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THE HISTORY OF INDIAN COSTUME FROM
THE 3RD CENTURY AD, TO THE END OF
THE 7TH CGENTURY AD.
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“In the life of a man the first and foremost are food and clothing.
To man these two are fetters and chains which bind him to the field
of rebirth.™ _

The period before the advent of the Guptas covers roughly the
history of India from the date of the extinction of the Impesial Kuginas
and the emergence and consalidation of the power of the Yaudheyas in
ecastern Paifjab and Rajputand, theNagas of Pawiya, the Bharakivas and
the Maghas, etc, who dominated the scene for a considerable time till
the rise of the Gupta empire.

The material for the study of Indian costume in this period of
disintegration is small as few monuments with the sumptucus reliefs
of the Safici and Amarivati type datable to this period have survived.
The so-called Kusina sculptures of Mathura could be helpful for =
study of the calture of ¢his period, but the nomenclature Kusina applied
to these sculptures is inaccurate as it vaguely refers fo a period which
losted for more than two hundred vears. The period of the early
Kuginas was 1o doubt rich in artistic efforts, but there is no reason 10
believe that art did not flourish in the interregnum after the break-
up of the Kugina power and the rise of the Guptas, The matter as
it stands, however, compels us for the sake of accuracy fo exclude
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the bulk of the so-called Kusina sculptures of Mathurd from the scopé
of our discussion in the present paper.

In the Telugu country in the south, however, the 31d century
reliefs from the stiipa at the village Goli in Falnad Taluk, Guntiir
district, have survived. These reliefs are important documents for the
study of Indian costume, though it may be admitted that the costumes
in the south had not undergone any considerable change since the
earlier days of Amaravati and Nigirjunikonda. The naturalistic treat-
ment of the Goli reliefs stands in direct contrast with the Pallava reliefs
of the Tamil land in so far as the latter sre rather conventional in the
treatment of drapery: hence their utility in the history of costume
in Southern India-is of doubtful value, The reliefs from Pawidya in
Gwilior State, from the stylistic point of view, could be compared with
the later reliefs of the Amaravati stiipa and also the 3rd century reliefs
of Goli. The representations of the costume in these reliefs give details
of certain local variations which have been recorded in this article,

The most interesting period from the point of the history of Indian
costume, however, is thé Gupta period. There is ample material in the
form of sculptures from Sarnath, Deogarh, Gwalior, Mandor, etc, and
the Ajantd paintings, especially of Cave XVII, though strictly speaking
Ajantd lay in the domains of the Vikitakas and hence the appellation
Cupta may not be very happy. These, together with the sculptures
and terracottas give us a tolerably good picture of Indian costumes
and textile materials roughly from the end of the 3rd century to the
end of the Seventh,

The Gupta dynasty was founded by Candragupta I (320-335 A.D.),
but it was strengthened by Samudragupta (335-385 A.D.), one of the
ablest and most versatile rulers India has ever known. Besides his
many conquests, with which we are not concerned, he was a2 man of
literary taste and a poet and musician, His son and successor was
Candragupta Vikramaditya ( 385413 A.D.) who conquered the Western
Satraps between 395 and 400 AD. The Gupta state consolidated by
Samudragupta by his conquests became highly organised, as the Gupta
seals from Basith and Rajghat show. Kumiragupta's period (414-455
AD.) was marked by the gradual decadence of the empite which
closed one of the glorious chapters of Indian history after the terrific
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onslaught of the Hinas in the time of Skandagupta (455-470 AD. )
From his Bhitar] inscription it is evident that by his military achievements
against the Hapas (about 455 AD.) Skandagupta was able to save
the empire temporarily. With his death, however, the glories of the
dynasty came toan end. After Skandagupta a number of Gupta princes
are known from the coins and inscriptions, whose contributions: from
the historical point of view are not much. According to Yuan Chwang
the Hiinas, who seemed to have established a temporary sway over the
Gupta domain, were defeated by Baladitya. Tlis achievement is also
claimed by Yasodharman, a powerful king in an inscription dated 533 o
534 AD,

From the cultural point of view the age of the Guptas is rightly
regarded as the golden age of Indian history.

The Guptas were worshippers of Siva and Visnu and the sncient
Vedic religion was revived ; but Buddhism received equal recognition.

The period of $f Harsa should also be included in the
cultural history of the Gupta period. In this period Bana, Yusn Chwang
and other writers throw considerable light on certain aspects of Indian
culture which are not mentioned in the works of Kalidasa, the greatest
poet of the Gupta age.

/1t is not only in the political, religious and artistic sphere that ithe
Gupta age excelled, but material culture also attained a high level This
may be gathered from the works of Kalidisa, the paintings of Ajantd and
other archaeological remains. In the dazzling harem scenes at Ajanta even
the smallest details of the equipment of the ancient Indian palaces are
shown The noble figure of the king simply but elegantly dressed, the
voluptuous female attendants serving the king in accordance with the
strict royal etiquette, the more discretely dressed dancers and
musicians, the elegant royal procéssions accompahied by a body
of well-equipped troops, all these aspects of kingly life show the
achievements of the Gupta age in the sphere of material culture,
The fashions in hair-dressing, costumes, and ornaments ate different
from the somewhat barbaric fashions in the preceding centuries.
The women in this period do not follow the old style of wearing
their hair in plaits ; the hair is dressed in almost limitless varieties,
in which the hands of expert hairdressers are visible. 'In the mode
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of wearing the ‘dhot’ or 'sifi' the artistic arrangements of pleats and
fnidsmuve that the wearers were not unaware of the aesthetics of
fdmng%ur_h was the importance of dressing properly that the act is
l indicated by five words in Sanisksit, namely, *akalpa, veéa, nepathya, prati-
karma’ and ‘prasddhana.®] Also in textile designs the Gupta period had
: achieved much as is evidenced by the literary references and the designs

on the clothings in the Ajunta paintings. to be described later on.

For the study of Indian costume in the Gupta period, besides sculp-

|J tures and paintings in Cave XVII at Ajanti, we have a large number of

| coins portraying the Gupta kings. A very significant fact in the costume

of the kings is that they wear tunics, trousers and coats; after the fashion
of the Kusina kings, though they also appear in purely national costume.
It shows that they had adopred both types of costume in the same way
s a westefnised Indian of to-day goes to attend office or a social function
in European dress for the sake of convenience, while at home ke wears his
own costume, This is true not only in the case of Indians but other
Asiatics as well. The convenienice and also the elegant cur of sewn
garments must have appealed to the highly artistic, but at the same time
practical, Guptas. Commonsense in the sphere of dress is alss evident in
the change from thick woollen or padded materials of the Kusana costumes
to thin and at times diaphanous materials which suited very well the
climatic conditions of the country, The coarseness, the heavy and
barbaric cut of the Kusina garments gave way to elegance and Anish.

The foreign elements in the matter of sewn garments were quickly
assimilated and the emerging garments were truly Indian in form. For
example. as evident from the Kusina sculptures and coins, the kings wore
very heavy top-boots, very ugly in appearance but very convenient for a
cold climate, and specially useful when tiding horses. In the Gupta
period the top-boots lose their heaviness and are reduced to the shape of
modern riding bagts.

The iatroduction of sewn garments in India on an extensive scale—
though it must be admitred that the Indians knew of sewn garments from
very early times—influenced to a certain extent the costumes of those who

L ‘Amaralisgs,’ IL B 7L
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came in intimate contact with the court. The first to be affected were
the servants, both male and female. Their well-cut tunics, and at times
shorts, show the royal taste in the livery of personal servants. It has been
often argued that perhaps many of the servants wearing sewn garments
were foreigners in the employment of the Indian kings. This is true in
the case of a minority: the majority of them were definitely Indians.
The descriptions of servants, maid-servants, etc., by Binabhatta—in his
works discussed elsewhere—prove it.

The import of female slaves from foreign countries was a practice
which existed much before the advent of the Gupta power in India, It is
mentioned in the Periplus of the Erythrean Sea ( circa lst century AD)
that among the costly imports from the foreign countries at Barygaza
{ ancient Bharukaccha or modern Broach ) for the use of the kings were
costly vessels of silver, singing boys and beautiful maidens for the harem

“The practice of importing foreign slaves is corraborated by Jain sources
which can be dated before the Gupta period. A list pf the foreign slaves
is given in the" Antagadadasio.® The story says that in his boyhood Prince
Goyeme was attended by female slaves of various nationalities—
Babbara®, Pausaya (Bausi)', Greeks (Joniya), Palhaviya ( Parthians ), Isinaya
(Isini), Dhorunigini, Lisiya, Lausiya, Dravidian (Damudi), Sinhalese
( Simbali), Arabi (Arab), Pulinda, Pakkan', Bahali (Bactrian),
Murandi ( Murunda ), Sabara and Persians | Pirasihi ). These women
of diverse lands were in foreign garbs (‘videsa-parimandiyaht) with
rmiments taken from their own countries' fashions ( ‘sadesa-nevattha-
gahiya-vesahi' ), undesstanding from gesture what was thought and

3, Baball, Teripluy of the Weythroan Sea,’ p. dd.
2. T4, by LU, Bemoll, Londin, 1907, pp. 28-20. The likl i repoated in the Niyflhammn-Haldo, 1, 30
8. 1y is diouth o Identity Wil ibe ccuntries in she above Flek. Thbe Babbam fand goobally tndiemted
Merih Afrion and Is mentioned by the Peclplos whoss Dorbars provably included the uwnoestors of the Bajpu
betweon 1ha Nile and the Red Sea, whe Danskily poclwemn thi Upper Hila, Abyseinin and the (olf o Adm
winil the Bomals and Gailes | Sehold, loa. ik g 8, 6 ), Aesardlug 1o bhe “Periplus’ slaves wee often sxporied
feom €ho Berbor country { i p 857 i
4 Taumys or Veussys msy bo the slaves from dhe Oxus sountriss, ‘
5. The Pabheps msy be identifled with the Prakerva smillons] s & counins exampls o Praskspe
{n Tipind { VI, 1, 152 ) and b siased by 'KRikl' te be the summol s goumiry. Dt Vasuders Ssmn | 10 T,
Hi 8., Vol XVL P. 4, p. 38) suggsste lis ileniiflaatlon with b peogle mentioned by Terdotus an Parikaniol
.., 4hi Inhiabitanis of modees Pesghans ( Bten Renow, Torpus of Khacosthi Imseripsiora’, p XVIIL).,
2
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desired of them ( ‘iAgiva-cintiva-patthiya-viyaniyahi’ ). They were skilful,
accomplished and ' well-trained (‘viniyahi' ). This description of the
foreign female slaves shows them in Indian harems in the early
centuries of the Christian era. There is'no teason to believe that in the
Gupta age things were different, and though there is no mantion of as
many geographical designations of the slivesas in the "Antagada’ and
‘Nayidhammakahio’, Yavanis as personal attendants of the kings in
Kalidisa's dramas are frequently mentioned. Perbaps the term Yavana
in this age had lost its ariginal significance -and was usad to designate
all foreigners.

The influence of the costumes of these slaves in dictating the
fashions of the period must have been considerable, at least on the
costumes of the servant class, and the paintings of Ajantd testify to it
But it would be wrong to say that the foreign costumes were introduced
to this country through slaves only. Asa matter of fact military invasion
and consequent ocompation of a considerable part of the country by the
Sakas and the Kuginas as well as commercial intercourse which necessitated
the visits of foreign merchants to India and the greater influx of Buddhist
pilgrims from Central Asta and the borderlands must have to some extent
exercised an influence on the evolution of foreign types in the costumes
of India. To such foreign influences, probably of the Sakas, are due the
hemispherical and cone-shaped caps with streamers, tunics with V-shaped
openings at the neck and full riding boots. The story of this invasion of
foreign elements into Indian costume may be read in the wall paintings
of Ajantd, in which we actually see the process of Indianisation in the
shapes and ¢olours of the foreign costumes. Eclecticism in the Gupta
age was not confined to art and religion only ; it also extended to costume.

This predilection for foreign types in the Gupta age stands com-
parison with the change of Indian costume in the Mughal period.
The Mughals, the inhabitants of Central Asla, brought their own costume,
which in the course of time adapted itself to Indian conditions and
became the standard costume of the period, both of the State servants,
officers, grandees, and also of the inhabitants of the cities, such as

1. fanteguda’, po08, end HEFF. L. 90
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bankets, merchants and.the shopkeepers. ‘Jamah', trousers, turban and
famarband’ became articles of universal wear irrespective of caste Or
creed. In the Kusina period an analogous process of transformation of
the costume was taking place, though ona much lesser scale; with the
king setting the example to his Indian followers. Complete transforma-
sion could not be achieved, for at that time there was no enforcement
of a standard uniform, and also because of the natural apathy of the
vast majority of Indians to innovations as far as food and costume are
concerned. The Guptas who inherited the cultural legacy of the
Kusinas saw the practical and aesthetic value of the Kugina costume,
and adopted it with certain changes. There was, however, no question
of ‘compulsion, and hence the foreign types were only confined to thase
who liked them. The vast majority of the people continued to wear
their ancient garments, cool and comfortable for 2 hot climate.

Another very interesting point with regard to the costume of
the Gupta period is the uniform of the soldiers: At Ajantd one section
of the soldiers goes in ‘dhoti’, but the soldiers of other sections wear
tunics, trousers or shorts, top-boots, 2nd their hair is held together with
ribbons and scarves—a very convenient military uniform. In the

| centuries preceding the Gupta age, except occasionally, in the Satavihana

age, there was no fixed uniform for the army, the overwhelming
majority of the soldiers going in *dhoti’.- The introduction of a military
uniform inn the Gupta period seems to have been based on the Kusana
prototype. The Guptas were great fighters and for their conguests
they had to depend on an efficiently trained srmy, well clad and well
equipped. The practical utility of the new uniform must have appealed
to their commonsense and hence the emergence of 3 smartly turned out
national army. This change as elready mentioned might have been
effected in the model organisation and equipment of the Kusina army
which held its sway practically over the whole Pafijab and U.P, or it might
have been due to the practical lessons learnt in campaigning - against
the Hipas. It is however difficult to be definite on this point.

Coming to history again, an important dynasty contemporary
with the Guptas was that of the Vakitakas. In the first half of the fifth
century the Vakataka kingdom lying between the Gupta empite and the
kingdom of the south had become the dominant power in the Deccan,
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The Vakitakas in their time became the intermediaries of Northern Indian
culture and the South. The dynasty disappeared in the middle of the sixth
century. The presence of Vikitaka inscriptions at Ajantl is an important
factor in the chronology of Indian art e history of the Deccani
costume could be traced from these cave paintings, and when compared
with the Gupta costume in the north as depicted in the sculptured reliefs
and coins leads us to believe thar the standard Gupta costume had pene-
trated to the Deccan, and except for a few local variations'it was the same
all over India, /)

The rapid collapse of the Hiinas in Northern India and the failura
of the Gupta power to re-establish its former glories permitted the appear-
ance of a number of new dynasties, including those of Valabhi. the
Cilukyss, the Maukhans, the later Guptas and especially the Vardhanas
of Thanesvar, destined to play an important part in history. [ The most

rious pesiod in the 7th century is that of S0 Harsa (605647 A. D, ),

who was 4 great administzator, s man of cultute and the author of several

}J 'Sanskrit dramas; at his court flourished Bipa Bhatta, the king's
biographer. Harga's great contemporary was Pulakefin II to whose
period may be assigned Caves 1and I of Ajanta. To the same period
L)beinng the wall paintings at Bagh in Gwalior State. These paintings are

a treagure house of the manners and customs of 7th century India,

\uu-hT : The visits of Yuan Chwang and I-tsing also supply us wi ample
sociological information about India of the 7th century, The Chinese
pilgrims have invariably given some description of the costumes of the
people. Together with the literary information to be had from the works
of Biga a fmrly satisfactory picture of the costumes and manners of the
peaple of the 7th century could be drawn, An unexpected source of
information is available in the Bhiasyas and the commentaries of certain
Juin ‘Cheda-siitras’, the most notable being the *Brhat-Kalpa-siitra Bhasya,'
The nature of the information is to interesting that it has been recorded
in & separate section.

It 15 one of the perquisites of fashionable society that its members
should be well dressed, and for that, tich and artistic materials, printed,
painted, coloured, richly patterned and of fine texture are slways in great
demand. Both the ladies and gentlemen belonging to Gupta society used
the finest materials for their clothing. The are of calico printing seems

b



to have reczived a great impetus; the cheguess, mpuuﬂmcm.f
which are the most favourite patterns in the Gupta age later on becam
traditional pattemns of the calico printers:

That there was a great improvement in the textile craft and silk
weaving in the Gupta period i1s evident from their descriptions in thB
‘Amarakosa,’ here are stray Treferences to textile materials in the
literature of the period, and somewhat conventional descriptionsare found
in the travel accounts of the Chinese pilgrims. To get an adequate idea
of the textile materials of that period all the information from the travel
books, literature, dictionaries, etc, however scrappy they may be. bave to
be put together.

Unfortunately there are few Sanskrit works which give us a correct
appraisal of the social conditions under which the people lived, what they
ate, how they dressed and how they amused themselves. For such
information one has to depend entirely on occasional references, which
are often scrappy and conventional in treatment. Omn the 7th century
costumes. however, the works of Bina throw full light, Nothing escaped
his penetrating eyes and so developed was his descriptive power that it
did not overlook even the minutest details, The lexicons, especially the
‘Amarakosa,’ are also important for the study of costume and testile

| materials in the Gupta age.

The 'Amarakosa’ contains certain interesting information about
the costume and the testile marerials of the Gupta age, though the terms
are not always clearly explained and the commentaries are also far from
illuminating. According to Amarasimha the textile materials are divided
in the following four classes: (1) ‘Valka' ( made from bark ﬁbmu}
which includes ‘Ksauma', etc; (2) ‘Phila’ ( made from fbrous fruits )
and which includes cotton and plants of the same order ; ( 3 ) ‘Kauseya'
( silk ), and (4) ‘Rapkava’ ( made from the hair of a goat ). REdkava needs
some explanation. The word formed from the noun ‘rafiku’is usually
explained by the commentators as a kind of woollen cloth manufactured
from the bhair of the ‘rapku’ deer or some other species of wild animal.
The lexicographers and the commentators were not at all sure about

1. Amara,, IL 6. 1IL
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the origin of the word. There is, however, a natural explanation for the
‘rinkava' variety of woollen cloth. There is a species of goat called
‘rang’ which flourishes in the steppes of the high Pimir plateau, Tt
affords a very fine shawl-wool'. This ‘rang’ goat is probably the same
as’ the ‘ranku’ of Sanskrit literature about whose exact counterpart in
the animal kingdom the lexicographers are not sure. If the proposed
identification of ‘ranku’ with ‘rang’ goat be correct then the ‘Riankava’
would mean a2 fine variety of ‘pashmina’ cloth probably manufactured
in the Pimir region. As mentioned in the Mahibharata, felts® were also
manufactured from the fine wool of the ‘ragnku’ goat.

