as
a jester (Vidishaka). It was one of the palace amusements (antabparikd-vinoda)
in which the inmates of the harem took part together with such -male
attendants as the jestzr, old chamberlain (eriddba-kafchulks) and the dwarfs,
etc. A referenge to this pastime is found in Bina's Kidambari in the descrip-
tion of the palace festivities at the time of the birth of prince Chandripida.
The panel has been fully described by me in a paper entitled “A Palace-
amusement Scene on & terracotta -panel from Mathued” (J. of #he Indian Seciety
of Oriental Art, 1942, vol. X, pp. 69-73).
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35. Fragmentary terracotta plaque from Kumrihir, Patnd, showing the figure
of a rake (vits) with his characteristic challenging look and vigorous expression.
The description of a Vita given by Kshemendra (Defopadesa 5.16) tallies with
the twisted up moustaches (kinwhichchibukalmasru-veshtana) and upright hair on
the head (udadcbitakacha) of the figure. It was found from the Kumrihir
excavations conducted by A. S. Altekar.

36. Terracotta plaque from Rijghat showing a lady scated on a swing under
an Adoka tree (afoka-dold). The swinging lady is very similar to the figure
of the lady Irandati in the Ajanti paintings.

37. Fragmentary terracotta showing lower portion of a four-armed Vishnu, with two
side emblems of Chakra and Gada. '

From Rijghdt. Now in the Central Asian Antiquities Museum, New Delhi.

38. Terracotta figurine showing a standing lad wearing few ornaments and enjoying
some eatable which he holds in his hand, -From Rijghit. 5th cect. A.D. !
30. Terracotta female head from Rijghit with hair acranged in spiral curls
known as alakdali style. The alaka co'ffure is shown in the form of frizzled
locks arranged on two sides of the central kefgeifthf or parting. Women. in the
Gupta period had a pacticular fondness for this fashion of hair as Kilidisa
very often describes alaka to be the mack of a beautiful face. In Raghuwaniia
VIIL 53, he speaks of the alaks hair of Indumati as being valibbrita, 1. e.,
frizzled or twisted in short spirals. The afaks hair is explained as ehdrpa-
kuntals showing that the female toilet experts or Prasidhiki women employed
sceated paste and powder in order to secure the effect of spiral twisting.
In the description of Yakshini living in' separation from her husband, the poet
styled her hair as Jombdlaka (Meghadiita 1. 21), or hair loosely falling on
her shoulders, implying' thereby that the devoted wife had denied to herself
the luxury of toilet. He repeats the same in Meghadiita 1. 28, in speaking

of the alaka hair falling on the cheeks.

40. Terracotta head from Rajghdt showing a style of coiffure in which the
right side shows matted locks and the left half shows spiral curls (alakdna/i).
It may be regarded as a head of the Pirvati-Paramesvara type combining the
male and female forms of the deity.

41. Terracotta from Rajghit representing a singularly majestic head of Siva
(5 in. high) showing prominently the crescent, vertical eye and matted locks.
This belongs to the best teaditions of Gupta Siva-lingas from Uchihara and
Khoh.

42. Terracotta male head from Rajghit showing the Chlafrikira haic style
which crowns - the head as a semi-circular parasol with locks arranged like
eibs close to ecach other, all radiating from a top-knot (fikhends). On the
two sides the spiral locks (sfakdvali) descend in three receding horizontal tiers.
43. Terracotta female head from Rajghit showing hair arranged in sweeping
curls like peacock’s feathers on either side of the central parting, a specimen
of the barba-bhara style of coiffure.
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44. Terracotta head of Siva with a mass of matted locks tied in a prominent
and graccful top-knot. Found from -the Ahichchhatri terraced brick temple
of Siva. Now in the National Museum, New Delhi,

45. Terracotta head of Parvati from Ahichchhatri with the vertical third
eye and crescent mark on the forehead. Her hair is beautifully arranged in
spiral locks (alakd»s’7), with braid fastened by a  garland (dbammills) and
adorned by a floral boss (chamdraks); round earring with mestiks mark on it.
This and the preceding head are two of the most charming specimens of
Ahichchhatri clay-figurines in the Gupta period, and most likely formed part
of the decoration on the intermediate terrace of the lofty Siva temple at
Ahichchhated, which seems to have been inspired by the PaSupata Saiva teachers
who made Ahichchhatri their centre of activity in the Padichila region. Now
in the National Museum, New . Delhi.

46. A group of Rijghdt clay-figurines, showing Gupta heads with several
styles of coiffure. :

47. Close-up of the bust (partly repaired) of a lifesize image of Yamuni,
originally installed in a niche on onc side of the main steps leading to the
upper terrace of the Siva temple at Ahichchhatrdi. Now in the National
Museum, New Delhi.