After this classification the 'Amarakosa’ describes the various stages
in the manufacture of cloth right from the loom to the finishing and
:altndsring stages. For the cloth fresh from the loom the following
words have been used : ‘andhata’ ( uncalendered ), ‘nispravini’ ( fresh
from the loom ), “tantraka’ ( woven on the loom ) and ‘navimbara™
After the cloth was bleached it was known as *udgamaniya™.

In the *Brhat-Kalpa-stitra Bhasya' ( 111, 2996 ) the following is the
process in preparing the cotton for spinning. The ‘seduga’ cotton after
the ceeds were removed was carded ( pifijitam ) and from the clean
cotton spools ( pelu ) were prepared for spinning.

The process of washing clothes is described in the ‘Nayadhamma-
kahdao' (III, 60), First the cloth was put into a solution of soda
(‘vattham sajjiyi-khirenam anulimpai’), then boiled and finally washed
with fresh water. An analogous process in washing clothes is still
maintained by the ‘dhobis’, though soap is gradually replacing the crude
soda as washing medium. '

One of the varieties of silk is called ‘patrorna’ in the ‘Amarakosa’,
Perhaps it was some kind of wild silk. Ksirasvami, a commentator of
the ‘Amarakosa® calls it silk spun by the insects feeding on the leaves

1. Woed, A Journay to Oxua,'! New Ed., 1873 ; Totrolductory Hasay' by Yuls, p. LYTL, ses slio
‘Bhirstlys Vidy®', Vol. 1, 1. p. 48, 1n. L.

8. ‘Bafikava-ksta, IT1, 235, 9, BORI od,
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5 Amsrakops, ol by Dr, Haradatds, p. 157,
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of banyan and ‘lakuca’ (a kind of bread or fruit tree, "Artocarpus
lakucha' ). Costly bleached silk js known as ‘mahadhana”,

While talking of silk one should not forget to mention the varieties
of silk technically called 'kidaya’ by Devardhigani who lived in the
middle of the fifth century’. Under the heading ‘kidaya' or silk-worm
products he mentions the following varieties: ‘malaya’, ‘amsuka’,
‘ciniméuka’ and 'krmiriga’. The above varieties and some more are
explained in the ‘Brhat-Kalpa-sitra Bhisya' ‘Patta’ according to the
commentary of the above ‘Bhisya® was woven from the ‘patta’ yarn,
presupposing thereby that ‘patta’ was a certain kind of silk yarn®
*Améuka’ is explained in the commentary as smooth and shining silk
( ‘slaksnapattah’) and ‘Cindmsuka’ was either cocoon silk ( 'kodikirikhyah-
krmih tasmdjjitam') or Chinese silk ('cinandma janpadah tatra yah
slaksnatarapatah tasmdjjitam’ ), It seems that the Chinese silk was
made from very smooth silk yarn, The ‘kymiraga’ as its name indicates
was the silk dyed in red colour prepared from an insect called kermes
or Coccus Indicus. The Malaya silk was perhaps the product of Malabar
or South Bihar. The 'suvarna’ silk is described by the commentator as
golden coloured silk, the thread being spun by a particular variety of
silk-worms. :

‘Dukiila" according to Amarasimha was a synonym of ‘ksauma’
( linen ) and the linen covers were known as ‘nivita’ and ‘pravrta’ It
seems that at some later date all thin bleached materials were being
classified as ‘dukiila®’ The 11th century commentator of the ‘Aciranga-
sitra® however, explains ‘dukila’ as cloth made from the cottcn grown
in Gauda.

The ‘Amarakosa’ also gives words denoting the measurements of
cloth. The cloth ends or hems are known as ‘da&d’ and ‘vasati', the

Ak, 1T, 6 118,

*Annyogadvars Biies', 81,

‘Brhat.' ¥ol. IV, 3681,

Ak, 11, 6, 128,

Bee the commenlary of Mallinitha, ‘El;hllﬂﬁ.il'. oy
‘Acirkbga-alina’, IL 8, 4,

L
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length as *dairghya’, ‘yama’ and ‘aroha’ and the breadth as ‘parinaha’ and
‘visilata! i

The various stages in the wear and tear of the cloth after constant
use have been expressed by several words. Old worn out clothes are
known as 'pataccara’ and ‘jirna-vastra’ and damaged and dirty clothes
are known as ‘naktaka’ and ‘karpata®’

Clothes in general were known by the following six words : ‘vastra’,
‘Bcchadana’, ‘visah', ‘caila’, ‘vasana' and ‘ambuka”, For costly garments
the words ‘sucelaka' and ‘pata’ have been used. and for coarser kinds
of cloth ‘vari§i’ and ‘sthilasiraka’, It i5 interesting to note in this
connection that the coarser and cheaper varieties of Benares tissue ‘sipis'
and brocades are usually designated by the local traders as ‘risimal’,
which is probably the degenerated form of the Sanskrit ‘Varasi. In
Vedic literature, however, ‘Barasi’ denotes a variety of cloth manufactured
from the fibres of the Baras tree'.

In the categories of wrappers and bed coverings various sub-divisions
have been noted. The bed covers are known as ‘nicola' and ‘praccha-
dapata’, and the rugs used as floor carpets are known as ‘rallaka’ and
‘kambala’? )

Ler us also examine the Chinese pilgrims’ accounts of India which
form delightful readings from the point of view of the social history
of India, Fa-hien who visited India in the early 5th century ( AD,
405-411 ) has unfortunately left only a meagre account for the reconstruc-
tion of its social history. Nearly two centuries later, however, when the
greatest of the Chinese pilgrims, Yuan Chwang ( AD. 629-645) and
after him I-tsing ( A.D. 671-695 ) visited India, they recorded interesting
details of the life of the people.

Yuan Chwang gives the following: déscription of the clothing

- I l ; L
Kiao-she-ye ( Kauseya }—this being the wild silk® obtained from

L. Ak I, 6, 114

‘Ak' L, 6. 115.

‘Ak', 11, &, 115,

‘Bharatiyn Vidyi' 1, 2, p. 34

Ak, T1, 8, 118,

6. Thomas Watters, ‘Ou Yuss Owang's Travels n India', Vol 1, P- 148, Toodon, 1004,
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the cocoon of '‘Bombyx Morit The interpretation of 'kauseys'as wild
silk does not seem to be right as the word "kaufeya' in the ‘Amarakosa’
stands for all kinds of silks obtained from cocoons, wild or aultured.
Muslin, Yuan Chwang names as ‘tieh’, calico as ‘pufi chu'i { or ¢h'u ) mé
( ksauma ) as a kind of linen, ‘han’ (or  ‘kan’)-pé-lo’ ( kambala )a
texture of fine wool ( sheep’s wool or goat's hair) and ‘ho-la-li’, @
texture made from the wool of a wild animal—this wool being fine
and soft and easily spun and woven was prized as a materisl  for
clothing®. ‘Ho-la-li' whose Sanskrit equivalent is suggested as ‘ral’ by
Watters is perhaps the same as the ‘rillaka’ of the ‘Amarakosa’; used for
a variety of woollen cloths. At another place Yuan Chwang mentions
‘$anaka’ as a dark red cloth made of the fibre of the ‘sinaka’ plant (@ kind
of hemp, Cannabis Sativa or Crotolaria' Juncea ) used by 'bhikkhus". 1)

The accounts of the Chinese travellers and other written evidence
throw light on the localities which were famous for the manufscture of
cloth. Yuan Chwang speaks of a variety of striped cloth manufactured
at ‘Mathura! It is noteworthy in. this connection, that in the Ajantd
paintings both men and women wear garments made:of striped cloth.

It is mentioned in the Mandasor inscription of Kuméragupta's time
that a section of silk weayers migrated from Litadefa to Mandasor. - Some
of the migrants took to other. professions but the remainder organised
themselves in a separate guild. They built a temple of Siirya in, Malava,
Samvat 494 ( 437-38 A.D. ) which was repaired in A D. 473464, when the,
above inscription was added’ In this inscription the weavers  have
beautifully expressed their just pride towards their profession and the.
high quality of their manufactured goods.. The .relevant portions are,
quoted below :

‘Tarunya lu.ntyupn::mp:-suuamn—hm tambﬁla-puspawdhmnsamnl
amkrtopi, ninjanah priyamupaiti na tivad agriSrayam yivanna-pattmaya-:

Ak IT, 6. 113,
Wosters, log. ois., p. 148,

. Ak TI 8 118,
Watters, 100, git., Vol. 1 p. 180
Wattors, Lo, 6it., Vol. I, 5 801,
Isd. Amt. XV, 17C.
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inmi:nd}hldimﬁ:m&h_inmafthe country which n the major pare
of the gear is hot, ‘dhoti’ and ‘dupatsd,’ ‘siris’ and ‘chidars’ are the: most
suitable ‘apparel from the hygienic point of view. But this did not pre-
clude the Indians from weaging sewn and tailored garments also. There
were, however, various modes of wearing the unsewn ‘dhoti’ ‘dupattd’,
or ‘chidar’, which imparted grace to the wearer and changed the monotaony
of the wrapped round white sheets

 The description: of uncut and also of tailor-made garments in the
‘Amarakosa' however is meagre. For 'dhori’ there are four words:
‘antariya, upasamvyana, paridhina’ and ‘adhomsuks’) and for the ‘dupattd’
and ‘chidar’ five, namely, ‘praviira, uttarasafga, vrhatiki, samvyina® and
attariya®. It is difficult to point out the difference in the. materials or
measurements of the vatious synonyms of the ‘dhotis' and ‘dupettis’ Far
women's bodices the terms ‘cola’ and ‘kiirpasaka’ have been used® but their
difference is not indicated, The word ‘kiirpisaka’ in the sease of bodice
has been used several times by Kalidisa.! As evidentfrom the ‘Rtusambira’,
‘kiirpasaka’ seems to haye been a sort of close-fitting bodice. The wanter
cloak was known as ‘nisira’ The woman's petticoat reaching to halt the
length of the thighs was known as ‘canditaka}’ Later on, however, we
find that the ‘candataka’ had lost its gparticular meaming as woman’s
petticoat and was being used as a shirt both by men and women. A sewn
garment reaching down to the feet was designated as prapadina.’

Passages in the Sanskrit literature of the Gupta age, especially in the
works of Kilidasa and Banabhagta, throw considerable light on contem-
porary fashions The women besides being draped in 'sari’ and ‘chidar’
also wore a 'vaikaksya' Describing the dress of Savitri, Bana observes that
she had on a shawl ( gatriki ) the kaot of which was tied between hes
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breasts' and her ‘vaikaksya' (agulaml wﬂuumthzl&ttbnh{dn'and
under the right arm like the 'yajfiopavita’ ) was formed by a ‘yogapatza’
( a scarf tied round the body at the time of meditation' ), The women
also were clad in tunics. Describing the beauty of Malati, Bina observes that
she wore a gown ( kaficuka ) of white bleached ‘netra’ cloth lighter thana
snake’s slough flowing down to her toes” Underneath that gown gleamed
a petticoat ( canditala ) of saffron tint and variegated with spots of
different colours! Here the ‘pulakabandha’ refers to the famous tye-dyed
‘ctidari’ or *badhani’ of Gujardt and Rajputing, [t is also mentioned that
the women of Thaneshwar wore bo lices®

“The women were dressei in robes which at times bore beauziful
parterns. Thus a divine woman is represénted as wearing 2 dazzling
maslin robe embroidered with hundreds of diverse flowers and birds
and gently rippled by the motion of the breeze!

The' clothes were adjusted by the women to suit the seasons In

summer a light ‘safd’ of ‘dukila’ covered the lower part of their body': in
spring they wore saffron-coloured 'sitis’ and red and saffron breastbands!
- The king's costume was simple but effcctive. In the 'Harsacarita'
Harsa wears a ‘dhoti’ interwoven with ‘netra’ threads® and a star-
spangled scarf. The white ‘dhoti’ was often decorated with the geese
pattern and its ends floated in the air wafted by the flywhisk® It is also
mentioned that Harsa while ready to go to the battle field wore a ‘dhoti’
and ‘dupattd’ decorated with the geese pattern.”

3. Bummadbhysgeirikigmathih,' "Harmerits', p. 8.

L Ib ‘yogsputtens vimelboradiakmioe,

i 'Ubaota-tbarais astre-nbrmibns olrmokalsghtlarogs popdloms ksl Sirchiban
onlatd’, Th,, po 0L

¢ ‘Epskorupllarigepitalam palake tesdha=tionp hqm watiiabepbintem’, IV,
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p 08,

7. "Binsgmbies’, L L
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v :In che sixth *Anga’ of the Jain canon, the Nﬁyﬁ-nhammxahab.' the'

costume of Prince'Goyame ts made up of a silken ‘dhot’ (‘amsuka’) and
cottonn (‘'dukiila’) scarf (‘uttauya'). These pieces are described us
coloured, soft to touch ( ‘wanna-pharisa-ssjuttam’ ), surpassing the ~delicacy
of a horse's foam, white and worked with gold at the corners (‘'dhavala-
kansya-khsciyanta<kammam am'), bright es the thy and/crystal clear: ' In'the
‘Antagads Dasio® it'is mentioned that Prince-Gautama gt the time of his
renunciation, when he was ready to go to s teacher, was clothed in a rébe
figured with swans { ‘hmn—lakkhma-dugulln ). whicli' could be lifted by
the breath of the nostrile :

The people of higher social starus drzmd in the garments befitting
their position in society: The mode of wedring the 'dhoti by 2 ‘member
of this class is described by Bina as follows : “The youth whom Sarasvari
saw had his waist marked off by a tight drawn lower garment of "harita”
green, of which one corner was gracefully set in front, a litle below the
navel, and the hem hung over the girdle behind, and which on both
sides was so girt up as to display a third of his thigh'”

Baps was familiar with the appearance of the soldiers af lis
period. From his observant eges even the smallest detail of ther
costume did not escape. The saldiers on foot in Bama's tinie wore tunics
spotted with black aloe-wood paste and their heads were covered with
turbans made of scarves; their daggers were fastened in dtrbing knots
in sashes of double cloth!, The horsemen generally wore white turbans
and the ‘varabina®’ At times the scldiers wore spotted tunics imitating
the tiger skin and turbans made of various strips of cloth’. The soldierly
uniforms of the chieftains' acccmpanying Harsa when he started for

L L 1A

2. Te by Bammati, p. d6.
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the battle-field was as follows : Their shanks were covered with delicate-
Iy tinted ‘netra’ cloth, Their copper—coloured legs were chequered
with mud-stained wraps and a heightened white was produced by
trousers soft and dark as bees'. They wore tunics of dark blue lapis-
fozuli shade’. Chinese cuirasses were thrown over them'. They also
wore coats and doublets’,  and other bodices speckled with the misture
of vatious colours’ and shawls of the shade of a parrot's tail', They wore
ttirbans to which were stuck the stalks of ear-lotuses’ and their heads
were often wrapped in shawls of soft saffron hue'.

Some of the garments described above are recognisable, while others
are not. ‘Kaficuka' and ‘virabiga, according to the ‘Amarakosa’, are
the body armour’ But from the description of the 'kaficuka’as worn
by the chieftains it is evident that it ‘'was a tunic-like garment. At one
place it is said to have been made from spotted cloth and at another
place from cloth of lapis-lazuli shade. There s no hint given whether
‘virabana' was made of metalor cloth. Probably it was a full-sleeved
padded coat, something like the ‘chiltd’ of the Mughal period which
was worn to guard the body sgainst the thrust of sharp-edged weapons.
‘Cina-cola’ has been tramslated by Cowell as Chinese cuirass, which in
the English dictionaries is described as body-armour breast-plate and
back-plate fastened together, or woman's close-fitting sleeveless bodice.
From its description, one thing is certain that it was wom over the
tunic and therefare it could be scme sort of armour; or it could also
be a padded full-sleeved long-coat with V-shaped neck which is worn
oll over Central Asia. What kind of coat 'stavaraka’ was it is difficult to

1. ‘Dotiirs-ootm-suEamim-svasiha-gana-sibagits jabghi-candalica, ksriamiza-pals-seimasita.
pliafiga-pliall slinils-merisssiubsasmutpudlisslle-smmayogn parabbagaih.’ “Harpearits’, p, 903,
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say. 'Kirpisaka' in the ‘Amsrakosa’ is a synonym for ‘coli’ Probably
it was a garment of modern ‘mirzal’ type.

Bana at several places has also given glimpses of the costumes of
the officers of the state, messengers, mendicants, writers, etc. Such is the
descriptive power of Bana that with the sure touch of a master artist
he creates an indelible picture of a person or event. Describing. for
instance, the messenger sent by Krsna, the brother of Harsa, to Bana,
he gives in a line the complete picture of the costume of the messenger.
“His tunic was tied with a ‘kamarband’ and his loose hair was tied behind
with a dirty tattered cloth®’"” This simple description recreates the
personality of a dust-covered messenger coming from a long distance,
It seems that the door-keepers (‘pratihiri’ and ‘mahdpratiharnl’ ) wore
white tunics' and tied their waists with ‘kamarbands® The description
of ‘the costume of Bheiravicirya, a 'sanyisi, and its comparison with
the garments of a present-day Hindu ‘sanyasi' should convince us of the
truthfulness of Bina's observation. At one place he is mentioned as
wearing a red ascetic’s scarf hanging from his shoulders, which formed
the ‘vaikaksa' scarf, and his upper robe consisted of a tattered rag knotted
above his heart and stained with red ochre. At another ocoasion
when Harga saw Bhairavicirya st his place he wore a black woollen
‘chadar® and loin-cloth made of linen'. Encircling him as ‘paryanka’
band was an ascetic’s wrap in hue white as ambrosia foam'. He also
wore sandals ( paduka )%

In'the paintings of Ajants very few people wear turbans though
turbins are fairly common in Gupta portrait coins which will be described
later. The literature of the period is also particularly rich in reference

L m4us

3, ‘Eisdamika-colasiriilsiramiiomsndueandiiakam, prothe-prefilbat-pataccars ghatliagalite.
grssililoy’  "Hargacarila', p. 41,

8 "Vidhes kaBots cchagna-vapupl.’ DTh, p. 49.