48. Stucco figure (roughly 2 ft. in ht.) of a standing Nigini from the Maniyir
Math at Rijgir (Rijagriha), It was fixed on the base of a circular structure of
the Gupta period at this site which is now mostly destroyed,

49. Gupta Siva Temple at Darid (also known as Mukundard), near Kotd,
Milwi.

50.  Carved ceiling of the Darrdi temple.

51. Buddhist shrine at Sdnchi of early Gupta period, showing a sanctum
or cella approached by a pillared proch (mapdapa).

52. Dadivatira temple at Devagadh. Built on a raised terrace. The dilapida-
ted core of its pyramidal tower and the arrangement of wall-niches with
large sculptured panels can be noted.

53. Doorframe of the DaSivatira temple at Devagadh. There are several bands
depicting figures of Dvirapila, Mithuna, foliated creepers, Gangdi and Yamuni,
and a row of lion-faces. A very fine example of ornamental composition in Gupta
temple architecture. A fuller description of the decoration on the jambs and
the lintel is given in thetext (pp. 73-4). Intheright upper corner is the figure
of Gangi and in the left that of Yamuni. The representation of the river
goddesses on the doorways of temples was a feature introduced for the
first time in Gupta art.

54, Dootframe of the Pirvati temple at Nachni Nuthiri showing the river-
goddesses Gangi and Yamuni at the bottom of the jambs. Embellished with

other characteristic motifs,
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55. Sculptured panel (rathiki-bimba) fixed in the south wall of the Gupta temple at
Devagadh showing Vishnu resting on the cosmic serpent Ananta Sesha. Lakshmi
is shampooing his right leg. Above, a row of divinities including Karttikeya on
peacock, Indra on clephant, Brahmi on lotus, and Siva-Pirvati on Nandi. Below,
a row of five male warriors and a female figure, usually identified as the Five
Pindava brothers with Draupadi; however, see p- 37. On the proper right jamb
is Gangeda and on the left Kubera.

56. Close-up of the sculptured panel in the cast wall from Devagadh as above, showing
the sages Nara and Niriyapa in their hermitage at Badarinitha in the Himilayas.
On the proper right is four-armed Nirdyana and to his left two-armed Nara. In the
lintel above is four-faced Brahmi seated on lotus between two pairs of flying celes-
tials. There are two vertical bands on the jambs showing a conch with
stylised scroll and a lotus garland on both sides.

57. Panelin the nocth wall as above, showing Gajendramoksha. Vishnu on Garuda
is rescuing the lord of elephants from the clutches of a Niga.

58. Lower part of a detached stone door-jamb, showing Yamuni on tortoise, found
from the temple ruins at Khilachipur, Mindasor.

59. Deztached door-jamb o: pilaster, showing Mithunas and astanding Pratihird,
found from the temple ruins at Khilachipur, Mindasor.

60. Froat view of the Brick temple of Vishnu at Bhitargion, as seen in
1880 by Cunningham (A. 5. R., vol. XI, pl. XV.)

61. Terracotta moulded panel from the Bhitargion temple showing Seshasiyi
Vishou. Now in the Indian Museum. After Cunningham, #bid., pl. XVIL

62, Terracotta frieze with ornameatal designs and human figures. Bhitargion
temple. After Cunningham, ibid., pl- XVL

63. One of the terraced temples of brick at Ahichchhatrs (AC II).

64. Part of the carved stone casing of the Dhamekha Stipa at Sarnith, showing
a pleasing composition of foliated scroll designs.

65. Lintel from Gadhwi (Dt. Allihabid), now in the Lucknow Musenm, de-
picting a sceae from the Mibdbhirats, viz.,, the fight between Bhima and
Jaci;andha in the presence of Krishpa and Arjuna. In the background are
the ladies of Jarisandha’s household.

66. Colossal stone lintel from Gadhwid, now in the Lucknow Museum, showing
the figures of Sarya, Vishou and Chandra together with worshippers, hermits
and a processional scene.

67. Portion of 3 damaged doorframe from the temple at Gadhwi, showing several
legendacy scenes; the side pillar is carved with the motif of Kalpalatdi or the
Wish-fulfilling creeper with maidens springing from its tendrils. An ideal con-
ception referred to in  the Jatakas (Vol. IV, p. 352), Rimidyana (Kishkindha,
43.48), Mababbirata (Bhishma Parva, VII. 9) and the Purinas (Vayupurana 45.
12-50). The Ayodhyikinda spcaks of the divine damsels as fruits from trees

(divyandriphalam) in the garden of Kubera. See my article, “Kalpavriksha :
15
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The Wish-fulfilling Tree,” J. of the Indian Society of Oriental Art, 1943, pp. 1-8; also
Indian Art, pp- 142—46.

I/, 68. Details of a jamb from the doorway of the Devagadh temple. It illus-
trates the deep cut foliated scroll work ( pafralatd). The creeper issues from the navel
of a squatting Yaksha figure. The narrower band consists of a series of smaller
rosettes called  phulldralf.

L".;/ 69. Padmapini Avalokite$vara painted in Caye I at Ajand. It is one of the
best specimens of Indian painting illustrating the finest tradition of Gupta
pictorial act. The Bodhisattva is weating a single pearl string woven with
a central bead of sapphire (wadbyendranila-ckarali). The rendering of the two eye-
brows with a coatinuous stroke was also a noteworthy feature of Gupta art,
referred to as yugmabbrd, i. e., the unified eycbrows.

I/, 70. Padmapini Avalokiteivara painted in Cave IV at Bigh, Dhir District.
The illustration is based on a modern copy by Mr. S. Katchadourian now in the
Gwilior Museum.



APPENDIX 1

Devatirchana = Worshipping Images in Temples

The deep springs of aesthetic culture were touched in the Gupta
times by developing the doctrine of temple building and worshipping divine
images in them. This doctrine was named as ‘babirvedi devatipijana’.,
Divine worship through Yajfia was known as “anfarved’. Since these various
terms had a deep influence on the lives of the people their impress on the
religious and art culture of the period should be clearly understood. Antar-
vedi is pure sacrifice both according to the Vedic or Srauta and Smirta
ritual. There was no diminution in these practices. The great Vedic sacrifices
were still performed by kings and noblemen. We know from a number of
inscriptions that the worship of deities through Yajfias wasstill a current
practice in the Gupta times. The Purinas enjoin the performance of thrice seven
kinds of Yajias, viz., seven Pikasaristhas, seven Havirsamsthas and seven
Somasarhsthas. Pious householders considered it their sacred duty to complete
the course of these Yajias. This was known as the Antarvedi mode of
worship. There was then another field of religious life in the form of srata,
upavdsa, tirtha, tapas and dana prescribed for the householder of which we
have elaborate accounts in the Purdnas. Spiritual Sidhana through observance
of vows and fastings, etc., was called Bahirvedi. These were mostly intended to
secure personal merit besides the works of public utility! such as the planting
of trees, groves (udydna), digging of wells, making of stepped wells (prapa),
resting places, plantations (érdma), public roads, etc. in which the charitable
citizen began to take interest from the Kushina period onwards as testified to
by numerous records. The word ishtapiirta in the language implied the many
kinds of works of public utility. But in the religious development of the
Gupta times a new mode of religious worship combined these two practices
in the form of worshipping images in temples. It was believed that the
fruits of Antarvedi and Bahirvedi were obtained by this new religious culture.

1. bahirvedi tathaivoktamupavisavratidikam |

ishtipiirtena labhyante ye lokdstan bubhtshatd |/
Vishpudbarmottara Purdgs 1. 1.3.
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The religious consciousness of the people was working in expanding
and deepening the orbits of Antarvedi and Bahirvedi aspects and it reached
its culmination in the new institution of temple building and worshipping
the divine images installed in them® to the accompaniment of very elaborate
religious rituals and domestic practices and festivities.

The author of the Vishyudbarmottara Puriga has clearly stated that the
fruits of merit both of sacrifices and of the other kinds of religious works
called ishtapiirta can be secured by the building of temples and worshipping
images.?

The building of a temple was no ordinary thing. It released a whirl-
pool of architectural activity which included the construction of sanctum (garbba-
&riba), pavilion (mapdapa), dancing hall (nritya mapdapa), spires (fikhara), plinth
(jagat?), niches (rathikd), and other contingent mouldings that were considered
to be the essential elements of building like cornice (fukandsika), sluices(makara-
mukha-pragala), etc. The Gupta temple began to evolve as the beautiful
‘House of Gods’ (dewdilaya=devanam dlayab). The most beautiful part of the
temple was its doorframe, furnished with vertical bands of several kinds,
conceived as a charming frame of the divine abode of which the worshipper
obtained a vision in some rare moment of divine meditation. The doos-
frames with there, five, seven or nine bands were considered praise-
worthy. The vertical bands were loaded according to choice with the
figures of attendants (pratibari) holding garlands or standing with afjali-
mudrd, sticks of four-petalled flowers, rows of pramatha figures, of dampatis
or mithunas, flying geese (marigalya-sibaga), tree-oflife (Srivriksha), Svastika,
Patravali (scroll works), figures of Gangi and Yamuni and other decro-
rative motifs which together present a feast of beauty to the eyes. The Gupta
doorframe leading into the samctum sanctorum is beautiful like the goldsmith’s
work. The following verses from the Bribatsambiti of Varihamihira paint
a vivid picture of an entrance to a Gupta shrine of which the few beautiful
doorframe instances have survived at Dah Parbatii, Devagadh, Bhiimari,
Nichni Kuthiri and Tigowa :