"uaBeukfiracchannavapusdl’, "Kidambsel. p, 84

& "Hargiearila’, p. 49,

5. "Dbdtorosfropens karpateos krtotlsrdsahgim b, p. 80

g 'Erps-kambals.privamape. Thi p.o 268
"Piptan puvitra - ksumitadanpisam.’ In, p. 38,
. :nmm-m-mmumwmmm -puitakms,’ Lh

0w



“

21

to turbans. At one place in the ‘Harsacarita’ the muslin strips which
were used for tying the turbans are mentioned’, At another place turbans
with large knots tied in the centre of the foreheads are described”. The
ratity of turbans at Ajnt may be attributed to some loeal
peculiarity or it may be due to the fact that the painters would not
have been able to show the wveried fashions in hairdressing had they
coveréd the heads of the male figures with turbans, and hence they
discarded the turban altogether.
v ’

Yuan Chwang, whose description of Indian costumes seems to have
been borrowed from some old conventionalised sources, mentions that
the Indians did not wear sewn cothes, They preferred white cloth.
The men wound a strip of cloth round the waist and up to the armpits
and left the right shoulder bare. The women wore 3 long robe which
covered both the shoulders and fell down loose'. Yuan Chwang's
description of the women's costume is rather vague and one is unable
vo decide whether ‘kurti, ‘chadar’, or ‘s’ is meant. Besides these
articles of common wear, in Northern India, because of its cold climate
close-ftting jackets were worn resembling the garments of the same
pature worn by the Tartars’ Probably these were of the later
‘bagalbandi’ type, a full-sleeved padded coat tied with fasteners on the
left side. .

I-tsing, another Chinese traveller, has given at some length
the description of the costume of the laymen as well as of the
clergy. Describing the costume of the clergy of the 'Milasarvastivadin’
school of Buddhism, I-tsing observes that their costume was made up
of the following articles : ‘sanghati’ ( double cloak ), 'uttarasanga’ ( upper
garment ) and 'antarvasa’ (inner garment ), Besides these, the use of

1. ‘Ambkospisa-patiiidmive. by p 14
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the following articles was also ordained as lawful : (1) nisidana’, a mat
for sitting or lying on; (2) ‘pivasanz’ an under-garment; (3)
‘pratinivasana', a second under-garment ; (4 ) samkaksika’, & side-covering
cloth; (3) 'kiya-profichana’ a towel for wiping the body ; ( 6') mukha-
profichana’, a towel for wiping the face: (7) ‘kesa-pratigraha’, s piece
of cloth for receiving hair when one shaves ; ( 8 ) 'bhesajapar-iskira civara’,
a cloth for defraying the cost of medicine. All the articles of costume,
etc, not mentioned in the above list were not to be used except the
woollen garments which the ‘bhikkhus’ could wse'.

It seems that fine and rough silks were used by the ‘bhikkhus' all
over India, and I-tsing does not approve of any prohibition regarding
the wearing of silk. In his opinion it was absurd that the wearing of
linen which was difficult to procure was lawful. while the use of silk
easily procurable was rejected. Another argument advanced in favour
of the rejecrion of silk was that it was obtained by destraying life.
I-tsing dismisses the argument by asserting that if the theory of the
destruction of life were to be carried to a certain extreme the monks
would be forced to discard practically everything® This partiality
towards silk may be explained by the fact that I-tsing came from a country
where silk was manufactured in sbundance and linen was difficult to
procure, Incidentally it also shows the scientific bent of I-tsing's mind,

The distinction between the four Buddhist Nikayas was made
by thie different modes in which they wore their under-garment (nivasana),
The followers of the Mulssarvastivadin school drew the ends of
the under-garment through the girdle and suspended them over i,
- whereas the followets of the Mahasamghika schoal tock the right end of
the under-garment to the left side and pressed it tight under the girdle.
This mode of wearing the under-garment could be compared with the
mode of wearing the 'siri’ by the Indian women of that pericd. The
mode of wearing the under-garment by the followers of the Sthavira-
Nikiys and Sammita-Nikiya was similar to that of the followers of the
Mahasamghika Nikiya, except that the former left the ends of the

L Iaglp. 53,
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under-garment outaide, while the latter pressed them under the girdle.
The girdles worn by the Buddhist monks of different sects were also of
different kinds.'

A nun's mode of wearing the under-garment was the same as that
of a monk of their respective school® They wore ‘uttarasafiga’, ‘antarvisa’
and ‘samkaksikd” in the same manner as the male members of their respec
tive sub-sections of the church, but they wore their skirts in & different
way. The skirt was known as ‘kusiilaka’, which could be translated as'a
bin-like garment’, for its shape was like a small bin ( 'kusGla® ). It was
fashioned from a piece of cloth with its both ends sewn together, The
measurement of the cloth was four cubits long and two wide The skirt
reached as far as the navel and came down as low as four fingers above
the ankles. In putting it on, it was first stepped in and then was pulled up
to the navel. The top of the skitt was contracted round the waist and
tied at the back! Ordinarily the nuns did not cover their sides or chest
but after adolescence when their breasts developed they could cover them.*

The colour dyes for the use of the monks were prepared from 'kdnda’
( Rehmania glutinosa ), yellow powder ( Prerocarpus indicus ), mixed
with red ochre or red stone powder. An inexpensive method was to dye
the cloths with the dyes prepared from dates, red earth, red stone powder,
wild pear or earth purple’

According to I-tsing, the Indians in general including the officers
and tHe people of the higher classes wore a pair of soft white cloth as
garment, while the poorer and the lower classes wore only a single piece
of linen. The linen ‘dhoti’ worn all aver Indis was eight feet long : it
had rio girdle and was not cut or sewn but was simply wrapped round
the waist to cover the lower part!

From Kashmir to all Mongol countries such as Suli, Tibet and the
country of the Turkish tribes vuse was made of skin and woal for
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garments ; cotton cloth was resorted to occasionally,. On account of the
cold ¢himate the people wore shires and trousers!

It is also mentioned by I-tsing that the monks as well #8 the laymen
in the colder climares wore a garment called "Li-pa’ which seems to be
derived from Sauskrit ‘repba’ or ‘lepa’ though its origin is uncertain.

It was made in the following way 1 A piece of cloth was cut so as
to havé no back and also one shoulder was bare. It was sleeveless,
The part covering the left shoulder was not wide. It was tied on the
right as & protection against the wind. The garment was padded with
cotton-wool to make it thick and warm. Sometimes this garment was
sewn together on the right hand side and ribbons were attached at
the top end®. I-tsing saw this garment in use in Western India, and
the priests from the north generally wore it, It was however not worn
in the vicinity of Nilanda monastery due to the hot climate of Bihar',
Some priests and laymen wore half shirts though it was against the
monastic laws for priests to do so',

Taka-kusu, in the translation of that part of I-tsing’s aceount dealing
with the mode of wearing religious garments is not clear. The ‘samghac’®
probatly, though the name of the garment is not mentioned, was five
cubits at both ends; four or five fingers from the collar, a square piece
of ¢loth measuring five-finger in width was stitched on, It had a hole
in the centre through which a ribbon of silk or cotton was passed
These ribbons were tied at rthe chest’. The ribbon and fasténer were
attached to the upper garment for the purpose of pulling it up a lictle
and tying it in fromt during meal time® The skirt or lower garment
was five cubits long by two cubits wide. It was single or double. This
was worn to cover the navel Both ends of the lower garment were
tied in three twists. This fastening was tucked back to be hidden from
view, The lower garment was tied with a waistband’.
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The kurtd’, an article of common wear in Northern Indix, seems to
have been known in the Gupta period. In the Fan-yu-tsa-ming, the
Sanskrit Chinese dictionary of Li-yen—who died between A.D, 785-794—
the Sanskrit word for the Chinese ‘chan’' meaning shirt Is ‘kuratu’’ This
word however does nor exist in Sanskrit. Its source is uncereain. It
may be compared with the ‘curts-cabaya’ of the Portug but it is
difficule to believe that the word ‘kurd' was deriv from the
Portuguese, a language with which Indjans came into contsct nearly
a thousand years afrer Liyen had compiled his dictionary.
Probably the Portuguese adopted the Indian word which must have
been common in the seventesnth century or earlier. The association
of 'cabaya’ with 'curta’ in the Portuguese ‘curta-cabaya’' shows that
‘kurta' and ‘cabaya’ were interrelated. The ‘kured’ was wom
underneath the 'kaba'—a Persian word for a long gown—and these two
constituted important articles in the costume of the Mughals. But che
origin of ‘kuratu’ in Li-ven's dictionary is still unknown,

From the Chinese sources we also gain some knowledge of the
footwear of the Indians in the Gupta period. In the Fan'yu-tsa-ming,
the Sanskrit equivalent of *hiue' meaning boot in Chinese is given us
‘kavasi” This word again is foreign to Sanskrit. The word, ns
Pellior remarks, resembles the Iranian kafd, (shoe), still used among
the Turkish tnbes of Central Asia under the form ‘kipis' and ‘kipis’,
meaning sandals, The form may be compared with the Tibetan ‘kab-sa®
which signifies leather shoes of Hindu fashion used by the wealthier
Tibetans, In the 'Le Fan Tang Sizo Si' ( ‘Brahma-cina-vartta-mukha’ )
an appendix to the dictionary Yi-tsing there are two Sanskrit words
‘savanasa’ and ‘piila’ standing for the Chinese ‘hiue’ and ‘hiai' meaning
boots and shoes. In the ‘Mahdvyutpatti’ are many words for boots and
shoes ‘upanah, ‘piduks’, ‘pidavestanika', ‘puls’, and ‘manda-palih’ ( ‘munda-
pula’). The “pilla’ of the ‘Le Fan T'ang Sizo Si' is the same as ‘pili-pila’
of the 'Mshavyutpatti' The origins of the ‘Savanasa’ and pala’ however
gre uncertain',
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Apparently the words mentioned above for shoes were either coined

in Central Asia or belonged to the 'deél bhasa' or popular speech in India,
I am unable to trace the origin of ‘piila’~but *mundapiila of the
‘Mahavyutpatti’ seems to have been derived from ‘mundd’ or a common
variety of country-malde shoe without the decorative hook at the tip,
This ‘munda’ shoe is worn by pessants all over the eastern United
Provinces of India, The ‘kevasi' in the 'Fan-yu-tsa-ming’ which is perhaps
the same as Iranian "kaff' and “kapi&-kipis' of Central Asia has its equivalent-
in the Sanskrit ‘khapusi’ mentioned in the ‘Brhat-kalpa-statra Bhiasya" and
described as boots covering the knees. The probabilicy is that ‘khapusa’
gt ‘kavasi' were boots of Tranian origin brought to India by the Salas and
the Kusins whose Iranian affinities are well known.

V.

The Jain canon whose study unfortunately has been neglected so far
is full of information about Indian costumes and textile materials both as
used by the monks and nuns and also the laymen. This information is
however given in greater detail in the 'Cheda-sGtras” or that portion of the
Jain ceremonial literature which prescribes rules for the nghtful conduct
of the monks. There are six such ‘Cheda-siitras. the most important of
them being the 'Brhat-kalpa-sttra’. The information in the ‘siitra’ portion is
laconic, though it is greatly angmented by the ‘bhasyas’, and commentaries
written at a much later date.

In the '‘Brhat-kalpa-stitra Bhasya', a work of unsurpassed interest o
students of social history, a large section is devoted to monastic costumes;
the different degrees of sin attached to wearing the unlawful garments
and the expiatory rites connected with them. etc. Incidentally, much
light is thrown on the laymen’s costume as well, The ‘siitea’ porrion of
the Brhat-kalpa-sitea’ is admittedly very old and its authorship is ascribed
to Bhadrabiliu who was & contemporary of Candragupta Maurya in the
fourth century B. C. The 'Bhisya’, on the ‘slitrus’ however is of consider-
ably later date and contains much more original material than the 'stitras’.
The date of the “Brhat-kalpa-siitra Bhisya' by Jinadasa Ksamaramana has
not been fixed bug there is no reason to believe that it is later than the
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Gupta period ; within the 'Bhasya’ itself there are references to con-
temporary coins and kings, etc whizh would fix its date to the st or 2nd.
century A. D. Anyway, its materizls can be utilised for the social history
of India in the Gupta period as the text of the 'Brhat-kalpasiitra’, if the
Jain tradition is to be believed, with the Angas was edited and
compiled in the third eoundll of the Jain reachers held at Valabhi in the
fifth century at the invitation of Devardhigani Ksamagramana.

The *Brhat-kalpa-stitrn Bhasya" enjoins the change of garments on
four oceasions: (1) the ¢lothes which were changed daily (nityanivasana’) ;
(2) the washed clothes changed nfrer raking one's bath (‘mufjanikam’) ;
(3) festive garments (‘ksanotsavikam’) worn while attending fairs and
festiviries ; (4) garments worn while paying calls on the kings, nobles, etc,
(‘rajadvirikam’). The interest in the fourfold division lies in the fact thar
an Indian of high social status till recently believed in wearing his
garments sppropriate to the occasion. It is but recently that a westerniza-
tion of Indian clothing and a sluggish, careless manner has narrowed the
differénce between the clothes to be wom on different occasions hut
even now it is not uncommon to reserve a suit or coat for the ceremontal
occasions.

The fashion of the day demanded a high finish of the washed clothes,
and the different processes are frequently mentioned in Jain literature to
give u pice finish to the washed clothes. Ar first the cloth was washed
(‘dhauta’) : then it was calendered (‘ghrsta’) and starched (‘mrsta’) and then
perfined (smpradhiimita’)’ -

Thé importance of clothing among the Jains could also be gauged
from the strong belief® that the different parts of a cloth are presided by
different gods and demons. It is said that the four corners are presi-
ded by the deities whose names have not been given : the border and
middle portions are assigned to a class of Ancestors, the parts touching
the éars come within the domain of the Asuras, and the central point is
pn:s[ded over by the Raksasas. The relation of the supernatural elements
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with the cloth seems to have been enjoined <0 that the religious garments
should be up to the prescribed measurements otherwise the benign and
evil spirits would be disturbed. _

The Jain monks in this age in keeping with the ancient authority
of Bhadrabdhu' were allowed the use of the following lawful textile
materials # ‘jngika!, ‘bhasgika) ‘sinakal ‘pottaks’ and *tirida-patra’.
The ‘jadgika' 15 described in the ‘bhisya’ as cloth manufactured
from camel's hair. In connection with woollen cloth the "bhisya’ mentions
thar cloth manufactured from sheep's wool was 'augnika’, from camel's hair
‘austrika’ and from deer’s hair 'mrga-roma’; ‘kutapa’ is explained as ‘jina’,
and ‘kitta' was manufactured from the wool or hair, which apparently
means that this variety of cloth was manufactured from the residue of the
hair or wool after the best part had been utilised ‘for better grades
of cloth (‘tesimevorparomadinimavayavah tannispannam vastramapi’,)*

In the *bhangiks’ class of textile materials are included linen, and
the cloth made from the fibre obtsined from bamboo shoots’. Siga is
hempen cloth ; ‘pottaka’ is the cloth manufactured from cotron, and
‘iritapatts’ is made from the bark of the Tirita tree.

The Jain monks' garments had to conform to the following
requisites: They had to be of proper measurement (‘pramanavat’). of

even testare (‘samam’), strong (‘sthira’) and beautiful (rucildraka)

The wearing of woaollen undergarments was disallowed to the Juin
monks as it nttracted lice and dire. If, however, the woollen garment
formed an outer covering it did not become dirty and protected the
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body against cold! The monks, if they could not obtain cotton undet-
garments, were allowed to use as alternatives an undergarment made
of ‘riritapatta’ cloth or silk (keusikara' Prikrt « ‘'kausiyira’). H there
was no woollen ‘chiadar’ then the first altmﬂmre was. 8 wrapper made
from fabrics of bark ('valkajam’) ; the second was silk (‘kauseyya) ; and the
third was a wrapper made from ‘tirita’ bark’

Among the five kinds of clath described above as lawful to the
Jain monks, & combination of two such, as of cotton and wool, bark or
‘tirita’, etc. wasallowed. Transgressing this rule meant sin.!

Then certain technical terms about cutting, ete. are described.
Thus the garment without cut, joints and unsewn is called ‘natural’
(‘vathd kstam’), The garment whose border ('dadikd) was only cut or
made by joining two pieces or which was sewn (‘tunnam vi kartavyam’)
‘was called ‘alpaparikarma’. If it was cut or joined or was according to the
measurement of the body and was profusely sewn then that wasa
‘bahuparikarma’ garment.

All these types were used by the laymen, but for the monk only

the fest kind was lawful ; but in case he was unable to procure it

he could use even the second and third type after performing cercain
expiatory Tites' In case; however, the monk was sick or on rour
this law was held in abeyance”

The monks were disallowed the use of ‘krtsna’ or ‘whale’ clothes,
which seem to haye been used by laymen.' The 'krtsna’ garments are divided
on their merits into the following six classes : ‘nima’ (according to name),
‘sthipand’ (of fixed order), ‘dravya’ (according to-ingredients and materials),
‘ksetra’ (according to place), 'kala' (according to time) and 'bhiava’ (according

~ to feeling)

The ‘dravya’ vanety of cloth is further sub-divided into ‘sakala’ and
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‘pramdns’ subsections. The ‘sakale' is defined 2s closely woven (ghanam’,
‘tanubhik sndram’), smooth (‘masmam’), free from ladders (‘nirupahatam’,
‘afijana-khafjanididosarahitam’) and with border (‘sadadakam”). Tt is again
classified according to quality as worst (jaghanya’), middling (‘madhyama’)
and best (‘utkrsta'). The commentary explains ‘jaghanya’ as mouth-cloth
etc. (mukha-potikadi’), middling as. perfumed. etc. {‘patalakiddi’) and best
as starched (‘kalspakadi). The ‘pramina-krtsna’ variety is described as
the cloth whose length and breadth (‘vistiriyama') exceed the measure-
ments prescribed for the monks*®

By the *ksetrakresna’ variety ate meant those cloths which were not
available in certain parts of the country, or if available, were very costly.
The commentary adds the remark that the cloths produced in Eastern
India were available at 2 very high cost in Lita or Gujsrat?

The ‘kila-krtsna' variety was very costly in certain parts of the
vear and availsble with great difficulty. The ‘commentary notes : ‘as red
garments in summer, wrappets in winter (‘Siéiram privaraladi’) and saffron
coloured robes in the rainy season (‘vars@su kumkuma-khacitadi)!

The ‘bhava krtsna' variety is sub-divided into ‘vamayuta’, ‘according
to colours', and ‘millyayuta’, ‘according to prices’

There were three price grades for worst, middling and best qualities.
The cloth which was valued at cighteen 'kirsapanas' was of the worst
guality and the one costing a hundred thousand was of the best quality.
The cost of the middling variety ranged above eighteen ‘IkArsipanas’ but
was less than a Inc! ' '

In connection with the expiation prescribed for the monks who
wore costly garments the different price grades of the cloth are given as
18, 20, 49, 500, 999, 10000, 50000 and 100000 'kirsipanas'’

1.
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Expiatory rites were preseribed for the monks whe attracted by the
beauty of the costly garments wore their shabby garments grudgingly.
This. prohibition of certain clothes was based on commonsense. If a
monk was on tour the weating of costly garments resulted in inviting
thieves! That was not all ; 2 poot monk wearing rich garments was
often put under arrest by ‘custom officers, who under the suspicion
that the garments were stolen property, punished the monk® In this
connection the story of 4 Jain teacher is related. The teacher was
onee presented with a very costly shawl (‘kambala-ratna’). While passing
on the road covered with the shawl he was espied by a thief. The teacher
after returning to the monastery tore the shawl to pieces In the night
the thief came and demanded the shawl from him with dagger drawn
and on being told that it was torn to pieces did not believe him. At this
the teacher showed the thief the torn pieces. In great angerthe thiet
after sewing the pieces together took away the shawl as it was

The poor Jain monks, however, were allowed a certain amount of
liberty in ‘sthiind’ country., Here thers was no fear of robbers and the
wearing of costly garments did not excite any curiosity, Under such ideal
conditions even the prohibited garments could be worn by the monks
after having removed their borders’ But there were cases when even
the borders (dadiki’) were allowed rto remain. In certain cloths of weak
texture the borders were added to strengthen them so that'they could
be worn for a long time. Tn such garments the' borders were allowed to
remain. In certain countries in which the cloth did not possess broad
borders they were allowed to remain. The commentary cites the example
of Sindhu®

The monks suffering from asthma were allowed to wear garments
of the measurement prescribed otherwise’ The monks could also




posséss garments having a border for presentation to the doctor attending
onthem,

Nepdl, Tamzmalipti and Sindhu-Sauvira seem to have been great

centres of production of costly textile materigls. In the above-named
countries everybody used ‘krtsna’ garments, even the monks! In the
countries like Nepal, etc, there was no fear of thieves, neither was there
any special honour attached to wearing costly garments, In r.he_Sindhu-
Sauvirs country on the contrary, ‘wearing thabby garments: was looked
down upon. Under such conditions. even the monks could use costly
garments.’
" Incertiin countries (the commentary adds the name of Mahardstra)
the blue blanket (‘nilskambala’) was a costly article, but out of sheer
necessity the monks could use it in winter as nothing else could give
warmth.'

It seems that the Jain Church, at least in the later phase of its
development, took into consideration the comforts and conveniences
of princely novices As it was difficult for them to sleep in coarse
clothes they. were: allowed the soft ones til_l- they got used to. the monkish
garment,'

' Besides the usual ‘dhoti” and ‘chadar’ the monks wére allowed to use
a ‘kamarband (paryastaka’) of cotton (‘phalaly)’ it was neither coloured
nor patterned (‘acitral’) ; it was only four fingers wide and without jointa?
Incidentally these instructions show that the ‘kamarband’ richly coloured
and patterned and fairly wide was used by laymen, a fact corroborated by
Ajant3 paintings. ~

The monks were also allowed to wear a ‘gopilakaficuka’ or ‘cowherd

tunic’ while attending on a sick nun, which required them to turn her

on the back snd to clesm her No further description of this
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particular type of ‘eowherd tunic’ is givem, But by inference it could
be said that it was a Jong full-sleevad tunic worn to aveid contamination:'

Beside the varieties of cloth described above two sets of different
types of ‘diisyas’, each containing five varieties, are described.

These avere used by the laymen. In the first set ‘kovava’, 'praviraka’,
‘daghikili’, ‘pliriki’ and ‘viraliki' are mentioned*

The following is their description in the commentary :

L ‘Koyava'is described #s a wrapper stuffed with cotson.

2. ‘Priviraks’ is described as a fluffy blanket from Nepal { ‘Nepaladi
ulvana-roma-brhatkambalal'. ) Apparently the order is changed in the
commentary by mistake, as usually ‘koyava' is a blanket and ‘pravira’
the stuffed wrapper.

3. ‘Dadhikili’ It was a washed wrapper, very white, with 2
dented decoration on the borders.

4 ‘Parlkd’. It was woven with sparsely placed yarns; or it also
denoted the sack-cloth woven out of coarse hempen yarns.

5. "Viralika'—Dosiiti’\

In the second division are included ‘upadhina’, ‘wili’, ‘dlinganika’,
'gandopadhina’ and ‘masiiraks? which are different kinds of pillows.

1 ‘Upadhina’ Pillow stuffed with swan feathers.

2 *Tali, Stuffed with clean ‘gotton ( ‘samskrrarfita’) or ‘arka’
cotton.

3. ‘Alifganiki’. The body size pillow which was put between
the thighs while sleeping,

4. ‘Gandopadhina' Pillow for the temples (‘ganda~mastirika’ ).

5. "Mastraks) It was a round cushion (‘cekkala-gaddikadi’') made
of leather or cloth, end stuffed with cotton.'

The costume of the Jaina nuns however seems to bave been very
elaborate. Every precaution seems to have been taken to ensure that
their dress covered the body perfectly. The following eleven items
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have been recounted in the 'Brhat-kalpa-siitra Bhisya:' ‘avagrahs,
patta, ardhoruka, calaniki, abhysntarasnivasani, bahirnivasani, kaficuka,
supakaksiki, vaikaksikl, samghati and skandhakarani.'

The following are their descriptions :

1. ‘Avagraha’ A cover for the private parts, It was broad in
the middle and constricted at the sides and was made of closely woven
and smooth cloth.!

2. 'Patta’ It wastied with fasteners fixed on its sides [t was
four fingers in width and its length was in accordance with the measure-
ment of the nun's waist. This piece covered the ends of the ‘avagraha'
and looked like wrestler's shorts (‘mallakaksivar )' The wrestler’s close-
fitting shorts are known as ( ‘kaccha’ ) even to-day.

3, ‘Ardhoruka’ It covered the ‘avagrahe' and 'patta’ and therefore
the whole waist. It was shaped like the wrestler's shorts ( ‘janghia’,
‘mallacalandkrtib’ ) except that its broad end was firmly tied between
the two thighs (“firudvaye ca kasivabaddhah' ) It resembled something
like the modern ‘lagota”.

4. 'Calanikd’ It was the same as ‘ardhoruka’ though it reached
balf the length of the thighs It was unsewn and its shape could be
compared with the loin-cloth of the bamboo-top dancers ( lankhika )*

5. 'Antarnivasani. Beginning from the waist it reached half the
length of the thighs, It was worn at the time of dressing to avoid being
naked and thus becoming the laughing stock of the people*

6. ‘Bahirnivasani’. Beginning from the waist it reached the ankles.
It was tied to the waist with a string/

7. ‘Kancuka. It was an unsewn garment three and s half hands in
length and one hand in width; This piece was Grmly tied on both sides
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of the waist. Iralso covered the firm breasts whose contouts were
beought into prominence by tight garments!!

8. "Aupakaksikl. It was like a ‘kaficuka’ and made of a plece one
and 2 half hands square. 1t covered & part of the chest and back and was
tied over the lefr shoulder. -

9, *VWaikaksikl' Itwas an opposite of the ‘aupakaksiki’ and was
worn on the lefe side and covered ‘patta,’ ‘kaficuka’ and ‘aupakalksiki’

10, 'Samghatl., They were four in number, one measuring two
hands, two measuring three hands and one measuring four hands in wideh.
In length all the four were from three and half hands to four. One of
the ‘samghitis’ measuring two hands in width was worn while the nun
was in the convent ; among the two ‘samghatis’ of three hands' width one
was worn on begging tours and the other while proceeding to the
lavatory : the ‘samghatl’ with four hands width was worn while attending
the religious discourses so thatit could cover the whole body while the
nun stood erect.’

11. 'Skandhakarani’ It wasa square piece of cloth four hands in
length which was kept on the shoulder fourfold to serve asa protecting
cover against strong wind. This garment was also used to dwarf the
stature of beautiful nuns by placing it on the back and tying it with the
tanpakaksiki' and ‘vaikaksiki'®

While wearing the undergarments the nuns were mnot allowed to
arrange one end of the 'sigi’ in folds and tug it in front or on the sides,
This part of the'garment when arranged in folds is called ‘ukkha’. In the
“Nisitha Ctirni' it is explained thus : ‘Over the middle part of the lower
garment arranged as a round protuberance near the navel'"

The nuns were not allowed to wear a ‘kamarband’ (‘paryastikd) for
fear of being accused of being fashionable. In the case of illness, however,
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they ¢could use it, but then the ‘kamarband' was not to be made from
netted materials (‘ajalikah),’

From the above list of the garments of the nuns it is quite clear
that the majority of them, if notall, were used by the muufthu
Gupta peried, In the Ajanta paintings, garments like ‘ardhoru !, ‘calanikd’,
‘bahir-nivasani’ and ‘samghitl’ are fairly common. These are without
exception warn by ordinary women. It seems thatin the Gupta pesiod
the costume of the Jaina nuns was based on the model of the women's
costume then prevalent with the additional garments to avoid nakedness
of amy part of the body which, as far as the ordinary women were
concerned, was considered not a matter of shame but quite in keeping
with the fashion of the day.

It is peculiar that in the highly luxurious seciety of the Gupta age
in which a refined sensuality was toleratad without dubbing it
immodest, the dancers, both male and female, covered their bodies
completely, This is fully supported by the Ajanta wall paintings in
which the dancers whose sex cannot be determined wear tinics and
trousers. The ‘Brhat-kalpa-sitra Bhiisya® mentions that the danseuse
(nartaki' ) having dressed properly did not feel ashamed when lifting her
legs Even the acrobatic danseuse (lafikhiki’) while performing bundreds
of tricks in the arena could not feel embarrassed as she was propezly
dressed, Fortunately for us a good description of a dancer's costume
is preserved in the 'Riyapasenaiya’’ The occasion which asfforded the
opportunity for the above description was the staging of thirty-two
kinds of dances before Mahavira at the behest of Suryabha Deva. The
dancers who appeared on the stage at the command of Stryibha
Deva were young and handsome and wore an ‘uttariya' dangling
on both sides, a tight waistband (‘parikara’) made of wariegated cloth
(‘uppiliya-citta-patta-parivara’), tunics' and various multicoloured gar-
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ments (‘dtta~cillaga-myansandoam’). They wore a simple one-stringed
necklace (‘ekdvahl’) ond other ormaments.! This was the costume. of
the male dancers. From the other end of the stage however entered
an equal number of danseusess. They wore ‘tilaka’ ornaments and
a chaplet was tied round their coiffure (‘tilaya-amelanam’), round their
necks was a torque and their breasts were covered with tight
breast-bands. *

According to the Jain sources it can be inferred that leather was
used in making shoes. Five kinds of leather; namely, cowhide, buffalo
hide, goat skin, sheep skin and the skin of wild snimals have been
recounted in the ‘Brhat-kalpa-siitra Bhasya'! The Jain monks and
nuns were disallowed the use of any kind of leather goods of any
type and colour) It may be inferred from this that shoes of coloured
leather and standard types and sizes were in demand by the people. These
leather shoes of standard types and coleurs were divided into the
following four varieties: 'Sakala-krtsna', ‘pramana-krtsna’, 'varnakrtsna'
and ‘bandhanakrtsnal

The "sakalakrtsna’ isdefined as single-soled (‘ekaputam’ or ‘ekatalam’).”
This single-soled shoe, ‘talikd’ as it is called, could be uvsed by the
Jain monks st night to avoid thorns. In day-time these shoes
could be worn when the caravan with which they teavelled tocka
short-cut, as the wearing of shoes at such occasions facilitated walling’

The "pramina-krtsna’ shoes had two, three or more soles”

‘Khallakd." The commentary says that they .were of two varieties;
half ‘khallakd' ( ‘ardha-khallakd' ) and full ‘khallaka® ( ‘samasta-khallaks' ).
The half ‘khallaka’ shoes covered half the leg while the full 'khallakd’

covered the whole leg.”
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The ‘khapusd’ shoes covered the knees.!! The ‘vagura' type covered
the toes and the feer; and the 'kosaka’ type covered the toes to protect
the nails against stones, etc, while walking. The Yanghi' type covered
the thighs and the ‘ardhajatghd’ covered half of the thighs! Elsewhere'
another kind of shoe called 'putaka’ is mentioned. It was made of straps
which covered the skin so thar it should not crack during the winter,

The 'kofaka’ and 'khapusd' shoes were used to avoid cold, snow,
snakes and thorns. Apparently these varieries were used in colder
climates. Even the monks could use them without transgressing any
instruction.

The ‘sakala-kresna’ type is further defined as the shoe ("kramanika’)
made to the exact measurement of the foot ; it is not cut or joined in the
middle or any other part)

The ‘pramina-krtsna’ shoes include zll the varieties described above
with the exception that in this type all the wvarieties had two, three or
more soles.! _

The ‘varna-krtsna' were the shoes made from white or colourad
leathex’

The ‘bandhana-krtsna’ type of shoes had fasteners more than
three in number’ In another place’ it is described as sewn or fastened
with two or three or even more lines of sewings or fastenings of hemp or
cotton threads.

The shoes or boots in general had two fasteners, one hemp fastener
at the knees, the other at the five toes. If there were three fasreners
then one was at the knee, the secand was at the big toe and the third
covered the rest of the four toes!
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Among the varieties of shoes mentioned above, the ‘khallaka’ and
‘khapusd’ type are often represented in the Ajantd paintings and Gupta
coins.
As already said, monks were not allowed to wear these shoes as they
were considered fashionable. They were advised to cut the leather from
which they got their shoes in eighteen parts which were then sewn
together. No coloured leather was used. Their shoes had only one sole

and only one fastener (‘ekabandham’),!

' The use of any different kind of shoes was not allowed to the monks
on the following grounds: () The use of leather meant cruelty to
cows and other animals’ (2) The shoes being hard, killed the tiny
animals while walking’ (3) While walking without shoes the people
looked carefully for thorns, etc. and in doing so also espied worms and
other tiny creatures and avoided them, bur with shod feet the men became
more careless of thorns and therefore abour worms, etc' (4) The very
use of shoes presupposed cruelty to the animal world" (5) The tny
¢creatures were tender by narure and they could not be expected to
withstand the pressure of shoes.’

But however meritorious might have been the non-wearing of shoes
from the religious point of view it wes not possible in the practical
everyday life of the Jain monks, and therefore certain exceptions were
made to the general rule. The otherwise unlawful wesring of shoes
was allowed to the moanks on tour, to those who were ill, to those whose
_ feet were tender by nature to those who were in constant fear of wild

snimals and robbers, to those who suffered from leprosy, piles or short-
sightedness, to child-monks and to nuns on tour. In tiwes of family
eroubles and mishaps in the country or ‘samgha’, the unlawful shoes could
be freely used” On tour, the monk was advised to wear the ‘kosa’ and
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"khapusd’ type of shoes! If a monk was forced to wear unlawful shoes
‘he should choose black-coloured shoes; in their absence, however,
red-coloured shoes or shoes of any other calour could be worn but not
before they were discoloured?
VL

In the reliefs of Goli are depicted tvpes of male costume as worn
in South India in the 4th. century. While describing these costumes it
is necessary to point out that the South Indian costumes of the 3zd. and
4th. centuries A. D, were very little different from those raprmnted in
the Amardvadl and Nigirjuni-Konda reliefs,

Costumes of Men of Status :

The princes and the men of higher position wore a simple ‘dhoti’
tied with a ‘kamarband' and turban. The typical mede of wearing the
‘dhod’ is shown ins the figure of s Nigarsja (Fig. 1)) The 'dhoti’ reaching
a little above the knees is tied to the waist with s looped kamarband, the
loop and the free end being passed through a ring At another placea
prince of very high standing, perhaps Siddhirtha, wears a ‘dhoti, one end
of which is pleated and tucked in in front. It is tied on the waisz with a
roped belt with elaborate tassels. Through this belt is passed the
‘kamarband’. The figure wears a turban to which is attached a heart-shaped
ornament with the figure of a bird in the middie (Fig 2)*

A man in private life or in the seclusion of his home wore a “dhot?’
made of thicker stuff tied with a ‘kamarband’, both ends of which hung
freely in front (Fig. 3)' There is no turban.

Soldier’s Costume :

Soldiezs on march wore a ‘dhoti’ whose front was folded and tucked
in to facilitate marching. A ‘kamarband' worn transversely over the waist
secured the 'dhon' (Fig. 4)' In certain cases. however. the end of the
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‘kamarband’ was passed through two rings worn near the navel (Fig. 5)!
The soldiers at times wore a turban, full-sleeved tunic and ‘dhod’ (Fig. ).}

In one place’ the back-view of 2 man worshipping Buddha is
represented. It shows how the end of the ‘dhoti' was looped and tucked
in behind. It also shows how a rosette-like clasp with a string attached to
the head-omament held the latter to its place (Fig- 7).

Dress of the Brahmanas ;
The Brihmanas generally wore a loin-cloth- with one end tucked in
at the side.’ A 'dupatta’ was passed transversely over the chest (Fig. 8).

Costume of the Chamberlain :

The chamberlain (‘pratibirin’) is represented wearing a Eul_l-il';;éd
tunic, a tall cap, and ‘dupattd’ passed transversely over the chest (Fig. 9).!