2. antarvedi bahirvedi purushena vijinatd |
devatdpijanarh kiryam lokadvayamabhipsatd [/
Ibid., IIL. L.2.
3. ‘devinimilayah kiryo dvayamapyatra dridyate |
vifeshepa kalau kile kartavyam devatdgriham ||
Ibid. III. T.4.
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adhah $akhid chaturbhige pratihirau niveéayet |

Sesham mangalyavihagaih $rivrikshaih svastikairghataih [/

mithunaih patravallibhih pramathai$chopa$obhayet [/ LVI. 14-15.

The temple and the divine image imparted a new leaven to the
aesthetic culture and the cult of beauty in the Gupta age. It presented
new moulds for architectural forms. It promoted the new science of the
making of divine images or iconography. The dhyina of the different
gods and goddesses were fixed and are preserved on the literary side in
the Purinas. For example, various images of Siva ate given in the
Linga Purina as were then installed in the Gupta temples. It is not
accidental that some of the most beautiful art creations of the Gupta age
are preserved as images of Siva, Vishou and Buddha.



APPENDIX II
Musie

One of the arts that enriched the life of the Gupta men and women
in the highest degree was music. Tt was part of their general culture
in royal palaces and aristocratic mansions and was also cultivated by
common citizens and professionals. This art as a whole was known as
tanryatrika (in which fawrya is derived from tirya denoting a musical in-
strument and frika means three) referring to the ‘triple symphony’ of
song (Gita), dance (Nritya) and instrumental music (Vddya or Viditra).
The four kinds of instruments were classified as (1) Stringed (Zaf¢), such
as the lute (vipaiichi vipd), (2) Bound (naddba), such as muraja or mridanga,
(3) Striking (ghana), such as cymbals (kdnisyatdla), and (4) Hollow or
wind instruments (sushira), such as flute (pasii)? Each one of them
had many varicties and is depicted in bas-reliefs and paintings. The
Vini was also named as Vallaki and the old Indian lute of seven strings
as Pratividini. ‘There were masters who played on these instruments,
as it is described by Bina with reference to the Palace of Kiadambari.2
The Yakshini of the Meghadita used to divert herself with a2 song
on the Vina. A modest domestic performance was called ‘awfapurasari-
gitaka’, which included the playing of lute, flute and small drums (vind-
vepw-muraja). Such a performance was of course accompanied with dance
(vipdvegumurajamanobara antabpura-sanigitaka)® The muraja had its general
name miridaiga and special name pushkara; its player being known as
mardarigika. It was a favourite high class instrument and it is stated in
the Divydvadina that it was an invariable instrument played to keep com-
pany at meal times. In the Nindi (i. e. benedictory prologue) of some

1. The Vasisatthappakdsini commentary of the Pili Mabavassa explains furiya
as of five kinds, viz., dtata, vitata, dlatavitata, ushira and ghana. Of these papara is
said to be a stringed instrument (fanfribaddha) classed under the category of
dlalgvitala.

2. See my Kadambari, p. 65.

3. For 'Sarngitaka’, see my edn. of the Chaturbbayi, pp. 123, 141. See IIl. 1.
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dramas sixteen mridasigas were played at one and the same time. Some
of the finest clay-figurines depicting a tambourine player in strange ecstasy
have been found at Rijghit The mridaiiga or tambourine was of three
types, Viz., aikya having the shape of a Jaritaki fruit, drdhwaka having
the form of the barley grain and dliigyaka which was in form tapering
like the cow’s tail and was a real pakshavddya® The circle of Bina’s
friends, who were experts in music, included a mdrdasigika (tambourine
player), rdnfika (flute player), dirdurika (who played on dardura, a kind
of pot instrument, ghatavidya)and giyaka (vocalist).® The expert in dance
was known as /isaka or martaka and the female dancer as Jdsikdi ot
martaki. 'The art of fdpdava dance (see Ill. 9) was highly cultivated by the
professionals called fdydavika. Tt was essential to perform the Zdpdava
dance in Siva temples on parva and festivals as mentioned by Kalidasa
for Mahikila in Ujjayini.