Dress of the Women :

The women in the Goli reliefs wear a very thin ‘'€n' wrapped round
the waist, The hair is arranged in coiffures with head-ornaments. In one
place, however, a8 woman wears what appears to be a cap (Fig. 10).*

VIL

Archacology elucidates certain problems of the costumes of the
Gupta period whicly the contemporary texts have lefr unexplained or only
partially explained. The sculptures however of the Gupta petiod are not
a5 helpful as the earlier reliefs of Bharhut, Sifici, Amarivati,
Nagarjuni-Konda and Gali for the study of the life and manners of the
people, und incidentally, the costumes worn by the different classes and
‘the foreigners. This partial neglect of the representation of the material
aspects of society may be attributed to the new conception of art which
divorcing itself from the early realistic tendencies enters the domain of
aesthietics. [ The arc of this period becomes 2 vehicle of the deep religious
meditation “and contemplation which are the characteristics of both

Ih, FL IV,
th, P IV,
I, PUIX 8
PLYLY.
Th., FLIL B
Ik, FLIIL G,

PErEE



43

Brihmanism and Buddhism ; what the art of sculpture loses in drawing
away from realism it gains in aesthetic gualities, In the saulptures of
the Gupta period we see the beginning of that hieratic art which with
its own symbals, costumes and ornaments was destined to endure for a
thousand years, and as the years rolled by, the symbols became definitely
associated with the images of different gods and goddesses as laid down
inthtﬁﬂpgﬁmns. Fortunately for the students of the social history
these rules were largely confined to the stone sculptures only ; the wall
painters still continued in the way of their ancestors whereby theit
works became the mirror of contemporary life and culture. The artists
of Ajanti effected a compromise between the ancient realism and the new
principles of aesthetics. The Ajantd paintings are @ veritable encyclopaedia
of the costumes of the Gupta age Our knowledge of the textile
materials However is 'based entirely on litersry references So far the
spade of the archaeologist has not unearthed any textile material, The
paintings of Ajanta, however, show the wealth of sewn materials with
striped or floral patterns, and the craft of railoring which had come
nanently to stay in Indian culture. ) :

The coins of the Gupts period, distinguished for their historical and
artistic value, are also of great assistance in giving us details of the royal
costumes' of the period. In their minute pertraits the dice-makers have
preserved for us such details of the costumes which even the wall
painters of the period have neglected.

Saka and ocher Foreign Influences :

Centuries before the establishment of the Gupta power North
Western India was subject to the foreign rule of the Sakas. Indo-Greeks
and the Kusinas. The contact of foreign and indigenous culture in
different walks of life was conducive to an undesstanding of the mutual
points of view. The opening of the gates of Central Asia by the Sakas
and the Kusinas brought India in contact with the rich culture of China.
In the Gupta age the vast expansion of Indian culture beyand the limits
of the country made India a centre of many Asiatic nationalities. In the
paintings of Ajantd men of different nationalities—Indians, Afghans,
Central Asians, etc—dressed in the picturesque garbs of their countries
paying their respects to the Buddha, have been represented. This crowd
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of pilgrims @nd traders dressed in the characteristic garments of their

countries must have to a certain extent influenced the costumes of India.
It is evident from Bina that new fashions, especially in sewn garments,
had come into vogue in the seventh century. This may have been due to
the contace of Indian culcure with lran. Afghanistan and also China. This
makes the paintings of Ajantd also a treasure-house for the study of the
costumes of the people of neighbouring countries,

The Conventional Costume of the Bodhisattves at Ajanti :

The coins of the Gupta age and the Ajanta paintings are our best
, sources of information about the costume of the kings and noblemen.
At Ajanta the royal personages are usually depicted wearing a ‘dbotr’
and their headdresses are elaborate diadems. The turban rarely
appears. In the coins, however, the Gupta kings are represented
wearing ‘dhoti’ and ‘dupatta’ as well as tunics and trousers. The turban is
also worn, but the king going bare-headed seems to have been an usual
'sight  This difference in the costumes of the kings as represented in the
Ajanta paintings'and in the coins may be attributed to the deified nature
of the Bodhisattvas depicted at Ajanti. Herein one may notice the
bcglnningoi those medieval traditions with formulated sets of rules for
constructing the images of gods. The over-elaborate diadems of the kings
as zepresented at Ajantd seem to be a step towards that direction ;
contemporary literature is strangely silent about them. The Bodhisattvas
at Ajanta with their very elaborate ornaments and tall bejewelled
diadems are of ane class with the images of Visnu of later date, and hence
their costume and ornaments do not necessarily represent the actual
costumes and ornaments of the kings of that period. In the '‘Harsacarita’,
as pointed out elsewhere, the king's costume though made of the best
materials was far from showy. This difference in the representation of
the kings at Ajantd and in the Gupta coins enhances the value of the
latter from the point of view of the history of costume. In the following
pages a description of the costumes of the kings in the Gupta ageas

revealed by the contemporary faintings and coins is given

Costumes of the Kings on their Coins: 1. Samudragupta
In the standard type of coins Samudragupta is represented as
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wearing a halé-sleeved tunic (coat ?) with the pointed ends banging, and
the front is embroidered with beads on both sides (Fig. 11) In most
of the ¢oins only two pointed ends of the tunic areshown, but in one
of the standard type coins®all the four ends are shown. Itcould be
compared with the tunic worn by the Saks warrior at Mathuri®
Samudragupta wears trousers not of the loose variety of the 'shalwir
type but of the ‘ciridir® type, tight-fitting and creased. His head is
covered with a close-fitting cap.

On the other coins of the standard type' the tunic is full-sleeved,
not tight fitting but loose and folded near the wrists (Fig. 12). The
breeches or may be the ‘jangha’ type of boots are decorated with 2 vertical
series of round plaques or possibly buttons.

In the third variety of the same type the half-sleeved tuic is.
combined with tight-fitting shorts (Jaghia") or 2 loin-cloth, The full boots
(‘khallaka' type, see Section V) reaching a little below the knees have
their seams decorated with round plaques (Fig, 13)” |

In the Tiger type of coins the king wears a tight-Gtting tunic with
rolled up sleeves, twisted 'kamarband’, *dhot?’ or shorts reaching the ankles
and a turban of Kusina type decorated with a plaque (Fig. 14)!

In the Candragupta Iand Kumiradevi type, Candragupta wears a
coat with pointed ends, Its neck is beaded and tasseled, and there is a
row of buttons and fasteners in the-centre (Fig. 15)7 The trousess are
creased ; the boots are of ‘ardhakhallaka’ type (see Section it oy

From the Lyrist type of Samudragupta's coins' it is evident that the
Gupta kings while relaxing from the onerous duties of the state br while
enjoying music put on a simple waist-cloth and a close-fitting cap (Fig. 16).
That this simple dress was preferred by the Gupta kings in their private
life is further supported by the Couch type coins of Candragupta IF in
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which the king sitting at ease on a high-backed couch holding a flower
in-his uplifted right band wears a simple loin-cloth.

2. Candsagupta I1

In the Archer type of coins' King Candragupts Il wears & tunic at
times secured tight at' the waist by a ‘kamarband® with an elaborate loop
on the lefr and the ends falling on the ground (Fig. 17, In another variety
of the Archer type® the king's dress is simplified to a 'jaghia’ or close-fitting
shorts in' combination with a ‘*kamarband’ looped and tied on the right.

In a Lion Sliyer type' coin the king wears besides a tunic, a
‘kamarband', waist-cloth and a helmet with a boss at the top (Fig. 18),
Another variety of this helmet (Fig 19)' is with a beaded decorstion at
the top.

Candragupta Il in the Horseman type of coins’ is usually represented
as riding a fully caparisoned horse. His costume is made up' of 3 waisg-
cloth girt with long sashes fluttering behind (Fig. 20). Bur at times while
riding a horse the king wore a tunic held tight at the waist with a
‘kamarband', and a waist-cloth® (Fig, 21).

In one of the copper coing’ Candragupes 11 standing at ease at what
appears to be a balcony wears a scarf (‘dupattd’) over his shoulders. one
end of which he holds daintily in his left hand (Fig. 22), '

3. Kumiaragupta 1

In the time of Kumidragupta I when the Gupta empire attaing jes
maturity a definite national costume is evolved, which discards the
trousers and high-boots, etc, vestiges of the Kusina costume. Kumaragupta
I is generally represented as wearing a tight-fitting tunic with pointad
ends and a waist-cloth osually reaching the knees' (Fig. 23) bur at
times reaching the ankles’ No cap is worn, its place is being taken by an
elaborate coiffure: the waist-band generally looped and tied an the
left with the ends fluttering by the side
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In the silver coins of Kumaragupta' the only interesting point in
the costume is the close-fitting cap or bound turban® with upturned brim
which reminds us of the Saka caps in Mathurd sculptures (Fig. 24).

Costumes of the Kings at Ajanta :

At Ajanta usuvally the kings or the high dignitaries weara very simple
costume—the loin-cloth, at time: completed with a scarf. The simplicity
of the costume is amply compensated by the diadems of exquisite
workmanship and jewellery. It is doubtful whether diadems of such
complicated design existed in actual ‘use, contemporary literatue does not
describe them. The portrait coins of the period also do not vouchsafe
their use. The possibility js that the diadems of simple designs were
actually used, while those with very intricate workmanship were meant
for the use of the gods. In Ajantd such diadems and tiaras are generally
worn by the Bodhisattvas.

In one of the Ajantd paintings* King Bimbisira wears a white, red
and blue striped loin-cloth with a tasseled waist-band. The headdress
consists of a turban or cap with neatly piled folds surmounted by a
famboyant ‘sarpench’ with a circular disc on each side (Fig. 25).

The King of Benares represented at Ajanti® wears a loin-cloth of
very thin material. It is secured tothe waist with a belt ; the end of the
‘patkd’ falls to the ground. On his left shoulder is'a narrow ﬂ-npedscarf
The tall cap is studded with rosettes and stars (Fig. 26).

In another place" the king wears a striped ‘dhott’ with one of the
panels decorated with regularly placed thick vertical lines The headdress
is perhaps a metallic cap with round discs on the flanks and the top
(Fig. 27).

In the Viivantara Jataka", Prince Visvantara while coming out of
the palace wears a half-sleeved right-fitting scarlet tunic, ‘dhoti’ with a
‘kamarband’ and a soft, conical cap (Fig, 28). In the same painting seated
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in the palace and distributing alms to the Brahmanas he wears an elaborate
‘mukuta’, tight half-sleeved tunic covering the chest, and decorated
with a tasseled rosette on the sleeves, 2 twisted ‘dupattd' worn like the
sacred thread (‘yajfopavita’), a short loin-cloth anda belt whose ends
fall down gracefully ( Fig. 29).

In another painting! a prince riding a horse wearsa full-sleeved
tunic, short ‘dhotl’, and a 'kamarband’ with a dagger ( Fig. 30 ).

In one of the Bagh paintings’ the king is shown wearing a striped

ot? and an elaborate square crown ( Fig. 31 ), The crown of the other
person in the same scene’ is trianguler in shape ( Fig. 32 ).

The conventional representation of the king's costume is best
illustrated in the costume of Padmapini’ The jewellery is not profuse
but select in type. Apparently the Rajas as depicted at Ajanti are
without an upper garment. His loin-cloth is made of striped silk; the
white registers between the stiipes are often hachured ( Fig. 33 ).

In another place' the figure of Avalokitesvara is draped in a red
and green striped ‘dhoti® held in position with a delicate chain bele ;
the elaborate headdress in the shape of three arches is studded with
jewels and profasely chased with elaborate designs ( Fig. 34 ).

Another king in Cave I' wears 2 waist-cloth decorated with stripes
and laddess, The end of the ‘dupattd’ falls between- his legs. The
jewellery he wears is very elegant, There is a sort of strap, perhaps
attached to the wall, through which he has put hig left hand in a reposeful
attitude ( Fig. 35). The hair is covered with ribbons, ' :

In Cave ] a Nagarija is shown wearing what appears to bz a crown
of delicate workmanship, a striped ‘dhoti’ and & belt tied in several rounds
on the right (Fig. 36)"

ln Cave XVIF a prince wears a ‘mukuta’ of very elaborate workman-~
ship, and "dhoti’ with a belt, The ends of the ‘kamarband' hang down

( Fig. 37 ).
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A Foreign King ¢

A king of foreign origin, probably Iranian.'seated on a diwan, wears
a long coat of pale blue broad-cloth, the collar, armbands and cuffs of
which are of lighter colour and probably embroidered. The cap is
hemispherical and tasseled. He wears soft leather boots ( Fig. 38 )}

Any description of the costume of the princes in the Ajantd paintings
would be inadequate without mentioning their headdresses of exquisite
workmanship, though it is doubtful whether such headdresses were
actually in use. We give below the description of choice specimens.

The headdress of a prince in Cave XVII' is conical with slightly
curved sides. The decoration consists of medallions, beads and flowers.
It is profusely set with jewels ( Fig. 39 )

Another headdress of 2 prince in Cave XVII' is flamboyant and
seems to be attached to a turban ( Fig. 40 )

In Cave XVID the princes wear two remarkable beaddresses. A
conical headdress is profusely set with jewels and pearl chains are attached
¢o it (Fig. 41). 1n another headdress slightly triangular in shape there are
crescents and  circle decorations. Pearl strings are attached toitand the
projecting sides are scalloped (Fig 42).

In Cave I' the prince wears a triangular diadem of very elaborate
workmanship, The decoration consists of circles, fully expanded flowers,
rosettes within circles, ete, It s tied at the back with ribbons whose ends
are visible (Fig. 43}

In Cave I' the headdress of the prince is madeof s broad band
divided into compartments and set with jewels. The band is mounted
with projections, two of which are visible. The shape of one is similar
to a ‘caitya’ window surmounted with three ‘amalakis’' The central
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projection is roughly triangular in shape and decorated with a rosette
(Fig. 44).
The diadem of another prince in Cave I' may be described 28 triangular
with meandering sides. It is decorared with flowers and jewelled panels
and i flanked with round discs. Pearl strings are attached from the discs
to the top of the diadem. It is also tied at the back with ribbons (Fig. 45),
_ In Cave IP the headdress is close-fitting like & cap, surmounted
However with a spiralic decaration’ on the left and also with a full blown
lotus (Fig. 46),
The headdress of a prince in cave IX* is cylindrical with a meander-
top. It is decorated with beaded circles and two full blown flowers (Fig47).

Summary:

The costumes of the kings and princes depicted in Gupts coins
and Ajantd paintings thus were as follows :

A. After the fashion of the Saka rulers the kings worea tunic
with loose sleeves folded half way, with pointed ends, trousers not of
the loose shalwir' type but of ‘cliridar’ type, and a close-fitting cap. The
loose-sleeved tunic was often rolled up at the wrists. The sleeves and
breeches were frequently decorated with a vertical series of round plagues
or possibly buttons Sometimes a ‘jaghid’ was worn in combination with
the tunic and full boots decorated with round plagues. Sometimes the
king wore a tunic with rolled up sleeves in combination with a ‘dhos’
reaching the ankles, a twisted 'kamarband' and a turben of Kusina type.
In the Candragupta I and Kumaradevi type of coins the king is repre-
sented as wearing a coat with buttons and fasteners in the centre.

B. Atthe time of relaxation the king ordinarily wore a simple
‘dhoti’ and a close-fitting cap.

C. In Candragupta IT's time the tunic is often zecured with 2
'kamarband’ with a loop on the left and the ends falling on the ground.
Elsewhere the king is represented wearing a ‘jaghia’ with the combination
of a *kamarband’ looped and tied on the right.

In the Lion Slayer type coins the costume of the king generally has
a tunic, waist-band and a helmet.
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D. In the time of Kumaragupta I a national costume seems to have
been evolyed, which discards the trousers and boots. The king is gener-
ally shown wearing a tight-fitting tunic and ‘kamarband' and a short
‘dhoti’, :

E, In Ajantd however, the king rately weats any sewn gafment.
This may be due, as already observed, to the setting up of a convention
in art by which the gods have a costume distinct from that of man.

The costumes of the soldiers, state officers, chieftains, servants, danc-
ers, etc., will now be described:

Costumes of the Horsemen :

Tn Cave L. Ajantd, a horseman conversing with & ‘yogi’ is depicted
( Fig 48). He wears a full-sleeved tunic on which appear black dots
reminding us of the application of ‘agaru’ paste to the tunic, as mentioned
by Bina® The ends of the ‘dupattd’ flutter at the back, and the hair is
tied with a ribbon,

In the painting depicting the Battle of Ceylon® the cavalrymen
wear half-sleeved tight-fitting jackets covering the chest only and close-
fitting shorts. The sleeves and necks seem to be embroidered ( Fig. 49 ).

In another scene in Cave XVII' the two riders wear tunics with
V-shaped neck. The shading on the collars indicates that perhaps they
were made of fur. The cap of the horseman on the lefr is dome-shaped
with a crenellated up-turned rim and bow at the top ( Fig. 50 ). From
their dress and general physiognomy they appear to be either of lranian
or Hun extraction.

In another scené in Cave XVII® one of the two horsemen in the
foreground to the left wears a full sleeved white coat open in front,
while his companion has & fullsleeved tight tunic with pointed ends,
trousers and full boots ( Fig, 51 ). The nature of an upper garment whose
one end is visible cannot however be determined.
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In one of the paintingsin Cave XVII' depicting the Matriposaka
Jataka' in the foreground to the left is a rider who wears a pale indigo
blue full-sleeved coat with a very broad collar (Fig. 52).

It is however at Bagh that we find the fullest representation of
the cavalry with its members dressed in tunics of varied patterns. In
Plate F of *The Bagh Caves' ( Fig. 53 ) a cavalcade of at least seventeen
horsemen is seen moving towards the left in five or six rows, The
chief person who seems to be the cavalier in the middle wears a blue
dotted yellowish tunic. On the right of the principal figure another
rider wears a greenish tunic made of chequered cloth with a flower in
the centre of each compartment. It is difficult to say whether the
chequers represent some pattern or the cross stitches of a thick padded
tunic. If the latter be true, than this particular kind of tunic may
represent the ancient ‘virabina' or some such article of wear. Above
this figure a rider on a greéen horse wears a yellowish tunic. To the
left of the chief personage rides 2 man in a yellowish tunic; the man
next to him wears an ochre-coloured coat and yellowish cap relieved
with little blue ornaments. The vanguard is made up of three soldiers,
two on horseback and a third on foot. One of the horsemen wears a
yellow tunic decorated with patterns somewhat resembling birds in shape.

The third row is made up of four horsemen. One of them wears a
blue tunic with a V-shaped opening at the neck and yellow trousers.
The person riding to his right wears a yellow robe dotted over with small
lozenges, a very common motif in tye-dyed fabries, known as ‘pulaka-
bandha' in Bana's time.

The tunic of the first man of the four riders making up the rear is
yellow. The tunic of the second is striped and that of the third blue.
The fourth wears a white robe marked with rosettes over what appears
to be a full-sleeved blue jacket.

All the persons of this stately cavalcade wear long-sleeved tunics
reaching half way down the thighs and 2 curious kind of headdress
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usually white or vellow and sometimes relieved with blue flowerets and
hanging down from the back of the head. The pictute recalls to our mind
the description of the chiefrains on horses accompanying Harsa in the
*Harsacarita' of Bapa'

Elephant Drivers : A

The elephant drivers were often dtessed in short half-sleeved jackets
decorated with plain borders on the V-shaped neck, the lower part and the
sleeve ends ( Fig. 54 ) and shorts® They wore however often also
full-sleeved tunics. At one place in Cave XVII the elephant driver wears
a full-sleeved rmunic, his hair being covered with a scarf or close-fitting
skull-cap ( Fig. 55). Elephant drivers as represented in Bagh paintings have
golden striped shorts with the rest of the body devoid of any clothing!

Costume of the Foot-soldiers :

In one of the paintings of Cave XVII' the soldiers are dressed ina
short waist-cloth ( Fig. 56): sometimes scarves are tied round their
heads ( Fig. 57). In Cave XVII, in the Battle of Ceylon' a typical
foot-soldier 1 dressed in a loin-cloth and half-sleeved tight-fitting jacket
covering the chest only, whose round neck, butrons and sleeve are
braided : the hair is tied with a strip of cloth ( Fig. 58 ).

In Cave XVII' & sword-bearer is shown wearing a half-sleeved
tight tunic with pointed ends reaching the knees; the waist is tied
with a 'kamarband’ (Fig. 59). Ia the same scene the spear-bearer
wears a hali-sleeved tunic snd also the sword-bearer; his 'kamarband’
however is tied in two rounds (Fig. 60). In CaveI' asoldier wears a
tunic made of material decorated with a leaf pattern. In Cave 1 a
shield-bearer’ proceeding from the left wears a scaif covering the
shoulders and knotted in frone,
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Costumes of the Kings and Nobles in the Battlefield :

The princes the kings in the battlefield as depicted in the Battle
of Ceylon' wear a tight half-sleeved tunic and an elaborate headdress
made of a combination of turban and ‘sarpench’ ( Fig 61 ).

Costumes of Hunters and Trappers :

Ordinary hunters and trappers as depicted in the "Matrposaka
Jataka'in Cave XVII" wear short ‘dhotis’ : their hair is bound with
a ribbon. In the representation of the ‘Chaddanta Jataka' in the same
cave® the trappers who appear to be members of some wild tribe wear
shorts with belts to which small daggers are attached ( Fig.62), Very
interesting is the design of the ‘chappal’ worn by ome of the trappers
paying his obeisance to the captured elephant (Fig 63) A typical
forester with a stick, bows and arrows wearing a waistcloth is also seen
in the same painting ( Fig. 64 ). In the ‘Sankhapila Jataka" on the right,
a hunter dragging a serpent by means of a rope wears a chequered
loin-cloth { Fig. 65); the design on the loin-cloth of another hunter
is also interesting—the dark brown stripes being decorated with arrow-
headlike designs or, may be, flying birds in singles and doubles ( Fig. 66 ).

Hunting Costume :

The hunting costume of men of position was however gquite
different. In Cave XVIP the hunter on the ground holding the bow
_ wears a half-sléeved tight jacket opening in front and reaching to the
waist. Over this he wears a white full-sleeved tunic reaching half-way
to the thighs ; its lower edges seem to be trimmed with a gold border.
He also has white trousers and boots (Fig.51). His companion is
clad in a tunic with pointed ends. Over the tunic some other
garment is worn of which one pointed end is visible.
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Costume of the Chamberlain :

In Cave XVII' the black coloured chamberlain wears a flat turban
of twisted cloth. Over the white full-sleeved tunic a ‘chadar’is passed
transversely across the chest, It is decorated with a fish-scale pattern
( Fig. 67 ).

In the painting of the Lustration of the King, in Cave I', an old
chamberlain is depicted. He wears a long full-sleeved tunic with a V-shaped
neck; the skirt of the tunic is gathered and tucked in in the ‘kamarband’;
he also wears a red-striped waist-cloth ( Fig 68 ).

Costume of the Ministers of State :

The minister of state depicted in one of the paintings of Cave XVII*
wears a white full-sleeved tunic and ‘chadar’ His head is uncovered.
Apparently he wears full boots of ‘khallaka’ type ( Fig. 69), In the ‘Sibi
Jitaka" in the scene depicting the king in agony after he had parted
with his eyes to Indra there is a minister or may be nobleman wearing
a half-sleeved jacket with the sleeves embroidered with circles and
chequers and trimmed with pearls over which a 'dupatts’ is thrown
transversely. Another twisted scarf with a central clasp is worn like
a ‘yajfiopavita’. A ribbon to which flowers are stuck is tied round the
hair ( Fig. 70 ).

Costumes of Chieftains and People of Higher Social Status :

As the costume of the kings was extremely simple except for the
head-dress of elaborate workmanship, that of chieftaing or highly placed
people was similar but for the very elaborately worked headdresses,
which seem to have been used exclusively by the kings and princes
of royal blood. The simplicity of this class of costume however is
amply compensated by the artistic mode of wearing it. In the following
paragraphs an attempt will be made to give a picture of the costumes of
this class and the modes of wearing them.
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In one of the terracotta plaques from Mirpurkhas' 2 nobleman of
the Gupta period is depicted (Fig 71). He wears what appears to be
shorts over which a 'dhoti’ s wrapped so that the front reaches only
the knee while the back part reachesa little aboye the ankles. A loose
twisted ‘kamarband’ is tied round the waist with its two knotted ends
hanging on the left. The wrapping of the waist-cloth over the shorts
appears to have been a common practice in' this age. Thus a nobleman

in Cave XVII at Ajants® s shown wearing a short waist-band
over the shorts, the night end of which peeps cut of the waist-band
cover ( Fig. 72). The neatly tied 'patkd’ has its ends hanging down to
the ground on the left. A scarf with 4 clasp is worn like 2 ‘vajilopavita’
across the chest. This may be the 'vaikaksya'

In the now headless statue of Siva from the Samlsji Hills, Idar
State’, the costume is typically that of a man of status, The ‘dhotl’
reaches a little above the ankles with the pleated end falling gracefully
in fIﬂnM‘hi‘; twisted ‘kamarband’ at the waist’ i arranged in three
loops. The ends of the ‘kamarband’ seem to be pleated aud visible on
lmthlidﬂ[ﬁm?a] In another image of Siva from Idar State' Siva's
rdhoti’ reaching the ankles is tied with a belt. A loose ‘kamarband’
encircles the ﬂushs { Fig. 74 ). At Mandor in Jodhpur State’ on a
pﬂlar on which i8 depicted the episode of Krsna lifting Govardhana
Krina wears a 'dhot’ reaching a little above the ankle (Fig. 75) Ik
is fixed with a belc to which is attached a ‘kamarband' with meandering
folds in front, and which is looped and kuotted on the right.

In the famous Variha relief in Cave No. 5 of Udayagiri in Gwalior
State the Ocean-god ( Samudra ) is appropriately dressed like ‘2 nobleman
of the period Besides 'dhoti' and ‘dupatti’ covering the shoulders bie
wears a turhan with a heart-shaped decorative plague reminiscent of
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the Kusina period turban in  Mathusd sculptures. In the image
of Avaloldte$vara from Sarnith' the graceful manner is noteable
of wearing a simple attire such as ‘dhoti’ and ‘kamarband’. Avalokitesvara's
lower part is covered by a'dhoti, the pleated end of which hangs down
between the feet. It is secured to the waist with a richly jewelled belt
tied into a loop below the navel. Over the waist we notice a twisted
scarf passed round the thighs in a loose fashion and tied up in a knot
behind the right forearm, the ends falling down gracefully along the
right leg ( Fig, 76 ),

In Cave XVII' in the ‘Question of Sariputra’ a nobleman or a2 high
dignitary of the state is depicted on the left. He wears a vertically striped
‘dhoti’ and' ‘chidar’ covering the chest and passed over the left shoulder,
The neat little spiral-shaped turban is flanked with a golden disc decorated
with a rosette ( Fig. 77 ).

An image of Mafjusri from S&math dating back to the end of the
seventh century® is dressed in a 'dhoti’ reaching below the knees with one
end pleated and tucked in on the left. There is an elaborate chain round
the waist and a belt iIs worn over the navel whose rope-like ends are
passed through a ring and hang on the right thigh ( Fig. 78 ).

Costumes of Musicians .

In the reliefs at Bhumata, a temple of the Gupta period,! a musician
playing the trumpet wears a conical eap tilted at the top,a tunic with poin-
ted ends reaching below the knees and trousers ( Fig. 79 )! Another musi-
cian playing on an hour-glass-shaped drum wears a conical cap, a coat
embroidered in front and trousers ( Fig 80)* The singer appears to be
dressed in a half-sleeved jacket' and a ‘dhoti’ tucked in behind ( Fig. 81 )
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Another musician playing a ‘surnai’ type of instrument wears a slightly
comical eap (Fig 82 ). The drummer's cap is hemispherical ( Fig. 83).
The dancer's cap has a fringed end (Fig. 84°).

In Cave XVII' the musician with folded hands in the flying
group wears a waist-cloth with grey and white stripes: the 'kamarband’
matching the waist-cloth is pleasingly decorated with grey and green
stripes. Another musician in the same cave' wears a loin-cloth decorated
with green meanders on white ground.

The most interesting costume of a male musician is however that
of a ‘vind' player who carries his instrument on his shoulder. He wears
the usual 'dhot’ held secure with a 'kamarband’ and belt, A scarfis
tied round the neck. The free ends of the 'kamarband' and the scarf
flutter in the wind. Garlands are tied round the hair dressed in
topknots ( Fig. 85 )

Costumes of Door-keepers :

The door-keepers in the Gupta age wore their costume sewn
or otherwise beautifully arranged. Thus the ‘Dvarapala’ in Cave No. 6
at Udayagiri has a simple ‘dhoti’ with the pleated end hanging in
front and held to the waist with a belt knotted below the navel He
wears his 'kamarband’ very gracefully, parts of it being passed around
the waist and arranged in fan-shape on each side of the waist ( Fig. 86 )

At Ajanti, however, the door-keepers are oftzn shown wearing sewn
garments, Thus in Cave I the door-keeper bas a long-sleeved tunic
‘of white and black checks which is tightened round the belt by a broad
girdle In CaveI' behind Uggasena, stands a guard wearing =
peaked cap with upturned brim (Fig. 87) and a long coat with tight
sleeves : the coat seems to have been made of silk ; it has a pale ground
bearing floral patterns. This, according to Yazrdani, could be ‘kimkhab’ In
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Csve IT' the guard wears an embroidersd cont with tight sleeves
reaching a little below the hips ( Fig. 88),

Costumes of the Royal Attendants:

The royal servants and attendants at Ajantd are generally depicted
wearing sewn garments or the simple 'dhoti’.. In Cave XVIF an attendant
on the left side of the Buddha wears s loin-cloth with ‘charkhina’ pattern
(Fig. 89), In Cave I'in the famous Avalokitesvara painting, the attendant
with the flower tray wears a tunic with deep brown stripes and a tiara of
very delicate workmanship (Fig. 90). A man-servant depicted in Cave
1" wears a tunic on which a very complex pattern is worked out. The
patterns are treated in bands and consist of rosettes, circles wirhin com-
partments and chevron (Fig. 91). In another scene in Cave I the atren-
dant seated on the ground wears a tunic made of silver brocade with
floral designs worked out in dark brown (Fig. 92),

While following their lords on war or in procession the attendants
wore costumes appropriate to the occasion. Thus an attendant seated
behind an elephant® in the 'Bartle of Ceylon' wearsa plumed helmet,
short half-sleeved jacket and short ‘dhoti’ tied at the waist with a
“kamarband’ ( Fig. 93°).

Dress of the Bathroom-attendant :

The bathroom-attendant depicted in Cave I' wears a short red
striped ‘dhoti’ and over it a thin covering cloth ; the head is covered
with a scarf ( Fig. 94 ),

Dress of the Common People :

We have so far been describing the costumes of kings, chief-
tains, servants. soldiers, erc. but little has been said about the costume
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of the common people. It is quite reasonable to assume that the costume
of the men on the street was quite simple, consisting of ‘dhoti’, ‘dupatta’
and turban, as today, The common crowd is shown in one of the
paintings of Ajanti depicting the Vilvantars Jataka in Cave XVIL! In
this scene three types of the dress of the common people can be
distinguished : ( a ) a shore ‘dhoti’ with the ‘chadar’ covering the whole
body ( Fig. 95) ¢ ( b)a full ‘dhotl with a striped ‘kamarband' embroideted
at the upper end, centre and sides ( Fig-96) and (c)a short loin-cloth
and a sash passed transversely on the chest ( Fig. 97 ). The shop-keepes
saluting Viévantara weats a short cloth over the loin-cloth suspended
at the waist with a chain bele ( Fig. 98 ). Anather shop-keeper pouring
il from 2 ladle wears shorts { Fig 99 ).

Dress of the Brahmagas -

‘The Brihmanas usually wear a short ‘dhoti’ and ‘dupatea’ ( Fig. 100 ).
In Caye I a Bréhmana is shown wesring a Happed cap ( kanmtopa )
Another Brihmana holding en umbrells wears his striped ‘dupattd’ trans-
yersely on the chest ( Fig. 101 )!

Costumes of the Court Jesters :

As is well known from Sanskrit dramas the ‘Vidisakas' or court
jesters usually accompanied the kings -in ancient India t0 please them
‘with witty remarks and tomfoolety. In Cave I' the jester making love
to a woman wears a full sleeved runic and the ‘patka" with its both ends
united, In Cave II' he wears ‘dhotl and ‘dupattd’. At another place in
the same cave’ the darkish figure of the jester wears a very long tunic
decorated with a star pattern and held at the waist with a girdle, He also
wears a lowet garment, which may either be a*dhoti” or trousers ; they are
visible on or below his knees, The feet are covered with striped boots
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(Fig. 102). In another place' the jester wearsa shirt and ‘dupettd’ passed
cound his back and shoulders, both falling short to cover his unshapely
belly, Sometimes the jesters are shown playing with one another or es-
joying music. InCave I (Copy in the Prince of Wales Museum ; Fig, 103)
a couple of jesters are shown. The one on the left wears a domed cap
decorated with a sprig, and 2 ‘dhotl’, He has put his sash round the neck of
his companion and is pulling it. The second jester on whom the joke is
being practised wears a skull cap and *dhoti’, Dr. Agrawala ina very in-
formative article’ rells us that in the time of Banabhatta at festival occa-
tions people practised jokes upon old chamberlains by tying their silken
upper garments round the neck of the chamberlains and dragging them on
This practice is illustrated by a terracotta panel of the Gupta period in the
Mathurd Museum in which a woman is shown dragging a jester by the
scarf put round his neck' Dr, Agrawala quotes another passage from
‘Naginanda' a Sanskrit drama of the 7th century, in which a ‘ceta’ pulls a
scarf thrown round thé neck of the jester who wants to tun away. FPer-
haps our scene from Ajanta {llustrates the ‘ceta’ and jester. Originally. #s
Dr. Agrawala suggests, the idea might have developed from the Piali
‘celukkhepa’, i. e. the waving of the upper garment as a token of joy; the
upper cloth was taken off the shoulders for this purpose and waved. A
representation of ‘celukkbepa’ occurs in the reliefs of Bharhue.

This method of cracking a joke is also to be found in the Kusipa
sculptures of Mathurd, On a pillar depicting the story of Nanda and
Sundari in the Mathura Museum a woman drags a jester by his scarf.

At another place in Cave 1 a jester wearinga full ‘dhoti’ and tunic
plays on a ‘vina’. His female companion who wears a domed cap decorated
with a sprig plays the cymbals (Fig. 104).

Snake-charmer’s Costume :

In Cave I' a snake-charmer is represented wearing a short *dhoti"
decorated with vertical blue bands and honzontal red stripes. A ‘dupattd’
tied at the chest is of the same design (Fig, 105).
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Costumes of Foreigners

In the Gupta period cultural relations between India and the other
countries of Asia specially China and Iran expanded to a great extent. A
visible proof of this is given in the Ajanta paintings in which Iranians of
the Sasanian period appear severa] times. It is difficult to say in the pre-
sent state of our knowledge whether these figures represent indigenous
Iranians or whether they represent the members of the Iranian speaking
wotld of Tajikistan and the Pamirs whose Buddhist leanings and conse-
quent pilgrimages to India are well known. The contact between the
colonial Indian civilization of Central Asia which had imbibed the
cultural heritage of India and was greatly influenced by the age old
culture of China can be studied in the paintings of Ajantd and the
frescoes and banner paintings from the ruins and caves of Central Asia,
We are not concerned here with the journey of Indian motifs from
Ajanti to Central Asia and the infiltration of certain Chinese motifs
to Indis through the pilgrim travellers and other cultural and military
contacts, The problem which concerns  us in this ‘article -is the visible
influence of Central Asiatic costume on Indian coftume. That the
influgénce was not negligible is apparent from the freguent use of caps,
tunice and boots by people in the Ajantd paintings.

We have been stressing the point in our previous articles' that
sewn garments were not unknown even in the Vedic age, though owing
to the hot climatic conditions in India in the major part of the year
the dress was very simple, consisting of 'dhoti!, ‘dupatta’, and turban.
In the succeeding periods and till the 3rd century AD, we have noticed
the types of sewn garments and their use, which was confined 6 Servants,
foreigners, soldiers, hunters, etc. In the first century A.D. however,
with the advent of the Kusinas the fashion of wearing sewn garments of
Central Asiatic patterns seems to have made headway among all classes
of Indians. This fact is amply testified by Gupta portrait coins, in
which the kings are represented wearing Kusina costume, sometimes in
entirety and sometimes in combination with certain articles of indigenous

1. JI87A Vel VIIL
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wear, In the Ajantd paintings, however, séwn gafments are worn
specially by servants, soldiers and the like, and' occasionally by the princes
and princesses, whose costumes are otherwise perfectly indigenous in
type. Such sewn garments have been described in their proper places.
In the following pages an attempt is made to describe the actual costume
of the foreigners who appear in the Ajanta paintings.