Among the wind instruments were the reed pipe, Gomukha (a kind
of wind instrument blown with the mouth), Kihala and Kahali (a trumpet-
like instrument about 2 ft. long) and Sadkha (shell). Among those bound
with skin were pataba®, gwija (a kind of drum or dhakkd)®, bheri (kettle-
drum), dmaka (a kind of drum ), dwndubbi (a kind of large kettle-drum),
firiga (a kind of musical instrument made of horn), dindima-ghoshaya-
pataba (a drum for proclamation with great noise), nandi (a modest-sized
drum). The papava was a kind of stringed instrument (‘dfatavitatam nima
tantribaddba papavidi’, Buddhaghosha).

The Narada-sarhgiti had come from olden times. But the fact is
that in the Gupta age the ancient Naradiya Sarhgita was replaced by the
new music of Rigas and Raginis. In the Bribatkathitlokasanigraba (XVIL.
4-6) there is a bitter invective against Niradiya music. Its teacher a Vini-
chirya is spoken of as of coarse voice (kbara-svara), ignorant in the
knowledge of Sruti and Svara (ibid., XVIL 5), and incapable of distin-

4. See my “Rajghat Terracottas,” J.LS.0.A., Vol. IX, 1941, fig. 2.

5. See my The Deeds of Harsha, p. 91, Kalidisa also referred to a'l three of them

together (Kumdra., XI. 36). :

See my The Deeds of Harsha, p- 35.

7. Also yafah-pataba (a kind of heavy drum), dghoshand-pataba (a drum sounded as
war music), prasthinamarigala-pataba (a drum sounded to mark a lucky journey).

8. The Deedr of Harsha, p. 171.

2
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guishing Nishida and Shadja (XVIL. 20). Many of the Rigas and
Raginis as listed in the Bribaddesi of Matanga were admitted into musical
modes as local tunes of great charm? It was an important innovation
in the history of Indian music and it appears from the statement in the
above passage of the Bribatkathislokasarigraba that the people’s reaction was
all in favour of the new musical modes in preference to the Niradiya
Sarhgita, which has been made there the object of ridicule.

The antiquity of the Rigas in Indian music is still an open ques-
tion. Bina (carly seventh century) refers to “women singing the Rasaka
compositions’® and to the various Gitis and Rigas associated with them1
This may be taken to be a definite evidence in support of Riga music
having come into existence in the seventh century A. D. He also men-
tions a Giti based on the Dhruvi or Dhruvapada? In the Kidambari,
it is stated that the Giti was composed on the basis of Dhruvapada
(dbravapratibaddba), accompanied with Tila (aneka-krita-tild) and permeated
by Bhivand (aneka-bhavaninwiddhd) or models, and sung to the accompani-
ment of a lute!® Bina is here referring in general terms to the Riagas
and the Gitis based on them. He does not mention any specific Raga
by name. But another well known prose-writer, viz., Subandhu, who
flourished about a century carlier than Bana refers to a Riga by name,
which is the earliest mention of a Riga in the extant classical Sanskrit
literature besides perhaps Kailidisa in Kwwdirasambbava VII. 8514 In his
prose-romance called Vidsavadatta (c. 6 th century A. D.) there is a de-
finite reference to Vibhisa Raga being sung by the Kirpatika minstrels
who selected the themes of their songs from works of poetry and ro-
mance.’® The Kdrpatika-jana were palace musicians who had been especi-
ally honoured by the king granting them the privilege of wearing a

9. V. 5. Agrawala, Bribatkathdslokasanigraba—A Study, Varanasi, 1974, p. 323

10. ‘Gitdya iva rigamuddipayantyah’, Harshacharita, Nirnayasigar edn., p. 132; ‘aho
rigaparivahini gitih," Sgkuntals, act V.

11. ‘Rasakapadini gayantyah’, Harshackarita, p. 132; see my The Deeds of Harsha, p. 92.

12. ‘Gitaya iva rigamuddipayantyah’,

13. Harshacharita, p. 20.

14. “praptakanthayogiya gityd devarn viripikshamupavinayantim’, Kadambari, Vaidya
edn., p. 131,

15. 'Vibhiszrigamukhnra-L-.irpatikajannp;giyamimkiv]rak:thisn', Jivinand edn., p. 22.
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fillet or ribbon (karpata) round their headdress.!® If the Vibhisa Raga
was known in the sixth century A. D. it cannot be an isolated pheno-
menon, but points to a system of musical composition comprising the
principal Indian Ragas. Surely there had been an outburst of musical
activity in the time of the Gupta emperors, Samudragupta himself be-
ing the greatest patron of this cultural efflorescence as shown by his
lyrist type of coins, It may reasonably be claimed that as a result of
this devotion to Gindharva Vidyi, it was in the Gupta period that
the system of the Indian Riagas was evolved for the first time. Since
then up to the eighteenth century the family of the Rigas and their
Riginis continued to be endlessly elaborated.