In Cave XVIL in the painting of the 'Question of Sariputra’ a num-
ber of foreignets, apparently of Iranian descent, have congregated. On the
left hand top of the picture an [ranian with folded hands rides an
elephant. He wears a tunic with sleeves, cuffs and the front beautifully
embroidered. Its embellishment consists of plain bands with the last
band on each side being decorated with solid triangles facing outside,
The decoration in front is made up of vertical criss-crossed panels lined
with solid triangles ( Fig. 106 ). Another rider wears a full-sleeved tunic
with a V-shaped neck decorated on either side with a claw-pattern.
The arm-band i decorated with scales and leaves (Fig. 107)* The
saldiets of Iranian extraction go in tunics’ In the same scene the soldier
on the left wears a tunic with a broad triangular collaz. The armlets
may be of fur. The second soldier wears a striped tunic with a round
collar { Fig. 108 ), A

Then there is a fat attendant apparently of foreign origin with a
humorous face. He wears a combination of cap and turban ; the latter is
made of some striped material. His tusic has a V-shaped collar decorated
with bands of dental pattern and meanders; the embroidery on the
arm-bands consists of solid - triangles with circles encased in the centre
between several bands. The tunic is secured to the waist with several
folds of a 'kamarband’ { Fig. 109 ).

A foreigner depicted in Cave II' ( Fig. 110 ), appatently an Iranian,
wears a skull-cap with streamers fluttering behind, The cost and
trousers are tight and lie wears hose | marked with blue stripes. A scarf
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appears to be tied round the neck, for its borders are seen fluttering
at the back. In another place in Cave II' the material of the lower
garment which the foreigner wears has a striped design in which the
Agures of ducks are interwoven.

The Costume of the Foreigners probably Syrians in the so-called

Persian Embassy Scene at Ajanta :

The most interesting type of foreign costume is however found
in the so-called representation of a court scene in Cave I which was
formerly identified as representing a Persian embassy. There has been
much controversy among scholars in the identification of this scene.
One group recognised in the scerie the embassy of the Persian king
Khusrau to the Cilukyan Raja PulakeSin in the beginning of the T7th.
century ;: the other group saw very little chance in the Buddhist
paintings of Ajantd of the representation of a purely secular scene, and
therefore suggested that it was some unknown Jataka scene. Both
were however agreed about the distinctive foreign type of the people
giving presents and their costume. The view that it is a Jataka scene
seems to be probable. A similar scene is sculptured at Amaravati and
has been identified by C. Sivaramamurti’ as the ‘Presents of King
Randhuma’ (Introduction to the Vessantara Jataka). In this scene the king
is seated on the throne attended by two female ‘chauri~bearersand a fan-
bearer standing behind him, On the left is seated the royal consort on a
‘morhd’ attended by two ‘chauri’ bearers and other maid-servants. In the
foreground are four men dressed in tunics, trousers, ‘kamarband’ and full
boots, kneeling on the floor and offering presents to the king. On the
right is a concourse of high dignitaries of state in which the Egure of the
leader of the delegation atrired in a tunic and turban is offering a pearl
necklace to'the king. At the door a horse and an elephant are seen.
Another foreigner wearing a very long tunic stands at the door and seems
to be a member of the group of foreigners. At Ajantd, the so-called
scene of the Persian embassy is almost a duplicate of this scene. A party
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 of foreigners is seén at the date two of whom have entered the hall with
presents. -The court is full of dignitaries and three foreigners are among
them. The Rija in the centre is seated at ease on the throne ; behind him
stand fan and fly whisk bearers and there are other attendants on the
left side! The similarity between the Amarivati and Ajantd scenes is so
close that very little doubt is left that both the scenes represent the same
episode? It is possible that the setting of these two scenes might have
been borrowed from contemporary court scenes at which at times foreign
embassies and merchants presented themselves to deliver gifts,

In the court sceme at Ajanta® ( Fig. 111 ) the foreigner in front is
presenting a pearl ornament to the Rija. He is described by Yazdani as
wearing a peaked cap of striped silk or broad-cloth, and his long coat (qaba)
is of the same material. Judging from the photographic reproduction
however, he seems to be wearing two distinctive garments.—a long striped
shirt and a coat whose V-shaped neck is distinctly visible. Near the righe
hand of the figure are two ribbons which possibly served as fasteners of
the coat. There is also a belt. Below the waist the figure is represented
as white with no trace of stripes ; the possibility is that this white surface
represents trousers. That the foreigners wear two garments—a shirt and
coat—is quite clear from the figure of the foreigner in the middle; he
wears a ‘qaba’ of green cloth which is open at the neck ; through the
opening one clearly sees the stripes of the undergarment. The coat reaches
to the knees where the end is slit. In this slit the trousers are seen which
cover the knees and reach down.—The peaked cap has a boss at the top,
The coat is held tight with a bele. The costume of the third foreigner
carrying a tray of ornaments is of no special interest. On the right two
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foreigners ate entering the gate. The man in front wears the usual peaked
cap; a 'geba’ reaching the ankles, and trousers and boots with the tip curved
in. He wears moreover two belts through which a sword is suspended.
Who were these people ? According to those upholding the Iranian
embassy theory they should be Iranians, Yazdani is more inclined towards
their Turkish origin! The physical traits of these foreigner—a straight
bold nose, sharply defined features and a spare pointed beard—are
however absent in the foreigners of Central Asiatic or Iranian ongin
depicted many times at Ajantd. Their somewhat stocky appearance,
thickly grown hair and the costumes made of thick woollen materials all
go against an identification with the people represented as the so-called
Persian embassy scene. Their sharp features probably recall their Semitic
origin. They may be hastily dubbed as Arabs whese trade connections
with western India from very early times are well known, but on mature
consideration this is not possible as the Arab costume so far as we know
it from the coins and other sources was a loose shirt and a scarf tied round
the head, but they never wore a conical cap of the type above-mentioned,
A possible clue for an identification is given by the costumes of Conon and
his family in a painting at Dura Europus, a Macedonian colony on the
right bank of the middle Euphrates between Antioch and Seleuca which
was founded by a general of Seleucus about 280 B.C and later on was
under the rule of the Romans, Parthians and Persians® The typical
costume of Conon and the members of his family is a peaked cap and a
long full-sleeved shirt and shoes. Conon has a goatee beard and sharp
Semitic features. The costume here is called by Rostovtzeff® a mixed
Greco-Syrian dress ( perhaps with some Iranian elements ). The costume
of the foreigners in the so-called Persian embassy scene is very similar
to the costume of Conon and his family at Dura Europus. The date
of the Dura Europus paintings however is the first Century AD. while
that of Ajanti, Cave I is the beginning of the 7th. Century—and owing to
this wide gap one may hesitate to hazard conclusions. But in oriental
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countries the costumes do not undergo revolutionary changes in five
hundred years. It is therefore possible that the foreigners represented
in the sp-called Persian embassy scene at Ajantds were Syrian or
Mesopotamian merchants.

The foreign caps have been dealt with in connection with the
costumes, Some interesting types are however specially described! here
namely a conical cap with tilted tip and the flaps raised upwards ( Fig.
112), a helmet with crenellated edge, decorated at the top with recessed
bosses ( Fig. 113 ) and a conical cap with a plume ( Fig. 114 ),

Costumes of Children :

In Ajanta there are representations of children serving on the princes
and princesses, and others and also in various playful attitudes.

In the famous representation of the Mother and Child in Cave XVII*
the child wears a striped ‘dhoti’ and a ‘channavira’; his hair is held in
position by ribbons ( Fig. 115), At another place in Cave XVIIP the
child wears a short ‘dhoti’ with 'patka’; his hair is tied with a ribbon
( Fig. 116 ). Elsewhere in Cave XVII' the boy servant holding the spittoon
- wears shorts and tunic : his hair is held together with a ribbon ( Fig. 117).
A child imn Cave I’ wears tight shorts, full boots and a skull-cap with
flower decorations ( Fig. 118 ) ; he is apparently swinging In another varia-
tion® a ‘channavira’ and belt are added to the costume ( Fig, 119 ),

The cap seems to have been favourite with children. In Cave XL
one of the children is shown wearing a spiral-shaped cap. They also wore
boots, as shown above. In Cave I' the child wears a pair of socks or long
boots, the upper ends of which are marked with a dark line.

Costume of the Queens and other Exalted Ladies on Gupta Coins
The Goddes Laksmi seated on the couch on the obverse of the

1. The drewings have been takon from Griff ths' ‘Afanta’, Past 1.
% Hordogham, Loo, vit., FL VI, 1. 5 Ib,PL.V. 6
4 Th PLIT, & 8. Copyin the Princs of Wales Musetin,

6. Tb. 7. Harringham, Lee, ¢it, PL XXXVIL
B Yapdanl, Loc. olt; Pant 1, Pl XXXIV, B, p. 4l



79

standard type coins of Samudragupta' wears a ‘sir’’ down to the ankles.
Her body is draped in a full-sleeved tunic reaching the knees, Below
the breasts a waist-band is tied with its loop visible on the left side of
the figure. Her shoulders are covered with a ‘chadar'( Fig.120). In
the Candragupta I and Kumiradevi type theé queen is dressed in the
manner of Laksmi described above’ In the Archer type’ Laksmi wears
a ‘dhoti’ and a half-sleeved jacket covering the breasts ( Fig. 121 )—In
the stone image of Siva-Parvati from Kosam dated in the Gupta year
139=4589 A.D.! the headdress of Parvati seems to be made of a basket
work pattern with a boss on each side from which hang tassels ( Fig, 122 ).

At Ajantd, in keeping with the costume of kings, the queens and
ladiés of position wear a striped ‘dhoti” and ‘ghaghri’ with a profusion of
ornaments. This costume of the Rinis contradicts what we learn about
it from the coins and contemporary literature. Probably the painters have
given & local €ouch to the costume of the kings and queens.

In Ajanta’ the king's consort usually wears a ‘siri’ or 'ghaghri’ reach-
ing the ankles and decorated with horizontal red and yellow stripes on
white ground. Some of the registers are also chequered ( Fig. 123 ). At
another place the ‘siri® is decorated with purple and green stripes. The
princess looking at the mirror’ wears a diaphanous ‘siri’ held to the waist
with a three-stranded girdle and the waist-band with the ends dangling
decorated with gold ( Fig. 124 ). One of her attendants on the right wears
a simple loin-cloth with a belt and a waistband whose both ends hang
down the back: the ‘cauri-bearer on the left also wears a loin-cloth
whose ruffles are very charming ; she wears no belt but a waist-band which
is looped behind. In another place’ the Rani wears a striped ‘ghaghr’
and what appears to be a turban or cap ( Fig. 125 ).

Sometimes at Ajanta the princesses and the ladies in high position
are dressed in sewn garments as well. In one of the scenes in Cave I' the
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Rani wears a bodice of transparent gauze, the fine texture of which bears
white dots and lines. In the famous Padmapini panel in Cave I' the
princess to the left of the Bodhisattva is clad in a bodice of fine gaunze®
and a short skirt with birds and ladder pattern in horizontal registers ;
the middle register is decorated with a wavy pattern. Her head is covered
with an elaborate headdress ( Fig. 126). In another place' the young
Rini wesrs a tunic of some pale material with a lozenge pattern worked
on the border in red ( Fig. 127 ). Another queen in Cave I‘ seated on a
stool, wears ‘a striped 'ghaghri’ and a breast-band of very thin material ;
the back is covered with what appears to be a scarf ( Fig. 128 ). In Cave
P on the extréme right side, between the pillars, stands a woman wearing
a skirt made of striped silk whose most interesting part is the border
which falls exactly in the centre of the skirt. The pattern consists of a
chain of rosettes which ‘might have been woven or embroidered ( Fig
129). In Cave II" a princess wears a tight bodice of thin material and
a close-fitting knee-length garment ( Fig. 130 ).

Costumes of the Serving maids :

It is not however the costumes of the ladies of high rank at Ajantd
that shows many varigties, for, as we know, the ladies of position except
for their ornaments were dressed simply.  Strange as it may appear it is
in the costumes of serving man:lqt that we get glimpses of the smart
costumes of the period.

Ordinarily the mmdr»sarvama and attendants are deessed in a short
‘sirl’, ‘lopse "kamarband’ with the ends dangling at the back and belt;) But
at Ajanti the female sttendants.also are seen going in tunics and ‘ghaghris’
which ate very often embroidered, The different types of sewn garments
worn by these attendants and thé materials used for making them as far
as is evident from Ajanta aré described below.
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Maid-servants often wear a white full-sleeved tunic reaching the
knees { Fig. 131 ).' Female attendants often wear double jacketa® In Cave L
a woman attendant is shown listening with rapt attention to the sermon
of the Buddha. She wears a jacket over the tunic. The jacket seems to
be made of purplish ‘bandhani’ cloth and is open in front, while the green
tunic has full sleeves and is closed in front ( Fig. 132 ). - Another maid-
servant seated within the room where the king is engaged in conversing
with his wife wears a quarter-sleeved green bodice marked with does ;
its frontage is prolonged to reach the knees: another red and tye-dyed
garment is worn over it and fastened at the back. Her head is coverad
with a scarf (Fig. 133 ). A ‘curi-bearer wears a low-necked frock-like
garment made of striped silk ( Fig, 134 ).' In another place’ a ‘cauri’~bearer
walking in front of the Rija’s horse ina procession wears a full-sleeved
tunic in which the figures of ducks are woven or printed ( Fig. 135). In
the Padmapini scene' the ‘cauri-beater standing behind the Bodhisattva
and who seems to be of foreign extraction, is dressed in & long tunic and
a peculiar headgear with four upturned embroidered flaps and a conical
topin the middle ( Fig 136). ‘Cauri-bearers also wore the *saf’ In
Cave I' below the throne of the Raje stands a ‘cauri-bearer wearing a
'siri), the upper part of which she has rolled and thrown across her
shoulder in' the form of a scarf. Another ‘cauri“bearer in Cave
XVII® wears a scarf round the neck, striped shorts and a scarf with its
ends hanging down (Fig. 137 ). At Ajantd' in the ‘Court of the King
of Benares' the ‘cauri’-bearer ( Fig. 138 ) standing behind the king wears
a tall cap decorated with what appears to be & flower at the top. 'In the
same scene on the right behind the minister stands another ‘caurd-bearer
with a conical cap: & vmthinmﬂuthmwu round the chest ( Fig. 139).
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The above description of the costume of the ‘cauri-bearers does mnot
mean that this sort of costume was entirely confined to a particular class
of servant girls. It was common among all classes of servants and there
is every reason to believe that it must have been the costume of the
middle-class women in the Gupta period. The following description should
give an adequate idea of the varieties of the women's costume specially
attached to the palace.

In the ‘Campeya Jataka" a lady in the background is dressed in a
long tunic, The tunic seems to have been made of a thin fabric deco-
rated with diagonally assorted small flowers. The pattern on her scarf
cannot be traced in the reproduction but it is distinct in the original.?

Female Attendants probably Persians :

In one of the Bacchanalian scenes in Ajanti, Cave I' on the right
stands an attendant serving wine to the chief in the centre. She wears a
round cap of red material ( broad-cloth or velvet ) with a white border
which is either of fur or some woollen material. A white plum springs
from the top of the cap. Her upper garment consists of a long tight
full-sleeved pink tunic with embroidered collar, shoulders and cuffs,. The
lower garment is a long white skirt with a frilled border of pale blue colour
( Fig. 140 ). The costume of the attendant on the left is practically the
same with certain differences only. Attached to the red capis a long
flowing veil falling on the back, one end of which is raised and tucked
up in the 'kamarband’, The shoulders, cuffs and the collar seem to be
trimmed with white fur. The long skirt border consists of frills in light
green and blue (Fig 141 ). The woman with her lord whom these
attendants are plying with wine is dressed in a tunic in no way different
in make from those of the servants.

In Cave XVII ! an attendant in the centre who by her costume ap-
pears to be of foreign extraction wears a tunic with rosette decoration and
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a dome-shaped cap with upturned brim and a knob at the top. In Cave
XVII' one of the maids wears a tunic and a scarf with its ends knotted in
front (Fig. 142). Another maid in the same scene wears a cap with two
straps hanging on the sides (Fig, 143),

Maid Servants of Foreign Extraction. etc. :

In Cave XVIF a maid servant apparently of foreign extraction wears
a moss-green half-sleeved jacket closely fitting at the waist and open at
the sidesand front. The material from which it is made is embroidered
with diagonally assorted stars. Her skirt is probably made of blue striped
silk. Her helmet-like cap has a beaded rim (Fig. 144).

In Cave IT at Ajanta® a woman is shown wearing a tight bodice of
blue silk, the short sleeves edged with pearl strings. In the Deccan it is
still a fashion among ladies to attach strings of gold beads to the short
sleeves of their 'colis,*

In Cave II' the dress of an attendant is made of three pieces—
a tight bodice, over which is a tunic of pleasing design, slit for almost the
entire length at the sides to give freedom of movement and a skirt or ‘sari’
tight enough to indicate the roundnesses of the figure (Fig. 145)." A simi-
lar apron-like tunic appears elsewhere in Cave II* where this garment is
made of a material with black stars worked on white ground. The sides
of the body and back are exposed to view.

In Cave XVTI' the fan-bearer is represented as wearing a short
‘ghaghri’ and breast-band (Fig. 146). Another maid seated by the side of
the Dying Princess wears a half-sleeved tight jacket.

Female Attendants engaged in preparing Medicine :
In Cave XVI on the top right a seated attendant wears a half-
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sleeved tunic fitting the body and reaching the knee (Fig. 147). The
second one preparing medicine wears a half-sleeved tunic covering the
chest and perhaps extending down below ; the lower part of the back seems
to be bare (Fig. 148).

A Woman in a Garden ;

In Cave XVII a woman walking in the garden wearsa 'ghaghri’ of
transparent material and a sash transversely on the chest (Fig. 149).

Women Attendants of the Buddha :

In Cave XVII* a woman attending on the Buddha wears a striped
sleeve-less tunic without shoulders and a tall hexagonal cap studded with
jewels (Fig. 150). Another attendant in the same scene wears a rectangular
cap, while a third one wears a tiered cap (Fig. 151). A woman apparently be-
longing to the middle class' seated on the floor with her back turned wears
a sleeveless low-necked bodice the upper part of which is green, yellow
and blue : the lower part seems to be striped (Fig. 152).