It is further noteworthy that the development of Rigas, i. e. Dedf
Rdgas was a feature that coincides with the Apabhram$a movement in
language; Kailiddsa gives the earliest specimen of Apabhraméa in the
Vikramorvasiya and also the earliest reference to a Riga if in Kwmdra-
sambhava VIII. 85 we have the mention of Kaidika Raga. Special features
of musical modes were the compositions known as Dhruvis. They were
sung on the stage and were of five types, viz. 1. Prdvefiki, marking the
entrance from the stage, 2. Naishkrimiki, marking the exit, 3. Akshepaki,
4. Awtaré and 5. Prisadiki illustrating the sentiments of the actors.
These were mostly in Prikrit or Apabhramsal? The musical voice was
planned in low, middle and high tones, called mandra, madbya and fira
respectively.

The art of dancing was popularly cultivated and members of the
royal household took interest in it. Kilidisa has given the picture of
the dance-masters like Ganadisa who took special classes in the terpsi-
chorean art and trained such pupils as their patrons the king and the
queen desired.’® Indeed, the performance of dance for worshipping a deity
in the temple was considered as an act of high merit. A queen took
a vow that she would give a performance of dancing before the deity
in a public temple when a son was born to her. She kept her vow.!? This
shows the high regard in which this art was held. Madanotsava, i. e.

16. Also see my The Deeds of Harsha, p. 160.
17. Those in Sanskrit followed at a later stage.
18. Mailavikdgnimitra, act IL

19. Purdga (?)
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the festival held in honour of Kimadeva in the spring season or when-
ever it was announced was considered as a special occasion for dance
performance. There was the institution of Varavilasini women whose
principal duty was to demonstrate dancing in royal courts and palaces.
The king was the representative of Indra and the royal court, of
Indra’s court. The session of the royal sabbd began with the dance of
the Viravilasini women who represented the Apsarases of heaven. As
soon as the king took his seat on the throne these worldly Apsarases,
who stepped forward from their respective positions and moved ahead
to offer their obeisance to the king and then back to their respective
positions showing their art in a number of movements of the eyes,
hands, fingers, breasts, waist and feet in an increasing tempo relieved
the stolid atomosphere of the court.2® The styles of dancing were
classified as fourfold, viz.,, 1. Kaifiki, i. e. mode of the Kaifika country
or Berir, 2. Bhdrati, of the Bharata Janapada or Kurupafichila, 3. Satvati,
of the Saurashtra Janapada, and 4. Arabhati, of the Arabhata country or
the wild areas of Sindh and Baluchistan,

20. See my Tée Deeds of Harsha, pp. 64-6, 91.
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deva-diishya 41 Gangi 17, 24, 30, 40, 49, 59, 68, 7, 74,

Devagadh 4, 8, 13-14, 17, 24, 35, 36, 39, 40, g0, 105, 106, 112, 116
6668, 72-5, 78, 81, 103, 104, 112-4,116  garbhagriba 65-6, 68-T1, 73, 75, 101, 106
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Garuda 30, 36, 105, 107, 113 Karle 42, 81, 85

— -standard 16 Karttikeya 12, 13, 37, 46, 47, 49, 113
Garudas 93 Kasia 49, 50

Gayi 7 Kaéi cloth 41

Grii120 Kaéi-maha 42

Greater India 102 Kaudimbi T

Gu}ﬂ?bd ? Katri Kesavadeva 16, 20

Gugtipallc 86 Khair Khaneh 20, 109

ballisaka dance 95, 96 Kharod 80

Harishena 84 Khilachipur 113

Harsha 20 Khoh 16, 24, 31, 32, 50, 67, 104, 111
Harshacharita 106 Khokri Kot 11

honey-comb coiffare 53 Khotan 96

Hiinas 51 Khusru Parwiz 20, 95

Indo-Greeks 10 kirtimukba 75, 85

Indonesia 1, 6, 10 Korca 36

Indra 12, 13, 35, 37, 113, 122 Kosam 10, 20

Kotih 8

Krishna 13, 14, 43, 46, 103, 104, 113
Krishna Valley 25

Kshemendra 111

Kubera 13, 35, 47, 113

Iranian influences 96, 97, 109
Isurumuniya Vihira, Ceylon 26
Jaina images 19, 35, 107
Jaina temple 11