Costume of Women Riding Elephants :

At Bagh® women riding elephants are depicted. The driver of the
clephant in the background wears golden striped shorts. In the group of
three women the one seated behind the driver wears a short-sleeved ‘coli’
made of golden brocade with the cuffs decorated with greenish borders.
The front part of the bodice covers the breasts and the stomach, and con~
tinuing, ends on the thighs. The lower edge is cut in semi-circular style
with pointed ends. She also wears a striped ‘ghaghri’. The apron-like
gatment we have already come across in Ajanta. The bodice of the third
woman is similar in cut to that of the first woman though the bottom edge
does not séem to be cut in sémi-circles but is left plain, The cloth seems
to be yellow dotted with blue (Fig. 153).
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Headdresses of the Women at Ajanta ;

At Ajantd generally the women go with their heads uncovered, but
sometimes the women of higher social status wear tiaras. Someattendants
also wear caps. At times however the artists indulged in representing
some local headdresses. In Cave XVII' a woman otherwise without
much clothing wears an embroidered scarf covering her hair (Fig. 154), In
Cave II'a woman is represented wearing a striped and embroidered cap.
The ribbon-like scrolls seen on her shoulders may be the ornamented
borders of the scarf. Headgear of this type is to be seen frequently at
Ajantd and Ellora (Fig. 155),

The Dress of an Aboriginal Woman :

The aboriginal women wear a leaf skirt, which is represented in
Cave XVII at Ajanta". The make-up of this gkirt is extremely simple, the
green twigs being suspended in front and behind from the three-stranded
girdle made of beads (Fig. 64).5")

Costume of the Peasant Women :

The majority of the women belonging to the cultivator class how-
ever wore short ‘sipis.’ In Cave II' the women engaged in their toilet wear
short striped ‘dhotis’ with one end tucked in behind. The hair is covered
with a scarf or bound with a ribbon (Fig, 156).

Costumes of Female Musicians and Dancers -

On a lintel piece excavated from Pawiya, the ancient Padmivati,
Gwalior State, is depicted a dancing scene (Fig. 157)) The relief may be
dated as Pre-Gupta or Niga and is interesting from the point of
the history of the'local costume of Bundelkhand. There are eight female
musicians seated on stools surrounding the dancer in the middle. The
fatter wears a ‘sari’ reaching the ankles with the pleated end tucked in be-
hind—a local manner of wearing the *sart’ still prevalent in Bundelkhand.
Her breasts are covered with a scarf knotted near the left shoulder. A
very elaborate coiffure adorns her head. The musicians in the background
wear the ‘siri’ in the manner of the dancer but also a ‘coll’ tying in front.
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In Cave XVII' a group of female cymbal players iz represented.

They wear ‘sipis’ and elaborately tied waist-bands (Fig.158). Delicate:

scarves flutter behind. In Ajantda Cave I one of the musicians wears a
long tunic of blua striped silk in which spirals and the figures of oxzen and
ducks appear in the texture of the silk (Fig. 159), The patterns are in
horizontal registers ; the stripes flanked with narrow borders are decorated
with circles, Another dancing girl in the same group wears a tunic made
of tye-dyed cloth,

In the ‘Mah&janaka Jataka' in Cave I’ the dancer wears a long dark
brown full-sleeved tunic decorated with circles, Over this tunic there is
an vellow apron-like garment. For freedom of movement its sides have
been so cut that its lower ends hang loose (Fig.160) Her skirt is long
and is marked with purple, green and yellow stripes, on which appear
lozenge patterns in white. The drummer has her breasts covered with a
striped breast-band tied at the back with its ends hanging down. She
wears shorts ora ‘ghaghel’ to the middle of which is attached a broad
decorative band filled with a lozenge and circle morif (Fig.161).

At Bagh" in one scene two groups of female musicians are depicted.
The left hand group is comprised of seven women standing around an
eighth figure, a dancer (Figl62), The costume of the dancer is made up
of a Jong-sleeved greenish yellow tunic decorated with a white dot-in-circle
motif reaching to the knees. The tunic has pointed ends, and the cuffs,
the lower edges and the sides of the pointed ends are décorated with what
appears to be lace. The wide collar cut in a meandering shape seems to
have been added separately perhaps to enhance the elegance of the
dancing costume. The trousers are decorated with greenish yellow
stripes which match very well with the runic. The loose ‘kamarband'
with blue and white stripes also blends perfectly with the colour scheme
of the costume,
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The head is covered with a golden scarf with thin hlue stripes.
The ‘tipriplaver (Fig. 163) standing next to the drummer has onher left
shoulder a doubled up scarf with stripes in blue and gold. Another ‘tipn’
plaver (Fig. 164) standing next to her wears a ‘ghaghri’ with blue and
greenish stripes. The ovaloid neck of her bodice is open. Among the
three cymbal players on the right of the musicians the middle one wears
a half-sleeved ultramarine bodice with an ovaloid opening at the neck.
Its ends cover the breasts and are prolonged to the knees (Fig. 165).
The 'ghaghri’ has light greenish stripes and the white intervening spaces
are relieved with hachures.

In the second group of dancersand musicians the seated dancer
wears the sune type of costume as the dancer in the previous group. The
dull grey bodice of the musician standing behind him may indicate that it
was made of silver brocade. Its apron-like cut can be compared with the
bodice of a musician in the previous group.

There is vet ancther group of female musicians at Bagh® All the
members of this party standing in the foreground wear bodices. The one
in the centre wears @ green one dotted with white. The dancer to her
left wears 4 tiara and her knotted bun-like coiffure is covered with a white
scarf. She wears a light blue tunic over which she seems to have worn an
apron-like garment. The woman next to the dancer has a half-sleeved
ultramarine bodice. The outstanding characteristics in: the costumes of
the women ate summarised below :

Summary -

| A. On the basis of the coinsit may be said that the ladies of
position wore ‘sifis’, full-sleeved tunics reaching down the knees, waist-

bands and ‘chidars Sometimes ‘dhotis’ suspended with elaborate zones

and half-sleeved jackets were also worn.

B. At Ajantd, however, the ladies of position wear usually striped
'ghaghris’ and ‘sifis,” but at times they wear half-sleeved jackets or bodices
of fine gauze. 3

C. The serving women at Ajantd often wear sewn garments consist-
ing of full-sleeved or half-sleeved long tunics, ‘colis,’ breast-bands, jackets,

1. Masthall, Loe, eit., FL G



82

and apron-like garments. The muid-servants of foreign origin wear long
tunics, frilled undergarments and caps.
Patterns on Textiles :

So far we have been dealing with the costumes and in that con-
nection we have described the different patterns appearing on the materials
out of which the clothes were fashioned ; but at Ajantd in the representa-
tions of pillows, curtains and cushions further light is thrown on the textile
designs of the Gupta period about which unhappily in the absence of
contemporary material we know very little.

In Cave XVII* a glimpse of two curtains is obtainable. Oneisof a
dark green colour divided into panels by dotted lines with white flowers
sppearing on the surface. The second curtain bears ochre-coloured stripes
with bluish flower petals appearing on the white ground ( Fig. 166).

In Cave XVII' the cushionon which the king is seated is made of
striped material, the alternate bands bearing a chess pattern ( Fig, 167 ).

Some very interesting textile materials ( Fig. 168)are shown in
Cave XVII as back curtains in the scene depicting the King of Benares
honousing the Golden Goose®! Kasi (Benares) has been a seat of the
cextile industry from very ancient times, and the appearance of typical
Benares cloth in a scene connected with Benares need not cause surprise.
In one textile piece diagonally assorted rosettes appesr ( Fig. 168A) ; in
the second (168B) there are open flowers and the third bears chains of
spirals ( Fig, 168C ).

{n another palace scene in Cave I' the common textile patterns can
be studied. The women wear skirts made of striped material The
queen’s skirt made of a pale yellow stuff bears chocolate horizontal
stripzs on which are worked arrow-head-like designs which are perhaps
conventional representations of birds ( Fig. 169). The materizl of the
<kirt of the woman on the extreme left is similar fo ithat of the queen's
skirt but the stripes are decorated with circles. The ‘cauri~bearer in the
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background on the left wearsa skirt made of pale green stuff beautifully
decorated with chocolate stripes.

In a palace scene from Cave I' the cushions are made of a material
bearing a four-petulled floral design (‘caupatid’ ; Fig. 170 ).

In Cave I again® two patrerns on pillows are seen. (1) The cushion
used by Campeya is made of cloth in which are small stars worked in silk
and gbld or silver thread on a dull yellowish texture which itself is gald ot
silver cloth. The design on the cushion which his consort uses consists
of stars ot four-pointed flowers wotked out ona dark background.

In Cave 1P the cushion cloth bearsa check pattern with stars at

the corner.

CONCLUSION

In the foregoing pages we have covered the history of Indian cos-
tume roughly from the third century A. D. to the end of the seventh.
The literary evidences, the sccounts of the Chinese travellers and the
archmglogical evidences of paintings and sculptures have, all been utilised
to show that the period under review is not only called the Golden age
because of the great political achievements of rulers like Samudragupta,
Candragupta snd $i Harsa, but also from the point of view of the
development of Indian culture which manifests itself in the superb
scitlptures of the temples and the cave paintings. They are a veritable
treasure-house of contemporary manners and customs, of the luxurious
ife which the kings and nobles led and of the réfined costumes of the
people which form the subject matter of our thesis.

The history of the costume in the period under review may be divided
roughly under three sections : (1) pre-Gupta; (2) Gupta and (3) post-
Gupta, including the period of Sri Harsa and the Calukyas of Deccan.

For the history of the costume of the first petiod our mainstay are the
sculptures from Goli, Guntur district, in the Madras Presidency and stray
sculptures from Piwdya in Gwalior State. In the South, as far as the
costume of the people is concerned, there was no big depafture from the
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days of Amarivati. " In the sculpture sfrom Pawaya, however, certain local
variations have been recorded. There is no fixed chronology of the
Mathura sculptures—nearly all the ted stone sculptures being labelled
Kusina, though some may be of Gupta date. These sculptures, howsver,
we bave not taken into consideration because very few of them tell us
anything new from what we already know about Indian costume in
the Kusana period.

In the Gupta period proper various sculptures, the paintings of
Cave XVII at Ajantd, if we prefer to call them Gupta and not Vikitaka
and most important of them all the coins of the Gupta emperors amply
illustrate the costumes. In the Gupta sculptures there is a tendency
towards conventionalisation and idealisation. The coins however are
naturalistic in the treatment of the portraits of the kings, and even
within their small size they show minute details of the costumes. As
regards the lirerary sources there is the 'Amarakoda’ and the works of
Kilidasa, though the latter does not throw much light on the subject
of costumes. A third source however of inestimable value are certain
Jain texts the traditions of the Jain canon are much older than
the Gupta period and its ‘siitra’ portion may go as far back as the
fourth century B.C. But the Jain canon according to the Jain
traditions themselves was collected and re-edited from time to
time, the latest edifion being made in the fifth century by a council
of monks invited by Devardhi Ksamasramana at Valabhi, . The
descriptive portions in the canon which, by the way.are all alike, by .
their overelaboration and pompous style remind us more of the style
of Subandhu and Bana than of the terse style of the authors of the Jain
‘siitras. The late age of these passages is further supported by internal
evidence. Many of them mention necklaces made of ‘dinara), a coin intro-
duced in the Kusana period. The garments bearing geese patterns are also
not mentioned in the literature of the pre-Gupta age. It seems that these
descriptive portions were added in the fifth century while the canon
was undergoing the third edition. The Jain canon as is well known hasa
vast commentarial literature, known technically as 'Niryuks, ‘Bhisya’,
'Cuirqri’ and 'Tikd' the first three being in Prakrit and the last in Sanskrit,
Uniortunately nothing is known about the date of the Bhisyas—the
most important of them being the Bhasya on the ‘Brhat-kalpa-siitrs'
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by Jinadasa Gani Ksamiframana, In the absence of dates one has to depend
on internal evidence, and as far as the ‘Brhat-kalpa-sitra’ is concerned
there should be no hesitation in assigning it to the Gupta 2ra if not earlier.

This is not the place to discuss the evidence about the date of a parti-
cular work but as we have utilised fully the marterials on costumes,
textile materials, shoes, etc. from the '‘Brhat-kalpa-sticra’ Bhasya it will

not be besides the point to give one or two proofs of its date In a section

( vol, IV, 3891-92 ) certain coins are described as current in Indiz and their
rates of exchange are also given. From these couplets it is evident that there
were coins of Daksipipatha, Uttardpatha, the Nelaka coins of Conjeeva-
ram and the coins of Pataliputra, Such political units could not exist
later than the Gupea period, though they could also point to the age of the
later S3tavahanas. [In the description of the costume of a nun.oneis
faced with the well-clad type of women of the Kusina and Gupta periods.
Considering these points—and there are many more—there should not
be any hesitation in assigning Jinadasa Gani to the Gupta period. But
even if he existed after the Gupta period there is every likelihood that he
has incorporated much of the' material of the period, and hence 15
a trustworthy source for the social history of this period.

The materials on costume and textiles in the ‘Amarako$a’ are of a
varied nature, Various ‘classes of textiles manufactured from bark fibres,
linen, silk, wool and goat’s hair are defined. Various technical tetms

of cloth manufacture from the loom to the washing and finishing stages

a’rﬂ:h{'en. It also contains various terms for garments sewn or other-
wise. Names for sewn garments of the women, such as ‘cola, canditaka’, etc.,
are mentioned. Our knowledge of garments of the period is further

‘eaugmented by occasional references to Kalidasa : our knowledge of th

various kinds of silks is increased by the 'Brhat-kalpa-siitra’ Bhisya
which also tells of the various centresof cloth production, varieties of cloth
materials, their prices and of various articles of costume both of laymen and
monks and nuns, Its description of shoes 15 of great importance and for
the first time in Indian literature we are told the Indian name for full
boots worn by the Kusina and Gupta kings as 'khapusa’.

It is evident from the coins and paintings that sewn garments were
extensively used. This innovation may be directly attributed to the foreign
influence of the Sakas and Hanas and the cultural and commercidl inter-
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course with the foreign lands. The imported female slaves clad in
sewn garments made after the style of the countries from which they came
perhaps also to 2 certain degree moulded the taste of the inmates of the
harem as far as their costumes were concerned.

. It is evident from the coins that the Gupta kings often wore tunics,
trousets and high boots after the fashion of the Kusina kings, and very
‘often they are also represented wearing ‘dhoti, depatt®’, and turban in
combimution with tunics and 'kKamarband’. It'is also evident from the
coins of Kumiragupta that a national costume was coming to the
forefront in the latarpzrrt of the Gupta period. The women as a rule are
represented in ‘sagl’, bodice, tunie and *chadar’,

- Ample maj:e_riul for the study of the costume of the post-Gupta
period is supplied in the works of Biansbhatta. Here we are rfor only
given scrappy references to costumes but are told how they were worn
and of what materials they were made. Bana's observant eyes no
details of the costumes 'of the kings, queens, attendants, messengers,
chamberlnins or even monks escaped, and the truthfulness of his descrip-
tion can be checked with the help of the Ajanta paintings.

Further marterials for the history of Indian costume in this period
are supplied by the Chinese travellers Yuan-chwang and I-tsing. Ydan-
chwang's description of Indian costume is short and rather conven-
tional, but T-tsing has given a detailed description of the costumes of the
monks and nuns belonging to the different orders of Buddhism and h
also made pertinent observations on the costumes of the Indians in genesal,
It iz evident from his observarions cthat rhe skirt was generally used by
women and the common dress of the Indians was a ‘dhotl” and ‘dupatts’,
though in Kashmir and other colder regions sewn woollen garments were
used.

All the informations sbout Indian costume pale intoinsignificance
when we approach the paintings of Ajantd which show usin detail the
costumes of the people of all classes. It is significant that commonly the
kings at Ajanta wear ‘dhotis’ and highly ormamented headdresses but sewn
garments were not tabooed. The nobles and princes imitated the
king. The chamberlain and at times the ministers wear long tunics. The
soldiers wear either a ‘dhott’ or are clad in tunics, trousers, head scarves
and high boots. The jesters and royal attendants wear tunics and boots -
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or purely Indian costume, Theé queens and the women of higher social
status wear light garments consisting of ‘sins’, skirts and scarves, though
ar times they also wear runics with half sleeves or full It is however in the
costumes of the female artendants that a great variety may be seen. One
section of the female attendants wears tunics and caps of definitely foreign
origin and the other section is clad in purely Indian costume. The
dancing girls are also shown wearing tunics, sometimes in combination
with an apron-like garment and trousers

We have referred to the foreign intercourse in this period. This is
amply supported by the various foreign types appearing st Ajanti. One
type wears a tunic with a V-shaped opening at the neck, lightly embroi-
dered at the cuffs, collar and arms, and dome-shaped caps. Their beards,
bushy eyebrows and straight features recall the features of Iranians,
and they may be Iranians or Central Asians. In the famous so-called
Pgrﬁian emhnﬁy scene in Cave I the foreigners are of different stack and
in our opinion may be Syrians In the Khusrau and Shirin scene the
elaborate dress of Iranian women mng frilled tunics and domed caps
may be geen.

The paintings of Ajantd alse depict various textile patterns. They
show that tye-dyed materials were greatly in demand and that stripes,
Iadders and cheguers were common patterns. In one painting we see
certain pieces which might have been of Benares manufacture:

In conclusion we have utilised whatever marerial was available both

/E:}‘Iimmtum and art for reconstructing a truthful picture of the costumes
in one of the most glorious periods of Indian history. It dispels the prejudice
and common notion that there can not be any history of Indian costume
prior to the Mughal period as the Indians prior to this wore only simple
unsewn garments without any aesthetic value whatsoever. The Indians
however knew sewn garments at least Afteen hundred years before the
advent of the Mughals, but mere aesthetic considerations did not move
them to discard the more convenient and hygienic 'dhoti’ and scarf in
favour of tight tunics, trousers and caps,—most uncomfortable articles of
costume where the sun registers a temperature of 120 degrees in summer,
But the simplicity of two sheets making up the costume of the majority
of the ancient Indians lent itself to artistic modes of wearing
them. All these facts have been recorded in the body of this article.
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