Jalangulikarah 28

Jali 41 Kuda 67
Japan 96 Kudirkot 10
Jatakas 85, 94 Kumiragupta (I) 1, 8, 28, 107
Jatakas (text) 113 Kumarasambbava 16, 24, 31, 91, 120, 121
Jaulign 57, 81 Kumrahir 7, 111
Jhaliwar 8 - Kushigas 51
Jina 35, 107 Kushiina art 12,18, 20-26,28, 35,43, 46,98,107
Kidambari 33, 87, 93, 103, 106, 110 Kushina period 12, 13, 15, 16,20, 25, 26,
kalafa 62, 75, 86 29, 37, 38, 61, 79, 98
Kalibanga 110 katagira 86
Kalidasa 1, 1417, 19, 24, 25, 28, 31, 32, 37,
38, 52, 91, 98-100, 111, 119, 120, 121 Ladkhan temple 41, 72, 75
kalpalatd 40, 113 Lakshmi 12, 37, 113
Kamadeva 14, 122 Lakuliéa 28-29, 49, 104
Kimasiitra 91 lalata-bimba T4
Kanheri 42 Lalita-kald 98
Kanishka 20 Lavanya-satira 3
Kanthi 75 layapa, lepa 84
Kapotegvara temple 80, 81 Lichchhavis 7

Kaiiri-Taldi 8 Lifiga see Sivalinga
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Liiiga Purdpa 117 myidaniga, types of 103, 119
Madhii 67 menkbalinigas 50, see Ekamukhi Sivalinga
Madhyadesa 5, 30 mukba-mandzpa 69
— its representation 16-17, 105-06 Mukundard 8, 67, 69-70
— school 92, 96 Mundeévari temple 67
Magadha 7, 31, 50 music 118-22
Mababbdraia 113 — types of instruments 118-19
Mahinata Siva 16, 33, 104 Murti 11
Austhie : Nichni Kuthari 7, 16, 32, 33, 38, 39, 40,
Mahi\ritrihn 18, 29, 105 see Variha 67, 71, 72, 75, 104, 112, 116
Malikvishouds Niga 50, 63, 64, 74, 80, 113
Mahiyina 26, 85 e

. TR
Mahi-mitd 63 — hvine 63,64

Mahishamardini 35, 46, 47

Mahishidsuramardini 110 Nigara style 78

¢ Nagari 63, 64
holi 64, 70 :

:Eit:yn 2; 26 TAghpnekonta B 2 £0

e e Nigini 50, 112
shera D 23 Nigod 4, 7
makarikd 17{3 106, 107 Nilanda 7, 50, 51, 84
E:;ﬂ::; Naliasar-Simbhar 59
mivigalya-vibaga 5, T4 :ﬁﬂ ;:
mapdapa 65, 66, 68, 69, 116 Nara 24, 74, 113
Mindasor 4, 113 Nara-Niriyana penance 36, 74
;;ﬂsf”ﬂf# 66 0 NMNarasimha see Nrisirhha
: ?Iﬁ;ﬂmml zﬂl e Nmiﬁghiguptn Bi]idir}r: B4
N i e

g — -Vitaka 63

Mathurd 2, 4, 7,8,10,12,14-21, 24-28,34,35 A
43, 46, 63-66, 70,98, 104, 106-110 *  Nirada-samgita 119-20

Maunli-bandba coiffure 55 :?’kgf

" Ir‘
AR Nisiriha 8, 13, 18, 47, 34
medicval period 33, 66, 67 — -Variha Vishou 18, 34-35, 47
Meghadiita 14, 52, 106, 111, 118 Padmapini 94, 114
Miran 97 Pahirpur 9, 51
Mirpur Khis4,9,10, 42, 43, 81-84,108 Pahlavas 51
Mithuna 39, 112, 116 painting, universal nature of 93
Mogularijapuram 43, B6 palace-amusement scene 110
Mohri Moridu 57, 81 Pala 51, 97
Moon god 31 Pallava 86

Mother and Child 95 padichdyatana T3
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Pirasikas 51
Parinirvina 43, §4
Parivrijaka Maharijas 7

Pacvati 7, 14, 40, 46, 48, 49, 50, 67, 71, 75,

91, 99, 100, 109, 110, 112
— -Parameévara 111
Pasupata 46, 104, 109, 112
Pirala 10
Pitaliputra 2, 4, 7
Patnd 7, 111
Patralata 39, 41, 73
patrivali T3-4, 93, 116
Pattan-Muniri 11
Pawiyi 37, 50, 80, 103
Persia 20, 51, 52, 57, 95
Persian influence 20, 95
phudidsali 74, 114
Pisigala 19, 20
platform-shrine 63, 64
pradakshiga-patha T0
Pramatha 39, 40, 74, 116
prasada 62, 75
pratibbadra 67
Pratibar 39, 66, 73, 113, 116
pratiratha 67
Pratyiishd 48
Prayiga 8, 16
Pulakesin (I1) 95
Pundra 5
parga-phata 68, 69, 106
— capital 68, 69

Ridha 5
Rigas and Riginis 119-121
Raghuvaniia 14, 16, 25, 111

Rijashahi 5, 9

Rajghat 10, 49, 50, 52-56, 111, 112, 119
Rajgir 7, 50, 80, 84, 112

Rijim 80

Riama 13, 14, 103

Ramdyana 13, 14, 50, 113

Rang Mahal 4, 9, 46, 109, 110
Rangpur 5, 9

Risaka compositions 120

ratha 67

rathika 37, 74, 81, 116

Rigreda 63

river-goddesses 17, 30, 40, 49, 68, 71, 74,
80, 81, 105, 106, 112, 116

royal pavilion 87
Riipam 98
Riapanith 8
Ripa-satira 3, 4

Saddbarprapm darika 26

Sahet Mahet 9, 10, 47, 50

Saka 51

Saka Satraps 10

Sakata-lila 103

fakha 66

fali 86

Salabbafijikd 69

Samaliji 10

Samatata 5

Sinchi 8, 63, 65, 66, 67, 68, 70, 86

Sangala-tiba 11

Sfankha 18

Sankisd 10

samddbi 31, 32, 34, 62

Samudra 106

Samudragupta 1, 6, 121

Saptamitriki 12

Sacnath 2, 4, 10, 21, 24, 26, 27, 28, 34, 40,
41, 64, 81, B4, 98, 107, 108, 113

Sarasvari 12, 101

Sassanian 20, 38, 46, 51

Satnd 7

Sesha 37, 74, 113

Sesha-bira 33

Seshatdyi 13, 36, 37, 50, 113

Shahpur TII 20

Sharikargadh 7

Shorkot 9, 11

Sigiriya 15, 92

fikhara 62, 65, 66, 67, 68, T4-T77, 116

Sirpur 9, 80

Siva 8, 12, 14-16, 31-34, 40, 46, 48-50, 62, 63,
67, 70,78, 79, 80, 99, 101, 104, 109, 110-2,
117, 119
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— -lifga 16, 32, 46, 50, 79, 104, 110, 111
— -Parvati 13, 37, 113

Skanda 35, 47

Skandagupta 1

Sone Valley 7

Sravasti 7, 9, 50

Srivriksha 39, 74, 116

Srivatsa 107

Stdpa 9, 10, 40-43, 45, 51, 63, 78, B1-5
Subandhu 120

Sukandsd, —iki 75, 116

Suhma 5

Sultinganj 27, 43, 50, 108

Sunet 11

Sun god 19, 20, 31, 35, 48-49, 108-109, 113
Suparnas 93

Siratgadh 9

Siirya 19, 20, 35, 108-9, 113

seamalavirnddha 26

Svastika 58, 116

Tindava dance 16, 33, 34, 104, 119
Térinitha 92

Tauryatrika 118
Taxila 81

Ter 81

Tigowd B, 40, 67, 68, T0, 116
Tirthankara 35

trefoil eoiffure 54, 55
tribhapana-samipunfana, in painting 93
Trimanli coiffure 56

Trivikrama 12, 14, 43

Tunhuang 96

Turfan 96

ubbaydnisika drapery 21

Uchihard 7, 16, 24, 31, 32, 50, 104, 111

Uchchakalpa 7

Udayagiri 4, 8, 16, 28-30, 40, 67-68, 86,
104-106

Udichyavesha 20

Ujjayini 7, 8, 10, 15, 119

Undivalli 43, 86

Orpa 22, 107

Osha 48

nskpisha 27, 107

Vaisdli 6, 7

Vikataka 84

valabbi 86

vanamala 50

Vaiga 5

Variha 8, 12, 16, 18, 28, 30, 34, 43,
47, 105, 106

Varihamihira 5, 74, 116

Virinasi 41, 42

Viravilisini women 122

Vasavadaira 120

Virendra 6

Vardhamina 35

Varuna 30

Vitsyiyana 91

Vikramorvasiys 121

redi 64

redikd 64, 75

Vidiss 8, 105

Vidyadhara 109

Vidiishaka 110

Vihira 16, 84, 85, 92

vimana Bl

Vishnu 12, 13, 14, 16, 17, 18, 24, 30, 31,
34, 35, 36, 37, 40, 43, 46, 47, 49, 50, 62

Vishpudbarmotiara Purdpa 79, 91, 116

Vishqukuodin kings 86

Viévariipa 18, 31

Vi 111

Vriksha Devati 63

“wet ™ drapery 26

Yaksha 42, 63, 64, 93

— shrine 63, 64

Yaksla-sadam 63

Yakshini 111, 118

Yama 35

Yamuni 17, 30, 40, 49, 68, 71, 74, 80, 105,
106, 112, 113, 116

Yadadinna 21, 26, 34, 98, 108

Yadodhara 91
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